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IT IS A CREDIBLE PROPOSITION to assert that the
art being made and shown at the Pomona College
Musgeurn of Art between 1069 and 1973 was as salient
to art history as any being made and shown any-
where else in the world at that time. Then o guiet,
socially conservative college, surrounded by sister
institutions of similar descripiion in a tranquil,
distant suburh of Los Angeles—one still semi-rural
in its environs of mountains and lemon groves—
the Pomona campus attracted some of the most
distinctive artists working anywhere in the world.
It also gave them, for that brief historical moment, an
exceptionally sympathetic platform and showease
that succeedad in inflecting the terms of serious art
making across a vastly wider texrrain.

John Baldessari, the Conceptualist mentor of a genera~
tion from his teaching post at California Institute

of the Arts {CalArts), recalls, “In my VW bus, T would
take students out to see Helene Winer’s shows at
Pomona College....She would show work no one else
was interested in. For every one of her shows, I would
load up students and take them out {o Claremont.™
Matt Mullican, then among the magic circle of
Baldessari's Cal Arts students, likewise remembers
hoth the need to keep up with the Pomona scene and
the effort it took to get there: “We went out to
Claremont 2 bunch of times; it was a long trip. I had
an old BMW, which was breaking down all of the
time, .50 I would drive out there with Jim [Welling].”2

Names like Mullican and Welling most, readily cali to
mind the so-cailed Pictures Generation, which
formed as a looge cohort of young artists in New York
at the end of the 1970s. And Winer was there with
them, first at the nonprofit Artists Space and then as
partner in Metro Pictures Gallery. She has rightly
heen celebrated for recognizing and sponsoring other
major names associated with that moment—Cindy
Sherman, Louise Lawler, Robert Longo, and Sherrie
Levine, among others, But her earlier moment as
director of the Pomona College Museum. of Art from
1970 to 1972 brought into focus a body of art just as
significant but less amenabile to labeling or theoretical
categorization.

While some of the names attached to this earlier
California moment have become retrospectively
renowned, their reputations have grown detached
from the Claremont-centered networi of students,
teachers, and curaters that shaped their initial
careers. While Pomona’s museurm served s its prin-
cipal venue, that constellation extended from the

college’s own facully and students to counterpays,
elsewhere ir: the associated Claremont Colleges:
ceramicists at Scripps College were key o Wrapping |
axt in an aura of counter-cultural glamour, while
the master’s-degree students, who worked undey the :
rubric of the Clarernont Graduate School, broughs
their more seasoned ambitions to the teaching studig
along with a set of connections to other institutiong
in the region. It was the force of this convergence—j, -
precess well in advance of Winer's decisive arriva}

on the scene—to which Baldessari and Welling pay
iribute. In those years, the Cal Arts post-studio Prograp
was not yet the professional juggernaut that it woyjy
shortly become; at this juncture, the program of
exhibitions and performances staged at Pormona gave
its prineipals—-faculty and students ailke—a pictype
of where they themselves wanted to go. How ang
why it occurred in this ostensibly improbable lovatigy
entails the telling of siory yet to enter the common
history of art in our time.

PERHAPS THE BEST PLACE TO BEGIN wouldbetg .
ask what planted the seed and to look literally into fhe
earth or, more precisely, in the clay for an answer,
When Rebecea MceGrew recently asked James Turrel i
whether he had artistic ambitions when he enfered
Pornona as » freshman in 1961, he answered succinetly =
“f wanted to work with elay...There was really this

clay thing going on, and that bad a lot to do with
Claremont.”?

A particularly rich vein of art history in Southern
California lies behind that remark, one thatlinks
the incubation of the first recognizable Los Angeles
avant-garde to the artistic possibilities that drew
Tuorrell as o young applicant to Pornona. Al its core
was the figure of Peter Voulkos, who arrived in

1954 at the Otis Art Institute in central Los Angeles
25 head of its new graduate program in ceramics.
Te was fresh from a summer teaching at Biack Moun-
tain College in the company of John Cage, Merca
Cunningham, and Robert Rauschenberg, and his
pedagogical ideas continued the farnously experimen-
tal ethos of that institution. He imposed no schedule
as such, no lectures, no critiques, no grades. In his
words, “We'd all go {o class, then the first thing we'd
do is go off to see whatever there was to see in galler
ies, drinking coffee, and talking. We'd look at a new
building going up or a show at a museum. Then
we'd talk some more. Then we'd go to work. My pur
pose was for the students to become aware not only
of everything around them but of themselves, {0
find themselves, o get to the point where they felt
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that they were the complete center of the universe
and everything worked around them.™

Fvery individual body in the studio thereby tock on
a heightened salience, mest of ell Voulkos's. To
maneuver hundred-pound masses of clay into shape
on the wheel, Voulkos would ¢hrew his whole hody
into the task; indeed he transformed the process of
forming the clay into performances for his students
and entourage, wearing flamence hoots, telling jokes,
and moving with musical and thesirical flourishes®
Clay may have been the beginning and end of the
nrocess, but between raw rmaterial and fired finished
product lay the elaboration of a different, round-the-
clock way of life: throwing sessions fueled by caffeine
and nicotine until dawn, sccompanied by a charis-
matic model of the artistic vocation centered on the
body and every ephemeral action of the creator.

Voullkos’s improvisatory approach to manipulating
clay both on and off the wheel has been linked to Zen
notions of No-Mind; his abstract painterly decoration
and the unprecedentedly large scale on which he
worked have been likened to Abstract Expressionist
painéing. But his most significant impact on the
emerging Los Angeies ethos lay in the way he person-
ally worked and taught. His manner of teaching
formed = salient core of Southern California artists,
among them Billy Al Bengston, Ken Price, and John
Magon. His very fizst student al the start of the 1954

acadernic year was Paul Seldner, who marveled at
the atrosphere and camaraderie of the Otis pot shop
(a5 the ceramics studio was called): “People began
dropping in. They did not enroil. They just worked.
It was dynamic. It never happened like that before.”®

Fresh from that heady experience, Soldner was hired
as the cevamics teacher at Scripps College immaediate-
ly after receiving his Otie M¥FA in 1956. And notlong
afterwards, his satellite studio came to stand in the
place of his teacher’s. The Otis ceramics experiment
came abruptly to an end in 1958 when Voulkos was
asked to resign his position; the siated reason was
“ideologicel differences with the administration,” and
he soon decamped for Berkeley? Bengston and Price
migrated west to the coastal strip between Venice and
Malibu, with Bengston applying Voulkos’s epoxy
pigments to metal supports and Price using delicate
clay vessels as props for kuminous glazes. Both thus
found themselves drawn into the orbit of the other
Venice artists crafting highly finished, artificial
surfaces, But the two artists who stayed closest to a
gestaral and organic approach to the ceramic medinm,
Soldner and Mason, found a new base in Claremont,

At Scripps, Soldner was evolving his own version of
an improvisatory, way-of-life approach to ceramics in
adapting Japanese raku technicues to an American
sensibility. He set out {0 ground his practice in the
local landscape and in the manual skills he imparted
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to students through building kilns and wheels, mix-
ing glazes, making quick assthetic decisions and
courting accidents, occasionally catastrophic ones,
in the firing and sudden cooling of the vessels. The
college had been seriousty teaching ceramics since
the 1630s, but Soldner’s infustion made that medium
a sign and vehicle fox the most up-to-date artistic
sensibilities in the Los Angeles basin. His older stu-
dents eolonized the Midway Inn on Foothill
Boulevard, a rough-hewn tavern huilt out of native
boulders, to give Clarernont its own artists’ bar.

That incipient formation of a scene—a self-reinforc-
ing sense of artistic comraunity~-echoed the process
taking place in West Hollywood around the newly
founded Ferus Gallery, whick was the undertaking
of a young Walter Hopps with artist-provocateur Ed
Kienholz. Before his appointment at Pomona in 1§64,
Mason playead a significant part in defining the Ferus
seene and sensibility. Hopps had solicited both
Soldner and Mason for a 1957 exhibition, though their
durabie ceramic pieces found themselves relegated

to an outdoor alleyway, Mason received a more
ambitious solo showing at the relocated Ferus in 1950.
That exhibitien included the massive, multipart relief
Bilue Wall {1950), a consumisate challenge to the
hegemony of paint in ferms of both seale and embod-
ied energy. Blue Wall remained on the patio wall at
Ferus for sorne two years afterward, as a swaggering
emblem of the gallery’s unruly spirit. When Hopps
moved to the Pasadens Art Museusa ag curater in
10680, he devoted one of hig first exhinitions to Mason’s
worls; the installation juxtaposed Blue Waoll with 2
forest of precarivusly towering, vertical sculptures.
{Mason and Voulkos had shared a walk-in kiln seven
feet in heightJ?

Mason's move east to teach at Pomona perhaps was
made easier by his having kept a certain distance
eromn the Venice-based core of Ferus artists. Mason
worked close to downtown Los Angeles and steered
clear of their freewheeling, extracur;icular activities.
He thus brought with him the aura of Farus glamour,
but projected at the same time a guieter authority
more suitable to a placid collegiate setting. In keeping
with the previous trajectory of his work, Mason kept
pushing the limits of clay in terms of both its potential
grandeur and structural complexity, while Turrell
arrived at Pomona as a student simultaneously with
Mason’s appointment. More mature and worldly
than his typical classmate, he had just returned from
sepving as a pilot in Southeast Asia (Guty performed
as 2 Quaker conscientious objector to the military

graft). His tour entailed flying Baddhist monks out

of Tibet in the wale of the Chinese invasion. Not the
easiest student to impress, Turrell credits Mason
with a strong power of example: “[In the} way he con-
ducted himself...you really got a feeling of what it was
to he an artist.”

IT I8 DOUBTFUL, however, that the resonance of art
making in Claremont would have projected itself very
far had it been circwmscribed by werk in cerarmics.

In the eyes of established critical opinion, the medinm
jtself would always be a problem. Rosalind Kranss,
one of the most influential critics of the era, would
later pronounce Meson's clay work ultimately wanting
on account of the material aione: “Ceramics retains
too much of the landscape (inits material) and {60
much of the architectonic (in its usage) for ‘sculpture’
to find it acceptable.™ For the art that was beginning
to gather around Claremont, however, it proved tohe
exactly those axes of unmediated nature (from the
physiology of the living human body to the surround-
ing semi-desert landscape} and of enclosing
architecture (from the simplest shelter to monumentai
alteration of the terrain} that provided the defining
coordinates of an alternative aesthetic.

Tone of these themes will come as a revelation o
anyone gven cursorily acquainted with the most
influential art of the past forty years oz so. But in the
mid-1960s, they were inciplent af best, if not still
invisible, The ceramics orbit had incubated the terms
of an emerging aesthetic; what was nex: required was
2 translation of the same basic nature-architecture
coordinates into another medium. Enter Mowsey
Baden, appointed to the Pomona faculty in the fal
of 1968, whose work and teaching practice enabled
the hodily and architectural implications of the
(Claremont artistic ethos to emerge explicitly out of
their former matrix in clay.

Known to the administration as a Pomona alurnnus,
he bad beexn asked to step in and steady the art
department after the sudden departure of its chair.
Under other circumstances, it is doubtful that the
kind of art he was making would bave secured him
the job. A. visitor to the Pomona College Museum

of Art in the first weeks of Baden’s new chairmanship,
encountering a recent sculpture titled Angur {1067,
might at first have been reminded of a roughly
stacked, Voulkos-style ceramic tower. But Baden had
engineered the shape of Augur by carving into a block
of polyurethane foam from the inside, blindly feeling
his way as he entersd its volume. <] gidre't know what
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it would ook likke,” he told a student reporter, “and I
didn’t much. care. I was more interested in the experi-
ence of generating my own physical space.”™ From
the resulting cavit;

resin composite as its negative remainder.

The logical corollary of the heightened visihility of the

artist in the throes of creation is the concealment of
the artist in the throes of creation. Baden's procedure
removed vision from its position of sensory mastery;
and it rendered the formal outcome of the exercise

a secondary and somewhat pathetic residue of the
main event, that is, the act of blind tunneling itself.
As he told critic Jack Burnham, “Boring my way
through...urethane foam may not have been the most
reflective way to confront my body, but it certainly
removed all the usual stand-off-and-look-at-it attitudes,
which to me are irrelevant.”

His next step was to bring the body out of hiding, but
reduge even further the salience of contemplative
vigion. The cleanly fabricated pieces of apparatus that

cast Augur in a light, fiberglass-

Baden made in & period of intense activity coinciding -
with his move to Pomona~—Phantom Lind {1967),
I Welh the Line {(with its deft Johnny Cash alkusion,
1967}, and Stop Gep (1968)-~enlisted the hodies of
the artist or galiery visitors only te put thom through
paces that rendered any external witnessing more P

or less nugatory. The pieces only communicate by the_'_"j
pressures they place on the sensitive parts of the hody
that come into contact with their surfaces. Sculpture
is possibly the wrong word for tunnels or clevated :
hars that resemble some species of eccentric play-
ground eguipment: the space they define lies in the
physiological responses of anyone who sabmits to their
builf-in regimen.

But there were two guite distinet aspects to this {085
formation of viewer into living art ohject. As Baden

made plain, the dimensions of each piece were confé -
ured to the measurements of his own body: "I am
the lahoratory.” as he put it "and. by extension. the |
arl,™ So anyone else traversing the pieces becam® ¢
forcibly aware of the greater or lesser resistance that
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by implication imposes the shape of ihe absent creator
on his or her awareness. The presence of the artist
eould thus be made more forcibly evident to the senses
when missing from the scene than if he were aciing .
out some routine before the cornparatively jaded sense
of visien aions,

ONE BASIC PERMUTATION from Baden’s example
would have been somehow fo combine the exposure
of the participating body with the concealment of
Augur. In the spring of 1969, Chris Burden could be
said to have accomplished something like this with
a senior project constructed on an athletic practice
feld east of a rustic part of the Pomona campus called
the Wash. Suspending black plastic sheets from two
parallel metal frames two hundred feet in length and
eleven foet high, he crealed what might have seemed
like an enlarged, open-air equivalent to one of Bruce
Nauman's stad-and-plywood corridors. The animated
effect of Burder’s plece, however, diverged signific-
antly from the experience induced by Nauman's rigid
enclosures. Once a visitor (viewer does not seem the

right word) plunged into the narrew passage between
the frames, changing air pressure induced by the
body’s own movernent caused the suspended plastic
sheets to close around i, therehy shutting out the
view both ahead and behind.® From the outside, the
concealed bodies inside the structure appeared like
elongated peas in an undulating pod. {Racing from one
end to the other guickly became a favorite pastime for
kids from the adjacent Claremont barrio.)

The scale and symmetry of the piece might concelvably
be traced to Burden's earlier vocational aspirations
toward architecture. (Baden’s arrival in his junior year
helped make art practice the more intriguing alterna-
tive.) Consequently, in place of architectural school,
Burden moved on to the MEA program at the
University of California’s new campus at [rvine, the
Orange County site of which lay on a direct commut-
ers’ route from the Pomona valley. By pursuing this
path, Burden was retracing the one that Turrell had
taken four years before—though the latter had lasted
only o.ne year at Irvine befofe leaving to set uﬁ) his
first studio in the Ocean Park neighborhood of Santa
Monica. Then, just as Burden was departing for
Irvine, Turrell would return te the Pomona campus
as an instructor.

Over the intervening years, Turrell had achieved both
precocious recognition and a precipitate forfeiture

of influential patronage. At Irvine, his curiosity and
strong intellectual formation (mathematics and
psychology in his undergraduate vears) led to a cicse
relationship with John Coplans, who both taught

art history there and held a curator’s position at the

Pasadena Art Museum. Under Walter Hopps's

charismatic sway, the Pasadena Art Museum had
emerged as without rival in its receptivity to advanced
art, famously giving Marecel Duchamp his first
museum refrospective, while extending a museumn
imprimatur to young artists such as Roy Lichtenstein
and Frank Stella. In 1987, only two years after
Turrells Porona graduation, Coplans organized

a Pasadena show of the first light pieces: luminous
rectangles that appeared to hang in space indepen- '
dently of the physical corners onte which they were
projected. The simultanecusly coherent and uncanny
character of those pieces, seen in such a prestigious
venue, engendered sirong expressions of interest from
major galleries in both Los Angeles and New York.
Tuerell largely spurned such entreaties in order to
pursue & new series of non-portable {and non-sale-
able} works based on the controlled release of ambient
light into his bare, darkened studio—titled the
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Mendota Stoppages after the previous identity of his
studio building as the Mendota Hotel.

By the summer of 1069, Turrell found himself without
any of the promised exposure in New York (and
reportedly owing the Pace Gallery $13,500 in the
hargain) But downtown Menhatten art entrepreneur
Willoughby Sharp, a key underground opinion maker,
wrote that, “Turrell’s refusal to show after invitations
from Nick Wilder and Leo Castelli, and vague reports
of worlts with natural light constructed in the walls of
his studio have made him 2 heroic figure for a younger
generation of Los Angeles artists,™® For an artist
whose very medium was visual response, it was his
invisibility in the normal venues of art, a controlled
vanishing, that made for this heroic reputation-——part
and parcel of which was having spent time behind
bars for allegedly encouraging draft resistance while
counsgeling young conscientious ohjectors in 19665
But on the Pornona. carnpus, his commanding physical
presence—a long-limbed Western figure with cowboy
boots and thick nimbus of dark hair, anti-war martyr,
and ace pilot who had once landed and taken off on
the college’s central quadrangle—was fully and visibly
in evidence.

IF TURRELL HAD BECOME his own emboedied ideal
of the artist, much as he had regarded Mason in his
own student days, he differed from his predecessor in
lacking evident work or workplace in Claremont to
accompany the persona. All of that lay for him fifty
miles away on the other side of the Los Angeles basin.
But new Pomona gallery director Hal (licksman'’s
exhibition program. during the 1969-70 season
supplied the Claremont audience with a vivid sam-
pling of work by artists whose approach was cognate
to Turrell’s. Glicksman had been working as a
preparator under Hopps at Pasadena; Baden recalis
hiring him on the recommendation of painter coi~
league Guy Williazns, who had worked with
Glicksman there, Having acquired his curatorial
acumen while working in this capacity had instilled
in Glickeman a heightened awareness of the

gallery as a physical apparatus. At a time when the
ides of site-specific sculpture was still in its infancy,
he set out commissioning sympathetic artists fo take
over the entire gallery in a series of comprehensive
installations.

In March 1970, he staged what was perhaps the most
uncompromising of these endesvors to the design of
Michael Asher, then an unheralded young Los
Angeles artist with few realized works to his name.

Asher’s 1513,11 was to create a parasitic interiop arChity,
ture that would nest inside and conceal the twe offet
rectangles that constitated the whole of the exhibiy,
and office spece. He drew the shape of the neyw Shacg
as two opposed right triangles meeting fo form Al hgy

glass shape, the narrow throat of which lay withy, the

cld opening hetween the two galleries. The low-ceiy,
inged, pristinely white interior—hamimered togethe,
and finished largely by Glicksman and Baden them.

selves—wag illurninated only by the light that Ntareg 5. 1

from the owtside during the day or by 2 dim artifisiy

substitute in the entryway at night. The main enlrang g

doors of the mugeum were removed 50 a8 to permj;
round-the-clock access to the space.

Ag the fame of the plece has grown with Asher's g,
sequent reputation, it has come to be aligned-—op
account of its masking the normal display, secarity,
and administrative functions of a gallery—with

a critigue of art institutions.”® But such issues weps
minor preoccupations ameng the first (and only)
actual witnesses to the installation’s effects. Baden
speaks of a “whiteout” visual overload and of the
startlingly amplified sound of the treins passing a fow
bilocks to the south’® Virtually all of Baden’s recollec.
tions liken the piece, not to any inanimate
construction or sociological experiment, but to parts
of the human body. He calls the opening passage ‘a
permanently open esophagus.” The wide interior
variation in light intensity approximated the widen-
ing and narrowing of a pupil; its acoustic effects
made the space fanction like a superhuman eaxr canal
Baden describes Asher bringing a device into the
space that released a coherent bali of smoke, the

movements of which enabled him: te {rack the currenis B
of air moving through an interior, functioning nowas
a kind of lung: “The gob of smoke took off, wend down

the wall where we were standing at chest height,

furned the corner, went along the opposite wall ahead

of us and into the first room, went around two walis
there and then went out the door. And then Michael
said, ‘It's working,

The magnified physiological analogies engendered by
the piece had as their objective correlative the actual
and necessary presence of real bodies inside if.

A gallery is a containes for art; any body inside the
container takes on the volume of sculpture much
as Baden had earlier inegined his devices subjecting
thelr users to re-description as art. The figurative
and literal descriptions of the piece thus nested ong
within the other. There was no possible way

to experience the piece, still less to “see” it, without
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Irn one sense, Asher, Baden, and Glicksman, could be
seex to have talen the typically opaque container of
Minimalism and simply turned it inside cut. But that
achievement carried with if a more far-reaching
challenge to dominant aesthetic assumptions than
they themselves may have realized in that mornent.
The only significant contemnporaneous coment cn
the Asher piece came in fact from one of the prime
inventors of the Minimalist container, New York

artist Robert Morris, writing in Artforum—which is to

say, in the leading American journal of the period.®
Two photographs and a plan of the Pomena installa-
tion appear prominently on the opening page of
Morris's essay, which begins with a premise sympa-

thetic to Asher’s ambitions: “It seems a traism af this
point,” Morris asserts, “that the static, portable, indoor
art object can do ne more than carry a decorative load

that becomes increasingly uninteresting ”* But the
remainder of the essay contains no explicit reference
to Asher or any other actual artist. Instead Morris

contrived an entirely invented account of visits to two

sites in Californis, where he discovers immersive
struactures degigned to isolate and rmanipulate the

senses. Each of their creators entices Morris's fiction-
ai narrator into enclosed spaces where he is subjected,

in one case, to high-energy radio frequencies and, in
the other, to an array of noxidus gases, administered
by & scarred, monocle-wearing “artist” fond of
Auschwitz comparisons. While Morris concedes the
exhaustion of the New York scene in which he was

.formed {“next seasox’s polished metal boxes,

stretched tie dyes and elegantly applied liquitex

references to Art Deco™, a decisive alternative emerg-

ing from the West Coast Alis him with ambivalence
and anxiety. e applauds, on the one hand, the

“suppression of an objective source of stimuli that cen

be located externally and separately from onesstf”
and a consequently “new plane of experience..quali-
tatively different from the possibie responses (o
external ohjects...” At the same time, he cannot
concede this achievement without suppressing the
actual worlk in question in favor of Gothic grotesque-
ries out of a Roger Corman B-movie.

THE IMPLICIT THREAT that Morris perceived in

Asher’s large but reticent sculpture lay in its negative

implications for the raditiona) mastery enjoyed by
both the form-giving artist and the self-possessed

spectator. Simultaneously resident in Claremont was

the artist who, perhaps more than any other, made
this emerging vulnerability the dominant theme of
his career. Since 1965, the Dutch expatriate Bas Jan
Ader had maintained a relatively unobtrusive pres-
ance in the community, lving quietly in a 1920s
shingied bungalow just southeast of the Pomona
campus. A disaffected and semi-successful student in.
hig native Netherlands, he had emigrated to the
United States on a yacht helmed by 2 fliim-studic
artist who had once worked for MGM (after a mishap-
flled voyage that ended with the U.S. Coast Guard
towing their disabled vessel into San Diego bay) ™
Settling in at the Otis Art Institute, he had completed
his undergraduate degree and married the dean’s
daughter and fellow student, Mary Sue Andersen.
When his wife began teaching art in San Bernardino,
the couple settled in Claremont, and Ader began
working toward a Master of Fine Arts at the
Claremont Graduate School. His degres show in 1967
consisted of large paintings and reliefs in a Pop mode,
some with eve-catchingly iridescent surfaces, which
he arranged as an interconnected instaliation. na
foretaste of the worl to come, hawever, the photomon-
tage illustrating the poster for his degree show depicts
him sitting precariously in a chair resting on the crest
of his bungalow’s roofline, He leans back against a
painted cartoon sky, nonchalantly smoking a cigar.

In: the course of the Claremont degree program, Ader
had found a close friend and ally in fellow student
Williayn Leavitt. After graduation, Leavitt drew their
shared attention back towards downtown Los Angeles
when he took a day job in the dean's office of the
venerabie Chouinard Art Institute. A neighbor fo Otis,
Chouinard possessed considerable residual cachet,

a stature comparable to the newly minted prestige of
the Irvine program. Mason had been enrolled there
during his formative days in the neighboring Voulkeos
studio; Ed Ruscha and Joe Goode followed around
1960. The latter two had been featured-~alongside Roy
Lichtenstein and Andy Warhol—in Walter Hopps's
groundbrealing 1962 exhibition at the Pasadena Art
Museum, “The New Painting of Common Objects.”
Their exposure in what stands in hindsight as the
first Pop exhibition, enhanced by the support of the
Ferus Gallery, lent significant 1960s glamour to the
school from which they had emerged. But that very
cool factor had also engendered considerable dissen-
sion within the student body by the time Leavitt went
to work there.

‘What mxight be called the dominant stadent faction at
Chouinard consisted of male artists—among them




25- Jack Goldstein, quoted in Hertz, 20.

28, Mirelrazu Kosake, quoted
in Hertz, 34-35.

27. See Landsiide [V {1089},

28. Kosaks, quoted in Hertz, 34.

Charles Arnoldi and the brothers Guy and Laddie
Dill--get on a suave, formally accomplished manner
in hoth art and style of life. For their models of
success, they looked to the Ferus Gallery artisis of
Venice Beach and to visiting stars from New York,
such as Jasper Johns and Robert Rauschenberg, who
regularly visited the Gemini G.E.L. print studio. The
view of dissenters is aptly summed up by then-under-
graduate Jack Goldstein: “People in their group...
wanted to be important artists. They became more
like decorztors, but that was not their inteation.
They were striving to be famous artists.” Hirckazu
Kosaka, Goldstein’s ciosest friend at Chouinard,

puts the matter more starkly: “There were painterly
beauty artists and there were the Post-Studio
Conceptual artists. The two sides didn't cross over....
It was like Vietnam-—there were the long hairs and
the short hairs. It was a cultural and social dynamic
that we may never see again.™®

As with the forced brealk-up of the Otis ceramics circle
a decade before, turmoil and disintegration within a
central Los Angeles institution propetled its innovadive
elements outward to the receptive boundary location
of Ciaremont. This was a dynamic into which
Leavitt and Ader eagerly inserted themselves. Using
scrounged materialg, they started up a parodic art
journal they dubbed Landslide, in its title an uncanny
anticipation of the art sheet Avalonche that
Witloughby Sharp and Liza Béar were shortly to
launch in downtown New York. In its pages, they
were no kinder to the posing worker-artists of
Minimalism than Goldstein and Kosaka were to the
“heguty” boys. To that end, they invented a California

 artist called Jobn Grover, “musta_c}_lioed carpenter-
turned-sculptor” complete with portrait pese decked

out in Easy Rider-style fringed suede, love beads,
shoulder-length hair, and shades. “I knew Bob Morris,
Don Judd, Sel LeWitt pretty well,” the fatuous Grover
is made to say, “But I never gave much thought to
their influences....] was always struck by the heauty
of the mass-produced home and the myriad struc-
tures possibie with very simple materials. It goes

to the core of our celture. This system of putting
things together serially.”™

John Grover represented an end of the line for the
model of art as way of life in the incipiently counter-
cultural mode that had taken root in Los Angeles
during the late 1950s. In the intervening years, the
artist’s body more rigorously conceived as perceiving
mechanism or mechanical volume had taken over.
The overriding guestion then became: How does one

articuiate the human body in its indivisibiiity, Whep
production of meaning in any field depends Won
systematic internal differences? Already SUggestoq ‘
in Baden’s Augur and Burden's outdoor senjqp
project was concealing or removing the body from
view as the equal and opposite requirement g
putting it on display or subjecting it to some Stipu]ateg
regimen., The body taken as a whole carries only
rudimentary signifying possibilities unless it cap alsg
be cancelled or negated.

In Ader’s studio installation of 1008, Please Dont Lewy N
Me, the spot-lit words scrawled on the wall in erude
capitals gave voice to the absent artist subject Drotesting
his abandonment from vision. The staged DhOtUgraph i
AlLMy Clothes, of the following year, laid out the sogy, -
signifiers of the artist’s self across the roof of his 3
increasingly iconic Claremont bungalow, the containg, -
that presumably shielded ki from sight. A certaip
intimation of remains and dismermberment also atfengy
the piece, though it comes eouched in a kind of siap.
stick reminiscent of Buster Keaton's silent-movie
stunis, Both peril and comedy converge in the filmed
performance Fall 1, Los Angeles of 1970, where he
descends from the chair on the peak of the roof—the
spot where he had perched for his MFA poster—tg
disappear from view into the overgrown shrubbery
beneath the porch.

As famous as these worles have since become, they
were barely visible to anyone outside Ader’s intimate
circle during the years in which they were made.
¥osaka described the neglect that all of them felt
keenly al that moment: “Art in L.A. was about
making objects that were beautiful and that you put
on the wall. Decoration. All of a sudden there was
space, a small space, for a different kind of work that
dealt with more important issues. There were a
gmall number of people doing this new kind of work:
Bas Jan Ader, John Baldessari, Chris Burden. Jack
Goldstein, Bill Leavitt, Bruce Nauman, Al
Ruppersherg, Wolfgang Stoerchle, Bill Wegman...
There were maybe a dozen: people, you could count
them on your fingers, and we were outcasts, complefe
outeasts..separated from the Venice artists..not
known by anyone,”

They were not known by anyone, that is, until Winer
arrived as Pomona gallery director in. 1970, after
which this roster, including Kosaka himself. became
the ready-made core of her exhibition program.
Unlike the appointments of Baden and Glicksman
(who resigned in 1970 to accompany Hopps whenbe
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- was appointed director of the Corcoran Gallery in

Washington) no previous Pomona associations
preceded her. Though » University of Southern
California graduate, Winer's key formation as a young
curator had taken ptace while worling at the
Whitechapel Gallery in London—a. city that had
arguably surpassed New York in the later 10608
as a place to encounter snd learn about advanced
intermational art. Under Robert Townsend and
Charles Harrison, Studie International had outdis-
tanced Artforum as a vehicte for both information and
1deas. In 1069, Harrison had been instrurnental in
adapting Harald Szeemann’s watershed exhibition
“YWhen Attitudes Becorne Form: Worls, Concepts,
Processes, Situations, Information” for its London
jteration. “When Aftitudes Become Form” was
perhaps the most thoroughgoing summation to date
of azt’s possibilities as the primacy of the “heauty”
object disintegrated. But her return to Los Angeles
presented her with a palette of curatorizl possibilities,
courtesy of Kosaka's cutcasts, just as advanced as any
she had left behind in Tondon.

ONE COULD SAY that the group remained outcast in
a more literal sense, that is, cast out from 2 deieriorat-
ing core to 8. niew and far more receptive location on
the geographical periphery of the metropolis. By this
date, the old Chouinard had effectively disappeared,
absorbed into the new, multidisciplinary CalArts,
which was destined for its own remote, exurban site
in the new town of Valencia—a location as far from
the center of Los Angeles as Claremont, but without
the latter's developed Toots as an art cornmunity.

The unrefleciive cuiture of the old Chouinard was

to undergo & profound change a8 the CalAris ethos
came together, from a defiantly pragmadic attitude
verging on anti-intellectualism towards, as Goldstein
put it, “a whole new attitude shout what art couid be,
not expression but investigation.” But he also cb-
gerved, “When I was there in the early 1970s we &idn't
Lenow what it would become.”® In those infervening
years, the intéHectually sympathetic environment of
Claremont offered perhaps the only venue where art
maling could engage formal learning without apology.
Ader’s preoccupation in these years with Ludwig
‘Wittgenstein's Philosophical Investigotions exasperatad
some acquaintances; Turrell’s scientific and mathe-
maiical training, carried more lightly, undergirded all
of his jnvestigations of light and space. Baden thought
simulianecusly like a physiologist, psychologist, and
engineer. And anew standard for such endeavors had
been set in: the spring of 1971 by Chris Burden’s Five
Doy Locker Piece, » Pomona piece by proxy performed

a5 his MEFA exhibition at Irvine. Taking Baden’s
investigation. of bodily parameters toa place that was
persuasively his own, Burden’s self-imposed ordeal

of confinement in a standard-issue student's locker
diverted standard svant-garde devices of the ready-
made and Minimalist container into the most
thoroughgoing concealment of the artist to date, acted
out, what was more, over thal unbroken, round-the-
clock continuity of time that Agher’s installation had
made manifest the year before.

Though Burden can be said to have remained within
a physical-mechanical set of operations, an unintended
excess of meaning arose among the parade of visitors
drawn 0 the bank of lockers during the days of his
occupancy. Some strove to make themselves recognized,
frequently through gelfrevealing confession, by the
tnvisible but reciprocally vocal presence on the other
side of the metal barrier.® The kinds of performances
associated with Los Angeles—Burden’s and Ader’s
in particular—cen readily attract imputations of
narcissism and self-aggrandizernent; yet that tendency
is always tempered by the implications of loss and
melancholy, which necessarily shadow these comple-
mentary actions of self-erasure. Burden discovered
these as they were reflected back tohim from the suppli-
cating vigitors to his locker; Ader, literary-minded
Furopean that he was, found more representational
means Lo figure that light and dark chiarescure of
the self. Over the two years preceding his exhibifion
at Pomona in Januazy 1972, he had been honing,
alongside the falling scenarios, a fiimed performance
called I'm Too Sad te Tell You, which featfured his
sobbing face in theatrical close-up. As he had staged
his falling episodes as a kind of Keatonesque comedy,
“the havnting of the performancs artist by his negated
double here takes on the aspect of exaggerated,
silent-movie melodrama. Seen in public for the first
time in that exhibition, that instaliation has been
probed by many for psychological chues leading as far
forwazd as his 1975 death in a risky, solo sailing
voyage across the Atlantic—despite the traps of senti-
mentality and incorrigible conjecture that lie along
this path of interpretation. Tn a terse statement
solicited by Awvalonche early in 1971, he hatted away
the charismatic reading that his works might attract:
1 do not male body sculpture, hody art, or body
warks. When I feli off the roof of my house, or
into a canal, it was because gravity made ifzelf master
over me. When I cried it was because of extreme
grief.” Following his lead, the firmer path les with
the demonstrable, that is, the observable interpley
between the artist’s presence and withdrawal,
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. petween self-possession and loss of control, a dynamic

organized in March 1972 included a _coz}t_ribution by

night in 1972, the forty-sixth anniversary of the
magician’s death. Among the conjuring parapherna-
lia on display was a recently minted piece
Ruppersberg called Missing, consisting of overdue
natices for five books by or about Houdini cheeked out
from the Los Angeles Public Library. The artists
responsibility for the fugitive status of the books was
left to the viewer to infer.

broadiy shared among his network of Claremont-
oriented peers.

Baldessari, more senior {he was then forty) but still
years away from his current renown, joined his
younger colleagues and students in mounting &
Pomona show that linked themes of ahsence reckoned
in ephemeral traces with the erasure of the work of
art as surrogate or stand-in for its maker. As he has
described his negotiations with Winer: “At the time

I was into police photograplhy and when she came to
the door I gave her a bowl, which she grabbed. I dusted
it for prints and said, here, show this, which she did.
I had burned o}l my paintings and had the ashes. I gave
thern to her and said, ‘Scatter them in the cornex;

Also mounted at Pomona was Ruppersherg’s consum-
mate comedy on the theme of the elusive artist,
Where’s Al? (also from 1972): 160 casual instamatic
photographs of a beachside reunion among friends
interspersed with bits of laconically pitch-perfect
dialogue typed on 110 index cards like these:

after the first person walks in, rope off the area,”# he: Why didn’t Al come?

he: Too busy maybe. He's been working a lot.
he: Yeah, could be.

he: Was Al corning by himsel?

she: Usually does.

he: Semebody cught to check.

That negation of self carried, it rast be recoghized,
dire real-world connotations in this period for
Baldessari’s puptls at CalAris and for the decidedly
male coterie that dominated the Pomona exhib-
ition program. As sarly as 1967, Ader hegan fo be

pressured by American immigration suthorities Needless to say, Al is never spotted.

to apply for United States citizenship, which would

have made him eligible for the military draft? For

a generation of young men under threat of being
involuntarily enlisted in a futfle war that few if any of
them endorsed, infusing the work of ar{ with themes
of the artist’s hidden, fugitive, or even entombed
condition carried inescapable implications of genuine
legal jeopardy and physical peril.

Winer observed that the physical matter of the entize
exhibition was so siight that he could carry it any-
where in & small brief cased! Wheres Al? {raveled that
same year to the Stedelifls Museum in Amsterdarn,
which had fately emerged as a nodal point in the
international dissemination of advanced art, marking
an accelerated, centrifugal momentum within this
circle of artists—one that Claremont could not have
contzined for long. Indeed that event helped inangu-
rate the longstanding historical pattern whereby Los
Angeles artists frequently leapfrog the East Coast of -
the United States to achieve their first wider recogni-
tion in Burope. When Ader staged what would be his
final artistic gesture in 1975, he was among other
things mapping that link, Having installed the first
iteration of In Search of the Miraculous at the Claire
Copley Gallery in Los Angeles, its projected culmina-
tion was to have taken place, had his voyage suc-
ceeded, at the Art & Project Gallery in Amsterdam,
“nossibly to continue,” he noted That same leading-
edge space, with its attendant journal, had welcomed
Leavitt and Ruppersberg as well, placing them among
a constellation of luminaries that was bound to
obscure their earlier Pomona moment. Winer's
precipitate departure in 1972 (in edministrative
retribution over Stoerchle’s publicly urinating in the
course of & perfﬁrmance] closed that experimental
episode altogether.

A remarkable series of performances that Winer

Kosaka that drove these darls implications to the fove.
Lying on the floor of the Pomona gallery, he encased
himself in an electric blanket tarned up high, over
the top of which was shoveled a thick covering of
earth, such that the shape of his body and bis individ-
ual featires were lost to view. The performance
consisted of his enduring the weight and oven-like
heat for its duration, while a subdued audience hung
back against the walls of the space uncertain as to
whether humanitarian intervention was reguired.
But even here, a certain comic leavening remained
latent in the work, the intimation of a stunt designed
to induce a theatrical frisson of alarmn in the gulled
spectator. Such was the stock in trade of the historical
escape artist Harry Houdini, the specialist in live
purial, around whom Chouinardian Allen
Ruppersherg built hig Pomona exhibition. The show
opened with an eppropriate flourish on Halloween
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30, Ibid., §a.

Closer to home, CalArts began to find its independent
center of g‘ravity, as its first student cohort continued
in Valeneia the lines of endeavor inittaily launched in
Ciaremont. Perhaps the most extrere manifestation
of the artist’s self-erasure occurred in 1972, at the MFA
graduation performance by Jack Goldstein on the

Cal Arts campus. For his Pomona outing, Goldstein
had shown—in a distant dialogue with Richard
Serra, he admits—sculptures composed of stacked
sheets of unsecured wood.® Finding no affirmation
from Baldessari for this direction, he concluded his
formal art training by subjecting himself, over an
entire night on 2 hill above Interstate 5 in Valencia,
to perhaps the most perilous act of Houdini-like
self-immolation to date, Baldessari offers this recol-
lection: “The work: of Jack’s that sticks in my mind

is when he buried himself underground and got his
air from plastic tubes; it was one of the most risky
pieces | have ever seen. It took place at CalAris and
‘Wolfgang Stoerchle was there; it was in the evening.
The sun was setting, and Jack had a stethoscope,
which measured his heartbeat from about twenty feet
away. It was connected to where he was buried and
where he was symbolically dead. What a terror being
buried like that must have induced. Jack said that

he was trying to give up something organic to make

a symbolic statement.”#

Weil might it have stucls in: the mind of a mentor. And
well might he have discerned a syrsbolic intent
wherehy the presence and absence of the artist finds
itself reduced to the simplest on-off binary, converting,
in Goldstein’s words, “subjectivity to anonymous
objective kmpulse.”s® By Goldstein’s estimation that
performance helped launch his mature trajectory as
an artist: “I tried to disappear by hiring actors and by
hiring others to manufacture my paintings. The
movies and performences became symbolic of my
disappearances, just as in my final show at CalArts 1
was buried. All anyone saw was the blinking light,
which was symbolic of my heartbeat.”?®

That nearly forgotten blinking light can be likened as
well to the faint signal from a pulsar in deep space, a
figure for the temporal distance and near-invisibility of
the Pomona moment with which this exploit so plainly
resonated. Goldstein's early Caldrts performances,
though a breal-through in the artist’s self-knowledge,
have likewise receded in retrospective consciousness,
overshadowed by the films and then the paintings that
made his name in New York by the end of the decade.
As these were annexed to the notion of a Pictures
Generation, so too the fame of CalArts established

itself arcund the production of portable ohjects hay
quoted and reframed found imagery. But fajnt slgng)
can lead the searching astronomer to cansequentm
fields of force. In this case, an atiractor was Contep,
in the village of Claremont arcund 1970 aroung
which works of varying historical FEROWI—~fpg

Ader’s and Burden’s at the more visible end o4,
spectrum to Baden’s, Kosalre's, and Goldsteins atth
other (with Asher’s and Ruppersberp’s Somewher,
in between)—grasped a trath imperfectly recogy,
in other times and places, that is, the artist's hegy
and persona can credibly occupy the work only undsy
the sign of their vanishing.
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REBECCA MCGREW Let's begin with 5 diseusgy

about your background and how you came to Pom:
Clollege. You were previously at Whitechape] Gall, 3
in London; what brought you back 0 Log Angelesary -

HELENE WINER [ was away from: Los Angeles for about three years. Most of that time I was in Londoy
working at the Whitechapel Gallery as assistant director. I started at Pomona a few months after returning p,
Los Angeles in the fall of ig70. I grew up in Los Angeles, in Wesichester, and I studied art history at Usc,
After college, I landed what for me wasa prize job at the L.A. (Los Angeles) County Museurn of Apt ILACM A}
Jim Eiliott, chief curator, and curator of modern art, hired me a$ part-time assistont. I think I told him tyy 1 ,
would do anything, even empty ashtrays, if he would just hire me. I vagiely intended to do graduate wor 5
the UCLA, but guickly dropped that idea. :

RM What did you do at LACMA®

HW [ was an all-purpose, curatorial/exhibition assistant until I was assigned fo American Art. For the pring
and drawings department, I catalogued prints and assisted on Pablo Picasso’s eighty-fifth birthday print
survey for which. 1 drove around Beverly Hills with a Polaroid camera documenting prints in collectors’ homes,
1 helped in the decorstive arts/costime department, sometimes getting my photo taken in period costumes, In
the American art department, [ worked on a watercolors show. 1 organized a very small show of the Ash Cag
school from the collection, and produced a prochure. I worked with the preparators installing exhibitions,
which Tloved doing, an& diet odd jobs lile making wall labels.

I quickly gravitated to contemporary art, as I became actuainted with axtists and curators, Through them I
discovered the galleries that were active in Los Angeles at that time, like Dwan Gallery, which had showsof -
Minimalists such as Carl Andre and Sol LeWitt, and Irving Blum Gallery, where the Pop artists and Ferus
artists showed. ] rermember seeing Warhol's Mylar pillows [Silver Clouds, 1966] at Trving Blum. The most
prominent new artists showed at either Irving Blum or Nick Wilder. This imymersion into an art-based
community that I knew little about made an enormous impression on me. The idea of & community of artists
such as those f had studied about in Parls or New York existing in Los Angeles never occurred to me.

At twenty-three, of course, [ naturally became scquainted with all of the younger, and all male, artists. I gotte
know Ed Rugcha because he designed catalogues for LACMA and designed for Artforum. I was there when
Ruscha unveiled his Los Angeles County Museum on Fire 1965-88, now owned by the Hirshhorn Museum in
Washingten, D.C.] on the museum patio. I posed for his famous “Bd Ruscha Says Goodbye to College Joys” his
January 1987 Artforum ad/marriage announcement. T was bartender for Jim Eiliott's parties for friends, like
Robert Rauschenberg and Claes Oldenburg, at his apartment above the merey-go-round on the Santa Monica
Pier. These are some of my most vivid mesmortes of that time, along with buying my first artwork—itwo
paintings by Richard Pettibone for $15 at his annual studio sale.

RM Why did you leave Los Angeles and move to
Lendon?

HW My job at the museum was tremendously valuable, but it was also & very loosely defined, entry-level job.
So when friends of mine went to Croatia {then Yugoslavia) to shoot a film, I joined them with no real purpose
but to spend some time in Europe. It was certainly not a career move. After visiting Croatis, Greece, and ltalfs
and spending several months in Paris, I moved to London. Bryan Robertson, who had just retired as divector
of Whitechapel, told me of the assistant director job there. It was very fortunate timing, and I stayed for two
years. It was the peak of Conceptual art activity for both American and European arists, with London asa .
hub. My introduction to that work, and the often: intense, serious talk arotmd i, was in stunning contrast to the
raute, wry stance adopted by the artists T had known in Los Angeles. But I left Londan, primarily becaust I
was unzbie to adapt to the dark and damp weather, or gurvive on the impossibly low pay.




RM Tell me about what the Los Angeles art world
was like in 1970, when you camne back and started
worlking at Pemona College.

HW Los Angeles had changed dramatically during the few years | was away. When I left, it was the late
sixties, and the Finish Fetish artists were prominent in LA, The counterpoint group was the “assemblage” ot
Topanga artists. L regpected both groups of artists and admired what they did.

Los Angeles in the 1960s was still fairly isclated and had develaped a kind of parallel universe where the main
artists had caveers that were serious and active locally, and included shows in New York and Burope. But I
cannot think of one artist who was fully embraced outside of Los Angeles. I believe this problem for L.A.
artists really ¢id not change substantially until the 1980s.

When I returned in 1970, Chouinard, where I took painting classes as a teenager, was closed, the Finish Fetish
artists were now Armly established, Cal Arts had opened, and UG Irvine had an ambitious art program.

RM Was your position at Pomona College similar {o
Hal Glicksman’s before you?

HW I was hired as gallery director and assistant professor. Other than some gecretarial and very pari-time
gtudent help, the gallery had no staff, Director then meant curator, registraz, PR, transport, preparater, ete.

RM What courses in art history did you teach?

HW Itaught “Ari Since 1945, and a contemporary art seminar. I recently found a stack of file cards that ¥
used for one of the classes, with a list Thad compiled of major modern axtists, organized chronologically by
birth date. So many of the figures who were the foundation of Modern art wers, remarkably, still alive in 1970,
What is astounding to me is that the era from 170 until the present—forty years—is the same arnount of time
as the period from 1930 to 1970 When my time at Pomona is viewed today, it may seem as distant as the
Depression, prohibition, and the WPA were to me.

Tt seemed incredible when I was at LACMA that Picasso was going to visit Los Angsles for his print show;
that T visited Igor Stravinsky at his house; that I met Man Ray when he was a house guest at a Los Angeles
collector’s home. With the students, 1 used the idea of artist interactions to contemperize and humanize the art
history. In the seminar, I assigned the students to interview an artist. One of my students interviewed Bruce
Mauman. This was one of Naumaz's first interviews, and it was referenced in his first rauseurm exhibition at
the Whitney Museum and LACMA.

“Mantgomery Center Director Appeinted,”
undated newspaper clipping
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Postoard with Bill Leavist,
Jack Goldstein, and Gary Krueger

BM I'm interested in hearing you speak ahoy - :
exhibitions at Pomona. You were quoted oneg as
describing the artists that you worked with »t
Pomona College as "defining a new direction iy,
Conceptualism.” What did you mean by thaty

HW I wouldn’t describe the artists I showed in that way now, but this was when Conceptual art wag —_— ;
defined by a core group of artists, including Robert Barry, Douglas Huebler, 3ol LeWitt, and Lawrence Weinas
Their work was language-based and r:ot focused on producing objects of any permanence oy visual interes, 3
The Los Angeles artists whose work I became interested in were doing work that was both closely alliog foby ;
made striking departures from this Conceptualist orthodoxy. The new work that 1 found utilized imagery, k
humaor, cultural references, and wide-ranging content in varied mediums, including painting and drawing, I
made a faitly deliberats effort to locate artists whose sympathies were Conceptual bt who were bringing in
something new. It was the first time that I looked for artists whose wark I did not know, who did not have
reputations that preceded them, artists at the beginning of their careers.

BM How did you go about finding newer artists?

HW I hegan tovisit studios and seek out group shows of newer art. Jack Goldstein was one of the first artists
whose work I saw in a geoup show in an exhibition titled "Temple Street Artists,” at the Long Beach Museum
of Art. The work was very minimal and made of paper; it was not yet the work he would later becorae known
for. It was through Jack that I met Bill Leavitt, and through Bill 1 met Bas Jan Ader, and so on. Quite soon |
began to identify other artists whom I had an interest in, like Bill Wegman, Al Ruppersberg, Wolfgang
Stoerchle, Chris Burden, and the artists around them.

RM Did these artists identify loosely as a group, o
: 2
recognize each other ag heing part of something new:

"W Not at all. Chris Burden was living and working near Irvine, where he went to graduate school, and I
dor’t think he knew the others. The same applies to Bill Wegman, who came to Los Angeles for a teaching
position at Cal State Long Beach. When I met hirn, he was living fairly isolated in San Pedro.

BRM Do you remember what was in Wegman’s ghow-

in January 19717
HW Ves, very distinetly. T thought then, znd stiil do, that the work in that show was remarkable. The gmall
gallery room held his black and white photographs. Several of his earliest videos played on a reel-to-reel taPe
deck horrowed from Domena’s audiovisual department. The tapes were brief, absurd, comical compositions
using sighf gags or perceptual tricks and art-related puns. They were really brilliant, very independent of the
videos that others were doing at that time. Tragically, one was erased by accident when sorneone came and
took the equipment with the tape siill in it. Even though he had no other copy of the tape, Bill was not a8 upset




BRM Jack Cloigstein’s exhibition ran concurrently
with Wegman’s show.

HW Yes, the Goldstein and Wegman shows were simulianeous, though theze were separate announcements
and small catalogues. I am not sure why I chose fo do this, since only one of the two gallery rooms was a good
exhibition space.
’M Interestingly, like Wegman's erased videos, the
sculptures Goldstein exhibited at Pomona don’t exist
anymore. Do you know what happened to the
sculptures?

HW The materials for the sculpture, the wood blocks, were retained for & time, but I think it was a space issue
that determined their preservation. The individual works consisted of blocks of wood stacked to & precaricus
height, with black or white cards inserted in the corners between the biocks, T thought of these as ironic
gestures reflecting the oppositional stability of the forms and rendering the precarious and potentially danger-
ous stacks with the physically purposeless cards somewhat conic. The pleces often tumbled over during the
colder nights and had to be restacked in the morning. The work Jack became known for is quite different, but
certain qualities were evident in this early work, such as their performasive quality, their temporary nature,
and the ominous precariousness that was also in the early films and performances. But primarily, it was the
aspect of a proposition that first drew me to the worlk.

1 recently read a quote in an article by Howard Singerman, where he quoted Richard Heztz's book

Jack Goldstein and the CalArts Mafia. Apparently, when Jack showed slides of his sculpture o John Baldessari’s
elass, Jack noticed that John was unimpressed. Jack said that if John was that uninterested in the work,

it must be really bad. So Jack never made sculpture again. I believe Jack was referring to work like what

he showed at Pomona.

RM Let me jump ahead to 1972, and agk about the
performance series you organized with Chris Burdern,
Wolfgang Stoerchle, and Hirokazu Kosaka. Dida
theme tie them togethex?

HW No theme, just that they were young artists deing performance, which was not so prevalent then.

ERVIEW




RM I have heard from some attendeeg that Chyig
Burden's Match Pigce not only entailed throwing y
mateh “rockets” at a nude woman (his then-wif), -
but also that it felt like an endurance event, tha t.he ;
intention was to bore the audience so much thyt
they would just leave and the performance would eng
when the gallery was empty. Is that what happene, 4

EW It was somnewhat of an endurance event because of the repetitive nature of the activity and the Porvarsiyy
of walting ghoulishly, for a long time, to see if one of the lighted matches would ever hit or burn the Womay,
Chris had wanted a student to volunteer, but no one did, and he recruited his unhappy wife, who really dig no
want to do it. There was something disturbing about the situation, where the audience had to sit ang Witness
this malicious and juvenile act.

BM Did he tell you what he was going to de i,

advance? He had just done TV Hijuch (1972) a few
months earlier. Were you worried at all ahout what
he might do at Pomona?

HW No. It never crossed my mind to be concerned about what he might do. Chris just said he had an idea,
and would show up and do it. T was so interested in his work, and this aspect of fear and danger, that 1 didy:
view it as & concern.

BM Do you remember if there was any fallout from
this performance because of the nudity or the implied
violence, especially in light of one of the other perfor-
mances—by Wolfgang Stoerchle, the prior week-
which caused quite a stir?

BW Idon’t believe so, although I seem to have heen fairly oblivious to institutional concerns. I didn't consider
that the college would be concerned about what I did, their interest seemed so low. I was never called upon to
explain, defend, or accept any criticism. During my interview for the job, I think I made it clear that I wanted
to show things that weren't otherwise being shown., I didn’t see any reason to show art that was aiready being
seen in museums, or to take traveling shows, or to do anything hut originate contemporary exhibitions by
fairly young artists, I thought that would be most valuable to the students and the college environment, and

of course, to the artists themnselves.

RM Stoerchle’s performance became notorious.
Apparenily, he incorporated a number of different
elements that he used in other performances, and
then urinated on a carpet in the gallery. What do
you remember of this night?

HW Ireally only remnember hirn doing a kind of movement around the room, with his movements directed
by the controlled stopping and starting of his urinating, It seemed like the piece was designed as a lind

of formal dance. There is a good description in the review by Paul McMahon in the school newspaper, and in
the Los Angeles Thimes review. {See pages 229-30) Before the performance, Wolf explained to me that it was
very difficult for a man to start and stop urinating; it required great control. I thought it was so funny that he
assumed this fact outweighed or bad greater bearing than the reality of a naked man urinating in pulilic.

RM The performance series immediately followed
the exhibition by Bas Jan Ader, William Leavitt. and
Ger van Bik in January and Febroary 1972 Can you
talk a littie about how that exhibition came about?

HW Bas Jan and Ger were sharing a studio in Pomona and they suggested I come over. They more of less
proposed the three-person show with Bill Leavitt. I agreed because they really wanted to do this show. hut
I would have preferred at that time to do bigger shows by Bill and Bas Jan. I didn’t really know Ger's work.




RM It's strange that Ader was underappreciated for
s0 long, but is now incredibly popular among younger
artists. What do you think makes his work so relevant
to artists today?

HW Ithink he is heing romanticized, paztly hecause of his disappearance at sea, but also because his smal}
body of work wast’'t well known. His eaxly work was very beautifully conceived and has a special kingd of
emotional impact. His work was both philosophical and slapstick, with an elegant formalism and pathos. The
later work was more romantic and operatic.

RM Can you talk a litlle more about Bill Leavitt's
worl? You showed his Celifornia Patic (1g72). What
did that piece capture that made it so significant a¢
the time?

HW Possibly it was the isolated clarity of this iconic California bmage, done so lovingly, celebrating its role in
people’s lives and others’ minds. The fext that accompanied it sets the tone. I would say this work, which Bill
created for the Pomona show, is one of the most successful of his theatrical, tablean-like stage sets. The theatri-
cal fragrents have the content of recognition and meaning, witheut ivony, without critical position.

RM After this exhibition, in April and May 1972, the
next show you organized was “Los Angeles Painters
of the Nineteen Twenties,” which you co-curated with
Nancy Moure, who was working at LACMA.

HW Yes. These artists were of interest fo me in part because standard Southern California landscapes wers
almost uninown af that time. Also, most of the painters worked at Disney or other Hollywood studios painting
backdrops, like the big skies for ‘Westerns, as the announcement of the exhibition shows. This cultural aspect,
which is peculiar to Los Angeles, was a resource and reference for many artists then, and for generations of

artists since.

RM The Allen Ruppersberg exhibition, which
opened on October 31, 1972, came shortly after.

HW Al Ruppersberg was, for me, the ulticnate Los Angeles artist. He was one of the few artists who was
already well known at the time of his Pornona show. e had done his famous Als Cofé (1969), which happened
before I got back to Los Angeles, and he had just done Als Grand Hotel (1971). His use of the city for his work,
and his abifity to move aroun:d, without a standard stedio, was unusual. His show included many extraordinary
works. The show opened on Halloween, which is the date of Houdiny’s death. Many of the works in the show
dealt with sleight of hand or visual trickery.

Aller: Ruppersberg, Jack Gokdstein,
and Woligang Staerchie at LAX far flight
to New York, 1g71
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BM Ruppersherg was part of this new direction that you saw emerging
in Los Angeles art. Would you say that many of the artisis that you
showed at Pomona fit into this program?

H'W That was true of the younger artists, but certainly not for the more established artists, such as Joe Goode,

John McCracicen, or Ed Moses.

RM Do you remember what was in the John McCracken exhibition in
February and March 19717 The archives only have & pross retease and

one photograph.

ng planks. I recently found an

T shown at Pomona. I said,

which is occasionaliy’
_

marine paint.

HW He showed three new wall seulptures that were a departure from the leani
article 1 wrote for Studio International in 1971, wherein 1 described the type of wo
“McGracken has lately moved away from this surface perfection in some of his sculpture,
walil hanging. These pieces are constructed of wood beams painted directly with hard, resilient




RM What was the environment lixe at Pomona
College when you were working there?

HW Iwas the only woman on the Pomona faculty. Stanley Croueh taught writing at Pomona then, and he
was likely the only black faculty member. At my first faculty meetinig, two women who were part-time facuolty,
seated at the ends of a long table with a silver tea service, poured tea, It was so archaic and comical. The
president later asked me if [ would pour at the next faculty tea, and I said, “absolutely not.” Some in the art
department were unhappy that I had done that, considering the art department’s shaky position. I asked the
studio faculty if orie of them would do it in my place. Mowry Baden, who was an extracrdinary person,
volunteerad. When the faculity arrived, Mowry was there at one end of the table, in overalls, and was sefting up
a very male system of pouring tea into cups lined up on the table, as opposed to picking up & cup and saucer
in one hand and pouring with the other. Tn hindsight, my wallking papers were probahly drawn up by this act.
I was later warned that President Alesander was very angry ahout this. Somehow, either in a note orin
person, I explained about the inappropriateness of having women faculty perform this sort of “women's work.”
Later, as a mutual peace offering, Jim Turrelt and I did it together. He got all dressed up in a top hat and fails,
and I wore a long skirt of sorme sort.

Curiously, no women were included in the shows I did at Pomona, ner was I sware of their absence, though
I was certainly aware of ferninist issues. I did not see myself as contributing to the problers, and I did not see
that my position gave me an opporiunity to contribute fo & change. It did not occur t0 me, or to maxny others,
until later to malke specific corrective efforts in order to address the problem.

rM In addition to 2 new feminist consciousness
slowly coming to campus, do you remember other
social and political situations? For example, I know
there were Vietnam War protests and sit-ins on the
campuses. What was your perception of that?

HW My impression was that Pomona was surprisingly straight and preppy, given the radical and activist
climate elsewhere. Among artists there is a kind of automatic assumption of likeral politics, indifference to
certain conventions, and some degree of oddness. I was surprised al how conservative the students were in
their dress and demeanor. They conducted themselves, at least in my courses, in a strangely well-programmed
way that I couldn’t relate to, Y did not live in Claremont, so it's entirely possibie that I missed whatever was
really going on. I do remember I had a part-time gallery assistant who was very attractive, preppy, and nice.
He was engaged to be married, and an excellent student, but he almost never showed up. It turned out that
he was a very troubled druggy.

Tt was just a very strange time. I remember that when I first caxme pecple were somehow suspicicus of me.
In fact, during my interviews for the job, someone asked me if I was involved in radical polities. That, I
fmagine, was due to my appearance and age. In London, my hair, which was an Afro, was just fashion, as
apposed to 2 Black Power statement. When T started at Pomona, in October of 1970, Angela Davis was a high-
profile fugitive thought to be in California. T was stopped a few times by the police, who were on the lookout.

BM In Claremont?
HW Yes, after geiting off the freeway, twice that I remember.

RM Your leaving Porona College was a very compli-
cated sifuation, and Pve heard so many versions of the
end of your tenure. Given how important your curato-
rial vision was historically, it’s really amaszing that the
college essentially fired you, or asked you to resign.

HW Thank you. I did feel af the tirne that I wag providing a worthwhile program for the students and others,
as well ag something of value to the artists and Jarger art community, The only open disagreement Ican
remember having with anyone was concerning the gallexy budget. I had a very small budget, and the expendi-
tures were well accounted for, but there was a disagreernent about whether the departrnent chairman or

1 controlled this budget. I printed small catalogues for some of the shows, which I felt were important

for the understanding of such new issues in art, and they were very much appreciated by the artists. The
Ruppersherg catalogue was the trigger for the resigning/firing events.
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‘M This was the fall semestor of 1972, during
the Ruppersberg exhibition. Lewis Baltz. Michaei
Brewster, David Gray, James Turrell. and Guy
Williams 21l resigned or were terminated on or near
June 80, 1973, at the end of that acadernic year.

So, basically. the whole stadio department quit after

you left.

HW The studio faculty were very good artists who took teaching seriously and together gencrated 2 16t of

energy and camaraderie amengst the Pomona Cotlege and Claremont Graduate faculty and students. [t was
an ynusually interesting and desirable atmosphere for artists and art students. { was surprisced to learn of the

problems that ogcurred after I left.

1 think the college’s attitude toward the art faculty was one of distress. There was the notion that the depart

ment did not enhance the standing or reputation of the college.

RM What was the actual reuson for your firing? Do

you think it was over the catalogues exclusively?
Or do you think it also had someiking to o with the
kinds of programs and artists vou were presenting
like the controversial Stoerchle and Burden

performances?

R . . o difficult for
HW For the official firing. | really don't kknow what the reasons were, T had a contracl thal made it diffict

N . : et
them to fire me. which was what I more or less forced them to do alter a standoff over the by gallery budg

. ; L. . g unihapp¥
That. of course. wasn't the core problem. There were a number of reasons why the administration was W

o atpntion
at caused the administratio

with my performance or existence. Foremost were aspects of the program th
it ogram-
pxhihition ploglﬂﬂ

some discomfort. like some of the exhibitions, as well as incidents separate from the




I beHeve it was a cunrulative situation, beginning with the tea pouring and inciuding my dealings with a
wormen's group associated with the galiery. The Rembrandt Club raised a small amnount of money each year
0 donate to the galiery by holding an annual print sale. I had & painfully uncomfortable lunch with some
members at the Cucamonga Country Club. T objected to the greeting card level of the print sale. I don’t think
1 ever heard from or saw them again. Another cccasion I remember was'a Tunch meeting with potential
corporate donors, where somneone obiected to my wearing pants fo the lunch.

After Ackerman threatened to stop the printing of Al’s catalogue, thinking the exhibition would go one with-
out it, I said I would resign and +he exhibition would not proceed if the catalogue was not printed. After a
few hours, I reatized that they should have to fire me, and I withdrew my resignation, but not the threat to
cancel the show. Ackerman was furicus; I was fully prepared to depart, but T would not resign. T got a lawyer,
Gerry Rosen, & labor lawyer, who was bucking convention by wearing head-to-toe biack leather and rode a
motorcyele to his meeting with Alexander. Fareing the Aring and a sefttlement of my contract gave me some
satisfaction in an otherwise really unfortunate situation.

RM After you left Pornona, you moved to New York.
Did you move to New York because of the Artists
Space position, or did that come later?

HW Immediately after leaving Pomona College, I wrote a column and did some reviewing for the Los
Angeles Times and then moved to New York a year or so later, I did freelance work for the New York State
Council on the Arts and the National Endewment for the Arts for a few years and, in 1975, I became director
of Artists Space.

BM Whenyou started at Artists Space, it seemed
they didn’t have a defined mission. How do you
think your knowledge of post-Conceptual art in Los
Angeles influenced your euratorial decisions?

HW The lack of identity at Artists Space had been purposeful, since it was conceived to provide some ideal
of a demoeratic exhibition program and a site for meetings of artists’ groups. In the effort to avoid curatorial
prejudice, 2 supposedly neutral method of organizing exhibitions was devised with uninspired resuits.

1 initially found ways to do something resembling a democratic selection of shows, but soon ignored the im-
possible issue. As at Pomona, may higgest concern was to show the most interesting art developments, and
my preferences followed the course set at Pomona, Alernative spaces were essential in those yeaxs for artists
eacly int their careers; there were no smal} galleries available to them as there are now, and the established
galleries were relatively few and inaccessible.

RM What led to your founding of the gallery Metro
Pictures in 15807

HW Ihadbeenat Ariists Space for five years and wanted to make a chénge. The public funding was chang-
ing so that it would be necessary to spend time fundraising and recrganizing the Artists Space hoard from its
advisory role to a financially supportive role.

1 had never entertained the idea of starting a gallery, and in fact, T had the usual antipathy of what was
percelved by outsiders as a very alite and unwelcoming environment. Janelle Reiring, who wes ¢irector at Leo
Clastelli Gallery, and I talked about founding a not-guite-standard gallery that would operate only at night and
jnclude artists 1 had been asgociated with, but we quickly shifted to the ides of a more conventional and
serious galtery. The artists’ needs, and their lack of cptions, were the reason for apening the gallery. Tt is hard
10 imagine now, but there were virtally no galleries for new artists to show in.

RM Why the name Metro Pictures?
HW Metro Pictures was just the solution for not using our names, i.e., Janelle Reiring Helene Winer Gailery.

We weren't trying o be clever orto send a particular message, but we did think it suited the work we would
be showing.
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MARIE B. SHURKUS My research revealed three
different stories about how you first cams to the
States. So let’s start there,

GER VAN ELK Mine is the classic story of an immi-
grant. My father flew back and forth between Holland
and America. in the late fifties, he was living in
Cheshire, Connecticut, but he was planning on moving
to Los Angeles, where he was an illustrator for
Hanna-Barbera cartoons, $So on one of his trips back
to Holiand he confronted me, saying something like:
“What the heck are you doing in Holtand; it's such

a provincial place. I¥'s not good for you, You should
be cut in the warld, You should come see me in

Los Angeies.” So | decided to go to America.

MS Was that in 19597

GVE Yes, | immigrated fo the United States, and
got a job in a pastry shop with my father’s friend
Louie Cavalier. | earned $80 a week punching holes
in Connecticut donuts, and it was great! | learned
to speak English, got to know American culture. And
then, after sight or nine months, | took the frain
from New York to my father’s place in Los Angeles.

MS Once in Los Angeles, you enrolled in
Immaculate Heart College, Why there?

GYE Because | have always been difficult. fLaughs.]
At that time, any self-respacting contemporary artist
went to Chouinard Ari Institute. But | thought, how
can anyone possibly learn to make contemporary
art? | found that ridiculous, plus | was intrigued by
this nun piace, It was unheard of to have nuns dressed
in habits teaching contemporary art! | thought this

is really one misunderstanding after the other, and
decided that it would he more interesting for me to
go see the nuns than to go to Chouinard,

M$ Did you get a degree?

GVE No, before coming to America | went to art

school in Amsterdam at the Kunsinijverheidsschool,

which is where ! became very good friends with
Frre————— b e,

ey

Margo Leowin Gallery, Los Angeles, Caliﬂ)mm,
QOctober 6, 2009

we

¢ hat funciions as a witness to thoughts, a witness
%o things happening in the world and my relationship

everything, his passport, everything logt at Sea
or for the first time. Anyway, | convingeg him t:
join us at this funny place with the nens, My,
whom he .fater married, was also taking ¢iag
at Immaculate Heart. We ended up fiving together
for about a year, but then it was my turn 1o be s ?
saifor, t's not that } wanted to be a real sajlg,

hut | thought I've got to go through that expef;‘eﬂcé
So | signed on to an oil tanker for about ning menti]
When the tanker stopped in Rotterdam, | 2ot off -
and spent more time making art in the Netherfangs

¥ Sug,
Ses

MS Is that when you organized the Internationg
[nstitute for the Re-education of Artists?

GVE torganized that group with Jan Dibbets ang
Reinier Lucassen in 1967, Back then internationa|
art schools were becoming a very popular pheng
enon; it was like McDonald's, something that was
spreading everywhere, 50 we thought we could maké
it even more ridiculous by starting an international -
school for the re-education of artists in Concep.
tualism. We advertised classes on how to become
an artist, tips on how to be a successful collestor, -
or how fo run your own galiery. :

MS Did anyone try to enroll?

GVE Some people took it seriously, but most knew
it was a joke. A few people got really annoyed. The
dign't like us making fun of people who were trying
to start galleries, but we were against that kind of
amateurism, 1 was very contrary back then. -

MS What do you mean?

GVE Oh, | was constantly questioning myself and
whatever was going on in the art world. For examgle,
in the early sixties, it was forbidden to like Salvador
Dali. The general feeling was that Dali couldnt paint]
| saw that he coutdn’t paint in the manner that peogl
think of as good painting. But [ didn't care, becaus

i iiked his concepts. Of course, | understand the
phenomenz of artists making pisces about paintin
fike Ad Reinhardt or Robert Ryman. In fact, | really
“bpreciate their work. But | have always made work:

oF







fence hanging on the gallery wali, but you also pro-
ject a film of the same fence on top of it but sfightly
off register. As the film unfolds, we see your head
emerge slowly from behind the fence, but of course
you are only behind the fence in the film, not the
actual fence hanging on the gallery wall. It’s hard fo
tell what we are reaily witnessing hare. What were
you frying fo convey with this doubling of the image
and the actual referent?

GVE It's about comparisen, making comparisons.
It's sort of like stating a proposition and saying, if
this is the truth, then the other statement cannot
e true. But maybe the ather is the truth and the first
one is not accurate. |'ve asked questions like that my
whole life. When you loak at my work, especially
these early works, it always has a sort of schizophre-
nic element about struggling to make decisions.
The projections also provide a strategy for adding
information because the film pieces were always
projected onto something concrete. So, if you
have a film, you add something o reality: a story.
You open the present up fo another possibility.

MS After 1972, the film projections and the slide
projections just stop. What happened?

GVE No, | started again in 2001. The neye, ongs
presented on flat screens.  started th ose becane
wanted to show some of the earlier filmg | 1, use
that weren't being shown because of the chale
of showing film in galleries, s¢ | recreated . enp
as framed video pictures in the gallery. Fo exa

i made a film in ig71 that is called The Fjﬂttenjnmm-f
the Brooke's Surface. 1t fealures me in 5 little rig
boat floating on a small brook. The movemesy of or
the boat makes small waves, leaving a trace from 1
boat, and you see in the film I'm trying to smool 2
that out; | am using & trowel to smooth the surface of
the water, But the iheoreticai' idea behind it wg o
use the water as a sculptural material, beCaﬂse“i.t’;
a body of material. But of course you cannot rasi):
sculpt it, it's a liquid that's moving,

ad Mg

:eaily'- :

MS The Well-Shaven Cactus piee, from 196g, Was
presented as both & film and in photographs. Whigh
came firsi? -

GVE Lot me see. First, | sent the Queen of Englang -
a telegram, asking for permission to clean a squa?
meter of the mall outside Buckingham Palace, Yoﬁ'
see, on the right side of the mall is the exhibition hall :
whare "When Aititudes Bacoms Form"” was shown
in Landor, after it had opened in Bern. ! didt show -

The Well-Shaven Cactus in Switzerland, but { made e
it for the London presentation of the show,




MS |t sounds like you're suggesting that The Well-
Shaven Cactus was :nsp!red by The Well Polished
Fioor Sculpture (1968-6g). But to return to my initial
question, did you show the Well-Shaven Cactus as
fitm or photographs?

GVE Neither. It was an action, a performance.
Someone from the British weekly newspaper The
Observer photographed it and pictures of the per-
formance appeared on the front page. Abcut a month
after | saw these pictures | made the phoio varsion
of the piece as more of a remembrance, like a souv-
enir of the action.

M$ Many of your warks setup a specific diatogue
with certain art historical works, In fact, one of the

pieces that you showed at Pomona Collegs in 1972
was The Return of Pierre Bonnard (1971).

GVE Yes, that piece is about reading art history.
Bonnard made a painting of the French Riviera,
a very wonderful little painting of a white saiiboat
moving along the rocky coast. | saw that painting

inr the collection of the Stedelijk Museum, but they
raraly show it. So | thought since it was such a
wonderful piece, | should bring it back into history
and somehow initiate a discussion with it, because
that's exactly what | wantad to do, to have a discus-
sion with Pierre Bonnard, Of course, | couidn't
do that, so instead | made a “mirror-image” of this

wonderful painting; | msan, literally a mirror that
refiected a copy of the painting. Seen in the mirror,
the boat is going in the other direction, and so is the
piece. it was painted in 1917, but the mirror reverses
the date, which appears on the painting after
Bonnard’s signature. It becomes ¢71 and that's the
year | made that piece!

MS One of the other pieces that you showed at
Pormona was titled The Reality of G. Morandi, which
sets up another dialogue with a past artwork.

GYE The Morandi piece is composed of a photo-
graph of the aciual painting and another photograph
of what | imagined his studio o look like, beyond
the frame of the painting, [Giorgio] Morandi was
always setting up still jifes, Bettles and little pili
boxes or things fike that. And i was always curious
about what was on the other side of the table that
he didn't paint? So | fried to imagine it. in those
paintings he always concentrated on the mystical
atmosphere surrounding the objects, but | thought
he must have some earthy things too, like a bow!

of soup or something. So | made these fantasy pho-
tographs about what was on the other side of the
table that he had left out of the painting. Amazingly
enough, my friend Rudi Fuchs visited Morandi's
studio in northern ltaly and sent me a postcard that
revealed that my fantasies weren't far off the mark!
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TN JANUARY 1971, the Pomona College Museum of
Art became a very dangerous place. Entering the
ga!!ery meant sharing space with five Jack Goldstein
scuiptures, which were constructed of eight-by-eight-
inch blocks of wood stacked approximately nine feet
high.' The wooden blocks were freshiy cut and mostly
unpainted. Accordingly, the wood dried and shifted
over the course of the exhibition. The effect enhanced
the sculptures’ instability while aiso animating them,
as the invisible forces of heat and humidity announced
their presence with audible cracks. in short, the
sculptures confroated viewers with a palpable sense

of danger.

Since the only armature holding these fowering
structures in place was gravity, the danger was
neither imagined nor symbalic, but rather a potential
held in suspension like the deadly weight of Richard
Serra's Prop pieces, initiated only a few years earlier.
More to the peint, Goldstein’s frisnd and roommaie
Hirokazu Kosaka recalled, the danger was real; they
fell down in the studio almost every day.? During the
actual exhibition, however, they only teetered. In fact,
the height of the vertical sculptures was determined
by the size of the components and their ability to
remain upright and mainfain balance; talier stacks
would have required larger blocks, Pomona curator
Helene Winer explained.? Pushing toward the impos-
sibie, Goldstein’s sculptures marked the edge of
gravity's power aver composed shapes as well as the
edge between actual violense and its threat. Like
a video image placed on pause Goldstein's physical
ohjects thus contained and held both movement
and danger in suspension. Indeed, as Goldstein once
observed: “An explosive is beauty before its
conseguences.™

Viglent imagery and other forms of implied danger
and overt spectacle populate Goldstein's entire

oeuvre, which encomgassed sculpture. performance,
i tzng, anci PARLS.
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movement exits the frame, leaving the deserted chair
to continue rocking wildly in his wake. Where Rocking
Chair demonstrates the fragmentation of the image,
Goldstein's scuiptures dramatize the moment before
departure, when it appears in the viotent tension of
rocking or teetering, as only a threat, calling viewers
10 anticipate the potential consequences.

Although Serra's Prop pieces offer an insightful
precedent, Goldstein's inspiration primarily came
from Carl Andre’s “stacks.” This influence becomes
especially apparent in Goldstein's next series of
seulpturss, exhibited at New York’s OK Harris gallery -
in December 1972. Like those at Pomona, ihese
sculpiures relied entirely upon a balance negotiated
between the material compenents and the ever-pres-
ent force of gravity. However, the newer scuiptures
wers cormposed of long, two-by-four planks that pres-
ented more complex and elegant forms. One critic
aven described their spiraling shapes as “miracutous”;
for ance again they seemed to defy gravity without

_ the assistance of nails o other bindings.”

Mevertheless, one strong vibration—iike a fist pound-
ing on a table or some one jumping nearby--and
these soulptures would crumble, their efegant shapes
fragmenting, leaving a heap of planks scattered
across the floor. In fact, Goldstein demeonstrated as
much in his fims—A Glass of Milk and Some Plates—
produced during the almost two years that elapsed
between the Pomona and Harris exhibitions.

Although Goldsiein's work has been the subject of

_ numercus exhibitions and essays, little has been
written about his sculptures, None of the originals
exists anymore, which partially accounts for this
critical reticence as well as their absence in the
recent retrospective mounted at the Museum fur
Moderne Kunst.* Moreover, after 1972, Goldstein
gave up making sculpture to focus on his beiter-
known film work, which Winer said was a direct

~otcome-ofthe, scuiptﬂreyhe exhibited at Pomona e

v by B £

ituated his

appeared initiaily in his sculptures as a dangerous
i course W|th gra\nty. and was later developed as
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Some Plates (1972} opens with a static camera mani-
toring a stack of over one hundred plates towering
in what appears to be an empty room, Shot through
a blue gel at a dramatic angle, the space acquires a
mysterious, dreamlike quality that vaguely references
horror flms, Without explicatien a hooming sound
suddenly echoes from a corner outside the film-frame.
A few seconds later, closer now, it booms again, This
process is repeated with the stack of plates wobbling
more sach fime and threatening collapse. As the
sound advances, a shadowy figure enters the frame
and is seen jumping up and down at regular intervals.
With the source of the noise now revealed, fear diss-
ipates but anticipation remains, for the task at hand
has become clear. When the stack finaliy topples,
viewers experience a discernable sense of relief.
Unlike the scuiptures, there is no violence or danger
in viewers' experience of this film, only the theater of
anticipation. In film Goldstein found a tool for exiract-
ing this theatrical quality and manipulating it as a
pictoriat value that images could convey directly, sep-
arated from the material constraints of his sculptures.

For Goldstein the medium of an artwork was simply
a tool for constructing distance between images and
viewers." In this regard, the sculpiural towers exhib-
ited at Pomona mark the beginnings of an effort

to contrel and specifically manipulate this distance
for the purpeses of his more pictorial concerns.
Ultimatety, the Pomona sculptures were designed to
confront viewers with a sense of danger and thereby
engage them in a manner similar to the suspense

of a theatrical drama. Like theater, Goldstein's sculpt-
ures were capable of sustaining the presence of
danger over an artificially extended period of time.
In other words, by suspending movement and keeping
it on hold, the sculptures specifically increased

the temporal, as opposed to spatial, distance between
viewers and the transmission of events, The films on
the other hand reversed this formuia; they increased
the spatial distance by occupying a separate, inac-
cessible space. Accordingly, the films followed

the simpie formula of television, which is a one-way
fransmission. As Brian Massumi once observed
about a soccer game, “Through the TV audience the
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play folds out of its own event space and into another.

The televised game enters the home as a domestic
player."? Home viewers, however, cannot affect the
events broadcast through their television, Goldstein's
recognition of this basic condition of media trans-
mission was apparent as early as 1972, when he
literally recreated his sculptural towers in the form
of a stack of plates and enacted the drama that

the galiery space had only allowed him to present as
a threatening potential.’

Occurring cne semester info his graduate studies at
Calitornia Institate of the Arts (CalArts), Goldsiein's
first solo exhibition 2t Pomona College marked a
significant turning point in the development of his
artwork and career. In Winer, the young, new curator
at Pomona College, Goldstein found an intellectual
partner who would facilitate the development of his
career. Together the twe hosted dinners, organized
exhibitions, and heiped sirengthen a growing sense
of community among a younger group of artists who
saw themselves as distinctly separate from the more
established “Venice Beach™ crowd.,

“We were Downtown Boys,” Kosaka proudly recalled.*  had generated it.

Friends for life, Goldstein met Kosaka at Chouinard,
where they worked as janitors under the supervision
of another undergrad~Al Ruppersberg. According
to Kosaka, Ruppersberg's obsession with collecting
Americana greatly inspired Goldstein’s use of imag-
ery; in fact, when Kosaka first saw Goldstein's films
from the mid-seventies {Whife Dove, Bone China,
etc.), he thought Ruppersherg had made them,'s

By alt accounts, Kesaka also had a major impact
on Goldstein, exposing him fo ideas of duration,
Japanese assthetics, and the traditions of Noh thea-
iar, Kosaka specifically recalls explaining to
Goldstein how Yves Klein's work was influenced by
his study of judo, which entails throwing bodies

on mats that momentarily retain visible imprints. This
insight informed Goldstein's 1971 performance A
Flight of Steps, staged on Pomona College's campus.
Goldstein directed his coliaborator (Kosaka) to
climb the stairs and leave a footprint on each step,
including one atop Goldstein's white-clad body,
lying prostrate across one step. According to
Goldstein, the foolprint became an image that left
the residue of a presence.® However, much more
than defining representation as an indexical imprint,
Goldstein was investigating how images function as
forces that fransmit energy from one body fo another.

Goldstein's understanding of the ima,
mission of energy becomes particy
what was no doubt his most dangarcoys work ol
his untitied “burial” piece (1971), stagsd On't:a’“.ﬁ_'y:__
CalArts campus. For this work, Goldstein w: )
interred in a box with a red light installed abo\,:
ground that was supposed to pulsats in tandem y; '
Goldstein's heartheat throughout the night, In acmlgh )
ality, Goldstein was dug up not long afer the -
performance started. According to Michae
who built the gadget that was supposed tgo COnvert
Goldstein’s heartbeat into the pulsating light, the mech
anios didn't quite work. Too many other bodily .
sounds inferfered with isolating Geldstein's hearibea.t
Brewster explained, "We seitled on some EKG skin I
sensors running through an amplifier...[but] Jack wag
hyper-nervous and squirmed around a lot, loosening
the sensors.™ Same critics have interpret-gd the put
ating red light frem this performance as symbolic :
representation of Goldstein's life, but from » strictly
mechanical perspective it was a transmission that -
was specifically designed o translate a beating sound
into a pulsing visual image that appearad in a new
context, transformed and detached from the body that

8 as a tray
arly evident j,

t Brewster, E
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Prior to his "burial” piece, Goldstein had createda
series of nine performances that along with his films
specifically developed this notion of the image asa
transmission, Following in the task-based approack !
establishad by Happenings, Goldstein's performans-
es operated within specific parameters, such as
extinguishing a row of it candles ny running back and
forth. In a related, more harrowing performance, .
A Street af Night (1972) Goldstein ran back and forth
across a busy street at night. Dressed in a white
T-shirt, his visibility was determined by the lights of
passing automobiles, an effect that seemed to
articulate his presence as if it were an image. As
happened with the Pomona sculptures, the audience’s .-
encounter with this “image" was fraught with apprehen- ..
sion, a combination of desire and dread that '
recognized the potentially dangerous consequences.
of this event.® Yet, unlike what happened with the
sculptures, this “image” was not suspended on hoi_.
“The action itself takes precedence over the bGdY:";
Gioldstein explained, “locating intervals or spaces ;
within the stream of traffic through which it develd
its own internal aimost mechanical chythm.” Thus;
where the sculptures relied upon a towering accum
lation of components ta create apprehension, the
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performances engaged a temporal composition
based on repetition, which conjcined apprehension
with expectation (a combination that informed his
later use of the film-loop format).

Central to Goldstein's use of repetitive actions is ifs
effect on the fragmenting image, which does not
disappear as much as it transforms, A Glass of Milk
(1972) offers an early example of this insight. The
onening scens depicts a full glass set atop a folding
card table. A fist comes down on the corner, shatter-
ing the still silence of the image. The pounding
itself is not loud but it reverberates oh the soundtrack,
enhancing the sense of its force. Repeated regularly,
the pounding fist eventually causes the milk to splatier
across the artificial woad-grain laminate of the
tabletop. As Goldstein noted about his performance
in traffic, the repetitive force of the pounding fist cre-
ates a temporal rhythm that enters viewers' bodies
like the backbeat of a familiar tune, causing viewers
to anticipate its hext impact on the table. In fact,
Goldstein strategically centrolled the duration of his
films such that when they conciuded, viewers were
*left with this thing in [their} head[s] afterwards.">

Significantly, the milk spilt on the tabletop creates a
white pattern, effectively another image that not only
references abstract expressicnist painting but also

causes the image of the faux wood-grain o recede

and seemingly disappear intc what now appears as

a black background, Despite this visual effect,
Geoldstein was acutsly aware that images are never
composed of concrefe materials—be it mitk, wood,
or pain; rather images are a form of light and energy
moving through matier—the matter of wooden
sculpfures, ceramic plates, and even viewers' bodies.®
Inherent to Goldstein’s work is an understanding '
that visual represeniations convey more than subject
matier or signification; they also transmit energy,
which like music adds temporal gualities to the other
subject matter being conveyed. His sculptures
provided a first glimpse of his effor{ fo investigate
how this “virtval,” more theatrical register of the
image cperates; his films and later audio recordings
develop this investigation much further,




GLENN PHILLIPS How did you first come to
" Los Angeles?

HIROKAZU KOSAKA | came in 1066 to go o
Chouinard Art Institute, My parents insisted that |
receive an American education. When | came fo the
United States, | brought fear; there was a language
prablem, a cultural difference. During the occupation
in Japan in the 10408 and 'sos, | met American
sotdiers. Seeing Americar soldiers with rifles coming
into the house with their boots on was very scary. i
came from Kycto, the ancient capital of Japan. You
see thousand-yeat-old homes there, ahd merchants
that go back hundreds of years.

| never knew the word “art.” In Japan, it's calied
craftsmen or artisans. The Chinese ideogram is three
symbgcls: ear, sound, and ladder, to support it. We
have to hear i, the sound of the crafis, That's how

| grew up: | thought brush-makers were artists.
Paint-makers were artisis. We didn' have museums,
The museums were Buddhist temples, and the walls
were screens that were painted five or six hundred
years ago. Japanese gardeners were arfisis. | thought,
coming to Chouinard Art Institute, that | would be
learning something in that fine of craftsmen. But
Chouinard was very different,

GP What were the other students like?

HK The first year, ! met many noh-Americans:
people from Mexico, people from Europe, one of
two Japanese. The students wera very diverse.

| always thought Americans were six feat tall, blue
eyes. | was surprised, It was nothing like what |
imagined. Most of my teachers were draftsmen in
the lineage of Rico Lebrun. The first year was figure
drawing for eight hours a day. | think there were
thirty students in the class. We drew with charcoal.
That's aill we did that first year.

GP And then you studied painting after that?
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asked me to sit around on the patio, taliing ap,.
these paintings. He was also very fascinatge: ou
with experimental art. The name Gutal came yr
And i said, Jules, | know these guys, P

GP Soyou had knewn some of the Gulal artigts ]
Japan. s

HK Yes, | knew some of them as a teenager, Tﬁe"
was a publication that came out around 1953_57r.
which | had. My high school teacher was very ex.
mental, and he was showing these PhOtOgraphsp
| had coflected a ot of photographs of that pering

GP And what did you think of that work? Did yay
think of it as performance, or photography, or wé
just another approach to art making? :

HK ! think when | came to Chouinard, Alfan Kapr
book on Happenings had already been printed,
There were Gutai photographs in that book. That w
very surprising, The waord "Happening” was a kind
of fashion for that period, not so much the word
“performance.” | don't think Gutai group called the
happenings or petformances. The word Gutal mea
concrete forms. That's what's Mr. [Jire] Yoshihara,
the leader of the group, was conceniraling on, H
painted circles all his life. The circle connotes Zen
enss, meaning emply. | think that's the werd Gut
was trying to say something about, this Buddhist
nation of smptiness. 1 don't think Atlan Kaprow knew
that. ¢ talked ic him a couple of times abaut that, an
he just said, "1 don’t understand.” But John Cag
was profoundly moved by ensé. He did a lot of piecs
about that.

{ think my potential for making art was just seated
in certain periods. | did well at drafting, and } did
weil in painting, but | think there was a fimitation. The
Gutai artists really influenced my work after my
junior year. | started to see pictures of Joseph
Beuys's work in Art International magazine, and Isaw
Conceptual art, like Douglas Huebler, | saw pictures
of earth art—]Robert] Smithson, [Dennis]
eopig__'!_iml_gle that, But whet i@\became En
brought back the Gutal grov- :
Akami going thrc.auéj paper,
the mud, looking for higart '

me, hcame froma very traditional

nd therﬁé' s a conlict. | think the
o Vietnam War. | was sesiog the
‘i the images of hodies
also went back to Rico Lebruns i

15 Tiferno from the early sixties:
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He was an artist in the army, and he went to death
camps and drew all these incredible badies. | also
knew the photographs of Hiroshima and Nagasaki,
Byt the first image that really blinded me was the
Vietnamese monk who burnad himself. I think it was
in Saigen, and he just poured gasoline over hirmself
and burned imself, He was so stationary. It was like
meditation in a way, in this posture, and then he just
collapsed, And 1 ihought: t could do it. | wanted to do
it. But..i couldn't do it.

But | wanted to do something. The word "perception”
comes back. When Avalanche magazine came oul,

i think if melied into my mind a kind of a perception.
The Primacy of Perception by [Maurice] Merleau-
Ponty. That book was very popular. And [Claude]
Lévi-Strauss. Jack [Goldstein] and | were hitting the
bookshops constantly, trying to catch up.

6P How did you meet Jack Goldstein?

HK | met him at Chouinard, probably around 1967.
We became good friends. He had a studio with
Jim Morphesis, and | used to go to his space. Senior
year, he maved into Ron Cooper's studio, and he
asked me if | would share, It was $100 per month for
ten thousand square feet. We shared it 50/50. We
thought maybe we could do some kind of a business,
so we created GK Frames (G = Goldstein, K =
Kosaka). 1t was a big fashion in that period to have
a Plexiglas frame—ciean and minimal—so we were
doing a lot of Plexigias.

In our studio, Avalanche, Artforum, you name it, the
current issues were always on the coffes table, and
we had intense conversations, Jack was just intense.
it's forty years ago, but stili, | live that moment. it's
really semtimental, good old days.



| don't know where Jack met Helene Winer. Jack

was kind of a romantic guy. One day, he said he mat
a very smart woman. Helene saw my work through
Jack, and coming to our studic. She wanted to curaie
something, so she called Wolfgang Stoerchie, Chris
Burden, and me, and said, "Let's do a performance
svery week for three weeks in March 1g72.” The first
piece | did with an audience was for Pomona.

GP Oh, that was the first one?

HK | think it was.

GP Before we talk about that piece, maybe you
should describe some of your earlier performances,
ones that didn't have an audience.

HEK Let's look in this book. [Opens a book of his
artworks.] This piece was much sarlier. | was in

a forest.

GP This piece is called Pineapple Juice?

HK lt'sintg70. | gotacan of pineapple juice
and poured it all over my body, and then | became
an entomologist. [Laughs.] This was one of the
first pieces.

The second one was this electric blanket with feath-
ers on it. This was not so much a performance, but
more an instafiation piece. It's almost similar 1o Adlen
Ruppersberg's work, He would install something,
take photographs, and that is the piece. But why an
electric blanket? Electric blankets had bsen realty
important in my lifa. When | came to the United
States, the apartment person gave me &t glactric
blanket, and he said, “Put this on." | didn't know wi.wat
it was, but | was fascinated. We had never seen s
in Japan. We had huge cofton blanksts over us., | was
just amazed by the electric bianket, i was 50 warm!
t had a dream the first night, with this incradible fioal-
ing sensation. Ever since then, P've had this notion of
America being an electric blanket.




GP What about this piece, Stags {1970)? You set up
ali these objects on a stage, and you're manipulating
them for the sound?

HK Yes. Firecrackers, an air pump, rolling marbles
or the ground, This is also a walking place. People
will walk different textures, When you approach

a Japanese garden, the architecture will provide you
with different textures for your feet or aven the
surroundings. lt's about axial orientation. Wolfgang
Stoerchle was also interested in this. 1 told him
aboui textural kinds of perceptions—not just in
looking, but how we approach different places. We
tatked for maybe three or four days about this.

He was warking with plaster of Paris. He would drop
plaster slabs on the steps of University of California,
Santa Barbara. He said he approached the steps with
this same kind of premise.

GP Condition (1970} shows an image of your feet?

HK This is a film. The feet go up and down, as if
levitating. This is a forty-five-minute piece, just
levitating back and forth.

GP Wolfgang also made levitating pieces.

HK With the mirrar, going back and forth. Levitation
and astral projection was a fashion of the period.
That word "projection” came up many times. | didn't
know the word. | looked in the dictionary, what is a
projection? What does that mean? “Astral projection,”
what is that? Then the words became familiar to me
in both languages, Japanese and English.

GP What about Music Box (1971)7 You're crouched
inside a tunnel.

HK When [ was fourteen, {went to Spain o learn

flamenco guitar. | knew flamenco music, Persian-

Indian music, Moorish music, and Japanese Gagaku,
the tradifional court music. So | created a kind

of Bilk Road music, and there was a guy who built
the music boxes for me, five of them. | would go to
different places to play the boxes. There was a mile-
lang tunnel in downtown [Los Angeles]. |t was owned
by the Department of Water and Power. It was
gated, but | asked them if { could do something, and
they said okay. There was no audience, except for
the guy who opened the turmel. t had a triped, and 1
took this photograph.

GP Let’s talk about your performance at Pomona.
Why don't you describe the performance?

HE { went back fo the electric blanket, | wanted to

do a prejection plece, to astral project my body. | had
the electric blanket on really hot. | was under the
hlanket, and on top of that | had a couple hundred
pounds of dirt over me. When the audience came

in, they saw me lying on the floor. | was trying to proj-
ect my body to someplace else. About forty minutes
later, | got out of the dirt and the blanket, and [ fay
down in another location. An assistant, | think a stud-
ent, used a big industrial sifter to sift that same dirt
over my body. | faid there for ancther fen minutes or
so. Then | got up, and ! had projected myself to a
different place. t had a line of my body to a different
space. That was the piece. About a week later,
Walfgang cafled me. He said, "We've goita talk. | want
to know what you did there.” it was just prior fo his per-
formance [at Pomonal. He said he saw a photograph




of the atomic bomb in Hiroshima. Someone was
standingina bank, and the atomic bomb blasted,
and the shadow was there, burned onto the wall.
He said it reminded him of that. { said, “Yes.” He said
in Germany, there was a guy who jumped from

a thirty-story building onfo the cerent, and it just
fiattened him. The image of his body was still on
the concrete asphalt. He said, "That was a very
powerfu thing that you did,” sort of congratuiating
me. | think that conversation made me really happy.

| think Helene really gambled, in a way, to do some-
thing like that in a traditional university. | remernber
talking to Jack, “Is she going to get fired doing this
kind of stuff?" If it were an art school like CalArts
that would be okay, but Pomona? Jack and | talked
about it, and he said, "Oh, | think it's okay." Chris's
piece and my piece were kind of conservative, but
| think Wolfgang’s piece—pissing in the gallery—
upset a lot of people.

GP Five Hour Run (1972) was another powerful work.

HK This was at a gallery called Mori's Form. This
was the first opening at the gallery, My friend Kikuo
Mori was the owner of the gallery, and he told me
that Mr. Shimamato Shozo from the Gutai group was
coming to do a performance. He said, “| want you
i do something fo purify the space.” So | laid down
lines of string. | nailed down the lines, and | ran for
five hours in the gallery, ! had water, and | was run-
ning, running, running. Five hours came, and t went
home. | was exhausted. Then the audience came.

In fact, Jack and Helene came by. The only thing
they saw was a string. "Where's the art?” The gallery
director told them: "You're breathing it.”

GP And that was the inaugural show at Mori’s Form?

HK The next week, Shimamato Shozo came. Many
Gutai people came. We did what was probably the
first Southern California exhibition of Gutai photo-
graphs. | stifi have them. [Pulls out photographs.]
This was the exhibition.

GP When was this?

HK This was 1972, These are the ariginal photo-
graphs. Not too many psople have these
photographs, even the Gutai members. Many of
thess are different views than what you see in books.
GP

These are amazing.

HK It's shocking, that these guys were doing these
things in 1956.

GP H's 50 early.

HK And for me it's amazing because Osaka wag
devastated in the war, { can’t believe these BUYS were :
making art, and their wives were working, Thege :
kinds of solutions, around Gutal, it changsd Y entire Y
life about how | looked at art. That's Mr. Jdiro
Yoshihara; he did the circle. These are pieces at the
Expo in 1970, the Osaka Expo. They did a huge
performance of Gutai members. Many of the phatg.
graphs are black-and-white. 1 asked them, what color
was this? It was red!!! All kinds of colors. | cany '
imagine. For a twenty-year old kid looking at this
stuff—. | thought: I'd better not paint any more -
decoration art, you know? They really taught me hoy
to see different things, not just art. Espesially Mr,
Murakami. In 1973, | went back to Japan, and |
stayed with him. His mother and wife were stilt living,
and thay took me in as their son.

Mr. Murakami was part of a gallery in Kyoto, in an
old neighborhood. “Hire,” he said, " want you 1o do
something.” | was feeling so bad about the Vistnam
War. My girliriend left me alone, and | was feefing
very bad. | said "Okay.” And Kikuo Mori had moved -
back to Japan from Los Angeles, and he asked meto
do something, too. In twe weeks, | went to the space,
t had white paper on the fioor, and one chair, | came .
in and a hundred people were in the audience sitting
on the floor. | took 2 guitar, | embedded a razer blade -
into my index finger, and | played almost forty-five :
minutes of flamenco music. | was so excited, the blood i+
just kept pouring. The entire floor was bleod. Butthe -
fiery flamence music excited everyona, foo, After that,
1 just walked away. 1 fack a train to Kobe, and then
from Kobe § fock a ferry to Shikoku lsland. | wentte -
the femple, and the next day, two priests and myself
began walking around the perimeter of the island.

The gypsies play this incredible music influenced by -
the Moarish and nomadic peeple from Punjab, ladia,
They came all the way fo Andalusia, Spain, around -
the fifteenth century. They brought many things. So,
| was doing something like that. | was a EyDsy:
nomadic. | traveled for three months around the perl
meter of the island, a thousand-mile walk, When|
came back, there was no such thing as art any mare.
I became a fully ordained Buddhist prisst after that..
{ learned something that was totally different from

art; o kill the self was the idea. And | lost it; | fos! the.
egoism of making something.
GP How did you reconcile body art and Conceptual
art with your studies to become a priest? '

HX It was a poiar opposition for me: there’s the
egotism of making art and aspiring ta become

famous, and the opposite is non-ego. That was reall
2 conflict at the beginning, but | pursued a for™ of




meditation called standing meditation, which in-

- cludes Zen archery, The notion of hitting the perfect
shot is the action without intervening thought. No
thinking; just de it, forget it. That was very important.
fn my study of Buddhism, the teachers who taught
me the old script, incredibly, | think they knew where
| came from. Some of them asked me what | did.
And they would take that piece, Five Hour Run, for
example, and put that into an historica context, and
immediately | said, “God, these guys were doing this
in the fifteenth cenfury in a rock garden, or even a
circle painting.” They were doing exactly what | was
doing. So | was sort of awakened to a certain level
of human nature. Archery had a ot to do with that. it's
an instrument, a vehicle that awakened me. It’s not
about hitting the target, it's about letting go of
your ego, of not hitting the target. That kind of teach-
ing really defined what | am rather than who | was ir
the past tense.

At the temple, | was one of the monks who attended
a huge gong outside. It weighed a couple of tons.

| would hit it when it was six o'clock. And it echoes,
Immediately, i is disappearing. And | thought fo
myself, everything is impermanent. That's what # sig-
nifies, that gong. That was my job; every day at 8 p.m.
| hit that gong fifteen times to feel the impermanence
of all things. | read The Tale of Heike, a twslfth-century
novel, and the first line is about hitting the gong, and
the impermanence of ali things. And then, after three
years in the monastery, the head priest said, "Time
to get out of here.” And so | left,

GP When did you come back to Los Angeles?

HK In 1977, when the headquarters of this particular
denemination was fooking for a minister in Los
Angeles. But during that time | was aiso going back
and forth to Boston, New York, taking classes with
senior ministers, My study was in esoteric Buddhism,
mandala, and Sanskrit, Finally, | ended up in the
Harvard-Yenching library, and assisting the curator

at the Museurn of Fine Arts, Boston, on an exhibition
of Japanese Buddhist treasures, So | lived in Boston
for a while, from 1g80~82. At that time, l.os Angeles
was already creating the Japanese American Cultural
& Community Center (JACCC), where | am now
artistic director, The curator there asked if { could heip,
so | came back and they hired me as a preparator.

| liked it. It was physical and not too academic.

Then, in 1983, Julie Lazar from MOCA [The Museum
of Contemporary Art, Los Angeles] asked me if

| would like te do & new performance as part of the
Exploration series, It was going to be in the theater
at JACCC, and all these young people were part of it,

1 was so out of it—performance art—but | nancha-
lantly said, “Okay, Fll do something.” ! did an archery
performance, The Contemplations on the Asymmetry
of a Bow. Chris Burden came o see the performance,
and Barbara Smith, Mike Keiley, Paul McCarthy, those
guys. That brought kind of an inertia to me. 1 thought
I should do something more creative. So from
academics, | started ic do grandiose performance.
Then | started to bring the Buddhist congregation
into the performance. Not just performance art, but
smail gatherings of Buddhist music and things like that.

it intermingles, but it's independent of each other, my
personal life. The monastic versus Chouinard Art
Instituie—it's very similar, but bi-pelar oppositions.
i£ it weren’t for Choulnard Art institute, | would never
have been awakened inio certain levels of Buddhist
teachings.

I'm very lucky. | had great teachers to show me the
path, Bui | think that path~1 don't know if it's bad
or good. To find the answer—that was never in monas-
tic life. Once you question, you have to have an
answer, and that answer affirms your ego. [f's an
appetite, a dessert, the idea that the answer is going
{o be affirmed. So, | had to lef that go. | asked: What
is art, who is this, who is that? That, too, | think | et
it go. That was one of the teachings. It was very hard
to let it go. Even today—can | let go my bow and
arrow? No, | can't, {Paints to the Guiai photographs.]
Can | 1et go of all this stuff? Ne, t can’t. But I've

seen people let go and, | don't know. Jack let himself
go in certain ways. I'm kind of envious. There was a
period of my life when 1 wanted to imitate the
Vietramese monk who burned himself. How can i do
that? To be se still but so angry. God, it was an
incredible meditation; just an inferno, you know?

| don't think | could do i,

So in the meantime, 've been doing like Bruce
Nauman said, “l do my art because it kills my time.”

| think about my kids, I've got to get these guys in
college! I'm artistic director at JACC. Thatis a
full-time job. | own my Japanese archery club, which -
is very heavy, It started in 1518, and | have to keep it
going. | have little jobs to do, and it's hard work. My
soctal boundaries sl finger, you know?

So i car't think about the monk whe burned himself.
Ouscasionally, | think, wow, it woutd be nice. But
the maintenance of all this work | have to do, it keeps
me busy.




MARIE B. SHURKUS Your work really seems to
stand out in the context of the late sixties. Who were

some of your influences?

WILLIAM LEAVITT Ed Kienholz was a really strong
influence because his tableaux wers narrative and
natrative was something | was very sympathetic to.
Also Ed Ruscha. He did 2 show at Ferus Gallery

in 1065 that was important for me, but | haven'{ seen
any of those paintings since. They depicted birds,
penciis, and fish; and i | rernember correctly, the bird
was a Baltimore oriole. He used those three ele-

background. And these painﬁngs were in line with

much of those paintings later, but they did have an
influence on me in terms of their presentation of the

MS A simitar sensibility seems to be operating in
your piece Randem Selections from 1969.

wL Yes, | used three-by-five-inch cards that had

twenty different items such as smoke, wire, photo,
cage, fish, and sand, They were just banal things

| used that technigue later on to generate matarial
for scripts.

MS In1g6g, you also collaborated with Bas Jan
Ader, right?

wL | met Bas at Claremont Graduate School in

College was called A Hillside Waork (:g6g). t was

the hill, Al these flares wers |
. LA el
& T bbiton, cloeti

William Leavitt’s home, Los Angeles,
Califernia, January 21, 2010

ments in different arrangements as figures on 2 black

my interest in the absurd. Ruscha didn' reaity make

image as joon without its usual connection to meaning.

pictorial elements on them. { {hink there were maybe .

from the world. | shuffled the cards and dealt three,
then made a litile drawing of the set, and then took

a photograph of the actual objects in the combinations
given by the cards. | think | only made three or four
different photos of the various combinations, though

1965, where we were hoth students. Later we worked
together on a publication and some outdoor installa-
tion performances; one we did at Immaculate Heart

a waterfall of highway flares, laid out with one at the
top, two, three..untii i spread out at the bottom of
it sequentially from the
- N
se of mt;vemegnt 7
withs,
]
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&
-
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WL Yes, | instailed three pieces at :
Forest Sound was composed of sev’i:gz;?i:c?l;
plastic frees set on a sand hillock. A yeiloy Sa
it the trees from below so you could see 1hep: ;
crete bases of the trees, There was also 5 t&p:n
recorder playing a looped recording of mockiy, b
which came from a speaker in the trees, The sge ;
instaliation, Garden Sound, was a clump of pias:
vegetation, a wocden box with microphons apg |
amplifier, and a speaker buried in the plants, A%;
circulated water in the box, so you heard the sousg
of running water coming from the plastic plants, '
piece had its own room. Wind Sound was in the
office area of the gallery. On one walt of the rog
was a tape playér with a looped recording of th :
wind going through a radio transmitter—built from
a fittle Radio Shack kit. On the other wall was ara
that received and broadcast the sound of the win
Actually, the wind sounded a iot like static, but :
you also heard a whishing sound. | was mostly inj
ested in the absurdist idea of broadeasting the sé
of wind over a radio ter feet away-—a wind envirg
ment in the office. | was interested in creating
something that was illusionistic in terms of moo
or story, o place, or situation,

MS That sense of ereating the illusion of a mood o
a place also seems to describe your approach o :
narrative. The last time we spoke about narrative
you mentioned an influence coming from soap

operas as well as from the author Atain Robbe-Girif

WL The banality of soap operas fits in with my -
interest in suburbia. | thought the style of soap
operas was marvelous in this absurd way. i wasn’
that | wanted to disparage it; | just wanied 1o hald
it there and think, What is this? | wanied to took &
not through a plot sequence, but through how itw
presented. it does seem kind of opposite o what
Robbe-Grillet was creating—this very reduced
description of a place, a situation, pared down to
a point where there was Just this repetition of the
language and a kind of blankness that he created;
sometimes with a layer of dread underneath, by
not giving you e kind of left youlo filla
: t}:; Shadesiot as terastéd ifihow

Y .

idgraent, and try not to-assl
&investjgatianL§ of the world, but Just:

Pard brac?(ef?it té;see if something else .




A Summer svening in the backyard and garden of a contemporary
nillaside home in Southern California, Thers is a swirtdng pool,
a flagstone patio, a redwood fence, some lawm, and the usual
tropieal landscaping of sucenlents, ferns, leafy plants and
Tlowering shrubs., The beguty of this setiing iz most ovident
at this time of day whem the conbination of lighted pool, soft
garden lights, black sky, and the lights of surrounding houses
gomes into play.

on this partioular evening a gmall socktall party iz being held

on the patio adjoining the house, The guegts sve g1l close friends
of the host and hostess. Their presence adds the slements of mobtion
and sound to this scensi the men standing near the edge of the
patio engaged in relaxed eonvorsition, while the women sit in a2
Joosa eircle of lawn chairs arranged on the Yawm, New the hostass

comps out through the sliding glass doors on to the patio to
anmownes that a 1ight buffel supper is vesdy inpide.




MS In interviews, Robbe-Grillet has tatked about
wanting fo creale a new structure for the novel that
doesn’t rely on plot. That seems fo resonate with
what you were doing. Critics have described your
work as creating scenes that only suggest narrative.
It's almost as if you were trying fo occupy the

gap between a story and its telling, Is that what you
mean when you referred o some of your works as
“Theater Ohjects”?

WL The Silk from 1975 was a kind of Theater Object.

It was a one-act play and had actors, speech, move-
ment, some kind of plot line. But # didr't have any of
the drama or metaphor that 2 play wouid have.

It went through the motions of a play, but it wasn't
really theater, | thought of it as a play separated from
the world of theater, cutside of the world of drama,
comedy and so forth, as a kind of element on its own.
I thought of it as a kind of object.

M Was it scripted?

WL Yes, scripted and directed. It wasn't random

at all. As | said, | was vary interested in soap operas
and how uncondensed scap operas are, because
scap operas take years for any plot point to really
develop. They are always in a state of suspenston;
nothing is ever realized. In The Silk, | condensed it
into thirty minutes and somethirig actualty changed.
But the situations that were presented felt like soap
opera sifuations.

MS So are Theater Objects a kind of performance
art?

WL {don’t think of it as performance art because it
was imitating theater. There are other established
styles of performance—cabaret, stand-up comedy-
all these things that got folded into performance art
in a raw form. So maybe | was doing something
similar, imitating theater in a kind of raw, unpolished
way, It was kind of parallel, but | wasn't interested

in acting out these things myself as a performer.

| was more interested in it as a distanced process
or event that | could do theatricaily.

MS By calling it an cbject, there's an implied
reference to sculpture.

Wi Well, § think that’s interesting, because gne thin
Hliked about live theater was that it was a kind o
moving 3-D. You had these very strong stulptura)
elemants that you could use spatially, | thought it Was
a kind of spatial sculpture. Some of these ideas |
picked up from Bill Skepard, who taught theater 5
Immaculate Heart College. He had studied wi
Jerzy Grotowski and brought some of these tech.
niques to Immaculate Heart's theater departmen;,
1 sat in an their warkshops and productions, sq | was
aware that there was another style of theater deygl.
oping, another point of view in terms of how one coyy
do a theater piece.

g

MS We kind of jumped ahead with the discussion gf
Theater Obiects. Getting back to 1989, Ger van £
and Al Ruppsrsberg were both included in the “Whep
Attitudes Become Form” exhibition [curated by
Harald Szeemann at Kunsthalle Bern].

WL Yas, for our group it was kind of a coup for
Al fo be in that show. Plus, the title of that show was
very leading, as it validated the explorations and
experiments we were engaged with here in Southern
Cal#ornia.

MS$ Do you feel like there was a different flaver
of Conceptual art going on in Los Angeles than in
New York?

WL Oh, definitely. When you think about Ruscha's
books—Royal Road Test (1967) or Every Building on
the Sunset Strip (1966)—thay had a very absurd
element, and they weren’t concerned with academic
language. I'm not sure the East Coast really was
either, but what was happening out there seemed
a little more minimal. [t seemed like the work here
brought in the real world mora, what was actually
going on in the city.

MS Did you consider yourself a Conceptual artist?
WL Na, | didn't think that was exactly what | was
doing. | read Conceptual art rather narrowly. When
| consider Conceptual artists fike Douglas Huebler,
Lawrence Weiner, and Rebert Barry, | think about :
how they usually used only language or photographs -
to create their works, | didn't fee! ke f was doing i
that. { felf that | was doing something mors material .
that | was using material to create a mood, of &
social situation. For me, Conceptual art was raal{y
a doorway indo narrative. | was inferested in creating
the situation that could result in a story. | wanied.
to lay the ground for a story, but not actually el it.
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MS In 1972, you, Bas, and Ger bad your show at
Pomona. You showed California Patic (1972), which
seems 1o capture that sense of narrative. How did
that piece come about?

WL |t's interesting when one gets asked how a
certain piece came about. When viewed from the
present, these things aimost seem to be autochtho-
nous, like they just sprung out of the ground, fully
armed, like the Titans. You don't even know where
they came from. | de know that | was fascinated by
suburbia, | had a catalog of swimraing pools that was
put out by a big swimming pool company in Los
Angeles, and it had these great shots of people’s
backyards with their pools. | would just study i, as

a kind of amateur sociologist. | was looking at ali the
different possibilities, and | was also interested in
what was generic, or reduced. | wanted to see what
{ could do in terms of not being particular, maybe
take from all of those backyards and present some-
thing that embodied all those middle-class patios.
So | think § wanted to recreate something of that back-
yard suburban feeling, which was California Patio.

MS Helene [Winer] described your work as creat-
ing a space in the gallery that was actually queting
another space, Did you want people to look at
Cualifornia Patio and recognize it as something that
was quoting suburban patios?

Wt Well, | don't think | thought of it as quoting.

| wanted it {o have that direct reference o suburbia,
but | also thought of it as an object in the gallery,
that from ane point of view, it could have a very iliusion-
istic reference. If you just looked af the curtain

and through the door, there would be something
quite iflusionistic about if. But, as a whole, it would
be somewhat awkward, and you would see that

ths whole thing was really just this clunky wall with
supports; it had a back, where it wasn't an illusion,

it was just material. | liked it that you saw all the seams
and the parts of it, what went into making the illusion.

MS Your approach of working from a Magazing g
catalogue and creating a general compesite of whay
you saw makes me think of Cindy Shermap'y werk
It seems like your approach is retated to what I
developed later in New York under the namg of the
Pictures Generation,

WL Yes, | think there’s a correspondence—mogg
with Cindy because she created her own scenes,
They were calted appropriated images, but they were
actually pictures that she created herself in refargnc
to the mavies or some other popular media source,

i didn't directly appropriate either. There wag 5 iof
made of John Baldessari and CalArts, and the whelg
idea that these images were lifted from existing

Y

publications. But that wasn’tsoimpertantto me, Some.

how | would arrive at the image, using those sources
in some way, but not by copying them directly. | thing
too much was made of rephotographing, It's reafly

just part of the tool kit, you know? Of course, theoret.

ically it deals with the idea of authorship, whichjs
interesting, but sometimes you want more from what's
being rephotographed. | think John Baldessari and
Cindy Sherman really supplied that; they put it info
their own realm, added their personal interpretations

of it, and twisted it enough so that it came alive again,

They kind of recreated it.
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MARIE B. SHURKUS Your work changed signifi- AR | spent alot of time driving all over Losg Angetes
cantly after you graduated from art school in 1667 and California in general, Being from the Midwegy,
this was a great place to explore. Jack Goldsteiy an
ALLEN RUPPERSBERG | came out of Chouinard as | would drive around town, look at things, ang say:
a painter with a minar interest in sculpture. But once “That looks like a Robert Morris, or that looks fike i

you come out of school, you have to start over other sculpture or sarthwork.”
again—or at least in those days you did. | had soma
savings bonds that my dad had put away for me, MS Were you specifically looking for tableayy? ‘g as

and so | had a year or so where { could just paintand  because a lot of the scenes have & dramatic emplineg
get started. Somewhere in that period, I wentio see  to them, as if something is about fo happen, 3
Frank Stella’s show at the Pasadena Art Museum.

{ocking at his Protractor series, | realized that he AR Well, | was locking for essences, kind of the
really knew what he was doing, and 1 didn't. So that's  essence of indescribable atmospherss, or whaleye
when | decided, | have io find my own language, you want to call it. So, it's not enly in the photo-

my own voice. And that's when | really started over,  graphs, but it's in the aguariums. It’s trying to capiure
something outside of art ebjects,
MS s that whan you started working on the aquari-
um piecas? MS In 1970, you published 24 Pieces, which focused
more on empty hotel rooms, but you would alter
AR The aguariums that you bought then were almost  them slightly. For example, in one of them, there's
minimalist objects, like a Larry Bel box. (See page a picture taken off the wall.
74) They had chrome sides, and tops with little lighis
in them. They were like 3-D canvases and a ready- AR There’s a trace of something taking placs, but
made ail at once. So they fit formally very well into it's only to indicate to the viewer that you can find
my transition toward making more sculptural work. traces like that anywhere. Anybody who walks into
But what went inside the chrome aquariums became  one of those places can find something like that.
& much more personat kind of beginning. The whole
idea of what an arfwork could be was up for grabs, MS In addition to location, there's often a clue tha
and that became my question, actually not just my suggests a narrative that's left incomplete.
question, but the question for my whole generation.
AR Yes, that really comes later, but # begins in thes
M5 Your work Al's Café from 196¢ really took that pieces. '
question and ran with it.

ms$ Ed Ruscha also made books about focations.
AR Well, it began with the aquariums. You can look
at the café as just a giant aquarium. And Al's Grand AR Certainly, but almest everybody was making
Hatal (1971) is an extension of the café. The caféisan  books at that time, because it was a way to make
extension of all the pleces that preceded it, begin- something that was not a museum piece of a gafle
ning with the aguariums. object. What | liked is that you could make someth

that could be distributed in a completely different;
wM ; Theyﬂgem like tableaux, three-dimensicnat way, and yet it was still art.

M$ “The Location Piece” was your first solo

at preoede it are tableaux. And those exhibition, at the Eugenia Butler Galigry in 1969-

When people ar:lved at the gallery—
™

tary. That

counter an empty gal

bd, but the point was that the
T "tO>1rave§-aga|n To go-torsg the, rea| work—the s;how :

Allen Ruppersberg’s studio, El Segundo,
Caolifornia, February 16, 2010




he: Whera's al?

she: I don't know. Nobody's up yeb.

. ~whc;,-e's AL7

shet It's nice everybody could meke it.

h&: Except AL,

she: Yeah, where iz he?

he: I don't know. He sald he woulid call.

she: You rnever heard from him?

he: Nope.
“ten a clug _t?:?.!
plete.

her  Where's ALY

sher  Who knows,

fer I thought he was coming with you?

shet That was three weeks sge., I haven't
gean him gince,

he:  Huh,

sher Wes AL in towm when you left?
he: Hes anybody seen Al letely?

he: MNo, I think he went to Texas. o

he: Rok pe.

shat  Yesh.
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M8 Did you see Al’s Café as having a relationship
with Allan Kaprow's Happenings?

AR Absolutely, Happenings, combines, surrealism,
dada, hippie cuiture, civil rights culture, drug culture,
rock 'n’ roll music, art, history~it was all mixed

up at that time, which was a good thing, W's part of
Southern California art history, Qut here you have
the history of George Herms, Wallace Barman, Ed
Kienholz, and many others of all stripes. Assemblage
seems in general very much an indigenous

Los Angeles form. That’s how it resonated for me.

MS Two years later you opened Af's Grand Hotel,
which tock the café one step further,

AR Well, it was just a bigger experience in many
ways. It was located in a part of L.os Angeles
where there were lots of motels at ¢he time, so it
fit in to its surrcundings more than the café. But,
you know, when you ask somebady to spend the
night somewhere, that's very different from inviting
them for a cup of coffse. So, it's different at that
level of experience.

MS The cataiogue for Al's Grand Hotel is a kind of
brochure.

AR It's & brochure because | thought | could sell
some of the stuff and make some money, but | didn't.
A lot was tossed out; but there are some objects
that still exist, like the neon sign. Scme of the objects
got bought; they're out there, somewhere.

MS One of the things fhat comeg thro
café, as well as the hotel, is 2 focus o
exchange as a kind of discourge,

Ugh wiy
n ecanof

AR Yes, I'm offering something as an afiWorkg
costs the same as its equivalent in the e we)
an art object with 2 high price tag, I's the sa !
the books later on. The books were Pdeuaeg?
order to sell somothing at a normal price and.
them in a normal enavironment, fike 5 bookstor

M8 Cetting back to 1969, you were in the (};

Month" exhibit that Seth Siegelaut organized,

you were also in the “When Atfiludes Becgme
exhibition [curated by Harald Szeemann], whi

must have been a big deal for youy, being anly |
five at the time. :
AR Well, it didn't have the historical sighificar
it does now. | mean, everybody certainly recoé
that it was an importast show, but its importa
also grew, 1 you look at the “When Attitudes
Form” catalogue, it's a big tent, There are ak
paople in there undernaath the same umbrel
& few years later would never be under the sa)
umbrelia, [t was a very brief moment in time,

MS Let's talk about your exhibition at Pomonai
It opened on Halloween in 1972. Several plece
reference fo magic; how did you get interested

Lot s



s an artwork g
1 the real world

AR {don't know. | first got interested in Harry
Houdini as a person, as a performer, and as an artist.
That led to an interest in magic, and then to friend-
ships with other people who were interested ia that.
So it was a subject for a while, yes.

MS This is evident in your work The Disappearing
Chinese Theatre (1972), where Grauman’s Chinese
Theatre disappears and then seems to reappear as
a picture of the Paris Arc de Triomphe. ’

AR It's a fake magic trick. | mean, it’s a magic trick
where you see the wires, [ The work] roo MFPH (s972),
also shown at Pomona, uses special effects, tabletop
photography and that kind of stuff.

M$ So, representation as magic. One of your most
famous works, Where's Aa'?_ (3972), was also featured.
[Bid you make that for the Pomona exhibition?

AR No, i was made for the occasion of my friend

Terry Allen’s tenth wedding anniversary. Terry

and his wife, Jo Harvey, decided that Pismo Beach
would be a great place for everybody o come and

hang out for the weekend. It was cheap, and we took
over the hotel. It was like an extension of Afl's Grand

Hotel. | installed the work with pushpins at Pomona,
s0 all of the cards with text and the images could

be con-stantly rearranged. There was no set way

to look at if, and it was never meant to be put up the
same way twice.

MS Did that happen?

AR Neo, peopie are afraid to fouch things, but the
idea was that’s what could happen to it. Of course,
it doesn't get fouched any more.

MS Another piece in the show was a refurn to
painting called Greetings from California (1971).

AR Oh, that painting was there too! | forgot, | knew
the book Greetings from LA was there because |
mads it just around the time of the show. Well, the
painiing was made the same year, but earlier, |
remember having the beok come out. It's connected
to the Hollywood novel, a genre unto itself, sc it's
my kind of concrete version of living in Los Angeles.
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