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perior of the two, while not en

supe
There is also a paint The Arleigh Gallery hung a or
¢ f ' £ ) c s M it Ty rl dismissed, is held in abeyance, ar
~h is more typical o show of James onte's paintings ea ; general the assumption of
pressionist non-objec er in the summer. These paintings were | hat Iy ar
that “aniy an
artistJennifer Doyle <t before then—a place said to be slipping into Robert Venturi, Kenneth Frampton and o
‘Clt of Angles ted ithe Pacific. This review is centered on differ- “F s Reyner Banham. Banham's Los Angeles: The 1 o
terated Y g '€ lent attempts to navigate theoretical and 1), Architecture of Four Ecologies remains one of the . . 4,
: the pric
it repre “U'historical Los Angeles. »agesmost influential statements about the citys o400 of
{ic tElissa Auther and Adam Lerner, eds. -« |, ) : 2 4 s
& Ed Ruscha’s Los Angeles is small, narrow, and 15 fcRuscha gave Banham much to work with: nger of dwe
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Los Angeles mythology is hard to cut through:
The city has no center, no sense of history, it
has no depth. It is the city that plays itself
and the city that forgets itself.

Big statements about the city’s shallow-
ness usually come from visitors: for Fredric
ameson, the Bonaventure Hotel signals a
orld that is all surface, no depth; Jean
Baudrillard’s Los Angeles is a simulacrum—
it is “no longer real,” but then again neither
are “the United States surrounding it.”’ As
Amelia Jones points out in an essay on
“theoretical” Los Angeles, the disorientation
ascribed to the city is a displacement for the
ritic’s sense of displacement—the city’s
diversity, its layered and quite visible history
of conquest and colonization, its refusal to
be legible from a New York and Eurocentric
erspective have been misrecognized or
isdiagnosed. The nothingness that charac-
terizes the city as “postmodern” is itself
symptomatic of the speaker’s valuation of
swhat is already there, and what is not.> The
critic’s perspective, language, and preferred
codes are all less significant in a place that
used to be in Mexico and was something else

like
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that Banham wants to claim as typical of the [ the canv:
""" city. Banham asks, “Is standardization a 'K‘{' fi:the Upy
S virtue?” to which Ruscha replies, “Oh yeah, L:i I:rt:‘dii
i definitely” Ruscha is relaxed about the city's =~
thelack of commitment to its own architecture. nes . to  see
“|ay iSchwartz suggests that it isn’t just Ruscha’s 5005 enou
nvinsubject that feels Angeleno to Banham, it's ¥ nothing she
NE Ruscha’s disavowal of his attachment to his :diate physic
"Mésubject. That nonchalance mirrors what ure-support
; OFE’{ Banham understands as the city’s relation-  £1115, 01 s07
shlp to itself. V“‘?”;p:‘f
b oyl Schwartz squares Ruscha’s blank, depop-~ ‘:w; .” tL;
‘i ulated canvases with the artist’s refusal of the 4 "m” “\,_ :':rw i
: relevance of even the most literal references
elationship with the city opens with one  was lof his work. Of the relationship between his ;. i« judg

0
8]

chapter surveying critical discourse on the  Instawork and the city, he claimed, “I could have |4ck; ng in

Los Angeles art world and another mapping " Cdone it anywhere” (2). For Schwartz, the  7cing as 2 sf
the substantial overlap between the “Venice A58 Cntisy's persona and his work are linked by undoubted])
Mafia” (as some of the Ferus Gallery artists 5 s “economy of denial,” in which his dis- & placemer

ere known), Beat culture, and the New '1 ﬂ( avowal of intention or feeling either mirrors “'0115 €40t
Hollywood of the late 1960s. (The intersec- - or amplifies the blank affect of the image " '@ '_i_’:“":'
tion of the Ferus scene and Hollywood is the ; ,,,dtself. Ruscha’s “ambiguous deployment of fl_uc’_h :TJ}L .3(:
focus of Hunter Drohojowska-Philp’s 2011 ¢ritidrony” and his “ambivalent authorial posi- r-.ﬁ ; ; ;”:H )
book Rebels in Paradise: The Los Angeles Art Scene and straction” (219) are thus defining aspects of both ) may appea
the 19605, and is also the subject of a chapter 1tS t'his persona and his work. il significanc
in Cécile Whiting’s Pop L.A.) Schwartz covers 't CI This recuperation of an artist’s noncom- ‘ound in Nola
that ground well, especially for readers unfa- /' H lmma.l evasions will be familiar to students  and, after el

iliar with the subject. The book’s most fof Pop art. Andy Warhol’s assertions that he €I on the cc

utuf

- . he rhe
rewarding chapters, which follow, are also rieWas no more than a mirror, that there is no V7975 I
: Sk : 5 e all this amc
the most conflicted. These explore the inti- pomeaning beyond the surface of his work, : ¢ tt‘ S p ‘t
e of the firs

ate links between Ruscha’s work and dis-
course about Los Angeles, and the artist’s

unrefigure centrally in writing about the politics
ng, ‘of his self-branding, Whether we be talking
ultivation of his public persona as a mem- 50 éabout Warhol or Damien Hirst, this cool,

ber of the Ferus “stud” set.

nist painting
1e cornered ¢
the emphasi:
©ON1deadpan stance makes a certain kind of Pop

ure’" which i

Ruscha’s portraits of parking lots, apart- " red art recognizable as Pop. Ed Ruscha’s Los Angeles  »d's apprecic

ent buildings, gasoline stations, and the demons[ra[es the dlfﬁculty of ba]anc;mg out It of Frank S
ength of the Sunset Strip are both about 9 the political dimensions of this side of Pop @5 well. and

Los Angeles vernacular culture and part of 1 practice. Schwartz reminds us, for example, :rj_\‘”‘-" ”mi : I

it. Ruscha helped establish the city’s “look™ iguag that Peter Plagens denounced Banham as an ltld It}’b 9 :J::‘;_e
in the critical imaginary. Schwartz catalogues | ;| elitist for suppressing the defining aspects of | 4 . .y, Ly

diverse exchanges between Ruscha and 1 dithe everyday life of Angelenos as well as the 16”\,,”;; from

theorists of the city, including Scott Brown, 10t (ity’s more difficult realities (racism, class ving been
artists, but among works by any given duced’ from it. . . ."”" This “increasi
artist. The possibility that a work of

explicit recognition of the physical c
acteristics of the picture support
important as it relates to the deniz:

151  artjournal

art which is not as formally rigorous
or logical as another can yet be the



hier's non-rectangular paintings satire something less than Hogarthian of the Egyptians; the ad technique color. In the upper right f
t some of the possibilities of op During the early weeks of the show, whose basic tenet is ‘‘Thou shalt not ) torn western magazine,
llusion. He creates three-dimen only one small painting and two draw offend.” The purity that is his neces ly portrayed so as to seen
c : A , z P i T ctie n rather than painted or
elfects throu e corruption, polluton). The “guts® of ' Siuds and o the exploration of the macho | " ‘Organization of & contemporary art market. (| "
Jetermined bthe city, Plagens argued in an infamous 1972 oq -possibilities of California bohemia. Schwartz =,-h:_~,\the dissemination of influential art maga- |, gical
50 tries for diatribe, “Ecology of Evil,” are consistently 4 wants the word “persona” to carve out some . . jzines and journals, and the emergence of ;¢ ng i
h reversible edited from the Los Angeles pictured by 2rt|e<degree of critical distance for Ruscha. But . ;¢ still-powerful art schools. During that “Stan
Ips. In ‘‘VegRuscha and David Hockney.* stratsexist posturing is hardly less sexist for being; thedecade, however, one also sees the deploy-  has na
ic form is Plagens was onto something. On some 1 intrecognizable as posturing. Similarly, one is ~ zle mment of “pop vernaculars” across a range of 5, red, w
over a “badevel Ruscha’s work wants nothing to do with  IMhard-put to recover Colored People (1972). How hifmpractices, some of which are recognized as 'S 1658
ned in red g Angeles. But given the degree to which 2P, @ I @Pop art (Ruscha, Hockney, Claes Oldenburg) d reliag
ther large uly,, city’s official discourse about itself is ald | 21 and some of which are not (the Watts Towers, .:;:_QIC o
HZT:E\::::; J:afstrucn.lred by an “economy of denial” (in the'®®™ __:i '. Womanhouse). Whiting asks us to consider cver
i and Wh“Cdecades in question, this includes the active aly d }tl’_the benefits of thinking less about Pop art roup I
Is swirling ccrasure of its Latino population and the e and more about the vernacular. lore negl
5" comes on Tegion’s history), Ruscha’s disavowal of the ot | pts | Whiting offers sustained readings of not painting
effect is nocity’s “guts” is what makes his work feel ipere g 1< atonly the usual suspects but also mid-century 5 highly
f the wavy umost Angeleno. In its deracination, the work virtu |5 yopaintings of the city's natural environment e the
es of both aspeaks directly to the production of Los is ar tand rapidly changing cityscapes, as wellas 1 a dark
sedly "."”U‘f”Angeles as a concept. Even given that its s West Coast artists rarely considered in sur- ¢ uring T
are cu “D_Usgydeadpan presentation of empty lots and 4 im prVE)’S of contemporary art. Her discussion which Sy
si‘:i:n;e:;e:apartment buildings have become synony- )I;S;T: [n) irg:'of Llyn Foulkes’s Death Valley, USA (1963) r\la g‘;c'i :
arity and prPous with the image of the city, Ruscha’s e _Xp}carefully unpacks the artist’s citation of y ng B :‘
-an optical p‘work is less engaged by place than it is by ek Al landscape photography (as he paints scenes Ky il Clé
in easy vitallos Angeles as a site of erasure. his b uist that seem more photographic than paint- no long

ment park w  Schwartz applies pressure to this aspect
/, even if he of Ruscha’s aesthetic project when she turns
get Riley’s her attention to the gender politics of his
paintings, onwork and its environment. The chapter
ourely optical“Ferys stud” is devoted to the artist’s self-
e vasafely. fashioning as such in gallery advertisements,

eodesic long . : : :
? “photographic portraits, and interviews.

ingbone, is | ;
1 rhythm , Schwartz makes a plausible argument for
25" cleanly reading masculine anxiety in the persona

and polka che cultivated for himself as an art-world
tion. Though personality and in a range of static works—
re modest, b5 Girlfriends, 1955 (1972), Pussy (1966), He Enjoys
rmal limitatthe Co. of Women (1976)—as well as in his films
satisfying.  (in which women consistently operate as
e F:distractions from the male protagonist’s “real

Girl” and » g i
work™). She indicates the critical route one
between soft

tion. His gyr
i sweetly atef this work—it would be an exaggeration,

might take to pick apart the homosociality

ss successfuhowever, to say that Schwartz pursues-that
than they doargument herself.

e of his car Shulamith Firestone observed that the
s employed “sexual revolution” did little more than
1€mM 1N abstrieypand the “liberated” man's access to

an,"' for exan I e h
" ‘'women, giving him license to represent his
shape which

female figur

sitionally we
Jenkinsian ftics.® Ruscha’s work of the late 1960s and

bravura arearly 1970s illustrates the point neatly.
» connectionPositioning himself in bed between two
t. The Legebeautiful women for a 1967 Artforum adver-
ire another ysement for his gallery, or producing a row
fectively staof«

in plastic ter e :
Sionistie treahave been “his”) certainly plays to both the

Ak justific.markermg of a circle of male Ferus artists as
»f prints, “Concerning Marriage,”’
dly comic in the Henry Fielding-
y Amis tradition (the last print
> punch line of an old joke), the

less of his commitment to a feminist poli-

five girlfriends” (who may or may not

\
use of women as sexually progressive regard-

fruit salad) made eyen Fé}’%{ﬁG%BHq[Cial
by use of a technique as rigid as that

ctior in erly). Photography is positioned in the paint-; . gog
re of jetti ing as a modern technology associated with jopns gy
2akin) arme pastness—painting becomes like photogra- '+ |etters
we the phy not by virtue of appearing mechanical, v set ap
de il WE but rather because it joins photography as a blue gro

of '€ IStechnology of remembering The sublimity St and
WS Cof the West is thus only implied, as a thing victifis

ly e little o » effect

of the past and as “a glimpse of somewhere = = =

fawid } ] grode: significan
ho s this portrait of nappy-headed cacti not hronelse.” (59). superimy
ted thigh-art minstrelsy? Ruscha’s disavowal of o , ~ Whiting's individual chapters are orga- j‘ letters,
thesauthorial responsibility may be a part of his shocnized spatially: the landscapes of Foulkes direct ¢
|at is“roguish charm” (some version of that and Vija Celmins anchor a chapter on the  of stenei:
ited. phrase appears across his reception history), natural environment as we encounter it signal im
15€ Ibut it is also the posture that enables the % F&through visual art; “Cruising Los Angeles”  1anical o

art. casual reproduction of racist and sexist € considers how Dennis Hopper, Ruscha, and stic anxi
455 paradigms. herEq Kienholz work with urban space; “The  f tec-hn‘
Spay B Ruscha’s Los Angeles actually amplified :u;h‘Erotics of the Built Environment” is inspired ;hrf'uosrae:de'x
-ancdny ambivalence about the artist’s work. ims Dy Hockney’s Los Angeles paintings. In her erfadli
tty |But better a critic address the problematic \Imoschapter on the Watts Towers, she considers perfectly
longaspects of an artist’s practice than ignore ensitthe movement of that work from the truly | {5 {ntent
of them. The attention Schwartz gives to ‘rsonvernacular into the monumental as it became s a work
@ I'€Ruscha’s social context unsettles his placid 97 ®%adopted by its (ever-changing) community.  with an
Mt ortraits of the cityscape. She helps us to feel "S€!'A final chapter on Happenings and perfor-  the pietd
/ C‘:mthat something has been banished from them.zssi\:mance art returns to urban space, this time ta"in thatt_‘
Cécile Whiting's Pop L.A.: Art and the City in | _ . to consider how Allan Kaprow, Oldenburg, ;e\),:;hase:
S“p,rhc 1960s covers similar ground. Pop L.A. is ed, and Judy Chicago activate Ruscha’s streets ;euvre' At
cleaboth less biographical and less burdened by  ajyecand parking lots. rerty of
ates hagiographic pressure than is Ed Ruscha’s Los . .\ Whiting is most eloquent when she there.
henEAngeles. Whiting confidently indexes the city’s 1 preteases out the poetics of ambivalence that & of RuS!
1l whispecial claim on discourse about postmodernwhiclcharacterize this dialogue between art and  ed, the b

'©I€ aesthetics. She is also concerned with the ~ tng the city. Pop L.A.’s artists are united in having 0 iconogré

anda“insisted on the possibilities of reinventing
min

ca ; : i
way that this period exerts an exceptional
ca

g ic [ 7 .
. mdlsmphnary force in our understanding of
Fieial Los Angeles art history: the 1960s saw the

the self and reimagining the built environ-
age

ment, even while pointing to the restrictions

= : - The o e ML
is-of artificial stuff (he delights in the painted as a lunar architect’s plan might Gallery: Unlike the W°5“m
abviously heightened color of canned be, using hard-edged forms, clean lines, primitive carver Sai"ed

sharply delineated perspectives into
airless flat space, and brilliantly stifling

skilled performance aldﬂ_e-
ion was ordained thFOUES

I



der to join those who praise food for her children to eat. “Tender” and especially Aix, on the French Rivi- ago. His subject matter bec
brush or her color. She char-  is outstanding in blue, grey and white, era. His studies in oil of the Grand- of an encumbrance when |
ly applies paint thinly with with the quotation written in white Prix are also very appealing. Judas or the Ahab-like ‘Man

ibbing motion, The recult againet, tha Aa e ~ it 4ha altarpnatin I s d i
At O‘Tmll'l'qzaosed by place on such prO]ecltg‘ of o iner ing ﬁgurauve or recognlzabTy pGimceﬂ Wbetween art and California countercultures is Ib :’zt:sl‘.}r‘:r::e'
: i ‘
3 renewal” (17). Terms like renewal and 2 Y work were routinely diagnosed as having a gal ethe subject of Drohojowska-Philp’s Rebels in
ty. He . wer, as, fore
ery. Hedevelopment, which define so much of Los d _sentimental, uncritical attachment to their b Pamdlse ) he,” they e
latisse Angeles life, have always sparked feelings of Tsub]ects or as producing “mere” propaganda.. ;.. Auther and Lerner describe the disci-  fjave a thun
re an hope and dread. Ansel Adams might have 5 op Asco, of course, responded with Spray Paint | /b Plinary chasms into which this work falls:  jye attenuatic
ok easicelebrated the sublime landscape of the her tLACMA, in which the collective “signed” the || etmeither “the narrative of the New York avant- fluidity of |
1CUITIES West, but his generation also contributed to museum and declared the work to be “the  her garde [nor] the political histories of the , on the ot
Zajac- ”emel’glng public discourse on conservation 15 hile 1960s” can account for it (xii). From one  reciated the
Mk?w'by documenting encroaching sprawl. The fig B O perspective, this kind of work doesn’t look 21
Jo i i ] e
Hags mbook s last chapter concludes with a pro- ; hke art. It’s costuming, craft, folk, psychede-
sanie Yocative discussion of Womanhouse. Whiting | lla propaganda. From another, the expressiveWWooden Hor:
iz
1 the smakes a good case for reading Womanhouse | 3 culture of the West appears “apolitical” In ~ "he Wooden |
al(}ngglde the image of the city presented by re S L A ica no Igfact some of this work is dismissed as a bring to Lag
so many artists of this generation: “Architec- |, - BT : , deep retreat from the political—even though Californi
37, Rydturally, the astonishing installations and ra phE ; iy from a twenty-first-century vantage point it Laguna, Be;
th : g : > Isome group
ithes  rpowerful performances at Womanhouse is indeed hard to miss the utopian gender shaad T e

dle-sizesucceeded in shifting attention from the i politics of the Cockettes (the San Francisco

a, Hans Burk
ti; ‘gender-fuck” theater group that is the

rving, Robe
f subject of an essay by Julia Bryan Wilson) or dson.  Karl

s the Pisurface of buildings to their interiors, from

P20t he new modern infrastructure of Los

oy

" “ Angeles to its forgotten homes and rundown e
fan
neighborhoods. . .. Womanhouse made the ¢

1l the expanded, anticonsumerist conscious-  Howard Loc
Urness conjured in a Single Wing Tortoise Bird Wing. Larry

ffuse
. appinterior insistently visible in the urban land- i ' Clight show (discussed in amazing detail by parent water
- P' - scape and introduced it into public discourse a1 % the film scholar David James).? These authors! San Francis

qtly about women” (200). . el AT are exploring art on the edges of “non- i in leather
kg 4 ! : | ] - | &l g :
yrk sh This important intervention provides  ? | st ‘mpr;!SSW(fE
5 e ; wooden
onse the book’s finale. It also indicates the direc-

; i ; 1e framewor}
heretion of critical engagements with Pop as we

art '—meaning work in a contiguous rela-
t10nsh1p with experiments in being. Many of
the authors recover their subject’s context:

leato ‘ e impression
4 ccmove away from the New York—centered By 4 & Jennie Klein’s work with feminist art centers orcathalty
:0ldeworld of Pop art and toward the “pop ver- i first conceptual Chicano art to be exhibited 1ing on the goddesses of feminist spiritualism; ¢
““naculars” of cities like Los Angeles—which  (;; at LACMA™® of eSuzanne Hudson drops Ansel Adams into a
13\85 are only “second cities” insofar as they are 54 One recent critical project offers a 10deimineral bath at the Esalen Institute: ‘NA, Elson-R«

ar : . : : : N
also sites of colonial contest.® Latino Los sur  vocabulary shift to neutralize the disciplinary art tht Los Ange

een s ORI RR R L . lam...insisting that the context in
.., Angeles, for example, is implied in these & obpolicing that has excluded some of the most | whi ] g : . large numbe
WE W's p which to appreciate Adams’s production W hich h

stories almost exclusively in terms of absence. | hicexciting art practices from art-historical view. Ntz
is neither the modern museum nor the  apachropisti

. Whiting writes that “time and time again, ¥ F2In the introduction to the anthology which ; S
modernist photographic discourse that nanner. He

cts is
artists of the 1960s emptied the urban land- ““% accompanies their exhibition West of Center: Art

so often justified it, but the ostensible :mpera, and
scape of bodies” (208).The panoramas of 9 ™ynd the Counterculture Experiment in America, 1967— | Ma 5 ] K . P !
SO ay th . counterculture” on the other side of ~ to define |
iRy Codepopulated landscapes and tranquil white 1977, Elissa Auther and Adam Lerner argue  nis | Sicinela T
5 : ¥ ey ] j the country—a counterculture recur- 5 SINgI€ TIgU
stion: Asuburban life weakly signal the city’s histo- that contemporary art history has relied fle, a ; . . thildren the
i ; ; i ad ) a o LR rently grasped in terms coeval with its y
Sisries of racial segregation and exclusion, as heavily on the term “avant-garde” as the jroup ; £ : 1 his sligh
2 g i i : g o e A most easily satirized iconography (of
1 athe denuding of the hills framing a billboard, primary framework for recognizing inter-  '©: 4 S0 ik . b ki of angels, w
Y y nudists, stoned musicians, etc.). :
@ Neas a standardized absence. ventionist art practices. Much work from the &°7 ?3) " \bound. He |

ated awin

l Immac  The antagonism between the contempo- ‘West, however, is not in dialogue with art- For some readers, the projects indexed ~~ Lady With

m ! a : i “eCog, ] y '
““rary art scene and Latino Los Angeles can be o historical modernism or official spaces of art. Anlei™ West of Center will look more like cultural * Study,” an
may be se

study, “In |

\[m

remarkably unsubtle in its expressions: the The absence of a Los Angeles museum culture 'studies than art history. Auther and Lerner

ns i A i '1tern c
ol tsmost infamous is certainly a 1972 conversa-  throughout nearly the first three-quarters of | ;.

o tion between Asco member Harry Gamboa | the twentieth century affirms the practical - accommodate counterculture, this version

respond by arguing that insofar as it can’t

'1 o«jand a LACMA curator, who told the artist thatp xeality observed by Auther and Lerner. This  |d’sof contemporary art history reveals a deep NPy Melenc

wo(Chicanos make “folk art,” not “fine art.”?  jisky artistic vanguard is much closer to counter- es isregional bias: countercultural movements are o tlat for t
<he That dismissal captures the policing of Pop 11d  culture than to a historical avant-garde. It is Pech”centered largely in the American West” sliefs. The de
achievequite nicely, for what is it, exactly, that made  /Y*more bohemian, in other words, than avant- *© (xxix). Although San Francisco is a capital of eyed massing

“0 in eChicano art of the 1960s and 1970s fall out- St‘geurde This much is already visible in the "Y' sorts, “The phenomenon was also rural and  Units mount
| rencl

fned

‘shape of discourse about Los Angeles art— nomadic” (xxix). Their introduction is an ~ 115. Graduate

9lside the boundaries of Pop (and most of art

NOM.: : if i A 3 Rl :

4 1S OTY i S € same comp ex o p]’O ems f conversation about Ferus turns into gOSSlp iER mportant mtervention in the prac 1Ce O b

WOMigtory)? It’s th lex of probl tion about Ferus t t tant int t thy tice of ~ face, he ha
and ; in fre e textural
i :e that has also exiled Betye Saar from such h Iabou[ Hopper, meditations on surfing, the = ”t”Amerlcan art history. Auther and Lerner i tf
Y ang ; ; f LR 10st interesti
b conversations. Artists of color who were Beats, and so on. (This cross-pollination ¢ «implicitly argue that the entire field suffers :
g TSR il con ! : —__Ing rings of
Sign is partially shown, com-  in figurative matter and eliminating all  Man,”" “Carrying Refuse,”” ‘“Foundry caused by extreme heat. Fac
e words “Enriched Bread;’ unnecessary detail. The exhibition is Man,” Wernher, a 26-year-old Los An- times abstract, some figurat

st it is a quotation from a  slight but there arg. pverjxi littie gems  geles sculptor, takes the celebratory imitative, they can be dismis
iner's wife on her despair painted in the Proveme nade famous  attitude towards Self-Help and Work  blown, posh tinsel and chi-ch
tion in obtaining enough by Cézanne: of Esterel, Fontainebleau that was fashionable a hundred years



overthrown,

W.S The question is how it's going to be
overt within it,

hrown, whether by working

1ses outside the

from an mferlorlty complex. In its endless
'celebrations of various New York schools, it

ower b

Svsle

“devalues that which may actually have the
stronger claim on a national practice of
cultural engagement.

Reading West of Center I found myself
Iiwondering how anyone could have thought

1y K

rethe term “avant-garde” described what we
<terlook for when we turn to art in Los Angeles.
| Which is not to say, however, that the city
[7 11 isn't feverishly devoted to generating the
_effect of an avant-garde for itself. This is one
. subject of Chris Kraus’s collection Video Green:
' Los Angeles Art and the Triumph of Nothingness. These
‘essays describe the author’s movement
through spaces that are not entirely legible to
each other: the contemporary art world, her
possitrotally interesting) sex life, and her life as
J.C.¢ Jan Angeleno (and a landlord). The book’s

Pasad

nd subtitle is somewhat misleading: Video Green is

presemot a jeremiad casting the city as a postmod-
an acern Sodom. Kraus does zero in, however, on
Ao ythe hollowness of a contemporary art scene
 that has taken the shape of a serpent eating
~its tail (expensive MEA programs feeding the
‘gallery circuit; the gallery circuit feeding the
“MFA system’s hegemony). This feedback loop
"is intensified by the nature of much of the
fwork valued by this system:

Whereas modernism believed the artist’s
life held all the magic keys to reading
works of art, neoconceptualism has
cooled this off and corporatized it. The
artist’s own biography doesn’t matter
ads much at all. What life? The blanker the
pon. better. The life experience of the artist,
if channeled into the artwork, can only
impede art’s neocorporate, neoconcep-
tualist purpose. It is the biography of the
institution we want to read (21-22).

One essay, “Cast Away,” limns the dif-
ficulty of working one’s way out of this
.. System. It was inspired by a storefront win-
dow in Kraus's neighborhood, Westlake.

“The shop, she explains, was on the edge of
“'MacArthur Park and catered to its neighbor-
" “hood of immigrants, shipping the things
"“Tpeople wanted to send home. The storefront
Uwindow was papered over with photographs
* of people standing next to the boxes they'd
<. received: proof of delivery for people who

not

\rchave no phone. Kraus is entranced by this
display of networks of affiliation and attach-
i 1;, ment—she wants to claim it as art, or in
relation to art. But she can't, quite.
: Thmkmg

abou[ this storefront recording
and

5 Sl T i De more creative

- there to be

1 dialogue wit

an external dialogue

The he sliu-

(

its priorities. It it unable to do so be

cause of its overwhelming need foi

Money 1s the oy

money
riding factor in every
discussion he Pasadena Museum, The
C of distance and attachment brmgs Kraus to
“tell another story. This one is of a classroom
‘ dmaster that she witnessed while on the staﬂ
‘at one of the city’s fabled art schools. The
§ "lone Chicana in her class broke down when
"Wher work was attacked by one of her teachers '

“!as too sentimental. ““We’re making art, not ¢

noHallmark Greeting Cards, here,” he declared 1¢¢
l(147). “The work in question,” Kraus writes, (ot
<o) was a photo of the artist’s daughter who
.ishe’d left behind in Texas to attend the grad- ...
i uate program there.” The student went back -
‘indebted and defeated” (147). Kraus
Suggests some of the things the student
"might have said in defense of herself: “She

home

could have said her photos were a performative
'Wrestaging of Walker Evans, recast in opposi-

ation to the appropriationist croppings of i
i Levine from a feminine interiority,” and more tes
(147, emphasis in original). Kraus is joking: in

|, The problem for that student was not only ~ §,

, her sentimentality. It was also her sincerity.
Sincerity in the classroom is easy to i

shame Guilelessness in such contexts is
"V mistaken as a failure to gain critical distance,
135 if work couldn’t be both sentimental and
“ferocious (e.g, Frida Khalo). Although she is
‘liclearly the one “cast away” in the essay’s title,"""
cxthe story of the sentimental Chicana barely !
(1itakes up a paragraph. “Cast Away” is not Art
t nabout that student, about art school, or about ¢t

1y,

[;even art. It is about Los Angeles as a city of

Lo
. people thinking about someplace else. Art |,
and its institutions are occasions for Kraus o

engage the - topic of what hvmg in Los Angeles

NoOw ¢y

All he can

no longer tax-deduectible

tSPRING2 0kt of the materials.

zift 1s
detfdet

w.s.: Do vou have any proposals for reform?

» false values imposed by

people who aren t 1nte ested in the artist for

the general good of the culture?

believe and we

J L Exactly. Tl they are,
does to you (for the migrant, it separates).

it \
1 like
Kraus, who is writing as a critic, not as an art ;
historian, does not approach art looking for =
a statement about what Los Angeles is.
Instead, she tracks how art can be something II
that helps us to live in and with it. dealy
I must have underlined half of “Cast
Away.” Could there really have only been one have

Chicana in a Los Angeles classroom in the

their
late 1990s? Could someone teaching an art
class really have so little sense of sentimental e
Deen
practices in Chicana feminist art as to dis-
. . 5 n o ['heir
miss sentiment in and of itself; as if it were
always naive and therefore bad? As a feminist . “*
scholar teaching at the University of Califor- V€S,
nia, Riverside (one of two Hispanic Serving ©5, (0
Institutions in the UC system), perhaps it's  And
easy for me to forget: Yes, this is possible— f in-
but only at the kinds of places Kraus was ch is
teaching—the expensive art schools credited ' ;¢
with putting L.A’s art scene on the map. heud
California State University campuses in
gage
Fullerton and Long Beach, for example, are far,
ion i3
more affordable, have large MFA programs, ;
: : : il show
and are also Hispanic Serving Institutions. O_
The row of galleries along La Cienega U U
inter-

Boulevard was just one of the “happening”
places in 1970s Los Angeles. The Chicano Art mber,

Movement was in full flower: East Los hown
Angeles galleries and collectives were both  (hi at
recovering a sense of art history for them- 4§ 5
selves and also making one. L.A. Xicano, edited .
by Chon Noriega, Terezita Romo, and Pilar 0' bael
Thomas Rivas, is a companion to four exhi- ot A
bitions of Mexican American and Chicana/o
art produced through the Pacific Standard Time S
project. The four exhibitions offer comple- 2liesy
mentary perspectives on (East) Los Angeles ‘98!
<. But

Art History: Art along the Hyphen: The Mexican-
American Generation at the Autry National Center M€=

of the American West honors the work of  sumes
Mexican American artists working in the Iptor,
19405 alongside an emergent discourse deny

regarding Mexican American civil rights; Iconsy.onf

of the Invisible: Oscar Castillo, at the Fowler cols
Museum at UCLA, surveys Castillo’s photo- 1L the
graphs of East Los Angeles life in the 1970s; plad
Mapping Another L.A. at the Fowler Museum
surveys work produced by the artist collec- _L the
tives that defined the Chicano Art Movement; :b_\'
and Mural Remix at the Los Angeles County whieh
Museum, features Sandra de la Loza “remix- i‘]f-’“si
ssifiec

ing” classic murals.” The story of the last
exhibition is perhaps the best place for me to enteér

conclude, for it indicates the direction of  3f the
both contemporary art in Los Angeles and ~ glary
contemporary art history. t give

o as artistss
a broader
someé

the will-power to surviv

we need to give them the means at

level to carry on, lead a life with



quickly

im edge their presence. A nude
‘fifth ang

has on from the rear, gazes into

e DA e | o e
HERE 99T I an interview with Chon Noriega, de : """ This work takes us “to the edge of the known value for men. By convincing women thatthe  PERMIT No
173 Loza points out that in spite of the fact IW ""'and the unknown” to suggest “the possibility usual female games and demands were despi- LOS ANG

lice cable, unfair, prudish, old-fashioned, puritanical, CALIFOF
and self-destructive, a new reservoir of available
females was created to expand the tight supply of

: £goods available for traditional sexual exploitation, b
U5E 4, Jean Baudrillard, “Simulacra and Simulations,” in disarming women of even the little protection pra
ave Selected Whitings, ed. Mark Poster (Stanford: ‘ece‘they has so painfully acquired.” P
(O eStanford University Press, 2001): 169187, 175. See ™ ¢ See Pop Art and Vernacular Cultures, ed. Kobena o
vene Mercer (Cambridge, MA: MIT Press, 2007). Jr—
vent . LACMA absorbed this incident into the framing p—
IR ; e B S b narrative of its 2008 exhibition Phantom Sightings:
rt after the Chicano Movement. See, for example,
curator Rita Gonzalez's discussion of ASCO's _—
ST
IR
fes
Rl
IR
oo
R
t

F‘ ‘]I“thhat murals are one of the defining features 4 Iof another self” (61). Any of these terms

.‘IV[:I““Of the Los Angeles cityscape, “the Chicana/o hr“.' might also be used to describe the city itself.

. mural is rarely mentioned or acknowledged
“as a legitimate art form within L.A’s art

Il “:ninstitutions."“ Between 1970 and 1980,

'”‘I' : Nancy Tovar took hundreds of photographs

2em

or

" of Raza-oriented mural art. De la Loza

“9Y Gescribes Tovar's slides as “mind-blowing”
[ 2 (they are now housed at UCLA’s Chicano
Sin "‘l Studies Research Center, which also pro-

“j‘“ " duced L.A. Xicano). “The popular view of
€ Dd

SRR e # history in Phantom Sightings: Art after the Chicano
4 lﬂnl fhe Blty.!lﬂq 18 1 Moverrﬁent (Los Angeles: Eos Angeles County
; R BYR M liselinior Al and University of California Press,
5 A 2008), 115
8. Harry Gamboa, Jr., “In the City of Angels,
Chameleons, and Phantoms: Asco, a Case Study
of Chicano Art in Urban Tones (or, Asco Was a
Four-Letter Word),” in Chicano Art: Resistance and
em pAffirmation, 19651985, ed. Richard Griswold del @1+
111 Castillo, Teresa McKenna, Yvonne Yarbro- of the
. Bejarano, exh. cat. (Los Angeles: Wight Art
ik Gallery, University of California, 1991), 122.
214D 9. For a comprehensive discussion of key figures
"W (in experimental cinema from Los Angeles, see :
David James, The Most Typical Avant-Garde: History 1ggesting 1
¢~ and Geography of Minor Cinemas in Los Angeles e densely
. (Berkeley: University of California Press, 2005).

;. muralism tended to focus on figurative and y
i " fl‘narra[ive works with more visually identifi- .
\\‘able ‘Chicano’ and political themes” (190). <
e (
., and experimental history of the mural. As an ., .

3 . artist, de la Loza was humbled and inspired. ¢

u

. __Set the disciplinary erasure of this rich prac-
\rge

(
. Tovar, however, tracked a much more diverse

nons
o dice alongside the city’s failure to restore or
oo conserve existing murals, its moratorium on
o phew ones, and its multimillion dollar anti-
| graffiti program (which erases murals by

_covering tags with gray paint), and you have |, <,

. n 'I'.'a sense of what historians and artists are b el ""10. Sandra de la Loza is also the author of Pocho sthen
| 3gainst. De la Loza's visual “remix” of Tovar’s : OUE Research Society’s Field Guide to Erased and Invisible ' !5 t 2
| .\‘archive at LACMA pulls the mural from the () serieHistories (Los Angeles: UCLA Chicano Studies that the
| Street into the gallery, one as an echo of the 5 | |\ ri(Research Center Press, 2011). This book surveys rms seem i
L2 riap ; _; the countermonumental work of the Pocho rd and in
g cother’s history. Are the murals she cites not iti0ra1s0 Fredric Jameson, “Postmodernism, or, The ¢ o o Society, which inserts plaques into public , .
7 art because instead of engaging the museum, ;¢ Cul.tural Logic of Late Capitalism,” New Left rylic spaces to produce a counternarrative to the city's ally . :
i artists fought delusional textbooks and a racist f|p . Review 146 (July—August-1984): 59-92. The SUlofficial discourse about its history. two passags
herepolice force? Or because they expressed love 1 ‘(B‘:’::;Z:;Urs;,‘lzotel‘ designed by John Portman, »f 1. Chon Noriega, “Mural Remix: Q&A with beauty, a
5 ; o epied |4t Sandra de la Loza,” in Unframed: The LACMA Blog ||no te
i, for the dead, or longing for home? o ; .. G lasti , g lling te
Sdj ! fg g : W Amehajlone& (Post)Urban Se\f‘lmage, in ., (November 2, 2011), online at http://lacma. Ot
or  Generations of Los Angeles artists have )11 Self/image: Technology, Representation, and the ‘wordpress.com/20m/11/02/mural-remix-qa-
(i been working through the myriad ways in it Contemporary Subject (London: Routledge, 2006), | on \with-sandra-de-la-loza/. Landscape

which forms of cultural expression are m !87;27- kot basdolgue e : [imea2. The relationship to modernism is a large topic ¥ 1145 perh

i s O e e oS anseles e Architecture of SR t-WWII Los Angeles cultural politics. The 1. |ts energ

s policed—suppressed, forgotten, criminal- ling 3 f il in pos geles cultural p f b \
/g = = Four Ecologies (London: A. Lane, 1971). || association of modernism with Europe and the

I idized. Because so much of the work described n1ba 4. Peter Plagens, “Los Angeles: The Ecology of Left sometimes placed this kind of work in the i
in L.A. Xicano is so deeply engaged with the enievil,” Artforum 11 (December 1g72): 67—76. Francis 1M1 oo oies of andes mmunist politics. Interestingly, 5%
«city and with the fight for social justice, this [y <Frascina, in.Ar‘t, Poﬁrics. and Dissent: Aspects of the  dleliiy at least one instance, the scandal of a work's | this canva

rimpfirt Leftin ert;es' Aménco (Manchester, NY: 101, modernist communism was associated with the  amp’s  Nuc
T ‘fMam_jh'ester UnIVel‘.Slt)f.Pf'eSS, 1999 d'St_- St. a1 fact that its figures were not legibly white. See the a5 4 tum

3 Martin's Press), which includes much discussion of *  iscussion of Bernard Rosenthal’s sculpture The .. |,

5Cessay on artists of the 1940s and 1950s MU the Los Angeles art scene, points out that : nal Fariiy (15en) i SalR SR Ay BT s it
/@sengages the relationship between modernist {111 Plagens's own book about California’s art scene - N (Gyic Imagination and Cultural Authority in Los
P arl impulses of the period and social engage- wh "is devoid of the perspelctlves and methodology  om Angeles (Philadelphia: University of Pennsylvania
; : othat characterise his earlier article,” 15. Plagens's | i Press 2009), 64-96.
e nuotes simyiche hiktovyafiBasiiiy Sunshine Muse: Contemporary Art on the West Fi
'w galleries and the visions of the city produced

Coast (New York: Praeger, 1974), commissioned i | Jennifer Doyle is professor of English at the
Ihe by artist collaborations.  The book’s illustra- V€ “as a history of West Coast moderni ludes 3MEC o o o i i
ne by - ry est Loast modernism, excludes University of California, Riverside. She is coeditor

se and ir

on collection offers the best point of entry for
renthose new to the idea of Los Angeles. One

possit

in the sh

5 tions reveal an art history as full of people as V!¢ any, diSEUSSi_O" of RiRtesiant and culture through 14UV of poy Oyt Queer Warhol (Duke University Press, <11@1M5EY S |
4lit is of a sense of place. In her essay on the ¢ I Wh"ch he might access this side of Los Angeles's  (153f114g96), and the author of Sex Objects: Artand the | Mpossible
“lcosmic vision of muralists, de la Loza gives iy s s el e, 1z uinDialectics of Desire (Minnesota University Press, her |ight

, “ ; i gt e (5 For a feminist perspective on the “stud” pos- ™, - 3006), and Hold It Against Me: Difficulty, Emotion, ., :
OTus the term “the social sublime” to describe '"*'cure in relation to popular discourse about sexual

] ey 1 (and Contemporary Art (forthcoming from Duke
|©ithe density of this work and also the intense < “liberation, see Shulamith Firestone, The Dialectic _University Press). She lives in Los Angeles and is

¢0emotional impact it can have. The term is ~ *“"!10f Sex: The Case for Feminist Revolution (New P4 currently exploring what contemporary artists ']
w i York: Bantam, 1970), 142, where she writes, “The dfif{eteach us about sport.

‘4! meant to signal the scale of the social change
many of these artists sought to bring about. '©

s Landscape of the down trom the top

¢, rhetoric of sexual revolution, if it brought no
improvements for women, proved to have great
Of the Trame. | ne rEIdtonNsSNTPS =anc

Care

1 an arresung overall elements. l1hese paintings, too

it proves that he is nature of the material \T\e-"‘: comes ‘design. The effect is quite rich color mountainous terrain, but in
itious of his European even more to issue 155, artjournal|c o wise, and there is even some spatial crashing subtler manner

an freely acknowl where because one of these adjacent interest. No. 9 is one of two slightly JANE LIVIN
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