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Constructed between 1964 and 1967, the Los Angeles Music 
Center is significant in the post World War II cultural history 
of Los Angeles as the premier center for the performing arts in 
the County of Los Angeles. The location of the complex on 
Bunker Hill was a deliberate attempt to renew downtown as the 
civic center of Los Angeles. The opening of the first phase of 
the Music Center in December of 1964 was the culmination of 
years of planning and fundraising that was marked by false 
starts, failed bond initiatives, lavish fundraisers, and finally the 
sheer will of one woman, Dorothy Chandler, who was 
determined that Los Angeles would have a world-class music 
center. 



PART I. IDSTORICAL INFORMATION 

A. Physical History 

1. Date of Erection 
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The Los Angeles Music Center is a three building performing arts complex consisting of the 
Dorothy Chandler Pavilion dedicated in December of 1964; the Mark Taper Forum dedicated in 
April of 1967; and the Ahmanson Theatre also dedicated in April of 1967. 

2. Design Team 

The master plan for the Music Center, as well as the buildings, were designed by Welton Becket 
and Associates. All aspects of the design were overseen by Welton Becket and reviewed by 
Director of Design Maynard Woodard. Dorothy Chandler and officers of her committee, 
including Grace Salvatori and Olive Behrendt, had input into the design, primarily of interior 
details, as did famed industrial designer and committee member Henry Dreyfus. Tony Duquette 
was also involved in the interior design of the Dorothy Chandler Pavilion, including colors, 
mosaics, and carpets. 

Theater and opera house operators and designers, as well as experts in stage, lighting, acoustical, 
and seating design, were consulted to embrace the most recent innovations in design for the 
performing arts. Several of those who consulted on the design of the Dorothy Chandler Pavilion 
and other Music Center theaters also worked on the elements of the Lincoln Center. Among 
those recruited were stage lighting designers Jean Rosenthal (Pavilion and Ahmanson) and Jo 
Mielziner (Forum and Ahmanson), acousticians Vern 0. Knudsen, Paul Veneklasen, and Robert 
Leonard (all theaters), and seating designer Ben Schlanger (Pavilion). 

Eminent landscape architect Ralph D. Cornell had had a lengthy relationship with Welton Becket 
as a partner in the master planning of the UCLA campus. His firm, Cornell, Bridgers and Troller, 
was selected by Welton Becket to participate in design of the complex. The process of 
developing the Plaza and the surrounding street-level landscaping involved a close exchange of 
ideas between the two companies. Jacques Hahn also contributed to the landscape design as 
Dorothy Chandler's consultant. Hahn had designed the landscaping at Chandler's home in 
Arcadia. 

3. Builder, Contractor, Suppliers 

Peter Kiewit Sons' Inc. traces its history to 1884, when Peter and Andrew Kiewit formed a 
masonry contracting partnership in Omaha. It was a logical move for two sons of a brick maker, 
who had moved to the booming city a half dozen years before. Kiewit Brothers was awarded its 
largest contract to date in 1889, the masonry work for the seven-story Lincoln Hotel. Soon after 
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completing that job, the brothers dissolved the partnership, and Peter continued the business as a 
sole proprietor, eventually becoming a general building contractor. 

In 1912, the firm was renamed Peter Kiewit & Sons to recognize that Ralph and George had 
joined their father as partners in the business. When Peter Kiewit died in 1914, Ralph took charge 
of the business. He changed the name to Peter Kiewit Sons, since his father was no longer 

involved. 

The company reached the forty-year mark in 1924 and also landed its first million dollar contract, 
the ten-story Livestock Exchange Building in the South Omaha meat packing district. The project 
superintendent was Peter Kiewit Jr. When George Kiewit left the firm that year, the burden of 
running the company fell to Ralph and Peter. Peter ran the field operations, while Ralph 
supervised the estimating and bidding activities. 

In 1931, Ralph Kiewit decided to leave the firm, so Peter dissolved Peter Kiewit Sons and 
reorganized the company as Peter Kiewit Sons' Co. To conserve cash and motivate employees, 
Peter began selling shares of company stock to key managers. This philosophy of employee 
ownership would become a major factor in the company's future success. 

As the country was sinking into the Depression, Peter directed the company into highway 
construction. During this period, Peter assembled a core group of talented people who would 
later help him build Kiewit into one of the leading construction firms in North America. This core 
group included Walter Scott, Homer Scott, George Holling, and Ted Armstrong. All became 
directors and major shareholders of the company. The competition for highway work in 
Nebraska eventually became so competitive that Kiewit began bidding on work in Montana, 
North Dakota, and Colorado. In 1939, Homer Scott moved to Sheridan, Wyoming, and 
established an office to manage the work in that region. It would mark the beginning of the 
company's system of district offices. As the Depression ended, Kiewit participated in the 
wartime construction effort, building barracks, runways, prisoner of war camps, and other 
facilities throughout the Great Plains, Rocky Mountain, and Pacific Coast states, as well as 
Alaska and the Yukon. 

Bob Wilson became President of the company in 1969, with Peter Kiewit remaining as Chairman. 
Wilson stepped down in 1979, and Walter Scott Jr. became President. That same year Peter 
Kiewit died. Today, the company is one of the largest employee-owned firms in the country and 
the seventh larg~st construction company in the United States. 

4. Original Plans and Construction 

The Los Angeles Music Center rises imposingly from its prominent location at the crown of 
Bunker Hill. Situated at the western end of the Los Angeles Civic Center, the facility occupies a 

full two city block area, some seven acres, bounded by First, Hope, and Temple Streets, and 
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Grand Avenue. To the east, on the opposite side of Grand Avenue, are the County Courthouse 
and Hall of Administration which flank the Paseo de los Pobladores landscaped mall along the 
Civic Center's central axis. On the west is the John Ferraro Building (formerly City Department 
of Water and Power Building), and currently under construction to the south is Walt Disney 
Concert Hall. The Music Center Annex, surface parking, and the Hollywood Freeway lie to the 
north. 

An example of the New Formalism style of architecture and urban design, the Music Center is a 
three building performing arts complex consisting of the Dorothy Chandler Pavilion, a 3,250-seat 
multi-use theater; the Mark Taper Fonun, a 750-seat theater in the round designed for chamber 
music and experimental theater; and the Ahmanson Theatre, a 2, 100-seat auditorium used for 
legitimate theater and musical performances. Typical of the style, the three buildings rest upon a 
roughly rectangular raised base, which is elevated one story above grade and placed over a four
level 2,000-car parking structure. 

The arrangement of buildings and hard scape features on the base displays formal Beaux Arts
inspired biaxial symmetry. The massive colonnaded form of the Dorothy Chandler Pavilion 
dominates the south end of the complex. Occupying the north end are the geometric forms of the 
circular Mark Taper Forum and the nearly square Ahmanson Theatre, which together are 
circumscribed by a 48-foot tall, 25-foot wide freestanding colonnade. Their united forms provide 
a visual counterbalance to the Pavilion. The large depressed Plaza at the center of the complex 
represents a formal courtyard at the western end of the main Civic Center Mall, and serves to 
focus and unite the Music Center composition. Landscape elements are used to reinforce the 
formal geometry of the Plaza through the use of parallel rows of trees, while continuous edge 
planters frame the composition, softening the hard edges of the complex, and creating a buffer 
along the street. 

The Dorothy Chandler Pavilion is a five-level structure 92 feet in height from the first promenade 
level to its sculptured roof. A 252-foot wide expanse of glass and granite faces the central Plaza, 
and it extends back 330 feet. The Pavilion presents a peripteral form, with dramatic colossal-scale 
tapered fluted columns, faced in textured white quartz aggregate precast concrete panels, rising 
the full height of the building and continuing around its entire perimeter. The columns support a 
stylized entablature and exceptionally broad overhanging eaves. The building features gracefully 
curved sides, and walls are finished faced with dark gray granite at the lower level. Above, glazed 
walls of matching dark gray tinted glass panels in patterned aluminum muntins extend to the 
eaves. A wide outdoor promenade surrounds the structure at the Plaza level, and there is a 
balcony at the second level with a balustrade of white terrazzo. 

The main entrance to the Dorothy Chandler Pavilion is from the central Plaza into a palatial foyer 
richly appointed with honey-toned onyx walls, terrazzo floor, Venetian tile covered columns, and 
a gilt ceiling. The foyer follows the contour of the auditorium. A grand staircase originates at the 

center of the foyer and rises four stories over a reflecting pool to serve the Grand Hall and terrace 
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levels. The Grand Hall is an impressive three-story space featuring three enormous crystal 
chandeliers suspended from the diamond patterned ceiling. The gold and white auditorium is an 
imposing square space. Three tiers with stark white parapets extend across the rows of 
continental-style seating. The first tier continues along the side wall toward the stage. The wood 
paneled side walls extend to the proscenium arch, which measures 58 feet across and 30 feet high 
and is covered by a gold variable pitch acoustical canopy. 

The circular Mark Taper Forum originally rose from a 175-foot square reflecting pool, the two 
north quadrants of which were in-filled at the time of an addition to the adjacent Ahmanson 
Theatre in 1995. The upper level of the structure is cantilevered outward to a diameter of 140 
feet. Wrapping the upper portion is a 3 78-foot long precast concrete "sculptural mural" 
composed of 63 panels, each 27 feet high and six feet wide: a stylized expression of the 
movement of dance. Contrasting with the off-white mural and upper level is the base of the 
structure, sheathed with dark, precast concrete exposed aggregate panels with vertical, light
colored bands. The principal entry is on the south, central Plaza side approached via a bridge-like 
walkway covered by a flat canopy. Above the entrance is a large gray-tinted window wall 
overlooking the Plaza fountain. Along the theater's west side, an open terrazzo stairway rises to 
the upper level. The structure is covered by a low-profile domed roof, not visible from the Plaza. 
On the interior of the building, amphitheater-style seating accommodates audiences of up to 750 
people in a steeply raked semi-oval configuration. The main lobby features a 60-foot long curved 
wall finished with abalone shell mosaic tile. 

The Ahmanson Theatre's is a nearly square, three-level structure with a flat parapeted roof. 
Originally, the building was surrounded on all four sides by a monumental covered colonnade of 
precast concrete columns. The segment of the colonnade between the Ahmanson and the Taper 
was removed. On the north elevation, the colonnade is engaged with the building and the inner 
columns are expressed as pilasters. The theatre's principal (south) facade was originally a 
window wall of dark gray glass. The glazed front of the building contrasted with three walls of 
off-white precast concrete panels textured with large, strongly exposed off-white onyx cobble 
aggregate. A small ticket office was located in the center of the facade. Deep-cut vertical reveals at 
the panel joints emphasize the structure's height, and these are widened to form a frieze along the 
roofline. The side and rear elevations are largely without penetrations, emphasizing the pure 
geometric form of the building. The few service doors on these sides of the theater are slightly 
recessed and subtly executed in vertically scored aluminum, without trim. The adjacent theater 
entrances are sheltered by a flat metal canopy supported by paired metal struts that span the 
elevation. On the interior, intimacy is achieved through the square form of the auditorium, which 
places audience members in close proximity to the stage. 

The Mark Taper Forum and the Ahmanson Theatre are circumscribed by a majestic 48-foot high 
portico or "colonnade" that allows the two structures to be understood as a single larger unit, a 
visual counterbalance to the massive Dorothy Chandler Pavilion on the opposite side of the 
Plaza, which is also colonnaded. The 25-foot wide structure is freestanding, except at the rear of 
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the Ahmanson where it is engaged with the building, and it describes a rectangle 225 feet by 425 
feet. It is composed of square-section columns clad with exposed aggregate concrete panels that 
carry a stylized entablature and a flat root with a vaulted ceiling, also formed of concrete. 
Patterning in the concrete floor of the Plaza corresponds with the configuration of the colonnade 

bays. 

In its overall footprint the Music Center podium is roughly rectangular, filling the entire two 
block area to the sidewalk edge. Its east side bows inward along the full length of the complex 
following the curvature of Grand Avenue. On its east, south, and north sides, the base rises a low 
one story above the street level. Along the central portion of west side, Hope Street is even with 
the top of the podium, and a curved drive for \'a let drop-off, tree-lined on either side, intrudes 
into the block. 

The walls of the building base are clad with off-white terrazzo panels, except for the Grand 
A venue elevation, where polished charcoal gray granite veneer was used. Along this side, the dark 
colored base recedes beneath the horizontal band of the cantilevered Plaza edge, which is also 
faced with white terrazzo. At the center of the Grand A venue elevation, a monumental stairway 
ascends from the street to the Music Center Plaza level, its light terrazzo steps corresponding 
with the material of the Plaza edge. Elegantly formed secondary stairways, also light-colored 
terrazzo, occur at the corners, at mid-block on Hope Street, and within the vehicle tum-out 
carved into the building near the north end of the Grand A venue elevation. Below the Pavilion on 
Grand A venue, a cantilevered stair rises through the Plaza deck. The Plaza is also accessed from 
parking levels via escalators flanking the grand stairway on Grand, and these are sheltered by flat, 
metal clad canopies. Parking entrances are cut into the central portion of the Grand Avenue 
elevation, and to the south, below the Dorothy Chandler Pavilion. A restaurant is located to the 
south of the parking entrances. Originally the facade was recessed and the niche in the front was 
occupied by outdoor seating. Loading docks serving the Pavilion are placed at the southeast and 
southwest corners, and there are secondary parking and freight entrances on the west side. 

The top of the podium presents an open Plaza from which the isolated forms of the Music 
Center buildings rise. With its broad, relatively uninterrupted expanses of hardscape, the Plaza is 
typical of Modem landscaping and public Plaza design of the era. The Plaza is framed by edge 
plantings that soften the structural lines and create a buffer along the street. At the center of the 

Music Center complex is a large depressed Plaza area, which originally included a reflecting pool. 
Two rows of five trees, meant to form arcades, grow from raised circular planters and flank the 
fountain on its north and south sides. The original Coral trees died almost immediately, and were 
replaced with the existing Ficus. 

The theme of contrasting light and dark finishes used throughout the Music Center is continued in 
the floor of the Plaza, where textured, dark gray, exposed aggregate concrete sections are arranged 
in patterns between off-white polished terrazzo divider strips. Circulation areas around the Mark 
Taper and Ahmanson are similarly finished, while contrasting flooring around the Dorothy 
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Chandler Pavilion is all polished terrazzo. Four multiple globe light standards illuminate the Plaza. 

Landscaping on the Plaza is restricted to planters formed of light-colored precast terrazzo. 
Narrow, continuous planter strips extend along the sweeping curve of the Grand Avenue edge of 
the podium, expanding around the main entrance to engulf the stair and escalator entrances there. 
Planters similarly fringe the Hope Street edge. 

Other than the living green border, landscaping on top of the podium is limited to the double tree 
rows along the fountain and a single row of five trees in raised circular planters parallel to the east 
wall of the Ahmanson. The circular planters are placed within squares in the pavement pattern, 
repeating the design theme of the Mark Taper Forum. The edge planters were originally 
dominated by evergreen shrubs and ground cover in undulating beds, interspersed and enlivened 
by brightly colored flowers, flowering shrubs, vines, and small trees. 

Much of the landscaping at street level is original and intact, particularly the trees and shrubs, and 
replacement materials are generally in keeping with the original design. The planting scheme 
incorporates large subtropical specimen trees, such as rubber tree (Ficus macrophylla), magnolia 
(M grandelora), and fern pine (Podocarpus elongatus) at the corners, with an understory of 
shrubs, including star jasmine (Trachelospermumjasminoides), hibiscus (H. "Super Clown"), bird 
of paradise (Strelitzia reginae), and other species. A larger landscaped area along Temple Street 
includes floss silk (Chorisia speciosa) and umbrella trees (Scheffiera actinophylla), and mixed 
subtropical and tropical species. Along the First Street elevation, a trimmed hedge conceals the 
building base. Street trees used are typically Ficus nitida and retusa, with some Indian laurel 
(Ficus microcarpa). Jacaranda trees (J mimosifolia) line the parking strip along the carriage drive 
off Hope Street, which is used for direct access to the Plaza. 

5. Alterations and Additions 

The exterior of the Dorothy Chandler Pavilion is little changed from its dedication 38 years ago. In 
1982, metal-clad "pods" were added to the rear (1st Street) side of the pavilion to provide 
additional back-of-house storage space. This is the only substantive exterior alteration. These 
elements are discrete and relatively low compared to the towering height of the fluted columns 
they are nestled between. On the interior, the orchestra pit has been enlarged to accommodate the 
performance of grand operas. 

Alterations to the exterior of the Mark Taper Forum include a recent addition and in-fill of the 
two northern segments of the reflecting pool. The addition was made to the north side of the 
building beneath the cantilevered upper level, to accommodate a disabled access ramp as well as 
dressing rooms and storage. The addition is finished in a green composite material. Concrete 
incorporating blue glass aggregate was used to in-fill the pool areas. The reflecting pools were at 
one time deleted from the original design, and later were reinserted because no interesting 
alternatives developed. The color of the two remaining pools on the south has been changed and 
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Renovations to the Ahmanson Theatre in 1994 replaced the original glazed wall with one of tinted 
blue-green glass that also wraps around the first bay of the east elevation. The segment of covered 
colonnade between the two buildings was removed, and the small ticket office at the center of the 
facade was replaced by a new ticket office at the southeast corner. Ellerbe Becket, successor firm 
to Welton Becket and Associates, the original architect, was selected to design the addition. As it 
currently exists, the original portions of the building's side and rear elevations are essentially 
unaltered. The seating and other features of the auditorium underwent a major renovation in 1995. 
Lobby and circulation areas were also expanded and new finishes applied. 

Over the course of the thirty-eight years since the opening of the Music Center, relatively few 
modifications have been made to the podium, Plaza, and landscaping. The only modification of 
note to the lower portion of the structure is the addition of the glazed sidewalk enclosure to the 
restaurant on the Grand A venue side. Approximately 40 linear feet of polished gray granite veneer 
was removed to accommodate the glass enclosure. 

On the Plaza, the most significant change has been the replacement of the original reflecting pool 
with the present fountain. The automated fountain was designed by WET on a raised seventy-five 
-foot square platform, from the middle of which rises a thirty-foot bronze sculpture by Jacques 
Lipchitz titled "Peace on Earth." The fountain platform is nearly identical in dimensions and 
placement to the reflecting pool that originally graced the Plaza. The Lipchitz sculpture had been 
at the center of the pool and was reinstalled when the fountain was built in 1989. 

In recent years several small support structures have been added to the Plaza. These include two 
food vending facilities, a bar, and an information kiosk of temporary metal frame with awning
type roof construction, as well as a temporary restroom structure along the east side of the Plaza 
and an equipment storage shed at the rear (north) of the Ahmanson Theatre, beneath the 
colonnade. 

Gray granite benefactor plaques designed by Welton Becket and Associates were first installed 
adjacent to the Grand A venue stair in 1966. Since then, additional plaques have been periodically 
added around the perimeter of the Plaza and these now obscure much of the perimeter 
landscaping. 

Most of the original plant material has been replaced in the planters along the east and west 
borders of the Plaza. The edge planters themselves, the tree planters, and other hardscape 
elements have not been reconfigured or otherwise altered. A similar condition exists relative to the 
street level landscaping, where some of the original plant material has been replaced. The location 
and configuration of the landscaped areas remains unaltered, all remain planted with material of 
comparable mass and character, thereby maintaining the original design intent, feeling, and setting. 
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The cultural history of Los Angeles, at least in terms of music and drama, dates back to the 
frontier days when the Merced Theater was constructed on Main Street in 1870. The ground level 
was planned as a retail store, the second floor housed a 400-seat theater, and the third floor was an 
apartment. After its first years of glory, it subsisted on minstrel shows and melodrama, including 
such stands as Uncle Tom's Cabin, East Lynne, and Ten Nights in a Bar Room. In 1876 it was 
leased by J.H. Wood and became Wood's Opera House. Opera House, however, was more of a 
name than a description of the entertainment, which ranged from boxing matches to broad farces. 
Wood went bankrupt in 1878. For a time, the theater served as armory, but in 1883 it reopened as 
the Club Theater, another variety house. 

Upstanding Angelenos looked on the theater as scandalous, giving rise to the construction of 
several legitimate theaters. First of the new theaters was Child's Opera House, almost 
immediately renamed the Grand Opera House, which was built in 1884 by O.W. Childs on Main 
Street just south of First. At that time it was the second largest theater on the Pacific Coast, 
seating 1,200. A second theater opened four years later, the Los Angeles, built by Mrs. Juana 
Neal, on Spring Street between Second and Third. It vied with the Grand Opera House in the 
presentation of opera, musicals, and drama "direct from New York City." In 1893, a third rival 
appeared when Dr. David Burbank opened the Burbank Theater opposite his home on the 500 
block of south Main Street. 

The relative opulence of these theaters, however, did not meet the city's need for a really large 
auditorium. Showman George "Roundhouse" Lehman planned on constructing a large theater 
center on the land he purchased at the northeast corner of Fifth and Olive Streets. Before he could 
realize his dream, Lehman went broke and the property was sold to City Attorney (and soon to 
be Mayor) Henry Hazard. 

Hazard also saw the need for a cultural center. In 1886, he began construction on the wood-framed 
building that ended up looking more like a barn than a civic auditorium. The 4,000 seat auditorium 
building, which also included a restaurant and art salon, had a 50 foot ceiling and square cupola
topped towers flanking the main entrance. In April of 1887, Hazard's Pavilion opened modestly 
with a civic flower festival, but a month later it presented the National Opera Company with 300 
singers, ballet dancers, and musicians. 

Opera came of age in Los Angeles in 1900 when theater impresario L.E. Behymer staged the 
American premiere of Puccini's La Boheme at Hazard's. By then, Los Angeles was a bustling 

town of 102, 179 people. The following year Behymer presented Emma Calve and Enrico Caruso 
in Carmen. Thus the cultural center of Los Angeles was established at the corner of Fifth and 
Olive Streets, across from Pershing Square. Culture in turn of the century Los Angeles, however, 
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also included everything from opera to sports to politics and religion. 

On Sundays, the building was leased to the newly-formed Temple Baptist Church. Under the 
leadership of Dr. Robert Burdette, the congregation grew rapidly. In 1905, the church bought the 
property for $170,000. A campaign was launched to tear down the old wood building and replace 
it with a more substantial one. The cost of the project was imposing on the church, and the city 
now needed a new auditorium. Thus the idea was conceived to combine the two purposes into one 
building. Downtown businessmen responded. The Auditorium Company was formed as a private 
entity with the church as a large, but not controlling stockholder. Funding was completed with a 
long-term bond issue, finally retired in the early 1930s. 

The new auditorium was designed by architect Charles F. Whittlesley, who had worked in 
Chicago with Louis Sullivan. When the building was completed in 1906, it was only the third 
reinforced concrete structure in Los Angeles, and now the largest one in California. The building, 
immodestly called the Theater Beautiful, included a nine-story office building fronting on Fifth 
Street, and a 2,400 seat auditorium facing Olive Street. Given Whittlesley's background, it was no 
surprise that the building resembled Sullivan's Chicago Opera House. Dr. Burdette dedicated the 
auditorium as a church on Sunday, November 11, 1906. From the beginning the congregation 
protested the use of the building, which they considered sacred, for secular purposes. 

The auditorium was renamed Clune Auditorium in 1915, when Billy Clune, a pioneer film 
exhibitor, leased it as a motion picture house. Clune's hosted the world premiere of D.W. 
Griffith's Birth of a Nation, which played for two years with a twenty-piece orchestra. Live song 
and dance prologues were presented on stage, and one of these featured a young man who later 
changed his name to Rudolph Valentino. Behymer continued to book the house under Clune's 
management and for one week in 1915 permitted Behymer to book the house for the only visit to 
Los Angeles of Nijinsky and his company of dancers from Diaghilev's Ballet Russe. When the 
Los Angeles Philharmonic Orchestra moved into the auditorium in 1920, the building adopted a 
new name - Philharmonic Auditorium. 

In the late 1880s amateur orchestras had been formed under the sponsorship of the YMCA and 
the First Congregational Church. A music society called the Philharmonics formed under the 
stewardship of Major General John Charles Fremont. A Women's Symphony Orchestra was 
organized in 1893 and began to offer public programs. A local musician, A.J. Stamm, assembled a 
small private orchestra in the mid- l 890s and began a series of concerts that emphasized the light 
classics and occasionally more ambitious music. In 1898, Stamm's former concertmaster, Harley 
Hamilton, established the Los Angeles Symphony. Only New York, St. Louis, Boston, Chicago, 
and Cincinnati preceded Los Angeles in the establishment of such an orchestra. The symphony 
performed at Trinity Auditorium on South Hope Street. With the success of the Theater 
Beautiful, the congregation of the Trinity Methodist Church chose to build a similar structure. 
Completed in 1913, Trinity Auditorium included church offices, a residential hotel, and the 1,500 
seat concert hall. In addition to the Los Angeles Symphony orchestra, Trinity Auditorium played 
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host to the Women's Symphony Orchestra. Both companies were managed by Behymer. 

The Los Angeles Philharmonic owes its birth to William Andrews Clark Jr., a multi-millionaire 
and amateur musician. When Clark announced that he was going to endow an orchestra in 1919, 
Adolph Tandler, director of the Los Angeles Symphony, offered to merge his organization with 
the new Philharmonic, but Clark preferred to proceed with an entirely new structure. When the 
Los Angeles Symphony folded the next year, the Philharmonic acquired some of its best 
musicians, along with the services of Behymer. The ninety-four musicians of the new company 
met for their first rehearsal Monday morning, October 13, 1919 under the direction of Walter 
Henry Rothwell. Clark had brought Rothwell from the St. Paul Symphony Orchestra. Eleven days 
later, Rothwell conducted the orchestra's premiere performance before a capacity audience at 
Trinity Auditorium. Clark continued to be the sole patron of the Philharmonic until his death in 
1934. 

From the start serious music in Los Angeles had a populist bent which it never lost. The day after 
the Philharmonic made its debut at Trinity Auditorium, Clark and Behymer offered a Sunday 
afternoon concert of even more accessible music at ticket prices beginning at twenty-five cents. 
For Easter 1920, at the request of the Hollywood Bowl Association, Clark underwrote a 
performance of the Philharmonic at a sunrise service held on Olive Hill in Barnsdall Park. Thus 
began a relationship that continues to this day. 

In May of 1916, Shakespeare's Julius Caesar was staged in Beachwood Canyon in the 
Hollywood Hills to commemorate the tercentenary of the Bard's death. A cast of three thousand, 
including the student bodies of Hollywood and Fairfax High Schools played before a crowd 
estimated at forty thousand. Two years later the Theosophical Society successfully performed Sir 
Edwin Arnold's Light of Asia pageant in a similar setting. The success of these performances 
stimulated interest in building a permanent outdoor theater. The Theater Arts Alliance was 
formed, and bought fifty-nine acres of the present site of the Hollywood Bowl. Christine 
Wetherill Stevenson, one of the organizers of the Light of Asia, was elected president. The Theater 
Arts Alliance quickly fell apart on the issue of how exactly to employ the property. Stevenson's 
camp wanted an emphasis on religious pageants, while the opposing camp favored broader 
cultural programs. 

The group resolved to reorganize as the Community Park and Art Association and reimburse 
Stevenson, and another major donor Mrs. Chauncey Clark. Mrs. Artie Mason Carter took over 
leadership of the new organization. She convinced William Andrews Clark to sponsor a series of 
summertime concerts at the Bowl. The site was still more or less a park until the early 1920s. 
Under Carter's leadership, enough money was raised to prepare the amphitheater with staging, 
lighting, and benches. In 1924 the Hollywood Bowl Association replaced the earlier organization, 
and the facility was turned over to the County of Los Angeles. The existing shell was designed in 
1931 by Allied Architects, but has been remodeled. The Bowl continues to operate as a public 
facility and is the summer residence of the Los Angeles Philharmonic. 
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Stevenson and Clark purchased forty-five acres in a small box canyon in the Cahuenga Pass with 
the idea of developing another outdoor theater dedicated to the presentation of religious plays. 
Eventually it was decided that a play would be developed about the life of Christ. The original 
stage was built by volunteers in 1920 who carried rocks down from the hills. The Pilgrimage Play 
was presented in the theater until a lawsuit forced its closure in 1964. The original wood stage was 
destroyed by fire in 192 9. The existing facility was constructed of poured concrete in 1931 by the 
Works Progress Administration, and was designed to resemble the gates of ancient Jerusalem. In 
1943 the facility was turned over to the County of Los Angeles and is now operated by the 
County Arts Commission as the John Anson Ford Theatre. 

The Greek Theater opened on September 25, 1930 under the direction of L.E. Behymer and Paul 
Eisler of the Metropolitan Opera. Unfortunately, the theater sat virtually vacant for several years. 
Following in his father's footsteps, Van Griffith encountered a power struggle with the Park 
Commission. Griffith wanted to hire a manager to operate the theater on the City's behalf, while 
the Park Commission wanted more direct control. Consequently, the theater's 1931 opera season 
lasted one night. The opera season lasted only five nights the following year. During the late 
1930s, the theater was used extensively by two federally-subsidized cultural programs. The 
Federal Theater Project occupied the theater during the summer of 1936, and the Federal Music 
Project resided there from 193 8 until 1940. 

Many Angelenos didn't even know of the theater's existence until after World War II. Between 
194 7 and 1950, Gene Mann leased the facility and presented musical comedies and light opera. 
With the theater finally operating successfully, the City invested $163 ,000 in improvements. 
Attendance declined dramatically in 1951, however, and Mann lost his lease. James Doolittle took 
over the management of the theater and attributed the poor turn-out to television. Doolittle 
changed the programming to heavier fare such as classical ballet and opera. By the late 1950s, 
however, Doolittle changed his strategy again, and began to book popular movie and recording 
stars such as Maurice Chevalier and Judy Garland. Since that time the Greek has been leased to a 
private operating company and has continued to emphasize popular recording acts. 

The Los Angeles Civic Light Opera was formed in 1938 and became the second major tenant of 
the Philharmonic Auditorium. They were the first company to offer Los Angeles audiences entire 
Broadway shows such as Cabin in the Sky, which included the original cast and costumes. By 
1949, the Los Angeles Civic Light Opera started producing first-class duplicate productions of 
current long-run shows so Los Angeles audiences didn't have to wait until they closed on 
Broadway, such as Kiss Me, Kate, South Pacific, and Guys and Dolls. Eventually, the group 
hosted a series of world premiere shows such as Song of Norway, which became a hit on 
Broadway. 

In the years immediately following the end of World War II, the Los Angeles region experienced a 
period of phenomenal growth and development unparalleled in any other part of the United 
States. This trend began during the war years as thousands streamed into the Los Angeles area to 
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take jobs in the defense industry, and continued in the post-war years as southern California 
emerged as a center of the fledgling aerospace, electronics, and scientific industries, and also saw 
dramatic growth in the local entertainment industry. The population of Los Angeles County 
expanded by forty-nine percent between 1940 and 1950, adding some 950,000 people, and by an 
additional forty-five percent between 1950 and 1960. Los Angeles had vaulted into the position of 
third largest city in the country by 1950. 

By the mid-1930s, the Temple Baptist Church owned controlling interest in the Auditorium 
Company. By January 1, 194 7, the church had acquired all of the stock and announced their 
intention to restrict the use of the auditorium to church affairs. As the church was asserting 
control over the auditorium, the County of Los Angeles was sponsoring a bond initiative to build 
a War Memorial Opera House with 1952 as their completion date. When the bond failed to secure 
enough votes, the church extended the leases of the Philharmonic and Civic Light Opera on a year
to-year basis in hopes that the music lovers of Los Angeles would build a music center. 

The endeavor to create a new facility for music in Los Angeles dates to the late 1930s when plans 
were devised for a complex that would include a music auditorium and a trade and exhibition hall. 
Proponents believed that the best approach to the successful realization of a new music center 
was to convince the culturally-minded and the business-minded to join forces. Seven firms had 
each pledged $50,000 toward the exhibition hall-music center when World War II intervened. 
Community efforts to build a civic auditorium and opera house were revived in 1945 with the 
formation of the Greater Los Angeles Plans, Inc. The following year the group acquired two 
pieces of property for the proposed buildings; one was a twenty-six-acre parcel between Third, 
Fifth, Figueroa, and Fremont Streets, and the other was a block on Sixth Street opposite Lafayette 
Park. When the bond issue for the two projects was rejected by voters, the Lafayette Park 
property was sold and attention was focused on the downtown site. 

In 1951, the proposal for what had been formalized as a civic auditorium and convention center 
complex made the first of three appearances on the ballot. The measure failed to attract the two
thirds of the vote necessary for approval. The proposal was presented to voters again in 1953 and 
again was defeated, although by a narrower margin. In a final attempt to win voter approval, plans 
were placed on the ballot once more in 1954. By now the estimated cost of the mixed-use facility 
had risen to $37 million. Even so, the measure lost by less than one percent of the votes cast. One 
thing made evident by the defeat was that a publicly-financed combined music center/trade center 
plan would not be workable. 

In March of 1955, Mrs. Dorothy Chandler, fresh from her battle to save the Hollywood Bowl, 
with other leaders of the Southern California Symphony Association, independently staged the El 
Dorado Party, a lavish fundraiser at the Ambassador Hotel. The event brought in an amazing 
$400,000 toward a permanent home for the Philharmonic, and this group went on to spearhead 
private efforts to develop a music center. 
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Later that year, a framework for civic development was passed by the State Legislature that 
authorized the County to lease any convention hall or auditorium it might build to a non-profit 
corporation. A county-wide Citizen's Advisory Committee was then formed with the task of 
finding a site and financing the complex. Chosen by the County Board of Supervisors to chair the 
committee was Dorothy Chandler. The thirty-six member group of civic, business, and 
entertainment leaders included such notables as Charles S. Jones, David Hearst, Donald Douglas, 
Cecil B. De Mille, and Harry Warner. The consulting firm of Arthur D. Little, Inc. was hired by 

the County to prepare a feasibility study. Their 1956 report recommended a $50 million 
combined civic auditorium and music center complex on a site bounded by Olympic Boulevard, 
Eighth, Hill, and Flower Streets. The report was enthusiastically approved, and Chandler's 
committee was reorganized and expanded as the Civic Auditorium and Music Center Association 
of Los Angeles County (CAM CA), a nonprofit corporation that would finance the project and 
oversee construction. The timing of the project coincided, however, with a major economic 
downturn. As the architectural and financial plans evolved, the County Supervisors became 
concerned about increasing costs and the project was placed on hold. 

Chandler became president of the Southern California Symphony Association in 1958, and under 
her leadership the private music center building campaign resumed. "In January, 1959, as 
president of the Symphony, I remember saying to my board that just one thing was my goal -- to 
build a permanent home for the orchestra. We still had $400,000, plus interest from the El Dorado 
party in 1955," Chandler recalled (Davenport p. 42). Over the course of the following year, 
Chandler's group managed to secure a series of major contributions, including $100,000 from 
Myford Irvine of the Irvine Company, and another $100,000 from the Michael J. Connell 
Foundation. 

In March, 1959, Chandler appeared before the County Supervisors with an unprecedented offer 
of $4 million in privately subscribed funds toward construction of a music center. She asked that 
in return, a parcel be set aside for the facility at the western end of the Civic Center, and that the 
County appoint and pay for an architect to prepare the plans. The proposal was unanimously 
approved and the Music Center Building Fund Committee was established, with Chandler as 
Chairman. A site at the northwest corner of Hope and First Streets was identified by the County 
Chief Administrative Officer for the building. Chandler vigorously lobbied City and County 
officials to negotiate a land transfer that would give Music Center a more prominent position at 
the summit of Bunker Hill, a site formerly set aside for the Department of Water and Power 
(DWP) Building. The proposed DWP building would be relocated to the adjacent block, thereby 
anchoring the west end of the Civic Center axis. The land swap was negotiated to support 
construction of a single large performance hall and approved in December, 1959. 

Through her work on the University of California Board of Regents' Grounds and Building 
Committee, Chandler had come to know UCLA campus master planner Welton Becket and was 
an admirer of his firm's work. Becket had also worked closely with Chandler during efforts to 

rejuvenate the Hollywood Bowl, where his firm designed numerous improvements during the 
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early to mid-1950s. On behalf of her committee, Chandler asked Becket to prepare preliminary 
plans for the project. The completed schematic design was presented to the Building Fund 
Committee and met with its enthusiastic support. The Music Center as originally conceived was 
next presented to the County Board of Supervisors in July, 1960, and ultimately approved. 

Plans for the complex initially consisted of a single large concert hall located between Grand 
A venue and Hope Street on First Street. The scheme included a formal plaza with a large central 
pool adjoining the hall on the north side. The plaza would rest atop a subterranean parking garage 
and create a formal western terminus for the Civic Center Mall. The northern portion of the parcel 
was left open and undeveloped, with an eye to future expansion. 

Dorothy Chandler stated that she realized while visiting London and attending theaters there in 
late 1960 that one building would not be enough. "We needed two others to give the Center more 
flexibility and more sources of revenue. We needed a theater and a smaller auditorium or forum" 
(Davenport p. 42). A Becket company rendering published in the Los Angeles Times early in 
1961 indicates that a two-building scheme was briefly considered, but this plan quickly gave way 
to Dorothy Chandler's three-building concept. Subsequent to securing the property, the project 
proponents negotiated the ability to incorporate two additional venues. 

Designs developed by Welton Becket and Associates kept the primary hall, the "Memorial 
Pavilion," at the south end of the site, and two structures, a circular "Forum" for experimental 
theater and small scale musical performance, and a larger square "Center" theater for legitimate 
drama and light opera, were placed on the north half of the site surrounded by a monumental 
colonnade. The buildings were organized around a central plaza and rested atop an elevated 
podium above a subterranean parking structure. Plans for the expanded facility were presented to 
the County Finance Committee and approved in March of 1961, and the Building Fund 
Committee was obliged to raise an additional $5 million. The Board of Supervisors called for bids 
the following November 28. 

By the end of 1961, all existing buildings on the site had been removed and contractor Peter 
Kiewit Sons Company began work on March 12, 1962. Construction of the first phase of the 
Music Center, including the Memorial Pavilion, Plaza, and parking, was completed and the facility 
dedicated with a gala opening on December 6, 1964, followed by a week-long concert series. The 
additional venues, renamed the "Mark Taper Forum" and "Ahmanson Theatre," were dedicated 
on April 9 and 12, 1967, respectively. The ultimate cost of the project was $33.5 million, almost 
$19 million of which was raised through private contributions. 

When the Dorothy Chandler Pavilion opened its doors on December 6, 1964, the twenty-eight 
year old Zubin Mehta led the Los Angeles Philharmonic in a program that included violinist 
Jascha Heifetz and performances of Strauss' Fan Fare and Beethoven's Violin Concerto in D 
Major. The Mark Taper Forum, "scandalizing the power structure of Los Angeles," according to 
its artistic director Gordon Davidson, with its provocative opening production of John Whiting's 
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The Devils (Rico p. 63). The Ahmanson Theatre opened with a performance of the Man of La 
Mancha by the Civic Light Opera. The first dramatic season at the Ahmanson featured Ingrid 
Bergman in O'Neill's More Stately Mansions, signaling its intent to marry big-name playwrights 
with big-name stars. Over the last thirty-eight years the Music Center has seen the American 
debuts of Simon Rattle and Esa-Pekka Salonen, the world premieres of The Shadow Box, Zoot 
Suit, Children of a Lesser God, and Angels in America at the Taper, and performances by Jessica 
Tandy, Hume Cronyn, Katherine Hepburn, and Maggie Smith at the Ahmanson. The 
Philharmonic and L.A. Master Chorale joined forces to provide the accompaniment to 
Eisenstein's restored silent film classic Alexander Nevsky. While the Civic Light Opera's last 
season at the Music Center was in 1987, the Los Angeles Music Center Opera was formed in 
1986. Its productions have included Wagner's Tristan and Isolde directed by Jonathan Miller and 
designed by David Hockney. 

2. Welton Becket and Associates 

After graduating in architecture from the University of Washington in 1927, Welton Becket 
studied at the Ecole des Beaux Arts, Fontainbleu, for a year, and then worked several years as a 
junior designer for firms in Los Angeles and his native Seattle. Becket settled in Los Angeles 
permanently in 1933, forming a partnership with established Los Angeles architect Charles F. 
Plummer and Washington classmate Walter Wurdeman. The trio gained considerable local 
publicity with their award winning design for the Pan Pacific Auditorium in 193 5, which 
facilitated their entry into Hollywood film circles. The following years saw a series of residential 
commissions for movie stars such as James Cagney, Caesar Romero, and Robert Montgomery. 
These were generally executed in traditional Period Revival styles. 

Incorporated as Wurdeman and Becket in 1939 after Plummer's death, the firm prospered and 
expanded during the World War II era, completing public housing and defense projects and 
positioning themselves well for the region's post-war construction boom. Now focused on larger 
commercial projects, Wurdeman and Becket's work of the mid- to late 1940s took on aspects of 
the Late Moderne and International styles. Their best known commissions included Bullock's 
Department Store in Pasadena (1944) and buildings for General Petroleum (1946) and Prudential 
Insurance (194 7) in Los Angeles. Following Wurdeman' s untimely death in 1949, Becket took 
over sole leadership of the firm as Welton Becket and Associates. It grew to be one of the largest 
architectural firms in the United States, with headquarters in Los Angeles and offices in San 
Francisco, New York, Houston, and Chicago. Welton Becket and Associates completed numerous 
well known and high-profile projects around Los Angeles, including such icons of mid-twentieth 
century Modernism as the Capitol Records Building (1954-56) and the Cinerama Dome, the 
world's first concrete geodesic dome (1963-1964). They were also responsible for the Beverly 
Hilton Hotel (1955), Memorial Sports Arena (1959), Los Angeles International Airport Theme 
Building (1962, with Pereira & Luckman and Paul R. Williams), and the Federal Office Building in 
Los Angeles (1966, with Paul R. Williams and A.C. Martin & Associates). 
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Welton Becket was named master planner for UCLA in 1948 and continued as supervising 
architect for the campus until 1968. At UCLA, Welton Becket worked closely with Ralph D. 
Cornell (later Cornell, Bridgers and Troller), supervising landscape architect for the campus, and 
the companies collaborated on a number of independent projects, such as the Pomona Civic 
Center and the Ford Motor Co. in Dearborn. 

While working with Walter Wurdeman in the 1930s, Becket embraced the philosophy of "total 
design," which guided his firm's approach thereafter. He encouraged clients to allow the firm to 
control all aspects of a design, including master/site planning, engineering, all interior work, 
finishes, fixtures, and landscaping, so that a unified and coherent building would be achieved. As 
evidenced by the lengthy treatment of the complex in William Hunt's 1972 biography of the firm, 
Total Design, the Los Angeles Music Center may well reflect the most complete realization of 
Becket's philosophy. Welton Becket staff either designed, or had custom designed, all of the 
interior furnishings and fixtures, carpeting, signage, lighting fixtures, restaurant china and flatware, 
and even the menus and promotional brochures, announcements, and programs for the facility. 
Leadership of the firm was assumed by MacDonald Becket, Welton's son, after his death in 1969. 
In 1987, Ellerbe Associates acquired Welton Becket Inc. to become Ellerbe Becket Inc. The firm 
continues today as Ellerbe-Becket. 

3. Ralph D. Cornell/Cornell, Bridgers and Troller 

Ralph D. Cornell was one of the state's most important and influential landscape architects, with 
a career spanning more than 50 years. After graduating from Pomona College, Cornell went on to 
complete a degree at Harvard's Graduate School of Landscape Architecture in 1917. He worked 
briefly in Toronto before returning to California in 1919 and establishing one of Los Angeles' first 
landscape architecture practices with Theodore Payne. He accepted a position as supervising 
landscape architect for his alma mater, Pomona College, that same year, a position that he held for 
the rest of his life. One of his early published projects was a master plan for Torrey Pines Park 
(1922) near San Diego. Cornell joined with the landscape architecture and city planning firm Cook 
and Hall in 1924, forming Cook, Hall & Cornell. The partnership lasted until 1933, and while with 
that firm Cornell designed Will Rogers Park, renowned for its wide variety of plants, and an award 
winning two-mile park along Santa Monica Boulevard in Beverly Hills (1933 ). In 1928, he added 
a second major campus, the University of Hawaii in Honolulu, to his growing list of 
responsibilities. 

Cornell joined the staff of the University of California, Los Angeles as supervising landscape 
architect in 1937, and he was involved with the school until his death in 1972. He developed a 
campus master plan with architect David C. Allison in 193 7, which he revised with newly 
appointed UCLA Supervising Architect Welton Becket in the mid-1950s. Landscape historian 
Marie Barnidge-Mclntyre stated that, "Cornell's work at UCLA is significant not only for the 
award winning projects realized there, or for the length of his service; he was ultimately in control 
of all design and planning decisions, with engineers' and architects' powers subservient to his" 



(Barnidge-Mclntyre p. 374). 
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From 1933 to 1955, Cornell headed a solo practice. He was renowned for his genius in envisioning 
the evolving landscape, for his vast knowledge of plants from around the world, and for his ability 
to integrate complexity into effective unity. He was also a major advocate for the use and 
conservation of California's native plants. In 1955, Cornell was joined by Howard E. Troller and 
S. William Bridgers, incorporating as Cornell, Bridgers and Troller. Both Troller and Bridgers were 
UC Berkeley graduates and former students and employees of Garrett Eckbo and Eckbo, Royston 
and Williams, whose philosophy of landscape design strongly influenced their later work. The 
work of the firm under the influence of the two junior partners took on a decidedly more Modern 
tone. Cornell, Bridgers and Troller completed such important projects as Franklin D. Murphy 
Sculpture Garden and the Sunset Canyon Recreation Center on the UCLA campus, both of which 
won national design awards in two consecutive years, presented by First Ladies Lady Bird 
Johnson and Patricia Nixon. Jere Hazlett was added to the partnership roster in 1968. 

In addition to the County Courthouse, Law Library, Hall of Administration, County Mall, and 
Music Center, Cornell, Bridgers and Troller also completed landscape design for the California 
State Office Building, County Criminal Courts Building (1973 ), City of Los Angeles Department 
of Water and Power Building (1964), City Hall East and the Los Angeles Mall (1973-74), and 
Parker Center. 

Cornell, Bridgers and Troller completed important projects throughout southern California and 
beyond, including work in Cairo, Baghdad, and the Philippines. In the later years of the firm, they 
were involved in many major urban planning projects, including new town and subdivision 
planning for Valencia, Westlake Village, Claremont, and Trona, California. Other projects with 
Welton Becket included the Pomona Civic Center and the Ford Motor Co. plant in Dearborn, 
Michigan. 

4. Dorothy Buffum Chandler 

Born in Lafayette, Illinois in 1901, Dorothy Buffum moved with her family to Long Beach in 
1902, where her father opened a general store that eventually became the Buffum's department 
store chain. While attending Stanford University, she met fellow student Norman Chandler, son of 
Los Angeles Times publisher Harry Chandler, and the couple was married in 1922. The Chandler 
family was among the wealthiest in the city and, as publishers of the Times, they played an 
exceptionally influential role in the politics and development of California and Los Angeles. 
Norman Chandler became publisher of the Times upon his father's death in 1944. Dorothy 
Chandler's involvement in the community began in the 1930s with volunteer work and fund
raising for Children's Hospital of Los Angeles, where her efforts resulted in major improvements 
for both patients and staff. Offered the hospital presidency in 1944, she instead chose to join her 
husband at the Los Angeles Times, beginning as an administrative assistant and ultimately serving 
as a Vice President and Director. A feminist within the Times conservative culture, she was 
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responsible for updating and modernizing the women's section of the paper in the late 1940s. 
Concerned that women were not adequately recognized for their community service, Chandler 
instituted an annual awards ceremony to honor women for individual achievement. This became 
the Times Woman of the Year awards, presented between 1950 and 1976. She assumed a 
leadership role in the Times-owned tabloid newspaper the Mirror, and helped her husband 
restructure and move the Times-Mirror Corporation into enterprises other than newspapers (Pitt 
and Pitt, p. 84). 

In 1954, Chandler was appointed a Regent of the University of California. Over the course of her 
sixteen year term, she served as Chairman of the very important Buildings and Grounds 
Committee that presided over the largest expansion of the UC system in its history. Seven 
campuses were added and the others greatly expanded during her tenure. Her interest in education 
further resulted in her participation in a presidential committee on education under Eisenhower, 
and she was later appointed to a Senate advisory committee by President Johnson. Chandler 
served for many years on the board of the Southern California Symphony Association. When a 
financial crisis forced the closing of the Hollywood Bowl in 1951, she was selected by the 
Symphony Association and the County Supervisors to chair an emergency committee to raise 
funds for the beleaguered facility. Among other things, her group organized a series of "Save the 
Bowl" concerts, enlisting well-known conductors and musicians to perform without fee. Largely 
through her efforts, the Bowl was re-opened, the season completed, and public awareness and 
support of the Bowl and the arts greatly enhanced. The Hollywood Bowl crisis also brought 
recognition to Chandler as a major force in the city's civic and cultural establishment. She became 
President of the Bowl's board and her involvement with revitalization efforts there continued until 
1958, when she was named Symphony Association president. 

Understanding that lack of cultural facilities was holding Los Angeles back from recognition as a 
major world city, Chandler focused her efforts beginning in the mid-1950s on creating a permanent 
winter home for the Los Angeles Philharmonic Orchestra. With several members of the 
Symphony Association, she staged a fundraiser in 1955 that raised an unprecedented $400,000 
toward a hall. The event became known as the El Dorado Party, named for the model Cadillac that 
was auctioned. She later stated "that was the beginning of it all. When we raised $400,000 in a few 
hours on El Dorado Night, I knew southern Californians wanted a music center badly enough to 
build it themselves." That same year, she was selected by the County Supervisors to lead a thirty
six-member advisory committee, later expanded to become the Civic Auditorium and Music 
Center Association of Los Angeles County (CAM CA) whose members included more than one 
hundred of the City's business, film industry, publishing, and education leaders. 

After initial plans for a combined civic auditorium and music center fell short, Chandler pressed 
her group to continue their efforts. In 1959, City and County officials offered to set aside the 
most prominent civic center site for a solo music center project and proposed an unprecedented 
private-public partnership to fund it. She personally enlisted architect Welton Becket, whom she 
knew from her work at the Hollywood Bowl and as a Regent, to design the complex, and guide the 
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project through the County approval process. In July, 1959, the seventy-member Music Center 
Building Fund Committee was formed under Mrs. Chandler's chairmanship. 

During the late 1950s and early 1960s, she relentlessly and almost single-handedly persuaded 
political and business leaders that Los Angeles needed a major performing arts facility, 
distinguishing herself as the matriarch of the Los Angeles arts scene. In her endeavors to achieve a 
performing arts center, Chandler is credited more than anyone else with bringing together for the 
first time in the City's history Los Angeles' two main centers of power: the old monied families 
of Pasadena, San Marino, and established businesses of downtown, and the more liberal, mainly 
Jewish, entertainment industry establishment of West Los Angeles. Her influence was significant 
in uniting these groups to create the Music Center and, perhaps most importantly, the Music 
Center project brought about an unprecedented democratization of the arts culture of the city 
(Halberstam p. 274). Through her family's newspaper, and influence in television and radio, 
efforts to build the Music Center were highly publicized. Chandler was able to attract widespread 
community enthusiasm, support, and involvement in the project. Student groups and volunteers 
from all walks of life participated in fund raising, and the "Buck Bags" used, designed by Walt 
Disney, were a common sight at all local events (Asseyev p. 54). 

The $33.5 million, three-theater complex was dedicated as "A Living Memorial to Peace" on 
December 6, 1964. Fittingly, its principal building, the home of the Los Angeles Philharmonic, 
was named the Dorothy Chandler Pavilion. Soon after the dedication, Time magazine featured 
Chandler on its cover. An accompanying article reported, "Buff Chandler ... almost singlehanded 
raised a staggering $18.5 million to build [the Music Center], and organized a company to float 
another $13.7 million in bonds to finish the job. It was perhaps the most impressive display of 
virtuoso money-raising and civic citizenship in the history of U.S. womanhood" (Time 1964). 

Chandler received many accolades for her Music Center achievement; for example, John Anson 
Ford, Chairman of the County Board of Supervisors, observed that "Mrs. Norman Chandler, 
wife of the Times publisher, deserves more credit for this great step [Music Center], than does 
anyone else" (Ford p. 48). 

Realization of the Music Center was not the end of Chandler's involvement with the facility. In 
1968, she created the Amazing Blue Ribbon 400, a fund raising organization that raised money for 
the continued operation of the Music Center. She also continued as Vice President of the Music 
Center Operating Company until 1976, was on the board of the Center Theater Group, and served 
as Chairman of the Performing Arts Council of the Music Center between 1965 and 1 981. 
Upon her death in 1997 at the age of ninety-six, she was eulogized by Los Angeles Mayor 
Richard Riordan, who stated: "Her imprint will be part of Los Angeles for many centuries to 
come. In culture, she certainly was the most outstanding leader in the history of the city." (Los 

Angeles Times 717197 p. Al) 
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The Music Center complex is designed in a style referred to as the New Formalism, developed in 
the mid-1950s as practitioners of modernism sought new modes of expression not so tightly 
bound by the rigid formulae of the American version of the International Style. A maturing 
modernism grasped the many commonalities with classicism, such as emphases on structure and a 
uniform construction grid, a carefully organized hierarchy, and clarity of geometric form. Searching 
for symbolic meaning, modernist architects of the mid-1950s through the early 1970s embraced 
Classical precedents in establishing building proportions, in the use of the arch, stylized classical 
columns and entablatures, and in use of the colonnade as a compositional device, as well as the 
elevated podium. Traditional rich materials such as travertine, marble, or granite were used, as 
were manmade materials that mimicked their luxurious qualities. On a larger urban design scale, 
grand axes and symmetry were used to achieve a modem monumentality. 

Primary in developing the New Formalism were three architects: Edward Durrell Stone, Philip 
Johnson and Minoru Yamasaki, all of whom had earlier achieved prominence working within the 
International Style and other modernist idioms. Stone's well published American Embassy in New 
Delhi (1954) is considered by many to mark the origin of the movement. 

Edward Stone produced his first southern California design in the mode of New Formalism in 
1958. His local masterpiece, the Stuart Pharmaceutical Company Plant and Office Building on 
East Foothill Boulevard in Pasadena was recently placed on the National Register of Historic 
Places (NRHP). The complex includes landscaping by eminent landscape architect Thomas 
Church. Stone was responsible for some of the best examples of the style locally, others of which 
are all single, freestanding buildings. 

The cultural and performing arts centers, and other civic construction that became so significant a 
part of the American public landscape in the postwar era, encouraged by a wealth of government 
incentives, were often the product of the New Formalism's union of Classicism and Modernism. 
The Lincoln Center for the Performing Arts in New York was at the forefront of this 
development. Planning for the Lincoln Center commenced in 1955 and its first element was 
completed in 1962. The Center is organized around a public square of ceremonial proportions, 
framed by colonnades and an arcade on three sides, opening to the city on the fourth. The three 
travertine sheathed performance halls, Philip Johnson's New York State Theater, the 
Metropolitan Opera House by Wallace K. Harris, and Avery Fisher Hall by Max Abamowitz, 
form a unified enclosure for the highly formal plaza designed by Phillip Johnson. The complex 
explicitly recalls the formal order of Michelangelo's Piazza del Campodoglio in Rome. The 
complex also includes the Vivian Beaumont Theater by Eero Saarinen, and Pietro Belluschi's 
Julliard School of Music (Zeitz p. 149). The body of scholarly study of the Center has been 
steadily expanding and the complex was recently determined eligible for inclusion in the NRHP. 
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"The success of the New Formalism in the America of the 1960s is not hard to account for; in an 
affluent society it lends itself to the use of expensive materials (as well as materials that only look 
expensive); in a society that aspires to culture it flatters the spectator with its references to the 
past; in a conservative society it suggests that the old forms need only to be restyled to fit them 
for new needs" (Whiff en p. 260). The style was embraced by the local arbiters of establishment 
taste. For each of the three major arts complexes completed in the United States during the 1960s, 
the Los Angeles Music Center, Lincoln Center for the Performing Arts in New York, and Edward 
Stone's Kennedy Center for the Performing Arts in Washington, D.C., the New Formalism was 
employed as an appropriate synthesis of civic authority and Classical monumentality 

In southern California the style was applied mainly to auditoriums, museums, and college 
campuses. Completed in 1964, the Los Angeles County Museum of Art (LACMA) was designed 
by William Pereira and Associates. The LACMA complex was originally comprised of two large 
galleries and an administrative/auditorium building placed upon an elevated podium and arranged 
around a formal central plaza that opened to Wilshire Boulevard. Renovations and a major 
addition in the late 1980s radically altered the character of the complex and it presently conveys 
little of its original New Formalism design. The University of Southern California (USC) in Los 
Angeles, California Institute of Technology and Ambassador College in Pasadena, and Harvey 
Mudd College in Claremont all possess significant works of New Formalism by major architecture 
firms. Other significant examples of new Formalism in Los Angeles include the Ahmanson Center 
Building on Wilshire Boulevard, Beckman Auditorium at Caltech, and Ambassador Auditorium in 
Pasadena. 

PART II. ARCHITECTURAL INFORMATION 

A. Plaza 

At the center of the Music Center complex is a large depressed Plaza area, which originally 
included a reflecting pool. In 1989, the reflecting pool was replaced by an automated fountain 
designed by WET. The fountain is a 75-foot square, from the middle of which rises a 30-foot 
bronze sculpture by Jacques Lipchitz titled "Peace on Earth." There is a 20 inch change in height 
in the Plaza on the north and south sides, a portion of the west side, and the fountain. 
Two rows of five trees, meant to form arcades, grow from raised circular planters and flank the 
fountain on its north and south sides. The theme of contrasting light and dark finishes used 

throughout the Music Center is continued in the floor of the plaza, where textured, dark gray, 
exposed aggregate concrete sections are arranged in patterns between off-white polished terrazzo 
divider strips. Circulation areas around the Mark Taper and Ahmanson are similarly finished, 
while contrasting flooring around the Dorothy Chandler Pavilion is all polished terrazzo. 
The sunken area of the Plaza on the north and south sides of the fountain is paved with dark gray 
concrete formed in 30 x 60 inch sections. 18 x 30 inch bands of white terrazzo with gray flecks are 
set horizontally between every five sections of gray concrete. The white bands also extend 
vertically from the outer edges of the Grand A venue staircase, are interrupted by the fountain in 
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the middle of the Plaza, and continue to the valet drop-off on Hope Street. The concrete between 
these vertical bands and the Grand Avenue staircase and the fountain is formed in 58 1/2 x 120 1/2 
inch sections. 

Steps to the sunken area of the Plaza are also white terrazzo with gray flecks. There are four 
steps. Each step is 4 inches thick and 19 inches wide with a 1 inch overhang. 

B. Podium 

In its overall footprint the Music Center podium is roughly rectangular, filling the entire two block 
area to the sidewalk edge. Its east side bows inward along the full length of the complex following 
the curvature of Grand A venue. On its east, south, and north sides, the base rises one story above 
the street level. Along the central portion of west side, Hope Street is even with the top of the 
podium, and a curved drive for valet drop-off, tree-lined on either side, intrudes into the block. 

The walls of the building base are clad with off-white terrazzo panels, except for the Grand 
A venue elevation, where polished charcoal gray granite veneer was used. Along this side, the dark 
colored base recedes beneath the horizontal band of the cantilevered Plaza edge, which is also 
faced with white terrazzo. The charcoal gray granite veneer is consists of panels that are 11 3/4 
inch wide and 83 3/4 inch long laid in a vertical running bond pattern. There is 114 inch of grout, 
which is stained to match the color of the granite. 

C. Grand Avenue Staircase 

At the center of the Grand A venue elevation, a monumental staircase ascends from the street to 
the Music Center Plaza level. There are three sets of steps (seven, eleven, and eight from the Plaza 
to the sidewalk) divided by two landings 68 inches long. White terrazzo steps correspond with 
the material used to trim the Plaza, while the gray terrazzo landings match the material used 
throughout most of the Plaza. The steps are five inches thick and 15 inches wide, with a 1 inch 
overhang. The landings are 68 inches wide. There are four brushed steel handrails. Two are located 
on the edges of the stairs, while the other two are set equidistant in the middle. 
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PARTIII. SOURCES OF INFORMATION 

A. Architectural Drawings 

The following drawings have been printed for this report in two formats - 81/2 x 11 archival bond 
paper and 19 x 24 mylar: 

Music Center Plaza Plan, 1/23/92, Collaborative Group, half size of original drawing at 1/32" = l' 

Index to Drawings, 8/5/61, Welton Becket and Associates, as-built drawings for the first phase of 
the Music Center including the garage and Memorial Pavilion (later named the Dorothy Chandler 
Pavilion). The Music Center has a complete set of these drawings. 

Memorial Pavilion Basement, North 8/15/61, Welton Becket and Associates, 1/8" = l' 

Memorial Pavilion Basement, South 8/15/61, Welton Becket and Associates, 1/8" = 1' 

Mall Plan, First Quarter, 8/15/61, Welton Becket and Associates, 1/8" = l' 

Mall Plan, Second Quarter, 8/15/61, Welton Becket and Associates, 1/8" = l' 

Planting Plan, 8/15/61, Welton Becket and Associates, 1/16" = 1' 
Pool Plan Detail, 4/10/87, Wet Enterprises, 1/4" = 1' 

Pool Plan Section and Details, 4/10/87, Wet Enterprises, 1/4" = 1' 

Electrical Equipment Location Plan, 4/10/87, Wet Enterprises, 1/4" = l' 

The Music Center has full-size copies of all of these drawings, as well as those listed in the index, 
stored in flat files. 
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Both the Los Angeles Central Library and the Music Center Archive have numerous historic 
photographs of the Music Center. Both collections feature exterior views of the building. The 
Music Center Archive also has an extensive collection of images of performances that have taken 
place at each of the three venues, the Chandler, Ahmanson, and Taper. 

Bunker Hill was cleared of the residential neighborhood that once stood there to make way for 
redevelopment. This photograph, taken in I 969, depicts the Dorothy Chandler Pavilion on the left 
and the Los Angeles County Courthouse on the right. 

Construction of the first phase of the Music Center began in 1962. This photograph, taken in 1963 
shows the Dorothy Chandler Pavilion, the parking structure, and the Plaza nearly completed 
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By 1967 the Mark Taper Forum and the Ahmanson Theatre were completed. In 1969, the Lipchitz 
sculpture "Peace on Earth" was installed in the reflecting pool. 
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The Dorothy Chandler Pavilion as viewedfrom the northeast corner of the Plaza circa 1970. 

The east and south elevations of the Dorothy Chandler Pavilion. The date of the photograph is 
unknown. 
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View of the Plaza from the Dorothy Chandler Pavilion looking north toward the Mark Taper 
Forum. The date of the photograph is unknown, however, the reflecting pool is still extant and the 
paving pattern on the Plaza is clearly visible. 

Aerial view of the Plaza depicts the WET fountain installed in 1989. 
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This documentation project was undertaken as a mitigation measure for the Grand A venue and 
Environs Project EIR. The EIR included three discrete projects. The realignment of Grand A venue 
between Temple Street and Second Street, pedestrian and landscape improvements to the County 
Mall, and the Music Center Improvement Project. The Music Center improvements are intended 
to create a more welcoming environment for the broad range of anticipated visitors to the Music 

Center campus, improve pedestrian access to the Music Center Plaza, the three performing arts 
venues and associated amenities, and also to enhance Music Center operations. The improvements 
include renovating the restaurant under the Dorothy Chandler Pavilion, remodeling existing 
escalators to the Plaza from the garage, creating more garden space, relocating donor recognition 
monuments, raising the level of the Plaza flush with the fountain and building entrance stairs, 
relocating and upgrading restroom facilities, and upgrading of existing storage areas. The plans also 
call for renovating the staircase that connects Grand A venue to the Plaza, screening the Grand 
A venue loading dock, adding an educational building, and resurfacing of the reflecting pools around 
the Mark Taper Forum. Although there was opposing expert opinion on the National Register 
eligibility of the Music Center, it was treated as an historic resource in the EIR. The EIR further 
determined that certain aspects of the project did not conform to the Secretary of the Interior's 
Standards. Those aspects included raising the level of the Plaza, reconfiguring the Grand A venue 
staircase, and renovating the lower level restaurant. 

B. Project Team 

This report was prepared by Teresa Grimes. Ms. Grimes has over ten years of experience in the 
field of historic preservation, which has included work in the public, private, and non-profit 
sectors. She is the principal of her own consulting firm, which specializes in identification and 

documentation of historic resources. During the last three years, Ms. Grimes has worked on ten 
federal rehabilitation tax credit projects. Recently completed projects include the Hoover Hotel in 
Whittier, which was converted into 50 affordable housing units, and the rehabilitation of the 
Administration Building at the Old Warner Brothers Studio in Hollywood. Earlier in her career, 
she was the Preservation Officer of the Los Angeles Conservancy and a Research Associate at the 
Getty Conservation Institute. Ms. Grimes meets and exceeds the Secretary of the Interior's 

minimum qualifications as an architectural historian. 

Architectural photographs were taken by Tavo Olmos. Mr. Olmos has twenty years of 
experience as a professional photographer. In 1982, he founded Positive Image, a photograph 
service specializing in the documentation of historic structures. Archival processing of prints and 
film are produced in-house. Projects of note include the Rose Bowl in Pasadena, California and the 
Banning Museum in Wilmington, California. Positive Image also replicates historic photographs 
and negatives. Clients include the Pasadena Historical Museum and the Pasadena Public Library. 
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ADDENDUM TO 
LOS ANGELES MUSIC CENTER 

(Los Angeles Performing Arts Center) 
HABS No. CA-2780 

 
 
Location:  135 North Grand Avenue, Los Angeles, Los Angeles County, California 
 

The Music Center is located at latitude 34.056599, longitude –118.248923. 
This point was obtained on December 20, 2016, using Google Earth 
(WGS84). There is no restriction on its release to the public. 
 
The “Peace on Earth” sculpture is located at latitude 34.057291, longitude  
–118.248306. This point was obtained on December 20, 2016, using 
Google Earth (WGS84). There is no restriction on its release to the public. 
 
The Grand Avenue Staircase is located at latitude 34.057076, longitude  
–118.248014. This point was obtained on December 20, 2016, using 
Google Earth (WGS84). There is no restriction on its release to the public. 

 
Present Owner / County of Los Angeles Performing Arts Center 
Occupant: 
 
Present Use:  Performing Arts Center 
 
Significance:  The Los Angeles Music Center is important to the cultural history of Los 

Angeles as a post–World War II cultural center for the performing arts and 
as a physical and spiritual symbol that helped drive the revival of downtown 
Los Angeles during the 1960s period of Urban Renewal and redevelopment. 
The Music Center became an added element to a 1947 master plan for Los 
Angeles created by Burnett Turner that created an east-west axis civic center 
plan connected by parks, plazas, and buildings, stretching from the 1928 
Los Angeles City Hall up to the crest of downtown’s Bunker Hill, where an 
eventual Department of Power and Water building would be located. The 
Music Center was largely constructed within that planned axis between 
1962 to 1967, with the centerpiece “Peace on Earth” sculpture added in 
1969. Its existence is attributable to the determination and tenacity of 
Dorothy Buffum Chandler of the powerful Los Angeles Times’ Chandler 
family. She began organizing, promoting, and fund-raising for a permanent 
location for the Los Angeles Philharmonic as early as 1955 and was 
unwavering in her efforts to see the complex completed. 

 
Historian:   Donald Faxon, M.A., Architectural Historian, December 2016. 
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PART I. HISTORICAL INFORMATION 
 

This addendum addresses specific original areas that include the “Peace on Earth” sculpture 
by artist Jacques Lipchitz, the Plaza surface, the eastern-most planter walls and planting bed 
areas within the Plaza, and the Grand Avenue Staircase. 

 
A. Physical History: 
 

1. Date of erection: The Plaza and its grand staircase were dedicated with the 
Dorothy Chandler Pavilion in 1964; “Peace on Earth” was erected in 1969.  

 
2. Architect: Welton Becket / Welton Becket and Associates, Planning and Design; 

Ralph Cornell / Cornell, Bridgers and Troller, Landscape Design; Jacques Lipchitz, 
“Peace on Earth” sculpture. 

 
3. Original and subsequent owners: County of Los Angeles (1958–present) 
 
4. Original and subsequent occupants: Performing Arts Center of Los Angeles County 

(1964–present) 
 
5. Builder, contractor, suppliers: Peter Kiewit and Sons, Inc., Plaza and grand 

staircase; Luigi Tommasi foundry in Pietrasanta, Italy, “Peace on Earth” sculpture. 
 
6. Original plans and construction: A set of original architectural drawings are on file 

with the County of Los Angeles. 
 
7. Alterations and additions: Alterations include infill of the central reflecting pool of 

the Plaza in 1989; the Peace on Earth sculpture was placed back into the center of 
that that location at the completion of that project. Additional dark granite donor 
panels, matching two originals by Welton Becket, have also been added over time.  

 
B. Historic Context: 
 
See the 2002 HABS No. CA-2780 documentation by Teresa Grimes for base cultural context 
including Cultural History of Los Angeles; Welton Becket and Associates; Ralph D. Cornell/ 
Cornell; Bridgers and Troller; Dorothy Buffum Chandler; and New Formalism. 
 
1. “Peace on Earth” and the Los Angeles Music Center 
 
“Peace on Earth” was the last sculpture to be presented to a client by artist Jacques Lipchitz while 
still alive. The thirty-foot-tall, ten-ton, hollow-cast bronze sculpture was commissioned for the 
original Music Center project in 1966 by Dorothy Chandler, industrial designer Henry Dreyfus, 
and others belonging to the Music Center’s Art Committee in a unanimous decision using a 
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$250,000 donation, and was intended for installation in 1967 or 1968.1 The 75-year-old Lipchitz 
was thrilled with the news, stating that it renewed his spirit.2  
 
The lateness of the commission, along with seven months’ worth of damage to the plaster cast from 
floods during 1966 in Italy where the artist worked, resulted in the piece not being installed until 
1969. Jacques Lipchitz stated at the time, “I am sure that once it is installed on your marvelous 
Music Center mall, people will recognize that my ‘Peace on Earth’ and the Music Center itself both 
stand for harmony and spirituality in a chaotic world.”3 Despite its delay in delivery, and although 
it was not part of the Welton Becket and Associates’ early comprehensive design for the plaza, 
“Peace on Earth” is considered an element of the original Music Center construction campaign.  
 
Jacques Lipchitz had “Peace on Earth” cast by the Luigi Tommasi foundry in Pietrasanta, Italy, and 
retouched the bronzes before and after they were assembled and welded. The finished piece shows 
the Virgin in a canopy descending to earth by a dove and symbolizes humanity receiving the 
blessing of peace. It reflects the recurring religious themes that the artist explored during the 
mature phase of his career. Lipchitz said his interest in Christian biblical texts was initiated when 
he was asked to sculpt the Virgin by a priest on a postwar trip back to France.4 Physically the 
sculpture demonstrates the artist’s concept of “transparents,” the use of abundant negative space to 
further the connection between the piece and its environment,5 and also displays a final example 
of the more natural “Organic Cubist” style Lipchitz had progressed to in his later career. 
 
Los Angeles writer Michael Several discusses Jacques Lipchitz visiting the Music Center to 
determine the scale of the work based on the scale of the plaza and its relationship to its intended 
environment between the Dorothy Chandler Pavilion and the Mark Taper Forum.6 Lipchitz 
mentioned his enthusiasm for the central placement numerous times in newspaper articles at the 
time. Regarding the Music Center Plaza, he stated, “Space is the sculptor’s challenge and I mean to 
use it eloquently.”7 
 
While Several has suggested that Welton Becket and Associates initially opposed locating the 
sculpture in the plaza between the buildings,8 Dorothy Chandler refers to the firm preparing and 
engineering the plaza specifically for the monument in December of 1966.9  
 
In May 29, 1972, Dorothy Chandler referred to the sculpture’s contribution to, and harmony with, 
the rest of the Music Center, along with its accessibility to the public, its beauty, and its popularity. 

                                                           
1 “Lipchitz to Create Music Center Monument,” Los Angeles Times, October 20, 1966.  
2 “Jacques Lipchitz – Titan with a Chisel,” Los Angeles Times, September 15, 1967. 
3 Ibid. 
4 Ibid. 
5 Hammacher, A. M., Jacques Lipchitz: His Sculpture. Harry Abrams, New York, 1960. 
6 Several, Michael, “Peace on Earth Historical Background,” Public Art in L.A., April 1998. 
7 “Lipchitz to Create Music Center Monument,” Los Angeles Times, October 20, 1966.  
8 Several, Michael, “Peace on Earth Historical Background,” Public Art in L.A., April 1998. 
9 Chandler, Dorothy, Letter to Jacques Lipchitz, December 7, 1966. Smithsonian Archives of American Art. 



LOS ANGELES COUNTY MUSIC CENTER 
HABS No. CA-2780 

(Page 39) 
 

In a letter to Jacques Lipschitz written on that date, she related that each time she drove by the 
Music Center she realized “Peace on Earth” 
 

… is far more beautiful than when it was dedicated. The passing of time has made it 
a part of the total center—not just a handsome piece of sculpture. I am deeply 
moved every time I look at it as are the thousands and thousands of others who are 
privileged to pass it or sit beside it.10 

 
“Peace on Earth” has since acquired historical significance as an important recognized aspect of the 
Music Center. It is one of the most visited public art works in Los Angeles. Several stated that “…no 
work of public art in Los Angeles is more photographed.”11 
 
2. Jacques Lipchitz, 1891–1973 
 
Jacques Lipchitz was a sculptor, internationally known for both his Cubist and modified-Cubist 
work. The Los Angeles Times referred to Lipchitz in a 1966 article as “one of the world’s greatest 
living artists.”12 A World War II refugee whose art often reflected themes of Judaism, Lipchitz was 
also fascinated with biblical tales along with Christian symbols and icons. These inspirations 
ultimately led to his commission in 1966 by the Art Committee of the Los Angeles Music Center to 
design “Peace on Earth,” his largest sculpture and the last before his death.  
 
Lipchitz was born as Chaim Jacob Lipchitz in Russian Lithuania. His father was a building 
contractor, and Chaim Jacob had intended to become an engineer. In 1909, Lipchitz’s mother 
funded her son’s relocation moved to Paris to study at the École des Beaux-Arts and the Académie 
Julian. In Paris the young artist assumed the surname Jacques. He was immediately influenced by 
artists in Cubist circles such as Pablo Picasso and Alexander Archipenko. By 1912 Lipchitz was 
creating only abstract Cubist style pieces from stone that would be exhibited in major shows in 
1913 and 1920. It was during this period that he developed his “transparents” style, creating 
negative—empty—space within his work to better define and connect it in relationship to its 
environment.13 With this development, he began to drift away from pure Cubism in the 1920s, and 
by 1930 he had moved away from both the angular nature and abstraction of the Cubist style by 
introducing a softened anatomy with less abstraction to his sculptures. With new, more 
emotionally expressive pieces, the artist received two more major shows in Paris and New York 
during the decade of the 1930s. His “Prometheus” for the 1937 Paris World Exhibition was 
awarded a gold medal. 
 
Lipchitz fled Paris at the beginning of the Second World War for Toulouse, but soon after he left 
Europe completely for New York, where he was represented by the Buchholz Gallery. The artist 
continued to sculpt and was honored by retrospectives in New York and Israel through the 1950s. 
Lipchitz developed stomach cancer in 1958 but continued to work, with his final major pieces 

                                                           
10 Chandler, Dorothy, Letter to Jacques Lipchitz, May 29, 1972. Smithsonian Archives of American Art. 
11 Several, Michael, “Peace on Earth Historical Background,” Public Art in L.A., April 1998. 
12 “Lipchitz to Create Music Center Monument,” Los Angeles Times, October 20, 1966. 
13 Hammacher, A. M., Jacques Lipchitz: His Sculpture. Harry Abrams, New York, 1960. 
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being “Peace on Earth,” unveiled in 1969 at the Music Center; and “Our Tree of Life,” which 
Lipchitz’s wife completed in Israel on his behalf after his death on the island of Capri in 1973.  
 
Before his death, Jacques Lipchitz was extensively interviewed by filmmaker Bruce Bassett, starting 
in 1968. At that time, Bassett realized that Lipchitz was the only living artist left to tell the story of 
the birth of abstract modernism.14  
 
3. Music Center Plaza Sunken Theaters, Peripheral Planting Beds, and Grand Staircase  
 
The theme of the Music Center Plaza, as designed and constructed from 1962 to 1964 in the New 
Formalism style, was to create a broad, hardscaped, open area atop a raised podium of contrasting 
light and dark finishes, employing textured dark grey aggregate concrete sections arranged in 
patterns and trimmed in off-white terrazzo strips. Welton Becket and Cornell, Bridgers and Troller 
staff involved in the original spatial design of the Plaza have stated that the depressed areas around 
the center fountain were considered of key importance to the overall Music Center design.15 The 
historical emphasis on the spatial definition of the Plaza design suggests that sunken areas of the 
Plaza were designed to serve as “courtyard” or “theater” elements to further separate the buildings. 
These courtyards, or theaters, are surrounded by circulation components designed by Welton 
Becket and Associates that are intended as raised “promenades” or walkways around the sunken 
areas, and are further identified in the original design by their use of terrazzo trim.  
 
As the principal designed landscape and circulation element, the Plaza—placed on a primary east-
west axis atop the podium—was originally designed to provide a place to enter or ascend to, walk 
across, perhaps pause or remain, and eventually exit or descend down. In landscape design and 
urban planning, the deliberate creation of the pause is referred to as “introducing a static space”—a 
location to stay or linger. Three things were designed into the plan by Welton Becket and 
Associates to increase that pause: an interruption in the circulation route; a visual element or 
reason to pause (such as to view objects sited on either side of the axial route); and a focal point 
located in the center of the cross-axis. Welton Becket’s interruption was the original reflecting pool 
(visually reduced when it was infilled with the modern fountain area in 1989). The visual elements 
were the Dorothy Chandler and Mark Taper Forum façades, to the south and north of the axis 
respectively, creating bi-axial symmetry. And the central object (and focal point) became the 
“Peace on Earth” sculpture, projecting above its base, when it was installed into the original 
fountain in 1969.16  
 
The entire depressed Plaza design was modeled on the Renaissance plazas of Europe, according to 
interviews conducted in 2002 by Greenwood Associates staff with Welton Becket and Cornell, 
Bridgers, and Troller employees James Meares (WB& A Project Designer); Howard Troller (Partner, 
CB&T); and William Bridgers (Partner, CB&T). “Welton Becket architects and Cornell, Bridgers, 
and Troller were inspired by some of the great plazas of Europe, such as Piazza San Marco in 
Venice and the Campidoglio in Rome in developing the plaza scheme,” noted Greenwood. 
 
                                                           
14 Jacques Lipchitz Papers, Bibliographical Information. Smithsonian Archives of American Art. 
15 Greenwood and Associates, Historical Resources Assessment, Grand Avenue and Environs Project. 2002. 
16 Hunt, William, Total Design: Architecture of Welton Becket and Associates. McGraw-Hill, New York, 1972. 
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Welton Becket and Cornell, Bridgers, and Troller staff involved in the original 
design of the Plaza have stated that the depressed area around the fountain was 
considered of key importance to the overall Music Center design, as it provides a 
focus of the overall composition … the lowered plaza around the central pool 
design was to offer users multiple functional areas and variegate the experience of 
the space.17 

 
Staff from the two firms also discussed the importance of the role of the trees and planting beds 
filled with palms along the periphery along the Plaza, principally along the top of the Grand 
Avenue side. The planting beds are walled with cast terrazzo panels. Greenwood stated that 
Cornell, Bridgers, and Troller’s 1964 press release published in the Los Angeles Times suggested 
 

… the goal of the landscaping was to be supplemental to and harmonious with 
established quality [of the architecture]. The total effect is to soften the structural 
lines and relate the urban complex to a park-like suburban atmosphere … 
continuous edge planters were developed along the west and curving east side of 
the plaza to provide a buffer between plaza and street and frame the plaza, which 
would be enlivened by the presence and activity of patrons there.18 

 
The monumental stairway to and from Grand Avenue is also an important character defining 
feature of the Plaza. Largely constructed of white terrazzo with darker aggregate landings, and 
lined by original brushed steel handrails, the grand staircase features twenty-six terrazzo treads and 
two landings. It is flanked by large boxed planters that are engaged with the side walls and 
constructed from thick, polished, dark granite. The original 1947 master plan for Los Angeles 
created by Burnett Turner created an east-west axis civic center plan connected by parks, plazas, 
and buildings, stretching from the 1928 Los Angeles City Hall up to the top of Bunker Hill, where a 
large neighborhood was eventually completely leveled of its Victorian buildings in order to 
accommodate this redevelopment. Although the Music Center was added late to this plan, any 
complex constructed along that axis at this location would likely have been envisioned as being 
approached from the east as much as from the west. The Grand Avenue staircase has nevertheless 
been referred to by some as the “back way” out of the Music Center. Welton Becket is said to have 
originally designed the Music Center as a “car-friendly” rather than “pedestrian friendly” public 
space, and intended most users to enter at grade from Hope Street.19 Whatever the intention, the 
staircase has become important not only as vertical circulation but also as an outdoor performance 
space at times.20  
 

                                                           
17 Greenwood and Associates, Historical Resources Assessment, Grand Avenue and Environs Project. 2002. 
18 Greenwood and Associates, Historical Resources Assessment, Grand Avenue and Environs Project. 2002. 
19 “At 50, Music Center’s ‘Backward’ Orientation May See a Turnaround,” Los Angeles Times, November 14, 2014. 
20 “Moves after Dark Dancers Turn the Grand Park Fountain (and More) into a Splashy Stage,” Los Angeles Times, August 
9, 2016. 
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PART II. PHYSICAL INFORMATION 
 
A. Landscape Character and Description:  
 

The Music Center Plaza is built upon the deck of a block-long podium that sits upon Los 
Angeles’ highest downtown elevation, Bunker Hill. Together, Bunker Hill and the podium 
serve as an almost monumental pedestal for the three Mid-Century Modern sculptural 
concert hall buildings built upon them. The Plaza in turn serves as the reception area for 
visitors to these three concert halls: the swelling Dorothy Chandler Pavilion with its curved 
walls, the drum-shaped Mark Taper Auditorium, and the blocky Ahmanson Theater, all 
elements of the Los Angeles Music Center. 
 
The Music Center Plaza was modeled on the Renaissance plazas of Europe and was 
inspired by the Piazza San Marco in Venice and the Campidoglio in Rome. All elements 
are designed in New Formalism, a Mid-Century Modern architectural style that revives 
certain Beaux-Arts influences.21 Its footprint is roughly rectangular around a square center 
and employs sunken courtyard areas intended to create specific spatial relationships and a 
sense of place. The sharp definition of the architecture and use of right angles led the 
designers to incorporate plantings within orthogonal boxes to soften and transition the 
hardscape in an effective manner.  
 
Because the Music Center became an added element to the 1947 master plan for Los 
Angeles that created an east-west axis civic center plan connected by parks, plazas, and 
buildings from the Los Angeles City Hall up to the top of Bunker Hill, the Music Center’s 
Grand Avenue Staircase is also prominent, and necessary to access the Plaza from the east. 
It provides a formal and grand entrance to the Plaza. 

 
B. Overall Description:  
 

The Plaza sits upon a raised podium with its west side at grade with Hope Street and its 
east side above Grand Avenue and bowing inward at each end of the full length of the 
complex. The Plaza is organized around a water fountain with the “Peace on Earth” 
sculpture as its central feature. Characteristics include a primary/secondary cross-axis plan; 
sunken courtyards surrounding the north, south, and east sides of a central fountain static 
space that are serviced by raised promenade walkways; and outer planting bed areas (larger 
along the east wall) that screen locations for core elements such as secondary cantilevered 
stairs and escalators. White terrazzo trim frames medium-tone square concrete aggregate 
pavers and defines all stair, circulation, and static areas. All planter landscaping along the 
Grand Avenue side provides soft transitioning from hardscape.  

 

                                                           
21 County of Los Angeles, Final Environmental Impact Report: Grand Avenue and Environs Project. 2002. Prepared by 
Sapphos Environmental, Inc., Pasadena, CA. 
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B. Character Defining Features and Conditions: 
  

1. Natural Systems and Features 
 

a. Topography 
Topography is responsible for creating the raised setting of the Plaza, and 
also the method of creating a sense of place within it. The Plaza deck is 
placed upon the podium some fifteen feet above the sidewalk of Grand 
Avenue along a crest of Bunker Hill. Sunken courtyard areas sit 
approximately two feet below the walkways that surround the courtyards to 
serve the entrances of the Dorothy Chandler Pavilion and Mark Taper 
Auditorium, as well as a drop-off area along Hope Street.  

 
b. Vegetation 

The Plaza is framed by edge plantings that serve to soften the transition 
between the street and the architecture. Most of the original plant material 
has been replaced along the east and west borders of the Plaza. Planters 
have been replanted with grass, rose bushes, annuals, and trimmed shrubs, 
but originally contained evergreen shrubs and ground cover interspersed 
with flowers, vines, and small trees, only the largest of which now survive. 
Double rows of trees along the fountain area screen views to the two 
performance halls to the north and south, and circular planters containing 
five coral trees rest in planters along the east wall of the Plaza. 

 
c. Water 

The current fountain is the central water feature. It was installed in 1989 
within the original reflecting pool, which had contained its own traditional 
fountain design.  

 
2. Designed Features and Spatial Organization  
 

a. Circulation and Paths 
The Plaza rests upon a podium that rises fifteen feet from street level at its 
east elevation but is flush with the sidewalk level at the west. It is therefore 
accessed from the east by a grand formal staircase along an east-west axis 
that continues the intent of the historic civic center design. Secondary 
vertical circulation immediate to the central Plaza area includes stairways at 
the southeast and northeast corners, and escalators from the parking garage 
on either side (perpendicular to) the Grand Avenue staircase. Upon the 
Plaza, the “sunken” courtyard elements flank the central square water 
feature area and are surrounded by circulation components that are 
intended as raised promenades. The courtyards connect at the east to meet 
the Grand Avenue staircase directly, thereby forming a U-shape that opens 
west with the water fountain at its center. The raised promenades serve to 
usher patrons to their respective performance theaters, while the courtyards 
serve as static space to rest. The original intent of the central water feature 
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area was to create a focus point that stopped pedestrian traffic; that aspect 
has been reduced by the in-filling of the reflecting pool so that, while the 
size of the central square is identical, the surface across the fountain area is 
now flush with the promenade level and used as circulation. 

 
b. Views and Vistas 

The Music Center rests upon a leveled portion of Bunker Hill in Los 
Angeles, and therefore the Plaza has obscured views of the lowlands of the 
city of Los Angeles. The Plaza is known for two specific images: to the west, 
a view of the principal façade of the iconic Department of Water and Power 
Building (1965) is framed by the Dorothy Chandler Pavilion and Mark Taper 
Auditorium; and to the east, Los Angeles City Hall (1928) is visible through 
Grand Park. Cross-axis views are of the primary facades of the Dorothy 
Chandler Pavilion and Mark Taper Auditorium. 

 
c. Water Feature  

The centrally located 1989 fountain is constructed flush with the upper 
“promenade” level and contains 280 vertical jets that run on timed cycles. It 
replaced the original formal fountain and reflecting pool. 

 
d. Buildings and Structures 

All small buildings and structures currently located within the Plaza are 
temporary one-story kiosk type pavilions that contain patron services. They 
are located along the west, Hope Street, side of the Plaza near the patron 
drop-off, and are scheduled for replacement. 

 
e. Small-Scale Elements 

Peripheral plantings are held within terrazzo walls as rectangular planting 
beds, with the largest along the east, Grand Avenue side of the Plaza deck. 
Round, free-standing individual planters are dark polished granite. All 
planter landscaping along the Grand Avenue side provides soft transitioning 
from hardscape.  
 
The staircase features twenty-six terrazzo steps in ascending groups of 
seven, eleven, and eight, separated by two wide aggregate landings, and 
employing two lengths of brushed stainless steel handrails. Dark granite 
planters flank the staircase. 

 
f. Art Objects 

The “Peace on Earth” sculpture is a hollow-cast dark-bronze late-modern 
Cubist piece of a softer, less angled, more anatomical nature that is much 
more organic and less abstract in form than early-twentieth-century Cubist 
art. The sculpture was constructed from multiple elements cast and welded 
together partially on-site. The sculpture, atop its five-foot-tall pedestal, rises 
to almost thirty feet and weighs ten tons. Its overall form is somewhat 
cylindrical and rounded in the center, yet it is actually a four-sided, 
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symmetrical sculpture with two sides and a front and back. The piece 
represents the Virgin in a canopy that rests against lambs as it descends to 
earth by a dove, and symbolizes humanity receiving the blessing of peace. 
The sculpture rests as the central element of the Plaza at the center of the 
1989 fountain.  
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PART IV. PROJECT INFORMATION 
 
A. Purpose 
 
This addendum HABS documentation for the Music Center serves as mitigation to comply with the 
Mitigation Monitoring and Reporting Program of the 2002 EIR. The 2017 refined project proposes 
to remove the existing surface of the Plaza in order to raise all sunken courtyard areas to a common 
surface level; relocate the “Peace on Earth” sculpture by artist Jacques Lipchitz to an area directly 
east along Hope Street, remove areas of the eastern-most planter walls and planting bed areas 
within the Plaza in order to locate new café “pavilions” (kiosks) and pedestrian areas; remove 
twenty existing mature trees; and narrow the Grand Avenue Staircase to install additional 
escalators. 
 
B. Project Team 
 
This HABS documentation for the Music Center was prepared in September 2016 by Sapphos 
Environmental, Inc. staff on behalf of the County of Los Angeles Chief Executive Office (CEO).  
 
Sapphos Environmental, Inc., President Ms. Marie Campbell, has extensive experience in the 
preparation of HABS/HAER documentation and provided comparable services for nearly an 
hundred County-owned buildings and structures, including the Hollywood Bowl Acoustical Shell 
removed in 2004. Sapphos Environmental, Inc. prepared the original Environmental Impact Report 
(EIR), certified in 2002, and Addenda Nos. 1, 2, and 3 to the EIR for the Music Center. 
 
Report prepared by Architectural Historian Donald M. Faxon, M.A. Mr. Faxon meets and exceeds 
the Secretary of the Interior’s professional qualification standards in the fields of History and 
Architectural History and has over twenty years of experience in the field of historic preservation in 
the public, private, and non-profit sectors.  
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Mr. Faxon was assisted by Architectural Historian Alexandra Madsen, who meets and exceeds the 
Secretary of the Interior’s professional qualification standards in the fields of History and 
Architectural History. Project Manager, Laura Male; Architectural Photographs taken by David Lee, 
sub-consultant; Production provided by Mr. Matthew Adams and Ms. Alexandra Lorenzana.  
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