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July 25, 1975

Liza Bear

Editor

Avalanche

93 Grand Street
New York, New York

Dear Liza:

I was visiting Chris and saw his copy of the summer issue
of Avalanche. I grabbed it and have had it for the last few days
promising I'm going to return it everyday. It's another good one.
I really loved the interviews with Alan Saret and Joel Shapiro.
Do you know Charles Simonds?

What's the story on distribution of Avalanche on the west
coast? There are people who should see it, and who would be
very interested in the information, but it's still nearly impossible
to get a copy. If I could be of any help in getting them out
in the L.A. area, please let me know. The Bounty Museum bookstore
is the only place I've ever seen them, and there's at least one
other bookstore that would be a good place and would probably take it.
I will be glad to sell them out of my house if nothing else. My
efforts are volunteered of course. I think that LA County, LAICA,
Newport Harbor Art Museum, and the Long Beach Museum would be
places to sell them, and also somewhere at UCIA. Also there's
a bookstore near UCLA that handles a lot of Journals, art mags, etc.
We are most anxious to help get the word out however possible.

Chris has been working like crazy on designing a super cheap
radical car to produce in L.A, It's really sort of a sculptural
problem, with a lot of technical information or knowledge
necessary for a solution. It's odd, but the two real cars that he
owns are about to fall apart from old age and neglect while he
works on a fantasy car.

I hope to see you in the fall, probably Oct or November.

BARBARA BURDEN MARILYN NIX 111/2 NAVY ST VENICE CA 90291
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CHRIS ABIERA
"A Gravity Experiment"

ABIERA, BERKOWITZ, BURDEN:
PERFORMANCE IN CHICAGO -- AN ART OF DIRECT EVENT

by C. L. Morrison

In the past the one way that viewers have known
how much serious attention to give fo the art on a gallery
wall has been to view a price-list usually posted. Other-
wise a critical account of "Art in America” might classify
the particular genre, or a newspaper review might suggest
aspects of quality. To simply rely on one's senses has
now become a mark of naivete. However, it is one's
naivete that performance appeals to. Those left flounder-
ing in its midst, scurrying off to history books to qualify,
quantify, and classify are less well off than they were at
the moment they scurried from the performance: Which
is to say, the initial reaction is what keys one to what
the performance is about. Performance simply presents
directly what is remote in illusionistic art. Performance
may be of structural principles such as underlie any
sculpture or painting; or of philosophical precepts or of
psychological truths. The viewer may identify with and
learn from the experience-in-reaction to performance.
This way of making art has its place in public society.

Performance acknowledges the publicness of art.

The artist's actions and body are a tool for putting across
the art. Peformance may be documented in many ways,
including photograph and videotape, but the documented
record is secondary or tertiary evidence of what actually
occurred. Anyone who has experienced performance
knows the tremendous energy which may be transmitted

by people to people directly with no art object or critical
rule book to deflect or absorb the intensity of the inter-
action. In its ability to engage the mind and philosophy
with such elements as the original and the unexpected,
performance has helped make elements of "good taste "*
seem boring, dull and without incident. To the extent of
its quality or success, the performance crystallizes strong
technical presentation, conceptual intergrity and a power-
ful or fertile idea.

(continued on page 7)
* (being appropriate, unobtrusive, neutral, subdued,

clean, conservative and expensive while aiming at art-
less simplicity.
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Curtain, but we have shown large, multiple-expo-
sure photographs of the work . y associate, Anne
Rorimer, had a show which included more than 50
per cent of what you would call conceptual art,
in foday's terms. * She had several video machines,
and the only difficulty about this is j's very expen-
sive to have the equipment. And you need a ot of
space to sequester one section from the others, be-
cause of course the sound carries. But | think we
have to find a way, because this is such an impor-
tant art form,

CLM: I've heard several comments on your arrangement

of the new American wing. . .

AJS: | hope they were good.,
CLM: Well, the negative has been to the effect that you

used the Andy Warhol as what looks like a room
divider. And the positive has been that you placed
many works imaginatively in a given space.

AJS:

CLM:

AJS

: I'm not the least reluctant to answer. |I've said it

And, at this point,
took over the conversation.

Yes, | am presented with a certain number of gal-
leries, onfof course, | can do nothing about al-
tering their definition, their heighth, length and
width. | can do two things: arrange the art in
such a way that the works are shown to their best
advantage, and manipulate the space to enm.:h .the
viewing experience. | don't personally ﬁ.nd it is
the best thing to expose people, walking into a
room, to all the works af one time. | think you
place partitions in such a way that you focus atten-
tion on certain things, and as the person proceeds
through the space, she or he discovers someﬂ_'ung
new at every turn, What I'm trying to do with the
Andy Warhol, since you mentioned it, is I'm hang-
ing it literally free, because I think it's of such
imporfance and such quality that it needs much
more open space than it would have plastered
against a wall.

| wonder what about the museum you find limiting.
What makes you bang your head against the wall?

Oh, all kinds of things. First, we never have
enough money. Secondly, there's never enough
space to do what you wish. It would seem to be
quite normal that we would have more activity in
the 20th-century department than we would in any-
thing else in the museum, and certainly, in contem-
porary exhibitions, we do. But we run our deﬁurt—
ment on a very small staff. For instance, in the
MOMA's contemporary section, there are probably
a dozen people, And while we aren't a contem-
porary museum, only two of us run the 20th-cen~
tury department for the whole museum, but we
manage .,

Then, a difficult thing about acquisitions is
that it's always much easier to spend money on the
classically accepted artists, from an earlier period,
than it is to purchase work from young and experi-
mental artists. You've got to do a selling job,
you work on it. | would love to see o broader,
related program of the arts. We don't have a de-
partment, for instance, for performances. Highly
experimental work doesn't fit into departments, |
would love to be able to have dance programs,
programs of artists who feel that the expression of
themselves is really the art. Byt we have no bud-
get for it, no facilities, no auditorium. The
National Gallery in Washington has chamber
music in the galleries in the summer months. This
would be wonderful .

About the Chicago and Vicinity show, how do you
feel about the criticism and picketing over the fee
charged artists?

publicly before. [t pains me that we have to do

it. | deplore the fact that we must charge a fee

and it makes me personally unhappy. But | think

that it should be realized that the cost of every-
ing has raised to such o degree. . .

the monsoons in my tape recorder

LAV LSIMAIW/SL6L AYW
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MICHAEL BERKOWITZ PHIL BERKMAN
"Pavillion" (exterior). "Gravity Broom Sweep"

As a medium, performance offers the very positive costume the artist wore opposed strictly delineated ladder
potential to jolt an apathetic audience. The most en- rungs, clock-timed march steps, eating, chopping and
veloping statement may say to the uninitiate, "I'm here; segments in a line. The energy of the physical per-
you're there.” On the basis of what has been done as formance as content transmitted the energy of structural
art, we make judgments and form expectations of what principles which underlie content of traditional art ob-
we see today. While there always has been and will be jects. The sequence was videotaped before the actual
a coequal need of the artist for socier{l, and of society performance and played once synchronous with the live
for an artist to materialize its pulse, the stories the action; once a second ahead of the live action; once
audience doesn't want to hear are numerous . Art has the a second behind the live action. Each sequence bore
audacity to precede its advertising. Its lack of ap- identical information, but looped separately in universal
pearance on television shows, or in market research time.
surveys remove art from the "I'm OK; you're OK" Unlike Abiera's bare-bone constructivist method
essentially calming oeuvre. It is important that individ- of putting across the art, Michael Berkowitz contains his
uals try to surpass their tradition-based expectations and precepts in literary metaphor. Unlike Abjera's time
see the art in its own tems. frame which is linear and complete, Berkowitz uses an

Writing about performance requires one's 1) being enclosing frame which the viewer activates by physical
there to experience the event; 2) understanding the re- participation. At N,A.M.E, gallery (with his associate
lationship of many details; 3) conscientiously recording Marguerite Wolf) Berkowitz performed "Pavillion, "
the experience, Consulting afterwards about what one Structurally, he too was concerned with rigidity and
missed is antithetical to the idea. One can't be fold sensuality, but these took on the associations of being
what one should have seen. It either comes across or it and deofz:. The piece was about enclosure and release,
doesn't. Writing about performances is for those who've It began with an image of a woman most akin to a "spirit
never experienced it but ought to know it exists, and for of medieval literature . " Abiera too had begun with the
the sake of nostalgia: We want to recall thru words what image of a woman dressed in silver for her structured
has affected us so deeply. time sequence. Berkowitz contained the event in a

Notable performances have occurred this season in crimson and silver satin tent lined in black and suspended
connection with N.A,M,E, gallery's special events b{ invisible thread from the gallery ceiling. Banners,
programs, the Museum of Contemporary Art's Bodyworks like arrow shafts pointing downward, carried the crimson
and Performance programs, and by Chicago artists in- and silver motif beyond the tent entrance. Within the
cluding llona Granet, Phil Berkman, and Gundersen and surrounding the female performer, enclosed in o crimson
cio and silver costume, sat on q rigid sedan platform , Other

At the Art Institute, Chris Abiera in "In Sync, visual elements around her were vertical and stable -- o
Out Sync" performed ideas of movement, synchronization lamp post, gold staple-pleated screen behind the sedan,
and continuity. Using her actions as a tool for putting a similar curtain around the sedan, a peaked tent top,
across her ideas of art, Abiera was herself the medium . As the tent opened and a viewer walked in, activating
She sat at a table before a loudly clicking clock, chop- the perfomance, the woman enacted slow, circular
Ping an orange into segments with rigid up and down movements toward the extended feet which remained
motions of a knife, raised and lowered with the clock’s rigid and stiff. She seemed in tension with the costume.
clicking. She lined the segments one by one across the Significantly, the viewer could voluntarily reunite with
table and chewed them coordinate with the clock. She the outside space, maintaining the mobility the woman
marched to a nearby ladder, climbed the rungs, swallow- lost.
ed a waiting glass of water at the laddertop. " The be- Chris Burden's written structure for a piece is
haviour system was a complete unit, like a system of laws. typically spare. His work at the Museum of Confempcmry
The sensual qualities of the water, fruit, and silver lame (continued on page 10)
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ON THE FORMATION OF CHICAGO ARTISTS
COALITION: SOME REALITIES AND IDEALS

by C. L. Morrison

On March 18, 1975, in a West Amitage Street
studio shared by three local artists (two of whom were
out celebrating at an opening of their work), a Chicago
Artists Coalition was formed. Seven-up cans circulated
among the hundred or so artists present, and the note~
taker (having rejected the title of secretary on socio-
political grounds) strained to see her paper with the
virgin eyes of a non-smoker.

Even before this meeting, a coalition had been
used in concept to pressure City Hall. Rumors had
circulated about the availability of Federal funds to
visual artists in Chicago. Unfortunately, few knew of
the funds. A contingent from the arts community found
that 50 positions had been allocated, but not formally
publicized. Twelve remained for visual artists to fill.
These paid $2.50 an hour. City Hallhadn't the bureau-
cracy to cope with all the applicants and agreed that a
coalition would be a fine unit through which the funds
could be channeled. The organization that would deal
with the problem was yet to be formed.

Discussion in the studio turned to organizing.
Within 20 minutes, the name Chicago Artists Coalition
(CAC) was confirmed. Cigarettes sparked neon orange,
faces beamed, and seven-up cans crunched on the floor,
as people applauded their first accomplishment. Volun-
teers for the steering committee gave their names over to
the note-taker. Discussion then centered around several
issues. Would the CAC develop from the needs of the
artist community as they arose, or would it look to other
unions, like the Boston Visual Arts Union, for a modgl ?
Could there be both voting and non-voting memberships,
the latter for "friends" of the visual arts . Who is an
artist, anyway . Should a committee to select meml:;ers
be formed, or should any self-declared artist be let in .
Membership, it was decided, would be closed to dealers
and collectors, identified as potential combatees. The
Coalition would work to change the status quo, and a-
void tips from too long depended upon established
interest. Artists would learn to do for themselves.

Questions were formulated, and even resolutions
were accepted as being only temporary. Beneath the dis-
cussion seemed to be a signal for artists to reorient the

ways they think of themselves. Although the kind of

talk of health insurance and art supply discounts, which
comes in considering artists' rights, seems trivial, such
needs underscore the improvement required by a group
which can't even afford the materials for its occupation,
making art.

Past times of economic recession or depression have
brought federal and local funding to the arts. But not just
economic reasons stimulate the desire for artists to group
together, today. In a socially more isolated position than
ever, the contemporary artist practices what may be the
specialty of specialties. Seeking a visual experience in
an art gallery, in many instances, is a meaningless thing,
unless prior knowledge of an artist's conceptual system
and of art history informs the viewer.

There is the paradox, then, of needing acceptance
for the very personal art product, and making demands
about the lack of proper appreciation, when appreciation
is expressed. Perhaps we can understand why those most
vocal against Robert Scull were not really the artists he
purchased from. Scull gave attention to unknown artists
when no one else would. Art forging new territory, or
even several-years-old territory, may affect uninitiates
like culture shock. There is the California judge, for
example, who recently had a DiSuvero sculpture removed
from the courthouse plaza, because he thought it re-
sembled a gallows. A publisher of a successful local
newspaper, with fairly high intellect and social conscious-
ness among readers, reports that even his free issues stay
on the racks when he runs a cover story about art.

Thus, many artists simply need to have their work
seen. They are removed from such considerations as high
resale profits they might not benefit from. Cooperative
galleries often form of artists bound in intense work
habits and a frustration with a commercial system they
either can't seem to penetrate or don't care to be involv-
ed in. Traditionally, successful artists have shied away
from artists' groups, coops or unions. Perhaps wary of
offending the support base they worked hard to establish,
such artists may not identify with artists' rights, because

(continued on page 10)
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(continued from page 8)

UNION

as individuals, they have pushed tc get what the groups
are seeking for the members. Those who have benefitted
from the museum/ dealer/ client nexus may be considered
ogres in the artists' groups. It may be overlooked that
real factors of work, talent and intellect were involved
in making an artist successful == not just luck or having
the right connections. To advocate stringent quality and
levels of experience, in the group situation, may seem
an infringement on the rights of fellow artists to work as
they choose. It becomes social to work for consensus;
this may inhibit acting as one thinks and feels is correct.

The artists' union is often formed to establish a
power base for fair practice. In art making, like no
other occupation, dual concerns are involved, of his-
torical value (or art's "greater meaning") and immediacy
(involving o commodity orientation). Artists don't like
to supply o free inventory to dealers. In these circum~
stances, art may seem to support the gallery, rather than
vice versa. Dealers may use monies from one sale to
support other shows. Time payments have become
notorious, when a work is placed, but the artist is re-
imbursed piecemeal. A dealer may arrange several such
fransactions to bring money toward his commissions, but
the artist has only a personal output to live on. Never-
theless a dealer's choice of the art he will represent is
also very close to him. He may critically intellectualize
his preferences, but likely operates as well from visceral
like and dislike. In the mind of one Chicago dealer,
calls for copies of sales invoices, full and prompt payment
for sold artwork, contracts, and insurance, may upset
an artist-dealer relationship which can be "closer than a
marriage.” One isn't dealing, after all, with selling
shoes, but with the artistic extensions of human person-
alities.

In France, the idea of moral rights recognizes art,
legally, as an extension of the artist. Work, even after
sale, must stay within the artist's jurisdiction. He can
remove work after it is sold, must approve locations
where the work is exhibited, may sue the owner for any
damage to the work. While this arrangement has much
justice to it, it isolates the artist in a capitalist economic
structure, as even more of an anomoly than he is.

Masses of people work for wages, and what they
produce brings wealth to corporate owners, but the
workers rarely see the tangible results of what they do.
This is basic Marx. What comes down as reward is the
paycheck, which people use to purchase things made by
other alienated workers in situations like themselves.
Even Andy Warhol decides what he will and won't have
a port in producing. The every-day worker in a company
is not so lucky. It may be jedlousy of the artist's freedom,
first, to produce what he wishes, and then, to see the
results and identify with his labor, which is at root of
hostile social treatment. And now, artists want economic
benefits as well |

Maost artists really only desire enough money to be
able to keep on producing their art.

And yet, looking back to WPA support of artists,
the output was high, but much of that output was not
worth saving, or even reproducing. If unionization will
help, then unionization be it, But levels of quality must
remain at issue. And while artists' rights, and forming a
Chicago Artists Coalition, may involve many survival
realities, the ideals of artists should never be sacrificed.

PERFORMA NC E (continued from page 7)

Art involved three elements: himself, a wall clock and
a piece of transparent glass set at a 45 degree angle be-
tween floor and wall. He entered the museum space at
8:25, reset the wall clock to midnight and crawled under
the transparent glass. No indication of the length of the
piece was given. A large audience sat impatiently
several hours before thinning down. The museum, out of
respect for Burden's art, would not tamper with the
piece. He remained there for 45 hours by which time a
museum guard, fearing the artist's health, placed a
carafe of water under the glass. Burden privately had
written that the piece would endure until @ member of
the museum staff altered one of the three elements. He
did not tell anyone of this condition, but relied on the
museum staff to decipher the clues. While Abiera and
Berkowitz started their work with visual or sensual

images of a woman, Burden began his work with a
psychological preconception concerning the museum
staff. His work had been censured or terminated pre~
viously by museum people less impressed with his serious-
ness than the MCA. In addition, Burden had been
criticized for doing a "short" piece at the Art Institute
some time earlier. Burden ironically left the length of
new performance in the museum's control. He named it
"Doomed, " referring to the anticipated means of its end
thru the museum's authoritarianism. The title rather
came to refer to Burden's possible fate under the glass.

Aside from the structure and the conditions which
led to Burden's plan, the performance concisely embodied
ideas more often written fﬁon enacted or felt. Associ-
ations with the elements of the piece were obvious within
an hour of its duration. Until the unanticipated extension
of its time rendered the performance absurd, the conceptual
predominated, not the physical. Burden as an element
was both human and object. Some viewers inquired
whether "it" under the glass on its back could hear.
Burden aided the response; when a viewer placed a rose
under the glass or shot a penny at his feet, the artist was
unmoved. He was repeatedly photographed for elements
of design, the turn of a lace in his shoe, the way four
gallery lights positioned themselves under his body vis-
a-vis the glass reflections. As art, Burden was territory
apart from life. Guards enforced their "don't touch"
rules, as for any object under glass in @ museum. The
element of the glass divided the space into viewer
territory and art territory. The paintings of George
Tooker, with characters divided from each other, hollow-
eyed, staring past the viewer, intellectualize what
Burden in his territory evoked. The shifting of the hour
to midnite established an ambiguous "other-order" of
time, which, with the persistence of the undefined,
permeated the viewer's usual daily time pattern. It was
difficult to shake the thought of the artist in his sequence,
even after leaving the museum space.

While performance derives from theatre, sculpture,
painting, dance, it is also o composite presentation of an
idea which may involve no typical climaxes or plots.
Because each work makes o different appeal, the viewer
must be sharpened to the elements. Its fransjence equals
the impact of a truth discovered; one feels it, is dozzled
by it incorporates it into other experienced information,
and waits for the next turn.
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His Two Tiny Engines
Save Gas, Cut Pollution

By DEL SCHRADER
Herald-Examiner Staff Writer

SANTA BARBARA — A revolutionary
new automobile engine which will overcome
the twin evils of pollution and energy crisis is
claimed by mild mannered, white-thatched
Marvin E. Wallis.

Wallis, who holds 40 U.S. patents in a
variety of fields, chose a 1970 Ford Mustang
Mach 1 for his prototype. The original car
weighed 3,500 pounds with its 351 cubic-inch
V-8 engine. Today, the Mustang weighs about
3,000 pounds because of the lighter Wallis
module auto -engine.

“1 wanted a Wankel rotary engine.,” he
explained to The Herald-Examiner, *‘because
they can be the best in the world with certain
modifications, but I settled for a pair of two-
cylinder, air-cooled BMW motorcycle en-
gines. The Germans built them during World
War 11 for a revolutionary small airplane
which never got off the ground because of the
war’s end.”

Wallis, who is operating the Wallis Motor
Co. under a limited partnership with six
friends and has no stock for sale, placed two
60 hp engines under the hood. In between is a
“ﬂpaung flywheel” or “dynamic energizer,”
which keeps rotating with charged-up elec-
trical energy, -

the floating flywheel, which is in no way
related to the common flywheel or the new
“flywheel technology.”” By storing up energy
normally wasted, it merely puts it back to
work. The energizer operates with a low.,

The key to the.module engine operation is

ol R e e 5 B e s

Marvin E. Wallis of Santa Barbara with his 1970 Mustang powered by pair of two-
cylinger BMW engines. Only one engine is used for conventional driving, and
second can be kicked in for fast acceleration.

generally sufficrent for city driving. I dnve
up to a stop light. Neither engine is running
when I stop, but the energizer is going. 1 step
on the accelerator and the energizer activates

load sensor also automatically brings the
reserve power engine (No. 2) to life and holds
it until the additional power requirement has
been met."”

Herald-Examiner photos’

E $ 4

Bob Wilhite, left, and Frank Murphy apply finishing touches to B-Car.
Single passenger car uses motorcycle wheels and engine.

It's a Motorcycle...

It's an Auto...
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The key to the module Upemnu-
the floating flywheel, w is t': way generally sufficient for city driving. I drive
“fiywheel technology.” By storing up to a stop light. Neither engine is running
normally wasted, it merely puts it back mlm-mm:m”ﬁ”‘%mw
i on the accelerator
ork The energizer opersies With & low, . T No. 1 engine. Let's say | wask 1o really
take off. At 2,000 rpms, the second engine
Kicks in and I have plenty of power. An engine

St d g
L et

wallis’ dual-engine setup fits neatly into
space formerly occupied by 351 cubic-inch
V- 8. Inventor claims highway mileage of 45
miles per galion, up to 32 m.p.g. on city
streets. deaily, Wallis would like 10 use two
Wankel rotary engines. Neither motor
operates when car is stopped, but dynamic
energizer activates the No. 1 engine when
driver steps on gas pedal, Wallis is fearful

about selling his idea 10 Detroit, because he
thinks they rmight shelve 1t

o dmSTONT

£

-sensor also automatically brings the
e power engine (No. 2) to life and hoids
the additional power requirement has
been met

“1 get 45.5 mpg on the freeways and up to

i

" 32 mpg on surface streets. More important,

I'm saving fuel, not using more than I need to
do the job. And there's no poliuting. I have

Gesigned the cheapest carburetor possible.
Fuel injection would be better, but it's too

Wallis said Detroit designs an engine for
the small end of the driving cycle (10 to 20 per
cent) to get power and acceleration. He
charged this causes low mileage and ex-
cessive enussions over the entire driving
cyde

My module engine (or engines) is de
signed to perform efficiently over the entire
driving cycle with special emphasis on the 80
or 9 per cent area where energy and clean
ar problems actually exist. There are those
whe express surprise al my power plant, but
1 remind them that 98 per cent of important
mechanical inventions come from individuals
or small companies.”

Wailis said converting the present Wankel
type engine (water-cooled) production hnes
1o the Wallis system would be substantially
less costly than present estimates. “Within 2
year, we oould supply several million
Wankel-type engines for both new and used V
8 sutomobiles,” he declared

The inventor said, “'1 am reluctant to go to
the U S. auto industry with my engine for fear
they might buy it and shelve it 1 don’t want
that | want the public to know that | would
give a nonexclusive license to every US
manufacturer, if they were interested We
must do something concrete about the energy
and pollution crises

“Let's say Detroit is not interested Then
I'll go to Japan and cut a deal with Mazda and
put a rotary module engine in used cars in the
(.S, Do you know what this would mean? Say
2 per cent of US. cars were using this gas
saving, nongolluting module engine. The
ce of oil and gasoline would drop all over
the world and the energy and pollution cnses
would be over”

Wallis alleped that General Motors has
$35 miliion on the W anke) rolary envine,

bt the Wankel s plagued by poor mibeage
bad emissions and seal and tuning trouties
{ can corvest e faults with mv e
and Noatng fivwieel susten Walls &

It's an
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By RUDY AVERSA
Herald-Examiner Stat Writer

The man gets off the plane and claims his
baggage. .

Inside one suitcase is variously sized
chromemoly tubing — the Kkind bicycie
frames are made of. He takes out a silver
solder gun and begins forming what looks like
a go-cart

He adds wheels taken from a fiotorcycle
as well as a 50 cubic centimeter motorcycie
engine. When all the other parts have been
fastened he drives off into the sunset in his
portable bicvcle-car

Sounds like something from a James
Bond adventure, but that's the idea Chnis
Burden had in mind when he built the first B
car

“Automobiles have become so complex
most people don’t even know how to work on
their own car. I wanted to come up with a car
that is closer to a bicycie in complexity,” said
Burden, who is now in Europe demonstrating
his B-car by driving it from Amsterdam to
Paris

He hoped to be able to melt the silver
solder that-hoids the frame together and
disassembie it to be put back jogether when
he arrived in Amsterdam, but time ran out on
him and he had to be content with unbolting
all vital parts such as wheels, engine and
pedals, and ship them by air freight, carming
the motor and other parts on board with him

But conceivably anyone with knowledge
of the design and a little skill at siver
soldering could take apart a B-car in a few
hours, fit all the pieces in a suitcase and
reassemble i when transportation is needed

“This Is Just 8 gesture 1o show what can
be done,” said Burden “‘Detroit must be
caught up in ane of those pecking orders or
maybe they've dost their flexitubity or their
guls We don't need 6000 pounds of metal
around us or 200 horse power to get us around
The trick s keepang down the weight, then a
intie pover can g0 & long way, " he sid

The firdl Bcar was designed espeoliy
for Burden His intia! tarpet was a 100 pound
C2r bt o canwy in & VAR sevinete  He snd the

uto
B-Car!

Chris Burden, B-Car’s inventor,
thinks he could mass-produce
vehicle for $1,000.

made sketches of some of the bolted-on parts
such as the wheels, but by boning up on racing
car design he knew the tube frame arranged
in triangulated configurations (called a space
frame) would work.

“It {the frame) looks like a go-cant or
race car. bt it isn't designed for racing,”
said Burden

Without the fabric covering which is held
taut by stays. the B-car looks more like a
{our-w heel bicydle than a car

1 could add a roof if 1 wanted. The design
jends itself with no problem.” said Burden
who made a plaster cast of his head and torso
which he [iberglassed to serve as his
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Wallis’ dual-engine setup fits neatly into
space formerly occupied by 351 cubic-inch
V- 8. Inventor claims highway mileage of 45
miles per gallon, up to 32 m.p.g. on city
streets. 1deally, Wallis would like to use two
Wankel rotary engines. Neither motor
operates when car is stopped, but dynamic
energizer activates the No. 1 engine when
driver steps on gas pedal. Wallis is fearful
about selling his idea to Detroit, because he
thinks they might shelve it.
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i WANKEL ENGINES
WOLLIS MODULE WANKEL ENGINE
" WITH DYNAMIC ENERGIZER

/.S, auto Inaustry with my engine for fear
they might buy it and shelve it. I don't want
that, T want the public to know that I would
give a nonexclusive license to every U.S.
manufacturer, if they were interested. We
must do something concrete about the energy
and pollution crises.

‘‘Let’s say Detroit is not interested. Then
1'll go to Japan and cut a deal with Mazda and
put a rotary module engine in used cars in the
U.S. Do you know what this would mean? Say
25 per cent of U.S. cars were using this gas-
saving, non-polluting module engine. The
price of oil and gasoline would drop all over
the world and the energy and pollution crises

would be over.”

Wallis alleged that General Motors has
spent $38 million on the Wankel rotary engine,
but the Wankel is plagued by poor mileage,
bad emissions and seal and tuning troubles.
“1 can correct these faults with my module
and floating flywheel system,” Wallis de-
clared.

He said that six or eight-cylinder engines
can be converted to the Wallis module sys-
tem. ‘“Local licensed independent garages
throughout the nation could install the en-
gines and service what is needed,” he said.

This writer looked over the Wallis module
system, rode with him twice in the converted
Mustang and will testify the engines do what
he says.

vallis said, 1 have fun with gas station
attendants here in Santa Barbara and up in
Goleta. They help me measure the gasoline
before observers and monitors. Invariably,
one asks to check the oil. When the hood goes
up. the attendant is in for a shock.

“There is no radiator. The two BMW
engines are so small compared to the 351
cubic-inch faciory engine, the attendant
throws up his hands without even trying to
locate the dip stick.’

It is possible that Wallis is better known
on the international scene than in the United
States. He has patents on the module engine
of his design in Japan, Great Britain, West
Germany and '“anada in addition to the U.S.

Wallis sat at his desk and looked out the
window as if expecting somebody. Would the
world begin seeking his better mousetrap?
The Santa Barbaran can only hope.

“HE 1o 0 be able to melt
solder that holds the frame together and
disassemble it to be put back together when
he arrived in Amsterdam, but time ran out on
him and he had to be content with unbolting
all vital parts such as wheels, engine and
pedals, and ship them by air freight, carrying
the motor and other parts on board with him.

But conceivably anyone with knowledge
of the design and a little skill at silver
soldering could take apart a B-car in a few
hours, fit all the pieces in a suitcase and
.reassemble it when transportation is needed.

“This is just a gesture to show what can
be done,” said Burden. “Detroit must be
caught up in one of those pecking orders or
maybe they've lost their flexibility or their
guts. We don’t need 6,000 pounds of metal
around us or 200 horse power to get us around.
The trick is keeping down the weight, then a
little power can go a long way,” he said.

The first B-car was designed especially
for Burden. His initial target was a 100-pound
car but it came in at 160 pounds. He and the
car weigh about 300 pounds and with the 515
horsepower engine (which weighs 28 pounds
with carburetor and magneto generator) he
says the car is capable of 90 to 100 miles per
hour and can easily make the U.S. 55 mph
speed limit.

Probably the best thing about the B-car is
that it gets 130 to 150 miles per gallon of
gasoline.

*The engine is 1-20th the size of a Volks-
wagen engine and 1-140th the size of a
Cadillac engine. We don't need all that bulk
but people just aren’t making the right kind of
car,” said Burden, a Venice Beach resident.

With the aid of friends Frank Murphy and
Bob Wilhite, it took about two months for
Burden to build the B-car from scratch.

Total cost was about $2,000 because many
of the parts had to be made by hand. Burden
believes he could mass-produce B-cars for
about $1,000 each.

But the B-car is just to demonstrate that a
car that makes even small cars look like
Lincoln Continentals is possible. Burden
wants to design a car for two passengers (the
B-car accommodates only the driver) that
would weigh about 500 pounds. The average
conventional small car weighs about a ton.

Burden did not make detailed blueprints
for the B-car. An artist by profession, he

Chris Burden, B-Car’s inventor,
thinks he could mass-produce
vehicle for $1,000.

made sketches of some of the bolted-on parts
such as the wheels, but by boning up on racing
car design he knew the tube frame arranged
in triangulated configurations (called a space
frame) would work.

“It (the frame) looks like a go-cart or
race car, but it isn't designed for racing”
said Burden.

Without the fabric covering which is held
taut by stays, the B-car looks more like a
{our-wheel bicycle than a car.

“I could add a roof if I wanted. The design
lends itself with no problem,"” said Burden
who made a plaster cast of his head and torso
which he fiberglassed to serve as his seat and
headrest.

The car is less than eight feet long and
about two feet high. The wheel bases is about
51, feet. In completed forn: it even has
headlights and brakelights.

Burden has a four-speed and a six-speed
engine that can be interchanged in the B-car.
Originally he intended to use a 25 cc outboard
motor that weighed only eizht pounds includ-
ing the carburetor. He settled on the 50 cc
engine which is smallest motorcycle engine
manufactured.

Burden isn't sure if the B-car meets the
state’s smog requirements but there are no
smog regulations pertaining to 50 cc motor-
cycles. However, motorcycles with less than
15 horsepower are now allowed on California
freeways. Because the B-car has four wheels,
Burden would have to register it as a passen-
ger car. Before he could register it. however,
it would have to pass all auto safety regu-
lations, according to the Highway Patrol.

Burden hopes to get some financial back-
ing to build a two-seater. He has also though
about designing a rotary engine car much
lighter than any built so far.

* can drive cross country in the B-car for
$12." said Burden, adding. *'Heck, it costs me
more than that just to change the oil and filter
in my regular car.”




‘The key to the module engine operation i

the foating flywheel, which is in no way
related to the common flywheel or the new °

“flywheel technology.” By storing up ene:
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He said, “The No. 1 or back engine is
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generally sufficient for city driving. I drive
up to a stop light. Neither engine is running
when I stop, but the energizer is going. I step
on the accelerator and the energizer activates
the No. 1 engine. Let’s say I want to really
take off. At 3,000 rpms, the second engine
kicks in and I have plenty of power. An engine

Wallis’ dual-engine setup fits neatly into
space formerly occupied by 351 cubic-inch
V- 8. Inventor claims highway mileage of 45
miles per gallon, up to 32 m.p.g. on city
streets. Ideally, Wallis would like to use two

Wankel rotary engines. Neither motor
operates when car is stopped, but dynamic
energizer activates the No. 1 engine when
driver steps on gas pedal. Wallis is fearful

about selling his idea to Detroit, because he

thinks they might shelve it.
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load -sensor also automatically brings the
Teserve power engine (No. 2) to life and holds
1t until the additional power requirement has
been met

“I get 455 mpg on the freeways and up to

*32 mpg on surface streets. More important,

T’'m saving fuel, not using more than I need to
do the job. And there's no polluting. I have
designed the cheapest carburetor possible.
Fuel injection would be better, but it's too
expensive. My carburetor costs 10 per cent of
what fuel injection does.”

Wallis said Detroit designs an engine for

* the small end of the driving cycle (10 to 20 per

cent) to get power and acceleration. He

ged this causes low mileage and ex-
ca;we emissions over the entire driving
cycle.

_“My module engine (or engines) is de-
signed to perform efficiently over the entire
driving cycle. with special emphasis on the 80
or 90 per cent area where energy and clean
air problems actually exist. There are those
who €Xpress surprise at my power plant, but
I remind them that 98 per cent of important
mechanical inventions come from individuals
or small companies.”

Wallis said converting the present Wankel
type engine (water-cooled) production lines
to the Wallis system would be substantially
less costly than present estimates. “‘Within a
year, we could supply several million
Wankel-type engines for both new and uged V-
8 automobiles,” he declared

‘The inventor said, ‘I am reluctant to zo to
the U.S. auto ingustry with my engine for fear
they might buy it and shelve it. I don't want
that, I want the public to know that I would
give a nonexclusive license to every US.
manufacturer, if they were interested. We
must do something concrete about the energy
and pollution crises.

“Let’s say Detroit is not interested. Then
T'll go to Japan and cut a deal with Mazda and
put a rotary module engine in used cars in the
U.S. Do you know what this would mean? Say
25 per cent of U.S. cars were using this gas-
saving, non-polluting module engine. The
price of oil and gasoline would drop all over
the world and the energy and pollution crises

would be over.”

Wallis alleged that General Motors has
spent $38 million on the Wankel rotary engine,
but the Wankel is plagued by poor mileage,
bad emissions and seal and tuning troubles.
“1 can correct these faults with my module
and floating flywheel system,” Wallis de-
clared.

He said that six or eight-cylinder engines
can be converted to the Wallis module sys-
tem. “‘Local licensed independent garages
throughout the nation could install the en-
gines and service what is needed,” he said.

This writer looked over the Wallis module
system, rode With fum twice in the converted
Mustang and will testify the engines do what
he says.

wallis said. “'I have fun with gas station
attendants here in Santa Barbara and up in
Goleta. They help me measure the gasoline
before observers and monitors. Invarably,
one asks to check the oil. When the hood goes
up. the attendant is in for a shock

“There IS no radiator. The two BMW
engines are so small compared to the 351
cubic-inch faclory engine, the attendant
throws up his hands without even trying to
locate the dip stick.’

It is possible thit Wallis is better known
on the international scene than in the United
States. He has patents on the module engine
of his design in Japan, Great Britain, West
Germany and “anada in addition to the US.

Wallis sat at his desk and looked out the
window as If expecting somebody. Would the
world begin seeking his better mousetrap?
The Santa Barbaran can only hope.

It's an
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B{‘ RUDY AVERSA
Herald-Examiner Statf Writer

The man gets off the plane and claims his
baggage. .y

Inside one suitcase is variously sized
chromemoly tubing — the kind bicycle
frames are made of. He takes out a silver
solder gun and begins forming what looks like
a go-cart.

He adds wheels taken from a fiotorcycle
as well as a 50 cubic centimeter motorcycle
engine. When all the other parts have been
fastened he drives off into the sunset in his
portable bicycle-car.

Sounds like something from a James
Bond adventure, but that’s the idea Chris
Burden had in mind when he built the first B-
car,
“‘Automobiles have become so complex
most people don't even know how to work on
their own car. I wanted to come up with a car
that is closer to a bicycle in complexity,’” said
Burden, who is now in Europe demonstrating
'I"is B-car by driving it from Amsterdam to

aris. .

He noped to be able to melt the silver
solder that holds the frame together and
disassemble it to be put back together when
he arnived in Amsterdam, but time ran out on
him and he had to be content with unbolting
all vital parts such as wheels, engine and
pedals, and ship them by air freight, carrying
the motor and other parts on board with him.

But conceivably anyone with knowledge
of the design and a little skill at silver
soldering could take apart a B-car in a few
hours, fit all the pieces in a suitcase and
.reassemble it when transportation is needed.

“This is just a gesture to show what can
be done,” said Burden. ‘“Detroit must be
caught up in one of those pecking orders or
maybe they've lost their flexibility or their
guts. We don't need 6,000 pounds of metal
around us or 200 horse power to get us around.
The trick is keeping down the weight, then a
little power can go a long way,” he shid.

The first B-car was designed especially
for Burden. His initial target was a 100-pound
car but it came in at 160 pounds. He and the
car weigh about 300 pounds and with the 5%
horsepower engine (which weighs 28 pounds
with carburetor and magneto generator) he
says the car is capable of 90 to 100 miles per
hour and can easily make the U.S. 55 mph
speed limit.

Probably the best thing about the B-car is
that it gets 130 to 150 mules per gallon of
gasoline.

*“The engine is 1-20th the size of a Volks-
wagen engine and 1-140th the size of a
Cadillac engine. We don't need all that bulk
but people just aren't making the right kind of
car,” said Burden, a Venice Beach resident

With the aid of friends Frank Murphy and
Bob Wilhite, 1t took about twa months for
Burden to build the B-car from seratch.

Total cost was about $2.000 hecause many
of the parts had to be made by hand Burden
believes he could mass-proguce B-cars for
about $1,000 each.

But the B-car is just 1o demenstrate that 2
car that makes even small cars look like
Lincoln Continentals is possible. Burden
wants to design a car for two passengers (the
B-car accommodates only the driver) that
would weigh about 500 pounds. The average
conventional small car weighs about a ton.

Burden did not make detailed bluepnnts
for the B-car. An artist by profession, be

uto
B,-Car! ‘

Chris Burden, B-Car’s inventor,
thinks he could mass-produce
vehicle for $1,000.

made sketches of some of the bolted-on parts
such as the wheels, but by boning up on racing
car design he knew the tube frame arranged
in triangulated configurations (called a space
frame) would work.

“It (the frame) looks like a go-cart or
race car, but it isn’t designed for racing,”
said Burden.

Without the fabric covering which is held
faut by stays. the B-car looks more like a
{our-wheel bicycle than a car.

I could add a roof if | wanted. The design
lends itself with no problem.” said Burden
who made a plaster cast of his head and torso
which he fiberglassed to serve as his seat and
headrest.

The car 1s less than eight feet long and
about two feet high. The wheel bases is about
5L, feet. In completed form 1t even has
headlights and brakelights.

Burden has a four-speed and a six-speed
engine that can be interchanged in the B-car.
Originally he intended to use a 25 cc outhoard
motor that weighed only eight pounds inciud-
ing the carburetor. He settled on the 50 cc
engine which is smallest motorcycle engine
manufactured

Burden isn't sure if the B-car meets the
state’s smog requrements but there are no
smog regulations pertaining 1o 50 o¢ motor-
cycles. However, motorcycles with less than
15 horsepower are now aliowed on California
freeways Because the B-car has four wheels,
Burden would have to register it as & passen-
ger car. Before he could register it. however,
it would have to pass all aute safety rege-
lations, according to the Highway Patrol

Burden hopes to get some financiat back-
ing to build a two-seater. He has also though
about designing a TOlary engine car much
lighter than any built s far.

*1 can drive cross country m the Bcar for
$12," said Burden. adding, *Heck. it cosls me
more than that just to change the il and filter
in my regular car”
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To whom it may concernt

We have known Chris Burden in a professional capacity since 1970.

His performances fall within an established category of contemporary sculpture.
Having discussed his recent exhibition at Riko Mizuno Gallery, Los Angeles,

we are convineced that he was executing a work of art the aim of which was
selfe-exploration rather than frivolous exhibitionism,

The intervention of the police was unforeseen and inadvertent.
It was an occurence that the artist did not desire.

Willoughby Sharp
Publigher

93 Grand Street New York N.Y. 10013 431-6560
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- FEBRUARY 16-MARCH 9

HANNAH WILKE

MARCH 16-30

RONALD FELDMAN FINE ARTS
33 EAST 74 NEW YORK 10021
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CHRIS
BURDEN

t
= % Avalanche

HANSEN 43 Grand SF
FULLER New York, N-Y.
Sept. 10~ 21 10013

Hansen Fuller Gallery 228 Grant Avenue
San Francisco, Phone 415-982-6177
Call gallery for time and information




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

E " Collection:

i
| - — —
i The Museum of Modern Art Archives, NY | Avalanche

Burden

at the gallery

february 8-march1,19975

videotape premiere
selections 1971-74
opens march 8

Ronald Feldman Fine Arts
33 east 74 street,newyork
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STICKS AND STONES
MAY BREAK Y BONES

BUT WORDS WILL
NEVER HURT ME
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MIZUNO GALLERY
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LOS ANGELES, CALIF. 90069
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CHRIS BURDEN

A book documenting the work of Chris
Burden, 1971-73, is being published. Fifty
signed 8x10 color and black and white
photographs with text are arranged in a
loose-leaf notebook. The edition is limited
to fifty. The first ten will be priced at two
hundred dollars each. The book will be
on display at the Mizuno Gallery, January
3-19, 1974.
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669 La Cuim%ga—

Los Angelesy».Ca..9(j069
Tel. (213)_659-3545

AVALANCHE MAGAZINE
93 Grand S5t.
NEW York City 10013
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Chris Burden/Liza Bear/White fight White Heat/3/2/75/93 Grand street
\___/7 i

Memorex 90,second tape, side one.

000" : ¥

IéOLAT#ON T.§za: What did you miss most about the éutside world? .
Chris:s Jusf seeing people? Looking at them. A couple of

times I got a climpse of Ron taking the ladder away as &
reflection in the windoW.....it wads strange.
Liza: So all you saw was a human hand picking up a bottle?
‘Chris: Yeah.....it was é little weird. ;
Liza:s You;ve never been in a situation’like that before.
Chris: In the Locker piece I could see through the louvre,
not real good, but if they sat down. . .
Liza: In the Disappearing niece you difdmn T
Chrid: Wéll, T ¥ saw people in the street.

Liza: Did youbmiss that more than not being able to talk, do

you think?

Chris: Well, not talking to people's so obvious that I dian't

say it. But that's the crux of the piece, so I can'te..

Liza: So you couldn't even consider that.

/____—____‘.V-A e i i % i S ‘.'~.,..
. Chris: A couple of times I saw people (in a reflection)

(

i was. shocked by it.
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PASSIVITY

‘ B/1/2

Lizas So you'd set yourself as an objective, cutting

off all human contact..,... Is that how you put it to

yourself?
Chris: I dunno. Something like that...... .BRET dunno.

Recause people could talk to me, and I'd listen, obviously.

That's hu...

Liza: You weren't just isolating yourself, either.

Chris: That's contact of a sort, having their conversatioﬁ

directed  at you.

Liza: XXXYWBRXREAXYHEX (cut) Maybe this is an art analogue '

of a religious retreat. That's more like it; isn;t b (cut)
I've been thinking

Chris: The piece really came out of a piece IAMXARGKERX of

doing. in California for a couple of years in that little

1oft (at the back of my studio in Venice): cleaning out

N

all the plumbing.and the ladder so that there's just a
¥¥X white bare room and liying ﬁpvon that platform...
Liza: In total isolation?

Chris: Risht, and leaving that front door open onto the

boardwalk--being passive and accepting whatewey happened,




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder
The Museum of Modern Art Archives, NY Avalanche _Ir T g-

B/1/3

evtn § \
Yff’people came in and started to live in the space.

When I was in New York (last fall) 11 Eept thingking,
I'm going back to‘California agd this is one of the ;
things I'd like to éo. Then the show af Feldmans
came up, and two months on a platform seemed pretty
extreme, Tt.was cut back. to a month, and that still
geemed too long. It wasn't abouﬁ gn éndurancé.....
It was an endurance feat,:okay, but nof to me, s
| becausg'l've already done something like that, so I

wasn't trying to set a record....I'wasn't-record-breaking,

’

Tiza: Did your life situation have anything to do

with the timing of ¥B¥%¥ the piece or was that a B¥IE

coincidence?

o

Chris: Wéll, I conceived of the piece‘before...;.

got too
Liza: Your 1lifé XXRXABRXYBAXARE complicated...

Chris: N“, my life was complicated and I was leaving tq

go to California but I had no idea the complications.would

go on so long. I figured, I'm going X¥X back to Califorﬁia
and within a matter of wecks, (things are) probably going-

to be decided. Or I didn't even KnoW...eeeso
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Liza: When you left New York to go back to California,
haq you decided exactly what you weré going to do at
Feldman's?

Chris: Yes,

Liza: You .told Bon you were going to build a trianguiar
_ platform and live there for twenty-two days?

Chris: I hadn't decided on the 22 days,‘that came_latér.

And it wasn't a 100% definite. But it was pretty definite...

| :
yeah, Rt was, It just seemed real appropriate for this

timeF—not the time in my personal life, but the timélin my
art life., I'd never done that kind of a piece in New.York,
1'd only done that really short one at Greene Street, and

this seemed like a nice counter...,

Lizat....which dealt with your public myth...

Chris: ....balance. ‘This piece dealt with my public myth too.

<

WEL T} X ARXKY

‘Liza: X In what way?
Chris: Well, in my head. In my head, it was like..,you come
into the gallery and...

INVISIBILITYLiza: . Oh, because no one could see you.
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B/1/5

IX¥X166 , d
INVISIBILITY Chris: Say someone had never heard of me, They come

into the gallery, see the paperback book--this is all

»

kind of dumb but--read through the paperback book,

o’

walk in the room, see the platform,jané—%he~;egical-

,eonciusivn—is—ﬁha%¥£lmﬂ$hepeLYand the. next jump is,

He's up there. That's the logical step.) To me,'it'.

seemé that anybody who knew my reputation would know

I was X up there, They wouldn't have to be told...

I wouldn't expect them to walk into the gallery and

say, Gee,Chris' stopped doing berformance'pieoes and

‘he's making minimal scultpure.

Liza: But did you hear a lot of references to mimnimalisﬁ?

That seems rather funry,

Chris: Oh yeah. That-was-—part-of-the plece~ ‘That's-what

‘ {)l‘ (7‘ fea (L / =G l [ g \ '

;\the title was_abouir—~1t—ha9 to do with me belng from
California., That was an Irwin=Turrell,..:
Lizat...veference., .

Chriss Right.
Liza: T thought the title was ambiguous---a reference. to
your being on the spot, and under those ¥ hot white lights,

~

Chris: Right; but it was a pun on LA sensibility for me,
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~

because I'm not what those guys are about, but I made

environ mardik :

the structure(of the platform) 1;E€~¥Egi?/pieces, b%ﬁsOw&OK

put myself there too, which totally changes it.

Liza: So it was more a pun on LA sensibility than a
backward nod to minimalism?

Chris: Yeah, for me it was.

Liza: Well, but look at who 's made pieces in a corner.
Beuys, Morris, who else. ....Why did you choose the corner?
Chris! Er.....well, any other place seemed awkward.

Liza: So just for formal reasons.

.Chris: Otherwise I would have had te suspend a platform from
tne ceilingi Thae aould hase Seen LM" QBSM innlead VTLONL
Lizé: You hadn't decide to fast before you left New York. »
How central was fasting to the piece?
Chris: Well, theX® reaseon I fasted....there were sevgral
reasons., @ne was to cut down X human contact.to the minimum,
Liza: Per reasons of economy...to once a gay?s

(08 |

Chris: ...Twice)gay. Pick up the urinfe bottles, put up

the water and the juice. C%herwise, they'd have to worry

i ] i . ' 0{
about sandwiches--T wonder what he'd like today. TL“”xtL’E?“Q
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Then it would kind of get messy.

(Inaudible until end of #¥ape.)

. ) g
TLiza: What were some of the other reasons .fer—fasting?

Chris: Well, I XXEXKHXXﬁXka’figured intuitively ik

(=8 c[vu.'\/ﬁ

wou]d be ENXXX a way of making it easier to weach

Ps et ( LN DR AA R :
a (purer emotional Qtate)(more splrltuul state “of-mind)

JA@LS s ’; g ol ‘(, L

Liza: But you didn't do any research on it before
/ i

you did the piece,..
Chris: No. I was checked over by a doctor, a friend

of Feldman's, and he EX¥H said celery juice was the

lafvétjﬁ&

best thing to take. Apple or orange juice would"
l \/ _,, -, A F y ,,i»‘ (.( 3
ha erewed up my SK&X system.

~

Liza: So you weren't that concerned with the effects

that fasting would have on you?
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(From Memory)

/

Liza: When you said before you felt really happy with

the piece, what were’ you thinking of?

the structure ;
Chris: Well, the exactness of it was one thing. The

lip at the edge of it, .down th e long side was'just

high enough to hide me from a person's line of sight and

'KKE no more?%— A(SC) (éb( € e (QL f} J1L377<5L_

(\1“\\ -'iﬁt-\" 1“.;(76(.:-7)" (’(')L‘R'}{_ a/'\‘:j(tj /D aa‘\‘\ﬂ
e et i o™/ Lad  rellby 90w
oot (v U : &

Liza: What were you lying on, a piece of foam?

A e N
Chris: Yeah, a thin piece oq?oamf\ The platform itself

{
[}

had a drop in it, so that during the day time I was actually
Vet ,

lying in an area about #eur feet across, and'I was about

two feet from the ceiling.

Ct ){. LL . ' / . hQ_

/ (Rl - / D K/LC&Q.\_FQ

v/ \ 7

£ "y Y 4 )
g Ly /Ei/;:{; AW{,j)

X } 5
) WV 5‘.//\_,<{ : Q@/ ()

r'-.';.
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P, O
Chris Burden/Sony Tape/White Heat XLX¥X%X/White Light

Liza: What else did you have up there apart from pencil
and paper? Something to wash with?

Chris: Those wash'n Dry things. 4T\Kitﬁck)

Liza: Did you have a change of clothes?

Chris: I had underpants and a T-shirt, and I had some blankets

in case it got cold. It never got cold)?.>[ ﬁﬂﬂfﬁf“tbﬁewi (iﬁéf\.

Liza: Did you feel dirty?
Chriss No/jusﬁ dry. My skin felt XXX¥X tight and I'd freshen

up with that stuff which has alcohol in it and I don't think

A
that helped. One day Freda brought some hand lotion and that

was really nice.
Tiza: Did you have a hairbrush?

Chriss No.

Liza: Boy, you didn't even have a mountaineer's kit,

Did you feel horny?, .. A ]O't?

Chris: Well, you KNnow......

Liza: You might have felt so weak as not to feel anything...
s a good question..,.

stopne wnvfg% altogethelTes oo
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Chris: No, I felt really horny:Q#%§§3§ piece I did
A

in Baja Mexico--I was gone for ten or eleven days--I never

wm hat

felt like jerking off or anything. Maybe it was.the- heat,

Lok here

it was 120°, maybe you just don't...ff\Sexual fantasies were,..

Ligza:...abundant, [bid you fantasize about the people who

=~

came into the gallery?

Chris: No, mostly about one persoq;]

Liza: Well, you were in a very restricted space and you were
lying down.
Chris: Sometimes I had sexual fantasies about some of the

people that worked in the £ gallery.

e e v e

ILiza: Do you think three weeks is a long time to be BEEXRAAIYX
AEEKXHBRLR X

Chris: XBX%To be sexually abstinent? No.

Liza: It should be, thoughi

Chris: Yeah, I agree, it should be.

Liza: (It should feelwlike~a~1ong-time) My stomach is rumbling.
Are you hunery? You seem lcss tired than you did this afternoon.
Chris: TI'm physically tired but I feel better. I didn'®

and af nne o'clodk 5L9£)UMP‘
mo% +n clecn until four, the. —Iweke up—sbrine,
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OMIT THIS PAGE.

Liza: What did you do?

Chris: Waited for half-an-hour until the phone rang, talked
til twelve o'clock, then called you.

Liza: (laughs) Well, that took care of your day.

Chris: It's ckay. I have a little leisure coming. Today.
Even when I go back, I think I'm going to go to the desert

(cut) for a couple of days.

Liza: It sounds pretty under control to me.

Chris: Yeah it is. I'm really proud of that. I always have
doubts about...

Liza: (laughs) TI'm going to use you as an example....
"See, they figured it out."

Chris: It's weird, these socks aren't mine. I came out
(off the platform) and these socks were in my boots, so I
just put them on.

Ligza: What were you wearing when you went up?

Chris: 1 had ¥ my black socks on, a white T-shirt,

my pants and no belt, and I immediately took my pants off,

' olo 4~ﬂé(rf»"‘ WP CLEf..
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Liza: But you kept your underpants on.

Chris: Yeah....S5ome days I wouldn't get dressed at all.
I'd stay in bed, if you know what I mean. (laughs) And
some days I1'd get dressed, wﬁich meaht putting on my
underpants and T-shirt.

Liza: How much did you sleep, did you sleep during the

daytime at all?

Chris: Uh......I didn't sleep exactly, I went into these

kind of weird (semi-conscious) ....you know that state

before sleep, but it never went into sleep.

Liza: Did you dream a lot during those states?

Chris: No. They were really nice. I didn't dream, there

was no tension. The times I'd dream were always in the

early morning, Then I'd wake up and have dreams, and remember
them,

Liza: Did you sleep more than you normally do?

Chris: No, I don't think so.

Liza: How much do you sleep usually?

Chris: About nine hours. I think I slept XEHA less than

I usually do.
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Liza: Well, you weren't spending that much energy.

Did you ever miss a night's sleep?

Chris: Did ¥ I tell you about the times I was pissed and
angry? Those nights I had trouble getting to sleep, I

didn't get to sleep until one, one-thirty.....

Liza: (That's not exactly missing a night's sleep)

Chris: Oh, and another...I remember a routine now, a physical
routine: I'd always wake up at about four-thirty in the
morning, and I'd be awake for a while, and it was a shock,
because I really like going to sleep. I'rom about ten on

I'd start relaxing and getting into going to sleep. I had
my watch, I told you that, right? But I was always checking

o

[}ecause it was interesting to meko have that watch and checﬂ
I'd check every hour. So I got'more ¥ aware than I am in
normal life of what time it is. Not out of boredom, but..
Liza: Since you were so isoleted, the high point of your
day must have been that human contact at six, musn't it?

. Chris: Well, the two hich points were the bottle transfers

at ten and at six.

TLiza: So between ten and siv was your working day.
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Chris: Right, people came into the gallery. I had to
Ii¥ lie very still and concentrate. It was work ——Anytime
anybody was there.

You

Tiza: X¥X were on.

Chris: Right. I had to listen to what was goingbk on,

because it was interesting.

Liza: Did you think about other things too during working

hours?
Chyiss Yes)but I*d lose it if it got really interesting in
there, if people were talking about the piece. Sometiimes

I was in total hysterics up there.

Liza: You never felt tempted to answer back.
e

walk around for twenty minutessaying,
Chris: No. People wouldX¥Ay ,"Say something, I know you're

there."

Liza: Was that easy to stick to?

Chris: Yeah, that wasn't hard. T was tempted to come down
’{’LQ LLSL .

the ladder,\%very EBHAREXXUPBEXARYEX three or four days I'd

have a...

Liza: Physical urre to stretch your legs?

Chris: No, not a physical 1rge. I'd think, Does it really
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Chris: I doodled sometimes on the woodwork, Oh, there's
something I should tell you. On the drop in the platform

T hed

I had the days written out, so that théere was a visual chart.
after

Every morning ¥X¥X T woke up I would cross off one day.

Liza: But you never felt tempted to make a notation about

yours state of mind or anything? You don't usually draw, do you?

Chris: Oh, these were just doodles. Paint was splattered

on some of the wood and I would just run the pencil around

the paint. I didn't do very much EXEX¥XHAXYXXNAXIXNBXXEHXBR

b(@

ixxfrrxthreExwxekgwork on it any one day, so it was é\doodle

this big sees

Liza: ....that took you three weeks to do.

Chris: (laughs)

Liza: Is the shelf still up there?

Chris: Yeah.

Liza: When is it coming down?

Chris: Tomorrow. I'm going to have them chop out the chart. I
also wrote next to it:"This sculpture, a work of Chris Burden.'
So I'm going to have them chop it out with a saw.

Liza: Do you think it can b- so0ld?
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Chris: I don't know. I keep things thoughfrom the pieces,

There might be a fantasy of selling them, but I don't always
keep them from every piece, S0.....1t's sort of fun to do.

I wonder what time it is.

Liza: It's twelve-thirty.

Chris: Really?
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That's the prime problem with test situations like that.
Chris: The test changes the context.
Liza: Yeah, it changes the whole context in ¥ which decisions
take place. . Maybe that's why you were right to feel guilty,
because isolating yourself within a problem changes the problem:
,\c y\ a/vu*/()'\,

the X situation doesn't exist inside a clean glass tube, b 9.3.99.983
it's made up of all kinds of live paraphernalia. The more
real decision-making occurs in an action-loaded context.

during the piece

Chris: Yes/but the way my thoughts were drifting/wasn't

totally conditioned by the way I felt physically oréﬁﬁ/mood

The first week I was thinking about change and then I would
(A, would fade out)
(sticking things out (The possibility of change

drift back to XREXWANKARIRKEXAXE
Ki\ﬂ-‘o%m.

would fade)And I took that as a sign.

KE¥i¥% Liza: But do you think the structure of your life can

.
ever be the sameﬁ%ﬁau“ .

Chris: (cut) Mhe—preblremtsthat— T dom*t mave @ history withAKR

7;he problem is that a new relationship doesn't have a history.?’
{ sea

Liza: So you'll have to make one. Oh,Ythat doesn't excite you.

Chris: RYXX%XY Well, it's hard for me to foresee it.

Liza: Well, you're trying to see in your mind's eye something
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which has yet to be created. On that line of XRIRKAKEX argument
Nnoame_
vou would never do anything new. And that's why maybe your
pieces are about making yourself experience something you don't
know about,because you have a ¥¥XX fear of the future, or o f how
to make things happen....I'm just guessing...You're scared

true?
of the future, is that XHXE?
Chris: Yeah, yeah.
Iiza: So what your pieces do is to[épntrol a section of the
future, or set¥f¥¥Xup a coXntrolled situation for experiencing
new things (states of mind). And since you've set upad =211
the conditions very minutelyf yourself, that keeps the fear

in check. You're scared of emotional change.

Chris: I don't know why.

(Cut) (Scenes from a Marriage)

Liza: I guess what I'm saying is they weren't very imaginative.....
about their whole lives....They just weren't flexible enough ,

so of course any structure they set up would develop cracks

and crevices because it ¥ was too rigid. That's all. I've
forpotten why I brought that up, the Bergman thing. Wasting tape.

(Cut) (Acconeci's piece Air Tine, at Sonnabend)
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What they remember most. Ny pleces have

CB: But sometimes it's funny how far off I am.
I mean, .the illusion in 747 of how loud that

PRESS R um 10/11 x 16

( 5') time. The locker measurements were 2 ft. high, 2 ft.
wide, 3 ft. deep. I stopped eating several days
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T—
@12 ft. away.
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BURDEN CAPTICNS

PRESS ROMAN MELIUM

L0/11 x 16

BED PIECE, Market Street, Venice, Califormila,
February 18-March 10, 1972. Photo: Gary

Beydler.

Josh Young asked me to do a plece for the
Market Street Program in Venice. I told him

I would need a single bed in the gallery.

At noon on February 18, I ttok off my clothes
and got into the bed. I had given no other
instructions and did not speak to anyone HHEXNZ
during the plece. On his own initiative,

Josh Younk had to provide food, water, and
toilet facilities. I remained in bed for

22 days until March 10.
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CORRECTICNS
RRESS ROMAN BOLD 10/11 x 16
Or that's very focused.

- I8

What they remember most. My pleces have

CB: But sometimes it's funny how far off I am.
I mean,,tbh illusion in 747 of how loud that

PRESS ROMAN Medium 10/11 x 16

time. The locker measurements were 2 ft. high, 2 ft.
wide, 3 ft. deep. I stopped eating several days

PRESS ROMAN MEDIUM 10/11 x 51

12 ft, away.

PRE3S ROMAN ITALICS

747
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Chris Burden/White Heat White Light/March 2 1975/

Sunday 1:30 pm, walking to the Market Diner,

Chris Burden: . . .the room was pretty empty, there wasn't
much to look at. . .when I was up there, I kept on looking
down at night, and it ¥#¥ didn't seem I was up very high,

but when I came down yesterday, I realized that I'd been

much higher than I theught.

Liza Bear: The platform was at a ﬁeight of about ten feet,
wasn't it?

Chris: Yes,but it didn't seem that high. But whn I came.down,

/

and looked up, I r‘ealized that I'd been higher than I'd

imagined myself being. I think it had to do with my paranoia

about people jumping up, climbing up(to try to see me)....
which happened,

Liza: Oﬁ, some péople did?

Chris: Let's see, two people saw me up there: one was a child
1}fted on to his father's sheulders, checking eut the scene

for the family. The other X¥¥ was a young guy whe came in
during the first few days with some other guys and they bocested

him up. Those were the only two people,
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TXEXTREY

Liza: They were determined to see,
~ Chris: Yeah. ., .A lot of people were determined to see, but
never really carried it eut. I dunno. It pissed me off, but
it wrecked the piece for them, so, . .
Liza: Wrecked it for them?
knew
Chris: Sure. You kXX&¥ I was up there., . .
Liza: That wasn't an issuve for one moment, to me.
Chris: But to some people it was, and they were the peeple who
had to see. Not art peeple.
Lizat One of Jackie's Hunter College students said it was like

geing YK to church and being told God XAEXXKEXEBYXBEX. . .

Chris: . . .was there. I remember that girl. . .

Liza: Oh you do. Did she say that out loud in the gallery?

Chris: Yeah., ., .It really got bad on Thursday night, the worsf
thing that happened (during the whole show). This girl‘came in
and asked Peggy if she could take photographs. Peggy said no,
Chris doesn't want photographs taken, and she said, "But I'm

an artist, and this is a public place,"” and got all huffy.

Liza: Yeah?
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Chriss So Peggy said, go talk with Ron, so she waited around,

cne. vouddn g

(e

and Ron tried to explain to her why, and finally she convinced
them she was an artist, and she was just goingX to uée the
photographs. for her own work, so Peggy made her XKIX¥ sign this
1it%le thing. .

Lizat That she wouldn't have them published?

Chris: Yeéh, or use them for money, just photo raphs of the
platform, right. And Ron expldned to ﬁer carefully’that thé

had
guy from the Voice wanted to have a scoop with a picture of me

\
\

on the platform, and that definitely wasn't allowed. So she came

back into the room, fooled around with the strobe, just being a

jerk, taking a real long time. And then all of a sudden man)the

y

teye was’)
camera wﬁﬁ&\popped right ¥¥% there, X right in front of my face,
“leinnd

and she started taking pictures....

Liza: (gasp)

Chris: ...and there was nothing I could do about it. Peggy and the
¥X¥¥¥¥others weren't in the room. . .

Lizas And you couldn't yell out.

Chris: I couldn't well ovut, and my heart started to...I was so

oL
pissed. Then Peggy came in, thank God, and caught her taking Wrer,

.
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Liza: How did she jump up? )
Qo bed o comen onc fipsd witle etlyloteda dln
Chris: She had/a tripod, it was ¥¥¥XX¥ simple, so she shot up

really :
the tripod and she had a/long cable release, she just went tchhhhh....

e

Liza: She was obviously working for a paper; Did'they find ;ufn
which one?
Chris: No, no.

 Liza: So what did they do, di*they grab the film from her?

{ Chris: Oh, there was this huge scene, and she claimed R

| Feldman said, you're not getting out of the gallery with the film,

i

?and she started screaming, I'm going to call the police,RXHXEXXXE

( I'm sleeping herex.

)
{ Liza: Really. She was probably on assignment from some really

} who
| seedy paper RRNAXXAEY said, Look, don't come back without some shots

i
I

( of the guy..... ' R s ot

o

~——— Chriss égflmmsa happyvtheychUGHTﬂHERumwiBA Lot of people took piétyres
against the rules.
Liza: What were the rules?
Chris: Well, people were asked not to take photographs at éll.
Liza: Even of the platform. Why not?

Chris: I didn't really care , 'ut just as a precaution. And in this
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zm$1wAa<£ﬁh{hffz TUAL
case 'it ¥K was really a good thing we did that because EKE

the ¥X girl had to ask for special permission, and if she

hadn't, she would just have walked in there, EKEXXXKEXEAKEXAXUD

waited a second, popped the camera up and split.... At least

four people a day took pictures of-u&.(L<L !jgl€¥;\4f“ “

——
.
\

Liza: Oh yeah. . .(We're-nearly there.e
\, J

Chris: It's really weird, some people were really able to make

the connection between Keith's piece and mine.
Liza: What connection?
Chris: - I can't exactly spell it out, but somehow that one was
the opposite and the other.
Liza: Yeah, that's what I said.
Z— /(L /1_ Z C’L'\ (L/) .. * o
Chris: They were complementary op—someth1ng~—$we—aﬁgias —BM seeve
Liza: We talked about it after the openings because they were on

the same day. We had a big Indian dinner afterwards and some
people felt strange about eating, because of your piece.

Chris: (laughs)
i

Liza: Well, it didn't last for too long. I think'I gotlover itSgF

‘about half-an-hour.

Chris: T didn't mean to keep reople from eating.
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Liza: Huh? Oh, of course not, but if you're nervous and
affected by something, you don't feel like.eating, it wasn't
direct empathy....It was a sort of celebration of your
opening foo, because both were fairly quiet and simiterity®—
difficult.....People were scared by Keith's piece and yours
too.

Chris: Scared?

open ; 4
Liza: Yes, because he threw/the whole question of people, strangers,

known
relating to each other without yaﬁig?each other.....In your piece
they could talk at you without seeing you, &% was more asymmetrical.)

Chris: (reads sign) "Experienced waitress wanted."

Liza: Al Ruppersberg needs a job., ,.0h great, the table ip the

back
Bzx corner is empty, XKEXBAEXEEREXEXHyou can get some sun....

EX¥I¥% You know what's good here? I don't know if you like it.

The Nova Scotia Lox.

Sl ,
Chriss: Oh yeah,I do. That's the first thing I }eeked—e% on the menu.

Liza: Let's see, e&nd Jackie would say you should probably have
some grapefruit juice,

Waitress: You almost ready?
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Chris: The worst thing about that piece to me is I élmost
feel guilty about it.
Liza: Guilty?
Chris: Well, in a funny way. It was hard a lot of the time,
Bt it waé also very luxurious.

Mot ha oy to—decck—aitDrmr—problomes .

Liza:s Because you cut yourself off/?rom your life 51tuat10n.

Chris: Yeah,

Liza: Did you think of it partly as a stretch of time in which

+o

you-—ceoutd work things out in your head?

Chris: XEX¥ELXXA¥Y (doubtfully) Yeah. . .

Liza: Are you having problems adjusting to the light?

Chris: It was weird, that was the only thing I thought about,
Liza: Light?

Chris: No, (’

Liza: Oh, the situation. (

Chris: 1I'd wake up at four thirty in the morning and.....It was
all T thought about. E}t—wae—krnﬂ—zrf—warm-)

Liza: Didn't you think that would happen?

Ehris: Woll,: o

Liza: You thought you'd think =bout your work?
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Chris: I kept thinking I should be thinking about tﬁiff/That

/ .

| . . s s . tr D[ A i

itwas "wasting time" XK¥ thinking about Qtz(\f.&((Aﬁﬁjiwkxw

~ :

Liza: How did the rhythm of your thinking develop? Did you find
)

you were circling around,”?hrough the same system of thoughts?

; / / frer - ¢ | o F
L 1 C’k { ).’ D ( L v '-‘-—\ { L4 ," L /) ol (,é N ‘J’L <%‘> {"J ¢ \—(: ’lr- C\A_f('
Chris: Mmmmmmmmmm......lt_f‘,.., { X‘“QC”L'SK a XN ok t(&wvx\‘

Liza: Were you conscious of a certain rhythm developing?
Chris: Well, there was a physical rhythm to the gallery which
affected me.

Liza: What was that like?

Chris: Oh, I was entertained by all thoée people coming in and

talking about me, about the piece. It was incredibly entertaining.

The things people say! A couplefwalked in, ey 'rein(their fifties,
"Well, dear, they call this art. I was at Pace Gallery and I w
¥¥¥ saw this sculptﬁre by Bob Irwin, and this is the same thing;
It's just design, its just design". They had no idea who I was,
"It's just a triangle with shadows on the walls. This isn't art.®

. A ) g Sc.&c{,
Then they asked, very indignant, is this the show? And Peggy saysy

He's up there. The artist is up there, staying up there for 22 days.

That kind of shook them. The they saW my book hanging up there,
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and they read every single explanation in my paperback book -
QWG LoUd 2" 5

Liza: ....in incredulous tones.

Chris: "Listen to this one." Every single one. It was incredible.
I was cracking up.

XI%%X (The waitress returns.)

Liza: You'd like us to order.

Waitress; You don't have to now...

Liza: T think we want to,

Chris: 1I'l11 have the Nova Scotia Lox.

Waitresssy Sandwich?

Chris: XIXRXEXEERXEXEEXEX Yeah, I guess so.

Liza: Don't you want it on a bagel?

Chriss Oh yeah, do you have it on a bagel?

Waitress: XEXXXEXX Yes.

Chris: Okay, with cream cheese,

X

Waitress: That's cream chease for the money, right. That means

you get a lot ¥¥....

‘maze/‘
Chris: -Jowre.S As opposed to....you get a little anyway.
oﬁbjubloaﬁL

Liza: The orange juice is frech, the rest is in cans.
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Chris: I'll have some.

Waitress: What about you?

Liza: I'd like poached eggs with whole wheat toast and a small
orange juice and a coffee.

PAUSE,

Liza: Tell me what it was like at first, were you panicky? '

5
Chris: ~ No, the first day was pretty entertainingd..I got up there

' a_guy O
at ten...\{ There was EBEEEK from Popular 4

Photography who was telling Feldman I was the next Andy Warhol,

i get 1t, T get 4t%, . .When he comes down, let him éontact.me,ﬁﬁh

I want to be his publicity agent and stuff, I'll make a million
dollars for this guy." There was a chick from the BX¥Soho Weekly
News who bugged Feldman for about qﬁﬂ hours, just a total jefk, not x
the bne who did the interview. SKKX&XKXEKXXKHKXX&XXﬁg&&XﬁthX@KX&XKX
JIXKEXKEXEREIXZVRXHE She gof really angry, said (we) were PEREIREXX
like babies, putting ourselves in situations %% where.people had to -
take care of us. It was just so off-base....There were a lot of j

o

people there the first dayﬁ I realized it was going to be ckay, I

was going to be able to take i't/”‘/*;iv)\‘\'Cu.u‘j F/ '/\;eﬂ«’éj_ {\\JD
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Liza: You realized that right away?

Chris: Pretty much. Within the first two days.

Liza; When did you start feeling hungry?

Chris: Uh, I started feeling really hungry about a week and a

half later.

Liza: Had you been eating quite well %X¥X before or just regularly?
Chris: No, just regularly. ‘
Liza: But you weren't sleeping too well.the week before.

Chris: No.

Liza: So you were tired when you got up there.

Chris: Yeah. But I didn't sleep more than I normally do. I slept

maybe eight or nine hours a day.

(Waitress brings Chris' order.)

Chris: Oh)thank you.

Liza: (laughs) T%e small wonders of the world.

Chris: It got bad towards the end, the last Sunday and Monday.
People didn't come in on &.Monday and it pissed me QLS

Liza: You missed your input. You resented it. I never knew
X¥¥Feldman was open on Mondays.

Chris: Yeah. Which is the recson why X¥HE¥ nobody comes, nobody
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knows. But still, it EXE¥X¥ got to me. I fhought, "Here 1 am,
goddammit, ;lm.here......" And then a couple of nights I got
really angry, .incredibly angry. I don't know whether it was a
ghemical thing or what. Uust angry about my art career. I was
‘so angry. se.

Liza: About what you were doing?

Chris; No no no no. Ngt about having to do that piece, but abéut'
the way the books were 5elling seeeees

Liza: Oh, you mean little gripes.

Chris: Right.

(Waitress brings coffee.) Want some cream?

Chris: It was a real bad depression. It was incredible, I was up

there , X¥PXEAXX XX PUEXBLA MY HIKE absolutely angry out of my mind,

- Q/‘ d
frothing with an;;r.....Normally you could do something, go out and

and get a drink and forget about it....
Liza: So how did you deal with it? Wait for it to pass?

Chris: Yeah.

Liza: Did you have a second take on yourself?

p f s
lj(, ¢ i‘ ) (L.LL.!,C\Q_

L8

s 5 .
Chris: Oh yeah, I realized what an incredible situation it was,

—

here T was angry, and there we. nothing I could do to vent it, _L:
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Couldn't say aqything to anybody., It was all internal, i£ Oﬂw&{&fﬁcﬁ
> ) 2 ,A

”u[)\z‘\‘ PIAY P . - 3 bt \ { { $ ‘¢
S s i e gl ens 6 { dial 6

EXXI¥ Did you talk out loud at all? ’

Chris: Once, to see if I could mouthe the words,
Lizas Oﬂly once?

Cﬁris: Maybe twice.

Liza: Was that difficult? What did you say?

¢

Chris: Oh/I can't ¥XKE¥EYX remember. Some days I'd be really

happy. It's not that I wasn't getting any input, because Ron
! { /
Qi,( "l‘ N al\'.( (:f‘ \‘."l\ {4 v'\
would come into the gallery and say, this article came out or
somethinge ...
Liza: He wasn't talking to you jwas he?
Chris: Yeah, He was one of the igi; people who could do it
successfully. He'd come in when the gallery was closing and it
was like the six o'clock news, "Well Chris, things are going
pretty well, so-and-sd called, the piece is doing really well."
He'd carry this on for ten or fifteen minutes. He'd walk around
Ho-savicl- e
and think and talk. 1@ Sadt- dale,.

Liza: Did anyone else try to do that?

Chris: Let's see, Andy Mann was up there. He's very boisterous, and

he talked out loud. But most '$people couldn't. C)ﬂgo G-QECV ¥‘\Qﬁl,
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Liza: It must feel like talking on radie,when you get no feedback.

%!aid you get to depend on Feldman's round-up® of events?

SR

Most of the information I knew already, 90% of everything

he said I'd heard in the gallery directly, so it was a repeat.

Liza: What was your daily routine?
Chris: The gallery opened at ten, and the HEXAXNEE gallery people
had a stepladder and they could go up but not look, take away the

ditted nbr Ll onck diddle | i for

urine bottles, put the j'uce%?p. They also did that in the evening
when they closed.

Liza: Didn't your digestion get fucked up?

Chris: I got constipated.

Liza: Did you get headaches?

Chris: Noj; Hy stomach was always rumbling. I kept on looking at

myself, "Jesus Christ, I'm not eating and I'm not losing weight,

ey
what's the story.” § {ﬁwﬁf"h\”ﬁ e iw\ [ﬁﬁ% :
B i

Ligza: Well, you weren't getting any exercise.

Chris: I wasn'&,doing anything, I was just lyiXng t 2 tﬁere. They
left the ladder up at night tooc. So I could have come down if I had
wanted to.

Liza: Did you ever?
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Chris: No.

Liza: Not once?

§ v d

(6 V71
Chris: No. I figured, if You—eeme down once, pretty soon you're-

lad

goihg~¢5fge getting extra juice out of the ice-box, yowlve—got
gan
to draw a line somewhere, and the line ?ﬁ the edge of the platfrom.

One night a funny thing happened.SBefore I ¥XEX went up there

A —— e

EBER someone at the gallery said)the phones should be taken off the

4

hook at nlpht,and everybody poohpoohed aliie s Z Well, sure enough, one

= s

f i
\ hlbht the phone started ringing.

Liza: You thought it was for you?

Chris: No....well, after the twentieth ring, I realized that

ouk ko %6% N2,
somebody was playing-o~titiie—teke ..,.By accident I had my watch

with me...it was nine:twenty-five. I said, I'll let it zing 'til tens
XREXXRERXXRAXXA¥(this is what constitutes an emergency/and after

that I'11 have to do come down and do something about it: Not take
the phone off the hook, because that would give the caller
satisfaction, but muffle the phone or disconnect the bell. So I
waited and waited and it was really pretty intense. At five to

ten the phone stopped ringing.

Liza: Someone was really questioning your integrity. Trying to
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catch you out prewling xaround downstairs.

Waitress: Poached eggs on whole wheat toast.

Liza: Thank you. Could you bring him some lemon?

Chris: It was like a personal triumph. I couldn't have stayed
up there all night hearing the phone ring. It's like a Chinese
water torture. I almost went down right away after ten minutes,
Ten minutes of a phone ringing, you know how long that is?

It really pissed me off because I'd made a resolution to stay up
there, and here was an external thing that was trying to force me
to break that. Like that camera sticking up and the shut&er......
Later people in the gallery told me that when someone weird came

in they kept an eye on them, but I was never aware of that....

Fofa paniain =
2 X LI
Van-Schley scared me, pacing around with his cowboy boots. I thoughkt

this guy's going to do something, and sure enoughjsoeﬂﬁhing came

whizzing out of the air,¥KBXhit me on the head and it was a box of
Ex-Lax.,

Idiza: Did it help?

Chris: I didn't take it. Afterwards I realized he'd done it as a
kindness, but at the time I thought it was a ¥# nasty joke and this

wag coing to be the beginning, peonle were going to start throwing
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things up. The article in Xi¥¥ Time came out, and then in the
Voice, and all of a sudden that week there was a heavy influx of

non-art people, guys who did little dances....

Liza: Who tried to needle you., [Bhe—rieestthing =bout—the—ptece—~
B ) =4

iﬂ:ﬁr:(:;;—you want a coffee? Tea? Milk?

Chris: Yeah,

Liza: (to waitress® A glass of milk,

Chris: You could hear everything in that room, it's like an echo
chamber. @&wwya(;uys would sit still to see if they could hear me
moving around on the platform, just moving my head on the pillow.
But I knew I had them all beat. I can stay still longer than
anybody.

Liza: You didn't have any doubts about the physical endurance
aspect of tHe piece, did you? Because your earlier work has prepared
for that. You're probably gqualified to be an astronauquow.
Chris: JI've been thinking about that\/a long time. I'm going to
be the first art astronaut.

shal

That'@Vﬁ& gtudio is in Venice: that little room in the back--
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training.
Liza: How serious are you about it?
Chris: Oh, it's just kind of a joke-fantasy.

Liza: Except it doesn't seem 1like quite such a joke mow. YOu

& Ha sasn
might actually want to go up bedhe—meen~ . .Was it hard lying

2till all that Eime?
Chris: During the day? Yeah, sure, because I either had to lie
on my back or my stomach. I couldn't lie on my side because I
4,53;u&'no
would have been seen. If somebody came in, I had to wait until
they left before I turned over, and sometimes that was hours.
That was a drag, especially if I wanted to take a piss because
my kidneys would start hurting. But on the whole it wasn't that
hard physically. X¥¥® The piece I did in Salt Lake City, hanging
on the museum wall, that was physically very painful....I've done
other pieces which involved more physical endurance......There's
i [ /
a W@Qrd thing that hapﬁgﬁ§‘§;2%;;ces like this and the ¥d Bed piece
that has to do with time. When I start, it seems as though it's

going to be forever, Three weeks BEEERMEXXIKEXXXAAI¥X. . .. when

you're not doing anything. You know rationally that one day it's
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going to be over, but emotionally you den‘t—seeept that, you can't

foresee the end. It's kind of a creepy feeling, because it's like

a model for life....The only thing that's forever is when you're

dead, right. XXX$¥ I'm almost thirty, and I kept on thinkingJ

(the first week represents the first third of my 1ife) s m o=
—  Yowr H:.ou.ng

ILB; Did you ever get so preoccupiod/with whart—you were—thinking

about that you forgot you were up thereZ That you lost a sense

of the piece or your constricted physical environment?

It's hard to answer exactly ... when I was thinking about 4ﬁf7

1
&

, ves I would. When my head was totally

P kel
the love g l.qﬁ,
into that, everythings else wfég;rma&ww—ér»éi-seemed normal.(}1lfﬁ&jzj:)

closg;fg)
I guess that'sywhat I meant oarlieg,when I said I felf glailty

because it was easy. It didn't seem strange at all for me to be

)
un there....tI have this week, and I have next week, and I have
‘*:—JQA'IG‘ .
the week after to think about this, it's fantastic. And nothing
1t
can happen that would change the situation. So I would say, Oh
()‘(, (5% \n{” [‘a,.w\:' i'{) a 4’1\ 2 O ol M, 10 ‘{'11’ f_i,,-\_;l!
donitmworvij you can think about ityéomorrqmo‘.

A ’?'( "
Liza: Did ¥6 the same thoughte keep on coming back, or did the
€ p

whole complexion of your thinking change as the days went ¥X by?

Were wvou thinking different thoushts?




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY Avalanche -~ T g--

Chris: There was something, but I can't....I'll think about

it some more.

Liza: Okay. Isn't that partly why you did this piece?

7ﬂmVssmh a
To "get your head in a different place?® XKIXRXAAWAXEXXXXAXEE

ten't 2
KEXBEXEYENXE funny expression, Because it's a totally physica

BXPEXEEBIPR representation of B mental & 011V1ty. I6s

\ihf ultlwafo mefaEEBE:_J//’#’fpﬂ

Chris: Well, emotionally I kind of drifted back towards

Ko el -
the—ﬁ%aiuswque\fthe way my life structured now). But if
b, pes kJJM{:{“X’“W“ﬁV g

T was in a really good mood, then I'd (thlnk more about the.

G C et ij\/\ ~eal” MT‘; h\/[r\ﬁ ke y’f"'w CM’“"“"‘“~J€"‘~

ﬁesq&%qi tvuvf'th:nvs»en&nﬂlng) L&M:) QS0
(AR 4
rLQ Q&-"‘r \9 w{5 Lepem

(laughs)
Liza: Isn't that kind of significant? So you arrived at what

EX¥ you would be clinging onto out of need.

Chris: Yeah.,
Liza: And for security.

Chris: Yeah.
Witk Lo gy bhadd
Liza;\fggior knowledge.

()

Chris: Yeah)but it was more than that. I started having dreams

that barallelled the emotionnl drift .......If there was a rhythm,
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{ How/ bt
it was like.....when I felt good,_Kxxﬁéégythmng that was going

to happen would be okay; when I felt bad, the whole situation
seemed hopeless: no matter which decision I made, I'd never
know what (the consequences) of the other would have been, Sso

% ultimately tragic.....There would be that kind of Zo;oilla‘tion.i
M skt con
but I can't remember whether it was correlated with anything
external.
Liza: Did you develop devices to make yourself feel better?
I mean, did you try to discipline your thoughts in any way?
Or did you let your thinking flow back and forth the way it
wanted?
Chriss I jugt let it go.
Liza: Completely.
Chris: Yeah, That's why it was so luxurious. I didn't make
any demands on myself . Every once in a while I would say to
myself, Jesus, you should do push-ups or ¥B¥ exercises. Then I'd

decide: you don't have to do anything. You're up here, and that's

enough., I felt I could be totally self—indulgent.}n.nZ)fLJrhﬁy\ﬁ\,

o~

Liza: But in fact all you could "do" was think. Or talk to

yourself when no one was ther:,
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Chris: I had pencil or paper. I could have written.

Liza: Oh, but you didn't. Not a word.

Chris: No. I considered it, but then I thought, well....

if I did any of those things, it would change the piece.

XXBX Then I'd be up on the platform writing about it .,

Liza: XEXARTt would become too self-conscious. Then it would
create a tension between the documenting and the experiencing...
Chris: I remember in the disappearing piece, I felt I couldrt
do anything, I coudn't watch TV, couldn't read a book, the

only thing I could do was walk around department stores like

a zombie in this weird part of ILA. It's as though I felt I
didn't have a right to do anything to cause me to escape from
the terms I had set up for myself.

XZ¥%X Waitress: Coffee?

Liza: Do you want some dessert? well. it's a need to conform
to your own specifications. (Maybe if you started writing about
it, you'd find the writing more interesting than the situation.

ubdol <’ﬂ?t

And then it eets oonfusing.) Do you feel you came out on top

of 1t9?
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Chris: On top of what?
Liza: The experience.
Chris: Oh yeah. I'm really happy with the piece.
Liza: Do you think you came out emotionally toughXer? No,
I don't mean on top of the triangle.
(’g (;'\ (CUVL@
Chris: I came out feeling you have to go whichever way you
fee;)and at some point you can't question that anymore, even
if that means staying within one emotional structure and
trying to work things out. I'd BX¥¥X say to myself, doesn't
becaws T can't leave itS
that mean I'm weak]/But you can't think that way, because if

that's what I want, that's what I should do, You can't forever

question what you feel.

WA
Liza: But don't you rem%per the discussion we had at Lady

Astor before the piece, when you were feeling pretty buoyant?
Jua
It seems pretty obvious that youAput yourself in a position

1 the piece
of physical and emotional duressy” which AXXEREAXIEE what

parallelled
cbouk ynac (.

you were feeling anywa&: so the stress gets intensifiedaju a/DU/UA.

ket o 2 5

And under those conditions tt—would seemfyour XKRXY¥EREXEXWAKIAX

—

whole being's going to incline towards security and familiarity,
(b 9:0.8,9.0 7.3 9.63:36.3.3519.64.0.8.53:5.8.8. 1. 0.0.8:59.8.9.

something that you're used to.




