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INTRODUCTION 

Perhaps no where else does art and architecture capture the vernacular and cultural 

landscape as perfectly as is the case in New Mexico. This research will identify the relationship 

betw een the Arts and Crafts movement and early 20"̂  century New Mexico regional architecture 

It will parallel the similarities between regional architecture and the movement as a whole, and 

will identify the unique qualities of the aesthetic in the American southwest. 

The study will identify- specific examples of the Arts and Crafts aesthetic, beginning with 

the Red House (1860) in Bexleyheath, England. It will trace the movement to the United States 

with the Isaac Bell House (1882-1883) in Newport, Rhode Island, the Frederick C. Robie House 

(1906-1909) in Chicago, Illinois, and the Gamble House (1908) in Pasadena, California. These 

examples will be analyzed to identify the formal, constructional, and philosophical elements that 

characterize all Arts and Crafts architecture 

Specific examples in Santa Fe and Taos were chosen as vehicles for the study of regional 

New Mexico Arts and Crafts architecture; El Delirio (1922-1930) in Santa Fe, and Los Gallos 

(1918-1929) in Taos. El Delirio was designed by William Penhallow Henderson. Henderson, 

instrumental in creating the Santa Fe style, was commissioned by Elizabeth and Martha Root 

White, daughters of New York writer and financier Horace White. Los Gallos was designed and 

built by Mabel Dodge Luhan and husband, Antonio Luhan, a Pueblo Indian.' Mabel Dodge was 

born in Buffalo, New York A colorful figure, she married four times and formed a highly 

publicized friendship with D.H. Lawrence. Both of these homes became lively social scenes and 

spiritual oases for many artists and writers in Santa Fe and Taos. This study will identify the 

relationship of these two buildings to the mainstream of the Arts and Crafts aesthefic and their 

' Luhan is the phonetic spelling for Tonys actual name of Lujan. Mabel changed the spelling when the j " 
was constantly mispronounced by friends. Depending on the source, Mabel and Tonys surname may be spelled 
either way. Since Mabel is best known for the Luhan spelling, this thesis will reflect that version. 



distinct regional characteristics. Even though considerable research is available on the Arts and 

Crafts movement and New Mexico regional architecture, little research has been done to tie them 

together. 

The original proponents of the Arts and Crafts movement were in Great Britain and they, 

as well as those who followed them, advocated a return to craftsmanship. Native materials, 

interiors dedicated to healthy minds and bodies, and an appreciation for the culture and landscape 

of the area were all major objectives of the movement. Designers created environments that 

brought art into every aspect of everyday life. The home was the most important structure and the 

hearth was the home's focus. Another important aspect was the production of these shelters and 

decorative arts in bucolic settings, away from the urban, industrialized areas. 

.AJthough the origins of the Arts and Crafts movement in Britain were often based on 

Gothic elements, the movement never embraced a particular style. Designs were simple and 

honest and elements of construction became the focus of ornament and design. Arts and Crafts 

designers searched for an architecture that expressed nationalism and regional identity 

Artists and craftsmen found many of these ideals ready-made in New Mexico. Native 

Pueblo Indians, Spanish and Mexican Colonists, and Anglo Territorial newcomers adapted to the 

mild climate and natural materials of the area. The Pueblo Indian importance of community 

carried over to subsequent cultures. Building upon the ideas of previous inhabitants, each culture 

modified designs, culminating in a quintessential vernacular architecture. Based on regional 

materials, craftsmanship, and energy-efficient strategies. New Mexicans traditionally built homes 

and communities in harmony with the healthy southwest climate 

AJthough other Arts and Crafts designers successfully created environments that embraced 

all those ideals, most were never able to make those elements available to the general public. The 

shear cost of labor to produce quality, hand-made products kept them out of reach of the lower 



and middle economic population. However, in New Mexico, adobe technology had been used for 

centuries. There, adobe was easy to create and a large labor pool knew how to use it. Homes 

made from adobe blended with the landscape and broke down the division between interior and 

exterior spaces. In New Mexico, craftsmen worked with these readily available materials, and 

created an architecture that represented a pure American Arts and Crafts style. 
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CHAPTER 1 

THE ORJGINS OF THE ARTS AND CRAFTS MOVEMENT IN BRITAIN AND ITS 
SUBSEQUENT MANIFESTATIONS IN THE UNITED STATES 

The .Arts and Crafts movement began in late 19̂ '' century England as a response to 

industrialization and spread throughout Europe and to the New World.^ The three most 

influential men at the roots of the movement were A.W.N. Pugin (1812-1852), John Ruskin 

(1819-1900), and William Morris (1834-1896). In their writings, Pugin and Ruskin promoted a 

return to craftsmanship. However, it was with Morris that those proposals became a reality 

-Although Pugin and Ruskin advocated a revival of Gothic architecture as a basis for the 

movement, a specific style cannot be associated with the Arts and Crafts movement as a whole. 

Craftsmen incorporated elements of different styles with elements of vernacular architecture of 

specific areas, each with a common goal; to reform society through better architecture and to 

create a vibrant contemporary aesthetic expression. 

Pugin, an architect and notable religious zealot, advocated a return to the vernacular forms 

of Gothic architecture in an effort to restore morals and values he perceived were missing in the 

industrialized world. He believed that, in Classical symmetrical forms, the joy of the laborer and 

sense of community were missing. The designs of later Arts and Crafts leaders embodied Pugin's 

goals of recombining the artist and craftsman, reforming society, and reviving regional vernacular 

architecture. 

" Wend\ Kaplan et al.. "The Art that is Life ": The Arts and Crafts Movement in America. IS75-I920 
(Boston: Museum of Fine Arts. 1987) p. 52-55: James Stevens Curl. "Arts and Crafts." A Dictionary of Architecture. 
(O.vford: Oxford Universir\ Press. 1999) p. 37-38. .Although Pugin. Ruskin. and Morris are equated with the 
beginnings of the movement, others such as Thomas Rickman and Eugene-Emmanuel Viollet-le-Duc advocated 
similar beliefs. And. as early as the late 18* centun, Jean-Jacques Rousseau proposed that people from all social 
classes should acquire manual skills. 



John Ruskin was a lecturer, art critic, and the first professor of art history at Oxford 

University. He shared Pugin's opinions of Gothic architecture, if not his religious fanaticism, and 

saw Gothic forms as a vehicle for the expression of the artist's individuality. Ruskin believed that 

with mechanization, craftsmen became cogs in a system. Only a return to crafting unique designs 

would guarantee quality products. Ruskin's books. The Seven Lamps of Architecture (1849) and 

The Stones (f Venice (1851 and 1853) established the standards for Arts and Crafts design for the 

next century. 

In The Seven Lamps of Architecture, Ruskin enumerated the most important aspects of 

what he considered good architecture. He was among the first to make a distinction between 

architecture and building. In his Lamp of Sacrifice, he stated, "Architecture is the art which so 

disposes and adorns the edifices raised by man, for whatsoever uses, that the sight of them may 

contribute to his mental health, power, and pleasure."^ He believed that the artist must put forth 

the extra time and effort to produce a truly worthwhile design. This was an underlying premise of 

the Arts and Crafts ideal 

In the Lamp of Truth, Ruskin advocated the honest use of material and ornament.'̂  He 

deemed that materials should not be disguised as another material, and ornament should not be 

added to conceal a part of the structure. This is evident in use of natural materials and the 

importance given to joinery in the Arts and Crafts movement. 

Ruskin recommended a sense of mystery or awe concerning the design of great buildings 

in the Lamp of Power ^ The Arts and Crafts churches of architects such as Ralph Adams Cram 

and Bertram Grosvenor Goodhue reflected this idea. Memorable buildings should be constructed. 

^ John Ruskin. The Seven Lamps of Architecture (London: Richard Cla> & Sons. Limited. 1932) p. 7. 

" Ruskin. The Seven Lamps of Architecture, p. 29-68 

^ Ruskin. The Seven Lamps of Architecture, p. 68-103. 
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either by design or by materials, in such a way as to evoke a feeling of sublimity.^ 

Ruskin promoted the use of forms derived from nature in the Lamp of Beauty.'^ He 

reasoned that forms found in nature are the most beautifiil, and the most exquisite being the rarest 

Consequently, architecture should mirror systems found in nature, sparing the more exquisite 

designs for the optimum delight. Arts and Crafts designers espoused this concept in a variety of 

ways. 

In the Lamp of Life, Ruskin boldly distinguished between designs conceived from the 

artist's intuition and those prescribed by educational dictates.^ Works created from the natural 

talents of craftsmen embody "true life," while those produced automatically by educated workers 

project a "false life." Although most Arts and Crafters had been educated in architecture, the 

individual creativit\ of each designer was a highly regarded principle of the movement '" 

In the Lamp of Memory, Ruskin set the standard for preservation in architecture.'' Not 

* An in depth discussion on the tenants of the sublime may be found in Sir Edmund Burke"s.4 Philosophical 
Enquirv into the Origin of our Ideas of the Sublime and Beautiful, 1756. Burkes \ iews on the aesthetics of the 
Beautiful" and the Sublime" were significant in the transition from the Classical world \ lew to the Romantic world 
\ie\\. 

Ruskin. The Seven Lamps of Architecture, p. 103-150. 

'̂  Some designers conceived of natural forms in a literal way Louis Sullivan incorporated natural forms 
such as flowers, leaves, and vines in his structures. Other architects created abstracted natural designs. Praine School 
architect. Frank Lloyd Wright, abstracted the designs into geometric forms. Some artists, such as Charles Rennie 
Mackintosh and Art Nouveau designers attenuated natural forms. 

^ Ruskin. The Seven Lamps of Architecture, p. 151-179. 

'" Curl. "Arts and Crafts."" The Dictionary of Architecture, p. 37-38. There were also small design 
communes that were established by. both, novice and educated designers. In 1871, John Ruskin established the Guild 
of St. George, the first Utopian Arts and Crafts community. William Morns formed a partnership with other artists to 
produce a line of Arts and Crafts furnishings and decorator items. In the LI. S., Frank Lloyd Wright established the 
Taliesin Fellowship schools in Wisconsin and Arizona. Roycroft designers moved into communities of craftsmen. 
Mabel Dodge Lujan established a communirs' in Taos. New Mexico. Morris. Wright, and Lujan will be discussed in 
further detail in subsequent pages. 

" Ruskin. The Seven Lamps of Architecture, p. 179-203. Without exception, wherever Arts and Crafts 
designs flourished, it was preceded by an interest in historic preservation. William Morns was instrumental in the 
founding of the Society for the Protection of Ancient Buildings in 1877. The first preservation group in America, the 
Mount Vernon Ladies Association, was founded to restore and preserve George Washington"s family home. For 



only is it important to record the thoughts of men for posterity, but it is equally important to build 

for fiiture generations. Similarly, vital architecture incorporates historical forms in new ways. 

.A.ns and Crafts architects also embraced the Lamp of Memory as the basis for building homes to 

last for many generations. 

Ruskin's final chapter, the Lamp of Obedience, is an argument for regional aesthetic 

expressions. Government buildings of all levels, as well as domestic architecture should reflect 

the people of the area. Historic precedent should be incorporated in a vital way, but designed in 

the context of the place. This opened the door for a number of styles and subsequent 

movements.'"' 

The aesthetic and social goals expressed by Pugin and Ruskin were given physical form 

by William Morris. Morris enrolled at Oxford to study the ministry where he read Ruskin's The 

Stones of Venice. Morris subsequently idenfified that this book transformed his life and gave it 

direction. In accordance with Ruskin's ideas of uniting art and labor, Morris dedicated his life to 

the ideals of reforming society through craftsmanship. 

Morris grew up in the Epping Forest just outside of London. It was a fitting setting to 

cultivate a sense of romance and domestic contentment, embodied in Morris' later work. He 

preferred the country life, reveling in family traditions and the natural beauty of the countryside. 

further discussion on the Mount Vernon and other preservation groups, see: James Marston Fitchs Historic 
Preservation: Curatorial Management of the Built World, (New York: McGraw-Hill Book Company. 1982). 

'• Ruskin. The Seven Lamps of Architecture, p. 203-219. 

'̂  Nikolaus Pevsner and J.M. Richards, ed.. The Anti-Rationalists, (New York: Harper & Row. Publishers. 
1973). In Scotland, Mackintosh identifies his regional style as 'Scottish Baronial." Art Nouveau became popular in 
France and Violet Le Due championed the use of cast iron. Antoni Gaudi based his designs on skeletal forms of 
dinosaurs found in Spain. In Germany, the movement took a different turn. German designs were rooted in Greek 
mythology and were more sensual than British designs. The Germans classified different styles and developed what 
they considered the perfect npe that could be reproduced mechanically. In the U.S., regional styles echoed the 
landscape of the area. Particular styles will be discussed in subsequent chapters. 

14 Montague Weekley. William Morris, (London: Camelot Press. 1934) p. 9-18. 
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While at Oxford, Morris formed friendships with architect, Philip Webb (1831-1915), and 

painter, Edward Burne-Jones (1833-1898).'^ Morris, Webb, Burne-Jones, and Pre-Raphaelite 

painter, Dante Gabriel Rosetti (1828-1882) collaborated on several projects, beginning with the 

Red House (1859-1860) in Bexleyheath, England. Buih for Morris and his bride, Jane, the home 

was designed by Webb, and the other members of the group designed interior fijrnishings and 

decoration The Red House embodied the fiindamental principles for all subsequent Arts and 

Crafts domestic architecture. 

In both structure and plan. Red House has an additive nature as though it had been built 

long ago and was continually enlarged, as the family required it (figures 1 & 2). This was 

consistent with the idea of historical continuity, as Ruskin had expressed in the Lamp of Memory. 

Each space, both internally and externally, expresses its function. Although each room has a 

distinctive character, similar materials tie them together. 

The exterior of Red House, an expression of the Lamp of Obedience, is based on rural 

vernacular medieval architecture. The irregular roof, red brick walls, and L-shaped plan give the 

house a warm, rustic air. Romanesque arches of plaster and brick in the upper landing echo 

Gothic arches over doors and windows on the exterior (figure 3). The aesthetic expression of the 

fireplaces, stair railings, and the newel post are a simplified version of the Gothic style. 

The house's structural components are expressed according to the Lamp of Truth. Not 

only are they revealed, but they are defined by a variation of materials and patterns. In certain 

instances, the structural elements become ornamental (figure 4). 

Morris and his friends designed special furnishings for the house. Burne-Jones painted 

murals on the drawing room walls and Morris designed tapestries with nature motifs such as the 

'''Philip Henderson. William Morris: His Life, Work and Friends, (London: McGraw-Hill Book Company. 
1967) p. 3-78: Peter Davey. Architecture of the Arts and Crafts Movement, (New York: Rizzoli. 1980) p. 21-45: 
Elizabeth Wilhide. William .Morris: Decor and Design, (New York: Harry N. Abrams. Inc.. 1991) p. 9-165. 



daisy wall hangings for the bedroom. The wall hangings, embroidered by his wife, express the 

delight from natural forms that Ruskin advocated in the Lamp of Beauty (figure5) 

The house was a labor of love and embodied the ideas of the craftsmen's extra effort and 

individual talent that Ruskin affirmed in the Lamp of Sacrifice and the Lamp of Life. Every aspect 

of the design and execution was an expression of the individual artist at his best. In accordance 

with Pugin's and Ruskin's ideas, Morris believed that attractive surroundings would stimulate 

good work. Morris adopted the motto, if 1 can (Si je puis),' from Van Eyck'sAls ich Kanne, and 

scattered it throughout the house (figures 6 & 1).'^ 

For Morris and other early Arts and Crafts designers, the emphasis of reforming society 

centered on the domestic environment. The Red House, with its custom furnishings and decor, 

was a comprehensive design concept, which was adopted by many craftsmen architects who 

followed. 

Out of the collaboration on the Red House, the design firm of Morris, Marshall, Faulkner 

and Co. was established in 1861. The firm produced stained glass, hand-painted tiles, fabrics, 

wallpaper, furniture, and other decorative items. The plan envisioned by the firm's founders was 

that, with the ability to produce quality craftsman goods for the public, they would reach a large 

number of people and advance their social goals. Unfortunately, the nature of handcrafted 

designs made them too expensive for the common man. Only the wealthy could afford them. If 

social reform was to be linked to the Arts and Crafts movement, designers would have to find a 

way to reduce the cost. The paradox manifested in Morris and Co.'s efforts continued to plague 

Arts and Crafts designers in the next decades. 

'̂  Marilyn Stokstad. Art History, vol. 2. (New York: Harrv' N. Abrams, Incorporated. 1999), p. dll-Gll. 
Jan van Eyck (c. 1370/90-1441) was a Flemish painter, famous for his technique of painting wuh oil glazes on wood 
panels. Jan derived his motto. "Als ich chan" ("The best that I am capable of doing""), from classical sources. This 
motto IS a fitting illustration of the Jans humanist spirit and. also, for the Arts and Crafts ideals actively embraced bv 
Morris. 
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The Arts and Crafts movement spread to America in the latter part of the 19* century 

through exhibits, journals, catalogues, and salesrooms.'^ As in Britain, designers in America 

combined many styles with vernacular elements from each region to produce dynamic new forms. 

For many American craftsmen, the vast American landscapes became the inspiration for their 

designs. 

Frank Furness (1839-1912), used a variety of traditional styles, but combined them in 

unorthodox ways. Architects, Bertram Grosvenor Goodhue (1869-1924) and Ralph Adams Cram 

(1863-1942), designed churches which incorporated the Gothic style and the medieval tradition of 

collaboration among craftsmen. Later, Goodhue experimented with more modern forms to create 

a uniquely American Art Deco style. H.H. Richardson (1838-1886) developed an American 

version of the Romanesque style with interiors lavished in decorative arts from William Morris 

and other Arts and Crafts designers. Perhaps the most influential of America's turn of the century 

designers, Charles Follen McKim (1847-1909), William Rutherford Mead (1846-1928), and 

Stanford White (1853-1906) formed a partnership in 1879.'*^ The early architectural designs of 

the firm combined European styles with colonial American influences to produce what came to be 

known as the American summer cottage style. 

An example of Arts and Crafts architecture by McKim, Mead & White is the Isaac Bell 

House (1881-1883) in Newport, Rhode Island (figure 8). Built for a wealthy banker and cotton 

trader, the house combines the Queen Anne style with American colonial elements. Broad gables. 

' EilsQuBons. Art and Labor: Ruskin, Morris, and the Craft.^man Ideal in America, (Philadelphia: Temple 
University Press. 1986) p. 20-81; Richard Wilson. "American Arts and Crafts Architecture: Radical though 
Dedicated to the Cause Conservative," in "The Art that is Life ": The Arts and Crafts Movement in America, 1875-
1920. ed. Wendy Kaplan (Boston: Museum of Fine Arts, 1987) p. 101-131. 

" Samuel G. White. The Houses of McKim, Mead & White. (New York: Rizzoli. 1998) p. 9-55: Leland M. 
Roth. McKim. Mead & White, Architects, (New York: Harper & Row. Publishers. Inc.. 1983) p. 72 
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irregular massing, deep porches, and multiple roofs are enveloped in richly textured shingles 

The Bell House's shingle patterns compliment the regional landscape, mirroring the natural forms 

of the nearby seaside (figure 9). 

At the Bell House, as in other Arts and Crafts homes, functional elements become 

decorative (figure 10). On the exterior, ornamental gutters collect rainwater and dolphin brackets 

support the porch roof Japanese-inspired columns evoke bamboo caning and are topped by leaf-

spring capitals.'^" Large porches, informal building massing, and large expanses of glass create 

the typical .Arts and Crafts characteristic of linking interior and exterior spaces (figure 11 & 12). 

.\ large entry and stair hall forms the house's interior core, which is linked to the other 

spaces through large doors and a wide stairway to the second floor (figure 13). This open space 

configuration expands on the long hall design at the Red House and allows for an easy flow from 

room to room The Bell House's inglenook, a domestic element found in many British Arts and 

Crafts designs that consisted of a generous fireplace with built-in seating, is surrounded by wood 

panels (figures 14 & 15). The tiled fireplace, a central feature in the entry/stair hall, is trimmed in 

leaded glass and flanked by two leaded glass windows. The ornamental wood panels surrounding 

the inglenook were appropriated from French provincial armoires. An opening from the 

inglenook into the stairway ties the panehng, banisters, and railing of the staircase into the 

inglenook, while allowing light to filter into the hall. 

'̂  Vincent ScuIIv. The Shingle Style: Architectural Theory and Design from Richardson to the Origins of 
Wright (New Haven: Yale Universin- Press. 1955). Scully coined the term "shingle style"" to describe houses faced 
with shingles. These houses, designed in various styles, were quite popular in New England m the late 1800 s and 
early 1900 s. 

•" Curl. "Japonaiserie." A Dictionary of Architecture, p. 344-345. The U. S. began trade with Japan in 1858 
and European nations signed trade agreements soon after. Japanese art and architecture became familiar with 
Western nations and influenced many designers, especially those of the Arts and Crafts movement. Later. Worid 
E.xposilions such as the Chicago Colombian E.xposition of 1893 further influenced architects such as Frank Lloyd 
Wright and the Greene brothers. 
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The walls and ceiling of the adjoining dining room are surfaced with woven rattan, 

another reference to Japanese architecture. Perforated brass escutcheons made from the lids of 

bed warming pans decorate the walls above the wainscoting, and a neo-Georgian sideboard is 

partially engaged, a hybrid between buih-in and free-standing fijrniture. Fireplaces in the upstairs 

bedrooms are surrounded by paneling and accented with spindled shelving, a trademark of the 

firm The master bedroom features a romantic corner bay and built-in cupboards. 

McKim, Mead, and White gave Arts and Crafts architecture a distinctly American 

expression. By using timber, which was plentiful in the area, they created a design in which the 

structure is surfaced in shingles. The effect might be considered overly massive if not for the 

penetration of open porches and terraces with large doors and windows. This concept of 

interwoven areas continues on the interior with large doors and a wide stairway. The main hall 

has evolved from a long corridor in the English Arts and Crafts homes to a great hall, allowing for 

a continuity of space and further accentuating the idea of interwoven areas. Arts and Crafts 

architects embraced this concept across the United States. 

Although until recently regarded a self-taught genius, Frank Lloyd Wright (1867-1959) 

was a prominent proponent of the mid-western version of the Arts and Crafts movement'' 

Wright drew on many sources of inspiration for his projects, giving the most credit to the Froebel 

block training of his childhood. Although most of his ideas came from the English Arts and 

' ' Robert McCarter, Frank Lloyd Wright (London: Phaidon Press Ltd., 1997) p. 21-23; Grant Carpenter 
Manson. Frank Llovd Wright to 1910: The First Golden Age, (New York: Van Nostrand Reinhold Company. 1958) 
p. 5-115: H. Allen Brooks, The Prairie School: Frank Lloyd Wright and His Midwest Contemporaries, (Toronto: 
Universitv of Toronto Press. 1972) p. 3-199; Neil Levine. The Architecture of Frank Lloyd Wright, (Princeton: The 
Princeton Umversitv Press. 1996) p. I-ll I; Arlene Sanderson. Wright Sites: A Guide to Frank Lloyd Wright Public 
Places. (New York: Pnnceton Architectural Press, 1995) p. 10-51; Donald Hoffmann, Frank Lloyd Wright's Robie 
House: The Illustrated Story of an Architectural Masterpiece, (New York: Dover Publicafions. Inc.. 1984) p. 2-94: 
Joseph Conners. The Rohie House of Frank Lloyd Wright, (Chicago: The Universitv' of Chicago Press. 1984) p. 1-86: 
Brooks Pfeiffer. Frank Lloyd Wright: Selected Houses Vol. I. (Tokyo: A.D.A. Edita Tokyo Co.. Ltd., 1991) p. 158-
169; William H. Jordy. American Buildings and Their Architects: Progressive and Academic Ideals at the Turn of 
the Century (Garden City. New York: Anchor Press, 1976) p. 180-216. 
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Crafts Movement, architects such as Richardson and his old master, Louis Sullivan, also 

influenced his earliest designs. These influences, along with his love of geometry and the simple 

lines of the Japanese Ho-o-den Temple at the Chicago World's Colombian Exposition of 1893, 

culminated in his Prairie house designs. Designed to echo the horizontal lines of the prairie, the 

Prairie houses expressed Wright's idea of New World domestic architecture; a pure American 

style in the Arts and Crafts tradition. 

Chicago's Frederick C. and Lora H. Robie House (1906) is an excellent example of the 

Prairie Style (figure 16). Low-pitched roofs and graduated horizontal tiers echo the ground lines 

of the prairie, and are emphasized by bands of windows and concrete. Roman brick with light-

colored raked mortar joints fijrther accentuate the house's horizontal lines (figure 17). Doors and 

windows open onto terraces and balconies, where Wright installed planters on each level. 

Wright's fenestration patterns and terraces emphasize his love of nature and establish an 

ambiguity between interior and exterior spaces. Wright eliminated the "unhealthy" basement and 

set the structure on a raised platform with windows and doors placed for optimum ventilation 

Wide overhangs not only provide a generous shade from the sun, but were intended to symbolize 

the importance of shelter in domestic architecture. 

Wright's design called for open ground plans, another step in the evolution of the Red 

House long hall plan. The hearth at the home's core, characterized the Prairie School designs, as 

well as Arts and Crafts ideals. The inglenook in the Robie House, a twist on previous inglenook 

desians, is comprised of sunken spaces with seating around the sides of the freestanding firebox 

that opens to both the living and dining areas (figure 18). 

In the Prairie houses, such as the Robie House, Wright achieved what Morris and 

Company accomplished in the Red House, a total domestic environment or 'work of art' for his 



clients." If the client could be persuaded, Wright designed every detail and ftirnishing for the 

project, from built-in furniture, hardware, and lighting fixtures to carpets and fabrics for the home 

and its occupants (figure 19). Wright even designed the dress the hostess would wear, planning 

every aspect of the owners' domestic world. 

Wright's designs were rooted in Arts and Crafts values, but he abstracted natural forms 

into geometric designs (figures 20 & 21).' Wright was among the first American craftsman 

architects to argue for the use of machines to produce structural and decorative components 

He considered his structures as machines themselves, with every element as a part of the working 

whole. Hoping to accomplish what other Arts and Crafts designers had been unable to do, Wright 

seriously worked to solve the problem of costs for craftsman homes. With limited success, he 

later produced what he called Usonian homes, which were a simplification of the Prairie houses. 

Charles Greene (1868-1957) and his brother, Henry (1870-1954) spread the craftsman 

ideals to the West Coast, developing a California Bungalow style.'̂ ^ Raised on a farm in Virginia, 

the Greene brothers developed an appreciation of nature and their training at the Manual Training 

" Kenneth Frampton. .V/oc/eA-/7.-!/-c/7;7ec/'Mre. A Critical History, (New York: Thames and Hudson. 1997) p. 
62. 109-129. German designers such as Gropius and Meyer also experimented with this idea. The German term for 
"a total work of art'" was gesamtkunstwerk. 

"' In the Prairie houses. Wright referred to the use of geometrical natural forms as •"organic." In his later 
Usonian and other designs, he associated the term with an attitude of lifestv'le: a freer attitude toward children, a 
more active role for women outside the home, and less time spent inside the home due to external functions. 

"̂  Frampton, Modern Architecture, p. 62. 109-129. Wright s contemporaries in Germany were working 
toward the same goal of creating the 'perfect" form and mass-producing it for the public. For further information on 
Wrights views on the machine, see: Frank Lloyd Wright. "The Art and Craft of the Machine." in Catalogue of the 
Fourteenth Annual Exhibition of the Chicago Architectural Club, 1901. 

'^ John Sergeant. Frank Lloyd Wright's Usonian Houses: The Case for Organic Architecture, (New York: 
Watson-Gupti 11 Publications. 1976) p. 11-182. The Usonian houses incorporated four main features: board and 
batten walls, a planning grid to simplifv' design and construction work, a new form of under-floor heating, and a 
carport. Thev were integrated with the site, but unique to each person. 

"'' Randell L. Makinson. Greene & Greene: .Architecture as Fine Art (Salt Lake Citv-; Peregrine Smith. Inc.. 
19"") p. 9-32. 160-167: Bruce Smith. Greene & Greene Masterworks (San Francisco: Archetype Press. Inc.. 1998) p. 
11-49 143-153: Edward R. Bosley. Gamble House: Greene and Greene (London: Phaidon Press Limited, 1998): 
Jordy, American Buildings and Their Architects, p. 217-245. 
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High School in St. Louis provided a knowledge of working with wood.^^ However, like Frank 

Lloyd Wright, the design simplicity of the Colombian Exhibition's Japanese Pavilion was a major 

inspiration for their designs. 

The Greenes' Bungalow Style houses consisted of natural wood construction, broad roof 

overhangs with exposed wood rafters, and large terraces and balconies. Interiors included large 

fireplaces, board and batten walls, built-in ftirniture, and a myriad of windows and doors framing 

the surrounding natural landscape. For the Greenes, the total design included landscape design 

and orientation, built-in and freestanding fijrniture, fabrics, lighting, hardware, carpets, and other 

decor items. 

.-\n excellent example of the highpoint of Greene and Greene's California designs is the 

David B. Gamble Home (1908) in Pasadena (figure 22) Built to look as though it is growing out 

of the site, the house is horizontal in design with natural timber framing and shingle construction. 

Climbing vines cover the stone and clinker brick retaining walls. A lily pond and landscaped 

grounds ftirther tie the structure to the setting. 

Recalling the Shingle Style houses of the East Coast, the Gamble house also responds to 

the semi-arid Southern California climate with sheltering overhangs which shield the interiors 

from direct sun and provide "outdoor rooms" and sleeping porches for use in any kind of weather 

(figure 23). .A. porte cochere repeats the idea, sheltering the automobile and its occupants in an 

outdoor atmosphere. 

The interior of the home is a testament to the Greenes' craftsmanship and attention to 

details. The entryway, comprised of the main door, smaller doors on each side, and transoms 

•' }oTd\. American Buildings, p. 220-222. The Manual Training High School was founded in 1877 at St. 
Louis" Washington University. At the forefront of progressive educational ideas, it was the first non-\ocational 
school to require handwork training as well as liberal arts. Two fifths of the students" time was spent in one of three 
shops: woodworking in the first year: metalworking in the second: and machine tool design in the third year. 
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above, contain a leaded art glass design by Charles Greene (figure 24). Inspired by native 

California live oak trees, the composition was executed by Emil Lange. 

The central hall and stairwell, like that in Newport's Isaac Bell House, is the home's 

circulation core (figure 25). A gracefiil stairway, articulated by stepped Burma teak railings, 

shows the extraordinary detail for which the Greene brothers are so famous. Rounded edges and 

pegged and tenoned joints display the refined craftsmanship. 

Fireplaces, individually designed for each room, are located in the living room, dining 

room, den, and bedrooms, emphasizing the "hearth and home" aspect of the Arts and Crafts 

movement The wide, tiled hearth in the living room, flanked by two built-in bookcases and 

inglenook seats, is embellished with an iridescent glass trailing vine design (figure 26). 

Overhead. Burma teak trusses curve downward echoing the Japanese inspired "cloud lift" motif 

found throughout the home. In the den, the ribbed vaults of the pressed-brick fireplace soar up 

and out to support the hearth in the boys' bedroom above (figure 27). The bricks are hand-

rounded to correspond to the rounded edges of the house's wooden members. Other custom 

design details include furniture, carpets and flooring, hardware, and lighting fixtures (figure 28). 

Greene and Greene raised the Arts and Crafts movement in America to a new level They 

brought a refinement to craftsman construction and decor. Although Greene and Greene designed 

a number of smaller homes, it is the works such as the Gamble House for which they are best 

remembered. However, the smaller, more modest bungalows across America that were inspired 

by buildings like the Gamble House attest to Greene and Greene's impact. 

Augustus Pugin and John Ruskin promoted a return to craftsmanship in an effort to reform 

society through quality architecture. William Morris adapted those principals and concentrated 

on the domestic environment, but was unable to produce a quality product at a reduced cost. 

16 



McKim, Mead, and White brought the Arts and Crafts ideas to the U.S., designing a 

uniquely American Shingle Style home with interwoven areas of interior and exterior spaces. 

Frank Lloyd Wright advocated the use of machinery- in craftsman homes and developed the open 

floor plan with geometric precision. Greene and Greene refined craftsman construction into an 

elegant example of the Arts and Crafts movement 

However, the Arts and Crafts legacy in the United States mirrored that of Great Britain 

and other countries. The shear number of hours necessary to produce quality-crafted homes kept 

them out of reach of less wealthy clients. With the Arts and Crafts movement in New Mexico, 

the problem of cost vs. quality was solved. 
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CHAPTER 2 

THE ORJGINS OF THE ARTS AND CRAFTS MOVEMENT IN NEW MEXICO 
AND THE DEVELOPMENT OF THE SANTA FE STYLE 

New Mexico's diverse history is laden with stories of warring Apaches and Pueblo Indian 

revolts " The earliest signs of occupation in the state date to the Anasazi Indian cuhure, circa 350 

.AD According to the earliest written accounts. Fray Marcos de Niza took formal possession of 

the region for Spain in 1539. The Spaniards ruled and settled Mexico, an area that included the 

southwestern United States until Mexico separated from Spain in 1821. Nuevo Mexico became a 

province, and later, a territory of Mexico. .Although the first reports from Anglo explorers 

advised against settlement, Anglo interest in the frontier grew. In 1825, the Santa Fe Trail was 

opened and traders arrived in New Mexico and were followed by other setflers from the east."^^ In 

1846, the U.S. declared war with Mexico, which lasted until the treaty of Guadalupe Hidalgo was 

signed on February 2, 1849. Under the terms of the treaty, Mexico ceded New Mexico and 

"upper California" to the U S.̂ ^ The first stage line was opened in 1849 and the first passenger 

train entered the territory in 1879 bringing tourists, hungry for a glimpse of the romantic 

southwest. 

The first artists came to New Mexico in the mid-1800s with expeditions and trading 

caravans, and later by train and stagecoach. Magazine articles and paintings by Frederic 

'^ Early New Mexico historv- is from Andrew K. Gregg"s ^Jew Mexico In the Nineteenth Century: A 
Pictorial History, 1968: Warren A. Beck, Sew .Mexico: A History of Four Centuries (Norman: Universitv of 
Oklahoma Press. 1962); Writers Program of the Work Projects Administration of New Me.xico. .V̂ M̂ .Mexico: A 
Guide to a Colorful State (New York: Hastings House. 1940). 

••" Myra Ellen Jenkins" and Albert H. Schroeder"s.4 Brief History of New Mexico (Albuquerque: Universitv 
of New Mexico Press. 1974). The Santa Fe Trail was a major route westward Reports at the height of the trail relate 
that there was a constant stream of people moving west The numbers were so great, indentions in the earth can still 
be seen in some locations. 

^" Todav. this area is divided into the states of California. New Mexico. Nevada. Utah, and parts of 
Colorado. Wyoming, and Arizona. 
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Remington formed an image of New Mexico as a romantic territory of deserts and mountains 

Stories of Geronimo, Billy the Kid, Pat Garrett, and Kit Carson added to the excitement 

Enchanted by the beautifijl scenery and mild climate, artists came and stayed, forming the art 

colonies in Taos and Santa Fe in the last two decades of the 1800s. New Mexico became a state 

on January 6, 1912. already with a unique identity forged by Pueblo Indian, Hispanic, and Anglo 

cultures.'' 

Santa Fe has a recorded history almost as old as New Mexico itself ^̂  Originally the site 

of the Indian pueblo, Kuapoge, Santa Fe was founded as the seat of government for the Spanish 

Southwest in 1610 With Mexican independence from Spain in 1821, the city was opened to 

trade with the US., thereby establishing the Santa Fe Trail. It remained a vital trade center 

between the Indians, Mexicans, and U.S. citizens until 1846. On August 18, the U.S. Army, led 

by General Kearny, claimed Santa Fe as U.S. territory. Through occupation by armies from three 

different countries, it has remained the capital of New Mexico, making it the oldest capital city in 

the United States. 

The architecture of Santa Fe is a unique mix of the Pueblo Indian, Spanish Colonial, and 

.Anglo cultures.''"' The Pueblo style comes from the Indian communal dwellings of multi-storied 

structures erected adjacent to a plaza (figure 29). Built of native materials, structures ranged from 

'̂ Although other cultures such as the French and many nomadic Native American tribes left their mark on 
New- Mexico historv. we are primarily concerned with those cultures which influenced northern New Mexico culture 
and architecture to the greatest extent. 

"̂ Background information on Santa Fe is from The historic Santa Fe Foundation"s Old Santa Fe Today. 
with a preface by John Gaw Meem. 1972; Oliver La Farge. Santa Fe: The Autobiography of a Towi. (Norman: 
Universitv of Oklahoma Press. 1959). 

" Background information on the Santa Fe style architecture is from John P. Conron's and R. Patrick 
Christophers. "The Architecture of Santa Fe: A Sunev of Styles." New Mexico Architecture 20, no. 5 (1978): 12-
35; Christine Mathers and Sharon Woods", Santa Fe Style (New York: Rizzoli, 1986); Bainbndge Bunting's. Of 
Earth and Timbers .Made: .New Mexico Architecture (AlbnqueTque: Universitv'of New Mexico Press. 1974) p. 1-3: 
and Chris Wilsons. The .Myth of Santa Fe: Creating a .Modern Regional Tradition (Albuquerque: Universitv of 
New Mexico Press. 1997) 
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stone construction to puddled adobe and hand-formed mud bricks. These structures were 

generallv- cov ered with logs and saplings, covered with twigs, bark, chamisa, or straw, then 

topped with a layer of packed earth. 

The Spanish adapted easily to New Mexico's climate, as it was similar to that of their 

native land, where they used many of the same materials as those used by the Pueblo Indians. 

Spanish Colonial roofs were constructed in a similar way, using peeled logs (vigas), layered with 

saplings (latias), and topped with combinations of the same materials. However, the Spanish 

brought the technology to fell larger trees, thereby spanning larger spaces and increasing the size 

of interior rooms. They also introduced the technique of sun-dried adobe bricks.̂ "* Other features 

introduced by the Spanish were the fireplace and chimney, outdoor ovens, hinged doors and 

shutters, and metal tools. The construction and materials provided good insulation from the semi-

arid climate. Window openings were small and sometimes covered with selenite. 

As Spanish colonists became more settled, houses were enlarged by adding rooms, often 

forming a courtyard (placita) in the center (figure 30). A large gate (zaguan) allowed entrance 

from the street into the placita. Interiors were often whitewashed, or painted with jaspe (baked 

and pulverized gypsum, combined with flour and water). Other features included dirt floors, 

corner fireplaces (fogons), and exposed viga and latia ceilings. 

Roofs were surrounded by parapets or firewalls (pretiles), penetrated by rainspouts 

(canales) to allow for drainage. An entrance portal (covered porch) was generally located on the 

south or east side of the building. Consisting of a horizontal beam supported by posts, topped 

^̂  Cud, "Adobe,"" A Dictionary of Architecture, p. 8: John Fleming, Hugh Honour, and Nikolaus Pevsner, 
"Adobe."" The Penguin Dictionary of Architecture and Landscape Architecture, (New York: Penguin, 1998) p. 5: 
Fleming, Honour, and Pevsner, "Pise or Terre Pise,"" The Penguin Dictionary of Architecture and Landscape 
Architecture, p. 439. The origins of adobe can be traced to the ancient Near East. Termed pise or terra pise, clay or 
kneaded earth was mi.xed with gravel and rammed between stones and other structural members. Much like concrete, 
forms were used to hold it in place until it hardened. Adobe bricks, dried in the sun. can be traced to 5"̂ ' millennium 
BC Iraq. The technology of adobe bricks in architecture was carried to many parts of the world 
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with corbel brackets (zapatas) to increase the load-bearing area for each post. In some cases, the 

corbels were decorated with chiseled designs, possibly the only ornamentation on the facade. The 

horizontal beams supported round vigas, topped by a typical flat roof 

The Territorial style came from the eastern United States with the Anglo heritage (figure 

3 1). -' Beginning with the entrance of Kearney and the United States Army, the Anglos 

introduced the Greek Revival style. Milled lumber, wood-cased windows, and pedimented lintels 

were combined with elements from the Pueblo and Spanish Colonial architecture. Square posts 

and beams replaced round portal posts and vigas. The corbel was replaced with molding, forming 

a Doric capital, and posts were set on wood plinths to form the base. Brick capping topped 

parapets in running courses, resembling Greek dentils. 

The Anglos also introduced two new types of roofs. The template roof was constructed of 

lead and tin plates, manufactured in the east, and transported over the Santa Fe Trail The shed 

roof was made of milled lumber. These new, pitched roofs facilitated rain run-off and eliminated 

leaks. 

Rather than the Spanish Colonial string of rooms, the Territorial floor plan, sometimes two 

stories tall, consisted of symmetrically placed rooms on either side of a central hall More 

elaborate portals, sometimes reaching both stories, included wood floors and balustrades. Glass 

was shipped in and windows became larger. Entrance doors sometimes included sidelights and 

over lights. When the railroad came to Las Vegas, New Mexico in 1879, a wider variety of 

materials and styles popular in the late Nineteenth Century were introduced. These included the 

X'lctorian, Gothic Revival, Richardsonian Romanesque, Shingle Style, and California Mission 

Style. 

^̂  The term "territorial" stv le is given to the Greek Revival stvle as it adapted to the New Mexico v ernacular 
architecture and climate. In the northern New Mexico area. Territorial and Greek Rev iv al are generallv considered 
one in the same. 
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The combination of these styles, along with later designs of various other architects and 

designers, became the essence of Santa Fe architecture. In fact, because each culture has made 

changes over the years, it is difficult to separate the original elements of many structures from 

later additions and details. The term, Santa Fe Style, is the term most generally associated with 

this hybrid aesthetic and it is a designation imposed on the architecture of Santa Fe.^^ ft is a 

combination of Territorial, Pueblo, and Spanish Colonial styles. Architect, Isaac Hamilton Rapp, 

with the design of the New Mexico Museum of Fine Arts (1915), is credited with the formation of 

the stvle. There were, however, a number of organizations and individuals that were also a part 

of the movement.^ 

Helen Hunt Jackson's 1884 novel, Ramona, romanticized the Native American and 

Hispanic cultures and architecture. The 1893 World's Columbian Exposition in Chicago and the 

1904 Louisiana Purchase Exposition in St Louis promoted California Mission style architecture 

and native cliff dwellings. Although the California Mission style was often associated with the 

architecture of the entire southwest region, the Santa Fe style emerged in northern New Mexico as 

its native Hispanic and Anglo background differed from those of California. 

Some of the first to focus on New Mexico's uniqueness were Fred Harvey and Marv- Jane 

Colter."'^ Hosteler, Fred Harvey, joined with the Santa Fe Railroad in promoting the fascination 

^̂  Bainbndge Bunting, "An Architectural Guide to Northern New Mexico," New Mexico Architecture 12. 
nos. 9& 10 (I'J-o): 13-20. 

^ Carl D. Sheppard, Creator of the Santa Fe Style: Isaac Hamilton Rapp, Architect (Albuquerque: 
University- of New Mexico Press. 1988). The Museum of Fine Arts, designed by Rapp and Rapp. is a variation on the 
design of Rapp and Rapps New Mexico building at the 1917 San Diego E.xposition. 

^* What has come to be the Santa Fe style in architecture, interior design, clothes, and food were all a part of 
a wav of life that the artists and writers of the Santa Fe Art Colony embraced. All based on local traditions, it 
represented the colorful and unselfconscious wav in w hich the colonists lived. 

^̂  Information on Fred Harvey and Marv Jane Colter is from Claire Shepherd-Laniers "Trading on 
Tradition: Mary Jane Colter and the Romantic Appeal of Harvey House Architecture,"" Journal of the Southwest 38, 
no. 2 (1996): 163-195: and Virginia L. QraWms Mary Colter. Builder Upon the Red Earth (Flagstaff: Northland 
Press. 1980). 
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with the southwest and hired Mary Jane Colter as chief designer and architect to create a hotel 

architecture for the tourists streaming into the southwest by train. Colter had an interest in 

southwestern architecture and artifacts, and combined the Indian and Spanish Colonial influences 

in her hotel designs Mar>' Colter designed the Hopi House (1904), at the Grand Canyon, for Fred 

Harvey It is considered to be the first Santa Fe style structure produced by a professional 

designer. In 1926, Fred Harvey began operating touring cars and coaches from the train depots to 

more remote areas. Harvey guides emphasized idyllic views of the southwest in Indian villages 

and archeological sites. 

\ \ illiam George Tight and Edward B. Cristy's designs for the University of New Mexico 

from 1904-1909, reflected the pueblo aesthetic and preceded the Rapp and Rapp museum design. 

However, it was the firm of Rapp and Rapp that synthesized the elements that made up the Santa 

Fe style Rapp and Rapp also designed the LaFonda Hotel (1920), and much of the Sunmount 

Sanitorium. The sanitorium was home to many artists, looking for relief from tuberculosis, upon 

their arrival in Santa Fe. Rapp and Rapp's architecture embodied the cultures and climate of the 

region and was used as an example by citv- planners for later design ordinances.'*^ 

John Gaw Meem became a leading exponent of the Santa Fe style by combining machine-

made elements with hand-made details. His integration of Beaux-Arts planning and 

•̂" Harn Moui and Linda Tigges. "The Santa Fe 1912 Citv Plan: A "City Beautiful" and Citv Planning 
Document," New .Mexico Historical Review 71, no. 2 (1996): 135-155 As a part of the Citv Beautiful movement, 
Santa Fe adopted a citv plan in 1912. The first citv plan in New Mexico, it included elements of the nation-wide 
movement, such as beautification and planning for health and organization. In addition, Santa Fe also adopted plans 
for historic preservation. In 1957, an ordinance for historic structure and street protection was established. This 
ensured that historic structures would be appropriately remodeled and new structures were compatible with historic 
streetscapes. The ordinance originally applied to only the central and eastern portions of the citv', but was extended to 
include almost 20 percent of Santa Fe. 

'̂ Bainbndge Bunting. .John Gaw Meem: Southwe.siern .Architect (Albuquerque: School of American 
Research and the University of New Mexico Press. 1983): La Farge. Santa Fe. 309-311: Anne Taylor, Southwe.stern 
Ornamentation & Design: The Architecture of.John Gaw Meem (Santa Fe: Sunstone Press, 1989); Matthew Edward 
Gallegos, The Arts and Crafts .Movement in New Mexico, 1900-1945 (Masters thesis, UniversiU- of Virginia, 1987): 
53-59. Meems interest in presenation led to an integration of Nev\' Mexico vernacular architecture and Pueblo and 
Hispanic decorative arts. He designed portions of the LaFonda Hotel (1929), the Laboratorv- of Anthropologv- (1930), 
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composition simplified the jumble of Spanish Colonial, Pueblo Indian, and Anglo Territorial 

architecture. His designs were traditional, but with modern elements. This gave his architecture a 

southwest flavor with a fresh, updated appearance. Meem, a civil engineer from Virginia, came 

to New Mexico after being diagnosed with tuberculosis. He became involved in the preservation 

and restoration of the New Mexico mission churches, and later developed a general interest in 

historic preservation of New Mexico architecture. 

Preservation was an important element of the Arts and Crafts ideal from its origins and 

was equally important to artists, writers, and anthropologists in the Santa Fe area. Even the hotel 

env ironments, produced by Mary Colter, displayed authentic artifacts. Colter, and other artists 

and collectors appreciated the fact that high quality objects could be produced in such primitive 

settings. The artists also saw the architecture and decorative arts of New Mexico as a direct 

response to the environment. Many newcomers considered these designs those of true American 

cultures and, consequently, a true expression of nationalism. The Indian and Hispanic heritage 

was an important contrast to the European-influenced industrialized cities in the East. These anti-

industrial and indigenous qualities were important elements of the Arts and Crafts movement. 

In the Nineteenth Century, cities in the East were considered civilized, while the frontier 

was considered wild and savage. " With the beginning of the Twentieth Century, those views 

and the Sears building in Santa Fe. He also designed buildings for the University of New Mexico in Albuquerque. 
Meem also lived in Sunmount Sanitonum in 1920 and later purchased the propertv in 1930. 

''• Leslie Anne Jones, Uncovering the Rest of her Story in the Frontier Myth: Mary Austin, Mabel Dodge 
Luhan, and Alice Corbin Henderson 's Search for Revolutionary Change in the Desert Southwest (BA thesis, 
Westminster College, 1998). Ms. Jones makes a good point concerning attitudes of those who traveled west. Artists 
and writers particularly saw the West as a possible American Utopia. 

.Ms Jones" thesis regarding male vs female attitudes, however, is incorrect. In most Native American 
cultures, architectural tasks were delegated to the women of the tribes. A similar paUern exists in much of the 
historic preservation in the U.S. Many of the Anglo advocates of the New Mexico Arts and Crafts movement were 
also strong-w illed, out-spoken w omen. While women played an important role in the preservation of native cultures, 
all males did not travel west to "conquer new worlds." Many of the artists and writers, both male and female, came 
to the Santa Fe and Taos region with visions of an American Utopia. 
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began to shift. Some perceived America's industrialized cities to be versions of European cities, 

and as such were savage and morally degrading. To those individuals, the West became a place 

of hope in creating a truly American Utopian existence. This viewpoint was first adopted in New 

Mexico by anthropologists and artists such as Edgar Lee Hewett and Carlos Vierra, 

Hewett was an anthropologist and archeologist.^"^ He advocated that the Native American 

artifacts were tools, by which the public could study and learn of ancient cultures. As Chairman 

of the School of .Archeology, he brought numerous people of influence to the area and fought for 

the preservation of Indian sites and cultures."^"^ Hewett recognized that local artists helped provide 

a record of living tribes. He made spaces available for visiting, local, and native artists in the 

Palace of the Governors and, later, in the museum of Fine Arts.''^ 

Santa Fe artist, Carlos Vierra, was instrumental in the general acceptance of the Santa Fe 

Jefferv Allen Thomas, Promoting the Southwest: Edgar L. Hewett. Anthropologv. Archeology, and the 
Santa Fe Style (PliD dissertation. Te.xas Tech UniversiU', 1999): George W. Stocking, Jr., "The Santa Fe Stv le in 
American Anthropologv: Regional Interest, Academic Initiative, and Philanthropic Policy in the First Two Decades 
of the Laboratorv' of Anthropology, Inc.," Journal of the History of the Behavioral Sciences XVIII, no. 1 (1982): 3-
19. Hewett held several positions, which allowed him to promote the historv and culture of New Mexico and the 
Santa Fe area. Among those positions were: American Fellow of the Archeological Institute of America, President 
of New Me.xico Normal Universitv', Director of the AIA School of American Archeologv (later known as the School 
of American Research), and Director of the Museum of New Mexico. He drew interest from major anthropologists 
and archeologists in the countn- to New Mexicos rich diversitv'. The Rockefeller philanthropies supported much of 
the work done bv Hewett and others in the 1920's and 1930s. Hewett also advocated the passage of the 1906 
Antiquities Act, which allowed the U.S. government to protect archeological remains. 

Jesse L. Nusbaum, """Vav Morley and the Santa Fe Style," in Morleyana: A Collection of Writings in 
.Memorium. Sylvamis Gns-wold Morley. 1HH3-194>'> (Santa Fe: Museum of New Mexico and School of American 
Research, 1950), 162-163. Other archeologists such as Jesse Nusbaum fought to preserve regional architecture of the 
Spanish colonists and Pueblo Indians, citing the Anglo architecture as a non-conforming development. 

"•̂  Paul H. Cadson, The Plains Indians (College Station: Texas A & M Universitv Press, 1998) p. 175-188. 
There were many others who supported the preservation of Indian cultures. John Collier, Commissioner of Indian 
Affairs under Franklin Roosevelt, fought the Dawes Act (1887) which instituted the acculturation of Indian tribes. 
Collier and others, including artists and anthropologists in the Santa Fe and Taos area, were also instrumental in 
defeating the Bursum Bill (1921) which granted land to non-Indian settlers. 

•̂^ Among the artists who held studios in the Palace of Governors were: Awa Tsireh, Crescencia Martinez, 
John Sloan, George Bellows, Randall Davey, Willard Nash, Paul Buriin, Warren Rollins, Gustave Baumann. 
Marsden Hartlev. Andrew Dasburg, Gerald Cassidy, Julius Rolshoven, Sheldon Parsons, Kenneth Chapman, Carlos 
Vierra, Robert Henri, and William P. Henderson (who will be discussed further in this chapter). 
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style, and the development of New Mexico's Arts and Crafts architecture.''^ Vierra worked for 

Edgar L. Hewett at the School of American Archeology. As a member of Hewett's staff", he 

compiled photographs, drawings, and models of Pueblo and Spanish Colonial architecture. Vierra 

also worked with John Gaw Meem on the Committee for the Presentation and Restoration of New 

Mexico Mission Churches. 

Mr Vierra's house (c, 1912) was an important part of the New Mexican Arts and Crafts 

aesthetic. Based on regional vernacular architecture, Vierra designed his home like the Indian 

pueblos. Terraced adobe masses and exposed vigas emphasized the simple pueblo construction. 

However, the grand scale and quality of craftsmanship raised vernacular architecture to a high art. 

.Another aspect of the Arts and Crafts movement that was manifest in this project is the fact that 

non-professionals initially designed much of this new architecture. 

During the influx of artists into Santa Fe, there were continued efforts to revive old 

traditions. In 1916, the Chamber of Commerce and local businessmen revived the old De 

"̂  Diana Dopson. Carlos Vierra and the Origins of the Spanish Pueblo Revival Style (MA thesis. Uni\ ersitv-
of Oregon. 1997): La Farge. Santa Fe, 237-238. Mr. Vierra was a painter, sculptor, and photographer who moved to 
Santa Fe from California, via New York. He purchased Santa Fe propertv in 1918 to be sold with the proviso that 
onh a certain sr\le of buildings will be erected on the site. This would be a combination of adobe church 
architecture, Pueblo Indian construction, and Spanish Colonial style residential architecture. It was Mr. Vierra, along 
with Kenneth Chapman, who founded the Santa Fe Art Colony. They were later joined by Sheldon Parsons and 
Gerald Cassidy, both of whom were academically trained realists like Vierra. Modernist painters Paul Burlin, 
Raymond Jonson, B.J.O. Nordfeldt, Walter Mruk, and Joseph Bakos all made their home in Santa Fe. Mruk; Bakos: 
Will Shuster; Willard Nash; and Freemont Ellis, who introduced elements of impressionism and expressionism stvles. 
formed the group Los Cinco Pintores (The Five Painters) and built their houses along the Camino del Monte Sol. 
About the same time, William Penhallow Henderson (who will subsequentlv be discussed in further detail), built a 
home there. John Sloan also made Santa Fe his summer home. 

" Gallegos, Arts and Crafts in New Mexico, 33-35. Vierra"s house, although based on vernacular 
architecture, was much grander than the modest homes of Indian and Hispanic citizens. Mr. Vierras models were 
the communal pueblo structures, built for groups of families. In this respect, Vierra "s design is much like that of 
AW. Pugin. Pugin"s St. Marie's Grange, Ramsgate (1841) was based on the form of a medieval church. 

•̂^ Background information on the artist colonies and eariv tourism of Santa Fe and Taos are from Oliver La 
Farges, Santa Fe, 232-329: Charles C. Eldhdgc's Art in .New .Mexico. 1900-1945: Paths to Taos and Santa Fe (New 
York: Abbeville Press, 1986); Edna Robertson and Sarah Nestor" s.-lr//v/.v of the Canyons and Caminos: Santa Fe, 
the Early Years (Santa Fe: Ancient Citv' Press, 1976): Kay Aiken Reeves Santa Fe and Taos, 1898-1942: An 
American Cultural Center (El Paso: University of Texas at El Paso Texas Western Press, 1982). Anglo businessmen 
promoted the cultures for the purposes of tourism. Artists and writers who moved to the area saw the artifacts that 
were produced by those cultures as a way to revitalize their own creative intuitions. Indian and Hispanic traditions 
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\'argas pageant, which would become the annual Fiesta, complete with a Southwest Indian Fair. 

The Museum of New Mexico opened in 1917 and citizens donated thousands of dollars to build 

the LaFonda Hotel, also designed by Rapp and Rapp in 1920. These activities, along with the 

work of artists and writers kept the Hispanic and Indian spirit alive. The blossoming artist colony 

of Santa Fe also fought for continued support and authenticity of those cultures. Mary Austin, 

Alice Henderson, and others published several books, thus synthesizing the work of artists and 

anthropologists in Santa Fe. Artists and their Anglo patrons raised money for many causes such 

as the New Mexico Association on Indian Affairs. Paintings and writings by local and visiting 

artists portrayed the native cultures in authentic, if not somewhat, romanticized ways. Popularity 

of Indian arts also grew at a rapid rate across the United States. By the 1920's, tourism was 

promoting hasty workmanship and poor design The area was also being drained of handcrafted 

antique objects. Patrons and artists responded with the organization of the Indian Arts Fund to 

preserve the ancient and present-day heritage of the Pueblo tribes. The Fund eventually merged 

with the School of American Research. .Although many of these efforts were by Anglo 

newcomers with the idea of tourism in mind, Indian and Hispanic citizens' involvement assured 

some portion of preservation of ancient cultures. A Spanish Colonial Arts Society was founded in 

1925 and Spanish-American crafts became a popular attraction at the annual fiesta. A shop, open 

year-round, was opened in Sena Plaza for the display and sale of Spanish items, but closed after 

several years. Later efforts by the art colonies resulted in the Spanish and Indian Trading Post, 

complete with a Spanish Arts shop and a Native Market. The Works Progress Administration 

Federal Art Project (1935) also promoted Hispanic crafts. 

were revived to guarantee a continued tie to native roots. The Hispanic population of New Mexico didnt fair as well 
as the Indian populations. Once the dominant society, Hispanics were replaced by Anglos and relegated to the lowest 
status among the three cultures. Unfortunately, even though hand-made goods and ancient cultures brought tourists 
to the area, a low wage in a capitalistic society kept the Hispanics and their Native-American brothers in the lower 
socio-economic levels. 
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An important program for the Hispanic culture was the Trade and Industrial Education for 

the State Department of Vocational Education (1932). Hispanic men were recruited to build 

vocational centers Much like the craft guilds of Ruskin, Morris, and Wright, the New Mexico 

schools provided training in traditional crafts. The schools also flinctioned as community 

workshops. Trained artisans passed skills down to novitiates, thereby reviving the practice and 

marketing of traditional craftsmanship. 

.Artists and writers became interested in Hispanic arts and crafts, acquiring large 

collections of artifacts and writing novels and poetry emphasizing the intensely emotional side of 

the Hispanic culture. Inevitably tied to the Anglo perception of Hispanics were connections to the 

land, labor, a sense of family, and the Catholic Church. Collectors and preservationists saw the 

Hispanic people as serene people, made heroic by their struggle to survive. 
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CHAPTER 3 

EL DELIRIO IN SANTA FE A HOME FOR ELIZABETH AND MARTHA WHITE 
B\ WILLIAM PENHALLOW HENDERSON AND ALICE CORBIN HENDERSON 

Artist William Penhallow Henderson (1877-1943) brought his wife and daughter to New 

Mexico in 1916 and the Hendersons quickly became a part of a circle of artists and collectors in 

Santa Fe. .Alice Corbin Henderson (1881-1949), associate editor of Poetry magazine and a poet 

of international fame, contracted tuberculosis while helping her husband paint murals at Frank 

Lloyd \\ rights Midway Gardens in Chicago and the family moved to Santa Fe for her treatment 

William Henderson, born in Medford, Massachusetts, had studied at the School of Drawing and 

Painting of the Museum of Fine Arts in Boston. After winning the Paige Traveling Scholarship, 

he went abroad to study the works of the Great Masters. Rather than enrolling in one atelier, he 

traveled throughout Europe studying the works of various artists. Although much of his work has 

been labeled Whistlerian, his paintings also recall works by Michelangelo and the French Post-

Impressionists. Henderson experimented with broad areas of color and rhythmic patterns in 

muted palettes. After a trip to Mexico and the Grand Canyon in 1904, he produced paintings with 

richer color hues in studies of tonal effects and visual harmonies. 

From 1904 - 1910, Henderson taught at the Academy of Fine Arts in Chicago. He also 

painted a number of murals and friezes, including the murals that he designed (1915) for Frank 

Lloyd Wright's Midway Gardens project in Chicago. In 1905, Henderson married Alice Corbin 

•̂ '̂  Background information on William Penhallow Henderson is from Phoenix Art Museum William 
Penhallow Henderson: .Master Colori.<;t of Santa Fe (Phoenix: Phoenix Art Museum, 1984); La Farge, Santa Fe. 
224: Sandra K Feldman, William Penhallow Henderson, The Early Years: 1901-1916 (New York: Hirschl & Adler 
Galleries, Inc., 1982): Robert A. Ewing, "William Penhallow Henderson: A Contemporan Appreciation," El 
Palacio 93 no. 2 (Winter 1987): 6-13: Sarah Nestor, "Viewpoint: An Interview with Alice Henderson Rossin," El 
Palcio 93 no. 2 (Winter 1987): 14-21: Lynn Adkins, "William Penhallow Henderson and Southwestern Indian Art," 
El Palacio 93 no. 2 (Winter 1987): 22-29; Sherry C. Smith, "Simple Dignity: The Architecture and Furniture of 
William Penhallow Henderson," El Palacio 93 no. 2 (Winter 1987): 30-35: Barbara Gallati, review of William 
Penhallow Henderson, The Earlv Years, Hirschl & Adler Galleries, Inc. Arts .Magazine 56. no. 9: 26. 
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and a daughter, Alice Oliver, was born in 1907. Henderson was also a talented illustrator and 

collaborated with Alice, writing and illustrating children's books. The Hendersons traveled to 

Europe in 1910 - 1911 where he experimented with pastels, watercolors, and lithographs. The 

pastels, drawn on brown and gray papers, allowed him fiarther experimentation with tonal 

qualities and color schemes. 

Although not formally trained in architecture, William Henderson studied engineering as a 

young man He designed and built a home and studio (1914) in Lake Bluff, Illinois, in the style 

of Frank Lloyd Wright's Prairie School architecture. He also designed scenery and costumes for 

the Chicago Fine Arts Theatre production of Alice in Wonderland (\9] 5). 

When Alice's tuberculosis prompted the move to the healthy New Mexico climate, the 

family lived in the Sunmount Sanitorium for a short time, then built a home (1924) and studio 

(1919) in what became the Santa Fe Art Colony. The home was the first of many homes of artists 

located on Telephone Road, most of which were in the adapted Pueblo Indian architectural style 

However, Henderson's details and structural elements were lighter and more refined than those of 

his neighbors. He was often asked for advice on the construction of neighboring homes in the 

area, but refijsed due to techniques that they were using. Believing that many of the homes were 

too hastily done, Henderson, as other Arts and Crafts Designers, paid especially close attention to 

details in his work. For instance, in the Arts and Crafts tradition, he used regular strap hinges on 

doors in his house, but heated and hammered them to make them look handmade. 

The Hendersons appreciated the historic fabric of the area and became involved in the 

preservation of much of the cultural environment. Shortly after the Hendersons moved into their 

home, Alice petitioned the city council to change the name of the road back to the original name. 

The city council agreed and the road was renamed El Camino del Monte Sol, or Road of the Sun 

Mountain. This started a fashion in renaming many of the streets after more picturesque terms 
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drawn from the Spanish Colonial era. 

.•Mice continued her work for Poetry magazine, wrote poetry, and helped to develop a 

colony of writers in the area. She became involved in several civic activities such as the 

.\ssociation on American Indian Affairs and the Indian Arts Fund, arranging poetry readings as 

fiind-raisers. She later served as editor-in-chief for the New Mexico project of the American 

Guide Series, helped to establish a regional publishing house called Writers' Editions, and worked 

activelv for the Laboratory of Anthropology and the Museum of Navaho Ceremonial Art. 

The Hendersons, like other artists, quickly developed a deep interest in the Hispanic and 

Indian cultures, exploring northern New Mexico and Arizona The family especially enjoyed 

visiting pueblos on ceremonial days. Alice later wrote an article expressing the symbolic 

interpretations of the Indians' conception of their relation to the earth.^' She asserted that the 

dances were art, drama, and religious ritual unified from centuries of tradition, resulting in the 

perfect art form. The Hendersons grew ver\- close to many of the local Pueblo Indian tribes. 

Many Hispanic and Indian artists and their families often visited the Hendersons' Santa Fe home, 

asking for advice, and enjoying dinner with the Henderson family. William Henderson was an 

active supporter of the young artists such as Crescendo Martinez and Awa Tsireh. He also 

produced and acted in several plays to benefit drought-stricken Indians in the 1920s. 

'" Background information on Alice Corbin Henderson is from T.M. Pierce"s.4//ce Corbin Henderson. 
Southwest Writers Senes, No. 21 (Austin: Steck-Vaughn Company, 1969): Witter Bynner and Oliver LaFarge, 
"Alice Corbin: An Appreciation,"" The New Mexico Quarterly Review XIX, no. 1 (Spring 1949): 33-79: Natasha 
Mane Sinutko, Translating the Other: The Life and Work of .Alice Corbin Henderson in Santa Fe (MA thesis. 
Universitv of Texas at Austin. 1994); Maureen Elizabeth Reed, A Home of One's Own: A I Ision of New .Mexico for 
Luhan, Henderson, and Austin (MA thesis, Universitv of Texas at Austin, 1996) 59-117; Shelley Armitage, ""Red 
Earth: The Poetr> and Prose of Alice Corbin," ^/Pa/ac/o 93 no. 2 (Winter 1987): 36-44. Alice Corbin Henderson 
was responsible for bringing many famous poets and authors to Santa Fe. Among them were: Cari Sandburg. Vachel 
Lindsav. Edgar Lee Masters. Harriet Monroe. Robert Frost. John Gould Fletcher, Bliss Carmen. Arthur Davison 
Ficke. Witter Bynner. and cowboy poet - N. Howard "Jack" Thorp. 

'̂ ' Alice Corbin Henderson. "Dance Rituals of the Pueblo Indians." Theater Arts Magazine. 7 (April 1923) 
109-110. 
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The Hendersons were particularly interested in Hispanic culture. Alice began collecting 

alabados, or Spanish religious songs. She was particularly touched by those of the Penitentes, a 

brotherhood of Spanish Americans in the Roman Catholic Church. The Society, formally called 

La Fraternidad de Jesus Nazereno (Los Penitentes), was formed when Spain stopped supporting 

the Catholic clergy in New Mexico after the Mexican Revolution in 1821. Many New Mexico 

communities were isolated and the native people were forced to perform their own rituals. The 

Penitentes assumed those duties, administering aid and comfort to area families. Their prayers 

and hymns were performed in the style of folksongs, giving the area an interesting religious 

historv •'" 

William Henderson continued painting and exhibiting his works in Boston, New York, 

Chicago, San Diego, San Francisco, Omaha, Milwaukee, and Santa Fe. He organized a 

construction firm, the Pueblo-Spanish Building Company (1926), designing and constructing 

many Santa Fe and Taos area buildings based on vernacular forms. Henderson also embraced the 

.Arts and Crafts ideal of a total design environment and subsequently organized a fijrniture 

workshop, designing in a unique Santa Fe-Taos style.̂ ^ Rooted in the Arts and Crafts tradition, 

his firm employed local craftsmen in the design of buildings, gardens, fiarniture, ironwork, and 

statuary for a number of cHents. The business continued into the late 1930s. 

In addition to several private homes, his commissions included designs for architecture 

and crafted ftirniture for the Museum of Navaho Ceremonial Art and the House of Navajo 

" Alice and William Henderson wrote and illustrated a book about the Penitentes entitled "Brothers of 
Light: The Penitentes of the Southwest"" by the Harcourt, Brace and Company. 1937. The book is now printed bv 
Yucca Tree Press in Las Cruces, New Me.xico. 

" Smith, "Simple Digmn,"' El Palcio, p. 30-35; Kingsley H. Hammett, Classic New Mexican Furniture: A 
Handbook of Plans and Building Techniques (Santa Fe: Fleetwood Press, 1996), 68-69; Lonn Taylor and Dessa 
Bokides, New Mexican Furniture, 1600-1940: The Origins, Survival, and Revival of Furniture Making in the 
Hispanic Southwest (Santa Fe: Museum of New Me.xico Press. 1987). 218-222. 226. 228. 229. 232, 233. 257, 259. 
260. 283: Alice Corbin. "Furniture for Colonial Spanish Homes: Some Designs that are E.xecuted in Keeping with 
the Simple Forms of New Mexican Architecture." House and Garden. July 1928. 62—63. 92. 105. 
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Religion (1937), which now houses the Wheelwright Museum of American Indian Art. In his 

design for the Wheelwright, he collaborated with Navajo medicine man, Hosteen Klah, to erect a 

structure reminiscent of a Medicine Hogan.̂ "^ His carefijl attention to the area Indian ceremonies 

served him well in his design of the murals and interior design of the museum, and of his design 

for the remodeling of the Santa Fe Railway Ticket Office (1926-27). For the Santa Fe Office, 

Henderson designed all the interior fijrnishings, lighting fixtures, the ticket counter, and painted 

murals depicting scenes and figures of Pueblo Corn Dance rituals. Henderson concerned himself 

with interpretation, rather than literal documentation and his use of vivid colors reflected the 

vitality of the dancers. He also painted murals for the Santa Fe Club (1922) and the Santa Fe 

Federal Court Building (1930's). 

Henderson also worked on several projects for Elizabeth and Martha Root White, 

including the design and construction of fifteen buildings at their Garcia Street home. El Delirio 

(now the School of American Research).^^ The Whites were daughters of Horace White; writer, 

newspaperman, and financier from New York City. Wealthy, well educated, and well traveled, 

the Whites were already involved in the fight for Pueblo Indian land rights and the promotion of 

^̂  Although Henderson received a citation for the design from the Architectural League of New York, there 
v\as concern in Santa Fe over the mixture of architectural stvJes of a hogan and the adopted Santa Fe style. This 
brings up the interesting point that most of what is known as the Santa Fe Style draws most of its design concepts 
from the Spanish Colonial culture than from the Native Pueblo cultures. Although most of the terminologv 
associated v\ith that architecture bears the names derived from Indian languages, it was the Spanish who brought 
much of it to the area. When a true Indian form was suggested for the Wheelwright Museum, it was rejected as a 
suitable srvle. Original Iv to be constructed on Laboratorv- of Anthropologv land, the building committee asserted that 
all structures on that land must be built in the Santa Fe style, the style embraced bv the Old Santa Fe Association. 
After several negotiations, no agreement was reached between Mrs. Wheelwright and the committee. Wheelwright 
withdrew her collection of Navajo sand paintings, artifacts, and ethnographic materials and Henderson's design was 
constructed on land donated to Wheelwright by Elizabeth White (who will be discussed in subsequent pages) a short 
distance from the original location. 

^' Information on the White sisters and Ei Delirio is from Gregor Starks and E Catherine Raynes, El 
Delirio: The Santa Fe World of Elizabeth White (SanVdYe.: School of American Research, 1998): 1-117. The 
School of American Research is the descendent organization of Edgar Lee Hewetts AIA School of American 
Archeologv and is a center for research in anthropologv and Native American Art. 
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Indian arts and crafts before they made their move to Santa Fe in the mid I920's.^^ Elizabeth and 

Martha purchased the acre-and-a-half property on Garcia Street in 1921, and moved into the small 

adobe house (figure 32). Simple and flat-roofed the existing structures on the property served as 

prototypes for the design of additions to the existing buildings and construction of new buildings 

commissioned by the sisters. Following the examples of other Arts and Crafts homes, the main 

house and surrounding structures are additive in nature, as though rooms had been added over the 

centuries. The resulting compound of buildings was called El Delirio (The Madness), being 

named for a bar in Seville, Spain.^" 

.An excellent example of the .A.rts and Crafts aesthetic in New Mexico, El Delirio is based 

on vernacular forms, constructed with indigenous building traditions and crafts, blends into the 

rugged site, and embraces styles from other cultures. The Whites were fascinated with certain 

European and American Indian communal cultures and folk art. The estate expresses those 

interests in its blend of Pueblo and Spanish Colonial architecture and Old World influences. 

Elizabeth and Martha fiarnished the house with a variety of decorative items from travels in Spain, 

as well as Southwest Indian crafts, Spanish Colonial furniture, and Southwestern textiles. 

Henderson's first commission on the estate (1922-23) was the main house and swimming 

pool (figures 33 and 34). He designed and built the living room and library in 1929. The living 

room or "chapel," as it was often called, was the emofional and physical center of the estate 

(figure 35). Just as original Arts and Crafts designers advocated the Gothic forms found in 

^̂  The Whites, along with other wealthy and famous individuals, formed the Eastern Association on Indian 
Affairs to fight for the general welfare of Indians including land rights, health care, and the preservation of Indian arts 
and crafts. Elizabeth also opened a shop for Indian arts and crafts in New York City (1922). The shop included 
works from Plains and Pueblo Indians and early trips to Guatemala. Although it never made a profit, the Whites 
hoped it would help to educate the public about authentic Indian arts. Elizabeth closed the shop and donated the 
stock to start Indian collections at several museums across the countrv. 

' While Elizabeth and Martha were sightseeing in Seville, they continuallv became lost and kept ending up 
at the bar. El Delino became a landmark from which they would be able to make their wav back to the hotel. When 
thev found it each time, they knew they were home. 
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medieval churches, Henderson's design was derived from the New Mexican Spanish Colomal 

mission churches like the one at Laguna Pueblo. The chapel measures 25 feet wide and 45 feet 

long and its ceiling is from 16-22 feet tall (figure 36). Henderson also continued the Arts and 

Crafts tradition of incorporating handcrafted elements in his work. At one end is a small balcony, 

hand-carved by local craftsmen, where orchestras played for the Whites' parties and dances 

(figure 37 and 38). The ceiling, another celebration of the Arts and Crafts tradition of exposed 

construction, was personally carved and painted by Henderson. It consists of aspen latillas in 

tweed designs between the vigas, which are alternately colored white, dark blue, and deep rose 

(figure 39). Two hand-made tin chandeliers from Spain hang from the ceiling (figure 40 and 41). 

Over the years, the room was used for small theatrical productions, classical symphonic concerts, 

chamber music, and supper parties. Oriental rugs were scattered over the chapel's cement tile 

floor and the room is fijrnished with ornately carved Spanish wardrobes and desks (trasteros and 

verguenas) and handcrafted fijrniture by Henderson, evidence of his version of an Arts and Crafts 

total design (figures 42 and 43). 

Connecting the living room to the rest of the main house was a long portico, which is now 

enclosed by a wall of mullioned windows (figure 44). Down the main hall is the summer dining 

room and library, now the President's office of the School of American Research. An elaborately 

carved door with tropical motifs of pineapples and birds opens onto a small balcony and a short 

winding staircase (figures 45 and 46). The wood ceiling, also personally carved by Henderson, is 

painted deep red and blue with floral motifs (figure 47). An altar screen (reredos), brought from 

Guatemala by archeologist Sylvanus Morley after an earthquake destroyed the church, dominates 

the room The reredos surrounds the fireplace, drawing attention to it and indicating its 

importance in Arts and Crafts interiors. Artist, Gus Baumann, removed the original crucifixion 
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scene and replaced it with a painting of angels with lutes (figure 48). The floor tiles were copied 

from the Prado in Madrid and filigree grates of wrought iron decorate windows and bookcases 

(figure 49). 

The bedrooms are now offices for the School. Martha's bedroom once held a bed, built by 

Jack Lambert, made from two wooden oxen yokes that she brought back from Portugal in 1929. 

.A. Plains Indian shield with beadwork and feathers hung over the bed and a Cochiti Pueblo Indian 

drum, used for a telephone stand, stood beside the bed. Many of the doors were from a collection 

that Henderson found in Central America and the floor was covered in Indian ruys 

Many Arts and Crafters included gardens as a part of their total design, forming outdoor 

'"rooms" and terraces as a way of blurring the line between the natural and buih environment. 

The campus landscaping today of trees and other vegetation differs a great deal from the semi-

arid land that once surrounded the structures. Most of the geometric gardens that Henderson 

designed for the estate are gone, but his overall organization of the landscape topography remains. 

Terraced gardens are rectangular in shape, framed by short stone retaining walls and flagstone 

walks. A tranquil walled garden adjacent to the main house is symmetrical in design and is 

reminiscent of the Alhambra in Granada (figure 50). .A. containment pool in the garden feeds a 

canal, which flows into a circular maze, then flows down a series of steps into another pool. 

In the Arts and Crafts tradition of invoking a pre-industrial past, the El Delirio complex 

forms a Pueblo "village" with all structures conforming to the lay of the land. The main house, 

gardener's house, garage, guest quarters, and tennis court are all clustered along an arroyo (a 

gully cut into the land by a stream). Zaguans with wrought-iron gates and steps lead to a variety 

of terraces and patios (figures 51 and 52). Henderson did not design all the structures on the 

estate. An interesting example is the New York Room. In 1939, the Whites brought the entire 

interior of the living room from their New York home to Santa Fe and had it rebuilt in precise 
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detail in the space between the two old houses, complete with books and portraits from New 

\'ork 

El Dehrio, like Morris' Red House, was a favorite gathering place for creative friends. 

While some lived on the estate on an extended basis, many of the artists, writers, anthropologists, 

and archeologists of Santa Fe were frequent visitors. New York Lawyer Percy Jackson and wife, 

.Alice, introduced Elizabeth to New Mexico in 1913. Mr. Jackson handled organizational matters 

for the Eastern Association on Indian Affairs and Mrs. Jackson was a coed with Elizabeth at Bryn 

Mawr College. The Jacksons remained friends with the White sisters and visited El Delirio on a 

regular basis. New York painter and Indian rights activist, John Sloan and wife, Dolly, frequently 

visited Santa Fe and El Delirio. Dolly was also active in the National Association on Indian 

Affairs. 

Master craftsman and artist, Gustave Baumann, and wife, Jane, were regular guests at El 

Delirio. Jane Henderson Baumann was an opera singer who moved to New Mexico to study 

Indian music. Gustave Baumann worked on several projects for El Delirio parties including 

invitations and decorations. His map of El Delirio (1927) shows one such party celebrating the 

opening of the first swimming pool in Santa Fe (figure 53). The mock Mayan pageant winds its 

way through the "pueblo village." Poet Witter Bynner, who was a collaborator on the Exposition 

of Indian Tribal Arts, wrote the play in which King Chac Xib Chac dedicated the ceremonial pool 

to the Great Feathered Serpent and prayed for rain. Taking part were Sylvanus Modey, Harvard 

scientist and archeologist; Bynner; Percy Jackson; former New Mexican Governor, Herbert 

Hagerman, and Alice Corbin Henderson. 

Alice worked with Elizabeth to defeat the Bursum Bill and to market Indian arts and 

crafts. William and Alice Henderson visited the Whites frequently and attended several El 

Delirio parties. Theme parties were often occasions for theater and costumes and guests willingly 
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joined in the festivities Casts included Will Shuster, Dr. Harry Mera, Dorothy Stewart, John 

Gaw Meem, Leonora Curtin, Randall Davey, and dancer Jacques Cartier and Ray Baldwin 

El Delirio employees were considered family. Knut Goxem was the Whites' butler from 

1923 to 1959 Jack Lambert managed the White's estate and acted as tour guide and builder of 

some of the El Delirio structures. Lambert, a cowboy who held great respect for his Indian 

counterparts, remained friends with the White sisters until Elizabeth's death. 

Martha and Elizabeth White, like many Arts and Craft advocates, supported historic 

preservation. They were determined to protect some semblance of the original Pueblo and 

Spanish Colonial architecture of the area. They formed the De Vargas Development Corporation 

in 1924 to acquire and develop land for commercial and residential use.̂ ** The Whites, along with 

Senator Bronson Cutting and Dr. Frank Mera (owner of the Sunmount Sanitorium) bought Sena 

Plaza in downtown Santa Fe. They hired Henderson (1929) to carefully renovate the Spanish 

Colonial hacienda, which dated from the last half of the Nineteenth Century. Henderson restored 

existing parts of the thirty-three-room building, including the Territorial era portal on East Palace 

Avenue. He also added a second storv and enclosed the patio garden. 

In an effort to protect the landscape of the area, the Whites took their own Garcia Street as 

an example and studied the ground plans of Spanish cities where roads conform to the land, rather 

than the typical checkerboard layout. They also attached covenants to the sale of their property 

restricting building style and fijture conveyances.^^ Like Vierra, they restricted building styles to 

^̂  Stark and Rayne, El Delirio. p. 26. The Whites established title to their land through the Court of Private 
Land Grants established bv the United Slates government in 1891. The Court was formed to resolve land title 
questions resulting from the Treatv- of Guadalupe Hildalgo, which ended the Mexican-American War of 1846-48 
Under the terms of the Court, claims made on land prior to the Treatv were not honored. This allowed the Whites 
and others to acquire large portions of land once owned through Spanish land grants. 

^̂  One aspect of the covenant was to restrict future conveyances to persons of African and Oriental descent. 
This was automatically attached to many of the lands being developed in that part of Santa Fe. In 1940. Elizabeth 
White had it removed. 
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the Pueblo-Spanish style of architecture. Billboards and windmills were also restricted. 

The White sisters were active supporters of many organizations in the Santa Fe area. 

When John D. Rockefeller ftinded the Laboratory of Anthropology (1927), the Whites donated 

fifty acres from the De Vargas Development Company for the institution."^^ They were major 

contributors of objects and ftinds to the International Exposition in Seville, Spain (1929), the 

Overseas Exposition in Paris (1930), and the International Antiques Exposition and the Exhibition 

of Indian Tribal Arts in New York (1931).^' Elizabeth, along with John Sloan, President of the 

Exposition, was instrumental in the founding of the Indian Arts Fund (1922), which continued 

until merging with the School of American Research in 1972. They, like other artists, believed 

that Indian art represented a truly American aesthetic tradition." Like the originators of the Arts 

and Crafts movement, they believed that much of the art now produced in America had lost the 

true spirit of art. And, in contrast to European art, Indian art was firmly tied to nature and innate 

experiences of humankind. Also, at a time when total assimilation was advocated, the arts were 

seen as a way for many to adapt and still relate to their cultural heritage. 

In the 1920's Martha White, Gustave Baumann. Margaret Kittrick, and William and Alice 

Henderson all co-founded the New Mexican Association on Indian Affairs. The Whites and their 

colleagues held annual juried fairs in Santa Fe and at several pueblos. In 1932 Elizabeth joined 

the United Indian Traders Association, organized to deal with the marketing of "handmade" 

*° Elizabeth also served on the board of directors, which included a distinguished list of anthropologists. 
Among them were the Lab's first director. Jesse Nusbaum; Edgar Lee Hewett, director of the School of American 
Research and the Museum of New Mexico; Kenneth Chapman from the School of American Research; Ralph Linton 
of the Field Museum of Natural History; A.L. Kroeber, University of California; Franz Boas. Columbia University; 
Alfred V. Kidder. Phillips Academy; Neil Judd, Smithsonian Institution; F.W. Hodge, Museum of the American 
Indian; Clark Wissler, American Museum of Natural Historv'; Sylvanus Morley, Carnegie Institution of Washington; 
Elsie Clews Parsons, Southwest Society; and Bronson M. Cutting. U.S. Senator from New Mexico. 

'̂ Stark and Rayne. El Delirio, P. 98-105; New York Sun (New York). 6 March 1931. 

" Van Wyck Brooks. John Sloan: A Painter's Life (New York; E.P. Dutton, 1955): 167. 
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goods that were produced commercially. The annual Santa Fe Indian Market, which grew out of 

the efforts of many of these organizations, is now the largest event in the worid that markets 

.American Indian arts and crafts. 

The White sisters also supported other organizations in the area. Elizabeth and John Gaw 

Meem were both founding members of the Old Santa Fe Association, dedicated to preserving 

Santa Fe's ancient heritage, and in the 1940's both became members of Santa Fes first formally 

chartered planning commission. Elizabeth was instrumental in the founding of the Laboratory of 

.Anthropology, the Santa Fe Sinfonietta and the Choral Society, and donated land and a wide 

varietv of musical instruments from her travels to the International Folk Art Museum. During the 

War, Elizabeth held art exhibits at El Delirio and donated the proceeds to the local USO. After 

the War, she converted the old house at 569 Garcia Street into a recreation center where she 

taught piano lessons and provided arts and crafts and other activities for children. The center is 

now the Garcia Street Boys and Giris Club. The Whites also fought the efforts of the Federated 

Women's Club of Texas to bring a Chautauqua to Santa Fe, believing that such productions 

would have a detrimental impact on the cultural fabric of the Santa Fe area. 

Elizabeth and Martha established the Rathmullan Kennels at El Delirio to raise Irish 

wolfhounds and Afghan hounds. During World War II, Elizabeth served as the regional director 

of Dogs for Defense and the kennel was used to train dogs for the war effort. After the death of 

their trainer, Elizabeth ordered that the dogs be able to live out their lives on the estate and be 

buried in a special cemetery near the sisters' graves. Elizabeth also gave to the city of Santa Fe 

an animal shelter (1939) in memory of Martha and her love of animals. 

•̂̂  Stark and Rayne, El Delirio, p. 112-116; Arthur Frederick Jones, "Erin's Famous Hound at Rathmullan,'' 
American Kennel Gazette, May 1934. 1-8. The kennels were named for a castle that the Whites visited on a 1914 trip 
to Ireland. 
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Martha died in 1937, at the age of 57 and Elizabeth donated the entire collection of the 

Gallery of American Indian Art to museums and schools across the country. The collection, 

begun in 1912, had grown to approximately 1,350 pieces. Elizabeth lived at El Delirio until her 

death in 1972. Martha was cremated and her ashes were buried with Elizabeth's body in front of 

the gazebo on the El Delirio estate When sculptor Francois Tonetti was commissioned to do a 

relief for the New York PubHc Library, he used Martha's head as a model for the central muse 

He subsequently sent a cast of the sculpture to Elizabeth. She had the head recast in stone and 

placed on the outer wall of the gazebo, where it looks down on the sisters' grave. 

Martha and Elizabeth White brought a New York chic and sophistication to Santa Fe, New 

Mexico. But their love of folk art and native cultures spread to New York and the rest of the 

world. Like the Arts and Crafts originators in England and America, they found the hand-made 

art and vernacular architecture preferable to mass-produced and machine-inspired designs. 
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CHAPTER 4 

LOS GALLOS AND TAOS; A HOME FOR MABEL DODGE LUHAN AND TONY LUHAN 
IN THE ARTIST COLONY OF TAOS 

Anasazi Indians first inhabited the Taos valley c. 1000 AD and the ridges around the 

valley contain pit houses (shelters dug into the ground) which preceded the Puebloan 

civilization. The Taos Pueblo was constructed c. 1350 AD and the Taos people have remained 

in the Taos valley despite a continuing struggle against invaders. It is believed that the name 

"Taos" was derived from the Indian word meaning "Red Willow."^^ 

The Spanish Colonial community of Fernando de Taos was established south of Taos 

Pueblo in 1615, as a commercial center for northern New Mexico. Although there were often 

conflicts between the Puebloan Indians and the Spanish Colonists, the two groups were allied 

against the raids of the Plains Indians. The Spanish Colonial plaza underwent many changes in 

the 18̂*̂  century. Taos was once a trade center for fiar trappers, and an alternate route for the Santa 

Fe Trail. When the railroad that connected New Mexico to the rest of the United States went to 

Las Vegas and then to Santa Fe, Taos lost much of its economy. However, at the end of the 19*'̂  

century, the isolation and beautifiil scenery of the area began to draw artists and writers from 

around the worid. Less accessible to Anglo settlers than Santa Fe had been, Taos retained most of 

its Pueblo and Spanish Colonial influences. 

The first painters came to Taos in 1898. Ernest Blumenschein and Bert Geer PhilUps were 

^ Background information on Taos and the art colony is from Bunting's, "Northem New Mexico," 29-34. 
F,R. Bob Romeros and Neil Poese's.4 Brief History of Taos (Taos; Kit Carson Historic Museums, 1992); Karen 
Evans' "New Mexico; A Haven for Artists," New Mexico Magazine 62 no. 3 (Februan 1984); 35-40; and Claire 
Morrill's.4 Taos Mosaic: Portrait of a New Mexico F/Y/age (Albuquerque; University of New Mexico Press, 1973). 

*' Romero and Poese, Brief History, p. 2; Blanche Grant attributed the name Taos to the Chinese term "tao." 
She draws her conclusion because of the similarities between the Taos Indian language and the Chinese and Tibetan 
languages, and other similarities between the Far East and the Taos tribe. 
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on a painting expedition from Denver to Mexico. Their carriage suffered a broken wheel in the 

mountains near Taos. Remembering stories of Taos that were told in Paris by their friend, Joseph 

Sharp, they decided to seek help there. Many other artists followed after 1917, when Americans 

left Europe during the war. Whether they came for a visit or made their homes there, they were 

awed by the breadth, age, and beauty of the mountain and desert landscape. Many believed that 

this tended to put man in his proper perspective with nature. Like the artists of Santa Fe, they 

were touched by what D.H. Lawrence called the "spirit of the place." 

The community of Taos quickly became an artist colony and the artists formed 

organizations, promoting the collective talents of the colony's new citizens. The Taos Art 

Association was formed in 1912. The Taos Society of Artists (1915-1927) was founded with 

eight members from Europe and the Eastern United States. The eight original members were; 

Blumenshein and Phillips; Joseph Henry Sharp (a nationally famous painter of Plains Indians); 

and the remainder of the group who settled in Taos between 1912 and 1927; Oscar E. 

Berninghaus, W. Herbert Dunton, and E. Irving Couse (successftil illustrators who were interested 

in painting Indians and the American West); and Victor Higgins and Walter Ulfer, who were from 

the Midwest. The founders of the Society of Artists were traditionalists, but artists soon joined 

them with different qualities. Leon Gaspard and Nicolai Fechin were Russian born and trained 

They added elements of impressionism and expressionistic influences to the art colony. In the 

1920's and 1930's, Thomas Benrimo, Emil Bisttram, and Andrew Dasburg who was invited to 

Taos by Mabel Dodge Luhan, joined the colony They brought more modernistic styles to Taos. 

The Taos Society of Artists circulated exhibitions across the United States, promoting the beauty 

and spirit of the Southwest. 

Mabel Ganson Evans Dodge Sterne (1879-1962) was a bohemian socialite and memoir 
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writer who settled in Taos in 1917 as the wife of painter Maurice Sterne.^^ Mabel was the 

quintessential New Woman of her time. Widowed at age 25, she met Boston architect, Edwin 

Dodge, and married him in 1904. Looking for the equivalent to the mythological Shangri-la, 

Mabel and Edwin moved to Florence, Italy. In her home there, the Villa Curonia, Mabel tried to 

reconstruct the Renaissance that had been lost in the industrialized Victorian era. When that 

attempt failed, she moved to New York, divorced Dodge, and embraced a number of causes and 

movements. She was famous for hosting some of the era's most influential people. Gertrude 

Stein, John Reed, and D.H. Lawrence all visited her avant-garde salon in Greenwich Village. 

However, her life of multiple lovers and identities left her unfijlfilled. 

Mabel married her third husband, Maurice Stern, in August 1917. Sterne, searching for 

new forms of inspiration for his art, traveled west to visit Santa Fe and wrote to Mabel, 

encouraging her to come to New Mexico. She immediately felt at home there and, in Edge of the 

Taos Desert, she wrote, "There was no disturbance in the scene, nothing to complicate the forms, 

no trees or houses, or any detail to confiise anyone. It was like a single phrase in a line of music 

or a single line of poetry, essential and reduced to the barest meaning."^^ 

*̂ Background information on Mabel Dodge Luhan is from Lois Palken Rudnick's Intimate .Memories: The 
Autobiography of .Mabel Dodge Luhan (Albuquerque; University of new Mexico Press, 1999); Rudnick's.WaA^/ 
Dodge Luhan: New Woman, New Worlds (Albuquerque; University of New Mexico Press, 1984; Rudnick's Utopian 
I 'istas: The Mabel Dodge Luhan House and the American Counterculture (Albuquerque; Universitv of New Mexico 
Press, 1996); p. 3-183; Rudnick's "Mabel Dodge Luhan and the Myth of the Southwest," SoM/Ziwej-r/̂ ev/ew 68. no. 3 
(1983); 205-221; Rudnick's Mabel Dodge Luhan and the .Myth of Southwest Particularity Tucson; Southwest 
Institute for Research on Women. 1982); Emily Hahn's Mabel: A Biography of Mabel Dodge Luhan (Boston; 
Houghton Mifflin Company. 1977); Jane Nelson's "Mabel Dodge Luhan," Boise State University Western Writers 
Series 55 (1982); Mabel Dodge Luhan" s .V/over.v and Shakers: Volume III of Intimate Memories (New \'ork; 
Harcourt, Brace and Company, 1936); Luhan's Edge of the Taos Desert, Escape to Reality: Volume IV of Intimate 
Memories (New York; Harcourt, Brace and Company, 1937); Luhan's Winter in Taos (New York; Harcourt, Brace 
and Companv, 1935); Biruta Alii Catharina Celmins Kearl's "Mabel Dodge Luhan, Animateur for Modernism in 
Taos." (MA thesis. University of Texas at Austin, 1983); Jake Page's "A Charged Particle Among the Force Fields 
of Her Times," Smithsonian, 22, no. 3 (1991); 122-136; Winifred Frazer's Mabel Dodge Luhan, Publications of 
Twaynes United States Authors Series, ed. David J. Nordloh (Boston; Twayne Publishers, 1984; and Elmo Baca's 
.ilabel'sSanta Fe and Taos: Bohemian Legends (1900-1950) (SaU Lake Citv; Gibbs-Smith Publisher. 2000). 

* Luhan, Edge of Taos Desert, p. 59. 
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Mabel, like many others, sensed qualities in the Pueblo Indians that were lacking in her 

own life. The Indian understood his role in the worid and his relationship to other elements of the 

universe and Mabel stressed this in her writings. She believed that "American society's continual 

drive toward individualism and single-mindedness separated them and destroyed patterns of 

social and family life that society needed the sense of community and harmony of the Pueblos 

character."^** 

Mabel found that Santa Fe was too crowded and moved to Taos within two weeks of her 

arrival. The landscape around Taos reminded her of Tibet, ftirthering her notion that she had truly 

rediscovered Shangri-la. In 1918, after divorcing Sterne, Mabel began living with Antonio Lujan, 

a ftill-blood Tiwa Pueblo Indian who became Mabel's fourth and final husband in 1923 (figure 

54). Mabel realized that she and other non-Indians would always be alien to the Indian culture, 

but saw her relationship with Tony as a bridge between the two cultures; a model for the 

unification of the old and the new. Together they built Los Gallos, an adobe compound 

comprised of a main house, several guesthouses, and a formal plaza where she established a salon 

society in Taos.^" Much like other Arts and Crafts proponents who founded artist guilds 

throughout the world, Mabel offered the guesthouses freely to those who, through their talents, 

would spread the word of Taos's beauty and the power of the land and its people. 

It was just six months after they met that Tony Lujan encouraged Mabel to purchase the 

*" Luhan, Edge of Taos Desert, p. 63-64. 

''̂  Rudnick, "Mabel and the Myth of the Southwest," Southwest Review, p. 211. As previously stated, Mabel 
changed the spelling of Lujan to Luhan because the Spanish "j" was continually mispronounced by friends and 
visitors. Although Tonys correct name was spelled with Lujan, both his and her name may be spelled both ways 
depending on the source. 

''' Background information on Los Gallos is from Rudnick's Utopian Vistas, p. 36-183; Steven Bleichers 
"The House that Mabel Built," .Art Journal (Spring 1998); 82-84; Frances L. Fugates "Stay at Mabel Luhan's House 
in Taos - If You Can Find it," .American Magazine 24 (April 1987); 22-23; Bainbridge Bunting's "Residence of 
Mabel Dodge Luhan," New Mexico .Architect 3. Nos. 8 & 9 (September-October, 1961); 11-13; Patricia Kent 
Gilmores "A Nev\ Life for Mabel's House,"' New Mexico Magazine, Februarv' 1984, 53-57. 
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land where Los Gallos is now located. In May 1918, she purchased twelve acres with a small 

four or five-room adobe house. Mabel, like Martha and Elizabeth White, decided to leave the 

150-year-old original structure, epitomizing the Arts and Crafts idea of adding additions over the 

next years. Los Gallos was the first house in Taos to be constructed in the Pueblo-Spanish 

Colonial style and, like El Delirio, was constructed of native materials and with local labor. 

However, unlike El Delirio, Los Gallos was built by non-professionals. Mabel and Tony 

designed and oversaw all construction and decorafion. Tony supervised the Hispanic and Pueblo 

Indian workers in the construction and Mabel, with the help of artists, designed the interior 

spaces. 

The house, like the Indian pueblos, is massed in muki-stories and features a sun porch on 

the third level that looks out in four directions on the New Mexico landscape (figure 55). The sun 

porch, added in 1921, is another example of blurring the interior and exterior spaces, much like 

the sleeping porches of Greene and Greene's bungalows. Located directly above Mabel's 

bedroom, it was enclosed with glazed windows in the late 1920's. 

Like El Delirio, the house embodies many styles. The interiors are an eclectic mix of 

Pueblo, Spanish Colonial, East Coast, European, and Far East influences. The Big Room was the 

first room to be built and is made up of two large rectangular spaces, each with a fireplace 

(figures 56 & 57). The idea of the hearth was central to the Arts and Crafts movement and Los 

Gallos expresses that idea with fireplaces and wood-burning stoves in most of the rooms. The 

east end of the Big Room has a fireplace flanked by two windows, a design element that was in 

vogue in East Coast architecture of the period. The west portion of the room has a fireplace, 

which forms a corner inglenook with adobe seating on either side. Salomonic columns, a Spanish 

Colonial motif, were hand-carved by neighbor Ralph Myers and support the ceiling, which is 

constructed of cedar saplings, layered with sweet clover and sage, then layered with mud. 
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A long Spanish Colonial portal, ftirther blurring the interior and exterior spaces, connects 

other rooms (figure 58). Another Arts and Crafts approach, like that found in the Red House, is a 

mixture of media in the ornamentation. Artist Awa Tsireh painted a mural on one wall and Mabel 

embedded Mexican tiles with a Don Quixote motif in another wall (figure 59). Mabel stained the 

cut lumber with a stain that she concocted and bought brightly-colored ceramic roosters in 

Mexico, and placed them on the roof (figure 60). Hence, the estate was dubbed Los Gallos (The 

Roosters) 

The dining room was built a few years later and on a lower level than the Big Room 

(figures 61 & 62). The steps from the east end of the Big Room expand into the dining room. 

The black and sienna tiled floor, an excellent example of the Arts and Crafts combination of 

designer and craftsman, was designed and hand-made by William Penhallow Henderson. 

Beneath the viga and latia ceiling, painted to look like an Indian blanket is an inglenook with a 

generous fireplace built by Tony. Like Frank Lloyd Wright and other Arts and Craft advocates, 

Mabel loved windows that allowed for plenty of natural light and connected interior with exterior 

spaces. French windows in the dining room ftirther tie the interior and exterior spaces together 

Attached to the dining room is a large kitchen, where male visitors took their breakfast at a large 

table near a wood-burning stove. Female guests were generally served breakfast in bed. 

The Rainbow Room, named for the colorfully painted latia ceiling by Russian artist, Leon 

Gaspard, was added in 1925 (figures 63 & 64). Influenced by European styles like many of the 

doorways in Los Gallos, this room's doorway is in the form of a Gothic arch. Another fireplace 

with seating is located in the corner, forming another inglenook. Low windows are placed for the 

enjoyment of seated guests. This was a favorite room for Mabel's reading and writing. 

The Big House and courtyard are surrounded by massive adobe walls and gates (figures 

65 & 66) The gates incorporate a hand-carved balcony, discarded by the Saint Francis de Assisi 
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Church, and salvaged by artist and friend, Robert Edmond Jones. At the edge of the courtyard 

ran the acequia (irrigation ditch) where the summer porch was located. This Taos version of the 

.\rts and Crafts outdoor room is shaded by willows and cottonwoods. By the 1930's fruit trees 

and flowers flourished around the Big House and, across the acequia was an alfalfa field and 

vegetable garden that produced fresh food for the household. 

By the 1920's, the estate included corrals, stables, barns, and a gatehouse where Mabel's 

staff and servants lived. The Big House grew to seventeen rooms, all with electricity and 

plumbing. The house was 450 feet long and had 8,400 feet of living space. Soon, construction 

included other guest houses including the St. Theresa House, the Pink House, the Two-Story 

House, the Tony House, the Studio, and in 1948, her own house where she lived until her death in 

1962. The resulting construction formed an artist compound, much like those of previous Arts 

and Crafts designers such as Morris and Frank Lloyd Wright. Similariy, Mabel trained Manual 

Reyna, the husband of her maid Albidia, in the art of woodcarving. He did some elegant carving 

on interior doors in the Big House and also the posts on her bed (figure 67). As Mabel wasn't 

modest enough to cover her bathroom windows, D.H. Lawrence painted the windows, adding 

another Arts and Crafts touch (figure 68). Whimsical but crude, the figures cover all of the panes. 

Like the circle of friends who built and added to the beauty of the Red House, the friends 

who gave of their time and talents at Los Gallos created a communal effort. Mabel saw the 

construction of their home as a revision of the pre-industrial domestic tradition. The shelter grew 

out of the land with strong connections between the outer and interior space. Like Tony and 

Mabel's marriage, the two are bridged and merged into one. Just as other Arts and Crafts 

designers, Mabel created Los Gallos to alter human consciousness through the built environment. 

Whether they were nurtured by Tony's powerfiil spiritual influence, Mabel's enthusiastic support, 

or the physical oasis created in the New Mexico mountains, visitors left revitalized. In this way, 
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Mabel did accomplish some portion of the Arts and Crafts ideal. 

Georgia OKeeffe and husband. New York photographer and art critic Alfred Stieglitz, 

were among the intellectuals and artists who visited Mabel in Taos. O'Keefife, was a summer 

resident in the region beginning in 1929, and settled there permanently in 1946, after the death of 

her husband. Writers Mary Austin, who later settled in Santa Fe, and Willa Gather were both 

Mabel"s guests. Photographer Paul Strand, and playwright Thornton Wilder both visited Mabel in 

Taos. Photographer Ansel Adams, after visiting Mabel, redirected his life to the photography of 

the West. Mabel also hosted psychoanalyst Cari Jung and the artists Marsden Hartley and John 

Marin. With musicians Carl Van Vechten and Leopold Stokowski, Mabel hoped to capture the 

rhythms of Indian music. Arguably Taos' most famous resident, writer D.H. Lawrence, was 

Vlabel's guest from 1922-1926, and hoped to settle there permanently but died in Italy before he 

could return. 

William Penhallow and Alice Corbin Henderson were frequent visitors to Los Gallos. 

Alice was Mabel's best friend and it was her daughter, "little Alice," who married Luhan's son, 

John, by first husband Karl Evans. Mabel also formed strong ties with John Collier, and helped 

him to secure a place with the Bureau of Indian Affairs. With Collier's help, Tony traveled to all 

the Pueblo tribes in New Mexico to organize against the Bursum Bill. In 1922, the Pueblos 

formed their first confederation since 1680 and published an appeal to the American people on 

behalf of the American Indians. Colher became Franklin Rooseveh's commissioner of Indian 

Affairs in 1933. 

For the most part, Mabel was less involved in the day-to-day fight for Indian rights than 

many of her friends in Santa Fe, but she did invest time, energy, and money to aid the Indians 

with healthcare, education, and land claims. She organized exhibits of Indian children's art for 

showings at New York galleries, collected Indian tales for friend, author Elsie Clew Parsons, and 
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sent shards of Indian pottery from area excavations to the Bureau of Ethnology to excite their 

interest. 

Mabel Ganson Evans Dodge Sterne Luhan married four times, became a widow once, and 

divorced twice. She entertained people not normally found on guest lists of the rich such as labor 

leaders, revolutionary artists, Bolsheviks, and Margaret Sanger.^' Her most publicized 

relationship was not the rocky affair with D.H. Lawrence, but her marriage to a ftill-blooded 

Indian. Mabel has been referred to in many ways; generous, patroness, feminist paragon, to self-

absorbed, concubine, and witch. Even D.H. Lawrence, who shared many of Mabel's behefs, 

considered her efforts accomplishments that were done for her own self-gratification. Locally, 

her relationships were scandalous and the Taos Pueblo Indians interpreted her marriage to Tony 

Luhan as a rental agreement and it is indeed difficult to know just was that relationship was. 

Consequently, Mabel has been both praised and damned for her activities in New Mexico. At any 

rate, Mabel and her guests helped to change the picturesque Taos village into a vibrant art colony, 

and enriched the cultural life of the region and the nation. But Mabel Dodge Luhan, like other 

Arts and Crafts idealists, was faced with a paradox. The primitive culture and unspoiled 

landscape that was so central to her plans for a cultural rebirth of society, could easily be 

despoiled by publicity and exploitation. She never came to terms with this dilemma. Mabel died 

August 13, 1962 at the age of eighty-three and is buried in the Kit Carson cemetary in Taos. 

Tony died soon after and is buried at Taos Pueblo. 

Sanger was an activist for women's rights and advocated birth control. She founded Planned Parenthood. 
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CONCLUSION 

Arts and Crafts proponents in New Mexico, like their counterparts in Britain and other 

parts of the United States, advocated a return to pre-industrialized lifestyles and construction 

based on handcrafted work. They believed that a total domestic environment, based on that idea, 

would have a positive influence on society. 

For these individuals, the home was the most important structure and the hearth was the 

home's physical and domestic core. Interiors were dedicated to healthy minds and bodies. 

Barriers between indoor and outdoor spaces were blurred by the addition of windows, porches, 

terraces, and patios. Indoor and outdoor "rooms" promoted a connection between domestic 

interiors and healthy natural environments. Consequently, Arts and Crafts designers attempted to 

place these domestic shefters in bucolic settings, away from urban, industrialized areas. 

Although the philosophical fathers of the Arts and Crafts movement, Pugin and Ruskin, 

advocated the use of Gothic forms in domestic design, the movement never embraced a specific 

style. Architecture was based on vernacular forms, but included influences from other styles and 

regions. Native materials combined with a variety of other media to produce unique structures, 

rooted in the history of their individual areas. Designs were simple and honest and the elements 

of construction were emphasized and celebrated. Arts and Craftters created total environments, 

designing each element and detail of the home, thereby bringing art into every aspect of everyday 

life Moreover, they searched for an architecture that expressed nationalism and regional identity. 

Artist guilds and fellowships were typically formed by Arts and Crafts advocates to foster 

craftsmen who would pursue the traditions of ancient, handmade arts. Those individuals, through 

co-habitation and workshops, were trained in an atmosphere of creativity where they could work 

and inspire each other This resulted in the elevation of those arts to the level of fine art. In many 

instances, these communities produced domestic environments that were total works of art and 
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labors of love. 

William Penhallow Henderson and Mabel Luhan created domestic environments that 

embraced the Arts and Crafts ideals. El Delirio and Los Gallos are based on vernacular forms, 

but encompass many styles. They each combine the massing of Pueblo Indian and Spanish 

Colonial architectural forms, with these cultures' elements of construction. These residences' 

designs also include elements from New Mexico's Territorial era. El Delirio forms a Pueblo 

village with terraces built at different levels stepped down to the arroyo. Spanish Colonial 

zagwans and portals combine with Pueblo forms of irregular massed buildings. The mission 

church configuration dominates the estate. Los Gallos combines the three-story main house, 

massed in the form of a Pueblo, with a Spanish Colonial portal and plaza along a row of rooms. 

Although both are essentially constructed in what has come to be known as the Santa Fe 

style of adobe, vigas, and latias, both homes embrace several styles and materials. In addition, 

interior furnishings were amassed from collections of travels around the world. Handcrafted 

structural components and fijrnishings were also created from native materials and inspired by 

pre-industrial local precedents with an eclectic mix of media. 

The Arts and Crafts focal hearth continued to be an important part of the home in New 

Mexico. The fireplace in El Delirio's dining room, surrounded by the reredos from South 

America, celebrates the hearth and its importance in the home. The shear number of fireplaces in 

Los Gallos is proof of the importance of the hearth to the Luhans. Handmade fireplaces and 

seating areas form the Arts and Crafts signature inglenooks where guests could gather for 

conversation or reflection. In the Arts and Crafts tradition, exposed structural elements like the 

Red House's Gothic arches and the Gamble House's tenoned beams are also celebrated in these 

New Mexico homes in the form of vigas and latias. 
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The restorative qualities Arts and Crafts designers such as Frank Lloyd Wright and Greene 

and Greene attempted to integrate into their designs is also an important aspect of these New 

Mexico homes. Many people moved from the industrialized East Coast to New Mexico's heahhy 

climate. El Delirio and Los Gallos are both designed to take advantage of the climate with a 

varietv of indoor and outdoor spaces. At El Delirio, portals, terraces, and gardens all provide 

outdoor rooms and blur the line between the interior and exterior. Similariy, the portal, plaza, and 

porches at Los Gallos afford the same advantages. 

Just as guilds and fellowships had been formed in Britain and throughout the United 

States, El Delirio and Los Gallos became similar retreats for the creafive who lived in and visited 

the area. Even though the artist colonies of Santa Fe and Taos became magnets to artists and 

writers, the homes of El Delirio and Los Gallos became the Mecca of those communities. The 

White sisters and the Luhans hosted people from across the globe. Those who were similarly 

weary of the industrial effects on the worid came, drew strength from the surroundings, and left 

refreshed and invigorated. 

The Arts and Crafts movement in New Mexico achieved everything and more of what the 

rest of the movement aspired to attain. While other Arts and Crafts designers attempted to reach 

all levels of society to bring about social reform, they were never able to make those things 

affordable to anyone other than the wealthy. In New Mexico, the well-trained native craftsmen 

worked with materials that were inexpensive and readily available. With that, the Hendersons, 

the Whites, and the Luhans embraced the elements of the Arts and Crafts movement and 

discovered a way to inspire levels of society that had previously been unreachable. 

53-



BIBLIOGRAPHY 

Adkins, Lynn. "Wilham Penhallow Henderson and Southwestern Indian Art" El Palacio. 93, 
no. 2 (Winter 1987); 22-29. 

Armitage, Shelley. "Red Earth; The Poetiy and Prose of Alice Corbin Henderson." El Palacio. 
93, no. 2 (Winter 1987); 36-44. 

Baca, Elmo. Mabel's Santa Fe and Taos: Bohemian Legends (1900-1950). Salt Lake City; 
Gibbs-Smith Publisher, 2000. 

Beck, Warren A. New Mexico: A History of Four Centuries. Norman; University of New 
Mexico Press, 1962. 

Bleicher, Steven. "The House that Mabel Built." Art Journal 51, no. 1 (Spring 1998): 82-84. 

Boris, Eileen. Art and Labor: Ruskin, Morris, and the Craftsman Ideal in America. 
Philadelphia: Temple University Press, 1986. 

Bosley, Edward R. Gamble House: Greene and Greene, Reprint, London: Phaidon Press 
Limited, 1998. 

Brooks, H. Allen. The Prairie School: Frank Lloyd Wright and His Midwest Contemporaries. 
Toronto: University of Toronto Press, 1972. 

Bunting, Bainbridge. "An Architectural Guide to Northern New Mexico." New Mexico 
Architecture 12, nos. 9 «& 10 (1970): 13-50. 

. Early Architecture in New Mexico. Albuquerque: University of New 
New Mexico Press, 1976. 

. John Gaw Meem: Southwestern Architect Albuquerque: School of 
American Research and the University of New Mexico Press, 1983. 

. Of Earth and Timbers Made: New Mexico Architecture. Albuquerque: 
University of New Mexico Press, 1974. 

"Residence of Mabel Dodge Luhan." New Mexico Architecture 3, nos. 8 & 
9(1961): 11-13. 

Burke, Edmund. A Philosophical Enquiry into the Origin of our Ideas of the Sublime and 
Beautiful. 1756. 

Bynner, Witter and Oliver LaFarge. "Alice Corbin: An Appreciation." New Mexico Quarterly 
Review XIX, no. 1 (Spring 1949): 33-79. 

Carison, Paul H The Plains Indians. College Station: Texas A & M University Press, 1998 

- 5 4 -



Connors, Joseph. The Robie House of Frank Lloyd Wright. Chicago: The University of 
Chicago Press, 1984. 

Conron, John P. and R. Patrick Christopher. "The Architecture of Santa Fe; A Survey of Styles ' 
New Mexico Architecture 20, no. 5 (1978): 12-35. 

Corbin, Alice. "Furniture for Colonial Spanish Homes: Some Designs that are Executed in 
Keeping with the Simple Forms of New Mexican Architecture." House and Garden, July 
1928,62-63,92, 105. 

Curi, James Stevens, ed. A Dictionary of Architecture. Oxford: Oxford University Press, 1999 

Davey, Peter. Architecture of the Arts and Crafts Movement. New York: Rizzoli, 1980. 

Dopson, Diana. 'Carios Vierra and the Origins of the Spanish Pueblo Revival Style." MA thesis. 
University of Oregon, 1997. 

Eldridge, Charies C. Art in New Mexico, 1900-1945: Paths to Taos and Santa Fe. New York: 
Abbeville Press, 1986. 

Evans, Karen. "New Mexico: A Haven for Artists." New Mexico Magazine 62, no. 3 (February 
1984): 35-40. 

Ewing, Robert A. "William Penhallow Henderson: A Contemporary Appreciation." El Palacio 
93, no. 2 (Winter 1987): 6-13. 

Feldman, Sandra K. William Penhallow Henderson, The Early Years: 1901-1916. New York: 
Hirschl & Adler Galleries, Inc., 1982. 

Fitch, James Marston. Historic Preservation: Curatorial Management of the Built World. New 
York: McGraw-Hill Book Company, 1982 

Fleming, John, Hugh Honour, and Nikolaus Pevsner. The Penguin Dictionary of Architecture 
and Landscape Architecture. New York: Penguin Press, 1998. 

Frampton, Kenneth. Modern Architecture: A Critical History. New York: Thames and 
Hudson, 1997. 

Frazer, Winifred L. Mabel Dodge Luhan. Publications of Twayne's United States Author Series, 
Ed, David J. Nordloh. Boston; Twayne Pubhshers, Boston, 1984. 

Fugate, Frances L. "Stay at Mabel Dodge Luhan's House in Taos - If You Can Find it." 
American West 24 (April 1987): 22-23, 

Gallati, Barbara. Review of William Penhallow Henderson, The Early Years, by Hirschl & 
Adler Galleries, Inc. Art Magazine 56, no. 9: 26. 

55 



Gallegos, Matthew. "The Arts and Crafts Movement in New Mexico: 1900-1945." MArchHist 
thesis. University of Virginia, 1987. 

Gilmore, Patricia Kent. "A New Life for Mabel's House." New Mexico Magazine 62, no. 3 
(February 1984): 53-57. 

Grattan, Virginia L Mary Colter, Builder Upon the Red Earth. Flagstaff: Northland Press, 
1980. 

Gregg, Andrew K. New Mexico in the Nineteenth Century: A Pictorial History. Albuquerque: 
The University of New Mexico Press, 1968. 

Hahn, Emily. Mabel: A Biography of Mabel Dodge Luhan. Boston: Houghton Mifflin 
Company, 1977. 

Hammett, Kingsley H. Classic New Mexican Furniture: A Handbook of Plans and Building 
Techniques. Santa Fe: Fleetwood Press, 1996. 

Henderson, Alice Corbin. "Dance Rituals of the Pueblo Indians." Theater Arts Magazine 7 
(April 1923): 109-110. 

Henderson, Philip. William Morris: His Life, Work and Friends. London: McGraw-Hill Book 
Company, 1967. 

Historic Santa Fe Foundation. Old Santa Fe Today. With a preface by John Gaw Meem. 
Albuquerque: The University of New Mexico Press, 1972. 

Hoffmann, Donald. Frank Lloyd Wright's Rohie House: The Illustrated Story of an 
Architectural Masterpiece. New York: Dover Publications, Inc., 1984. 

Jenkins, Myra Ellen and Albert H. Schroeder. A Brief History of New Mexico. Albuquerque: 
University of New Mexico Press, 1974. 

Jones, Arthur Frederick. "Erin's Famous Hound at Rathmullan." American Kennel Gazette, May 
1934, 1-8. 

Jones, Leslie Anne. "Uncovering the Rest of Her Story in the Frontier Myth: Mary Austin, 
Mabel Dodge Luhan, and Alice Corbin Henderson's Search for Revolutionary Change 
In the Desert Southwest." BA thesis, Westminster College, 1998. 

Jordy, William H. American Buildings and Their Architects: Progressive and Academic Ideals 
at the Turn of the Twentieth Century, 2d ed. Vol. 3. Garden City, New York; Anchor 
Press, 1976. 

Kaplan, Wendy, et al. The Art that is Life: The Arts and Crafts Movement in America, 18~5-
1920. Boston: Little, Brown and Company, 1987. 

-56 



Keari, Biruta AJli Catharina Celmins. "Mabel Dodge Luhan, Animateur for Modernism in Taos." 
M.A thesis. University of Texas, 1983. 

La Farge, Oliver. Santa Fe: The Autobiography of a Southwestern Town. Norman: University 
Of Oklahoma Press, 1959. 

Levine, Neil. The Architecture of Frank Lloyd Wright. Princeton, New Jersey: Princeton 
University Press, 1996. 

Luhan, Mabel Dodge. Edge of the Taos Desert, An Escape to Reality: Volume IV of Intimate 
Memories. New York: Harcourt, Brace and Company, 1937. 

• Movers and Shakers: Volume III of Intimate Memories. New York: 
Harcourt, Brace and Company, 1936. 

Winter in Taos. New York: Harcourt, Brace and Company, 1935. 

Makinson, Randell L. Greene & Greene: Architecture as Fine Art. Reprint, Salt Lake City: 
Peregrine Smith, Inc., 1977. 

Manson, Grant Carpenter. Frank Lloyd Wright to 1910: The First Golden Age. New York: 
Van Nostrand Reinhold Company, 1958. 

Mather, Christine, and Sharon Woods. Santa Fe Style. New York: RizzoH, 1986. 

McCarter, Robert Frank Lloyd Wright. London: Phaidon Press Ltd., 1997. 

Morrill, Claire. A Taos Mosaic: Portrait of a New Mexico Village. Albuquerque: University 
of New Mexico Press, 1973 

Moul, Harry, and Linda Tigges. "The Santa Fe 1912 City Plan: A "City Beautifiil" and City 
Planning Document." New Mexico Historical Review 71, no. 2 (1996): 135-155. 

Nelson, Jane. Mabel Dodge Luhan. Boise State University Western Writers Series 55 (1982). 

Nestor, Sarah. "Viewpoint: An Interview with Alice Henderson Rossin." El Palacio. 93, no. 2 
(Winter 1987): 14-21. 

Nusbaum, Jesse L. "Vay Morley and the Santa Fe Style." In Morleyana: A Collection of 
Writings in Memorium, Sylvanus GriswoldMorley, 1883-1948. Santa Fe: Museum of 
New Mexico and School of American Research, 1950. 

Page, Jake. "A Charged Particle Among the Force Field of Her Times." Smithsonian 22, no. 3 
(1991): 122-136. 

- 5 7 -



Pearce, T.M. Alice Corbin Henderson. Southwest Writers Series, no. 21. Austin; Steck-Vaughn 
Company, 1969. 

Pevsner, Nikolaus, and J.M. Richards, ed. The Anti-Rationalists. New York: Harper & Row, 
Pubhshers, 1973 

Pfeiffer, Bruce Brooks. Frank Lloyd Wright Selected Houses. Tokyo; ADA. Edita Tokyo Co 
Ltd., 1991. 

Phoenix Art Museum. William Penhallow Henderson: Master Colorist. Phoenix: Phoenix Art 
Museum, 1984. 

Reed, Maureen Ehzabeth. "A Home of One's Own: A Vision of New Mexico for Luhan, 
Henderson, and Austin." MA thesis. University of Texas at Austin, 1996. 

Reeve, Kay Aiken Santa Fe and Taos, 1898-1942: An American Cultural Center. El Paso: 
University of Texas at El Paso Texas Western Press, 1982. 

Robertson, Edna, and Sarah Nestor. Artists of the Canyons and Caminos: Santa Fe, the Early 
Years. Santa Fe: Ancient City Press, 1976. 

Romero, F.R. Bob, and Neil Poese. A Brief History of Taos. Taos: Kit Carson Historic 
Museums, 1992. 

Rudnick, Lois Palken. Intimate Memories: The Autobiography of Mabel Dodge Luhan. 
Albuquerque: University of New Mexico Press, 1999. 

. Mabel Dodge Luhan and the Myth of Southwestern Particularity. Tuscon: Southwest 
Institute for Research on Women, 1982. 

. "Mabel Dodge Luhan and the Myth of the Southwest." Southwest Review 68, no. 3 
(1983): 205-221. 

. Mabel Dodge Luhan: New Woman, New Worlds. Albuquerque: University of New 
Mexico Press, 1984. 

, Utopian Vistas: The Mabel Dodge Luhan House and the American Counterculture. 
Albuquerque, University of New Mexico Press, 1996. 

Ruskin, John. The Seven Lamps of Architecture, 2d ed. London: Richard Clay & Sons, 
Limited, 1932. 

Sanderson, Arlene, ed. Wright Sites: A Guide to Frank Lloyd Wright Public Places. New York: 
Princeton Architectural Press, 1995. 

Scully, Vincent J. The Shingle Style: Architectural Theory and Design from Richardson to the 
Origins of Wright. New Haven: Yale University Press, 1955. 

58 



Sergeant, John. Frank Lloyd Wright's Usonian Houses: The Case for Organic Architecture. 
New York: Watson-Guptill Publications, 1976. 

Sheppard, Carl D. Creator of the Santa Fe Style: Isaac Hamilton Rapp, Architect. Albuquerque: 
University of New Mexico Press, 1988. 

Shepherd-Lanier, Claire. "Trading on Tradition: Mary Jane Colter and the Romantic Appeal of 
Harvey House Ar.nitecture." Journal of the Southwest 38, no. 2 (1996): 163-195. 

Sinutko, Natasha Marie. "Translating the Other: The Life and Work of Alice Corbin Henderson 
in Santa Fe." MA Thesis, University of Texas at Ausfin, 1994. 

Smith, Bruce, and Alexander Vertikoflf. Greene and Greene: Masterworks. San Francisco: 
.Archetype Press, Inc., 1998. 

Smith, Sherry C. "Simple Dignity: The Architecture and Furniture of William Penhallow 
Henderson." El Palacio. 93, no. 2 (Winter 1987): 30-35. 

Stark, Gregor, and E. Catherine Rayne. El Delirio: The Santa Fe World of Elizabeth White. 
School of American Research Press, 1998. 

Stocking, George W. Jr. "The Santa Fe Style in American Anthropology: Regional Interest, 
Academic Initiative, and Philanthropic Policy in the First Two Decades of the Laboratory 
of Anthropology, Inc." Journal of the History of Behavioral Sciences XVIIl, no. 1 
(1982): 3-19. 

Stokstad, Marilyn. Art History. Vol.2. New York: Harry N Abrams, Incorporated, 1999. 

Taylor, Anne. Southwestern Ornamentation & Design: The Architecture of John Gaw Meem. 
Santa Fe: Sunstone Press, 1989. 

Taylor, Lonn, and Dessa Bokides. New Mexican Furniture, 1600-1940: The Origins, Survival, 
and Revival of Furniture Making in the Hispanic Southwest. Santa Fe: Museum of New 
Mexico Press, 1987. 

Thomas, Jeffery Allen. "Promoting the Southwest: Edgar L. Hewett, Anthropology, Archeology, 
and the Santa Fe Style." Ph.D. diss., Texas Tech University, 1999. 

Vallance, Aymer. The Art of William Morris. Mineola, New York: Dover Publications, Inc., 
1988. 

Weekley, Montague. William Morris. London: Camelot Press Ltd., 1934. 

White, Samuel G. The Houses of McKim, Mead & White. New York: Rizzoli, 1998. 

- 5 9 -



Wilhide, Elizabeth. William Morris: Decor and Design. New York: Harry N. Abrams, Inc 
Publishers, 1991. 

Wilson, Chris. The Myth of Santa Fe: Creating a Modern Tradition. Albuquerque: University 
OfNew Mexico Press, 1997. 

Wright, Frank Lloyd. "The Art and Craft of the Machine." Catalogue of the Fourteenth Annual 
Exhibition of the Chicago Architectural Club 1901. 

Writers' Program of the Work Projects Association of New Mexico. New Mexico: A Guide to a 
Colorful State. New York: Hastings House Pubhshers, 1940. 

60 

giM»iiWH^Ha«a!BHlillfM«Ba«*B^SIi^».a3^j%?j^aja^EB^^^^^^ 



Figure 1. Garden Fa9ade, Red House: Bexleyheath, England. Designed by Philip Webb, 1859-
1860. 
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Figure 2. Floor Plans, Red House. 
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Figure 3. Upper Landing, Red House Showing Brick Arches, Stenciled Ceiling, Exposed Joists, 
Simplified Gothic Posts. 

Figure 4. Drawing Room, Red House with Large Brick Fireplace and Great Settle. Ceiling 
Beams are Exposed and Hardware on Doors is Revealed and Exaggerated. 
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Figure 5. Daisy Design on Wallpaper, Designed by Morris after the Daisy Wall Hanging, Red 
House. 
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Figure 6. file. Garden Porch, Red House. Hand-painted by William Morris with 'Si je puis' (if I 
can) Motto. 
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Figure 7. Window, Upper Landing, Red House. Early Stained Glass Design by William Morris 
with 'Si je puis' (if I can) Motto. 

Figure 8. Exterior, Isaac Bell House: Newport, Rhode Island Designed by McKim, Mead & 
White, 1881-1883. 
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Figure 9. Front Gables and Roofline, Isaac Bell House Showing Various Shingle Patterns. 

Figure 10. Side Porch, Isaac Bell House with Bamboo Design Gutter on Upper Level, and 
Dolphin Brackets Supporting Porch Overhang. 
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Figure 11. Second-Story Porch with Bamboo Columns, Isaac Bell House. 

Figure 12. Front Hall, Walk-Through Windows onto Porch, Isaac Bell House. 
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Figure 13. Main Hall with Large Doors Operated by Pulleys, Isaac Bell House 

Figure 14. Fireplace in Inglenook with Detail of Tiles, Leaded Glass, and Wood Panels, Main 
Hall, Isaac Bell House. 
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Figure 15. Inglenook Wall and Opening into Stairway, Main Hall, Isaac Bell House. 

Figure 16. South Front, Robie House: Chicago, Illinois Designed by Frank Lloyd Wright 
(1906). 
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Figure 17. Exterior Details of Roman Brickwork, Concrete Banding, and Planter, Robie House. 

n. 

Figure 18. Living Room Freestanding Fireplace with Sunken Area for Seating, and Dining Area 
Bevond, Robie House. 
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Figure 19. Dining Room Furniture and Built-ins, Custom-Designed Carpet and Table Lamps, 
Robie House. 

Figure 20. Dining Room Vent Grille and Windows with Wright's "Tree of Life" motif, Robie 
House. 
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Figure 21. Wall-Mounted Brass Lamp with Geometric Motif, Robie House. 

Figure 22. Exterior and Grounds, David B. Gamble House: Pasadena, California Designed by 
Greene and Greene (1908). 
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Figure 23. Sleeping Porch and Terrace, Gamble House. 

Figure 24. Entryway, Front Door, Sidelights, and Transoms with Oak Tree Motif Gamble 
House. 
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Figure 25. Staircase with Pegged and Rounded Tenoned Joints, Stepped Burma Teak Railing, 
and Built-in Seating, Gamble House. 

•'"c*'!y'?'T'r" 

tL-"' -iiitTfr-V'in^w-i>.'^#> i8î r'<' 
Figure 26. Inglenook Fireplace, Living Room, Flanked by Built-in Bookcases and Seating, 
Topped with Curved Teak "Cloud Lift" Motif, Lantern Light and Custom Fireplace Tools, 
Gamble House. 
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Figure 27. Fireplace, Den with Rounded Brick Vaulting, flanked by Built-in File Cabinet and 
Custom Clock, Gamble House. 

Figure 28. Dining Room, Wood Trim Details, Built-in Buffet, Custom Table and Chairs, Light 
Sconce and Chandelier, and Art-glass Windows, Gamble House. 
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Figure 29. Zuni Indian Pueblo Houses and Plaza. 
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Figure 30. Hypothetical Plan of a Spanish Colonial Hacienda. 
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Figure 31. Quartermaster's Depot, Fort Union. Typical Greek Revival-Territorial Design of 
Post-Civil War Military Installations in New Mexico. 
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Figure 32. Martha and Elizabeth White on Portal, Original House, 660 Garcia Street, El Delirio, 
Santa Fe,c. 1925 
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Figure 33. Newly Constructed Main House, El Delirio. 

Figure 34. Swimmers Enjoying Pool, El Delirio 
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Figure 35. Chapel (right), Patio, Walled Garden (foreground). Main House (left). El Delirio 

Figure 36. Interior, Chapel/Living Room, EI Delirio. 
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Figure 37. Pietro Longhi Party, Chapel, El Delirio, c. 1953. 

Figure 38. Detail, Hand-Carved Balcony Stairway Post, Chapel, El Delirio. 
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Figure 39. Details of Vigas and Latias, Ceiling, Chapel, El Delirio. 

Figure 40. Hand-Made Chandelier, Chapel, El Delirio. 
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Figure 41. Hand-Made Chandelier, Ch^^^i. hi Delirio. 

Figure 42. Sofa, William P. Henderson, Chapel, El Delirio. 
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Figure 43. Details, Hand-Carving, Lightening Bolt Slats, Pegged Joints, Sofa, W.P.Henderson, 
Chapel, El Delirio. 
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Figure 44. Portal, Main House, El Delirio, 1928. 
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Figure 45. Hand-Carved Doorway, Summer Dining Room/Library, El Delirio. 

Figure 46. Balcony and Stairway, Summer Dining Room/Library, El Delirio. 
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Figure 47. Detail Hand-Carv^ed, Hand-Painted Ceiling, Summer Dining Room/Library, 
El Delirio. 

Figure 48. Reredos with Baumann Panels, Polished Floor Tiles, Summer Dining Room/Library, 
El Delirio. 
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Figure 49. Details, Hand-Made Wrought-Iron Window Grates, Summer Dining Room/Library, 
El Delirio. 

Figure 50. Containment Pool, Canal, Circular Maze, Geometric Walled Garden, Main House, 
El Delirio, 1928. 
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Figure 51. Zaguan with Doorvva} and Wrought-Iron Gate, El Delirio. 
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Figure 52. View from Roof of Main House Showing Gardens and Terraces, El Delirio, 1928. 
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Figure 53. Map, Gustave Baumann, El Deliro, 1927. 
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Figure 54. Mabel and Tony Luhan, c. 1920s. 
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Figure 55. Three Story Main House with Sun Porch, Los Gallos. 

Figure 56. Big Room, Fireplace, Hand-Carved Column, Vigas and Latias, Los Gallos. 
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Figure 57. Big Room, Fireplace, Flanking Windows, Niche with Santo, Los Gallos. 

Figure 58. Big House with Spanish Colonial Portal, Courtyard, Los Gallos. 
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Figure 59. Mexican Tile Ornamentation with Don Quixote Motif, Portal, Los Gallos. 

Figure 60. Mexican Ceramic Rooster, Roof, Los Gallos. 
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Figure 61. Graduated Stairs, Tile Floor, Dining Room, Los Gallos. 

Figure 62. Inglenook, Fireplace, Dining Room, Los Gallos. 
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Figure 63. Gothic Doorway, Rainbow Room, Los Gallos. 
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Figure 64. Comer Inglenook Fireplace, Low Windows, Rainbow Room, Los Gallos. 
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Figure 65. Courtyard from Portal, Los Gallos. 

Figure 66. Antique Balcony Doors, Entrance Gate, Los Gallos. 
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Figure 67. Mabel's Hand-Carved Bed, Mabel's Bedroom, Los Gallos. 

Figure 68. Hand-Painted Windows, D.H. Lawrence, Mabel's Bath, Los Gallos. 
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