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INTRODUCTION

FIVE FROM LOUISIAMNA is the final exhibliion In a seriea planned by the New
Orleans Museum of Art to celebrate the American Revolutlon Bicentennial, It
was declded that the muzsum could best seréa the community and the stata dur-
ing thie Bicentennial by honoring some of the outstanding achievements of artists
from Louisiana.

The firat major retrespectiva of Richard Clague (1821-1873), Louisiana's fore-
moal 18th century landscapa painter and founder of the Louisiana landscapes
schaol, was the initial Bicentennial presantation in November 1974, In September
1875 the first retrospective of John McGrady {1911-1968), the most imporiant
Regionalist painter working In Hew Orlesnz in the 1930s and 1940s, was pre-
sonted. Tha work of Mow Orlpans” preeminent American photographer, Claranca
John Laughlin, was exhibited in March 1875, in a large réfrospective organized by
the Philadelphia Museum of Arl.

FIVE FROM LOUISIANA focuses on five Louisiana artisis who have gained na-
tional and International reputations, and have recelved honor and distinction on
the contemporary &rt scena today, They are Lynda Banglis, born in Lake Charles;
Tina Girouard, born in DeGuincy; Richard Landry, born in Gecilia; Keith Sonnier,
barn in Mamou; and Robert Rauschenberg, who, alihough borm in Port Arthur,
Texas, has adopted Lafayetie. Louisiana, as his homa.

Loulslanians, particularly Cajuns, love a party, and will cook a large gumbo
whenever several gather together. In & sense this exhibltion I3 a gumbo cale-
bration, and welcoma homa for these five artists who have distinguished them-
salves and thair native state. Unlike most art exhibitions organized in museums,
FIVE FROM LOLNSIAMA, because of the nature of the works produced by the
Brtsts, is, in part, o series of specially scheduled events. On view in the Effa West
Freaman Gallary are works In more traditional media: drawings, prints, photo-
graphs, and sculpture, many of which ware crealed for this cxhibition, The arlists
also have created other now works which transcend a galtery format and ara pre-
santed hara fof the lirst time.

On January 10, thrée weoks prior to the opening of the exhibition, Tina Glrouard
executed her major work, a parformance pleca, Pimwhesl, in the Delgado Graal
Hall at the Museum. Performed by Ms. Girouard and thres Louislanans—bar-
cedes Deshotal, John Geldersma, and Gerard Murrell—Pimwhee! was videotaped,
and is baing shown an a large screen, video projection system in tha exhibition.
Lynda Banglis invited New Orleans artist Ida Kohlmeyer, har formear painting pro-
fessor ai Sophla Newcomb Art Department, Tulane University, to collaborate on
an architectural prop placa which filla the Delgade Greatl Hall and transforms
it Into an enormous environmental sculpture. Ms. Benglis created an elaven
coppar knol 7 Coma Il sarias Tfor this axhibition. Keith Sonnler has created & live,
audio communication plece. Richard Landry will perform a solo quadraphonic,
sound delay conoart in the Stern Auditorium on Sunday avening, January 30, two
days after the exhibition epening. Robert Rauschenberg created a large, mixed
media collage painting, Opal Reunion, especially for the exhibltion, The axhibition
also Includes a scheduled program of video lapes by Benglis, Girouard, Landry
and Sonnier, as well as films by Sonnior.

This catalog |s published as a rotogravure supplement insarted in the January 30,
1977, Sunday adition of the New Orleans Times-Picayune, which, with a circula-
tion of approximataly 310,000, will reach an estimated avdience of nearly one
million. To our knowledge this marks the first time an an mussum calalog has
been published as a complate antity in a nawspaper,

Each of the five artists salected to participate in this exhibition was asked to
invite a parson of thelr cholce to interview them or to write an essay on their work
for this publication. The Museum ls delighted with each arlist's choice and
thanks these writers for their contributions and interest in this vanture.

New Orleans author and playwrighl Tennessee Willlams wrote the essay on Lynda
Banglis. Co-founder and editor of the contemporary art journal Avalanche Liza
Béar interviewad Tina Girouard on WBAI radio in New York for this exhibition,
and tha transcript of thal broadcast s published here. Contemporary American
composar and musician Philip Glass interviewsad Richard Landry, The Mew Yorker
magazing art critic Calvin Tomkins discussad tha work of Robert Rauschenbarg,

and Unkversity of Mew Ordeans art profassor Calvin Harlan infarviewed his former
student Keith Sonnier.

The new Canadian contemporary art quarterly Parachute will devote ils antira
Spring issun to this exhibltion, republishing the five texts and other portions aof
this calalog. The new works created by the five arlists during their stay in Now
Orleans just prior to the axhibition oponing, which could not be discussed or
ustrated bacause of the early press deadline for the printing of the catalog. will
ba fully documanted in Perachufe, The Museum thanks Parachule editors Chantal
Pontbriand and Franca Morin for their cooperation and interast,

Thia exhibition was funded in part by a grant from the Nalional Endowment for
the Ars in Washington, D. C., a Federal agency. A second National Endowment
for the Arts grant will enable the Mew Orleans Museum of Art to congider the pur-
chase of two or more of the works in the exhibition for its permanent collection.
The museum wishes to thank Mr. and Mrs. Harry J. Blumenthal, and the Parkside
Foundation and Itz chalrman, Thomas B, Lamann, all from Mew Orleans, for pro-
viding matching funds for the MEA purchasas grant.

Enterprises of this ecope require the cooperation and assislance of numarous
parsans ta Insure thalr success, The Muzeum s privileged to have had such
support and assistance from many sources, and we wish 1o recognize them herg
and publicly axtend our appreciation. Henry R. Kron, Dixie Rolo Advertising
Manager; Ashton Phelps, Publisher; and Morman Newhouse; all of the Times-
Plcayune Publishing Corporation, have bean most sympathetic and halpful in the
production and insertion of this cataleg In the Sunday edition of the newspaper.
Jarry Schuppert gf Printing Production, Inc., has been Indispensable In the de-
sign and production of tha catalog. New Orleans Public Television Station WYES
videgtaped Tina Glrovard's Pirwhes! performance in the Museum, and we are
grateful to Station Director William Hart and Producer Sharon Litwin for thakr
cooparation and offarl on our behall. The Museum iz plessed 5 have had tha
assistance of one of this city’s most talented artisis, Blaine Kern, whose siudios
produce Noats for many Mardi Gras paradea, Mr. Kam has ganerously opaned
his warehouses 1o Lynda Benglis and Ida Kohimayer, and made availabla numer-
our ovarslze sculptuned props for their collaborative plece,

Wao arg grateful to the Museum’s Board of Trusfess. particularty Muriel Bullman
Francis, Mrs. P. Roussel Norman, and Presidenl Molse S, Steeg, Jr., for their
valuable advice in the planning of the exhibition, Thomas B, Hess, Bob Peterson,
and Charles Yoder have bean hefpful, and thair usaful suggestions were graatly
appreciated.

From the beginning all the artisis' New York galleries and thair directors Lad
Castelll, Pavla Cooper, Holly Solomon, and lleana Sonnabend, have been most
supportive and anthusiastic, It has been our pleasure bo work with each of tham.
Wa thank algo Frederika Hunter of the Texas Gallery In Houston and Stanley and
Elysa Grinstein and Sidney Falson of Gemini G.E.L. in Loa Angeles for their co-

- pparation.

Finally we wish fo express our deep appreciation fo each of the "Five from
Louisiana" artista who have worked unselfishly with tha Museum staff to croats
I{HHII: exhibiion. 'We are proud of them and wish them all a hearty, Cajun
“Blemeny.”

E. JOHN BULLARD
Director

WILLLAM A, FAGALY
Chisd Curator
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LYINDA
BENGUS

An Essay by TENNESSEE WILLIAMS
Maw York, Seplamber 1976

O course | was a bl mystified when | received an
inritalngn $5 wiits a eritique or impraasion of & palntar-
sculplar, as advanced In her art as Miss Lynda Ben-
glis. 1 wondered why the invitation hadn't gone 1o
someans practising in the same field such as Tony
Smith or Fritz Bullman. The only plausible explana-
tion which occurred 1o me was that the parsons in
charge of the exhibition al the Mew Orleans Mussum
af Art praferred a simplistic approach, not a sophistl-
cated ona. Well, a simplistic approach s all that |
havia Lo attar,

(I have somatimes bean wirtually hypnotized by great
paintings. having once siopd for an hour before
Bonnard's Breaklast Table in the art-show at the
San Francisco World's Fair in 1838: and having bean
almost equally entranced by the water-lilles of Monet
and cerain pamtings by Van Gogh, Bul these works
are nol avani-garde and thosa of Mizs Banglia cor-
tainty ara.)

It was agreed that Miss Benglis and | would mest al
my hoted in New Yark. First of all let ma siy Il was a
dislighiful meating. She is charmingly direct and in-
formal. My favorite drink, Johnny Walker's Black
Labal, was also hers and sha also praterrad it siraight.
In the course of her lalk she did not put down other
painters. (It had been my unhappy experience that
thosa who practise in the same field of ar, literary or
plastic. are ofien unable 1o understand each olhers
work, and in extreme cases, you fesl that they tolerale
gach other's existonce with reluctance.)

Although sha had browght with har a lot of brochures
containing colored and black-and-white photographs
of her work, she was hesitant to show them, seemed
mare inclined just to talk, O couraa | knew how she
fell. Revealing your work to someone not yel ac-
quainted with It is, to o shy artist, aboul as embarass-
ing as undressing completely on a boulavard at high
noon. | almost had to snatch the brochures and re-
views from her hands.

Whan we got around io a discussion of painting, whai
interested her most was that | had known Jacksor
Follock s well as Tony Smith. What was Pollock like
in the summar of 1840, when | mat him in Province-
town? Well, | assured har thet he seemed 1o ba a
healthy, happy man, then, not the torured, almaosd
crared man that he becamea toward the end. Lika his
greal inatructior, Hans Holimann, his paintings wera
an expression of a puré and beautiful exuberanca
in the stale of baing.

I'm fairly sure that Miss Benglia has worked on canvas
al some time in her young e but she had not brought
alang any photographs of them. What she had with
her that she allowsed me to ses was more in the nature
ol ‘oblects’ or tofally abstract mounds of paint that

TEMMESSEE WILLIAMS. Mew Orioans pargamighl and aulhor,
is & yo-bme winnor of the How York Drama Cobcs Chcla
Award [1D44-45, 1947-48, 1955 1960-61] and was wice
awidrded 1he Pulimor Prza (1948, 1855). He plys mcluoe
The (Fass Mﬂf’l.}l',ll':\".l:.' (1add), A4 Siresicar Named Desing
(1947, Surmmer o Srmoke [1948], The Rose Tatoo (1851],
Car o & Mol Tin Rool (1855), Orpheds Descending (13557

Svesed Burd of Youth [182589), Panod of Adcstment (1960]). and
Th Hl;]'."lr o s I'FII,.I.IJI'LE' (19617, Iy SAHN 00 wiling e Bm
adnpiations for o numbes ol his Broadway pliys, he wiole (ha
scroanpinys ior Baby Dol (1957, Suodenly LEsf Soummer
(1961). and Boorn [ 1968), Ha & the sullde of he nowel The
Roman Speng of My Stone [(1850) and hs auibography
Memois (1975
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she said she aliowed to happen’, to assume thelr own
form with a minimal interfarence on har part, as things
oGeur In natuns:

With her “knots' it was differant. Sha had vary definile-
Iy tied these knots herself in shapes of her designing,
Thay had titles which alluded to what thay ware
meani o express, Abaul lham was a luminaus guaiity,
They could hang parallel to a wall rather than pro=
truding into the room, Their spirit was infectiously
light, espacially when suspandad In a series around
the gallery wall,

I told her that | could not even tie & shos-lace: she
confessed that she couldn't aither. But these were
dafinitely not laces for shoes, thay weara much mare
complicated knots than sea-men or boy-scouts learn
to the and ahe had tad them all securaly, masterfully
and maaningfully,

Knowing thera are times whan the less kg the more, |
think that you who are going ta visitl the New Orleans
Musaum to ses thess phenomena Tor yoursalves and
to meat Miss Lynda Bonglis yoursalves will ba con-
tent that | say no mone,

Miss Lynda, | love you and thank you for the roses!

CATALOG LISTING
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Matallzed coppor knot with duminum screening, coffon
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Lant by Paula Coopar Gallery, Mow York and Toxas
Gadlery, Houston

f Come 11 Siefe 1870

Moindlized coppar kMot with aluminum screening. cotton
bunling, plaster, Doveon [uid aluminum, spraved
MmN, BN CORD

25451 2 18 (B3 5x 1205x 41 8)

Lent by Paula Cooper Gallary, Mew York, and Texas
Gallary, Houston

7 Coma 17: Oche 1976

Matallized copper knot with aluminum scrssning, cothon
bunting. plasier, Davcon lpukd aluminum, sprayed
abmdnem, and coppas

Blx15x7 (154892381 x17.8)

Leent by Pavda Cooper Callory, Mow York and Toxas
Galbory, Houstion

T Coma 17; Nauve, 1878, 61 x 45 x 7

§ Govrne 17 Nueva 1876

Muatallized copper knod with aluminum sciesening, cothon
bunting, plaster, Dawcon lquid aluminum, sprayed
dburndnum., and copoor

B1xd5xT (184 8x 114221708

Lt by Poula Coopar Gallery, Mew York and Teuas
Gallary, Housion

§ Come 11: Djez 18786

Metallized copponknol with aluminum screaning, catton
buniing, plaster, Dawoon lquid aluminum, sprayed
AU U, 30 Soppar

55 x45x 186 (1398 x 1142 x 30 1)

Lend by Pauvla Coopor Gallory, Mew York and Toxas
Gallary, Housion

fCome 11 Orce 19786

Maodallized copper knot with aluminum scresning, cothon
bsnting, plasbes, Devvcon liquid aluminum, spred
adpaminum, and coppor

Tl idx @i (1B03xA56x 24.1]

Lent by Paula Coopar Gallpry, NMew York and Texas
Gallary, Houston

MNorth, Sowth, Easl, Wast 1876

Matallized aluminum sculplure in fowr pars, aluminum
screaning, cotton buning, plaster, Dovcon laquid
abyrminum, sprayed aluminum, and tin

e Mx 18 [BOxA1x407)

Six21x24 (1377 x B4 x &)

3 x 3020 (B84 x TE.Zx S008)

45 x 2T 15 (1142 x GEE x 38.1)

Lent by Texns Gallery, Houston

Wirng 1875

Caesl aluminum by last-wi process

§Tx 58N x 60 (1702x 1505x 152.3]
Lant by Paula Coppar Gallary, New York

MHow's Tricks 1878

in collaboralion wilh Stankon Hﬂ:.rl.l

3/ pnch cassptin oobor videotape with mixed sownd

4 minules

Lend by Castelli-Sonnaband Tapes and Fibma, Ino
Maw York

s

T Come 11; Diez, 1976, 55 x 45 x 15
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TINA
GROUARD

An Interview by LIZA BEAR
Al WBA| Radio Station, New York, Ot 27, 1976

TWO TREES IN THE FOREST

PART I

| announca:

“This is Liza Bdar al WBAI, Now York, with Radio
WAVE, an ariists’ program. Tonight's guest i Tina
Girousrd. We're doing this show live with & Cajun
audience: polter Mercedes Dashotal, sculptor John
Galdersma, and pholographer Gerard Murrail. We'va
broughl some things with us to Studio A: a table cloth
trom Louksiana, six rod apples, chulney, walnuls,
grape juice, Wasser brol, crisp rye bread, Danish
chaase, carrots, Meree's home-made biead, Tina's
jukn box, and & wilting spider plant. In the background
you should be hearing...you show/d be hearing...
you should be hearing a tape of bamyard clucking
sounds recorded al Indian Bayou. It's unusually hes-
tic here at BAL thore are pooplo in all the adjoining
studios; ware going lo try 1o cool down and lake
it sasy.”

I've jusl relurned from Toronlo, Tina from Ganava.
I'm conscious ol place and transition, alrplanes and
congastion. | have wery Iitle volce. Tina's glven ma
some noles on her plece Swiss Self a solo pardorm-
ance al a Genova gallery. | read oul her list of props
which | translato from French and then | formulate
what | want to know, ...

Liza Béar: When pou go fo other places o do works,
do you fesl a need to redsiine yoursell in ferms of
that place?

Tina Girounrd: Well, Swiss Salf was a curment salf-
porirait taking place In Geneva . . . I'm inlerested in
reality and In making reality stronger, and one way of
doing that is to bring things from the place inlo the
placa.

LB: How did you wan! to present yoursall fo the
Swias?

Ta&: Well, as mysell in their place. | used Swiss money
because wo think of Switzerland as the bank of the
world, And a cowbell, becausse that's very spacial 1o
Switzerland. The Swiss ball thoir cows for tha Alps,
and this bell was more like a church bell. It welghed
about 15 pounds. | also used a scythe . . . | was stay-
ing in the country, and | got the bell and the scythe
from the farmer down the road. They had somathing
to do with me too . . . because they wera from the
farm.

LE: Did you grow up In the country?

TE: | grew up on a rice farm betwesn De Ouincy
and Lake Charles, in the country, a place that has na
name . . .

LB: Whai did the performance consist of ?

TG: The enly exparience similar to it fs a sand paint-
ing, | made a kind of affigy with the materiais—thene
were also a lol of wild flowers, raffia, lengths of cot-
ton from Lowisiana, bamboo rugs, a washboard, &
watch, a bar of chocolate—at the places whore my
head, my hands, my feel, and the erogenous zong
(the other brain) would be. And then | lald mysall
out on it and aprinkled 10 kilos of Swisa money over
the whole thing, as another layer of the patbern. | just
lay thera for a while. There was a videda camara on
the celling lacing down, so the audience was also
getling an ovarhaad shot . . . The scythe was really
important, bacause the portralt i a kind of He-death
portralt.

LE: Uhhuh ... A lot af your work has baan donag with
other arftisfs. Could you say sdmeihing aboul how

Cosfumed Portrail, 1974, Evelyn Jein Gl Leo Lad in
the parsona of Bisck Knight

Cosfumad Poriralt, Terry D'Rallly ns Mayan Rumner

that developed? | know we both came to New York
on the same day, July 28, 1968,

TGE: Well, I'd coma siralght from undergraduate
school in Lafavette, and within a couple of maonths
of being In MNew York, | started working for othar
ariists, | danced with Deborah Hay on and off for &
yaar, and through har workshop | was Introducad o
Trisha Brown and Steve Paxton and the whale Judson
thing. And during that first year | also got involved
with the work of Kelth Sonnier and Richard Serra.
And of course, as | got a lithle mors sarous, | took &
mofe aclive role . . . There's somathing aboul work-
ing with other people: you must spend soma tima In
solitary concentration, and know who you are and
whal you have to do, Bul that can also narrow you
down, and I'm always opaned up by working with
othars,

LB: Do you ever think about wiat you've derlved from
particilar collaborations? For Instance, your Bridge-
Proposal with Barbara Dittey . . .

TG: ... what came from that? | think my whole |den
of portraitura. This is two years after the fact, and
| realize that, in & way, Barbara and | ware trylng to
make porirails of each other, | was trying to do it
visually and she was trying to do it with activity.
LB: And did it work?

TG: Did it work? Well, of course it did. It worked very
definitely for both of us, for & coupla of years. And
i was a real kind of nurturing new experience. Our
first parformanca, incidentally, was al USL . . . The
laat pleca wa did, wae collectively gol a group af abe-
teen paople logether. About hall of them were profes-
slonal, and hall had nover performad al all,

LB: Tha!was Juxtaposed-Contalned-Rovealed af The
Kiteham, right?

TE: Right. We presented psychological portraits or
persona projections. | worked closely with eech per-
son to develop an image of them using costume that
raleasad or revesled an aspect of thelr parsona that
they hadn't bean able fo . . . that hadn®t coma out |n
their life yel. We used geographic associations,
charagiors from movies, that sort of thing. | wanied
tham to be parfectly comiortable. | didn't want them
to ba coat-hangers, And Barbara gave thoem some-
thing to do, a role to play . . . In that work, everything
that had to do with space, what the parformers and
the parfarmance area looked like, thosa ware all my
decislons, What happened during the pericrmance
was Barbara's,

LB;: Have you ever goften into a more aclive kind of
dramatizalion?

TG: Of coursa. Last yaar | did a pleca called Scones
with four simultanecus scenes: Waork, Resf, War,
Sport, Certain e¢lemonts like the liming were ab-
stracted—wa had a fiming rehearsal—we called it a
facs. But each parscn had to develop his scana alona,
for tha scena o ba really thalrs. | can only ghive tha
simple reduced idea, and all the delails, the camou-
flage has to come from tham, If you try o choraograph
somaona’s every move, it becomes a rehearsed pleca,
g theatrical piage, rather than an axperience In s
awn fghl. And | wan! my parformances to ba axpari-
ancoa.

LE: You don't think of them as improvisations though,
do you.

— —

LIZA BEAR is Président of the Canter for MNew Arl Activilies,
Inc., and 5 pditor and prodecer of &5 conlamporany arl ppunal
Aviancne, foundad in 1970 Born o Casablanca Mofooco
Ma. Bdar siudied Homours Philosophy o1 Bediord Coliegh,
Uriiirsaly of Landon [1961-19685) and was co-athiar of the
Londan pubdcaton Crows Maganine balore moving 1o aw
York in 1968, She hag intarviewad numerous artisis (or
Avalorche, including Carl Andve, Rober Smithson, Mchasd
Hedzer, Dennis Oppanhesm, Barry Lo Va, Philip Glass, Jackio
Wnsor, Wilam Wegman, O Burden, Fohard Serra. Vb
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is currgnity working on her own videotape Falackes and o
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TG: Mo, Not as free improvisation or improvisation on
a thema, It"s mora that we develop a vocabulary of
possibliities during the preparation, but the order In
which i"s used, or which pariicular elements get
called back, that’s up to the individual performer. So
the detall is what's improvised, the camouflage. And
tha datail’s very rich and very Important 1o me be-
cause that's what brings life Lo whatever you®re daolng.
That's true in the stencils also . . . Basically I'm inter-
ested in more than ana thing happening &t the samsa
time.

LB: In & parformance of in your fa?

TG: In & performancea, In my e, whatever, In lerms
of my arl activity, I'm into simullaneously working

with video, performing, making sialic pleces—draw-
inge, stenclla—and all thal's my work . . .

LB: You don't have any preferences,

TG: | don’t have any praferences.

LB: You're very egaltarian aboul your art activity.
TG: Exacily. An idea or a concept comes o mind
and the way it reachas fruition ls not really controliad.,
Video may be tha mosl direct way, or il somathing
has to ba staled very statically, coldly, claanly, than
| use painting . . .

LB: By "painling™ you're relerring fo fabrlc, not can-
vas and ol paint . . .

TG: Yes. | have Salomon's Lot hare, It's alght pleces
of silk givan o ma by my mother-in-law, It was laft
in her aftic by Solomon Matlock, an Arab relative of
hars and drygoods saleeman in the early Forties, | do
special pieces with Solomon’s Lof, and it has inspired
a whole visual interest in pattern and the juxtaposl-
tion of patiemn.

LB: You've made af least six or seven videclapes:
the Maintenance iapes, Mardl Gras Sulte, Four
Ouariata.

TG: The Malntenance tapes were made over the last
gix yoars. They're concemed with role change and
in each one of them I'm giving mysell a haircut. The
hair is the one part of the body that's alterable, and
I'm also interested in the kdea of maintenance, Even
portrailura bacomes malnlenance to ma.

LB: In what way? Keeping up appearances?

TG: Keeping up with your own—yes—images of your-
salf, or halping someone else keep up with theirs.
Tha first fow lapes are quite austers. There's no ona
in the room and I'm manipulating all the video equip-
ment. 11°s rather intimate, like puiting the viewer on
the ofher sida of the bathroom mirror. Whoopa, |
forgot, Suzie Haris and | collaborated on Role
Change 1, We discussed what Kind of hairout | should
get. 1 was midnight, also a night with no moon , . .

LB: How does a halrcut ...

TG: ... relate to the moon? | know the answer (o that
ona,

LB: No, change your identity; Does it really change
you?

TG: The haircut is after the fact. The haircut Is neces-
sary after a change has gone down.

LE: How drastic wers the halrcuts? The first was
from long, "60s-fypa halr fo . . .

TG: That one was absolutely essential, Down, ready
1o go, get to work, no longer drooping . . . video
camera, indulging in whatever . . .

LB: in what?

TG: Indulging In Kelth's faniasy, | guess. | wanted
to get into my cwn faniasy, my own work, 8o I Just
sald, Okay, let's shed the skin, shake off all this. |
could make a similar statement probably behind each
e,

LB: So they marked a break in your Ife activity.
TG: Yes, Ii's something like calching up with your-
self. First you change and then comes the physical
broadcast . . . Using video for the Maintenance lapes
was using It as a tool, making a mirror out of it. What
| was Irying to communicate 1o the witnesses |s some-

thing . . .

Mow Orloans Mesoum of Ar, Janueary 30, 1977

Cosfumed Porfraf, Tila Frye in the persona of Ma-
fiica Penelope Skunk

Costvmed Portrail, Nahcy Lewis in tha parscna of
Waltring Wanda Willow

LB: The wilnesses?
TG: The people whio would ses the fapa.

LB: Thar's an interesting cholce of words for the
audience.

TG: I've always thought of the avdiance as witnesses,
They see my sell-image, and &t tha samo time thoy're
having the mystery and myth of video taken away. |
think the tapes reveal a lot about my attifude te the
periormer and the experiance of perlarming. | don't
think it should ba a scary experlence. | don't think
you need all that adrenalin, | tease and say it's non-
adrenal parlarmancs,

LB: Lihhih.

TG: And the way | direct my parformass is to koep
them really cool, so that when wa're pariorming we're
risglly doing this act that's . . . we're integraled 1o
sach other, The preparation is purely psychological.
it's whatever you need to be thera than—to be tolally
in the presant.

LB: Mmhhuh . . . Would you like to play something?
TG: On my juke box? Let's see if there's anything
appropriate.

LB: I not, we cowd ask Bill Korium [he snginger 1o
play the pext cul from , . . would you lke fo do thai?
{1 signal to engineer)

TG: Yes. This ls Black Snake Biues by Clllton
Chaniar . . .

FART I
Al 93 Grand Streel; a wook later,

TG: The restaurant, Food, represents a real break in
my schema of things.

LB: How?

TG: Becausa for thal year, 1971-72, thal was my
work.

LB: The whole year, Food was the work?

TG: Yeah, I'd have to say s0. | did othar things then,
bui maintaining the restaurant was really the primary
metivity. Al the lme | was alss beginning 1o feal | |
| don't know . . . that the work was [ust loo compdi-
cated,

LB: Whose work?

TG: My own

LB: What were you dolng af the Hima?

TG: Al my time was spant thinking and planning and
arranging, and in the case of & parformance, rehaars-
ing. | wanted o really have a spol where | was alone
and in total contral; | waniod the power. | hava that
power whan I'm making objects,

LB: Yeah, | uvnderstand that . . . Lelf's gef back lo
Food a second. What did Food do for you af that
poini?

TG: It clearad the table.

LB; li salislied all your needs for organizing and
boing with people, & project . . .

TG: Yeah, big project All of my friands, all of the
energy, was pourad in thare,

(PALISE. Tha phona rings.)

Whan you went to the phona | realized that . . .

LB: ... we lefi oul Chatham Square,

TG: Chatham Square was happening at the same
time, reaching a ranith. Chatham Squarg is a space
in Chinatown where about thirty differant paople lived
owef 8 pariod of about slx yoars,

LB: tmcluding me . . . 'l say what [t meant o me. |
think It represented the best and also the mos! elusive
kind of social energy for a caviain parod, becausa i
was based on some shared valves thal wara [argaly
unspaken. There would never bo any down falk,

TG: That may have been the Influence of the placa.
Chinatown Is just thowsands of people stacked right
on top of each other bul with an orlental sense of
privacy. li's amazing.

LB: [zn’t that & Cajun characleristic foo?

TG: Wall, it is. Even In Cecilia, this tiny town with
800 residenis, we don't know len people. Town sui-
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cide, town murder are never spoken about really
gither, It's always, "Comment ca va7 Ca va blen.”
Well, Chatham Square was a launching pad for a lot
of ua.

LB: You did a faf of eallabarative work thers, Al thal
time, the social and the parfarming energy wera very
closely commeched.

TG: Well, | like paople, and | ke working with large
groups of people. | don't like seasaned performers;
I much prafer to work with people who are naive about
performance, and who lock on what I'm doing as a
calebration of themselves or their ego or whatever
+ » « | Iy 1o make the experlence really good lor tham,
and moaningiul to them Individually. With Food and
Chatham Sgquare | had about 15 primary ralationships
going: | wies living with seven and working with seven
more. There wasn't much lima for anything elsa.
LB: To ba alone.

TG: To be alone, to have a stretch of time whare |
could develop independently of the group.

LB: Ov fo draw something out from the relationship.
TE: Right, o concluda,

LB: Instoad of always acting If owf,

TG: Or always baing cavghl up In the maslstrom of
an energy like that, a big ball of enargy. In my mind,
thara ang bwo ways of working with people: with a
lot of people, someons must take command, And then
thare's collaboralion on a much more concentrated
level, They're completely different kinds of work, With
a large group of people, | may pick up on cartain in-
dividuals and what they're adding 1o my original plan,
or on the general mood—iha place always has some-
thing to do with that. In a collaboration, you sef ouf
leoking for those things: you start cutside yoursell.
That's the diflerance.

LB: Did you have a clase relalionship with your slix
brothers and sisters? Did you do things with them?

TG: Yes, | guess | really did have wary private, ona

Pinwheel & 8 combination porformance, sculplure
and vidaolaping evenl. The title relers to the sculp-
ture which was realized durlng the performance.
This image was the cog ol the cenler of the perlorm-
anca arena: it was made from Solomen’s Lot, a cod-
lection ol 8 lengths of silk. For the axhibition
Pinwheel s instalied in the Ella West Freeman Gallery
of the New Orleans Museum of Art.

The performance consisted of four sguare arcas,
loined togathar Lo make one Squire with Pinwhead at
the coanter. Each of the four arcas represant o world,
i.o. animal, vegelabls, mineral and othor The sctivity
wasg tho making of the workd magas, similar to the
American Indian ritual of sand painting. Each pan
oF prop was added ceremaoniously by tha actors. The
objacts wera iniroduced from a stalircass localed af
the top of the pedormance arena. An example of
soma of tha four images is as follows: a deus maching
(a Greek god machine) to allow the parformer 1o
My” into place: and o fog-producing device 1o and
tha parformance by oblitaraling all the images.

The video was usad 1o give an avarview al the emang-
ing imaga, as though sean from the sky. Two comeras
ware used: ona remaining complotoly stationary
above the perliormance arena; the second recording
close-up details to allow the viewer o more intimate
experience. (One bird's eyo view, one x-ray vision).
The finisheéd tape consists of edited material from
each of the lwo lapes, with appropriale sound added,
| have been inspired by the religious paintings of
Tibat, and by the rituals of the American Indian, It is
an altampl 1o place mysel and the actors in a8 con-
texl symbolic of the universe, and lor 8 momanit
broadcast an Image oul, reflect the universe back
ta itsalf like 8 mirror. My own world view will ba re-
flectad In the cholcas of slemaentz and participanis.
The participants will reflect their “sell” view In thal
the accoutramanis they desire for thelr reprosenia-
tion weare Included. This iz somashow connacted to
Mardi Gras, where psople masguerade. Here wa
are masguarading nol # thing, but all things.

]

to ane redationshipa with aimost all of thaem, Thars
was one sister who did the acrobatics from whan |
was very little. She would tie me in knols, which is
why I'm so loosa now. And another brother who's an
enginear taught me perspectiva drawing. When | was
13 or 14, ha brought back a Leica camera from Ger-
many, and taught me how Il worked, made me do an
sxparimant, Anothar brother was a car freak, and at
ong point | had a lot of information on how o flx an
automobile. | gave over my swing sat which was an
A-frame to him at a very early age to Iift motors out
of cars . . . | think the most interasting thing that my
father did was when he was working for the govern-
mant.

LB: Wiat did fe o then?

TG: He took Cung-Dinhquy, the minister of agricul-
ture from Vietnam, all around the Unitad Stales o
look at agricultural achlevemeants like the Tennoesses
Valley Authority; Louisiana for the rice. He knew
Sukarno and taught Indoneslans agricultural methods
and . .. this s great . . . instead of sending a whole
bunch of tractors to Indonosia, ha sont just ono John
Deara tracior, a very simple machine, When Ii got
thera, Iinstead of contacting the farmers, they con-
tacted the blacksmiths and machinists. They took it
apart, thay all took a part home, mada one ldantical
ta il and brought It back, and started making thelr

E

own tractors . . . Then ho went 1o start a school of
agricultura in La Paz, Bolivia, near Lake Titicaca, and
instead of living at the Embassy housa, ha moved out
with the farmers. I've really gotten back to knowing
iy family in tha last fow years, and thay'vae bean
listening 1o me. | talk about attitudes, social, political
glc, thal are broadcasting some aspect of the art
gommunity, and they're vary receplive to those ideas,
LB: Has your relationship lo Lowisiana changed In
tha lagt fow years?

TG: | think it's grown sironger rather than weaker,
| do hawe this different cultural background, and
going back there—| realize that now—Is more about
gelting in touch with thal, Maintaining my own root,
my own basa,

LB: Do you feel closar fo that than fo the arl activity
eround you in New York? . . . Or is i hard lo say?
TG: Whan I'm thers, I'm thers, and whan I'm hers,
I"m hars, I'm trying to be thera more often. | go thera
to gather mysalf as well as gather materials, and right
mow I'm trying to make a warking situation, to hava
o studio so that | can work there,

LB: Wel, thal's a pretfy sirong commiiment,
{PALISE.)

T&; | know what it is I'm trying to communicate on
an absiract leval,

LB: A carfaln paace, of a corfain siiliness?

Fow! ond Belly, 1878, parformed with Morcedes Deshotel at Spah Lawrence College, Naw Yark
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TG: In most of the pleces thet I've beon working
an ragcently, I'va bean wanting to gat a world view,
one that has a past, a fufura.

LB: Thal's very ambliiious!

TG: Of course it s, and It's going to take mo a long
tima to work out all the details,

LB: It sounds ke an encyclopedia . . . but that's not
& foaling. Whal s the feeling thal yout're irying fo
commuricate? That you're awara of being part of
sovmratfling more than Just yoursei?

TG: Exaclly.

LB: It's & realzation thal you're part of history, part
af geagraphy, pari of a pation, parf of & reglon . . .
TG: Pari of being on tha earth , . .

LB: As well as being an artist,

TG: Right, and hopefully that extends then to the peo-
pla who aré porforming in the work . . |

LB: So thal thay can relale?

TG: Or so that they can start to look at their lite in
a different way, The mood that you're talking aboutf,
that's baing In the place at that time, and dealing
with it as though It were a knite and fork and spoon.
LB: Funciifomally.

TE: Yes. I'm being very tough on myselfl with these

slill pieces where | just make & plcture and lay it
down there and it deasn'l move at all,

LB: You wsed lo by vory resifass,

TG: The audience now moves around like mad, They
talk, thay bacomas vary animated in o still piece. They
hang right In thera 1o the wery and. The stillness be-
comas vary powerful, | don't know If that's what | in-
tanded to do, but that's what's happening. Mow that
I've done maybe thirty portraits, the people I've
worked with are baginning to see themsalvas in lols
of different waya. So that the experience of having
had one porrall made opans up the whole Pandora’s
box of portraits, a flashing on the seif.

CATALOG LISTING

Finwhea! 1877

Perlormancs, sculpiura, and videotnping evant al the Maw
Orlears Musaum of Arl, January 10, 1977

&0 minutes

Porformens Tina Glrouard. Morcodes Doshofel, John
Galdarsma, andg Gerard Murrall

Enginear Kurt Munkases

Vigeniapmng WYES Public Tedsvison, Shangn Litwin
Producer

Pinwheal 1876

Installation with B piscea of silk
diam, 144 [385.7)

Lant by tha arfist

Stencll Set D 1978

Sat of 4 paper paindings

Spry, ol stick, acrylic. and grease poncll on paper
T2 x T2 gach (1828 x 1829 aach)

Lent by Horace knd Holly Solemon. Maw York

Selections from Stencil Sef 1878

S of 4 papar pairdings

Spray, oil stick, scrylic, and grease poncil on papar
r2x 2 each (1829 x 1829 mach)

Lant by Holty Solomon Gallgry, Mew York

Pimwhoal 1977

374 inch cassetie ooor vedaoiape wilh sound

80 minubes

Lent by Castell-Sonnabend Tapes and Films, Ing.,
Mew York and WYES Public Television, Mew Orisans

Quarters 1974

34 inch cassatbe color videolaps with sound

20 Vi &a

Lant by Castali-Sonnabend Tapes and Filma, Inc., New Yark

Mardi Gras Soie 1074

Theess 354 inch cassatln color vidoodipas wilh sound

17 minubes total

Lant by Castalli-Sonnabend Tapes and Films, ine., New Yok
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RCHARD LANDRY

An Interview by PHILIP GLASS
Al the Big Apple Recording Studio, Mew York, November 11, 1976

Phillp Glass: What fs your firet mamory of playing
music?

Richard Landry: Pots and pans in my mother's kKlich-
&,

PG: Really, how old wera you?

AL: Four or five. | would take the covers out of the
oven and hil them like gongs, or place thom in the
rain for randam sounds,

PG: Your brother was o musiclan, wazsn'l ha?

RL: Yaah, he was eight years older than | was. Ho was
playing saxaphone in the high school band.

PG: Was be your firs! teacher?

RL: Wall, he put the instrumant in my hand and said,
“This Is the way it's supposed o sound.” He more
or lgss gave ma my slarl,

PG: Would you say thal there was music in fhre houss
pou lived ln?

AL: Sure, He praclised all the tima and | later found
out my mother was a harmonica player.

PG: I'm trying to get a picture of whers musie N into
your daily Iife as you wera growing up.

RL: | joined tha high school band sysiem which starts
you off in the fifth grade, but | already had a head
start by just picking up the instrument at home and
playing, and walching my brothar, Than In the sixth
grada, he left and went off o tha Alr Force for Tour
years during the Korean War, He sent back a couple
of records: Duka Ellinglon wils o,

PG&: Was thal the Nref [azz you haard?

RL: That was the first jazz | heard and | just fall in
lowe with it

PE: What was fhe mugle you ware playing balors
thai?

RL: | was singing in tha church, the Gatholle Liturgy,
tha Gregorian Chanl. | started that at an early age
oo, about six or seven. | sang the Requiem Mass for
aboul four yoars, avery marning at six o'clock mass,
PG: Every marning? You had to go to the church and
ging ewary momiog?

AL: Uh-huh. Sometimes | would be the only ona, or
the organkst and myseall,

PG: Did you ever play the organ foo?

RAL: On times off, but | was always mora Iinferested
in woodwinds.

PG: So up unlll you starled getiing thaose farr réc-
orde, the frsd muslc really was church mosie and
tand music, Whet ebout country mosic, the kind of
bands you ended up playing with later on?

RL: Well, there are night clubs all around Cecilia
whara | lived. About a quarter of a mile down the
road, there's '@ black night club and | usad to hear
their music from my house, just the bass line. You
couldn’t haar anything alas,

PG: How old ware you when you sltarled playing in
mighd efubs?

AL: | was in tenth grade, My brother and | played
with thiz band, Harry Gregg orchestra. They worked
steadily two or three nights a week and would sneak
ma info the clubs, We played all the hil tunas of the

PHILIP GLASS, composer and musican, & tho direcior ol B
Philip Gilass Ensembile, and lounder of Chatham Souars Prg
duchicns, organized o record hig own mgas and thal of tha
Ereembe. DmEinguishid by 8 repalitve-siruchure, modular-
lorm shyla, iz compodfions ang designed lor the resourcas
of 1l ersarmibies, slecinonic vgyDoards, e saeophones and
WeCE, NG arg rfElIlu-E"l"ﬁ' o gdenged durstion Shuches with
Harwi Shankar and a conhnumng irhore in fan-Westarn mse
arg acknowledged as an impodant miluence in his work. Ha
has recenlly compistad mutst for an operm, Einsfain on the
Heach, perlormed twice ot the Metropoéian Opera House in
Mow Yarkl in Movwambar 1976
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day, yesteryear, waltzes, or whalevar, My recallaction
of the first night is that | played about four or five
notes beacawss | couldn't read the music.

PG: Was that bafore your brother went away?

RAL: This was right aftér he cama back. | began 1o
meet all the muslclans in the area, They weafe vary
advanced players, very articulate players and |
loarnad & lat from them.

PGE: Whai was the music you ware playing then? Was
it mostly hil lunesg in those clubs?

RAL: Hit tenes . . . songs from the 30's and 40°5.

PG: There wasn'l any counlry bives playing thero?
Someonsa like Chittan . .. 7

AL: | didn't maest Clitten Chenler until a few years
ago. That was all happaning than bul it was a tradl-
tion that was not looked upon as music 1o be listened
to by people | was playing with. Their idea of musaiz
was much more advanced. In jazz they lislenad o
Count Basie and Duke Ellington, and Stan Kenton:
in classical music Beothoven, Bach and all that, But
country music was taboo for them . . . “"Don't listen
to i, I8 no good."”

PG: Jusf fo gef a picture of 11, thal wasa'l wha! we
cail Rftythm ‘n" Bives in the North? Or, parhaps Pop?
AL: It was not even Pop. Peopia In the band did thalr
own arrangements of songs, wrole thair own lunes,
PG: Whal iredition was it really out ol?

RL: The Big Band thing, Stan Kenton, the big swing
bands. Aller my early experlance with Harry Gragg,
| made & friend, Bud Brashier, who influenced me
graally. His ability to play and write musle was just
incredible. Anything he touched tumed inte music,
I began hanging around with him while he was play-
Ing with a quartet, and that group of people led to
another group ol people: Rusty Gildar, Aobart Prado
and mysall. Thers ware two groups of fours: ona
group aboul ten years older than we were. Wa all
bagan to interact and eventually formed a band,
PG: About o oighi-pioce band?

AL: Right. Then wa'd have these marathon sessions
gt Lioyd Hebart’s housa in Mow Iberia where we'd
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play for 72 hours, we couldn't stop. It was all im-
provigalion an standard tunes, and things we wrola
oursalvas, | didn't like arranging olher people’s music.
PE: That was up untll you went ofl fo college?

RL: | actually started college In 'S6 but met John
GiHray In "S54 and look clarinel lassons; becouse al
tha noarest unbversity | souldn't major In saxophon.
| met John while he was a band director al a naarby
high school. While there he would say: “I'll ba teach-
ing at the university in a couple of years and you're
going to be the first chair clarinet bacauss I'm teach-
i you tha right way.” He really knew his music and
instruments, 1 studied with him for two and a hall
years. Then | enrolled in the University of South-
wastern Louisiana in 'S8 and a year later | was sitting
bn ths 1lrst chalr clarinet.

PG: Was that the vniversity orchesira?
RL: Mo, the university band.
PGE: So you played with the band?

AL: Yes, thera ware more people and it sounded
battar.

PG: Al this point now you've talked abowt several
different kinds of music. What was the iTrsi piece of
confemparary music that you can remember hearing?
What was your resctien lo i#?

AL: Modorn music? The first thing | really fell in love
with was the Samuel Barbar pisce, Adagio for Strings.
From that | went backwards to Bartok, Schoenbarg,
Webern and Ives. Then | began to glve concerts of
{hair music.

PG: Whal pleces did you play of thelrs?

RAL: | playad the Ives Cenfral Park, In the Dark . . .
thosa smeall chamber pisces.

PG: Did you gof a group fogethar?

HL: Sure, | got the bas| leachers and wa performad
fogather,

PG: Was thare any ofher confemporary musio going
o thare at thal tme?

AL: Of course not.

PG: You got involved in contemporary music as wail
as farz,
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AL: Yes, bul jazz was more accessible than contem-
porary music,

PG: By this lime you mugt have boen vory aware of
the fendencies in modern fazz . . . If we could go
back to that a filtle bil . . . you lafked aboul the first
record you heard of Duke Ellinglon . . . Whan did you
firgd become awars of paople like Monk and Collrana,
AL: Well, Caoltrana is o lalor date, but | saw Charlle
Parker once in Maw Orlaans. He got up on stage and
did his number. Il was [ust incradibde.

PG: So you were aware of thal.

AL: Yes . .. | began taking the radio away from the
family on Saturday nights to listen to jazz, live from
Mew Yark.

PG: Ware you encouraged fo play that kind of mod-
ern music, that kind of progressive jazz?

AL: Yesa, | met Robert Frado and Fusty Gilder at the
university in '56 and wa found out we had the same
attituda, the same desira to play jazz, 50 we formed
the quartet | mentioned bafore,

PG: That's the mos! inferesting for ma in a way; i's
mos! pnusuel for someone who came from the kind of
background that | did. There wers different kinds of
music, bul you didn'l say that one was more important
fhan tha other.

AL: | leamed a long tima ago that music is music:
i s done right, it's good.

PG: You ware able to accept al differant kinds¥®
AL: Swre . . . excepl rock *n' rodl when It first cama
oul. | just couldn't take it. | couldn't belleve it

PG: Did it seem so crude or 50 . . .

AL: It was too crude . . . well, |[Esten lo thosa first
recordings; out of tuna, For a musician who's been
playing and irying to develop sama kind of parfaction
in luning, thesa paople come along and kind of de-
giroy It in a way.
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PG 1 think this Is imporiant becavse you wena really
outside of an urban environment which is so rigid in
& way, that there was somelhing much more opan
abaul the way music was frealed fn herms of the kinds
of music and in terms of what people did.

RAL: Yea. We did it oursaives.

PG: You did contemporary music and jazz yourself,
and i you wanted that music you had fo do it yourselt,
(FALISE]

PG: When was the first ime you left Louisiana?

AL: | cama bo Mew York In °57 because my brother
was in Columbia Graduate School in Education, |
cama up with a drummer from Louisiana at which time
| heard Bud Powell, Miles Davis and Monk at Birdland,
which was open at the time.

PG: Now, you wanl up there In "55 and you sald you
wanl up evary yeer effer thatf,

AL: Just about every year for two wooks or a month.
Tharnas was music all avar, but in thoss days | was jus!
getting used to seealng and living in a big cliy. My God,
| came from a town of three hundred!

PG: Did it ever occur o you when you came fo New
York o study llufe that some day you might be living
In Now York?

AL: Sure. it would have bean five years aarlier if the
circumstances would have allowed 1. My Interast in
flute playing began In high scheol after acquiring my
firat ffute. It wasa't until the university opera director
asked ma 19 play in Puccini's Tosca, that | gave up
all othar Instrumenis for a perlod of two and one-hall
yaare, | got further walved with fluto, through les-
aong, with Arthur Lora in New York, He was a studant
of Barriore who perfecied the fransverse flute me-
chanizm. He was also, at ona time, Toscanni®s princi-
pal flute player, He just stripped ma of everything and
sakd, “This s the way the flule sounds and this s what
you have to do fo make it sound lke this.” | went back
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to Louisiana and went to work, 12 or 14 hour days
practicing.

PG: You were In school af the time?

AL: Right. | was finishing up. That was a bad pariad,
because of soma troubls | couldn't leave tha state for
five years.

PG: 5o thal was the end of the Irips lo New York.
AL: That was the end of sverything. | started a whala
niw litestyle. | joined a rock “n’ roll band, the Swing
Kings, through which | mat a iot of now famous peo-
ple; Odis Redding, BB King, Wilson Pickett.

PG: Thoze aro the paopls who you played with then?
AL: Yes, | played with some of them. It was great.
PG: So that wasn't all 50 bad then?

AL: Mo, It just pushed ma off in another direction,
PG: So confemporary music was moare or less oul?
RL: Mo, | kept up with it. | kept ordering flute pleces
from Naly, lika Borio, Eventually, | mat Calvin Hardan,
& formar arl teacher af the university who knew | was
interested in conlemporary muslc, and we began play-
ing tegether, | liked the man so much, | respected
what he was doing and saying. | began wondaring
what tha hell arl was about?

PG: How long did you siody with him?

AL: Oh, a couple of years,

PE: Were pou actually driwing?

AL: Yaoa.

PG: Who were some of hiz ofther stedends?

RL: Kelth Sonnber and later Tina Girouard, 1o nama
8 couple, He just had his head full of information. He
wasn'l like avarybody else in the music department
whara music diad in the late 1800's, He was interasied
in all music.

PGE: fzn't that frue about a lof of the art people, and
fhal’s somilhing thal alirected us fo them . . .

RL: Thay're Imterested In everything. That's why,
when | did finally come to New York, | approached
it through the art warld. | dida't like the music world.
PG: That was personally my experiance foo. In a way
fhat's kind of how we met really. Two musicians thaf
met through the arfists, I think thal {s something very
poculinr fo owr Hmae,

Al the Big Apple Recording Studio, Mew York, Movember
12, 18976

HL: Good Marning.

PGE: 0K, hevte wa go. Wae wara lalking about coming
fo New York. Whal was the dale of that?

AL: That was August, 68,

PG: Whal did vou think you were golng o do when
yord gof ho New York?

RL; 1 thought | was going to teach In the public
school systermn becauss | had a degrea In teaching
or do studio recording work.

PG: You didn't do adther of those things.

RL: Well, | began rahearsing with you and recarding
music with YWilllam Fischer, a frlend and composer.
| was copying music for him and doing a lot of ses-
sions al Allantic Records. | did sessions for about
saven or elght months and found out | didn®t like It
at all, | was nol creating anything: it was real com-
meraial you know.

PG: You're siill fn fowch with Bill now, aren't you?

RL: Sure. | siill do sessions with him. | did ona last
Decembar with David "Falthead” Newman,

PG: So you were working with Bill Figscher, and you
wire working with me, and you were working with
Kelth Sonnlar . . .

RL: Yea, mainly working with you and Kaith . . . he
wia living just a few blocks from me and since | had
just gotten this camera he ssked ma o pholograph
some of his pleces, soma of his finishad work. So |
began shooting photographs of his work, and stariad
halpling him sal up his neon pleces. From thal kind
of static situation, we got interested kn vidao, which
was new &l the time, YWe worked six, seven hours, just
doing somathing in front of the cameras. Seeing tha



passibilities, Wea never knew axactly what we wanied
to do until il was being dona,

PG: Al thal point were you thinking about dolng work
af your own In the area of videa?

AL: AR that tima Lea Castelll baught video equip-
menl o be used by his artists, s0 whan It wasn'l
baring used by Kalth, | had accesa o it. | began mak-
ing tapes for mysell, maybe thres ar four remain from
that period,

PG: Since you cama from borh discipiines in a way,
you ware kind of suited lo do that work.

AL: In the early tapes the image was always based
on the idea of looking ol ones hands, or the sourca
of whare the information comes from, the sound,
Whan | was studylng the flute, or clarfent, or saxo-
phone, the teachers would say, “Stand in front of the
mirrar, and look at your hands, or look at your lps,
bacausa thal's how you cormect yoursall. If there ara
mistakes, you can sea them,"”

PG: So thal imagevy is roally parf of your personal
history, What you saw whaen yoi were playlng.

RL: Yaoah, | always look at my hands or ry lips, That's
true in Six of Hearls, Déwided Alle, Sax |, Sax Il and
I, 2, 4, 4, but tha gullar tapa, Six Strings for Agnes
Marfin, is focused on the strings, that's siill the source
of the sound,

PG: s unusual bocouse your personal relalionship
fa i has to do with awtobiographical Imagery, but fo
the viewar, the image becomes very absiract. One
thing that inferests me particularly is when you com-
bing Mo disciplines . _ . ke pholography with vidso,
Thait Is somathing that Intrigues me and | wondar how
thal came about, whon your work In thal area be-
came independani, and how thal led fo the kind of
drawings thal you're working an now. It seems lo mo
that that's & lne of developmeni that cleany camea
aut of video,

AL: The photographs ane a natural by-product of the
video because | needed pholographs of tha lapes for
publications.

PGE: Did you always think of the images as a fact In
themselvos,

AL: Yes. In fact, with the first two tapes, | immediate-
Iy began photographing them to see whal would
coma out, uaing dilferent cameras, lghting and
gpeeds. | had done this hand clapping plece, 7, 2, 3,
4, and | akways saw it in my mind &8 a photographle
piece, almost like & flip book.

PG: The drawings cama oul of the video, didn’l they?
RL: The basic format is of a video scresn, The pos-
sibilities of dividing the TV scroen are infinite. The
drawings represent some idea of my knowladge of
the studio and what the equipment can do, What |
am doing now are sketches for a video project that
I have In mind. Tha tape will slart off with the full-
scraen and then go into the screen divislona with
action happening in the background,

{PALISE)

PG: By ‘72 you had amother group fogether, the first
groug thal you had in New York.

RL: They weare all frlends of mine from Louiskana who
filterad up hore bacause | was here. i included Prado
and Gildar from the ariginal quartal in "57,

PG: Was i the concant af Cesfelll’s downtown gaillary
that lirsf exposed your own music?

RL: Yes. Wa had boen playing at my place on Chat-
ham Square every night because the musiclans were
all living thare. We played all the timea.

PE: Tha! was made info a recording, that concert?
AL; Yes. It ia avallable on & two record album called
Solod. Ite part of a five-hour concert and was re-
leased by Ghatham Square Productions, our inde-
pendant label. R's at this point that | met Kurt Mun=
kagcl who was this young englneer who had access
io a 16-track mobile stedic, We hired him to do the
Castalll concert and later he moved in with us at
Chatham Square. We had a resident engineer who
was interested in the music and the work, The group
continuad with concerts at 112 Greena Streal, and
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Quadraphonic Dafay Sofo in concar ot Lao Costelll
Giaklery, Maw York, 1974

shorily after that Robert Prado died. The group idea
was abandoned. | came back from Louisiana In Janu-
ary 'T3, alter ihe funeral, and did a solo concart al
Blaackar Si. | liked doing solos, | just kepl doing it
Then Kurt and | developed & gquadraphonic delay
systam,

PG: You described thaf once 85 a support sysfem
for solo work.,

AL: Yes. |t allowed me to have an ensembie situation
without an ensamble. It consists of four 15-inch
spoakers and two Revox tape recorders, which causa
four delays; so you have my origingl sound, with four
repaats, fed thru the four speakers siquantially.
The speakers are placed In the four cornars of tha
room 20 that the sound clrclas the room thru the four
channels causing a vortex of sound. | can then plxy
around the columns of sound. [n the past year or g0,
| have made several studic recordings using this
sysiam. Currantiy, using the capabilities of a 18-track
recording siudio I'm experimenting with even mone
sound repoals. | have modo one saxophons ploco
wihera | am playing with 15 of my “selwes™.

PGE: Do you have concerts llned up for this vear?

AL: | have a concert at Tha Kitchen in New York on
December 16th and 17ith and at the New Orleans Mu-
saum of Arl an January 30th. I'm also trying to line
somi things up In Califormila in March, and, of coursa,
thane's always a Eurcpean tour,

PG: And then you have a video profect coming.

AL: I'm trying o get some work done, | havenl dona
a fape in two years, 've boon so busy dolng other
things lika the conceris with you, and concaris of my
ow. Things have been really bolling and coming full
circle to whera I'm back Into muslec now . . . and
photagraphs and video are somathing that | do under
spocial situations.

PG: What about collaborationz which have baen a
par ol your work? How do you feal aboul thal mow,
Are you talking fo anybody about thal, or do you lec!
that that's a period of your life that pou've exploifed
and ara not interested In?

AL: W's a pariod of my life that | axploited and the
outcoma was not as | expected, and | think it will ba
a long time bafore | would collaborate again, i cer-
takn things are mada clear, then it's mot ditffcult. M
things are nol clear, than i's very dillicull,

PG: | guess thal's abwvieys oo of collaborations
They're Iricky things to pull olf.

AL: I'd like to do music for different things. 1I'd work
with film, plays, whatewer , . .

PG: One of the things that sirikes me, in talking fo
you about pour work, i the sase with which you've
bean able fo collaborate with other people, and at
the same time to malntaln an indepandent artistic
idenlity.

RL: Wall, with the music thing . . . see, 've boen
playing so long that | don't think anything would get
in the way now of my idea of music or my kea of
what sound |s supposed to be,

PG: In my view you were contrfbuting fo other peo-
pla's work fo a ceraln extent, and then af another
point you were doing Indepandent wark, Tha abiflty
o do all of those things and fo maintain a personal
infegrily iz somathing very difficulf for & person o do.

AL: Wall, i"s nat &asy. I'm In the middle of & tomada
somalimes. Bul then | sit down and look back and i
all begomes very clear that I'm doing my work and
doing other people's work, 100,

PG: Whal are some of the things that you wani to do?
AL: | have this show In January, which |s the resaon
wa're having this interview, of drawings, photographs,
video and a solo concart. It's tha first time that all of
my work has been broughl together.

PG: Does thal seem Nke a natural format To you?
RL: It"s something that I've bean thinking about . . .
“whaore can | give a folal improssion of my work,™
So | am very pleasad with the New Orleans show, it's
ewan kn the right place, my home slate,

PG: It seams thal part of a description of you as an
artist would inciude all of that. That for you to have a
show, It show!d be ail al once. That's inferesting and,
{ think, complately unigue, You're able fo wark in un-
refaled media and nol fn any second hand way. I
you are a video arfisl, then you dolng widpa; if you'ro
B muzgician, you're really dolng music. Thore ara
artists wiro go info olher medias and mever really
becomea parf of thal media. You're able to Menlity
with the media, fo work In /.

DL: | couldn't just sit down and just play museo, |
lzarmed that a long time ago. | can't do music evary-
day. | used to do it 1 did it from age 7 to the age of
28, four or five hours a day. | gel to the point wharne
| zakd, "I'm just beating my head against tha wall."
| gat far encugh technically, So, looking back at that,
| can’t do music all the time. | enjoy doing pholo-
graphs. Ii"s another reality, | can't sea sitling down
in one plate anymora . ., | maan, the twentisth cen-
tury ls not geared for that. Sura, I'm able to keap
them separate, bul now they ve become so closa that
I'm beginning (o wonder how to keap i all going.
PG One thing that fs very clear from this interiow
Iz that you keep golng by keeplng going.
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ROBERT RAUSCHENBE

An Essay by CALVIN TOMKINS
Mew York, December 1976

Back in the filtles, when Rauschenberg's work was
Just starting to be ssan and discussed, the aasy way
out was o call it “nec-Dada.” Soon enough wa found
it to be just the opposite. Dada was a furfous Judge-
ment on the past a denial, a process of exclusion.
With Reuschenbarg, evarything gets included — raal
dirt and growing grass, the lunnles, scrap lumber ksl
by Con Edison, busted parasols, flashing lights, bed-
clothes, pinups, dead birds, live turtles {with flash-
lights), clocks, Velasguez nudes, the Sistine ceiling,
mosquitoss, JFK., a glass of water, Dante, photo-
graphs, video, past-prasent-future and nol just paint-
ing and sculplure, sither, bul dance, thealer, music,
and (in & pinch) literature as well. It was not even a
Dada gesture when he threw hias leftover construc-
tions into tha Arng, after his 1853 show af the Galloria
d"Arte Conlemporanaa in Florence; he was about to
go home, he had packing problems, and besides, it
ssamed Irresistible to write and tell the irata Floren-
ting eritic, ™l 1ook your advice.”

Seeing Rouschenberg’s all-while paintings at the
Stable Gallery that fall, Barnetl Newman turned 1o
Wilem de FKooning and sakd, “What's the matter with
him? Does he think it's easy?" (At that point, of
coursa, da Kooning probably thought the same thing
about Newman). To Rauschenberg, tha difficulty lay
In enother direction. I don't want a painting to be
just an expression of my personality,” he sald once,
“I feal it cught to be much better than thal."

Everything he does s in some sonse a collgboration.
Sets and lighting for Merce Cunningham In the early
sixtios; his own theater and dance pleces at the Jud-
son Church and elsewhers; printing with Tabrana
Grosman and Ken Tyler; and always, his own private
collaboration with malerials, Studying with Albeors at
Black Mountain mada him rebel against careful mani-
pulation and control, The important thing, he decided,
was 1o let the colors retain their own dignity and ex-
cilamant, not o subordinate them to his own ldeas
and tagtes: 1 want to do somathing with color thal
-I-rill be just as exciting as the color all by itsatf in the
sy

And then there |s collaboration with the viewer. |
would ke to make a picture thal creates a sifuation
in which thera B as much reom for the viewer as for
the arlisl,” ha told a Fronch critic in 1985, Like
Duchamp, he believes that the viewer's active pariicl-
pation complates the creative process.

Thi first tima Merpa Cunningham asked him to make
a sat for & dance, In the fitlles, Rauschanbarg was
characteristically enthusiastic, A few days laler he
called and asked Marce to come down to the studio.
“I did, and found that Bob had made & marvelous
cbject that hung from the ceiling, with ribbons trailing
from it," Cunningham racalls, "But | knew right away
that it wouldn't do, that It would be los difflcull to In-
stall in the kind of places whene we ware piriorming
then—college awditoriums, mostly, with no fiy space
ta hang anything. Bob undarstood complataly. With-
cut & moment’s hesitation he said he'd do something
else, What he did the second time was a construction
with a lot of color and cloth and mirrors on it, which

CALVIN TOMEINS = a regilar conbibulon o The Mew Yorker
magarine and e suthacr ol mary bestzalng Dooks inchahng
Living Wad is ihe Bast Revange, & monograph of 1920's antis
Gierakd Mrplyys, The Brdle and ihs Backslivs, a colection o
Eced on This B workd; Marchanis and Masmrpieces. & hisliory
of e Mebtropolian Musewm of At in Mo York: and The Olher
Harmpdon, & eollabornion wih his wilo Judy, & woll-known phg
iographer. Mr Tomkines' cunmont book, The Soeng, publishod
by Wiking Press in 1878, i a sorips of essays on ho arl of B
1960's and TO's incledng & chapior on EA T or Exprimeanis
in At and Technodogy, 8 nonpralil foundation started by
Hauschenbergin | BE8in collaboration with Bty Kikver, & scien-
1l frmn Boll Tolephone Laborabonss
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stood up by ifzell on the floor. It was in bwo parts,
and the dancers could go between them, and it was
open at the boltom so our feet showed, | used It for
a plece called Minutiae, with music by John Cage,
and it was parfoct. | loved it because you couldn't tell
juest what it was. One critle complained about It for
that reason — sho said sha didn't know whather It
was o bath house at the beach or a fortune teller's
booth or whal, That was |[us! what | liked about L™
The Minutime S0, which has since been described as
ome of the most iImportant sculptures of the fifties, |s
now In the Ravschenberg retrospective mounted by
the Smithgonian Institution in Washington, D.C, And
for the first time In a decads, Rauschenbarg is work=
ing on & new Cunningham sal, for a dancea that will
have |t proamisre in New York on January 1Bth, and
that, as The Mew Yorker's Hareld Foss used to say,
ancourages us to go on.

When asked, some years ago, how he thought his
waork differad from that of tha Pop artists, Rausahan-
berg thought & bit and then said, | teal that when |
use an image, it has more room to move around in.
I 1 use George Washington In o plcture, for axampls,
I may start oul thinking about Goorge Washington,

Ruddor (Hoarfrast), 1074, 88 x 48

but sooner or later [t just becomes ‘that green
mm_r "

Some artists slart with an idea and go on from there.
Rauschenberg never does thal, Ho starls with simple
curiosity (nol so simple really). “1 don't think of my-
sell as making art,” he has said. I do what | do be-
causa painting Is the best way I've found to get along
with mysalf. And it's always the moment of doing it
that counis, When a painting is finished it's already
something I've done, no longer something I'm doing,
and it's not so interesting any mora. The point s, |
|ust paint in order to learn somathing new about paint-
ing, and everything | learn always resolves itself into
twd of thraa pictures.”

It s amazing how much like the real world his work
k. “"Over and over I'va found it imposzible to mem-
arize Rauschanbarg®s palntings,” John Cage has writ=
ten. "l keep asking, ‘Have you changed it?* And then
noticing that while I'm locking It changas.”

To say that he is the most Influential artist now work-
ing is to mizs hall tha polnt. His wark ks nol g0 much
an influence @s A resource — a mother loda that (s
naver mined oul becausa he constantly replenishes i,
Rauschonbarg is the American posaibility In art,

ffata; Moy Trakan
Spinnaker [Hosrfrast), 1974, 82% x 49
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An Interview by CALVIN HARLAN
Naw Crieans, Novembear 3, 1976

Calvin Harlan: fn the vary Nrst cfass [ lawght af US.L.,
there you were—[us! arrived from Grand Mamow.
Thera were a fotal of 18 in the freshman arf class, as
{ recall, and mozt of you were couniry kids amd billn-
gual. Mosi of you weare falenied, reapectiul of the
teacher, but sly observers of oll adulis. Your group
and the groues of the next 2 or 3 years ware, on the
whole, the most inieresting sivdemds | have aver
taught; and | belleve if was because you were almost
all eountry Cajun, and grew up knowing amimals,
whare things came from, how food Iz ralzed and pre-
parad, and so on. You had a iraditional Southern up-
bringing, but with & difference: yours is a region with-
i a reglon. You all had humor and a fof of confi-
dence thalt musi have come from & sirongly defined
regional background. You and your family could
maka jokes about the Cajun community amd bvaf, |
suspect, gave you something extra. Looking back to
1859, my job seemed fo amount fo Iile mare than
lotting you kKnow that | thought you had falent, and
saping “Go ahaad,™

Kaith SonnlerYes,

GH: The Cajuns have an wnbalievable amount of
sensithvity and skill In the kitchen, on the farm, In the
dance halls, but very lithe visual culfire fo spaak of.
However, once (hat artistic fatency is tapped, the re-
sults are amazing. Amazing in guickness of aye, hand,
imagingfion and criical intelligonce. Bt sgually
aslanishing for what [ call the “Lowis XV touch™—
you Erow whal [ mean; the “Grand Manner.” Fromr
tha vary beginning, you seam. io have had this ability
fo fake almost anything Iying around and franstarm
it effortiassly fnto sametfhing worth looking af,

KS: | think that early investigation of any kind of ma-
terial as source was probably quite important; to
realize that anything could be considerad art, as long
as you could somahow contral its manipulation or fts
content, or the suggestion of content,

CH: Yas, Bur you had that ability, and It remalng
part of your abffity. Other kids of thal srea—and [
speak fram having taught in ather parts af the coun-
try—had a similar gift. You had it almos! in excess:
an ability fo seite upon anyithing ai hand, and almosi
inovitably and immedistely make some kind of magle
with .

KS: | have an inlense intorest in primitive cullures,
anthropologically, sociologlcally, politically; bul
when it comes to aclually making work, | feel that |
heve to contain my Information in a real 20h-century
maching-age context. Bacause | think that arlisls
make work for the culture that they live in . . . | think
of my Ife as a continuum. | spent 21 years in a rural
area; I'll probably spend 21 years in an urban area;
and maybse, after 21 mora yaars, I'll go back o the
country.

CH: Maybe,

KS: Maybe. So, I'm not concerned so much about
what I'm going to do next year, bul what I'm going
o do mayba 10 yoars from now.

CALVIN HARLAM s presently projessor ol pantiing and sculp-
tura at ine Uiniversity of New Orleans. Hi = tha author al Visan
and manhion: A Cowrse i A Fundamentals, an art texbook
published by Prontice-Hall, Ing, which B curmently baing pub-
Ezhed i Spansh n Sgaen, His foermer pugels af Uiniersty of
Soutfveesien Lovsana in Latayeiie inciuda Tina Géinpuard,
Richard Londmy and Kefth Sonnier.
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CH: Do you project thal far ahead?

K5: Surel But not with a view of my work historically,
CH: Your seem fo be rather cazual abaut that sor af
thing.

K3: RighL I think mone about mysell as ihls person,
o o person who has picked up as much as he could
with the leasl amount of efiort.

CH: Abzorbing things,

KS: Abszorbing things and not having to be salf-
conschous about the absorption. Than, whean it comes
to making work, | try to carry thal state over Into how
1 go about making the work. When | was making work
in variouz places—Ive been 1o Japan, fo India, to
Europe several times to work on location—1 had to
lnarm how lo do, make-do, And | really used that
Loulsiana background fof thal, for being adep! at
using what wes thers, That's beon heipful: not so
much for the forms or the images | use, bul more for
how one manipulatos tha day, gots through it,

CH: Well, apropoa of that, I'm abwvays surprised af
how you and the resl of you hive “managed” Now
York City, because it appears fhat you do so with
mong casuainess than people who were born into
that mifiaw. | often wonder whal you bring fo thal,

KS: Well, | think you bring a vitality the city neada.
For one thing, without the sense ol community In
Mow York, [t would be the most awiul piace o lve in.
Who else is going lo be siimulated by the city but
someons who ks nol from i7 Although, of course,
thare are some local arists, bom or Drowght up in
Hew York. The parceniage s smaller, I'd say. Most
people coma o Mew York because they need the
atmosphers to make work, | always knew—this
sounds pretenlious, | realize—, but | always knew
my work would be recelved, becauss it's good.

CH: Wheve does that brand of confidence come
frem? Dut of your personality and background?
K&: It comoa from jusi knowing what you're dolng.
Knowing your eraft. Knowing what you'ra telling about
the culture. My ar is appreciated by my pears, by
poople who aciually experience a work, And il you
don't expariance a work . . . you can pick up o lotof
documeantary information, of course, but slill you
havan' “gal™ I

CH: You can play vour own games with i, buf . . .
KS5: YWhan | make something it |s not so much: “"Mow
I'm going to make this" In fect, | don'l know “what™
I'm going to make until i's made. In the larger installs-
tion piaces, | have a pratty claar idea of tha lield that

I want to ba involved in. Right now, I'm working on
this satellila project, This ls going Into my second
year of just collacting information—not trylng to maka
8 work, because it's not really time for the work, The
time of ils aciual happening is very important 1o ma.
I have to foel right. | want it placed in the correct tima.
I'm wary taken up with how the audisnce expariances
. 1 like to control how peopla move through the work.
I don't like to herd people through my work like cattle,
bBecauss my work would ba “missad.” W thera's not
some Kind of ambiance confirol of the experienca, the
work (s pretly hard lo do, especlally In a typical
museum. Museums are mausoloums. Thoy're not
whara ongé goes 1o experience art, Thay'ra places
whare one goas 10 view beautiful cadavers!

CH: True foo often. You have fo be able fo being &
hell of & lot with you to resurrect the dead . . . Again,
what | want lo go back fo fs this past experionce of
Lowlsiana, which | gather haz served you weall in
whal, lor me, would be the mosi daunting sivation
In which to e and wark: New York City. Maybe there
arg Mo clear answers.

KS: Wall, | can tell you my reactlon to balng back in
south Loulsiana these past few days: | faal | really
don’t have much business being here, other than to
goa frignds and family, and eat some good food, I've
mada the bulk of my work oul of Loulslana, Although
I'owe a lol to Loulsiens as far as . . . well, it gave ma
a real gomiaoriable environmant fo kind of . . .

CGH: That's wihal | want fo know. Whai was il hera?
KS: | stayed in the nesi a long fima|

GH; Was it, in fagl, rural Lovisiana that gave you
conlidence and Nexibiliry?

KS: Yes. Well, | didn't have any chaice. | mean: what
would | have dong it | hadn't dona what | did? | would
have stayed in Mamou and probably run the movie
house, or worked In Job's slora or commitied sulelda
at 301 | didn’t have any options, and | was just lucky
encugh 1o have beautiful parenis who would allow
it to happan!

CH: Somalow or other you ware allowad o achiéve
o critical attitude sarly—withi 8 ot of humor, and
himar I3 critical in assence.

KS: And something that is kind of allowad in the cul=
ture, That's whal's so great aboul down-home Cajun
culture: it allows people lo be comeadians, It allows
people 1o live with insane people; it acknowledges

everybody as a person. It acknowledges every aspact
of Iife, because it's all around you, unconcealed, |
have vary few friends. | really manage 1o live in a

Nean mad Theatrical Seoop Lipkds, 1973, built on location at the Soattle Art Mussum for Americmn Arf=Third
Qurariéy axhibBion
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litile village in New York Clty, | see or talk by phona
to tham every day or so. They are peopla who put
somathing into my life culturally, physically, i any
way. | couldn't come back to a rural area, rural Lou-
islana, to work, | could go to a more ethnic area, say,
Haitl, ar South Amarica, | love South America. Tha
thing about the Spanish, even the Spanish in New
Yark, Is that they el you know preity much “where
thay'ra at”, They don’t conceal thalr phyaicality;
lhay donl concaal thalr emotions. And thal's one of
i mast horribla things that has affected westem
culture: wa're thed up from the mouth to the aas, 1l
wi just can't ged it on.

CH: Have you read Oclavio Paz on that subjeci—ihe
face and the ass?

K&: | havan'l

(PALISE)

CH: You lived in Parle. Did you sanso while thors—
aspacis of the old Paris, porhaps—anyihing like New
York Cily: the ability of artists to exist thers, to func-
Hon enthusiasiically there?

KS: The only kind of exparience | had was of the
Paris of that mament, and 1t was Interesting for ma to
liva in miy first large city. | went sirakght from Mamou
ko Paris! First of all, | dealt with baing alona; | dealt
with how 1o obsenve whal was golng on around mea;
how to amuse mysell; how to live on Hithe, More than
aclually making work, | mads attempts at making
work; but | really didn't accomplish much until |
came back o Amarica.

CH: How much did you absorb of what somaone has
rlacred to recaently &s the "old modern™?

KS: Enough to know that | didn't wanl to havae any-
thing to do with it; It was spent: it was somehow over,
Well, actually, it was important in one respech: | saw
good oil paintings in Paris. | hadn't seen an oll paink-
ing Ll 1 want to colléga. Bul, to sea good painting in
abundance was preity interesting—to actually expearl-
enca a real work and nof a reproaduction, And tha
understanding of the work was snough io susiain
ma, | v never really stopped baing a student, Now
that | am working on the satallite project, | know |
hava to study the information for a couple of years
bafore | can begln to realize a work. And baing an
artis! has béeen good for me as a person; becauss |
am gonsiantly taking in things that atter my life. I'm
interasted in things that are prefty ethereal and mova
pretty fast and have a lot to do with mental reflection.
I'm a real hedonist too: when there's something to do,
and | like i, Il do it all—evory last bitl So that I'll
know what it's like when It's over. And that pays off
in making work. It hasn't pald off In the way | ran my
life; but, in my wark, yoes. By the time e concaivad
a work, I'm protly surs of I °

CH: You describe yoursell as o hedonisi. 've offen
thought thare’s aclually a cortain Fronch qualty in
your hedonism, | sometimes see a lovch of Salle, &
il of Maifsse in you,

K5: Sure.

CH: Those twao arlists, compasar and painter, whils
baing very French, are nof the same, afther. There's
a Matissoan sensibliity In yvour work, whare color Iz
concernad, and being abie o make art from epham-
eral materials, And the Satle element Is a refusing to
take things—art itself—too serfously, and almosi al-
wiiys injecting in the waork a greal deal of critical
hurnor; “Play this melfody Nke a nightingale with a
loothacha™,

KS: But, coming back from Parls to New York to
actually see American work baing mades al the time—
the mid-60"s—was 20 times more exciting to me than
the French school | had really leamed how 1o look
al work in Paris, so | had no trouble appreciating this
nonw Amarican art. | was thrilled to ba back and ba a
part ol ii= 1o ba back, not In Louisiana, but in anothar
urban sHuation, getting a different kind of "charge”
from that of Eurape,

CH: Quite early in your work you seemed fo have
found a way fo exorclse a nalive sensory aculenass
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‘4 " b =
i'rpl_._..lll-. ., 1 h'; , -

. 1

1

Live Sound tnstalfation, 1971, bail on lotation in Mew Delbl, India lor Second indian Triennale

and, ai the same time, lo frusfrade s uzes, 'm think-
of your way with colar in the wideo plece called Mat
Key and Radio Track. Thera, again, I 586 you han-
diing color and shape and coalinuity In the mosi
sponfangous, seductive way, and, of the sams Hme,
subverting what Iz happening with them, That's what
I mean by the “Erlc Satle lowch.” Cage has It In his
Fontana Mix.
KS: | undarstand whal you're saying and | think
you'ra correct, Both kinds of responses ane built into
the work, because | think that that's how peopla really
exparignea things,
CH: Especlially now, In the snvironment of this quar-
for of the 20th: cenlury.
KS: Unlezs vidao tape has the kind of casusiness
that television has in the homa, the work will never
ba really undersiood or even looked al. The big prob-
lam with the way people view video fa that they iry
to make It like & palnting &and show it in a museum,
when It really should ba viewad in the home with a
drink or 8 cigaratle or whatever,
CH: Would you agree with Allan Kaprow when he
sips thal, untll someene can handle video with as
much ease as ona handlas the falaphane, nmathing
very inferesiing will happen?
KEZ: 1 fend fo think that will only happen when we
have the facllity to send and recelve video Images;
s0 until TV getz back to soma localized stata, it will
not benefit citizens’ use of it. Right now we're baing
fad the news In serial formal, | mean, CBS “Mavie of
the Week™ comes right out of tha nows; only it's
aboirt s montha latar
CH: Then, In conmeclion wilth sase of handiing of
videg, including color, there ls—izn’t there: —your
working against the medium, working against com-
E!;EM TV, incorporaling it by wringing ite neck a
Te
KS: In a way, sure. Actually kind of showing it up for
what It is.
CH: I other words, you are using TV &s It comes o
ug dally and are "“frustrating™ If, loa?
KS: Sure. | went o a (CTS satellite) blast-off at Cape
Kennedy— | don't know if | told you this story, An
Indian chial from northern Canada was thera as well,
It was a8 French-Canadian satellite aimed at linking
all the amall sattlements in northern Canada. He was
an incredible guy: a big, Tat, tall Indian, Ha locked
very much like the Indians of the Morthwest Pacific
const anma.
CH: Who the hell invited him there?

KS: 1 asked him; 1 said “How did you know about
this?" Ha sald that, In the small village he lived in they

had sol up a survelllance lower, He was coming o
Cape Kennedy ta plug them all in to make it work
lika local TV! Ho was thera thres days. He was much
more cosled-oul than anybody else. And & lot mora
intarastang lo talk 16 aboul satellies. The peopls
thara arg 8o spacialized. | tried fo start a conversae-
tion, shy, aboul the fusl thal was used, or the angles
of deflection ol the rays they send back—and they
would say, “Well, | anly design this ona screw,” “I
don't know anyihing about fusl or about what this
satellite Is going to do." | mean, that's how scary it ls!
That's how these networks, like ITT, Wastern Union,
tha COMSAT Corporation—who usa satallites lo spy
on us, lo psychologlcally rape us—deprive us aof
having any thoughl, of being able fo relay our
thoughts in this fantastic medium. And the remark-
able thing is that %80 billion of our monay Is being
paid to the indusiries o do research for the govern-
mant through NASA. NASA has become like Kannady
Alrport, All they do is send satellites up. IV's German
eng day; Indian the next day, More and more, they'ro
sliging up the almoaphars, And they're in cahoots, of
course, with the FOC, which controls our space
bands. They tell us what we'ra going to hear, And
the interasting thing Is that most of the people who
work for FCC at one point work aither for NASA, ITT,
Wastern Union: it's all one big grab bag, and wa have
Bccess fo none of i,

CH: What's all this meant fo achieve, In your opinion?

KS: From their point of view? Well, for one thing.
thay can keap us In the dark lorevar.

CH: Contral?

K5: Control. They can talk to Moscow by pressing
a bulton; bul we can't. Wa can'l see whal the Ruskias
are doing. The most intalligent use of satelliles has
been in india, where they're used for educational pur-
posas in rural areas, Also, of course, il can be turmad
ovar instantly to tho government, But litthe villages
are plugged In. They learn which color pills o take
to avold having mora bambinga. They make their
antennas ouf of chicken wine, the way Mexicans do,
and can plck up lrom cerain satelliles. They hang
the TV zat in a trea In the village and the people sit
around the tree and watch the programs,

CH: You found ow! about this while In India?

KES: | actually found out about it through research
and through an Indian friend from Ahmadabad, whose
parants had basn Involvad with the Indlan educational
system. | didn’t sea a sign of satellites while | was in
Inidia, because | was dolng a sound plage in Mew
Dethi, which reminds me a lot of being here. And
then | went to Madras, an incredible place, to haar
Indian music and see the lemples.

i



CH: You have always responded happlly to non-
Evropean cullures.

KS:«Ii's amazing: I've been to Europa many limas in
the late 60°s to work in Garman factories, for Inslance,
to bulld thal whole BA-O-BA light series in the Iron
works but | did all the drawings for tham elthar In
Morida or in MNew Mexieo or Sputh America. Tha
Germans could turn them out I'd got lo the point
wheare, il the forms were not oo “barogue™ . . .
eapacially the onex toward the and, the ones with
plass wnits . . . | could just send the drawings 1o
Germany and they would build them exactly to plan,
| knew the "palatie™: thoy had the best kind of light,
they lasted tha longest: and theay had varicis size
dubes, Whereas, here in America, we siill just have
this 18 or 18 mil. standard. In Germany you can get
25 mil.—as big in diameter as a 50¢ plece, which is
like a fMlugrescant fixiure, bul you can span a lot mora
space and there's a greater color varety, You have
two basic colors. neon gas and argon gas: ono ks red
and ona s blua, and thesa are pumpsd in with the
mercury alloy that activales the fMucrescent powdar
coaling inside the lube, and that makes a differant
color, The red will maka the yollow, orange and pink;
tha blue gas makas green and an ncredible purple.
Then the tubes can also be made of tinted glass,
and that, of courss, resulls in anather color or colors,
Cne of my pieces in sculpture shows at the Mew Or-
teans Museum of Arl grganlzed by Walter Hopps had
a tinted tube at the top and a fluorescent coated tube
at tha bottom.

CH: I gaw 1. and there was somathing very strangs
aboul the colar as i played agalnst the waill.

K5: There are two tubes: ong at the top and another
along the side and at the bottom of a plece of cut
glass thal's coated lightly wilh lafex—my one ro-
mantie alluglon lo Spanish moss! |t was a0 hard 1o

do kt, because | didnt want anybody to really get
that! | didn®l want it to be that evident, yat | wanted it
te someatwow . . . Those fuorescant light and glass
pieces remind me a lot of driving in Louisiana, Gom-
ing back late at night, and in the distance speing a
club somewhera lhrough the fog. Aboul Iha most
“rallgiouws™ experience 1've ever had in Loulsiana:
coming back from a dance late ai night and driving
cver this flat land and, all of & sudden, seaing thasze
waves of lights going up and down in this thick fog.
Just incrediblal Much baller ihan any kind of Immacu-
late Conceptlon or Ascenslon scena | have ever
viewed in churchl

CH: You also ge! thal beauviful ght fale allemoons
in winter through Spanish moss.

KS: Mow | think since 've been in other climates and
latitudes—ospecinlly sinca I've moved inla my new
placae In Meww York, whaere | don'l any longer have an
anclosed box to live In bul look straight out across
the lowar and of the Hudson Rivar—, I'm really look-
ing at nature, how tha sun works and how light comes
into & room. I've kind of opened up my Iife a bit more,
foa. I've bacome a lot more apan. I'm out of tha box.
I think I'm linadly out of Mefons DNes room, | hopa so,
al lemst,

(PALISE])

CH: Something rather unigue has happened in this
couniry, perhaps secretly over the years but mot 50
secrelly—more opanly—since the early 60°s, and fhaf
somatiing Iz thiz: Amaricana have learned how lo ba
critical af ail the suparegos thal reside in the cullirre.
K5: The American myths. Wall, wa'ra allowed to laok
at them.

CH: Yoz, wo can fook of them and say. “Well, who
are you" "What are you?" “Do | need you?" “Can’t
I do as well withou! you?'”

K3: Right. Well, European art iz still plagued by the
oaistentinlist pitfall, which is close lo what, in Amori-
ci. | enll the fascist void: whare you're up against
tha wall dealing with your own liitle narclsstic seil.
And the Interesting thing ls that really came up for
mia when | firsl did work [n video: becauss the inllisl
appeal In video is seaing what the hall you look like!
And, as 5000 as | had digested that narcisstic feed-
back, | bacama inlensely intéerested in whal video
aclvally does, rathar than what it can reproduce.
The fact of its doirg became more important than the
fact thai it stores information, And the remarkable
thing aboul video and audio, when you're nof ust
recording for recording’s saka, It's like & dreamland,
it sets up a magic slate or a state where, once you
ged over the fact thal everything you do ls recordad,
al of a suddan you opan fo how you'ri recorded,
whal you actually say, what in fact you are, how you
use the time. It's sort of why | became less interested
in painting. Making a work in time has nothing to do
with making a statlc image. So | use littla “keys™ to
things you're familiar with when you walch It, in order
that thay may set up clues to whal 1o look for whan
you watch 1.

CH: The lamiliar, dafly TV insertz, ageinef which you
KS: All those works using recorded time AM-FM,
N.Y., Qupd-Scan, NY-LA Hook-up, which are two-way
radio and telephone pieces, come oul of the work
Channel Mix, which was actually mixing four chan-=
nels of local TV In New York—each on opposita
screens (20 M. projections), ANl four images were
amplified. So you were "reading” information in
quadruplicate, which s analoguous fo how ong uses
TV: you do other things along with it. Movies set up
that experience wheare you're in the black void of the
thaatre and you're socked with the scraan,
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CH: Your're fofally ln the dream,

KS: You're in the dream. But in video, the only way
you'ra in the dream is il you are In it: my eariiest
tapas, from '83 fo 'T1, like Painted Fool, or Negative,
daalt with tha narcissistic and erotic tivanass
of the medium. Now I'm much more concarmead with
the broadcast capabilities of the material, what's
aciually being fed 1o peaple . . . and having access
to thal broadcasting.

CH: Wall, ualil your wisil this time, | had nover seon
those video pleces, and | hadn't realized fo what an
oxtent there iz a real odge, another kind of critical
adga fo pour work,

KS: I'm profty astute as to . . . say, If I'm working
with a certain material, | know how il's mada, what
il is being used for, who makes it, and who s getting
paid for making it. | think o be an artist who is
actually making a stalement about the culture . . .
mot & rural culture, bul about the cultural fix . . | that
tha world is in . . . is the last free place to be In.

CATALOG LISTING

Live Sound tnstaliotion 1077
Built on location a1 the Maew Crleans Mugsum of Ar

BA-O-BA for New Orleans 1877

Meon and glass
Buill an kocation ol the Mew Oroans BMuseurn of Art

Abaca Code, Circle Coda &-1 1078

Hand cast papar of cotton g and manids liber
diam, 72 [18218)
Lant by Gemini G EL . Los Angales

Abaca Code, Square Code 5-1 1876
Hand cast paper of colion rag and manda fibar
Tex T [1828x 168289)

Lant by Gomini G.EL . Los Angales

Abaca Code, Reclangle Code R-1 1976
Hand cast pager of colion rag and manida fibar
TExDE (1828 x 2408)

Lant by Gemini G EL. Los Angeies

Amimation | 1873

A4 nch cassoite color vidaotape with sound

14 minulas

Lant by Castell-Sonnaband Tapas and Films, Inc,
Meaw York

Arvirnatiarr 1! 1974
W inch casselle ook videotape with sound
25 minutes

Leni by Castpli-Sonnaband Tapes and Fidms, Ine
Maw York

Color Wips 1973

34 inch cassathe eolor vidootnoe with sound

30 minutos

Lant by Casteli-Sonnabend Tapes and Films, Ine
Mow York

TV In and TV Dt 1872

/4 Ineh eassatte color videotmps with scund

10 minules

Lent by Castolli-Sonnaband Tapes and Films, ing
Mow ok

Mat Koy and Radio Track 1672
/4 inch cassete color videotapa with sound

r.«wm Castalli-Sonnabind Tapes and Filma, Ine

Channal Mix 1973

Nigmm. solod/black and white film wiil seund
21 minulgs
Toechnical assistanco Fichard Landry and Kurt b unkasc
La::ll wmm!hhwmm Tapes and Films, Ino |
oW

Lighttweth and Fire 1871

16 mm. black and white Kinescopn with sound

21 minuies

Lont by Casialli-Sonnabend Tapas and Filma, ns.,
Mow York

Negative 1971

16 mm. biack and white Kinescops with sownd

11 minuins

Carmara FAchard Landny

Parformer Tina Giroweard

Lint by CastelinSonnabend Tapes and Fims, Ine
Mew York

Painted Fool: Black Light 1970

16 mm. bdack and white Kinssoops with sownd

16 minutes

Lent by Casteli-Sonnabend Tapes and Films, Inc.,
Maw York

Rubdown 1870

16 mm. black and while Kinescopa wilh sound

11 minutes

Pariormer Michse] Konn

Lent by Castelli-Sonnaband Tapes and Fiims, Ing.
M York

Abaca Code, 1976, 72 x 8
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COMING IN1977

TREASURES OF TUTANKHAMUN

SEPTEMBER 18, 1977—JANUARY 15,1978

YOU ARE INVITED to become a mamber
of the New Orleans Musaum of Art

during this very special year.

Free Admission to the Museum during

FIVE FROM LOUISIANA and
TREASURES OF TUTANKHAMUN

is one of the many special

privileges of membership.

JOIN NOW and receive a
15 month membership
—through May 1978 —
for the cosl of

a one year membership.

JOIN THE
NEW ORLEANS MUSEUM OF ART

MEMBERSHIP PRIVILEGES INCLUDE

Frea Admission at All Times

Monthly Calendar of Evenis and Annual Report
Annual Open House and Museum Tour
Invilalions 1o Exhibition Previews

Imvitation to the Odyssay Ball

10% Discount on Purchases in the Museum Shop
Discount on Art Classes, Lectures, and Films
Members® Art Tours: America and Abroad

Usa of the Dreyfous Arl Reference Library

One Free Exhibition Catalog Annually
to Associate and Sustaining Members

MEMBERSHIP APPLICATION

Fill in and return with your chack for the appropriate catégory payable
lo the Now Orleans Musaum of Art, and send fo P.O. Box 18123, Kew Or-
leans, Louistana 70174

Indhvidual Membear . .. ... ... .ciucues.oa...- % 1500
Family Member .3 2500
Aszzpciate Mamber .5 50.00
Sustaining Membear .5 100.00
WA bE {EidESa piinl) =
FULL GTRECET ADORESS i P T i ¥
Eiry = = — ETATE Tip TELEFHONE




