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~ Place Matters:
Los Angeles Sculpture Today

Recent years have produced a burgeoning sculpture scene in Los Angeles, where abundant studio
space, high-profile art schools and do-it-yourself confidence provide a uniquely congenial mar.
Here two Paris-based sculptors interview 19 of their Southern California counterparts.

BY ANNE ROCHETTE AND WADE SAUNDERS

Last fall, we were reminded of this on seeing a group show of good work

by younger sculptors In a Paris gallery. Four of them came from Los
Angeles, two from London and none from New York. The geographic distribu-
tion seemed inverted—New York has ruled over contemporary art since the
40, while L.A. has often been marginal. In the months afterwards, we kept
coming across articles, catalogues and books documenting recent three-
dimensional work from LA

As working seulptors, we wondered what eircumstances had helped trans-
form L.A. into & seulptors’ town, There, younger sculptors make scalpture,
while peers in New York and Burope often treat seulpture-making as part of
a broader practice, which can involve photography, video, film and perfor-
manee, While it's significant that LA, offers warmer winters, more available
space, lower rents and easier aceess to materials and fabrication than New
York does, what other factors are at play?

Speaking with LA, sculptors was the obvious way to gel answers, and
we asked artists, erities and curators for names,! Our list soon had more
seulptors than we could meet during our planned visit, so we shortened
it by exeluding many (but not all) artists who have previously figured in
these pages. We further limited our field by focnsing on currently visible
artists between the ages of 30 and 60; ultimately, we had to make subjective
chiolees.?

We interviewed 25 sculptors in LA. in February 2006, With every artist, we
started by asking a series of questions, which often included: When and why
had they come to LA.? Where had they studied? Why had they stayed in LAY
How had their eareer started? Does the city affect their work? What were the
economics of making art in L.A.T Would they talk to us ahoul recent work?
Each comversation followed its own course, Their optimism was so catehing
that we wondered whether our children would miss us if we prolonged our
stay indefinitely. *

Aﬂ aworkd tides answer to elusive gravities and are hard to anticipate,

N
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We told the artists that, to avoid repetition, we would take out our part
of the conversations when transcribing the interviews, and that their texts
would be eut in length and edited for readability and narrative flow. We
emphasized that our larger subject was how Los Angeles had come to be so
hospitable to sculptors, and said that we weren't focusing on individual stu-
dio practices, We promised all the artists the chance to check a final copy of
iheir interview and warned many that they might nol appear in the article. In
the end, six were lefl out for reasons of space.

The artists were generally gracious and professional about checking their
texts, and this article is better and more accurate for their care, Almost all
understood the constraints and complexities Inherent in our reproducing
but one side of a conversation, accepted our somewhat sociological bent and
respected the looming deadline,

Humor, wild energies and disrespect for esthetic codes run through much
of the best LA art. Artists there have had few historieal and critical super-
egns to answer to, A number of art critics write from Southern California, but
a successton of art magazines based in LA, have decamped or folded. Local
artists often have had the freedom of developing outside the Bast Coast’s ken,

Five of the most influential American artists born after 1940 and involved
with seulpture came of artistic age in greater LA, and four are still based
there, Bruce Nauman lived in Pasadena from 1969 to 1979; Paul MeCarthy,
Chris Burden, Charles Ray and Mike Kelley were all working, exhibiting and
teaching in LA, by the mid-'80s, They helped art in Los Angeles develop as it
did, opening territories, giving permission and influencing younger artists in
ways [ew New York sculptors their age have done. Ray and Burden, in particu-
lar, have shown seulpture to be both a necessary and sufficient medium.

A resounding difference between East and West Coast artists appears in
their attitudes toward teaching. Few well-known New York artists, past or
present, have held full-time faculty positions for long periods. Painters and
sculptors from the Yale University Sehool of Art helped shape late "60s and




early 'T04 New York art. But no other American graduate arl program outside
of Southern California has been steadily noteworthy, in part because none
has kept &n exceptional faculty for a sustained period.

In LA, almost all the important artists nnder 70 vears old have taugh
regularly, both for the income and to be part of & community, California
Institute of the Arts in Valencia was the seminal *70s American school,
though it fell on pedagogical hard times in the mid-"S80s. Beginning in the
late "Sis, Art Center College of Design in Pasadena and the University of Cal-
ifornia, Los Angeles, developed strong programs. In the '00s, UCLA counted
the best-known group of artists teaching in an American university, (Chris
Burden, Paul McCarthy and Nancy Rubins lately have left, and Charles Ray
now teaches hall time, )

Still, for the last 156 years, UCLA's graduate department of art has been the
bully of the neighborhood. One of the most selective programs in the country,
it admits sround 15 out of more than 600 applicants yearly. Professors have
been generous with their contacts and students have benefited from a strong
art-world network. Collectors frequent the MFA shows and annual studio
open house, and some have helped promote the careers of young artists
whose work thevve bought. The school's choosiness and method have paid
off: many graduates exhibit widely, We interviewed nine UCLA alummni, and
easily could have included more,

In additlon to UCLA, Art Center and Cal Aris, there are about 156 other
graduate programs in the region, ranging from excellent to acoredited. Grad-
wite students often pay far less in tuition than they would on the East Coast,
and L.A. has become o destination of choiee for MFA candidates, Southern
California's academic efflorescence has provided well-paying teaching jobs
for emerging area sculptors and attracted several established New York art-
ists, These positions certainly help the sculptors who have them. Whether
(heir students will benefit equally is an open question, sinee exceptional art
programs are often short-fived and arise as much through serendipity and
alehemical teacher/student interactions as from Taculty hires. While profes-
sorg, facilities and financial aid matter, it's often the mix of collegiality and
rivalry among graduate students that drives the best programs. Sueh fraitful
give-and-take {8 hard to plan for and hard to maintain,

Curator Paul Schimmel's sharply chosen and aggressively titled exhibition
“Helter Skelter: LA. Art in the '00s" (Museum of Contemporary Art, 1952)
drew international attention and purtured the confidence of local artists.

“Helter Skelter” both recounted and shaped LA, art history, and has had a
long half-life. The show highlighted a group of then under-50 artists, only
some of whom exhibited widely at the time; a number are now internationally
renowned, We interviewsd four,

Schimmel's catalogue essay states that part of his aim was to remap the
geography of American art: “Although Los Angeles has been grudgingly
acknowleded as a Aourighing art center, it has never fully been pald its due.”
He presciently went on to argue that “LA. does have culture of its own, that
its community is different from others, and that, in this case, “regional’ art
need not bear the burden of provinelalism.” In putting together *Helter Skel-
ter,” Schimmel favored the moment and Iargely ignored past movements for
which LA had been known, such as Light and Space. In comversation with
us, he deseribed his caratorial role as “picking the ponies,” and he's proven a
greal handicapper,

LA, museums actively support their regional scene, which is less the case
in New York: and since far fewer artists work in LA, those that do have more
of & chanee to show In musenums than their peers back east, In LA, cura-
tors and institutions compete for visibility and influence, and these rivalvies
benefit local artists. Both MOCA (the Focus series) and the UCLA Hammer
Museum (Hammer Projects) offer emerging artists monographic shows, Last
yeear, this boosterism was evident in “Thing: New Sculpture from Los Angeles”
at the Hammer. The show featured 20 scolptors—five of whom we inter-
viewed—and attracted much attention.

While L.A's galleries remain geographieally dispersed, there are some
important clusters, 1ike Bergamol Station in Santa Monics and the storefront
galleries in Chinatown. This propinguity energizes the scene and makes for
a greater sense of community. Galleries and collectors in LA, seem eager for
senlpture when eompared with their cohorts In many other places. Some LA
spulptors we spoke with felt that artisis, as a group, are better treated today
than in the past: the ratio of demand to supply favors them, and they can
mave on iT 11 used, Many of the vounger ariists emphasized the role ai-falr
sales play In thelr economic survival,

A do-it-yourself attitude, commeon to scalptors' stodie practices in the
region, extends to the organizing of exhibition venues, Black Dragon Soci-
efy, an informal gallery started in 1998 in Chinatown by UCLA professor
Rtoger Herman and five friends, offered artists still in or just ont of school
the chance to show semi-professionally and opened doors for o number of

Abave, left to right:
Lara Schnitger, Jagon Meadows and Jededioh Caesar in their studios, all
2006, Photos Anne Rochelte,

Opposite, left to right:
Jennifer Pastor: Cloy study for cost-iron sealpluce, 2008, 27 by 332 by 30
fnehes. Courtesy the arfisl,

Erie Wesley: Thirty Three Point Three Three Three { Dimensions Yary), 2006,

constructed floor, replica of column, mived mediums; in the Foeus serfes at
the Museum of Contemporary Arf, Los Angeles. Photo Brian Forrest,

Jarge Pardeo: Untitled (Penelope Subscription Lamp ), 2003, plywood, colored
Pleviglas, electrical wiring, 1145 by 13 by 13 inches. Courtesy Pardo Studio,

g Koumoundonros: s va. 1's (Parity), 2006, Kevlar, foam beads, 15 feel
ioide. Courtesy Adamski Gallery for Contemporirg Art, Aachen.
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them; it's now a commercial gallery. Andrea Zittel's High Desert Test Sites,
where a range of artists, many her friends, have installed pieces, is another
regional example of exhibitory fuidity. In the L.A. area the tradition of artist-
arganiged spaces runs back through Food House of the early 'i0s; Bliss House
of the late "80s; Los Angeles Contemporary Exhibitions, started in [O78; the
Woman's Bullding, founded in 1973; Edward Kienholz's and Walter Hopps's
Ferus Gallery, which opened in 1057; and even to the Los Angeles Art Asso
ciation, begun in the "20s.

We were surprised that few sculptors thought the film industry influenced
their practice or was a significant resource for materials and fabrication. But
several emphasized how essential the ferment of visual artists, performers,
musicians and activists of all sorts had been to LA, art of the "70s and "80s,
A handful of loeal artists who came into their own in those vears have made
pleces that don't give an inch. Teday, the work of many younger LA, sculplors
lacks the in-your-face bravado of their predecessors’, and may have less stay-
ing power for minding its manners. The late Jason Rhoades's approach to art
is the conspicuous exception to this tendency,

Many artists cited the importance of European dealers and curators to the
start of their careers. Continentals tend to consider L.A. a city of the present,
litthe marked by Enropean history and the consensual restraint of tradition.
L.A's anarchic horizontal expansion and the fast/slow of its often-over-
whelmed freeway system give the city a unique spatial feel. Its architectural
variety, dvnamic ethnic neighborhoods, weather and singular ecology make
L.A. seem a derra nuova compared with other art-world centers. The Centre
Pompidou in Paris acknowledged the city’s present importance by charting
its recent past in the summer exhibition “Los Angeles 1955-1985: Birth of an

Art Capital” |see article, this issue], which included a number of older artists
not well-known in Europe, as well as Chris Burden, Peter Shelton, Charles
Ray and Mike Kelley, whom we interviewed,

Collectors are obviously aware of developments in LA “Hed Eve: Los
Angeles Artists from the Hubell Family Collection™ |Dec. 4, 2006-May 31,
2007] will open in Miami to coincide with Art Basel Miami Beach, Included
are Ray, Kelley, Thomas Houseago, Nathan Mabry, Jason Meadows and Mat-
thew Monashan, whose interviews follow,

1. We wish to thank LA crities and freclanee curators Michael Duncan and Christo-
pher Miles, whao were generous with their boeal knowledge

2, Had we but pages enough, and time, we would have hoped to include interviews with
Lynm Aldeich, Larry Bell, Kate Costello, Meg Cranston, Sam Durant, Carlee Fernandez,
Jud Fine & Barbara MeCarren, Charles Gaines, David Grant, Hannah Greeley, Katle
Grinnan, Jacei Den Hartog, Tim Hawkinzon, George Herms, Anna Sew Hoy, JHm [ser-
mann, Nancy Jackson, Richard Jackson, Matt Johnson, Alice Konitz, Rache] Lachowlez,
[dza Lapinski, Won Ju Lim, Charles Long, Liza Lou, Daniel Martinez, Paul McCarthy,
John MeCracken, Michael C, MeMillen, Hodney McMillian, Carlos Mollura, Joel Mor-
rison, Patrick Nickell, Michael O°'Mallex, Kaz Oshiro, Jared Pankin, Ann Preston, Ken
Price, Jon Pylypehuk, Naney Bubins, Alison Saar, Betve Saar, Pauline Stella Sanchez,
Jim Shaw, Yutaka Sone, Robert Therrien, Michael Todd, Shirley Tse, Pae White amd
Andrea Zittel, among other LA-connected artisis

3. We are gratelul to Dan Nussbaum for lodging us in LA and helping us edit this
introduetjomn.

Authors: Auane Sochitle g Wede Saunders are seulplors who write on scuiptiee,
They recontly had solo shows af the Atelier Blane in Villefranche-de-Rowergue,
Franed,

Charles Ray: Untitled (Tractor), 200305, cast aluminum, 574 by 1095 by 59 inches, Conrtesy Malthew Marks Gallery, New York.




Speaking Volumes: 19 Interviews

Charles Ray

I came here to teach in 1981, After getting mv MFA
at the Mason Gross School of Rutgers University,
worked for a vear in the New York area on sculpture,
Then I went to New Orleans and taught at the Uni-
versity of New Orleans. [ applied to teach at UCLA
because the job was open. [ thought [ would only be
here for a vear, but | stayed because my visiting job
turmed into & tenure-track position when a tenured
professor drowned while diving,

It is diffieult to know whether the place | live—
the geography, the cultural landscape—affects my
work, Los Angeles is very different from New York. |
don't feel an affinity to Los Angeles per se, and the
older I get the less affinity 1 feel.

I'm interested in active processes happening when
vou look at something. For me, the images in my work
are obviously a sort of armature, They are important

for me in the beginning, and then there is some
moddification—not in the technical or making side,
bu in getting the piece to be present. To ask what
feeds my work is to look for an external source that
just isn't there, [ look at things, and, | suppose, [ think
ahout them in a sculptural way, [ think about where

I am, what I'm doing, how I'm living, what I'm think-
ing about—not how [ think about myself or about my
relationship to culture, but just how [ think.

Lintitled (Traeter) |2003-05] began as a sculpture
I had been working on for a few vears that was origi-
nally a jungle gvm. I was thinking about playgrounds,
thinking about what happened to me in them when
I was young. Playgrounds are kind of our first eivic
space; the jungle gvm that we play on is our first
kind of architecture. | remember plaving when 1
was a kid, just jumping on this abandoned tractor. It
developed into another project completely. 1 began
seulpting that tractor from my memory, then a friend
found an old tractor out in the Valley, It got dragged
back to the studio and sat around for a long time
and beeame a point of inspiration over a number of
years; it sort of led me to another place.

The people who work with me are really impor-
tant; a piece often passes through many different
hands. Some people are here for several years; there
will be many different people working on the mod-
eled sculptures, Some people come to me by word
of mouth, some [ leok for, 2ome have never modeled
before. Doing the stitching on a jean can be very dil-
ferent from modeling a hand holding flowers. In gen-
eral, these are artists who are working as assistants.

The tractor was made by many different kinds
of people. There were nerdishly precise detail
muodelers, other people who were much softer, and
lazy people who were a bit too sloppy, | assigned
different parts that [ thought would work with
each different person. We modeled almost every
part, including many that wouldn’t be seen when
the work was reassembled. With the people who've
worked with me, | try to just let them go their way.,
I try not to be involved after a certain point. What's
interesting is the constructive myth of it, though
finally that disappears.

Earlier, there wias movement between my teach-
ing and the studio, but there is less now, 1've cut
back my teaching. I've taught for 23 vears, so it has
obviously played a role, I'm less involved with it
now., It shouldn’t be a lifetime relationship between
teacher and student, or between artist and assistant.

There really is age-appropriate work. I feel some
of the really strong work [ did was when [ was 20,

I had just myself and a plank, myself and a stack
of bricks. You don't have to wait to be an artist.
When vou are voung, your first home or your first
girlfriend matter. You have some crappy apartment
someplace, vou have orange crates for bookeases
and a stove that doesn’t really work, but it's home
swieet home, vou vearn to go back there when you
are away. You get older, vou get a little bit better
place, You get still older, and things get more com-
plicated. Someone who's 60 may have a much more
complicated real-estate situation, And you have

maore aceess (o people and funding and you start
doing other kinds of projects.

You have ideas every day, but those aren't sculp-
fures, S0 when | make a sculpture, take the deci-
sions, it may take five vears, allowing it to lead me
along, It is really hard to put something in a room
and make it work. It is about the kind of trials and
time it takes to have it working.

1 was driving back and forth up to San Francisco
for a while and 1 continued 1o pass this large,
fallen, hollowed-out tree, which drew me into it.

It made me think about its structure, about its
internal forms, its external form in that particular
field; what its armature might be, how [ was expe-
riencing it, how someone else might experience it.
To me it was really interesting sculpturally. Eventu-
ally the over 30-foot-long trunk reached my studio
here in pieces, where we molded it inside and out,
and cast it in fiberglass. There was about 4 6-inch
curve or arch in the log's structure, which became
apparent when the resin parts were reassembled.
wanted it to be in wood,

I was having a piece carved in Germany at thai
time, but [ didn’t think that the Germans would be
good at doing the tree. | investigated for a long time,
The Japaness have a tradition of copying—their
idea of restoration is really to make something new.
S0 | shipped the fiberglass casting to Japan to have
it carved out of cypress planks laminated into barrel-
like evlinders, so both inside and outside conld be
carved, and then the elements assembled together,
I'm very interested in the trajectory of viewing the
tree; vou can look down the hole.

I was with a friend, and we were talking about
how these different barrels should be put together,
The strueture couldn't sustain itself if only the two
ends were touching the ground; eventually the posi-
tioning would cause too much stress and the piece
would crack. My friend kept saying that it needed
some sort of exterior support. I've always thought
it's important how a sculpture sits on the floor, This
comes from my Constructivist background, the influ-
enece of working with Caro students, for whom the
floor isn't what the seulpture sits on but an element
of the sculpture, So the ground has always been
really important, It was an engineering problem.

I asked the carver, He suggested that we go to the
musenm and look at some of the things they used to
hold Buddhas up. [ thought to myself, “This is going
to be a disaster,” and then [ realized that there was
already enough of me and enough Western ideas in
this thing, so I'm going to allow the fabricators to
deal with it in their way,

Both the tree and the tractor ended up as arti-
faets as much as seulptures, Some of the concerns in
hoth those pieces are spatial, their embeddedness,
herw you deal with each piece’s space. The artistry
of the work is in the geometry of the viewing of the
piece, While image is important, I'm more interested
in how we define where we find our bodies in rela-
tionship to a piece.

So the tractor and the tree both embodied a kind
of desire, which is why the internal structure of the
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“] love the freedom to learn to do this or that and fold it into my practice.
It’s why | was drawn to art. It’s all your fault and your glory.” —Liz Larner

tractor was really important to me. Obviously it's
elosed off, 1 didn't want to be kitschy and have little
portholes so you eould see in there, but I wanted a
big metal piece to be made out of glass, so you have

a sense of continuity right through all the gears and
the transmission. I'm sure that there are parts that
are missing, but it's all pretty much there. It's not like
a Franklin Mint edition. It's put together sealpturally
inside, so if a part looked awkward | threw it away.

1 was at the dentist a few weeks ago, and it made
me think aboot internal and external space. With
the tractor and tree, there is no such thing as a
literal space. There is internal structure, but there is
no internal space. My works don't necessarily have a
content issue, but more a sculptural structure.

Chris Burden

Well, it's pretty simple. 1 went to a prep schoal in
Cambridge, Mass., as a day student. It was a very
hard school; my dad must have paid a lot of money
{0 send me there. Between my junior and senior
year, | got a National Science Foundation grant to
go to La Jolla, to be like a junior scientist, and I took
the Grevhound bus from Boston to LA, That was

an eye-opener. | was supposed to have some college
interviews. [ had one at Pomona College on my way
back home because it was off Route 66.

1 ended up going to Pomona in a pre-architectural
program; the deal was you studied math, physics, art
and art history. The math and physics were really
hard, and I could not keep up. To tell you the truth,

- " f ,.

hoses, 10 feet high. Pholo Joel Searles.

o - &t | i i sl T . '
Chris Burden: Beehive Bunker, 2008, concrete, steel rebar, steel wire, cast-iron manhole cover, plastic

1 wasn't interested, and I started working in the arl
department, My first teacher was John Mason and
we did bronze castings; [ still have my first casting,

1 went home one summer and | worked in an
architecture firm in Cambridge and it was horrible.
I hated working there. [ was organizing magazines
and sueh, but there were people who had gone to
architeeture grad school, and they were sitting there
at these drafting tables drawing toilets on these
Tige blueprints and [ went, “No, | am not going to
ilo four years of grad school to become a draftsman.”
You had to be 55 vears old before you got to make a
decision!

8o | came back to Pomona and 1 said, “1 want
to be a seulptor.” My chairman, Nicolai Wasisksi,
Jr., was huying art for collectors. We'd see works
by Poons and all kinds of Minimalist painters and
stuff before he would send them on to the collec-
tors. It was good; T was lucky to go there at that
time; sehools have life cyeles, and this was a good
phase. So then I went to graduate school at U.C.
Irvine, It was the first year they had the program. |
had applied to East Coast schools, like Rutgers and
Columbia, got all kinds of offers from there, but I did
not want to go back East,

I liked Californis; T liked the openness of it; |
already had started building big sculptures, and 1
remember deciding that 1 had to get a pickup truck.
I liked doing things outdoors. So [ went to Irvine, and
after graduating | stayed one more year in Santa Ana
because | already had a great studio there, ['was the
first tenant in this industrial unit: they were huge,
A0H-font-long tilt ups, where the walls are poured
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flat on the floor slab and then eraned up into place

in 2 day, with the bases of the walls cast into footings
and their tops tied together by the roof beams, They
chopped these things all up into little industrial units,
and each had a garage door and a litthe door. You were
not allowed to live there: you had to hide your car
becanse that was the sign that someone was there all
the time. They were $100 a month, 20 feet wide hy 20
feet high by 50 feet long, a little bathroom and a sink
in the back corner, brand new.,

1 worked at the Newport Harbor Museum doing
prep work; [ got to know a lot of LA artists. Some-
how Chuck Arnoldi knew that a bunch of us were
looking for a space to show our work; we wanted to
keep living in Orange County but we wanted to have
a small gallery like the F Space, which was adjacent
to my studio, [Burden did performances, including
Shoot, there.] Chuck heard of a little hot-dog stand
on Brooks Ave. in Veniee, It was so nasty, it took usa
year to fix it, and then at the end of fixing it, the other
people kind of lost interest, so 1 said, “Well, I'll pay you
back for all the materials, so | can live in this." And
they said, “Sure.” So 1 paid them $350 for all the paint,
and bingo, | had my studio. That was great.

The lady who owned the building lowered the rent
from $80 a month to 880 because | was an artist, as
opposed to the drug dealer who ran the business
before! All the 10 years [ lived in that little place,
people would get out of jail and come and not just
knock on my door but really pull on it, looking to buy
drugs. 1 eould see it flexing. 1t was kind of scary,

| always thought I'd have a career as an artist,
at least since my second year in college, when 1
decided to become an ardist. T did not want to teach.
I felt really bad when I had to start teaching. | was
33 years old and borrowing money from my mother,
my eareer was weird that way, | got a lot of L.A,
press originally, then a lot of art press, but it did not
really translate into money. | was on the cover of
Artforiens in 1976, and my phone did not ring for two
years after that, because the art world is so fashion-
conscious and so cyelical, Once you get known, it's
like, “Whom should we have for a performance or a
lecture? Well, evervbody knows him. Let's bring in
somebody else, because he's a known quantity.”

1 started teaching in 78 at UCLA and at the San
Francisco Art Institute, Every other day I'd fly into San
Francizeo, It was a lot of work, but 1 needed it to get
going. 1 was really penniless. I'd been at UCLA three or
four years when Charley Ray was hired. | was full time,
bt we were lecturers, not tenure track. There were no
new positions—it took years to get them,

Southern California has changed a lot since I've
arrived, of course. It's become more frenetie, more
stressful. LA has completely changed. You used to
b able to drive around here; can't do that anymore,
There's this ossification, The city used to be small
because you could get everywhere fast; now it's
huge, since driving has lost its fluidity.

1 do feel in a community of artists: 1 see Mike
Kelley sometimes and Paul MeCarthy; T don't really
know what Charley Ray's up to these days. | go out
sometimes, not too often, traffic’s changed so much.
1 don’t leave Topanga Canyon, where I live now,



Liz Larner: Smile, 1996-2005, cast poreelain, 21 by 26 by 19 inches.

Courtesy Regen Projects, Los Angeles.

nuelear physics to Rengissance paint-
ing, or vou could do it in a physical
way. The bunker is performative by
implication, With the Medusa Head,
the whole thing [a suspended, dark,
gnarled 14-foot-in-diameter lump| is
eovered with model railroad tracks.
The trains can’t move, but the impli-
cation is that this whole thing is like
4 snarling world of industry. I don't
knviow i it's performative, but it seems
to me it is. Meduse Heed is about

an ecological nightmare that did not
come to be, It shows what an early
Rritish farmer thought in his hear of
hearts when he saw the first fucking
steam locomotive coming down the
tracks. There are parts of England—
or New Jersey, for that matter—that
look like the Medusa Head for sure,
But trains are also like, well, the Ori-
ent Express—ihey have their own
mythology.

[ am not sure that the radicality in
my work is linked to California, linked
to place, but mayhe it has to do with
Twow wou fiee] history is so much newer
here, | remember going back to my
father's funeral in New Hampshire

unless | can do five things at a time, What's hap-
pened in my neighborhood here is like what's hap
pened all over LA, I'm a preservationist, as opposed
to my neighbors, who are developers. We bought

extra land so that other people would not build on it.

My theory is that if you don't own it, they will build
on it. [ wish [ could have bought more land.

[ built the skvscrapers here, My office manager
Katie's hushand, Cary Gepner, is'a certified anchi-
teet, When we were first building here, this is now
22 vears ago, 1 asked, “What's the biggest structure
that you could build without a permit?™ His answer
was, youl can build something up to 400 square feet,
At the time I had Iods of books on architecture.
There are these Baltimore row houses that are 10
feet square. Your rooms are stacked on top of each
other. The height here for residential building
was 35 feet ma. 1 could build a little skyscraper,
becanse that would be within the definition of the
400 square feet—Ifour 10-foot-square floors, and it's
four times 8 feet high per floor, making 52 feet plus
the thickness of the roof and floors, And who's to say
vour can't stand on the roof and have that be your
deck? Bo that was the idea,

I made a little sketeh of it in 1991, Then these
architects came to me; they wanted to do a project
with houses designed by artists, and they asked me

for a concept. 1 said, “T've already got mine designed,

you guys do the arithmetic.” So we started meeting
for a couple of years, It was interesting—we got
all these different materials, they brought all these
samples. So [ did end up getting to be an architect.
Well, kind of.

Wi showed it in LA, at LACE, lying on its side.
They did a prototype. Then we built one in Basel
in the summer of 2004 in the Messeplatz, and the
more [ built it, the less [ wanted it to be a building,
and the more [ wanted it to be a sculpture. In Basel

it was vertical, it really looks good vertical; so now

| have two, because it was cheaper to rebuild it in
Basel than to ship it there, See, my dream is to use
those two skyscrapers, make some stainless steel
ones, and alzo have these wooden frame houses, and
have all those kinds of models of real things, totally
freak my neighbors!

1 started collecting old municipal light poles,
ey from the "20s, a while ago, They get taken
apart, stripped, restored, repainted and rewired. ['ve
installed them three rows deep on three sides of my
studio, about 150 total. They all work, 1 like the light
pedes here, so s not a terrible loss if they don't get to
go somewhere else, There's discussion of them going
to Vienna, but | would never loan them for an exhibi-
tiomn. When they go from here, they go to a home and [
got a check, IE's the only way it's going to work for me,

I built a beehive bunker near the top of my prop-
erty. It's made of 100-pound paper sacks of concrete
mix, laid up like the blocks in an igloo. We drove
retbar through the bags to link them together and
then installed some drip irrigation lines so that
the dry mix in the bags turned into concrete over &
couple of weeks, The thing weighs more than 5 tons,
Access Is through a manhole set in the top, aboul
ten feet from the ground. It's the right place for a
bunker because it's just a tremendous view, and it's
veery hizarre when vou're up near it, it's disjunctive,
You're looking down on all these multi-million-dollar
homes, so it's not in Beirut, or on the Golan Heights
ar something, It gives me information before [ build
it somewhere else. And [ keep waiting for someone
to call, and Il just tell them that it's a sculpture!

I wonder how many beehive bunkers it will take
before somebody calls?

A lot of my work is performative. [ would say the
same of the bridges: they’re about spanning from A
to B, You could do it by writing an essay connecting

around ten years ago. There were
some people in the room, so fust to be
awise guy, | say to them, “And when did you get rid of
your Indians?" The glare and the hatred was indescrib-
ahle, and they looked at me like [ was some sort of
maadman, you know, And they stuttered a little and said,
well, 1 could probably go to the library and look it up.

Liz Larner

I moved to LA, in 1879 to go to school, At a certain
point I decided to switch majors and applied to Cal
Arts as an undergraduate, My degree emphasis was
photography, but my education got me interested in
wanting to work in three dimensions, 1f was a good
time to be at Cal Arts, but also a rocky time. | was
there when Jeremy Gilbert-Rolfe left, then John
Baldessari. Though 1 got a lot from all the teachers,
I wasn't exactly anyone's student. For a brief time [
was Jim Casebere's assistant, when he was teaching
at Cal Arts. Working for him got me thinking about
making things and space—2-0, 3-0 and illusion.

After graduating in 1985, [ felt if 1 went to New
York | would be overwhelmed with too much infor-
mation. Ideally, New York seemed like it would be a
great place to be an artist, bul at that point | wasn't
really elear about my direction, and I didn't want
to be where all the “best™ art was being shown. |
wanted to be someplace a little quieter, where 1
could find my way as an artist. 1 was leery of a fast-
paced market, because [ didn't want the pressure to
away decisions | was starting to make. [ needod to
have more space around me—mental, physical and
artistic space. Al that time, LA was a lot cheaper
than New York, Though [ would go to New York to
see what was going on, I didn't think it was going to
be possible to make a living and maintain the kind of
seulpture practice [ wanted there,

There weren't many galleries here, and the ones
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that did exist weren't showing any younger arists,
Sinee it was 4 small scene, it was very Ioose, in that
everybody accepted what evervone else was doing,
evien though there were vastly different interests,
There was a big punk scene in LA, Many of my friends
from Cal Arts went into music, Though | wasn't a
musician [ was really interested in that scene, |
always thought art is quite performative; sculptune

Is avery performative medium. Before | started Cal
Arts, | remember seeing the Kipper Kids open for
Pil. at the Olympic Auditorium, which at that time
wits mostly a Big Time Wrestling venue. | think that
combination of artists and spacevenue hid an effect
on iy waork later,

[ don't mind being called a California artist; my
work Is indebted to my emvironment, in the sense that
it b5 still really open. § find LA, an interesting city
because it is not at all European. | don't know if it is
even American, It's very mixed and abways changing.

I think the younger artists today have a whole other
thing going on. | teach in the grad department at Arl
Center, and the majority of the people we graduate
stay in LA, In the last five years it's a totally new land-
seape of venoes and places to show, But there doesn't
seem to be as much eross-pollination as there used to
be—aor perhiaps there is and 1 don’t know abouf it

My thinking process starts with form and material,
The experience of sculpture is multi-sensual. Whad
people sometimes think of as the formal issues of
senlpure are Important (o me, s away o talk about
what we perceive and what we think of as reality, and
how that reality is constructed, 1t not how big or
how smiadl, but what's the ight size for the idea.

My practice is based around learning what mate-
rial | want to employ in a partioular sculpture. | do
a lot of different things when 1 need to learn a new
technigue, 1 often take classes at community colleges,
or | get books and start reading. When [ was learn-
ing bronee casting | just took a bunch of classes and
learmed how to do it

1 kmew that the “Smiles” needed to be made of
porcelain, Then 1 realized what an investrment in time
and money it would be. | knew that Ken Price was
teaching at USC, and | took a class with him—the
first ceramics chass | had ever taken. Ken is a Cali-
fornia artist whom | have always admired, Last year |
bought a kiln to start this poreelain casting that we're
finally doing in the studio.

1 stuck my toe in the big-production-budget water,
but it wasn't for me. The fabricators I've used mostly
haven't been art fabricators, but small industrial
shops, When [ had polyurethane east, the people |
was working with had & hard time understanding
why I wanted a conslstency in the colors [ was using,
They couldn’t believe that the hardness was critical.
The difficulty of getting work done the way 1 want il
means I'd rather do it mysell.

Evan Holloway and Jason Meadows bot h worked
for me right out of school, and [ knew they weren't
going to be around for too long, | have a lot of assis-
tants like that—1I know they are only passing through
the stsdio, My current assistant, Tim Jackson, isa
padnter amd & fmmaker. We get along great, and |
depend on him a lot.

Your audience as a sculptor is much smaller than
that of other artists, becawse not that many peaple
cam get o see vour work, since they have to be in
the presence of it, | realized, too Late, that scalpiure
is quite a difficult practice in comparison with, say,
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photography. Early on, [ was
showing in New York at a gal-
lery where Gavin Brown once
worked, and he was helping
me gt the show up, It was
this erazy piece that had to
hang off the cefling, and it
was really hand to put up,
And I'd decided that | want-
ol it 1o potate. Sowe'd beon
up for two nights ina row try-
ing to finish this thing, and
b tormed to me with these
big goggles om his head and a
drill in his hand and he was
velling over the drill: “Liz, |
have three words for you, ‘oil
ot canvas!™ Mavhe | should
have taken his advice, but
it's sort of too Lite now, and |1
don't regret it

Now, as a teacher, |
strongly support technical
education. I've been teaching
at Art Center for 14 vedrs,
and it took 10 vears to even
get ashop, [ had to put my
Job on the line to get the
students 4 table saw, We just
gt i welder a few vears ago.
Despite having been educat-
ed in post-studio, | really feel
stromgly that students shoulid
Trex ooffereed both—paost-studdio

Ervan Hollotwag: Power, 2005, plaster, sisal, steel, batteries, 39% by 34 by
I8 inches. Courtesy The Approach, London. and Mare Foxx, Los Angeles,

and technique; | think they
shouldn't be separted.

My maost fmportant man-
date as a teacher is to help students realize what
Einel of art they want to make. | also ask them (o
think abowt why they want to miake or do whiateser it
is. Teaehing is something that 1 had to do for along
time; maybe T don't have to do it now, bat 1 love my
colleagues st Art Center, and | really get stimulated
there. Sometimes | come home and | ean’t go o
sleep; I'm thinking all night long, and [ can’t believe
that it does that to me still. What's boggling is the
exponential number of people that 1 know becanse |
am 4 teacher. If | were to quit teaching, it woubd just
be because | really want to learn more or wint more
ABOTVINITY.

| have a very lively intellectual axchange with my
community at Art Center. | feel really connected with
Pauline Stella Sanchez amd Evan and Jason in teyms
of thinking about what sculpture is, why it's impor
tant, and why you would want te spend your life doing
something ke thit, There's & sort of seulptors’ cama-
raderie with Jennifer Pastor, and I've known Mike
Kelley for a long time and enjoy teaching with him.
Jill Spector and Aaron Curmy are bwo young sculplors
that recently gradusted from our MFA program and
are making interesting sculpture; neither ome was
originally from LA, but both decided to stay, Patrick
Hill s another young seulptor whose work 1 like, Meg
Cranston amd | went to Cal Arts at the same time, and
| acdmire her messy and delightfol practice.

A lot of young artists are romantics. Color pliys a
big role, and a kind of flickering, bourgeois subject
mustter; amd there's a kind of forgetting of history—it's
all about now, Though | don’t bove all the work that is

coming out, [ think it's great that so much is happen-
ing. A lot of it shows how dammned difficalt it is to do
sculpture well, I'm happy that people want to focus on
materials again—that they are not interested only in
images or a space bevond our living space.

| always say to people that the only thing you have
fondlon b b an st 18 o make art. 1t s a masithon, it
Is mot @ fve-vear thing, 16's great if someone gets a big
push oul of graduate school, beciuse they are going to
nesisd it for the nest 50 vears. I'm happy that the market
5 supporting artists at this time, because there really
st amy other support here, | goess U'm pretty selec.
v ot the work T love, but I'm supportive of antists;
there may be a ot of panderdng going on, but | think
that is abways the case, It just happens in different ways
al diflferent times. Perhaps the whole love of pop cul-
ture in recent decades wasn't such a good idea. Maybe
that hred some kind of thinking that peaple just want
1o et bv—that they are trying to hold things together,
they're ot trying 1o break them apart.

I lovee the freedom to learn to do this or that amd
fold it into my practice. It's a big freedom that 1 want
o maintain—it's why | was drawn to art, 1Us all your
fault and all vour glory: you have to take responsibility
o every bevel for your thinking and vour making and
whait vou produce, As an artist you can change your
miinel, Whet's important to me arve the decisions artists
make theowgh a lifetime, That's the great beauty thal
| was strock by when 1 finally started to understamd
what art ks, what the anrt world ks and what artists are
doing. A lifetime of decisions amd the dilferent places
they take people to,



“The lack of a magazine or specific critical discourse in L.A. means that
I have more space to go my own way. That’s very appealing.” —Jason Meadows

Evan Holloway

I am originally from the Los Angeles area, from a
suburban community about 20 miles east of here, |
moved up north to attend UC Santa Crugz. Cut of col-
lege I lived in the Bay Area, then went to Washing-
ton state for about four years, | was making artwork
in my own studio in Tacoma. | was very isolated from
other artists, working at a hardware store, making
56,74 an hour. 1t had been seven yvears since 1 had
been in an academic setting, [ knew 1 could not get
any kind of position in the arts without an MFA, 1
called a friend of a friend, who suggested 1 apply

to UCLA, 1 did, and was really surprised that 1 got
aceepted, pleasantly surprised, and that changed
alot of things. [ started UCLA in 1995, and have
stayed here since,

| certainly did not anticipate having a career—
not that UCLA is entirely responsible, but 1 don't
think outside of that setting 1 would have been able
to attract attention. Things happened because of the
way the art world operates, When [ was in Tacoma,

1 had a fantasy, sort of a romantic fiction, that if vou
go to a place and make good work eventually you'll
be noticed and someone will take good care of you,
like some kind of benefactor—a tooth fairy. The real
facts are that dealers don't look far and wide to find
artists and to market them, so [ needed to be ina
place where things were happening.

I didn't think that it was appropriate for some-
body my age to be showing in a gallery—didn't feel
I was a mature enough artist. [ started looking for
work in the galleries, like repairing walls, setting
up shows. I had a show with some friends of mine,
and then a small solo show in a projects space. That
g0t some attention that | was not necessarily aware
of at the time, and then Mare Foxx asked me to do
a project with him; it was the final one before he
moved his gallery to Wilshire, Fooos loves sculpture,
he really takes it on, which is great, since it's not
BASY NONEY.

So that's how [ started. And I've stayed here,
MNothing is more important than a local conversation
with my friends, where I've seen their work through
time, seen it physically develop over years, and
they've done the same with my practice. It's mostly
people around my age, and it’s a function of when
people graduated. We are very close and spend a
lot of time talking about sculpture. [ worked for Liz
Larner for a while as an assistant, so she and | have
an ongoing dialogue. | am interested in younger art-
ists, tod,

1 am not sure if LA has a role in my work. [ am
from the West Coast and have lived here all my life,
and that has informed the work in some way and
may be very fundamental in my assumptions about
being an artist and my approach to art. | never
considered art as business, | saw it as a personal
pursuit, certainly something about reckoning with
my ovwn world, There's been a lot of that sort of
exploration on the West Coast—people coming to
siart communes as far back as the 205 and "30s. LA
i the birthplace of Pentecostalism. [ would not want
to call myself any sort of visionary artist, but I would

claim a motivation like a poet might have, or some-
one like Wallace Berman. With me, there is certainly
a kind of utopian dimension. It may run more on

the West Coast in general than on LA, specifically,

[ like the fact that there's a real discussion of work
here, And that I can rent a pretty big studio like

this for well under a dollar per square foot, which
doesn't seem possible in many other cities. And

L.A. is where I am able to sell work. | would rather
make my living as an artist; | don't teach right now.

I taught for three vears as an adjunct at UC Irvine,
and I really enjoved that. What's important to me are
the things that are immediately around me. One of
my favorite artists is Ree Morton [ 1936-1977]. She
incorporated the personal into the work, rather than
making work that would be part of some trajectory
of formal innovation,

As for my own work, [ started thinking of the
things [ had. And [ had these bags of old batteries,
becanse vou're not supposed to throw them away,
for ecological reasons, and they don't really give
you places to recyele here. | had piles and piles of
batteries [ did not know what to do with, They were
not symbolic objects, they were literally little guilt
parcels—though maybe, in a larger sense, they're
symbolic of different forms of the guilt [ have about
my privileges. Anvhow, I thought 1 should use the
batteries, 5o 1 got this idea of embedding them
in plaster, because then they would leak into the
plaster and end up polluting the
seulpture over time, Now when |
ride on my hike | see batteries on

seale, If they could figure out that they could get
artists to pay double, then [ guess they'd be happy to
do the work, but if they don't even answer my calls |
can't offer them double, That's why [ end up making
evervthing myself—its out of frustration trying to
fined someone to make it.

LA, sometimes drives me crazy—it's a pretty
primitive city in many ways. Restaurants close at
f e, we don't have & public transportation system,
so people spend their entire lives in their cars and
et at fast-food windows, Usually | ride & bike, LA,
is a perfect town for bicveles, it's mostly flat and
entirely paved, When [ do find myself in an auto-
mobile in traffie, | find it so stupid, so wasteful. A
car thats 7 feet wide and 20 feet long to carry 175
pounds doesn’t make any sense. I'm looking at this
seq of cars and they're all sitting still and there is all
this energy being expended to no end—it's idiotic.
That kind of frustration goes into the work,

Jason Meadows

1 moved here from Chicago after graduating from the
School of the Art Institute in ", | was interested in
the West Coast and the fantasy of manifest destiny,
which was largely rooted in pop culture—surfing,
skateboarding, Se-Cal punk rock and things like
that—and warm weather vear round, rather than

the ground and pick them up all
the time, 1 find from two to seven
batteries lving in the street every
day. There's a whole social ques-
tion: I fieel o guilty [ can’t even
throw mine in the garbage, but
ather people can just throw theirs
aul the window, It has a relation-
ship to class and education and
all those other things.

When 1 got my first big grant,
from the Tiffany Foundation, [
reallv racked my brains about
how to engage a fabricator, and
1 still reallv don't know, This is
something Jason Meadows and |
talk a lot about, because we still
make our work ourselves, and
that's quite important to us. But
it's also because you can't find
reliable fabricators. When we go
to England and talk with artists,
they seem to be able to get their
work fabricated.

I try to find local people who
have shops. 1 am working on this
thing that's like an electrical
sign, but [ eould not get a sign-
maker to return my calls. These
Euys can make more money from
the movie industry, they don't
hawve any enthusiasm for making
something that's on an individual

Jazon Meadows: Runaways, 2005, mived mediums,
71 % by 80 by 21 fnches. Private collection.




“Humor is enlivening, even if you're not sure you should be laughing—it raises an
emotional bubble.” —Martin Kersels

hitter winters, [ was drawn to UCLA becanse of the
faculty and some of the stiedents that 1 had met, like
Evan Holloway. | started there in '06,

I worked very briefly as an assistant for Chardey
Ray; after that | got a job with Liz Larner; Evan
paassed L joby on Lo me 10 was really a sort of appren-
ticeship, 1 think the most important thing about being
an assistant is that you learn through example. You
leaurn by witching, and by seeing what those artists
o, how work gets done, how they deal with gatler-
jes, eurators or whatever, If you want a sustainable
Jobs, yoou have Lo show ap every diay, There are a lot of
nasty, nnpleasint peurts, 1t's a filthy thing, working
with materials; really getting into it you make a lot of
moess, and it's hard labor Working with Liz was fantas-
tie beeanse we were able to talk a lod about what kind
of stalTwe liked and why; she was very generous that
way, | worked for her on and off around four years.

Iteach at Art Center now as an adjunct in scalp-
ture, | Hike tesching, though it is odd to be a part of
edducation in that way; you feel resporsible for what
type of information you transmit to the studemnts, aod
s like & mirror—you begem a lot about yoursell,

I started showing when [ was at UCTA: a friend
of mine from school apened up a small artist-nm
space, Room 307, and | had oy first show there in
14997, There are fewer such spaces now, as the com-
mercial world has really saturated the scene, and
it's something | miss. There's been a lot of talk about
doing it again—mnow artists will show their friends in

their studios, especially in Chinatewn, which is the
most strset-centered community. Such shows create &
sense of immediacy; things happen quickly,

There i3 a conflict between Bolation and community
here. One of the nice things about working in LA, is
Ut you caam Esolite yoursell; Bul then you ean feel your-
sell going a bit crazy sometimes, and you need to find
 balanee in more traditionsl urban emironments ke
New York or London, There you ean walk out of the sti-
dio, go to a bur and meet some friends. Here vou have
to plan to get together. | am fortunate to have aceess to
New York and Europe. Bot it would be diffieult in New
York to achieve the sort af freadom that one can have
in LA It seems harder to make sculpture in New York
unless vou are independently wealthy:, | don't know if
Twotiled bee making this work i1 weren't in LA, The
space and time of the city hus had a huge effect on
e I you are visiting friends in Silver Lake, and then
planning to meet someons at the beach for dinner,
{hen gning to Pasadena for a party amd then finishing
diwntown i a bar, things can feed very disconnected. |
think the LA art market his heen growing sinee 2000.
It hoesn't make any sense to Galk about provinetal mar-
kets: it's a ghobeal market now.

LA 15 mot & town where critics are really impor-
tant. There are several pood eritics here, but they
fumoe bess of @ volice here than crities do in, say, New
York, because there is no real publication that comes
out of LA there's no forum for them, | don't regret
the gituation, becanse the critic’s volce has never

been important to me. They do their job and | do
mine, The lack of a magazine or specific eritieal dis-
course in LA, means that | have more space to go my
own way, that's one of the things that's very appealing,

In the last five years the process of my work has
become more interesting. Rather than starting o
and drawing or engineering something in my head,
{8's powscch o of @ push-and-pull evolution, which is
it litthe seary but more satisfiing In the end. There are
minmnts where vou feel Ul vour wheels have just
broken loose and yoo are sliding on the pavement, But
thiat’s the Lhirll, that's the rush, The type of work that
1 make leaves itsell open to many possible interpreta-
tions. My pieces become figurative in a very abstract
sense, That's something 1 learned when | first started.
“Well, book, this is a woman spreading her legs, can't
vou see that™ Other people didn’t see the seulpiure
that way at all. I'm Interested in the tension between
the ehjective and the nonohjective, the literal, the
illstrational and the abstract.

The seale of the work is changing as | have mare
opportunities, more resources, My work isn't expen-
stve to make. Now | use an assistant, who does all the
things that I don't want to do, like sweeping, sanding,
painting. It's difficult bocanse the type of work | make
demands a certain engineering quality that takes time
to lesurm, and there aren't a whole lot of people who
Tawe those skills who want to be an artist’s assistant.

In the beginning 1 folt some anodety about wanting
fo get rocognized and be visible. That’s shifted a litthe

Liz Creagft: Love Seat, 2008, bronze, 52 by 658 by 43 inches, Photo Joshua White, Courtesg Peres Projects, Los Angeles/Berlin, and Alizsan Jacgues Gallery, London.



Flew of Martin Kevsels's installation “Charms (n o Throne Boam,” 2006, Courtesy ACME, Los Angeles.

hit, and now | just want to be able to keep on doing
what I do. I live off my work. Few of my colloctors ar
in LA | try ot to think about the future, not o feal
the pressure of all the newly graduated art students,
bait the pressure is there,

It caun fiee Lk boing on a very long rope ladder
elimbing up toward some hellcopter that keeps
meving, and you've got these fuckers coming up
undermeath you, Since | started showing when [ was
really young, | didn't feel that | came out folly formedd,
Tstill don't feet fully formed, but that’s always been
important to me: an artist should be allowed to grow
in public, I've always liked Brice Nanman's approach
to being an artist—there's kind of an independent
goofiness to it The way Larner leaves aptions open
also appeals to me. You should allow yourself lieense
fo e arounid.

Liz Craft

P from California; [ went to an school in LA, and

| gruess there was @ buzz then aboul UCLA. 1 knew
about the teachers indirectly through “Helter Skel-
ter," which did a bot to introduce me to te art here.
T'went to the UCLA grad program in '05, when it had
a Jot of really good teachers. Charley Ray made a big
impression on me. A couple of years back, there were
things T wanted him to see and b was happy to come
out and look at them,

1 never even thedaght of moving somewhere else,
Right out of school | got & studio and quiekly started
ahowing with Richard Telles. 1 sold a piece, and then
the nesd piece, and the next, and it went like that,
Things kept going from there, Nathalie Obudia started
showing me in Paris in 2001

1 had some odd johs, and worked for Charley Ray as
an assistant for a while and for Liz Lammer for a little
bt snd tanght kids and various things, You learn & lot
being an assistant; you get siek of it real Bast, bat you
learn about how o get things done. [ tried teaching,
It was really bad. | might get better at it; right now |
don't care about doing that. If 1 need money real bad |
might do it, but it was like torture.

1 huwvee s bl o maore or bess live off my sealp-
fure, | make more stufl out of brogge now, Here it's
easy b have space and privacy to make art. Its not a
big social scene. That's bad, but it's also good if you
want to get work done. | always wonder if [ moved
somewhere else whether the work wonld change. 1
definitely get ideas from the landseape, Some of ny
senlpture has been really connected to the city, the
way it's laid oot, involved with fragments of what | see
arond, mixed with memories and sort of deeamy ver-
sinns af things.

The city is getting more expensive, for sure, and it's
getting more crowded. Not so much where | am, in
Highland Park, but the west side and dovwnbown are
pelting more populated. [E's still vast here, and there
is always something new to see, At the same time,
everyone sorl of knows everybody, the scene s still
not that big.

I draw a litthe in sketehbooks. | get an idea of
something | want to make and then figure out how to
ddio It The hairy figures sort of came from having made

_ this piece called Ballad of a Hippie. That was a figure

with a gnitar, but then, in the next piece, it became
more abstract—just the hair, with these arms that
stick out of it I get one fdea and then walf, and it
connects o other ideas. Some pieces do start with a
drawing. It different every time,

1 think my work is more abstract than narrative,

bt wehen [ say that people den’t believe me, so [ don't
know, Like now | am doing this sort of couch, That
probehly does eome from this eity—In some neigh-
borhoods there are couches on every street corner—
bt the real idea s just out of my head, 1Us 1ike a love
seat with two cushions: the texture is a floral brocade,
raised up, 1t will be cast In bronze, | bought the couch
at a thrift store and sculpted the fabric in high relief,
a0 it's almost like starfish and barnacles crusting owr
this love seat. | had the notion that the patterm would
become like 3-1 mapping. Then there are these 3-D
birds sitting on the couch. 1 don't know vet if it will be
polychrome, that's always the hardest part.

Mayhe each plice—ILA. and Burope—serves
equilly in my carcer. Showing in New York was the big
deal. 1L helped me with the LA, collectors. | used to
make these megn-dense pieces, It was like [ was try-
ing to put everything | knew into one monster works
Finally, when | got older, | was able b separate ideas
aml make them into separate pieces. That may have
made it easier for more people to bay my stull.

My work s studio time, instead of just getting this
irlea and executing it. My work is pretty open and
impulstve, | don't know if that's good or not. People
dbon't really know what vou're doing, but it may nid
matter, really.

Martin Kersels

I've tived in LA all my life. | started my undergracdu-
ate studies st UCLA In 'T8, under the old regime. |
applied to go to film school as s junior and did not
get accepted, so 1 went into art history, But | am 4
horrible writer, 5o 1 decided that's not for me and
took some art classes, 1 enjoyed them very much.

Artin Amevica 177



Chris Burden was there, Charley Ray had arrived in
'81, but 1 did not take classes with him. | was tak-
ing new-genre classes; Mike Kelley was there for a
semester or 50; it may have been his first teaching
job out of Cal Arts. | graduated in "84, 1 took eight
years out of sehool and went back in "92 to UCLA
graduate school. | had started working there in
29 for Paul MeCarthy and Chris Burden as their
lab assistant, as an employee of the state, which
was kind of a great job: [ liked the space and the
[acilities.

1 knew a lot of the artists that were in “Helter
Skelter” | had no idea that people would pay
attention the way they did to that show, but a lot
had to do with that choice of a title. Paul Schim-
mel, the show's curator, is a genius at generating
excitement. What was important to me in the
show was how hard the people | respected worked
to do their art. When they're working, they're
really single-minded about it. It's maybe a lunch-
box work ethic, a blue collar ethie—"You gotta
get this dene.” And the production of works was
nof necessarily just about that singular vision of
the artist in the studio; rather it happened in a
commumnity way.

When I went back in '92 the faculty accepted me,
but they said I couldn't do the performance work [
had been deing with this group called the Shrimps,
s0 that's when I started making objects. My perfor-
manee work was movement-based, very few words, a
high level of slapstick, comedy based on the fallibil-
ity of the body. | knew of the Kipper Kids; we shared
an evening of performance onee: whers they went
mare scatological, we kept it more on the pathetie,

A lot of the people we were looking at in the
'8 were in danee, like the Judson Church, Trisha
Brown, Simone Forti and Rudy Perez, who's in LA
1 saw a lot of Mike Kelley's performances; they were
amazing, more about poetry, not so much about
activity., Our performances were like this mishmash
of Manzoni—uwell, I never saw Manzoni—but it's
his idea of Manzoni or Yves Klein mixed with Buster
Keaton, We were working through this weird kind of
filtration—of compiled, layered bits and pieces.

Doing the rounds in the schools here over the
past decade and talking about my work in lectures, |
talked a lot about performance and the performative
ohject within my practice, but 1 had not done perfor-
manee in 4 long time. So when [ did a show at Galerie
Vallpis in Paris in 2005, “Orchestra for Idiots,” on
the opening night 1 conducted the orchestra, whose
instruments were these objects 1'd constructed,
based on research about how sound effects for radio
programs were made,

For my new show at Acme in LA [Mar 18-Apr. 15,
2006], 1 began by building a throne, cannibalizing
all this furniture and starting from a beat-up white
chair, turning it into this really weird fucked-up
throne, taller than the body. [ was thinking about
delusions, and ideas of power—how one tries to
Feep it, how one fantasizes about using it, how it has
been enforced. So 1 am starting with this swag lamp,
2 feet wide, like a death star made of wire, then
I'm making a Little Boy swag lamp, like the bomb
that was dropped on Hiroshima. [ am working with
these five or six icons: the atomic bomb is historical,
and the death star is fantasy, but all that research
about Heagan's Star Wars program is still going on.
The throne will sit in the reom with these delu-
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sions floating above it. The
methodology is part tramp
art, part delusion, part home
fixture. | have no idea how
it's going to go.

It seems that seulpture
out here is more free-wheel-
ing than back east. There is
it just one single school of
thought. But there are art
schools, That's the differ-
ence: your affiliation in New
York would be with your gal-
lery and the circle that goes
with it; here it has to do with
the school you went to or
teach at. Teaching is impor-
tant to me for two reasons:

[ like b hawve & structure in

my lifie, to have a certain
anchor and place and com-
mitment, but not for more
than two or three days a week,
And I really enjoy the energy
the students have, and seeing
some of their harebrained
schemes come o fruition.,

I don’t know if this sums
up LA, sculpture, but the

Mindy Shapero: Almost the exact feeling one has when staring at the blinded
by the light for too long just after everything begins to happen, similar to

the images that you see when you open your eyes after closing your eyes and

pressing into your eyeballs (whiteness), 2004, wood and aerglic, approx. 36
by 40 by 38 inches. Courtesy Anna Helwing Galliry, Los Angeles.

attitude is like, “I am just

going to go ahead and do

this, even though [ know it won't get me anything
but joy for myself and maybe some people thinking
it's cool.” People just go for it—they try these things,
and the sehools have workshops and tools, and you
learn some tricks. And you can go to Paramount
studios, the one that produced Te Godfather, you
can hire their props department, they'll fabricate
things for you. You can go right to the heart of the
fantasy factdry to get something made, and that's
kind of freaky, isn't it? There's a thin line between
entertainment and art. The artist might have differ-
ent motives, but his work is made in the same places
as the work of peaple who may have more greedy,
corporate motives.

Like any metropolis, LA, offers its sculptors this
wealth of resources. Artists who move here from
other places don't understand LA for a year or so;
they don't understand the car flow, but when they
get the hang of that, it turns out to be a good place,
Studios are fairly cheap. You can be in Eagle Rock,
or Silver Lake or in the Valley, and once you say,
“Well the car i now my new home and 1 can go and
meet those people,” I think it works.

LA sculpture may come from the performance
and time-hased activithes of the "T0s and "80s. Paul
Schimmel's show “Out of Actions” [ 1H98] capiured
a lat of what's shaping L.A. sculpture now. It's about
rethinking the gallery space, which in the T0s was
like a mavsolenm, How you could bring it back to
life was with those actions, remnants of actions,
potentials for action, as in Charley Ray's pieces
where he inserts himself into the sculptures, He
photographed the pieces, but he also created thess
rooms with two deors, one for the audience and
one for him. He had a guide that would bring you in
and youw'd see Charley with his arm hanging out of
something, and vou'd go out and wait in front of the
pext room and he'd go out of the back door and go

into the next room and have the thing on his head.
It happened in a warehouse on the west side that
Charley rented in "52 or '83; it was his own thing,

Performance is definitely still part of my work,
and in fact this last December, we reunited and
revived the Shrimps; we did a concert for three
nights. We built furniture that we'd wear, have holes
cut out for our bodies, It's very physical work, We'ne
all in our 40s at least; we don't bounce back as much
as before,

1 want people to laugh at what 1 do, but then to
also ery. | want it all. Comedy is a hook in order to
put viewers slightly off kilter, so then they can maybe
guestion other aspects of the piece, or of the world,
for that matter. The work also may be cruel-funmny,
Humor is enlivening, even if you're not sune you
should be langhing—it raises an emotional bubble, 1
had this kind of emblematic success with & series of
photos called “Tossing Friends.” People really liked
these photos. | thought, “Well, would I like to keep it
up and make more of these, tossing this and tossing
that?" Because of my size, | could just toss the world!
It may neot have been a smart decision business-wise,
bast 1 said, “Hetl no. | did this once, but [ want to do
something else now.”

Mindy Shapero

1 came here from New York City in 1999, 1 had just
finished undergraduate school at the Maryland Insti-
tute College of Art, and I was trying to find a studio, 1
eame out to LA just to visit a friend, and the energy
seemed real, [ just saw an apartment and took it.

1 found a huge studio, and 1 paid next to nothing
for it. For the first two-and-a-half years I lived here,
it was hard to meet people, You'd go to openings
and everyone knew everybody from school; they'd



“Working on my fabric turkey piece, | thought: this is ridiculous. Then | said,
‘Hey,wait! I'm in fucking L.A.! | can do a turkey piece!”” —Lara Schnitger

all have these intense relationships and dialogues
with each other. [ worked at Patrick Painter Gallery.
I hated working there, but that's where | met Jim
Shaw and Mike Kelley, | quit and ended up working
with those artists, on and off, before and while |
went to grad school,

Those jobs were more than money jobs: [ was
learning how to be an artist. Also the way these ari-
ists make art is really good. For instance, Jim does
not actually think about making a specific piece; it's
more like this slew of ideas, sort of larger-than-life
stories and narratives coming into play to form his
art. It's really interesting to see how they end up
coming out as drawing or painting or sculpture,

I 'went to grad school at USC becanse it was free,
1 studied with Jud Fine, David Bunn, Sharon Lock-
hart, Gary Simmons and a lot of visiting artists who
were really great, It was good to have a quiet place
to make work and not think about showing it. 1 grad-
wated in 200, had my thesis show, and then [ was in
a group show at Anna Helwing. 8ix or seven months
later [ had my first solo show there, consisting of the
first body of work | made after school. Starting off so
quickly was nerve-wracking and exciting at the same
tire, but it felt natural—not rushed or uncomfort-
able. My relationship with Anna just felt easy. 1
sensed that she got my work and that we could talk
about it on an intellectual as well as esthetic level.

I am not teaching, since I can live from my work.
1t's mostly the art fairs that are supporting me,
which is sort of unfortunate, becanse 1 hate doing

work for art fairs. Your work is seen differently in
that context. 1 make work, and it goes—which is sort
of great, but [ feel like it has to slow down. 1 think this
year will be a lot slower.

Being in “Thing® changed my situation, It wasa
museum show, and people think that's important.
There were some decisions made about the show that
I 'was not eonvineed of—inelusions and the overall
installation—and [ was not exeited about the title
of the show, T did not ask enough questions; if 1 had
asked more, | might have turned it down. My work is
not about thingness, it is not object-orbented, it nar-
rative-based, and the works flow from piece to piece,
including from deawing to sculpture. 1t fuid.

I've heen warking on this narrative for a couple
of years now, and the pieces that were included in
the “Thing” show were part of that narrative, It'sa
series of works called “The Furry Eve S8ack That Rolls
Around Collecting Eyes.” It began with a drawing
that | made a few years ago, before graduate school,
I wrote about it, and then I started making drawings
for a sculpture to be called Siinded by the Ligfl—a
protector, like a talisman to protect peaple from the
furry eve sack, The viewer has access to the narrative
through the titles. There'll be one piece that's called
Almost the evact feeling omne fas when one hus been
staring al blinded by the Hght for too long fust before
anything is aboud lo happen, similar lo the {mages
that g see wher elosing yotr eyes and pressing
inbo yonir eyeballs.

What makes me work B intermal, it does not have to

dowith the art world beyond my own studio. [t all my
own challenges, like making a drawing and then think-
ing about the possibilities—how to make a seulpture
from if. The narrative is the drive, too, [ write, | have a
"zine that I made and continue to work on,
There is & lot. of really interesting work, by people
bath over 30 and under, that is being made and not
being shown. Whenever [ have an opportunity, | push
for these artists. It's just what we do for each other
in such a small community. A lot of people are going
straight into grad school, and when they finish they
goand get a job to make a living like we all have to do
anid then it's over. They stop making art. | took three
years off in between undergrad and grad schools, so
1 knew that art was what | wanted to do. For now, |
would not think of moving east. | don't want to be an
exclusively LA, artist—that's a litthe provineial—but
at the moment it's working for me, and if | wasn't
here, T don't know where my career would be!

Thomas Houseago

I 'was borm in Leeds, in the north of England, in an
extreme kind of British northern culture; to be an
artist I fielt I had to get out of the north, which was
extremely suspicions of art, yet very passionate and
proud, IE makes for a weird mix, When [ was 19,1
went to London and was very locky to get into the St.
Martin's sculpture program. In terms of the art world,
London in the early s was like the Reformation:
painting was dead, sculpture was dead. 1t
was difficult to keep your spirit, but eom-

Treo views of Thomas Houseago's Untitled Pour, 2005, plaster, kemp, iron rebar, plastic bucket,
62 by 56 by 30 inches. Photo Joshun White, conrtesy David Kordansky Gollery, Los Angeles.

ing from where [ had come from, it was
not like they were physically killing me,

A lot depends on chance, and | heard
ahout a program in Amsterdam, De Ate-
liers, that paid you to go there, which was
an enormous draw for me. So [ went in "84,
not really knowing the caliber of people
there. It was an unbelievable place. I met
my wile, who's American, there, But once
you've left home, you keep searching for a
new one. We were in New York for a while,
then in Brussels, which was extremely
cheap and drew a lot of peaple in the late
"Bk it was both difficult and thrilling, but
also an incredibly bizarre place. [t wasa
fabulous period.

Then Matthew Monahan, who I knew
well from De Ateliers, moved back to
California, where he had been raised, It
seemed as if he had fallen off the face of
the earth by leaving the European center,
I came out to visit Matt and his wife Lara
Schnitger, and I fell in love with LA as |
got off the plane. [ can't explain it. [ was
completely astonished by the city in 2002,
I always think of John Lennon's quote
about feeling that he should have been
horn in New York's Greenwich Village. 1
fielt and still feel that way about LA, Matt
urgesd us to come, and he and Lara helped
a great deal with the practicalities of get-
ting us out here, We had tried in Europe
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“Because of the movie industry, new kinds of materials are constantly
being invented here, and artists have access to them.” —Thomas Houseago

but were beaten down and pushed around alot, After
struggling for many vears and reaching my mid-30s,

1 was hoping to have the chance to breathe a bit. It
seemed very open, and things felt possible here.

I noticed that there were a lot of other young
artists struggling and trying to figure out how to do
things. There was no dogmatic approach to anything,
perhaps because Concepiual art and a lot of heavy art
theory had been the heart of several of the region's
MFA programs, so younger artists had worked their
way through all that. In London the system felt so
much tougher and the money-making machine so
much more present than here. I'd watched Europe
retreating into itself, and it was becoming very dif-
ficult to be young there,

There is a kind of frontier thinking in L.A., which
means that you help people when they come in. The
city needs manpower, it needs people, you get pulled
into the city very quickly, The funny thing was that [
had been teaching in Europe, showing in galleries and
musenms, and then there was a period when 1 found
mysell moving boxes 10 hours a day in Playa del Rey.
But it was fun in 2 way, as there was no class thing
going on. Coming from the north of England, that was
something | really appreciated.

At the same time, [ was searching for a studio. [
didn’t know the city at all and would drive around in
East L.A. and South Central for days. I had gotten in
seary situations, looking for space in certain neighbor
hoods. 1 saw the building we're sitting in, and could
gpe this incredible ballroom inside and called the
number posted. [ told the lady that it was bullshit to
have all this empty space. She said she'd talk to the
landlord, and he'd call me back. Which I seriously
doubted he would, Ten minutes later I got a call from
Lonnie Blanchard, We met right then and there,
became friends, and by that evening I was renting the
maost incredible workspace | had ever had, Ever since,
he has ereated this kind of umbrella over me and
other artists here in LA This seems to me a typically
LA story. T don't think his motivation could possibly
have been financial gain, More likely he enjoys the
craziness of arfists and their processes,

First | found the studio and the strong community.
Then I connected with my dealer. Meeting David
Kaminsky was an intense experiende; compared to
European dealers he seemed shockingly yourg to
me, extremely hungry without the haute bourgenisie
Laissez-faire attitude I'd been used to, He was incred-
ibly excited about art, unafraid of the difficulties in
my work, and he became like a pariner in a weird way.
Which is something that | had never experienced before.

Artists as a group seem powerful here; there is a tre-
mendous sense of solidarity among them. Here [ meet
maore people who understand that 1 would be looking
at Gaudier Breeska, coming at things in strange ways,
working with the figure, I haven't vet met the local art
eritics here. I'm too new, too just off the boat. And ['ve
only been in one group show with two pieces, but ['ve
had good conversations with curators here, At the last
rosenm show [ did in Europe, at the SMAK [Stedeljjl
Muzseum voor Actuele Kunst, Gent] in 2003, 1 felt that
people thought T should not be doing the work [ was
doing. | sensed a tremendous resistance to the idea
that the debate in art was changing.
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There are new kinds of materials being imvented
here. Some of the plasters [ use now are the fastest
and strongest I've ever employed; that is extremely
liberating, People build things cheaply, quickly and
strongly for the movie industry, and the materials are
designed for them, not for artists. Here my pieces
never hreak, and [ve developed a way of pouring on
the floor where the elements come up as a whole.

I'm a studio-based seulptor. [ believe you are a
political being in your studio; | want to make work
that has a visceral impact. | think you can affect
the culture. This seems particularly possible in LA.,
where everything is already in constant flux. You go to
the supermarket and find that your favorite thing has
disappeared. A shop you go to closes and another one
appears. It's ironie to be making these solid, self-con-
tained sculptures in a city that is so temporal. [ find
something fantastic in that.

LA is a city of immigrants, People escape to LA, to
rebuild, to start fresh. It's fununy that among the people
I've met here, very few were actually born in LA One
who will be is my daughter Bea.

Peter Shelton

I came to LA, in the fall of 1969 1o go to Pomona
College. After graduating I went back to Troy, Ohio,
where [ was born, and went to trade school. | was an
industrial welder for abont a year and a half before

1 came back to LA, It seemed like a place 1 could
survive in, and I had the illusion that there wasa
certain amount of support for the largely hybrid
environmental works that 1 had admired in school—
Robert Irwin, James Turrell, Ed Kienholz and such.

1 worked as a welder enough to know that it
wasn't something | wanted to turn 30 doing: it was
Just tough, intense and very dangerous work. So to
survive [ did a loi of pickup carpentry and T welded
for other artists and worked in a furniture shop. 1
had a little studio in Santa Monica. One of the rea-
sons to go to trade school was that [ was determined
not to go to art school; T was going to do this David
Smith thing and work in trade. [ had it up to my
ears with what 1 thought was already academic art,
this footnoted, deconstructed kind of approach to
making work, being an artist and eritic at the same
time. | just had a problem with that: I was more into
a direct experience.

I made & deal to take an adjunct class at UCLA as
an extenston student to be able to use the sculpture
studio, But I was using the studio so much, much
maore than the full-time students there, that the fac-
ulty said, “Either you're going to be a student here
or you're going to teach here. But you're not going to
teach, of course, so why don’t you enroll as a gradu-
ate student? We'll give you a scholarship,” | started
in 1877 and did the two-year program. I had some
friends at the school but there was very little collegi-
ality, or the kind of gang mentality and clannishness,
that I get from people who've gone to the schools
recently. At the time, | thought of the schools as
providing working sculptors with resources: [ was
seeking space, oxyacetylene gas and whatever else [

was using to make my work. | was a little older than
the others, because I had been out for four years, so
1 was pretty determined to do things my way.

Once | had graduated, LA was a place 1 had
figured out how to live inand it was easy to get
industrial services and supplies, [t's sort of stayed
that way today, but the industrial part of the city has
shifted to warehousing, L.A. has gotten to be expen-
sive, 0 the heavy industries, like ivon foundries and
manufacturing, have moved out. Now it's becoming a
warehouse-based economy—shipping, receiving and
storing. But [ can still get things done that I need to
get done,

[ started teaching in 1980, I always assumed
that I'd be teaching, since in a place like L.A. it
was mostly impossible to make a living as an artist.
At that time, there seemed to be a tiny handful of
people supporting themselves with their work, like
Billy Al Bengston or Ed Ruscha. Also, [ wasn't mak-
ing the kind of work that anybody was likely to buy
because [ was mostly making installations involving
these huge structures 1 would build.

1 never looked for a tenure-track job. I really
struggled not to be in an academic art context. [
had a tough time with the idea that teaching was
what an artist had to do. But [ liked teaching, the
interaction with students. I was actually a decent
teacher: | wanted Lo give the students some depth
and really look into what they were doing, so that 10
years later, when there might be no interest in their
work and they might not know what to do and have a
crisis, they'd be able to rebuild themselves, As soon
as 1 had a couple of shows where things sold, [ took a
sabbatical and just never went back.

Having gone to trade school made me oddly com-
petitive to make things that most other artists could
not make. | started right off doing ambitious projects
because I could make them myself. In the late "80s [
had a ot of assistants, and in recent years it's varied
from project to project; there are things assistanis
can do, some repetitive processes, like layering
fiberglass, and other things they cannot do, which
involve judgments [ must make about the forms and
how they get finished.

One thing that was important to me was the idea
of establishing a territory, When you're & young art-
ist you stake out a general territory, and you run out
to the edges of that territory, even though you take
the risk of working superficially, Otherwise, as you
get older, vou can get stuck with a cerlain success,
with a certain way of working and then not be able
to figure out what to do next. I really admired Bruce
Nauman: his territory early on was very broad, so
that he had a maximum of expressive possibilities.
So 1 thought the way to go was to sort of keep your
enterprise really broad and not get captured by
some stereotypical rule. But the fipside of that is
that you end up with a lot of people saying, “Wait a
minute, where does that come from?"

The sheer number of artists who are coming
to and operating in L.A. now is radically larger.
Somebody was giving me a statistic about 10,000
MFAs graduating from art school every year in the
States; articles are even coming out about graduate
students at UCLA—I guess you have the same busi-



FPreter Shelton: clowdsandelunkers, 2004-(08, miced medivms, cast iron and steel; al the Sealtle Tocoma International Airport. Colleetion Porl of Seatile,
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ness going on about Yale and Columbin. When | was
it UCLA it was a sleepy place, and 1 abways felt like
LA, was kind of a wasteland soelally. I'd hear those
stories about people holding court, like Anthony
Caro and Clement Greenherg at Saint Martin's in
Lomdon, | can't really fathom what that would have
been like, the intensity of these puys and the sort of
pecking order and hierarchy, Clem and Tony sitting
at the head of the table and the apostles all arowmd,
The curtain i3 drawn, and on the stage is some
Constructivist modern sculpture that evervbody
would spend a eouple of hours discussing, “Why did
you leave the end of that tube open™ 1 was a litte
envious becanse if vou belong to & club where every-
bady's colleciing beetles, then if you get a really
good beetle vou'd know by what standards or what
virtue it is good. In LA, the art world is so diffuse,
it's sueh a hybrid that people have put together, that
it's really hard (o compare works, 1t ke apples and
oranges, My standards had to be very intermal and
conditioned locally.

Somehiody ssked why Nauman was so often using
himself as a subject of his work. [ remember him
saying that he was readily available 8o he became
the subject. Lile William Wegman had his dog. You
deal with vour resources. In my case, 1 had been

premed student, and had spent time In theater and
anthropology at school, so [ think it was natural

for me to kind of verify the work with the body,
Also, coming after this incredible—at least in New
York—critleal dialogoe about the nature and the
phenomenology of ohjects in Minimalism and how
self-referential and self-contained that work was, it
seemed impossible to procesd without rebuilding
somee sort of narrative.

I've approached representation, or nonrepresen-
tation, from the idea of narrative in literature, From
very simple kinds of concrete stories you maove (o
the movel and then to parable or myth, and then
you get to a point where it becomes non-ohjective, |
think art should have that full range of possibilities
One of the things | always liked about Nauman's

work is that it did not seem to be mainly about form.

Although it has a kind of stylistic bent, he uses
anything, any mode, sometimes relatively Agurative
and sometimes very nonfigurative, My approach

to the figure was always transactional—more of 2
verb than a noun. [ felt that scalplure was between
vou and something else, either experience or space
or something, Making straight figurative work has
never made much sense to me. | am not that infer-
estind In the figure in a traditional sense; | am inter

ested in these transactional ohjects that say some-
thing about your gesture, some meditation on your
body, something that's ohjective but also interior,

I'm interested in architecture: early works 1 did
were about going through layers of space, and fronts
and backs of things that squeeze you in one place
and open vou up in ansther, one part being public
and the other private, That's part of my interest in
Asian art: | belleve that consciousness resides in all
parts of the body, so hanging things at vour knees or
your feet or your belly or your head i a way of focus-
ing that part of vour psyehic and physical person,
I & funny way | think it's typical of sculptors; you
have this inert matter that you're trving to animate,
50 you try to disembody or displace the welght of it
or give it 4 kind of gesture so it will not be just inert
material

The public commission | recently did in Seatthe
Ius 8 kinesthetic side Lo it You can walk onto the
stepped platform. I am interested in the kind of
somatio response people have to these floating, bal-
loanlike cloud forms in fiberglass overhead, and the
weight of the same forms in iron below knee-level, |
wiriled like there to be this kind of b between your
corporeality working against that part of you which
ia mot physical
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Left to right, Lara Schnitger's Fun Bags, Kinky Neighbor and Dix-huit+, all 2005, fobric, wood, mived

mediums; al Anten Kern Gallery, New York.

Olga Koumoundouros

I came to LA in 97 and went to Cal State, Long
Besach, because it was affordable, I was able to

take undergrad classes for cheap, got a studio and
worked as a waitress, [ had talked to UCLA students,
and they told me that it was hard to get access to
and attention from the profs; | heard you got a lot of
attention at Cal Arts and | was excited by the history
of the school, 8o [ went there in *08,

T worked with Michael Asher, Charles Gaines,
Sam Durant and Millie Wilson, With Martin Kersels,
my comversation was more about performance, |
really used the idea of eriticality and the conceptual
history that Cal Arts offered me, T was excited by
that. I remain in close touch with Charles Gaines.

I did a residency with Charles Ray and Jennifer
Pastor when | was in graduate school. The pedagogi-
cal perspective that [ got from them was almost the
opposite of the one at Cal Arts, and I'm immensely
grateful for that tension, although it made me a
little eraey at the time, [ learned about how to be an
artist from Ray and Pastor, being able to watch how
they nurture their source material, their immersion.
It's ome thing to read Smithson's deseriptions in A
Thur of the Monuwments of Passaic, and it is another
to go on a walk with Charley and get into looking at
a tree, a perceptual freshness which we often start
to lose in our schooling,

There are a few studios—HRay, Relley, McCarthy,
Drant—that employ & lot of artists coming out of
sehool; it's almost like a rite of passage. You pick up
these gigs with the artists, or vou pick up installer jobs,
[ worked full-4ime for Ray four vears ago, when 1 first
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got. out of graduate school. He brought in a professional
to teach us about mold-making and plaster work, and

1 learned a lot of my skills from that guy. And it's been
really good for my teaching. We were making molds
and easting Charley's thee. Bul teaching has served my
practice better than being an assistant.

I have a problem with long-term assistantshipes. It
can be highly exploitative and demoralizing to be doing
finl-time quiasi-factory work when you have vour own
voice, Repetitive labor with your hands is alienating,
S0 much of the energy that you need to bring to vour
o seulpture s physical: using it up on someone else’s
work is not healthy, | have seen people end up being
kind of paralveed, having swallowed up and internal-
fzedd fon much that isnt their own. They think that
they'll get access to the art world through prosimity to
well-known artists, that suceess will rub off on them,
and so they shut down their ewn sense of agency.

The shifting history of L.A. is exciting for artists.
My work is largely architectonic. Part of it is this col-
lision between structure and the somatic. There are
erafy juxtapositions in this town, with this constant
destruction and rebuilding. It encourages a loose-
ness in how you relate to history, so you have to be
careful with facts, but at the same time there is a
lot of forgiveness, Your environment here is full of
slippage—in language, histories and media—and
easual fabrication methods are acceptable.

Onee | graduated, it took me a little while to
show again; | had peers who had credible support
from art eritics, but I didn't. After 8711 I didn't
feel like there were many places to show; alterna-
tive spaces were officially labeled passé, part of
an older nostalgic vision. People were coming
oul of school paralveed with huge debt and ask-

ing, “Where can [ go to make stuff? Where can [
show?" 8o [ rented a space with my friend Eodney
MeMillian in a Hollywood strip mall, and we put up
a ghow for ourselves titled “#9.” That was a great
thing—it really did a lot for each of us, People
were curions enough to come, It was as much for
our psyches as anvthing else. The depression com-
ing out of graduate school is notorious, Doing the
show made me fee] like [ had control over my prac-
tice, | wasn't waiting for external approval.

My work has been too large in size for dealers
in Los Angeles; 1 sold the largest piece 1 had made
here through my German dealer, Stephan Adamski,
People in Europe are very interested in LA, and
gamehow they don't buy into the New York/T.A,
rivalry so much, That's served me well. I've always
thought that Mike Kelley, Panl McCarthy and Sam
Durant had support in Europe before they were
really accepted here,

Since 1've arrived here, LA, is less something
that's percolating and more something that's
becoming established. The competition for find-
ing space and teaching jobs feels a little more
intense, Because of the number of students com-
ing out of art schools, the rents have gotten crazy.
The real estate people are using this art-loft
language in a jargony way, and artists can't even
afford these places anymore. LA, is becoming
more dog-eat-dog, but still less so than New York,

Rodney and 1 are working on a performanee for
The Suburban, a project space in Chicago run by the
artist Michelle Grabner, We are trying to embrace
the same spirit that we had earlier, but trying to not
have our production dictated by our previous sue-
cesses, We want to throw off sell-imposed restraint
amd take risks again. We can refine the performance
in Chicago, and then probably show it here, at Lauri
Firstenberg's project space, LAX Art, in spring 2007,
We: have such a good dislogue we wanted to use it to
get out of our own narrow trajectories. I trust shak-
ing things up with Rodney and 1 feel very fortunate
to have that connection with another artist. Both of
us want to kold onto that and not let the pressures
of expectation swamp us,

Lara Schnitger

1 moved to LA, in 2001, on my birthday, My husband
Mati Monahan and [ had been living in the Nether-
lands, where I'm from. Before that we lived for a vear
in Japan, We had a great experience there, and it
opened up & whole new vision of the planet. So com-
ing hack from Japan and living in Amsterdam, we felt
like we were missing a major part of the world, The
Netherlands seemed kind of small,

A great many cultures are here in LA My studio’s
close to little Tokyo, and vou've also got Thaitown,
Koreatown, Chinatown—that’s really attractive—com-
bined with the feeling that yon have tons of space. We
both got to love nature in Japan, and the nature here
is beautifl. Also, the art scene was booming here at
the time we arrived. The gallery China Art Objects was
really jamming, and the whole Chinatown art scene
was starting, so there was a real community feeling,

In Holland, the social system is strong; it gives you
grants, it takes care of you. Here there's no safety
net, so yon really need your friends, We had an artist
friend here, Jeff Ono, whom Matt knew from Cooper
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Union. So we got together with the friends of Matt's
friend, and it got to be like a total gang—painters,
performers, musicians, dancers. In the beginning, not
coming out of one of the sehools here was definitely
a disadvantage, socially, We would go to openings,
and fortunately we'd have our friends. They'd tell

us about the openings, introduce us to the people
they know. 1t's a very small, very fiendly world here;
you'd quickly meet the artists amd the gallery owners,
But without that contact we would have been really
Tonely. 1 was showing already before we gof here.

['ve: heen with Anton Eern since 1006; we met in the
Netherlands. When 1 had just moved here, the Santa
Monica Museum had a project room, and they invited
me: bo dio & project. It all happened fast: | was here, |
mat the curator, she had this new job, it was part of
that whole getting together,

Moving (o LA, ehanged moy work somevdut. 1 had
started by doing pieces made from stockings or garbage
bags that stretched in space; sinee they did not have
an armeture inside, they needed the walls 1o exist. [
was doing these huge extravaganza pieces, taking over
whele spaces. In LA, [ made freestanding works using

vards and yands of fabides, | had made my first free-
standing pleces in Japan. Peaple there are much more
introverted, amd thit's when | started making more
introverted pheces, where the tension would come from
the striveture inside, instead of from the walls.

Sculpture was always something very exciting for
me. Dwanted to get it off the pedestal; led it walk, talk,
move around; play with the space. | always like to see
things get made in new ways. | feel mysell more a
seulptor than an shject-maker: | definitely deal with
gravity and space and materials,

This downiown neighborhood is a very interesting
area You have little Tokyo, which is Japanese, clean,
very organized and structured. Right next to it you've
gt skid row, whieh is pretty much all the homeless
prescpbe from: LA, hanging out around the missions. The
homeless scene i fascinating to me. They team up with
pach other, they build their tents at night with boxes
and fabrics and second-hand elothes, The next block is
the fabric area, and that's astonishing you see all thess
peoplie from all over the workd, and rows and rows of
meterials. 16 like part of my sbudio is over there. Hay-
ing access to that has really influenced my works Part of

whai fascinabes me s LAs second-hand culture, 1t's a
Fined of desert place. Maybe that's why seulptors come
here: i85 50 fat you feel you could Ll up,

&0 1 started to use a 1ot of second-hand elothes in
mmy work, and | atso started doing theatrieal works,
working on costumes, which I'd never done before. |
worked & bit with My Barbarian, a group of our friends
who do great performance.

Sewing is something 've abways done. | used to
make my own clothes before went o art school with
aconcentration in textiles. What 1 Tove with fabrics is
that they're so plastic—the flatness of the material
with no shape of its own, and its transformation when
yout put it on, Soyou ean transform your body or you
can make seulptures.

[ wirk mosthy by mysell. When | actually hived some-
ane, it was for the big bumper-sticker plece; that was a
production plece. T had people printing texts, and 1 had a
worman helping me sew, But | don't have assistants in the
stuaedio, 1 dlo it all oysedl: now because | am pregnant [ am
thinking aboud having somebody help with the shipping,
[Tingrt Elly Monahan was bern onJuly 15.]

lportant people outside of my gang would be Paul

tHga Kowmoundoures: Monument to n Town Meeting, After Aceonci, 2008, wood reciypcled from high-rise buildings, ladders, laminnted benches, 6 by 23 by 8 feel,
Courtesy Adamski Gallery for Contemporarg Art
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MeCarthy and Mike Kelley, 1 don't know them, but the
other day [ was thinking of them. [ am working on this
turkey piece now, using fabric, and [ thought, this is
really ridiculous. Then 1 said, “Wait a minute, I'm in
fucking LA Paul MeCarthy just did a whole show of
pirates, and [ can do a furkey piece!”

Nathan Mabry

I came to LA, right after graduating from the Kansas
City Art Institute. I began as a potter and then started
making more conceptual ceramic work. [ applied to
the major MFA programs, including UCTA, and got
into all but one, Then it was a question of who had
the hest offer, which program would most benefit me
professionally, and where there was a wide range of
teachers. AL UCLA you could almost design your own
program, 50 1 went there,

1 had the opportunity to work for Adrian Saxe,
which was quite 2 rare chance, because he doesn'l
hire studio assistants, being very hands-on himself, |
think it was his way of taking me in and teaching me
in a different way. At the same time [ helped Jason
Rhoades for two summers putting together his Mecea-
s installation, which was grunt work. We would
just unpack the neons and then mount them on the
Plexiglas panels,

1 made strong work in sehool and people saw that
and wanted to know more about it. The “Thing” show
definitely catapulted it. But also UCLA has a spring
review every February, when they open up the gradu-
ate studin building. Important dealers and collectors
show up. It's an aceelerated art world right now, with
art fairs and everything. People are just gobbling it
up. It's also the way the information society of the
world is working now. Everyone wants something new
and quick and easy.

It's really exeiting being a young artist in LA, 1sald
a lot of work for minuscule prices out of my studio at
UCLA | may get close this year to living off my work.
I teach part time at Cal State, LA, An LA collector
hought a piece of mine out of the “Thing” show; he
has consistently been supportive of voung LA, artists
and tries to talk to galleries in New York and other
places to see if they can show the work,

There are erities who write a lot about UCLA art-
ists: most of the local schools seem o offer a network,
including galleries, which Exvor students from particu-
lar programs. My expectations for the moment are just
to hopefully have another show. 10 like rock 'n’ roll,
you can have a great hit album and theyll love you,
bt if you can't keep making that music sound good or
appealing you're going to lose your record label.

1 hawe a group of friends; we all went to school
together. We don't sit around and talk about art, nee-
essarily, We like to golf, or play poker or just do guy
things. There are a few peaple | constantly bounce
ideas off of, my wife being one of them. I trust her
opinion, she knows my instincts best. [ already knew
some people in the “Thing” show, and most of the
work I liked was done by them,

I have a very traditional, very slow practice. My
show [at Cherry and Martin, Feb. 18-May 25, 2006]
will include a series called “A Touching Moment™
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that 1 have been working on. [ have been taking

an ancient, archaic art form—Pre-Columbian pot-
tery—and combining it with Minimalism or American
modern. Fverything is open to interpretation. | take
liberties with altering the elements: from reinterpret-
ing part of the formal vocabulary of a Minimalist auch
a5 S0l LeWitt to putting a silver “grill” encrusted with
diamonds on a pottery-inspived lama head. LA, is
important for the way that it has sort of heightened
the irreverence, the irony in my work.

The “Touching Moment” idea is also about time, the
history of objects through culture. | think these sculp-
tures of mine are very awkward, strange things and the
acceptanee of them is really overwhelming to me. They
have & classical esthetic presence and at the same time
I think they are quite challenging. My work has also
connected with the Finish Fetish tradition here; alot of
my eartier work was funkier, and now it's cleaner and
more presentable. Ul stay with the figure for the imme-
disite resonance that it has with the human condition.
The way you can immediately get a response firom it.

The iea of mimicking and making simulations is defi-
nitely eonnected with being in LA Most of the figures
in “Touehing Moment” come from a 2001 book called
Ser i Sexuad Magic in Anciend Pery, by Federico
Kauffmann-Doiz. My work sort of speaks of this time-
less idea that we are animalistic it also deals with the
ileas of grave-robbing and colonkzation, The work also

questions whether contemporary society is as advanced
a5 we: think. 1 will keep experimenting with the ceramic
medliun; elay is an important materdal It has a direct
connection to how each culture has progressed,

Jorge Pardo

1 was born in Cuba and grew up in Chicago. My
parents were hoth factory workers in the Midwest,
I got interested in art at the University of Tlinois,
In 1984, ome of my art instruetors said, “You should
go to California. The schools are better out there."
1 didn’t have that much sense of the schoals. [ was
just happy to leave Chicago.

1t was very cheap here and very easy. [ was 21
and had a shitty job and a studio for $150 a month,
1 ended up at Art Center. When | started it was a
horrible program. Then something happened at Cal
Arts. and several of its faculty shifted to Art Center,
which, almost overnight, went from being a bad
place to being an interesting one. Getting a group
of more theoretical teachers changed the school for
anumber of us. We were considered a post-studio
program. You eould meet with everybody; it wasn't
structured, If sculptors started to come out of Art
Center it was the consequence of an open system. 1
always had a lot of technical skills. | had done con-

Nathan Mabry: A Very Touching Moment {Holy Jugs, Holy Judd), 2005, ferra-cotta, oo,
mived mediums, 33 by 40 by 28 inches. Photo Robert Wedemeger, courtesy Cherry and
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View of a 2006 installation by Jorge Farde at Friedrick Petzel Gallery, New Fork.
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struction and built house additions, doing plumbing,
electricity and the rest. That's all vou need (o make
seulpture, The professors coming from Cal Arts had
4 long tradition of marshalling their students east,
and New York galleries started looking at some of us,

It was the beginning of people starting to consume
art education, the same way lavwyers and doctors
50 to sehool, LA, has become the eity of the visual
one-liner. That's a consequence of recent pedagogy,
You have to dumb things dewn to put Hhrough 300 art
majors every year, &5 the schools started to do in the
"B, Things may have been more interesting in the
"Tis and "80s becanse there were fower artists,

LA has always been a provineial city, We got our
education through media, since there wasn't that
mich art in town, We tended to know the pictures of
things rather than things themselves. There was a
kind of self-sufficiency in local practice: you felt you
could make art from the comics in your room, In the
late '80s in LA, you were working from a sel of cul-
tural deficiencies. There is a loeal culture, but the
art sehools were never connected to that, LA was
the ity that had the most examples of interesting

contemporary architecture, both due to its climate
and its tradition as & trash-and-bum developer's
city. Things seem to get knocked down every ten
years, LA, always existed as a transient population
with first-generation immigrants who would move
through transitional neighborhoods before settling
in the suburbs, That sort of mobility no longer exists.
The density is increasing as people become stuck
where they are, and then you still have people com-
ing in at a rate we've never seen before,

I've always been someone who operated with a
Iot af doubl. [ didn’t draw as a kid; [ didn't know you
could be an artist until 1 got to college, If you are a
working-class kid, going to college is a better optlon
than going to work at the factory where your dad
wurks, | never understood esthetic fetishization. The
last thing I want to do is make art that looks like
art. I'm interested in the kind of experimental or
progressive component of it the openness of 1L T
always been opposed to the militarized pedagogical
culture | sense with Michael Asher or Benjamin
Buchloh, IFart is going to be interesting it has to be

engaged in contemporary living trends,

My Art Center roommate's father had dabbled in
real estate and bought him a house in Pasadena, so
however his career went he would at least have a
roal. We thought, “Why don’t we just start a gallery in
the garage? From the architectural plans we knew
the house had been built for a Dr. Bliss, so we named
the gallery Bliss House, The first show was called
something like “The Neighborhood Show,” and we
asked our friends in school for work and asked the
neighbors for things that were important to them,
We were trying to reflect the area. My interest at the
time, as it still is today, was: what are the limits of
art? How do you make works of art that don't need a
conservative belief system (o sustain them?

I hased my first solo gallery show in & commercial
gallery at Tommy Solomon’s Garage in 1990, where
| exhibited a series of modified objects. The show
sald out. | was making 15K working full time in Art
Center's library, because [ needed to pay my rent
and have health insurance, [ made 9K from that
show, which made me feel [ was living well! | then
dlid a show in New York where nothing happened.

My career took off from Europe, though my practice
is very much about responding to a life here in Amer-
jea. By the time | started showing in Europe [ had
been out of school six or seven years, ['v remained
friends with & number of the European artists [ met
at that time, Things have halanced out since, but
it is two different careers. Americans want things;
Europeans are more interested in ideas and projects.
Here in LA, there migy be four or five people that |
can talk to about my work, One of the things that |
really enjoyed in Europe was that you could describe
the problems of working in LA, in a non-judgmental
way, without the overbearing provincial dogma. You
didn’t feel like vou were in the middle of some sort
of palitical minefield driven by the artificial support
gystems put in place by schools,

My first show In Berlin wis in 1084, with Neoger-
riemschneider, a gallery run by Tim Neuger, a young
German | had met in LA when he worked for a
gallery here, For the Berlin show we remodeled the
gallery from my design and showed it as the work.
handled the signage, furniture, detailing, Everything
was for sale: you could buy the table, vou could buy
the facade of the gallery. We did it all ourselves, with
the help of a couple of drunk German carpenters
who eame and built the cabinets.

These days in the studio we are transitioning
maore to protofyping and a little less building, since
butlding is kind of a pain in the ass. To manufactore,
sou have to have people on hand all the time, and |1
don’t want to get imvolved in that so much anymaore.
I like to make the first one, and | like to see it get
past a sort of paper demonstration.

I've: found it easier (o convines European (irms
to take on the fbrication of an artist's project than
American ones, Here, when I've shown up as an art-
ist, I've felt a sort of general apathy. In Europe there
is a kind of curiosity, a slightly remantic acceptance
of the artist, Here there can be a deep sense of skep-
theisem if you aren't palnting or making something
with vour hands.

If you want to got certain things made by the
firniture industry there are mles, I'm a bit of & bull
in & ehina shop—I'm indiferent o roles. I industry
work happens in an interesting way, it's great, but
I'm eertainly not interested in entering that world
and wasting my time. I'd rather be in the studio,
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I think we are an atelier in the most traditional
sense. The people around me are assistants, We work
together. People come here organically—they come
and go The studio has its own life, as do the things
that come out of here. I try not to employ artists. One
of my assistants is a machinist, another is involved
with environmental design, 've had 11 or 12 people
working, but some left Lo start their own businesses.
There are only a few positions where you could really
slay long berm, And those positions require a certain
detachment from the idea of the art workd. We do real
prototyping here—there are two CNC [computer
numerical control] machines and a laser cutter.

This s a totally digital studio. Most artists will take a
gketch to a fabricator. We don’t do that, We make the
things that we show. It's very important for me to stay
connected to that process, I'm not totally proficient
with CAD [eomputer-assisted design], but I'm more
profleient than most artists, The technical bearning

is important, but it's about trying to learn it with-

out obsessing over it, We do multiples and have an
interesting one now, which is the lamp subscription.
We've been working on it for the last two vears, You
subscribe, and we send you a lamp every couple of
months, It's designed as v & d; every couple of months
we can try something slightly different.

I'm 42 and have been doing this for close to 20
years, It's a question of how do you transition into
middle age as an artist? So much art these days is
about the young and the old, the unknown and the
very established. That's always an issue—how do
you stay interested? I'm a sculptor, I'm trained, that's
what 1 do, that's the space | can function in. But 'm
less and less eomfortable with the space the art world
is becoming. The more | reach out into the larger
world, the more interesting it is to me. | think my
problem will be to continue reaching out beyond the
art world in the next five or ten years, People who
are my age, who've done what I've done, don't need
to di another gallery group show,

I've: abways thought that art was a profession, in
the sense of engagement. You develop a sense about
how you work and what you do, 17 you work for 15
or 20 years and have done 50 or 100 shows, the way
you make decisions gets rapid. | think that can only
happen within a professional sphere. That's hard
to explain to younger artists, Starting out, | wasn’t
comfortable showing as an artist while in school,
because [ wasn't sure whether [ was going to be an
artist or not. Now I'm sure, becanse I've become
one, 1i's different.

Jedediah Caesar

I'm from Northern California. I came to LA, in 2000
to go to grad school, 1 had gone to the Museum
School in Boston for undergraduate, to get out of
California. | picked UCLA for its faculty and its
reputation for being interested in materials and in
object-making.

What's kept me in L.A. probably keeps a lot of
people here: economics. You can have your studio
and your apartment and you don't have to work that
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much. T pay $300 and 1 also have an outdoor studio [
built, because 1 do a lot of work with resin. You can
work for years in LA, without having to worry about
commercial success, =0 in some ways the pressure is
off. There are two aspects of living in this area that

I think are really interesting. One is the vastness

of the landscape—not the city, but the deserts and
hills and ocean that kind of lock together and over-
whelm everyihing. The other thing is all the indus-
trial fabrication that goes on here, It seems like

you can find nearly any material and have almost
anything made here.

[ worked for three vears as a studio assistant
for Charles Ray. I learned a lot, especially techni-
cally, When | started, | was just thrown in; someone
taught me rudimentary mold-making, and | went to
work. | worked on his whole tree project from not
quite the beginning to pretty much the end, includ-
ing a lot of resin casting, 1 ended up taking the resin,
the mold-making and those processes into my own
work, but using them for really different qualities.

1 was trying to figure out issues of sculptural
space, specifically the density of objects, their
internal space. | was making some sculptures out of
wooden dowels and others out of paper. | got to the
point where I was completely tired of the process:

1 was going to Home Depot, buying more material,
getting another tool, and then eventually I'd end up
with this object. Was it a good object or a bad object?

The rationale for making a better, or worse, object
was that there was going to be this new form. It
was going to justify all this work that I'd put into
it. I wasn't quite sure where to go with that, and |
found that 1 was more interested in histories and
the resources that formed the materials. So I took
all this leftover material and [ started putting it into

buckets and cups. Resin was the binder that filled
in the spaces, and [ ended up with this kind of mass
that was less a new form than a new material. 1
decided to cut it in half, to show its properties. And
that was the first of those cut geodelike pieces. 1
guess | moved the process around, making the dens-
est ohject possible and then turning it inside out.

In my seulpture 1 think about wheat gets put into
the work and what goes into the dumpster, 1 think of
the work as an ecosystem, where everything is con-
nected, so 1 try to incorporate as much as possible.
What brought me to recycling was the fact that [ was
borm into the *T0s environmental movement in the
Bay Area. My father went to sehool for architecture
and environmental design and did solar energy. There
are philosophies that carry over from those disciplines
and that time, but they're mediated by the industrial
and economic systems involved in produeing the
work, and the esthetic problems of making art. The
meeting of all these constraints informs the content.

Color is becoming increasingly important in my
work, [ did these cut-resin seulptures where each
layer was colored individually when they were
poured. 1 did a piece for my Paris gallery, Nathalie
Obadia, where the resin was clear and the color
came from the objects inside, In another sculpture
I made the resin totally opaque white, so color was
sort of chance color—whatever came through. |
don't have a great eve for color, so the trick is to
figure out a process that gets me to the end, with
everything adding up.

1 work without assistants, which creates, or forces,
a lot of time to think about the mutations that oceur
in the work, More and more, the work finances itself,
I'm in & funny place a lot of peaple get to, where I'm
working on a number of shows at a time, and the

dedediah Caesar: The Hive, 2005, mived medinms, 22 by 35% by 13% inches.
Courtesy Galerie Nathalie Obadia, Paris,




logistics of making, moving amnd
presenting the work are making
their way into the content. In
2004, 1 had a solo show at Black
Drragon Society and was invited to
show at Exit Art, so half of a big
piece wis here and half in New
York. The simultaneous factor
was really interesting to me, and
fiedd into where [ went from there,
The two-part, wall-like piece I'm
making for the 2006 Armory Show
partly comes from that continen-
tal split. I find myself working for
art fairs,

The “Thing" show at the Ham-
mier was & really big change.
People from a huge number of
places saw that show. | made
this really big piece for “Thing.”
It was heavy and cumbersome,
qualities that, if you are going
o make sculpture, are generally
not going to help your career
explode, But it sold to a collec-

dennifer Pastor: The Perfect Ride, 2002, three parts (left to right): dam: steel, alominum, plastic; line drowing animation;
eir: polgurethane, steel. Courtesy Regen Projects.

for who had bought some work in
the past. | have almost no profi; 1
spend about as much money &8 you give me.

I'm mot excactly sure what it means to be an LA
artist, since [ show more elsewhere than in LA
Ideally I would like to move around more, but I'm a
studio-bound artist. At this point my studio happens
to be in LA, T hope the city will keep a little bit of
its autonomy and openness, [t's changing—there
are more galleries to show and support people, but
at the same time | don't know how much longer
people will move here specifically to do art. Prices
for studio space have gone way up. [ don't have any
rent protection but | have an incredibly generous
landlord, who is curious about what I do, and right
now that saves me.

Jennifer Pastor

I moved here in 1989 after having lived in New York
fior four or five years, [ came for graduate school,
without knowing much about the West Coast; [ think
1 just wanted a radical change in scenery. After hav-
ing graduated from the School of Visual Arts, [ was
working at the Bronx Zoo I decided to go back to
graduate school and | wanted to go to a university,
ot an art school, This was pre-Internet so [ went
tin MOMAs library and started researching varions
faculty. | had known Chris Burden's work, but in
the library I came across Nancy Bubins's and Paol
MeCarthy's and Charles Ray's work—all were teach-
ing at UCLA—and [ thought, “Wow!" 1 had intended
this to be a diversion from New York.

The faculty were mostly in their 30s and 40s,
g0 we students had a very open relationship with
them. We had lots of space, time and freedom, [ had
always made big sculpture but in California my work
got. expansively lange and labor-intensive. | staved
becanse it was very conducive to making work. I was
startled by how quickly I was able to start showing,
The second year | was at UCLA people were making
studio visits. Mostly associates of the faculty—deal-
ers or artist friends. At one point, Hudson, who was

Charles Ray's New York dealer at the time, came out,
and 1 was his driver and we started talking about
my work. He came by the studio and then put me in
4 group show [at Feature Gallerv]. My classmates
were the first wave to starl exhibiting right out of
school; they included Jason Rhoades, Rachel and
Toba Khedoori, Martin Kersels and Monica Majoli.

Leaving New York, 1 had put everything I needed
into a compact car and driven eross-country; for
years my life conld fit into the ear, while my sculp-
ture never could. It was like a bargain that lasted for
a long time: if [ could keep my life that small then 1
could make my sculpture, LA, was very friendly to
that notion, the winters aren't cold,

I had my obligatory car wreck and bought a truck,
which meant that T wasn't moving back to New York.
But it was a stick shift, which [ didn't know how to
drive, so I went to the desolate neighborhoods south
of the airport to practice and discovered this sort of
industrial ghost town, which is where [ decided to
establish my studio. I moved there in 92 and staved
almost a dozen years, The little machine shop |
rented for $400 a4 month was $00 square feet, and [
built a room in the back because the fire inspectors
used to check every vear, so you had to hide vour
living situation. I bought a stainless slop sink from
a restaurant supply store and ['d take baths in it. If
you kept your life and the time you had to work for
maoney small, then the work could really pop.

I like to be in & place where there is nothing, You
can get off the grid more readily here, find ignored
spaces, In LA, you take the wrong freeway exit and
fee] like you've left what you know. But depression
is also part of the culture here, the sort of isolation
when you are driving; there is this inability to pro-
duce intimacy in a city like this, It is very difficult
if you are actively looking for intimacy as a way to
break down an isolating mood.

I've come to see LA, as a neutral base to work
from. It has become another place that 1 like to
escape from, but now that I teach at UCSD | move
between two places, Structurally, LA still seems

like ome of the few contemporary North American
cities, The United States is just getting scarier; LA
#till seems like a relatively hopeful city. I'm not the
person to ask about changes hére, since ['m so self-
involved in my relationship to it [ don't go out much,

Relative to my peers, even in my undergraduate
years, my projects always took longer. Each work
is quite different; sometimes they invalve expedi-
tions, a lot of strange hunting-and-gathering trips.
This is true of my present work and was very true
of The Perfect Ride (2008), which took six years to
complete, [t involves the Hoover Dam and buall-rid-
ing. Before 1 decided on the dam [ was looking at
bridges and all sorts of structural engineering. Built
wonders, and sort of odd ones. [ wanted to see most
of L& Corbusier’s buildings, for instance, so that took
awhile. Onee | knew what [ was doing, [ had to start
filming rodeos, Then I started going to bull-riding
events, At the research stage of the projects, there is
no one other than myself who can think it through,

I believe that projects have specific economies.
There is nothing inherent in each project that says
it has to be a six-year saga. While there are things
I do quickly, I don't think that evervthing [ touch is
pither interesting or exhibitable, [ believe in actual-
izing an idea, and each idea potentially has a life
of its own. I'm just not interested in the lotsam of
pretty things that emerge from studio practice, so
don't show that kind of thing. Also, I'm really good
with my hands, so I'm suspicious of that kind of stufl,

When | was installing The Perfect Ride at the
Whitney Museum in 2004, it was the vear of pointy-
toed women's shoes. | needed a pair of shoes
because all | had was my work boots and there was
the opening; | went to Macy's, and getting off the
elevator [ saw an extraordinary vista: thousands
of pairs of shoes, extending through an entire
enormously chaotic floor, but not a single one |
could wear, because of this pointy exaggeration,

1 was just giving up when I saw this small boy; he
was stopped in his tracks, completely riveted by
the endless vista of undulating shoes and bizarre
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shapes at his eye level, I thought, *If I'm so jerked
out of my normal perspective, what the hell is
going on in his head?” I wished [ could do a draw-
ing of what was developing in his imagination. Over
time I went to other department stores, and did a
lot of drawings.

1 finally went back to Macy's. The shoes had gone
out of fashion. [ ended up getting over 50 pairs of
extraordinary pointy shoes and boots from a variety
of sources and made a still life of them in the studio.
I've done drawings from this constretion, trying to
develop a sort of “embattled” tervain, and ordered
twi thousand pounds of oil-based clay so that [ could
maodel the sculpdure to be cast in iron. [ use fabrica-
tors whenever [ can, since otherwise the tasks would
be endless. A fabricator can construct the armature
and assistants can put the rough elay on the arma-
ture, But | have to do all the refined carving and
modeling myself.

At the same time that 1 got caught up in the
department stores, [ started reading, for another
piece, about combat artists, not only from World War
11, but also from the Renaissance, especially in north-
ern Eurape. In the 15005, there were a few artists who
were actually foot soldiers; they were able to circum-
vent the norms of image-making becanse what they
did was really first-person observation. [ was inter-
ested in these images of intense direct experiences.
There are some great images where landscape was
not a backdrop anymore, but became contextual. [
was really impressed with how radically these soldiers
were able to shake up accepted imagery.

My frustration with contemporary current
events certainly also led me in this direction. |
was thinking about polities and blood sports and
about how people have dealt with this in different
times, Being interested in battle scenes, [ won-
dered where I could deaw them from life. I tried
to get into Camp Pendleton to draw, but I could
not. Then I found out about ultimate fighting, In
the beginning, the early "80s it, was unregulated,
more like street fighting, combining weight classes,
and mixing together boxing, kickboxing, wrestling
and various martial arts; it was so brutal that few
people stayed in the sport more than a vear. In the
videos from the time, it looked as low as you could
go. Possibly I'll turn the drawings of the fights into
line-hased sculptures in stainless-steel wire. I'm
not so interested in thinking about the figure in my
sculpture. But even in a lof of extremely abstract
seulpture you can see that someone has been ina
balancing act with the figure,

With the “Thing" show [ was surprised and excited by
hiw many younger artists were making seulpture, There
was a genine listiness about materials, which I really
liked also, though 1 think that the original plaiulness
and hustiness for materials sort of petered out into con-
tentment with stuff, You can see the influence of sculp-
tors from previous generations, but what is sometimes
missing is the toughest part of that influence,

And it made me think about why | strugele with
seulpture, I'm talking about the potential for sculp-
ture to act as something that transports you, possibly
tries to change vour perceptual relation to the world.
A really good sculpture is not static, but ean act like
a vortex, snapping you out of your concentration and
making you look at other things in the physical world
in a different way. Material and perception can be in
an active infercourse,
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Center; Matthew Monahan's Seving brightly (attended by the dim), 2006, floral foam, wood, pigment,

gold leaf, glass, dryoall, approx. 75 by 18 by 18 inches, Courtesy Anton Kern Gallery, New York.

Matthew Monahan

I'm from California. At 17 T moved to New York to
study at Cooper Union, When 1 finished Cooper 1
didn’t want to come back to California yet, There was
this program in Amsterdam, De Ateliers, that acto-
ally paid you to go there and gave you a big space to
work. [ ended up staying in Europe for six or seven
vears; toward the end my wife [Lara Schnitger| and 1
went to live in Japan for a vear, because she got some
grants from the Duteh, 1 felt that Japan made me
ready for the non-European culture of LA,

When [ had finished Cooper and gone to Europe, 1
had read a lot and [ could talk a lot, but I didn't really
know how to make anything. If seemed like the most
average piece by an old master was phenomenal, and
I thought, “T'm just going to try and draw now." I've
always been in search of this older history—in New
York, then in Europe and in Japan. [ became almost
filled to the brim with history. Still, after Japan we
actually went on to the east coast of China and spent
four months in a residency there,

[ came hack here five years ago, At first it was very
difficult. 1 felt I 'was leaving behind everything I had built
up and what meager reputation T had in Europe. T had
absolutely no connection with the schools here, or what-

ever the LA, sculpture thing was, My career didn't go
anywhere, and [ didn't really try to keep it going. 1 hid.

L.A. is a place that [ could keep traveling in.

Here there is 20 much space that the various ghet-
tos—inelwding the art commumnity—can expand and
completely create their own worlds. On the negative
side, they are very isolated from each other, but that
also allows them to stay very native and focused. The
first couple of years here [ was digesting what [ had
experienced in Asia. | was working on these huge
charcoal landscapes, influenced by China. That was
already a departure from the figurative work 1 had
done in Europe, so 1 felt that [ was doubly lost, [ was
lost in my work, and [ was lost in my city; [ just tried
to enjov that and low with it.

Flying back from Japan, [ was able to fit a whole
year of work there into the little overhead compart-
ment in the plane. That rootless exdstence had had
an effect on my art, which had to be very thin and
light and portable, mostly paper things, It took me
a long time to feel that | could actually make things
that would take up space, and be & pain in the neck
to travel with, That happened by kind of admitting
that | lived here. After that, [ could give in more to my
senlptural urges,

I kiept thinking of my work in these blocks—umy
China work, my Japan work: place-specific series—



“I probably gave too much time to Europe. Now Pm like, ‘Forget caution!
Let’s just make beautiful things or extremely ugly things.”” —Matthew Monahan

right up until a bit more than a year ago. [ had a real
failure at an art fair in Miami, and then an old profes-
sor of mine came from Europe. In a kind of mystical
German way, he sald, “You haven't done anything good
for the: past ten years.” He said that what [ was doing
would be pretty good for & searf, 1 don’t know anyone
here who would say that | was making scarves. [ don't
think there is any professor at any L.A. art school who
wotthd be o bold, That isn't even what they call criti-
cality. The ari schools here are very intellectual, and
they digssect you on a mental level, But 1 don't know of
anyone, except Europeans, who have that incredibly
nor-intellectual, judgmental sort of power.

And my ex-professor’s comment was actually very
useful. He was saying, “Come on, vou need to find
vour power,” That's not the language that's used at
Cal Arts. That was my great lesson from Europe: the
weight and power of images, They have a sort of word-
less gravity. Which doesn't seem to be the way people
here see things at all. There is a consistency to the
language that comes out of the California art schools
that seemed utterly foreign to me, this sor of do-it-
yourself, going-to-Home-Depot-and-building-things
ethie. There is still this masculine style of “T1 just put
this thing together.”

Paul MeCarthy and Mike Kelley have opened a lot
of space for artists out here, Kelley was able to take

all these conceptual and critical languages and sort
of meld them with things outside of art. | feel like he
made this huge scaffolding out of footnotes and theo-
ries, and this somehow allowed you to think about
aliens and home shops and weird high-school trau-
mas. Important artists are often artists that seem to
give other artists permission to do new things. Bruce
Naumean was a great enabler,

1 had one gallery in New York |Anton Kem] and one
in Amsterdam |Galerie Fons Welters]; they are still my
primeary galleries, My career has really picked up in the
Liust year. It's a nice feeling, because it happened after [
fhatlirved, 1 juest said to myself, I really don't give a fuck
anymore, 'm not even going to hold onto any threads,
Then I shut the door for a year. Trying for the impos-
sible gives you a kind of a nihilistic freedom. Al these
things came together, and I started revisiting my past
discoveries, things T had done ten years ago.

The response to my work came from New York,
although the first people interested in it were Los
Angeles collectors who came through my New York
gallery. | supported mysell by borrowing a lot of money
from my wife. [ sold some pieces, but [ had huge debs.
Lara gave me the freedom to just keep going.

I'work all the time; | work in a quick, impulsive,
chaotic way. [ don't ever want to call my work “fabri-
cation.” It is another one of those wonds, like “prac-
tice,” that [ have an aversion to, [ don’t
want to become a small factory; these

Eric Wesley: Untitled, 2002, waod, stainless sleel, burner, gas
cylinder, rarious foods, acrylic paint, plaster. Courtesy China
Art Ohfects Galleries, Los Angeles.

are all words that [ believe come from
a quasi-Marxist background but have
actually been turned against a lot of
the ideas that Manc was talking about,
For an artist to separate theory and
practice, or thought and fabrication, is
a form of alienation,

I think at its best my work is very
dense and has a lot of sell-negating
masochism, It involves decay and fragil-
ity, & lot of things that by their nature
are anti-commaodity. [t's quite perverse
fo try to turn this into a swecessful busi-
ness model. Objects get a kind of stat-
ure, then I sort of trash them or humili-
ate them. Somehow that annihilation is
like a spiritual need for me,

Al my work really comes from hav-
ing my back against the wall, and now
they're giving me musewm rooms. 1
think there is always a way to feel that
vour back is against the wall. [ just
open a beok on Raphael and feel com-
pletely wrecked. That feeling creates
the internal drive that’s way beyond the
art fair schedule. [ think it's very impor-
tant to maintain that sense of scale,

Here there is a great void to fill, In
the film industry you get stucco ver-
sions of history in no uniform style,
Those things are starting to really show
up in my work. Kitsch offers a kind of
fresdom—this play with history and
surfaces and special effects, [ prob-
ably gave too much time to the whole

Europe thing. Now I'm like, “Forget caution, let's
Jjust make beautiful things or extremely ugly things.”
Come on, if you are out on the edge of the world like
this, you might as well just go right over the edge. You
might as well just fall off the deep end, really giving
up what we were taught to be responsible towards—
content, the dos and don'ts of historical progress,

So in a way, | feel my situation now is just the
opposite from when [ was in Enrope and Asia—my
spoken language hasn't really caught up with what
I'm doing in my work, My language just hasn't become
as emberrassing as my work has, 17 1 did really get
into the language, I'd be muttering some Baudelaire
poem, or growling at vou.

Eric Wesley

I was born and raised in L.A; T really love it here,
though 1 could imagine going to New York to check it
out. I went to UCLA from '92 to '06. Richard Jackson
was important to me; he's really into teaching, really
into sharing stuff. There is sumething here that's
hard to put into words. Being productive, getting
feedback from other artists, from teachers—it's not
about money, it's not about the game. People engage
in a different way.

[ wouldn't really call myself 4 sculptor. Seulpture
is & really arbitrary term. And though I do a lot of
painting and drawing too, [ wouldn't ever be consid-
ered a painter. But I also do other stuff like writing
books. The first was based on a month-long driving
trip [ took to Alaska to see the summer solstice. It
was an adventure-style book. Right now I'm working
o1 4 romance-novel-style book.

[ don't think place is that important to me. I try
to consider it an element in the work, but it's not
where the work comes from. There was something
quite local about the fecf-a-lofta [2002], or, as I've
heard it called, the burrito-making machine, which,
importantly, made one “endless” thing, not a quan-
tity of single things. Originally it was going to make
one long cigarette. So you have the physical concept
of infinity, and to turn that into sculpture you have
to find a way to be funny or engaging. The work has
ti have some sort of physical incitement. The burrito-
making piece was designed for Germany, and 1 like
to fuck around with coding things. [ found that there
is a real similarity between Bavarian culture and

Mexican culture,

I think about the question of humor all the time.
There is a feeling | get when I show something to a
friend or fellow artist, I try not to talk too much or
guide someone who's looking at a work, but when
somenne sees it and goes, like, “Huuunh!™ as an
instant animal-like response, it's a real quick fleet-
ing thing, [ like that. It's really instinctual, like being
caught off balance, That's kind of Paul MeCarthy's
thing too.

I'm attracted to comedy. ['m also into Minimal-
ism. I think the comedy and the formal aspects of
my work go together. A piece has to be thought of
and made by the artist, perceived by the viewer and
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“Movie people can never be in the art world. They don’t want to share
the money, and artists don’t want to share the brain cells.” —Eric Wesley

then—not even understood, but “gotten” in some

sort of way that precedes intellectual comprehen.
sor There 15 a comedy in there somehow. | guess
s funmy that a dumb Tony Smith metal cube has
such importance,

I've been showing here for about seven vears, and
the whole art-world game is shit and everyone knows
it. The career hunger has become overriding for a lot
of people. lgnorance protected me when [ was a stu-
dent, Art students are too smart now, They are the
latest installment of yuppie culture. The art-world
excitement [ saw here in the "90s seemed to sit up
and then die down as other elements took over. The
commercial interests seem to have totally changed,
But of course | also changed in those years, When |
was starting to show, there were a lot of false starts
to the career thing. | had a friend who opened a gal-
lery, which was China Art Objects, and then things
just kind of happened.

1 do feel somewhat successful. 1 live off my work,
and | feel totally blessed about that. I find the game
of suecess and money and fame weird, Often it's
entertaining. At times [ feel used, culturally used.

1 try to adapt; I'm not talking about being a black
artist—which can be a different thing, or may play
a part in what I'm talking about. [ could possibly
milk that angle and make a lot of money. Arists in
general maybe have a little of the clown factor. And
artists sometimes get paid to shut up, While [ don't
get paranoid, | remain apprehensive,

The idea of the LA Mountain School has been
brewing for a while. | had linked up with another art-
ist, Fiero Golia, in Naples, Italy. He just moved here
to LA, and we started this school [in January 2006].
We had talked about it for a year or two, We just kind
of shotgunned it and started the thing, relyving on the
lowe of people we know, or people who are interested
in what we are doing, The goal is for it to be a real
school, not an art project. Our objective is to break
this vicious cycle of how artists are looked at in the
greater world, And also how artists themselves break
into or interact with the discipline itself. So we have
science classes taught by these two guys from Caltech
wh are the real deal; one is a space engineer and the
other a classical physics sort of guy, There's a basic
law class, taught by two attorneys; one is currently a
federal defender. Then there is art, with classes led
by various artists. Those are the three staples of the
program. We deal with commercial things too—deal-
ers, collectors, why a collector buys a certain work
and how. An important local gallery director did a
lecture. It's all pro bono. It's brand new, starting as a
three-month trial deal. The goal is for people who are
students now to remain involved and keep it going in
the fiture. Both Piero and [ thought that there was a
hole to be filled.

There are important connections between art
and the movie industry here, The Fabrication end is
totally entwined—for example, Universal Studios
miakes works for artists. Artists often build sets and
props and stufl. 1 made an igloo and a cabin for a
history channel documentary. The interrelations are
all under the surface. | used to work for the produc-
tion company that produced “The Highlander” TV

190 November 2006

show. But there will never be an artist on TV, Movie
people can never be in the art world, and artists can
never be in the movie world, as hard as each may
wigh and try. Movie people probably den't want to
share the money, and artists don't want to share the
brain eells.

Mike Kelley

I moved here to Los Angeles in ‘76 to attend gradu-
ate school at Cal Arts, I'm from Detroit; 1 had a
second-city complex about New York, so 1 only
applied to two schoals; the Art Institute of Chicago
and Cal Arts, [ did not reallv expect to get into Cal
Arts becanse they were so conceptually oriented;

I applied with a portfolio of paintings on paper,
though 1 was also making installations and noise
mugic at the time.

[ did not apply to Cal Arts for the fine-arts faculty,
most of whom [ was unfamiliar with, but [ was very
impressed by the music, film and graphic design
faculty, The school’s catalogue presented the institu-
tion as akin to the Banhaus, where one could study
in various departments, but this turned out not to
be the case. | went to Cal Arts primarily because
I wanted to study with electronic music composer
Morton Suboinick, but I was never able to, Allan
Kaprow was supposed to be on the faculty, but he
wasn't. | was very unhappy at first, but eventually [
discovered artists there that | liked, and | believe
Cal Arts was, actually, the best place 1 could have
ended up, It was an amazing faculty; [ studied with
Laurie Anderson, David Askevold, Jonathan Borof-
sky, Judy Plafl, Susan Rothenberg, Robert Cumming,
Richard Artschwager and John Baldessari, among
others, And Douglas Huebler was my mentor, It was
a stellar group of people. Most of them were not yvet
famous; some of them were dirt poor, living in their
studios and completely accessible.

The school wasn't orlented toward Los Angeles at
all, but toward New York City. Many of the students
who attended Cal Arts never left the desert town of
Valeneia to go into the city, They just weren't inter-
ested. | had no particular allegiance to Cal Arts. [
made friends there, including John Miller and Tony
Cursler, but most of them moved to New York soon
after graduating.

[ lived in the slums of the Northern Valley in a
little house with Jim Shaw, whom 1 knew previ-
ously from undergraduate school. We immediately
checked out L.A. and discovered the burgeoning
punk scene. It was very lively, rivaling the New York
and London scenes. | particulary liked the band
The Screamers and the musicians linked to the
LAFMS [Los Angeles Free Music Society], like Boyd
Rice and John Duncan. [ met local artists Chris
Burden, Alexis Smith, Jeffrey Vallance, and Bruce
and Norman Yonemoto, all of whose work impressed
me. I became involved with the alternative space
LACE and discovered people like the ASCO group of
Latino artists, and the artists associated with High
Performanee magazine, including Paul MeCarthy, |
decided to stay in Los Angeles; there was really no

reason to go anywhere else. As soon as 1 graduated
from school, | started working the performance-art
circuit, performing in places like the Kitchen in New
York,

I could have made my work anywhere, but 1 liked
the Los Angeles art scene, Also, at Cal Arts | had
been schooled by Conceptual artists, and Conecep-
tualism was inherently an uncentered and inter-
national movement; the artists associated with it
moved from eity to city. The idea that art was linked
fio i particular place struck me as out-of-date, We
were living in a mobile world.

When I got out of school 1 supported myself with
avariety of non-art-related jobs for several vears. [
did light construction, some film and graphics work,
until I got a job teaching performance and installa-
tion at the Minneapolis College of Art and Design for
ayear. The LA.-based abstract painter James Hay-
warid, who had been in residency there, convinced
them that they should hire me, That was my first
professional job, When I came back to LA, I taught
at UCLA, then at Cal Arts and the Otis Art Institute,
then finally at Art Center. Teaching is important in
LA, unlike New York, because it's where one finds a
sense of community in an uncentered city,

The: cultural position of the artist in America is ultra-
low on the totem pole. Artists are culturally unimport-
ant, so art departments in universities are not taken
very seriously. | am not famous in Los Angeles; in the
sehool where | teach I'm less important than an auto-
or prodluct-designer. As a teacher, I'm simply there to
help other people become artists—to do what they
wanilt to do. [ am not interested in producing artists who
make anvthing related towhat [ do,

| generally work in series, but these are
unfixed—they branch into variations. In the last
ten vears, much of my work has addressed the
recycling of earlier projects and materials, 1 did a
large installation a few years ago called Calegori-
il fpevative and Morgue (1909). Tt was made
from 25 vears of studio leftovers, things which did
not lend themselves to being made into art. So |
simply displayed them as piles, organized by type.
That work is now in the collection of the Van Abbe-
museum in Eindhoven,

[ like to keep my hands in the work, but [ also
have assistants, If touch is important, 1 do the work
mysell. | paint my paintings myself because 1 haven't
found anybody whose eolor-mixing skills mateh my
owi. [ don't really enjoy the laber, though; [ prefer
thinking things up to making them. The only manual
activity I've enjoved is drawing, but | pretty much
gave that up by the late T, when [ started making
the black-and-white image/text paintings. These
were painted by hand but made very mechanically,
using projections, so they were not very much fun
to make, Sometimes, however, | don't want my per-
sonal touch, or anyone else's, in the work, so [ have
multiple people work on a single piece. 1 did this. for
example, with the “Memory Ware" works, I wanted
them to be generically folksy,

At this point [ prefer playing with physical things
to drawing, I like materials that already have fetish-
istic overtones, such as old clothes. In the '80s, when
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who had never bought my work before became
interested in it

The exhibition at Gagosian was an immense
assembly of architecturally scaled sculptures, To
bt shipped, everything had to be designed to break
doww. | was only able to work on two or three piec-
esat a time in my studio, so [ had to rent another
butlding in the area. The show was produced in
a piecemeal manner, and | never saw the entire
group of works until they were installed in Now
York. This way of working Is not unusual for me,
All through the "80s | lived in a small apartment
in Hollyweod. 1 produced whole bodies of work,
including large-scale installations, in the front
room of the apartment. | never saw them in their
totality until they were put together later on site.
Ome doesn't need a lange studio o create large-
seale artworks,

“Helter Skelter” was an important exhibition
for my generation of West Coast artists, because
it introduced our work to a more international
audience. The show was definitely problematic
because it simply inverted the previous cliched
notions of West Coast art: the “sunshine esthetic™
of Light and Space and Finish Fetish was replaced
with noir esthetics. That was a real disservice to
the artists in the show. Bud it was & historieally sig-
nificant exhibition, the first real attempt (o define
post-"fills California art. The show was nevertheless

Chiris Burden wa born {1846 in Boston, Mass. Recent,
ahowa Inelude “The Flying Steamrofler” [sarlier this fall]
anid 414 Magnolia Donble Lamps™ [0 Nov. 5] al South
Lomdon Gallery.

Jedediah Caesar was bom in 1073 in Cakland, Calil, His
work is o view tn “Troee™ st the Whitisey Musenm's Allria
brandh, in New York [lo Nov, 12].

Liz Graft wias borm in LA i 1870, St had two shows kst
summier: “Fantasy Architectore” at the Halle fir Kunst,
Lirwetery, Germutyy, and brvnee seudptures gt Alison
Taequees in Londan,

Evan Holboway was borm i 1067 in La Mirada, Calif. His
winrks sprpears in “The Unceradnty of Objects and Ideas:
ftocent Sceulpture” at the Hirshhorm Museam, Wizhington,
0.0, [0 Jan, T, 2007, and in & soto 2how at Harria
Liebarmnn, New York [to Nov, 18],

Thomas Houseago was born in 1972 m Leeds, England, Has
work i In “Transforners” ab Uwe Beam Gallery, University

of Nevnda, Las Vegas [Nov. S-Dec. 15] twd in *Making and
Flnding” at ihe Framebation To-Life, My Eiseo, Y., this
proml Heswill show ot Thovid Kordansky, LA i 2007,

Mike Kelley wes bom in 1054 in Detroit. Dy Ts Done”
appesred st yesr i Gagistan, New York. He hal a-=ilo
show at the Lowvee In Paris in summer 06, and was recesit:
T inetuicked i “Selections fram the Pineuls Colliction” at
Palazso Grassl, Yenioe.

Martin Kersels was born in LA, tn 1, A solo show,
“femymwidht Champlon,” will be ot the Tang Teaching
Musestm it Skichmors College, Suratogn Springs, N.Y. [Feb,
H-Jume 5, M007], and is sehoduled to el Keesals will akso
shawr at Ginido Costa Prajects in Turin, iy, in 2007,
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very much a by-product of the '80s art boom. The
artists of the "Tis were, for the most part, passed
ovier. Work from this period has pretty much been
written out of contemporary art history because
mueh of it was made outside the gallery con
teoct, The Los Angeles art scene of the 'Tls was
extremely interesting, especially performance-
related and feminist works.

My work in the '80s grew out of this milieu and
the Conceptualist orientation of Cal Aris. | had
to deal with the “demuterialist™ tendencies Ut |
inherited from this generation of artisis. | had to
think through, myself, basic problems related Lo
the tensions between signification and the physical
reality of materials, as well as the commodity status
of the art ohject. “Dematerialization” was a strategy
very much against my nature, however it was a big
tssue at the time, and it took me a while to get it
ot of my head. Questions of material reality ave of
the utmost coneern to me as an arfist.

Narration is an integral part of how one under-
stands objects. As a visual artist, | am a storyteller
of sorts. ['ve abways been interested in artists who
were willing to openly embrace narrative concerns,
As astudent, | was particularly drawn to the work
of my teachers John Baldessar), Lavrie Anderson,
David Askevold and Douglas Hoebler. They were all
doing something very interesting and complicated
with narrative in thelr work. This does nol mean
that their work *makes sense” in any traditional
narrative way. My own work embraces both conlu-
ston and dark humos L

Olga Koumoundouros was borm in 1967 in New York,
She recontly showed ol Stephan Adamski, Adchen,
Germany, and was Inelided in Adsmski’s group show this
fall at Bengal Gallery, LA, “Philosophy of Time Travel,”

a collnborative project with four other artists, will be

on view at (he Studlo Museum in Hariem, New York

[ Apr. 4-July |, 2007).

Liz Lamer was born in 1060 In Sacramento, She hnd 2
show (with Maria Lassnkt) at Kunsthas Graz, Austria,
Inst seasem, and was included fn this yoar's Whitney
Blennial [n New York.

Mathan Mabry was barn in 1675 in Durango, Colorado,
His mast pecent show was last spring at Cherry sind
Martin in LA,

Jason Meadaws was bor in Indianapalis in 1972, His
sk show “Lifie on Mars” was on view lnst spring at
Mare Fooe. This summer, i three-part soulpture wis
installed outside the South Coast Bepertory in Costa
Meaa, Calil, Meadows's work i included fn “Untitbed
(Por H.C. Westermann)® at the Contemporary Museum,
Honolubu [to Nov, 19).

Matthew Manahan was born in 1072 in Enrela, Calil,
His work was in the recont Whitney and Berlin biennials,
il ks 0w et view ik Modern Art Inc., London [to R 12],
anid in “USA Today™ ut the Roval Academy of Arts, London
[te Newv, £]. Hee will have & solo exhibition at Dowtlas Hyde
Gallery, Trinity College, Dublin [ Peb. 2-Mar. 17, 2007] and
8 “Forus” show st LA, MOCA [July 26-Nov. 5, 2007].

Jorge Pardo was bom in (968 in Havana, Cuba. He had
spring and summir shows at Gid Marconi, Milan, and
Friedrich Potzel, New York, respectively, Another exhibi-
tinn Al Petzed ks tentatively scheduled for March 2007,

HMike Kelley: Memory Ware Flat #21, 2001, paper
pelp, Hie gront, acrylic, miscellaneous beads,
buttons, feweiry on wood panel. 7O by §6% by
§ inches, Courtesy Metro Pletures, New Fork.

Jennifer Pastor was born in 1066 in Hartford, Comn
Her installation The Perfict Ride was at ihe 2005
Venics Blennile, Regen Projects, Lok, and the Whitney
Blennial, New York. This summer, her work was includ-
od i “Too Much Love” at Angles Gallery, Santa Monica,

Charles Ray wis born in Chicagn in 1952, This fall,
his work was ineluded fn *Small Sculpture” ot
Matthew Marks, New York, and “Selections from
the: Pinault Collection™ at Palam Grassi, Venies,
“[Tharles fay: Black & White™ ia eurrently on view ot
the Fearnley Museet for Moderne Kunat in Oslo,
Norway [to Dee, 17].

Lara Schnftger was born in Haarlen, the Netherlunds,
iy 10M39. Mer work was in “Tmplogbon™ at Anton Kern,
Wew Yark, durimg the summer, and is eurrently an view
In “USA Today” at the Royal Academy of Arts, London
|0 Ko 4].

Mindy Shapers was born in 1074 in Louisville, By,

Sl recently showed (with Jockum Nordstrom) sl

the Weoener Center for the Arts in Columbus, Ohin,
Shapero's work b currontly on view at CRG i New York
[t Thes, 1], amad 8he Is ineludidd in “The Uncertainty of
Objeots and Ideas: Recent Sculpture” at the Hirslihorn
Museam, Washington, LG, [ta Jan. 7, 2007].

Peter Shelton wis born in 1951 In Tray, Ohio. He
had two recent shows ot LA Loinfer: “Godspipes,”

a sobo tast winter, and “Seven Rooms Seven Artists”
this past summer,

Eric Wesley was born in 1073 in LA He had
three solo shows last summer; af Gallerka Fonti in
Naples, Bortolumi Diynn in New York and

MOCA in LA



