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The Museum of Modern Art Archives, NY

s

NEW YORK UNIVERSITY

A private university in the public service

Grey Art Gallery and Study Center
NYU Art Collection

33 WASHINGTON PLACE AT WASHINGION SOQUARTE TAS]
NEW YORK, N.Y. 10003
TELEPHONE: (212)598-7603

March 22, 1983

Keith Sonnier
145 Chambers Strecet
New York, New York 10007

Dear Keith:

We seem to be involved in a situation that I certainly regret -
eing, as you know, both a staunch supporter of your work and
+ -I hope, an acquaintance if not a friend. From the very first
.. . exhibition I ever organized, you have been very supportive and
jronerous of my endeavors and I certainly want to be of yours.
Therefore, I would like to clarify the events surrounding the
loan of your work for the P.S. 1 retrospective.

.

When your work was donated to the Gallery by Mr. and Mrs. Steve
Chambers, it arrived crated and within the next four weeks (as

our staff is small and it was donated at the end of the year, a
time of many gifts) was inspected and catalogued. When the crate
was opened, the neon element was found to be broken. Unfortunately .
the donor was not then notified and that seems to be where this
problem is ffrst compounded.

The University provides the Gallery with a minimum allocation fot
restoration and the work was placed on our list but as it was not
going to be immediately in an exhipition or on view, it remained
in its crate until such time as we could allocate funds for resto-
ration. In the meantime, the P.S. 1 exhibition has been organized
and the loan requested. It had been our experience as a borrowing
and lending institution that when loans are requested and they are
not .in congition for exhibition, funds are provided for that pur-
pose by the borrowing institution. I do not know how many muscum':
collections we have enhanced through restoration of work not
currently on view that we wanted to borrow for exhibition purposes.

Although $200 is not an extraordinary amount, we simply did not
have it available when it was necessary nor did P.S. 1 allocate
funds in their budget for restoration. I called Leo Castelli to
see if I could raise funds through that source and 1 also endeavor:-:
to switch other monics in our budget to cover repair (but by this
time L was hearing of your apitation and you were aware of our
frustration) .
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I believe now funds have been provided through P.S. 1 for
restoration at a lower fipurc .han originally quoted, and
should there be some difficultv in providing these funds,
I personally would be happy to contribute.

P wanted an opportunity to caplain what was poing on Al
this end and 1 am sorry | could not conncct with you yia
telephone as I was working on a book and trying to get away
to Mexico City. The book remains a problem and I have can-
celled my Mexican sojourn and would like to help in any way
possible. TIf you like, let me know.

Sincerely,

Robert R. Littman
Director
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669 NOATH LA CIENEGA BOULEVARD
LOS ANGELES, CALIFORNIA 80069

213 652-9172

ROSAMUND FELSEN GALLERY

March 11, 1983

Ron Lynch

RS mal

46-01 21st St.

Long Island City, NY 11101

Dear Ron:

Keith called me to ask me to include a fourth piece along
with the shipment of his work to you, which I have done.

Please send an additional loan form for the following work:

KEITH SONNIER

Rangoli Mauo 5. 1980-81

Extruded aluminum and paper pulp,
and powdered pigment

29 5/8 x 31 x 1 3/8"

Value: $ 4,000.

Thanks,
Rosamund Felsen ; L%/

enclosures: 3 loan forms
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E INSTITUTE FOR ART AND URBAN RESOURCES  INC. EXECUTIVE OFFICE: PROJECT STUDIOS ONE (P.S.1), 46-01 21ST STREET,
1.C., NEW YORK 11101 AREA CODE 212/784-2084 BRENDAN GILL, CHAIRMAN OF THE BOARD OF DIRECTORS ALANNA HEISS, PRESIDENT
D EXECUTIVE DIRECTOR PROJECTS: WORKSPACE / PROJECT STUDIOS ONE (P.S.1) / THE CLOCKTOWER / CITY-WIDE EXHIBITIONS

March 16, 1983

Raridi and Andrew Pulvermacher
94-19 66th Avenue
Forest Hills, New York 11375

Dear Randi and Andrew Pulvermacher:

As I mentioned in our phone conversation, The Institute for Art
and Urban Resources is planning a major exhibition of the work

of Keith Sonnier in the main exhibition center at P.S. 1 (Project
Studios One). The show, organized by Alanna Heiss with the artist,
will include work spanning Sonnier's diverse career. It opens
April 10 and runs through June 5, 1983.

We would like to borrow NANDI from you for this exhibition. I
have enclosed loan forms for the work.

The Institute will be responsible for all the transportation costs
and will fully insure the work from nail to nail by Huntington
Block.

Our ‘truckers will be contacting you soon regarding the pick up
of the work.

Please feel free to contact me at P.S. 1 at (212) 784-2084 if you
need any further information or would like to discuss the loan.

Thank you.

Sincerely yours,

Ronald Lynch

Program Director

RL:rs
enc.
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THE INSTITUTE FOR ART AND URBAN RESOURCES, INC. EXECUTIVE OFFICE: PROJECT STUDIOS ONE (P.S.1), 46-01 21ST STREET.
L.I.C., NEW YORK 11101 AREA CODE 212/784-2084 BRENDAN GILL, CHAIRMAN OF THE BOARD OF DIRECTORS ALANNA HEISS, PRESIDENT
AND EXECUMVE DIRECTOR PROJECTS: WORKSPACE / PROJECT STUDIOS ONE (P.S.1) / THE CLOCKTOWER / CITY-WIDE EXHIBITIONS

February 18, 1983

Mr. Patterson Sims

The Museum of Modern Art
- 11 West 53rd Street

New York, New York 10019

Dear Patterson Sims:

The Institute for Art and Urban Resources is planning a major retrospective
of the work of Keith Sonnier in the Main Exhibition Center at P.S. 1.
The show, organized by Alanna Heiss with the artist, will include work

ing Sonnier's career. It opens April 10 and runs through June 5,
1983.

I am writing to inquire whether it would be possible to borrow Sonnier's
Ba-O-ba #3 (neon and glass, 1969, 10 x 9') fram your permanent collection.

The Institute will be responsible for all transportation costs and will
fully insure the work fram nail to nail by Huntington Block.

" please feel free to contact me at P.S. 1 at 784 - 2084 if you need
any further information or would like to discuss the loan.

Thank you.

Sincerely yours,

S

Ronald Lynch
Program Director
The Institute for Art and Urban Resocurces, Inc.
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THE INSTITUTE FOR ART AND URBAN RESOURCES,INC. EXECUTIVE OFFICE: PROJECT STUDIOS ONE (P.S.1), 46-01 21ST STREET,
LIC. NEW YORK 11101 AREA CODE 212/784-2084 BRENDAN GILL, CHAIRMAN OF THE BOARD OF DIRECTORS ALANNA HEISS, PRESIDENT
AND EXECUTIVE DIRECTOR PROJECTS: WORKSPACE / PROJECT STUDIOS ONE (P.S.1) / THE CLOGCKTOWER / CITY-WIDE EXHIBITIONS

March 25, 1983

Greg Sherman

American Video Studios, Inc.
717 Lexington Avenue

New York, N.Y. 10022

Dear Gregqg:

Enclosed is a check for $1,750. to serve as a deposit on the
rental of video equipment from April 6 to June L e

Keith Sonnier and I look forward to working with vou on the
reconstruction of "Channel Mix." 1I've enclosed some
information about the piece.

Talk to vou soon.
. i\
, .
DRV ),
Ronald Lynch '
Program Director
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THE INSTITUTE FOR ART AND URBAN RESOURCES , INC. EXECUTIVE OFFICE: PROJECT STUDIOS ONE (P.S.1), 46-01 21ST STREET,
LIC.. NEW YORK 11101 AREA CODE 212/784-2084 BRENDAN GILL, CHAIRMAN OF THE BOARD OF DIRECTORS ALANNA HEISS, PRESIDENT
AND EXECUTIVE DIRECTOR PROJECTS: WORKSPACE / PROJECT STUDIOS ONE (P.S.1) / THE CLOCKTOWER / CITY-WIDE EXHIBITIONS |

March 24, 1983

Gary Reynolds

Grey Art Gallery

33 Washington Place
New York, NY 10003

Dear Gary,

Enclosed is the loan form the Sonnier piece we are borrowing
for our exhibition in the Main Exhibition Center at P.S. 1.
The show opens Sunday, April 10 and runs through June 5, 1983.
The Institute will be responsible for all the transportation
costs and will fully insure the work from nail to nail by
Huntington Block.

Please feel free to contact me at P.S. 1 at 212-784-2084 if
you need any further information or would like to discuss
the loan.

Thank you.

Sincerely yours,

Ron Lynch

Program Director
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THE INSTITUTE FOR ART AND URBAN IIESOI.IRBIES.INC. EXECUTIVE OFFICE: PROJECT STUDIOS ONE (P.S.1), 46-01 21ST STREET,
LIC., NEW YORK 11101 AREA CODE 212/784-2084 BRENDAN GILL, CHAIRMAN OF THE BOARD OF DIRECTORS ALANNA HEISS, PRESIDENT
AND EXECUTIVE DIRECTOR PROJECTS: WORKSPACE / PROJECT STUDIOS ONE (P.S.1) / THE CLOCKTOWER / CITY-WIDE EXHIBITIONS

March 24, 1983

Robert Monk
Castelli Graphics

4 East 77th Street
New York, NY 10021

Dear Bob,

Enclosed are the loan forms for the five video stills and
the three prints we are borrowing for our exhibition in the
Main Exhibition Center at P.S. 1. The show opens Sunday,
April 10 and runs through June 5, 1983.

The Institute will be responsible for all the transportation
costs and will fully insure the work from nail to nail bv
Huntington Block.

Please feel free to contact me at P.S. 1 at 212-784-2084 if
you need any further information or would like to discuss the

loan.
Thank you.

Sincerely yours,

Ron ch
Program Director
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THE INSTITUTE FOR ART AND URBAN RESOURCES, INC. EXECUTIVE OFFICE: PROJECT STUDIOS ONE (P.S.1), 46-01 21ST STREET,
LLC. NEW YORK 11101 AREA CODE 212/784-2084 BRENDAN GILL, CHAIRMAN OF THE BOARD OF DIRECTORS ALANNA HEISS, PRESIDENT
AND EXECUTIVE DIRECTOR  PROJECTS: WORKSPACE / PROJEGT STUDIOS ONE (P.S.1) / THE CLOCKTOWER / CITY-WIDE EXHIBITIONS

March 8, 1983

Rosamund Felson Gallery
669 La Cienaga Boulevard
ILos Angeles, California 90069

Dear Rosamund Felson:

As T mentioned in our phone conversation, The Institute for Art and Urban
Resources is planning a major exhibition of the work of Keith Sonnier in
the main exhibition center at P.S. 1 (Project Studios One). The show
will include work spanning Sonnier's diverse career. It opens April

lo and runs through June 5, 1983.

According to your original agreement with Keith, you will pay for the
return shipment of his three pieces: Ragoli I, Ragoli IV and the neon
piece that was shown in Portland,

In order that all our records remain straight, could you please camplete
the enclosed loan forms and send the copies to me?

Thank you for all your help. Please feel free to contact me at P.S. 1 at
(212) 78B4-2084 if you need any further information,

Sincerely yours,

Fon Lynch
Program Director
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THE INSTITUTE FOR ART AND URBAN RESOURCES , INC. EXECUTIVE OFFICE: PROJECT STUDIOS ONE (P.S.1), 46-01 21ST STREET.
L.LC., NEW YORK 11101 AREA CODE 212/784-2084 BRENDAN GILL, CHAIRMAN OF THE BOARD OF DIRECTORS ALANNA HEISS, PRESIDENT

AND EXECUTIVE DIRECTOR PROJECTS: WORKSPACE / PROJECT STUDIOS ONE (P.S.1) / THE CLOCKTOWER / CITY-WIDE EXHIBITIONS

February 24, 1983

Mr, Greg Sherman
American Video

717 Lexington Avenue
New York, N.Y. 10022

Dear Mr. Sherman:

As per your telephone conversation with Bob Harris, a curator at The Institute for
Art and Urban Resources, Inc., I am enclosing a purchase order with a listing of
same of the equipment Bob discussed with you.

If there are any questions, please call The Institute at 784 - 2084.

Sincerely yours,

Rita Sirignano
Assistant to the President
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E INSTITUTE “FOR ART AND URBAN RESOURCES , INC. EXECUTIVE OFFICE: PROJECT STUDIOS ONE (P.S.1), 46-01 21ST STREET.
1.C.. NEW YORK 11101 AREA CODE 212/784-2084 'BRENDAN GILL, CHAIRMAN OF THE BOARD OF DIRECTORS ALANNA HEISS, PRESIDENT
D EXECUTIVE DIRECTOR PROJECTS: WORKSPACE / PROJECT STUDIOS ONE (P.S.1) / THE CLOCKTOWER / CITY-WIDE EXHIBITIONS

March 16, 1983

Ms. Clarisa Dalrymple
28 Howard Street
New York, N.Y. 10013

Dear Clarisa Dalrymple:

As I mentioned in our phone conversation, The Institute for Art
and Urban Resources is planning a major exhibition of the work

of Keith Sonnier in the main exhibition center at P.S. 1 (Project
Studios One). The show, organized by Alanna Heiss with the
artist, will include work spanning Sonnier's diverse career.

It opens April 10 and runs through June 5, 1983.

Wé would like to borrow your framed Indian drawing on handmade
rag paper for this exhibition. I have enclosed loan forms for
the work.
The Institute will be responsible for all the transportation costs
and will fully insure the work from nail to nail by Huntington
. Block.

Our truckers will be contacting you soon regarding the pick up
of the work.

Please feel free to contact me at P,S. 1 at (212) 784-2084 if you
need any further information or would like to discuss the loan.

Thank you.

Program Director

RL:rs
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irked with an encircled Gemini Insignia are the ones our curators say are here.
5 with KS to the left are your property.

PLease let us, know which ones are to go to PS I and we'll get them onto the truck )
within a few days(or to arrive when Ron Lynch wants them). As per our previous conversations,
Gemini will pay shipping (both ways) and crating. :

red, black redtangles
red, white rectangles
green, white rectangles
white, green rectangles
yellow, black rectangles

S @@ silver, red & blue rectangles GI11@ blue, black rectangles
@ CI(proof) white, red rectangles , GIV@ black, blue & red rectangles

SI black shapes
SII white shapes
S.IJ\] black shapes
M\L white shapes
Sy

S1XC black shapes =
white shapes i

#

black, yellow rectangles
blue, black rectangles
black, blue rectangles
white, black rectangles
black, white rectangles

SVI black, white geom. shapes
SVII  white, black geom. shapes
SVIIT black, white geom. shapes
SIX white, black geom. shapes

black shapes @ sx black, white geom. shapes*

SX(proof) white, black geom. shapes

- CGRIZ red and yellow, black geom. shapes *RV] blue and yellow, black geom. shzpes

* I blue and red, black geon. shapes

=R red ana green, black geom. shapes D *RVII green and orange, black geom. shape

**RVIII green and purple, black geom. Shape

**RIV. blue and yellow, black geom. shapes **RIX red and blue, black geom. shapes
**RV blue and yellow, black geom. shapes@=*Rx red and purple, black geom. shapes

‘7 *RX(proof) blue and red, black geom. shapes

72" *R111(proof) blue and pink, black geom.

[

shapes
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THE INSTITUTE FOR ART AND URBAN RESOURCESINC. EXECUTIVE OFFICE: PROJECT STUDIOS ONE (P.S.1), 46-01 21ST STREET,

L.LC.. NEW YORK 11101 AREA CODE 212/784-2084 BRENDAN GILL, CHAIRMAN OF THE BOARD OF DIRECTORS ALANNA HEISS, PRESIDENT
AND EXECUTIVE DIRECTOR PROJECTS: WORKSPACE / PROJECT STUDIOS ONE (P.8.1) / THE CLOCKTOWER / CITY-WIDE EXHIBITIONS

March 9, 1983

Sidney Felson
Geming

8365 Melrose Avenue
Los Angeles, CA 90069

Dear Sidney:

I met with Keith yesterday and we selected the pieces we would like to borrow
for the show. They are: CV yellow, black rectaale; CVI black, vellow rectanale;
CIAP silver, red and blue rectanale; SIV black white, geon shapes; SXC black,
white geon shapes; RT red and vellow, black geon shapes; RLI red and oreen,
black geon shapes.

As you agreed, Gemini will pay for shipping (both ways) and cratina. The
Institute will fully insure the work fram nail to nail by Huntinoton Block
Insurance.

Please camplete the enclosed loan forms and send us back a copy.

The show opens April 10 and runs through June 5, 1983. We would like the
work to be delivered to P.S. 1 by the first week of April.

Please feel free to call me at P.S. 1 at 212 ~ 784 - 2084 if you need any
further information or would like to discuss any details of the loan,

Regards,

Ronald Lynch
Program Director
The Institute for Art and Urban Resources, Inc.
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THE INSTITUTE FOR ART AND URBAN RESOURCES , INC. EXECUTIVE OFFICE: PROJECT STUDIOS ONE (P.S.1), 46-01 21ST STREET,
L.LC., NEW YORK 11101 AREA CODE 212/784-2084 BRENDAN GILL, CHAIRMAN OF THE BOARD OF DIRECTORS ALANNA HEISS, PRESIDENT
AND EXECUTIVE DIRECTOR PROJECTS: WORKSPACE / PROJECT STUDIOS ONE (P.5.1) / THE CLOCKTOWER / CITY-WIDE EXHIBITIONS

March 9, 1983

Cora Rosevear

Assistant Curator

Department of Painting and Sculpture
The Museum of Modern Art

11 West 53rd Street

New York, N.Y. 10019

include works spanning the artist's diverse career. It opens April
10 and runs through June 5, 1983,

We would like to borrow a Sonnier sculpture,- Untitled, 1967, from vour
permanent collection for this exhibition.

Of course The Institute will be responsible for the transportation costs
and will fully insure the work from nail to nail by Huntineton Block,

I will be contacting you soon to discuss the availability of the work.
I have also enclosed loan forms.

Thank you.

Sincerely yours,

Ronald Lynch

Program Director
The Institute for Art and Urban Resources, Inc.

RL:rs
enc.
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THE INSTITUTE FOR ART AND URBAN RESOURCES INC. EXECUTIVE OFFICE: PROJECT STUDIOS ONE (P.S.1). 46-01 21ST STREET.
L.I.C., NEW YORK 11101 AREA CODE 212/784-2084 BRENDAN GILL, CHAIRMAN OF THE BOARD OF DIRECTORS ALANNA HEISS, PRESIDENT
AND EXECUTIVE DIRECTOR PROJECTS: WORKSPACE / PROJECT STUDIOS ONE (P.S.1) / THE CLOCKTOWER / CITY-WIDE EXHIBITIONS

March 9, 1983

Susan Brundage

Leo Castelli Gallery
420 West Broadway
New York, N.Y. 10012

Dear Susan:

Enclosed are loan forms for Keith's work that we would like to borrow for
the show in the Main Exhibition Center at P.S. 1, opening April 10 and
running through June 5, 1983. In my talks with Tim and Marie, everythina
seems to be available.

Of course, The Institute will be responsible for transportation costs and
will fully insure the work from nail to nail by Huntington Block Insurance.

I want to thank you and everyone at the gallery for vour help and patience,
Just think how much storage space this will leave you!

Please call me at P.S. 1 at 784 — 2084 if you need any further information.
I will be contacting the gallery soon regardina trucking arranaements.

Thanks again.

Regards,
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LAYTON AND SHERMAN
S50 ROCKEFELLER PrLaza

NEw York, N.Y. 10020
|2i2) 88-4300

March 21 ’ 1983 CABLE ADDRESS "LATOSAN' NEW YORK
TELEX NO. 420023 LAS UI

BY HAND

Mr. Keith Sonnier
145 Chambers Street
New York, NY 10007

Dear Keith:

Enclosed is a copy of the retyped text. You can
either make corrections by hand and give your marked-up copy to
one of the P.S. I operatives, or you can call me with the
corrections and I will have them incorporated in a completely

clean final and delivered to P.S. I.

Either way, I would appreciate it if you would let me
know what you are doing.

Fredrick E. Sherman

Enclosure \\
r""—"--.\‘
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PHOTOS

Sa (Ba-0-Ba Series). 1974

Neon

75x71x13%"

Collection of the artist

Photo: Grant Taylor Photography

Lac Prison. 1980

Glass and neon

ThHx7%"

Courtesy Galerie France Morin, Montreal, Canada
Photo: Pierre Boogaerts

Abaca Code RVIII. 1975

Hand cast paper, hand stamped

6x8"'

Collection New Orleans Museum of Art
Photo: Ellen Hinderer

©) Gemini G.E.L.

(Not included in exhibition)

Abaca Code CVII. 1975

Hand cast paper, hand stamped

6%' diameter

Courtesy Gemini G.E.L.
Photo: Ellen Hinderer

(:) Gemini G.E.L.

(Not included in exhibition)
Kali. 1981

Bamboo and enamel paint
38x19%x22"

Collection of the artist

Photo: eeva-inkeri
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PHOTOS 2

Column II. 1981

Corrugated aluminum and neon

S LS SR L

Courtesy Michelle Lachowsky and Leo Castelli Gallery

Hod Vowel. 1982

Dry pigment, charcoal and aluminum spray paint
81x50"

Courtesy Leo Castelli Gallery

Photo: Glenn Steigelman Inc.

(Not included in exhibition)

Phone I. 1982

Dry pigment, metallic copper paint and charcoal
89%x59 3/4"

Courtesy Leo Castelli Gallery

Photo: Glenn Steigelman Inc.

Channel Mix. 1972 (Reconstructed 1983)
Video and audio installation
Photo: Richard Landry

Light Bulb and Fire. 1970
Black and white %" videotape with sound

20 minutes
Courtesy Leo Castelli Gallery
Photo: Richard Landry
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Vidoetapes by Keith Sonnier

"Light Bulb and Fire" 1970

“*l-200" 1972
"Black Light, White Light" 1972
"Mat Key and Radio Track" 1972
"TV In and TV Out" 1972
"Color Wipe" 1973
"Animation 1" 1973
"Animation 2" 1974
"Satellite Phase 1"

"Satellite Phase 2"
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Films by Keith Sonnier

"Dis-Play"

"Painted Foot: Black Light" B/W

"Rubdown" B/W

"Positive, Negative" B/W

"Negative“ B/W

"Lightbulb and Fire" B/W

"Foot and Strobelight" B/W

T-Hybrid-v-1 Color/B&W

T-Hybrid-v-Z. Color

T-Hybrid-v-3 Color

T-Hybrid-v-4 Color

Channel Color/B&W
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Keith Sonnler

Keith Sonnier, 1-200, 1972, b&w, 30 min., sound.

1-200 was taped with two cameras with alternating visual
scopes. Each has a different focal point (one a circle and
the other a cross), and the counting of numbers alternates
arbitrarily between the camera operators. (One person can
pick up where the other left off counting). The events in the
tape, activities that are played or performed, involve
positive-negative reversals done both literally and
electronically by turning lights on and off and by means of
the special effects generator. The difference in these

modes of lighting can be recognized by the range of the
light source. Literal lighting has a precise position within
the video space while the electronic lighting conveys no
such differentiation. Panels with rectangular holes through
which images can be seen (body parts such as a finger or a
navel) parallel the electronic creation of rectangles or
quadrants through special effects. Sometimes these
effects are layered over each other, the literal rectangle
within the electronically generated rectangle. These
devices show Sonnier's interest in framing—the close
focus of the camera within the fiat rectangles of literal and
electronic frames.
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Keith Sonnier, Black Light, White Light, 1972, color, 60
min., sound.

Black Light, White Light is an extension of Sonnier's
interest in the execution of activities in uninterrupted video
time. He and two performers, Tina Girouard and Suzanne
Harris, play with fluorescent paint and a bowl of water,
painting themselves or each other so that they glow when
the black light is turned on. For example, Harris paints
Sonnier's face pink and paints a line drawing on her own
face that is revealed when the lighting changes. The
switching from white to black light is a variation of the

Keith Sonnier

on-off, negative-positive binary systems of Sonnier's other
tapes. In this one also, he continues certain thematic
activities—the making of handprints with paint and the use
of the light bulb as a moving object even when it doesn't
light up. Eventually almost everything gets covered with
fluorescent paint in the spirit of playing a joke—the bulb,
the tip of the microphone, arms, hands, a cigarette. As in
other tapes, there is punning on the levels of reality within
the video space. A pair of pants is hung up, for instance, to
stand for a body. Panels are used with rectangular holes
through which objects are seen to mimic the electronic
creation of such images.
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Keith Sonnier, Light Bulb and Fire, 1970, b&w, 20 min.,
sound.

Light Bulb and Fire is a directly shot situational videotape,
static except for camera-range activity and close-ups.
Various activities are performed within a restricted area
involving props such as a trick light bulb (a way of
“lighting” without an electrical source or cord), spray
paint, powder for igniting a fire, and sheets of paper. While
the thematic continuity of light by means of bulb and fire is
maintained throughout the tape, the activities are
improvised. Hands and feet manipulate the objects—the
viewer cannot see more than these limbs, which operate as
tools for the movement of the props. The activities are

Keith Sonnier

improvised rather than choreographed, even though some
have begn derived from movements made in the execution
of Sonnier's static work. The activities convey a sense of
performance that is task and object-oriented. The situation
In which these occur is that of video Space and time—an
ungdited block of time that Sonnier has maintained as a
unit. He emphasizes the ambiguity of images in video as
opposed to real life. For example, a black “hole" or shot
appears on the screen from time to time. Only later does
the viewer see that this is caused by the trick light bulb
going on anq off. The ambiguity of information viewed on
thg monitor is reinforced by his use of wipes and reversals
of image from positive to negative, by means of a special
effects generator.
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ZIPORA RAFAELOV

1954 born in Ber-Sheva, Israel
1976-1980 study in the Art School, Bat-Jam, Israel
1980-1983  study in the Kunstakademie Disseldorf West Germany

LIUBA SHTEIN

1955 born in Vilnius, Lituania, Soviet Union
19681972  evening Art School
1973-1976  working in advertismenl as Artist Decorator
1975 emigrated to Israel
19751980 Art Department of the Art and Design
Academy 'Bezakl', Jerusalem (BFA degree)
1980-1983  Kunstakademie Dusseldorf
1981 receive 'Meisterschdler’ name
1977-1983 taking part in exhibition in Israel and West Germany

PAUL GOBEL

1958 born in Sonnern, West Germany
1977-1981 studies in Biology, West Germany
Since 1980 Kunstakademie Dusseldorf, W. Germany

KAI-JONE LAW
1953 born in Hong Kong
1977 graduate from department of Fine Arts

the Chinese University of Hong Kong
1977-1981  work as Technician in the department of Fine Arts,C.UH.K.
1981- receive German Academic Exchange Service scholarship

and study in the Kunstakademie Dusseldorf, W. Germany
1973-1983 group exhibition in Hong Kong and West Germany
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Keith Sonnier

Keith Sonnier, Mat Key and Radio Track, 1972, color, 10
min., sound.

Mat Key and Radio Track, filmed with two cameras and
using a special effects generator, extends Sonnier's
involvement with a direct and immediate video situation.
People perform extemporaneously with a range of objects
such as light bulbs, gloves, paint, and cloth. The
independent play of color through color keying allows
technological as well as physical activity. This tape also
uses binary systems such as positive-negative images and
on-off, (the metaphor of the light bulb), both through

special effects and literal action.

The soundtrack includes the constantly switching
channels of a radio as well as the dialogue between the
performers, often unrelated to the observable events. The
interactions between the two performers (Tina Girouard
and Suzanne Harris) has a certain psychological edge. Its
context remains unknown but functions along with the
arbitrary humor of the radio track to reinforce the actions of
the tape in unedited video time. The sense of a specific
amount of time is clear from comments made during the
tape, such as . . . get the green light bulb . . . you only
have a minute to get it together”, which has the ring of an
AM sportscaster.
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Keith Sonnier, TV In and TV Out, 1972, color, 10 min.,
sound.

TV In and TV Out is a situational videotape shot with two
cameras and taped in front of a monitor. One performer
(Suzanne Harris) couldn 't see her own image, while the
second performer (Tina Girouard) was in the control room
with Sonnier, although these positions change during the
tape. The performer who is isolated from her own image
and from the TV set is dependent upon the other, who has
microphone contact with both the control room and the
isolated performer, for information. The necessity for
communication is intensified by the frequent switching of
television stations, when one performer can respond to
only audible cues. The soundtrack includes the dialogue
between the performers and Sonnier as they discuss

Keith Sonnier

the situation and respond to what they can see or hear of
the TV programs. As in Sonnier's other tapes, props such
as light bulbs and a record disc are used. The objects
within the video space are often manipulated as puns on
the special effects generator. For example, a bulb is
dlspiaye_d through a piece of cardboard with a rectangular
hole, mimicking the quadrants possible through special
effects, The camera's focus on the TV screen and then on a
performer within a quadrant parallels the commercials
heard on the soundtrack.

As in many of Sonnier's other tapes, TV In and TV Out is
unedited. However, there is much off-screen information
that extends, by implication, the video space into the
control room. Consequently, the tape is about modes of
_slgnal_lmg and transmitting information, sometimes
involving a psychological interchange between the
performers as they continuously switch roles.
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Keith Sonnier, Color Wipe, 1973, color, 30 min., sound.

In Color Wipe, two pivoting studio cameras, handled
almost like machine guns, are rotated by Tina Girouard and
Suzanne Harris. Sonnier is in the control room giving
directions, able to see what both cameras are picking up,
and punching in between the two images. Harris and
Girouard, on the other hand, can see only what their own
camera is getting and not the mix of the two. The studio
set-up involves literal color blocks—a whole wall covered
with color, organized in relation to the color switches in the
sontrol room, the result being almost the reverse of what is

on the wall. Sonnier plays with both literal and electronic
switches and wipes—sometimes a literal panel switches
over the technological color switch. The panels are also
used to create literal wipes while the special effects
generator permits vertical and horizontal wipes
electlron}cally, There is a strong sense of being within a
studio situation. For example, Harris says, “| crossed my
own wires". Sonnier gives the instruction, “In your next
_round. try to take in the monitor and the camera”. One shot
is of the cameras focused directly into one another lens
into lens, as Harris and Girouard find and are picked'up in
each other's position.
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Keith Sonnier, Animation I, 1973, color, 14 min., sound,

Animation | is made with a computer, "Scanimate", that is

able to control the scan lines of a television and to cue

information into certain lines. The computer s

programmed for three independent visual transformations

or channels, similar to audio “tracks"”. One program of the

tape is off-air, using television images, predomin The soundtrack is

questioning of f and magazines of July, 1973
Smithson’s death in a plane ¢

Kodaliths, like film negatives. These were placed jn front of “human interest" |

a lit screen and shot with film that could shoot negative

type. The third track involves numbers and letters—1, 2,3,

4,and A. B. C. D—which cue in information for the entire

tape. Thus, showing these as Images is like revealing the
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Keith Sonnier, Animation Il, 1974, color, 25 min. sound.

Animation 1l, taped at Computer Image in Denver,
Colorado, was made electronically on a computer named
“Caesar’ that animates predominantly cartoons and type.
Sonnier's tape explores the possibilities of the computer
set-up: the computer frame is divided into seven parts with
an input for each one, each with an axis that can be rotated,
and each having an independent track. Any number of
these sections can be eliminated, and they can all be
sectioned, superimposed, or twisted topologically.
Sonnier has used all seven tracks in his animation, the
limits of the information determining the parameters of
what is referred to as the "art work" by the computer
technicians. The sections of this configuration are listed

and keyed in by number. Separate images include textures,
colored bars, grids, and the radar-like tace ot the computer.
The soundtrack is the dialogue between Sonnier and the
technicians; he directs them in the manipulation of
elements, sometimes requesting “'stop and playback™ or a
view of the total “artwork”. There are no pre-determined
sequences for this animation—moves are chosen
extemporaneously.

While the narration occurs in ordinary video time, the use
of the computer involves a different kind of time. Instead of
continuum time, it is possible for the computer to animate
and store information which can be recalled and placed
where desired, as if this data existed on loops. This is
unlike ordinary tape editing, for it implies longer stretches
of time than one experiences in watching the actual tape.
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Keith Sonnier, Dis-Play, 1969, b&w, 11 min., sound.
Camera: Richard Landry. Performers: Tina Girouard,
Michael Kern. Kinescope.

Dis-Play was originally shot as a half-inch videotape in the
artist's studio and a kinescope later made from parts of it;
the tape Included several elements elaborated in later
videotapes.

The set consisted of two six-foot square mirro s propped
against opposite walls so that the p_erformars could relate
directly to what they were doing in real time. A 'slide
projector focused onto the wall next to one of the mirrors
projected white light at half-second Intervals; occasionally,
slides were inserted of activities from previous taping
sessions. A large stretched theatrical scrim hung from the
ceiling between projection wall and projector, creating a

Kelth Sonnler

floating screen (It was the visual effect of this element
which suggested to Sonnier the use of large-scale video
projections,)

In the kinescope, the scrim works as a light shutter
which opens and closes as performers move it up and
down. The performers cue their activity to their reflections
in the mirrors or their enlarged shadows on the scrim. The
combination of scrim and projected white light suggests
other spatial dimensions, and the kinescope, which
combines different time-sequences from the videotape,
plays on the visual and audio ambiguity created by the
levels of reflection and projection. An alternation of moods
Is set up: in some sequences the images are light and
diffused; in the darker spans there are close-ups on more
focused movements. The soundtrack (usually music or talk
abouatthe sound of the equipment) follows the mood of the
activity.
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Keith Sonnier, Painted Foot: Black Light, 1970, b&w, 16
min., sound. Kinescope.

Painted Foot: Black Light was shot as a half-inch black and
white videotape and shown in large projection using an
Amphicon projector, one of the first uses made of this
projection device by an artist. Sonnier later made a
kinescope from the tape because he wanted to preserve the
scale of the video projection.

The videotape was shot with a stationary camera, the
performance area heavily lit and demarcated with black
light together with sequenced strobe lighting. The
performer enters the activated space and arranges the

props—a jar of luminous paint and a two-foot length of
wood—in full camera view. The activity suggests a
ritualistic manipulation of elements—he slowly applies the
pigment to his foot, working his way up to the knee, the
strobe light setting up a rhythmical cadence. He moves his
foot repeatedly from the paint-splattered floor area to
the wooden prop in a slowed-down stamping rhythm,
flexing his ankle, holding his foot in different positions
and shifts the prop around with it. The activity ends witﬁ
the head of the performer placed against the length of
wood, now covered with imprints of his foot.

The kinescope made from the original taping reinforces
black and white contrast and the use of black light
suggests a negative infra-red image. KS/LB.
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Keith Sonnier, Rubdown, 1970, b&w, 11 min., sound.
Performer: Michael Kern. Kinescope.

Rubdown, like Positive-Negative, was also made in a
television studio at the University of California at San
Diego, used in performance as a large projection, and
originated on one inch tape, using two cameras. The
kinescope makes more use of dissolves and wipes rather
than a vertical split screen as in Negative.

Filling one half of the frame is the torso of a male lying

Keith Sonnier

on his back. In the other half one hand rubs a foam rubber
mat. Off-camera microphones are used to amplify the
movement of the hand on the foam. Other props are
wooden blocks, which are arranged around and on top of
the performer. The torso remains motionless throughout
the film. The two cameras probe different aspects of the
obviously sensual activity. These shifts of point of view
alter the viewer's focus on the activity so that the change in
scene through dissolve and wipe, and negative and
positive keying serve to rarefy and redefine the erotic
connotations of the activity more abstractly.
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Keith Sonnier, Positive-Negative, 1970, b&w, 12 min.,
silent. Performer: Tina Girouard. Kinescope.

Positive-Negative was made in the video studio of the
Medical School at the University of California, San Diego,
and projected during a live performance in the Art
Department there. It was the first tape Sonnier shot in a
television studio with the help of technicians and elaborate
mixing equipment. Two large studio cameras and ong-!nch
tape were used, and the lighting and technical facilities
available mitigated the need for objects which in the earlier
situational tapes had functioned as light modifiers or

performance props. Rather than the camera being stationary
and the activity dependent on one camera view, the set now
remains stationary and the dual cameras, properly mixed,
alter scenes instantaneously. In Positive-Negative, the two
cameras frame the performer's head rotating full circle so that
complementary views of it are seen simultaneously, on each
half of the split screen, one in positive and the other in negative.
As the performer turns, the cameras independently pick up her
face and the back of her head, or her left right profiles, so that a
constant binary relationship is maintained. Camera so arization
(causing image disintegration), wipes, dissolves and, at the end
of the kinescope, superimpositions, alter figure-ground
relations.
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Keith Sonnier, Negative, 1971, b&w, 11 min., sound.
Camera: Richard Landry. performer: Tina Girouard.
Kinescope.

Negative is a kinescope made from a half-inch videotape
shot entirely in negative. A stationary camera focuses on
Girouard's leg from the knee down, center frame; she
moves her foot heel-toe heel-toe to the beat of a
metronome. The zoom lens of the camera is opened and
closed to the same beat. _ i

At first all that is seen is a repetitive sequence of activity
in the foreground in high contrast. The Synchromzed
movements of the zoom lens have a voyeuristic touch, as

Keith Sonnier

though the camera were peering through a keyhole. In the
original taping, the performer cued her movements in
response to the image feedback of the video monitor, and
one senses a narcissistic enjoyment of her moving heel and
toe, flexing her ankle or arching her foot. Towards the end
of the film, the sound sequence changes (the metronome is
speeded up) and the frontality of the image opens up by
revealing two additional frontal planes which expand the
depth of field. The performer is in fact seated on a clear
plexiglass cube through which her leg has been filmed. The
cube is identified when another performer's hand (the
artist's) enters the frame and smears paint on two of its
sides. He then applies the paint to Girouard's foot and leg,
which continues to move in time to the metronome.
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Keith Sonnier, Lightbulb and Fire, 1971, b&w, 21 min.,
sound. Kinescope. -

4s in Painted Foot: Black Light, Lightbulb and Fire was
nade from a half-inch videotape in which Sonnier himself
serformed. The elements in this kinescope are a trick
ightbulb, which is turned on and off by hand or foot, and
silver paint which is applied to hand and foot, so that
mprints are left within camera view in accordance with
heir movements. A flammable powder is sprinkled on the
loor, encircling the activity, and then ignited as the
ightbulb is removed.

In this form of situational shooting, used in many of
onnier's early videotapes, {here is a constant close-up on
n activity which is not so much task-oriented as it is a way
f sustaining the performer’s interest throughout a span of

recorded time i.e. the length of the tape. Some of
its visual aspects derive from the framing of TV
commercials—many of the tapes involve a focus on the
simple movement of a part of the body repeated over and
over, However the movement never becomes mechanical or
rote-like because video monitor feedback in the original
taping gives the performer an instant awareness of what he
looks like on camera, and he can adjust the detail of his
activity in response to what he sees.

Tng use of silver or luminous paint, of black light, and
positive-negative reversals was intended to neiéhlen
contrast and to amplify visual effects which would
normally require elaborate studio facilities. They also had
another function, that of emphasizing the object-like
quality of a part of the body, which, by being singled out
through framing, had already been objectified.
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Keith Sonnier, Foot and Strobelight, 1970, b&w, 8 min.,
sound. Camera: Richard Landry. Performer: Tina Girouard.
Kinescope.

Foot and Strobelight is a kinescope made from selected
parts of a 60-minute half-inch black and white videotape.
The lighting is the same as for Painted Foot: Black Light
(performance area lit by black light and sequenced strobe)
but the elements include a foam rubber block which
supports two stockinged feet kicking against it. The
strobelight hits the foam directly creating an after-image,

Keith Sonnler

(T

and making the feet look as though they're moving twice as
fast as they actually are.

The microphone picks up the sound of the pacing strobe
the sound of the kicking feet muffled by the foam, and thé
performer’'s moans as she grows more and more exhausted.
The camera is moved from its upright stationary position
ad turned sideways several times during the activity, thus
confusing the spatial orientation. :

The effect of the strobe light on the foam

grey film image, followed by after-im
contrast.

produces a very
ages of higher
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#eith Sonnier, T-Hybrid-V-I, 1971, color/b&w, 13 min.,
sound. Kinescope.

"he Hybrid series of kinescopes derive their title from the
uxtaposition of commercial television content with
ituational narrative taped material.

T-Hybrid-V-/ is a split-screen kinescope in which the
nput from six or seven different, black and white,
tudio-shot tapes is intercut with three-minute sections
rom daytime television programming. These were shot
rom one half of a TV monitor while the other was masked,
nd original situational footage was edited in to the blank
ction of the film. The film was then rolled back and the

procedure repeated with the other half of the monitor.
Numerical counting sets up the narrative structure of the
situational taping: first by a man in Spanish, then a woman
in Chinese, then a man in English. While the counting
takes plgce on one half of the screen, fragments of daytime
TV movies are seen on the opposite side, setting up a
dramatic tension between the two visual inputs. This
tension is accentuated by the soundtrack which switches
back and forth from one half of the screen to the other, thus
deflecting the viewer's attention from side to side.

The black and white sections of original tape were
occas_ionally tinted by placing corrective color lenses over
the kinescope camera so that off-air reception color is
combined with flat monochromatic tints.
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Keith Sonnier, T-Hybrid-V-Il, 1971, color, 11 min., sound.
Performers: Tina Girouard, Suzanne Harris. Kinescope.

This kinescope was made from excerpts from a one-hour
black and white videotape of situational activity shot in the
artist's studio. A distinctive feature of this Hybrid is its
framing: a circular mask replaces the rectilinear frame of
the monitor for kinescoping. The color, an Iintense
red-violet, is generated directly through the monitor by
intensifying the appropriate color guns and by artificially
tinting the black and white videotape.

In the original studio taping, two cameras and a special
effects generator were used. The performers sit on a piece
of foam rubber out of which a hole has been cut;
corresponding circular image is set up on the wall behind

Keith Sonnler

them by a sheet of paper with a hole cut out of the
center. Each performer holds a microphone into which she
speaks and which she also manipulates as a prop. The
soundtrack combines the voices of Girouard and Harris
counting and talking, Sonnier's muffled directions in the
background, and the sound of the microphones rubbing
against the foam.

The performers are almost always seen in close-up, with
the circle occasionally being split horizontally or vertically.
There are frequent wipes and horizontal roll bars, and at
times the image is abstracted into line patterns: an effect
produced during the making of the kinescope by
fast-forwarding the tape. Because of this, the pacing of
T-Hybrid-V-Il moves from static dialogue to accelerated
activity, suggesting animated time-shifts.
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Keith Sonnier, T-Hybrid-V-1ll, 1971, color, 11 min., sound.

Kinescope.

As in T-Hybrid-V-Il, a mask was placed over the video
monitor during the making of the kinescope, this time so
as to create two equal vertical parallel rectangles on a black
background. The rectangles show sections from a one-hour
black and white videotape which is artificially colored blue

and green from the monitor, rather than by tinting the lens
of the kinescoping camera.

The activity is minimal; large paper cut-out numerical
digits in one section of the screen, and parts of the body in
the other, dictate the composition of the imagery. During
the shooting of the kinescope, the tape was speeded
forward to other sequences where horizontal roll bars and
illustrated numbers suggest computerized images, which
are vocally reinforced in the soundtrack,
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Keith Sonnier, T-Hybrid-V-1V, 1971, color, 12 min., sound.
Performers: Tina Girouard, Barry Sonnier. Kinescope.

As for the other Hybrids, the kinescope was shot directly
from a masked television monitor. The screen is divided
into two horizontally parallel rectangles over a black
ground. Inputs from two video cameras are combined and
modified, often keyed to negative by use of the special
effects generator. The dominant color of the image in the
first and last sections of the kinescope is a deep

Keith Sonnier

artificially-generated green; the center section is scarlet
and shot full screen with no masking of the video monitor
and frequent shifting from positive to negative, producing
variations in intensity depending on the contrast levels.
The performers count out commands and numbers in
relation to the positive-negative shifts. Value-changes are
achieved through the use of dissolves and wipes and
frequent superimpositions of images.

Both Hybrids /Il and IV were used in large projection
during a live performance on a proscenium stage at
Document V, Kassel, Germany, in 1972.
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Keith Sonnler, Channel Mix, 1973, color/b&w, 21 min.,
sound. Technical assistance: Richard Landry, Kunl
Munkasci.

The kinescope of Channel Mix was made from a taped
section of Sonnier's video Installation at the Leo Castelll
Gallery in 1972, during which live programming from four
different commercial television channels was shown in two
wall-size split-screen projections. In the raw tape, made
from the installation, two special effects generators were
used to alter the juxtaposition of channel inputs and to
change the pacing of the imagery. This is the first
kinescope of Sonnier’'s in which there is no pre-recorded

_

~Collection:

"~ MoMA PS1

I . .A7¢8

narrative situational footage and only off-air TV signals are
used

The color in the kinescope was produced by placing
thealrical gels directly over the monitor face; the gels were
cut and arranged in different ways to section off parts of
the image, suggesting elaborate computerized mixing. The
composite fiow of direct channel information is interrupted
by rapid alterations in speed, giving the appearance of a
much greater and more diverse level of input

The kinescope sets up a complex reality from the
sometimes conflicting irformation from four different
channels simultaneously, so that there is no longer a
single linear reading of a televised event, and the viewing of the
film becomes analogous to a quadrophonic visual experience
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GEMINIGEL.  PRINT DOCUMENTATION painto._KS75-5129
8365 Melrose Avenue
Los Angeles California 90069 @
213 651-0513
Arist__Keith Sonnier

Period of collaboration_0ctober 1974 to April '[975
Right to Print date __March 1’4, 975
Canceliation date __ April 2, 1975
Date signed___April 4, I9?5
Medium 2_color screen print/vat-dyed/wax-coated
Size: H 35"  w 47 1/4" Edge: hand-torn
Signature location _ On_image, lower right
Processing and proofing_RObert Knisel and Jeff
Wasserman
Edition printi Robert Knisel and Jeff Wasserman
_assi ste'? by Anthony Zepeda
Collaboration and supervision___Jeff wasserman
*Green Scene: Gemini II, Gemini s f255. 21255
3/25, 4/25, 5/25, 0}25 14/25, 18/25 22/25, AP I, AP II, AP VII, AP IX, AP X,
AP XI, AP XII, AP XIII, RTP

Printing Sequence Process or Printing Element Additional Information
iblack polyester screen (photo stencil)

_2green dipped into mixture of powdered pigment, gum arabic and water
_3wax heat transferred from wax-coated paper

4

5

6

7

8

]

10

11

12

*NOTE: Within each scene there are 5 images derived from separate stills selected by the
artist from his video tape, Animation II. The tape is a computerized animation; each
plate represents imagery changes which occur during animation.

No. Paper

Edition 25 Okawara Japanese rice paper
Artist's Proofs 13 " " " W

Trial Proofs

Color Trial Proofs 4 " " i 0

Right to Print Proof L, " 1 [0

Printer's Proof Il [ n ] M

Gemini Impr i 3 " " " "
Cancellation Proof 1 " " n "

Other Proofs S.P. 1
ﬂodtcllnmolboulnfcrmatlonbco ».’
/( ) 4 % ¥
Arist 7 //'-u' ' Date y" ""-
) d %
[}

- | r : [ b »
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e: 16/25, 17/25, 19/25, 20/25, AP 111, Cancellation Proof

equence Process or Printing Element Additional Information
polyester screen (photo stencil)
*Red Scene: Gemini 1, 6/25, 7/25, 8/25, 9/25, AP 1V, AP VIII, SP I —— =G

TR ey =5+ _ Srinti ' Pri

Printing Sequence Process or Printing Element Additional Information nting
SEIeE poTyester screen (photo stencil) mm
2red immersed in mixture of powdered pigment. gum arabic and water 2 blye

3 wax _heat transfered from wax-coated paper %
4 é‘“-~HHﬁ
5 5

6 i
8 N
9 R
1 N
12 N

*See front page




*Blue Scene: 11/25, 12/25, 13/25, 15/25, AP V, CTP I, PP II i'g

¥

- *See front Page

R

[BER ][]
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‘Scene: 21/25, 23/25, 24/25, 25/25, AP VI, CTP II

Process or Printing Element Additional Information

DoTvesner_s;reen_inhntn_stenci1\

1mmersed cture ¢ powdered pigmen

heat transfered frqm_ugg__gg;gg_nnpgr

(o

Printing Sequence Process or Printing Element Additional Information
k polyester screen (photo stencil)

g EREEE z
heat transfered from wax-coated paper

Green Variation: CTP IV
MWhite/Blue: CTP III

¥
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NT TERMINOLOGY

Right to Print

The first impression achieved in the
proofing period which meets the esthetic
and technical approval of the artist and
Gemini. Each print of the Edition must be
identical to this standard.

Edition

The body of prints identical to the Right to
Print proof. Two numbers are used in the
signing procedure: the upper one is

numbered consecutively beginning with 1 and

indicates the number of that print within
the Edition; the lower number indicates the
total number of prints in the Edition.

Printer's Proof Il
A proof pulled for the printer of the Edition.

Artist’s Proof

A proof of good quality which closely
matches or equals the standards of the
Edition prints.

Trial Proof

Generally, a proof which varies from the
Edition in imagery, printing sequence, has
added or deleted elements, or in some way
the printing has differed from the Edition.

Color Trial Proof

Generally, these proofs have the same
printing elements as those in the Edition,
but there may be a sequence which differs,
or has been added or deleted as in the
Trial Proof, or there may simply be a color
variance. Both a Trial Proof and Color Trial
Proof may have been pulled at any time
during the proofing period or while the
Edition is being printed. They are signed

if the artist feels they have a desirable
quality of uniqueness which gives them
special merit. Occasionally, there is an
overlap in intent between the Trial Proof
and the Color Trial Proof.

Working Proof

A print which has at least one printing ele-
ment and upon which the artist has added
work by hand.

Progressive Proof

A series of proofs primarily intended to
illustrate the development of the image of
the finished print. One set of Progressives
shows each color or element singly. The

other set shows the actual development of
the completed print as each color or
element is added, one by one.

State I
The result of an artist developing a varnance
in a previously resolved print resulting in

a complete Edition with accompanying
proofs. The variance may involve a change
in color, elements or printing sequence.

Gemini Impressions
Prints identical to the Edition pulled for
exhibition purposes.

Cancellation Proof

To assure that no further proofs can be
pulled from the printing element after the
Edition has been printed, the printing
element is cancelled by either the artist or
printer. In the case of the lithograph, the
printed image is fully inked and then
defaced by the use of a sharp instrument
or a stone hone. In the case of the screen
print, a chemical substance is added to.
the stencil to effect the Cancellation mark,
thereby preventing future use of that image.
In both cases, one impression is pulled of
the defaced element to document the act.
This impression is signed and dated by the
artist. When a print has more than one
color, the most complicated and involved
color plate is chosen for cancellation. The
Cancellation Proof may or may not have
the complete color printings. If the artist
decides to print a particular image in an
additional State, the Cancellation Proof
would be pulled after all States have

been printed.

Signing Procedure

At the completion of the printing of the
Edition and its proofs, the approved prints
are then signed and numbered by the
artist. In'some cases, the artist may also
inscribe the title and the date,

Chop

Each signed print bears an embossed, dry
stamped or printed form of the Gemini
Chop. It is generally placed adjacent to the
artist's signature and is accompanied by
a copyright mark. Each Edition and its
accompanying proofs has its own identi-
fying number which is inscribed in pencil
on the reverse side of the print adjacent

to the Chop.

© Gemini G EL 1674

-"‘ ri".T Aoty - :
. ‘» h:,.?.

a8 R
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R KS77-851
GEM INIGEL. PRINT DOCUMENTATION No. —— ———
8365 Melrose Avenue
Los Angeles California 90069 @
213 851-0513
Arist_Keith Sonnier
Tite__l01iny Orbit
(diptych)
Period of collaboration _December 1977 to July 1978
Standard date __December 14, 1977
Cancellation date _ July 7. 1978
Datesigned _ July 5, 1978
Medium % color 1lithograph
* size:H 40" w_ 60"  Edge: cut
Signature location__lower right of the right panel
Processing and proofing Serge Lozingot, Mark Stock and
Edward Henderson
Edition printing Edward Henderson assisted by Serge
Lozingot SN
Collaboration and supervision_Serge Lozingot and Anthony

* size of each panel: 40" x 30"

Printing Sequence Process or Printing Element Additional Information
red aluminum plate magic marker
green (0] m L) L1

N |-

|

photo plate
¥ i M

dark arey ) i tusche

red E . magic marker
green [ [0
dark grey i ! tusche

o|~oo|s

-
=]

-
-

e
n

No. Paper
Edition 25 Arches Cover, Black
Artist's Proofs 10 0 i it

Color Trial Proofs

Standard

Right to Print Proof |
Printer's Proof |l 1
Gemini Impressions 3
Cancellation Proof |
Other Proofs

Arches 88

We declare the above information is correct:
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GEMINI PRINT TERMINOLOGY

STANDARD

The first impression achieved in the proofing
period which meets the aesthetic and technical
approval of the artist and Gemini. The Standard
is used as a guide for the production of the
Edition. Sometimes the artist affects last minute
changes during the final proofing stage, causing
the Standard to ditter slightly from the Edition. In
this case, if this proof is no longer considered
desirable by the artist, it is destroyed.

EDITION .

The body of prints completed by using the
Standard as guide. Two numbers are used in the
signing procedure: the upper one is numbered
consecutively beginning with 1 and indicates the
number of that print within the Edition; the lower
number indicates the total number of prints in the
Edition.

ARTIST'S PROOF

A proof of good quality which closely matches or
equals the standards of the Edition prints.

TRIAL PROOF

Generally, a proof which varies from the Edition
in imagery, printing sequence, has added or
deleted elements, or in some way the printing
has differed from the Edition.

COLOR TRIAL PROOF

Generally, these proofs have the same printing
elements as those in the Edition, but there may
be a sequence which differs, or has been added
or deleted as in the Trial Proof, or there may
simply be a color variance. Both a Trial Proof and
Color Trial Proof may have been pulled at any
time during the proofing period or while the
Edition is being printed. They are signed if the
artist feels they have a desirable quality of
uniqueness which gives them special merit
Occasionally, there is an overlap in intent
between the Trial Proof and the Color Trial Proof.

WORKING PROOF

A print which has at least one printing element
and upon which the artist has added work by
hand.

PROGRESSIVE PROOF

A series of proofs primarily intended to illustrate
the development of the image of the finished
print. One set of Progressives shows each color
or element singly. The other sel shows the actual
development of the completed print as each
color or element is added, one by one.

?’
1)
L

STATE

The result of an artist developing a variance in a
previously resolved print resulting in a complete
Edition with accompanying proofs. The variance
may involve a change in color, elements or
printing sequence.

GEMINI IMPRESSIONS
Prints identical to the Edition pulled for exhibition
purposes.

RIGHT TO PRINT
The presentation proof received by the printer
with whom the arfist collaborated on the project.

PRINTER'S PROOF I

The presentation proof received by the printer
who completed the Edition.

CANCELLATION PROOF

To assure that no further proofs can be pulled
from the printing element after the Edition has
been printed, the printing element is cancelled
by either the artist or printer. In the case of the
lithograph, the printed image is fully inked and
then defaced by the use of a sharp instrument or
a stone hone. In the case of the screen print, a
chemical substance is added to the stencil to
effect the Cancellation mark, thereby preventing
future use of that image. In both cases, one
impression is pulled of the defaced element to
document the act. This impression is signed and
dated by the artist. When a print has more than
one color, the most complicated and involved
color plate is chosen for cancellation. The
Canceliation Proof may or may not have the
complete color printings. If the artist decides to
print a particular image in an additional State, the
Cancellation Proof would be pulled after all
States have been printed,

SIGNING PROCEDURE

At the completion of the printing of the Edition
and its proofs, the approved prints are then
signed and numbered by the artist. In some
cases, the artist may also inscribe the title and
the date.

CHOP

Each signed print bears an embossed, dry
stamped or printed form of the Gemini Chop. It is
generally placed adjacent to the artist's signature
and is accompanied by a copyright mark. Each
Edition and its accompanying proofs has its own
identitying number which is inscribed in pencil

on the reverse side of the print adjacent to the Chop

© Geminl G.E.L. 1975
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Anist__ Keith Sonnier
Title Toiny Orbit-State
(diptych)
Period of collaboration _December

977 to July 1978

Standard date December 14, 1977

Cancellation date _July 7, 197

Date signed__July 5, 1978
Medium color lithograph
* Size:w__ 40" w_ 60" Edge:_ CUt

Signature | lower right of right panel
Processing and proofing_Serge Lozingot, Mark Stock and

Edward Henderson
Edition printing __ Edward Henderson assisted by Serge
Lozingot
Collaboration and supervision_ Serge Lozingot and Anthony
Zepeda
* size of each panel:

40" x 30"

Printing Sequence Process or Printing Element

Additional Information

1 red aluminum plate mMagic marker
2. green n LU m m
3 transparent grey s 4 photo pTate
‘ transparent grey 1] n L m
5 black 3 Y tusche
6 green Y b magic marker
7 l"ed m L L1 1
8 black i L tusche
9
10
1
12
No. Paper
Edition 12 Rives, Newsprint Colored
Artist's Proofs
Trial Proofs
Color Trial Proofs
Standard
Right to Print Proof 1 ¥ ; !
Printer's Proof 11 1 " v .
Gemini Imp ions
Cancellation Proof cancelled with KS77-851
Other Proofs
&
o2 2 R
7
Date l‘[’. 'V} -’, q
i I
. -:1" . ) ¥ !..l-l"
D
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GEMINI PRINT TERMINOLOGY

STANDARD

The first impression achieved in the proofing
period which meels the aesthetic and technical
approval ol the artist and Gemini. The Standard
is used as a guide for the production of the
Edition. Somelimes the artist aflects last minuta
changes during the final proofing stage, causing
the Standard to differ slightly from the Edlition. in
this case, If this proof is no longer considared
desirable by the artist, It s destroyed

EDITION

The body of prints completed by using the
Standard as guide. Two numbers are used in the
signing procedure: the upper one is numbered
consecutively beginning with 1 and indicates the
number of that print within the Edition; the lower
number indicates the total number of prints in the
Edition.

ARTIST'S PROOF

A proof of good quality which closely matches or
equals the standards of the Edition prints.

TRIAL PROOF

Generally, a proof which varies from the Edition
in imagery, printing sequence, has added or
deleted elements, or in some way the printing
has diftered from the Edition.

COLOR TRIAL PROOF

Generally, these proofs have the same printing
elements as those inthe Edition, but there may
be a sequence which differs, or has been added
or deleted as in the Trial Proof, or there may
simply be a color variance. Both a Trial Proof and
Color Trial Proof may have been pulled at any
time during the proofing period or while the
Edition is being printed. They are signed if the
artist feels they have a desirable quality of
uniqueness which gives them special merit.
Occasionally, there is an overlap in intent
between the Trial Proof and the Color Trial Proof.

WORKING PROOF

A print which has at least one printing element
and upon which the artist has added work by
hand,

PROGRESSIVE PROOF

A series of proofs primarily intended to illustrate
the development of the image of the finished
print. One set of Progressives shows each color
ar element singly. The other set shows the actual
development of the completed print as each
color or element is added, one by one

STATE

The result of an artist developing a variance in a
praviously resolved print resulting in a complete
Eciition with accompanying proofs. The variance
may involve a change In color, elements or
printing sequence

GEMINI IMPRESSIONS
Prints identical 1o the Edition pulled for exhibition
PUrpOses,

RIGHT TO PRINT

The presentation proof received by the printer
with whorn the artist collaborated on the project.

PRINTER'S PROOF II
The presentation proof received by the printer
who completed the Edition.

CANCELLATION PROOF

To assure that no further proofs can be pulled
from the printing element after the Edition has
been printed, the printing element is cancelled
by either the artist or printer. In the case of the
lithograph, the printed image is fully inked and
then defaced by the use of a sharp instrument or
a stone hone. In the case of the screen print, a
chemical substance is added to the stencil to
effect the Cancellation mark, thereby preventing
future use of thal image. In both cases, one
impression is pulled of the defaced element to
document the act. This impression is signed and
dated by the artist. When a print has more than
one color, the most complicated and involved
color plate is chosen for cancellation. The
Cancellation Proof may or may not have the
complete color printings. If the artist decides to
print a particular image in an additional State, the
Cancellation Proof would be pulled after all
States have been printed

SIGNING PROCEDURE

Al the completion of the printing of the Edition
and its proofs, the approved prints are then
signed and numbered by the artist. In some
cases, the artist may also inscribe the title and
the date

CHOP

Each signed print bears an embossed, dry
stamped or printed form of the Gemini Chop. It is
generally placed adjacent to the artist's signature
and is accompanied by a copyright mark. Each
Edition and its accompanying proofs has its own
identifying number which Is inscribed in pencil

on the reverse side of the print adjacent to the Chop

© Geminl G.EL. 1975
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Anist_Keith Sonnier

Title ﬂgx.-—'lnlan

Period of collaboration__December 1977 to July 1978

Standard date  December 9, 1977

Cancellation date _ July 7, 1978

Datesigned  July 5, 1978

Medium 8 color lithograph

size:H 40"  w_ 30" Edge: deckled

Signature location ___1ower right

Processing and proofing _Serge Lozingot, Mark Stock and
Edward Henderson

Edition printing _ Anthony Zepeda assisted by Mark

Stock
Collaboration and supervision__Serge Lozingot and Anthony

Zepeda
Printing Sequence Process or Printing Element Additional Information
1 white aluminum plate photo flat
2 transparent black 2 " tusche
3 black % = crayon
4 black " N tusche
5 black = s crayon
6 black ) 0 i
7 l“ed " [ M
8 black i " photo flat
9
10
11
12

No. Paper

Edition 26 John Koller Grey, Handmade
Artist's Proofs 7 i i . L

Color Trial Proofs 2 Rives, Newsprint Colored

Standard
Right to Print Proof

Printer's Proof |l
[} ini | ions

et ) |t | et

Arches 88

Cancellation Proof
Other Proofs

We declare the above information is co

T ///""'/m; e

/_ .
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GEMINI PRINT TERMINOLOGY

STANDARD

The first impression achieved in the proofing
period which meets the aesthetic and technical
approval of the artist and Gemini. The Standard
Is used as a guide for the production of the
Edition. Sometimes the artist affects last minute
changes during the final proofing stage, causing
the Standard to differ slightly from the Edition. In
this case, if this proof is no longer considered
desirable by the artist, it is destroyed,

EDITION

The body of prints completed by using the
Standard as guide. Two numbers are used in the
signing procedure: the upper one is numbered
consecutively beginning with 1 and indicates the
number of that print within the Edition; the lower
number indicates the total number of prints in the
Edition.

ARTIST'S PROOF
A proof of good guality which closely matches or
equals the standards of the Edition prints.

TRIAL PROOF

Generally, a proof which varies from the Edition
in imagery, printing sequence, has added or
deleted elements, or in some way the printing
has differed from the Edition.

COLOR TRIAL PROOF

Generally, these proofs have the same printing
elements as those in the Edition, but there may
be a sequence which differs, or has been added
or deleted as in the Trial Proof, or there may
simply be a color variance. Both a Trial Proof and
Color Trial Proof may have been pulled at any
time during the proofing period or while the
Edition is being printed. They are signed if the
artist feels they have a desirable quality of
uniqueness which gives them special merit.
Occasionally, there is an overlap in intent
between the Trial Proof and the Color Trial Proof.

WORKING PROOF

A print which has at least one printing element
and upon which the artist has added work by
hand.

PROGRESSIVE PROOF

A series of proots primarily intended to illustrate
the development of the image of the finished
print, One set of Progressives shows each color
or element singly. The other set shows the actual
development of the completed print as each
color or element is added, one by one

ki

STATE

The result of an artist developing a variance in a
previously resolved print resulting in a complete:
Edition with accompanying proofs. The variance
may involve a change in color, elements or
printing sequence.

GEMINI IMPRESSIONS
Prints identical to the Edition pulled for exhibition
purposes.

RIGHT TO PRINT
The presentation proof received by the printer
with whom the artist collaborated on the project.

PRINTER'S PROOF Il
The presentation proof received by the printer
who completed the Edition.

CANCELLATION PROOF

To assure that no further proofs can be pulled
from the printing element after the Edition has
been printed, the printing element is cancelled
by either the artist or printer. In the case of the
lithograph, the printed image is fully inked and
then defaced by the use of a sharp instrument or
a stone hone. In the case of the screen print, a
chemical substance is added to the stencil to
effect the Cancellation mark, thereby preventing
future use of that image. In both cases, one
impression is pulled of the defaced element to
document the act. This impression is signed and
dated by the artist. When a print has more than
one color, the most complicated and involved
color plate is chosen for cancellation. The
Cancelfation Proof may or may nol have the
complete color printings. If the artist decides to
print a particular image in an additional State, the
Cancelfation Proof would be pulled after all
States have been printed.

SIGNING PROCEDURE

At the completion of the printing of the Edition
and its proofs, the approved prints are then
signed and numbered by the artist. In some
cases, the artist may also inscribe the title and
the date.

CHOP

Each signed print bears an embossed, dry
stamped or printed form of the Gemini Chop. It is
generally placed adjacent to the artist's signature
and is accompanied by a copyright mark. Each
Edition and its accompanying proofs has its own
identifying number which is inscribed in pencil

on the reverse side of the print adjacent to the Chop

& Gaminl G.E.L. 1975




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY MoMA PS1 T .A.TL 3

IGEL.  PRINT DOCUMENTATION

@

Period of collaboration _ December 1977 to July 1978
Standard date  December 15, 1977

Cancellation date July 7, 1978

Date signed__July 5, 1978

Medium 4 color lithograph
size:H 42" w 38" gdge:deckled
Signature locati bottom right
Processing and proofing_ Serge Lozingot, Edward
r d Mark Stock
Edition printing_ Serge Lozingot assisted by Edward
Henderson and Anthony Zepeda
Collaboration and supervision_ Serge Lozingot and Anthony
Zepeda
Printing Sequence Process or Printing Element Additional Information
1 yellow aluminum plate magic marker
2 ”l d (1] n w w
s J‘ uE " m ™
A 3 ack [ n m i
5
6
T -
8
9
10
1
12
No. Paper
Edition 25 Okawara
Artist's Proofs 10 L
Color Trial Proofs
Standard
Right to Print Proof 1 I
Printer's Proof 11 1 "
Gemini Impressions 3 i
Cancellation Proof 1 Arches 88
Other Proofs

We declare the above lon\n:ﬂouhcornﬁ:

4&1% : iM o & DH 7S
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GEMINI PRINT TERMINOLOGY

STANDARD

The first impression achieved in the proofing
period which meets the aesthetic and technical
approval of the artist and Gemini. The Standard
is used as a guide for the production of the
Edition. Sometimes the artist affects last minute
changes during the final proofing stage, causing
the Standard to differ slightly from the Edition. In
this case, if this proof is no longer considered
desirable by the artist, it is destroyed.

EDITION

The body of prints completed by using the
Standard as guide. Two numbers are used in the
signing procedure: the upper one is numbered
consecutively beginning with 1 and indicates the
number of that print within the Edition; the lower
number indicates the total number of prints in the
Edition.

ARTIST'S PROOF
A proof of good quality which closely matches or
eguals the standards of the Edition prints.

TRIAL PROOF

Generally, a proof which varies from the Edition
inimagery, printing seguence, has added or
deleted elements, or in some way the printing
has differed from the Edition.

COLOR TRIAL PROOF

Generally, these proofs have the same printing
elements as those in the Edition, but there may
be a sequence which differs, or has been added
or deleted as in the Trial Proof, or there may
simply be a color variance. Both a Trial Proof and
Color Trial Proof may have been pulled at any
time during the proofing period or while the
Edition is being printed. They are signed if the
artist feels they have a desirable quality of
uniqueness which gives them special merit.
Occasionally, there is an overlap in intent
between the Trial Proof and the Color Trial Proof.

WORKING PROOF

A print which has at least one printing element
and upon which the artist has added work by
hand.

PROGRESSIVE PROOF

A series of proofs primarily intended to illustrate
the development of the image of the finished
print. One set of Progressives shows each color
or element singly. The other set shows the actual
development of the completed print as each
color or element is added. one by one

STATE

The result of an artist developing a variance in a
previously resolved print resulting in a complete
Edition with accompanying proofs. The variance
may involve a change in color, elements or
printing sequence.

GEMINI IMPRESSIONS
Prints identical to the Edition pulled for exhibition
purposes,

RIGHT TO PRINT

The presentation proof received by the printer
with whom the arfist collaborated on the project.

PRINTER'S PROOF I
The presentation proof received by the printer
who completed the Edition,

CANCELLATION PROOF

To assure that no further proofs can be pulled
from the printing element after the Ediition has
been printed, the printing element is cancelled
by either the artist or printer. In the case of the
lithograph, the printed image is fully inked and
then defaced by the use of a sharp instrument or
a stone hone. In the case of the screen print, a
chemical substance is added to the stencil to
effect the Cancellation mark, thereby preventing
future use of that image. In both cases, one
impression is pulled of the defaced element to
document the act. This impression is signed and
dated by the artist. When a print has more than
one color, the most complicated and involved
color plate is chosen for cancellation. The
Cancellation Proof may or may not have the
complete color printings. If the artist decides to
print a particular image in an additional State, the
Cancelfation Proof would be pulled after all
States have been printed.

SIGNING PROCEDURE

At the completion of the printing of the Edition
and its proofs, the approved prints are then
signed and numbered by the artist. In some
cases, the artist may also inscribe the title and
the date.

CHOP

Each signed print bears an embossed, dry

stamped or printed form of the Gemini Chop. It is
generally placed adjacent to the artist's signature
and is accompanied by a copyright mark. Each
Edition and its accompanying proofs has its own
identifying number which is inscribed in pencil

on the reverse side of the print adjacent to the Chop.

& Gominl G.E.L. 1875
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Artist___Keith Sonnier
‘Title___Orbit II

Period of collaboration __December 1977 to July 1978
Standard date __December 16, 1977

Cancellation date July 7, 1978

Datesigned_ July 5, 1978

Medium _4 color lithograph

Size: H 42" w_ 38" Edge: cut

Signature location _bottom right

Processing and proofing_ Serge Lozingot and Mark Staock

Edition printing_Edward Henderson assisted by Serge
Lozingot and Anthony Zepeda

Collaboration and supervision Serge Lozingot and Anthony
Zepeda

Printing Sequence Process or Printing Element Additional Information
vellow aluminum plate magic marker
r,ed n " L Ll
blue
Tight grey

1
2
3
4
5
6
7
8

Paper
Edition Arches Cover, Black
Artist's Proofs » i "
Trial Proofs

Color Trial Proofs

Standard

Right to Print Proof 1

Printer's Proof Il 1

Gemini Impressions 3

Cancellation Proof _cancelled with KS77-852
Other Proofs

We declare the above Information is correct:

//ﬂu o e

Kt/ 7

MA Date I:t--"}-]?
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GEMINI PRINT TERMINOLOGY

STANDARD

The first impression achieved in the proofing
period which meets the aesthetic and technical
approval of the artist and Gemini. The Standard
is used as a guide for the production of the
Edition. Sometimes the artist affects last minute
changes during the final proofing stage, causing
the Standard to differ slightly from the Edition. In
this case, if this proof is no longer considered
desirable by the artist, it is destroyed.

EDITION

The body of prints completed by using the
Standard as guide. Two numbers are used in the
signing procedure: the upper one is numbered
consecutively beginning with 1 and indicates the
number of that print within the Edition; the lower
number indicates the total number of prints in the
Edition.

ARTIST'S PROOF

A proof of good guality which closely matches or
equals the standards of the Edition prints.

TRIAL PROOF

Generally, a proof which varies from the Edition
in imagery, printing sequence, has added or
deleted elements, or in some way the printing
has differed from the Edition.

COLOR TRIAL PROOF

Generally, these proofs have the same printing
elements as those in the Edition, but there may
be a sequence which differs, or has been added
or deleted as in the Trial Proof, or there may
simply be a color variance. Both a Trial Proof and
Color Trial Proof may have been pulled at any
time during the proofing period or while the
Edition is being printed. They are signed if the
artist feels they have a desirable quality of
uniqueness which gives them special merit.
Occasionally, there is an overlap in intent
between the Trial Proof and the Color Trial Proof.

WORKING PROOF

A print which has at least one printing element
and upon which the artist has added work by
hand.

PROGRESSIVE PROOF

A series of proofs primarily intended to lllustrate
the development of the image of the finished
print. One set of Progressives shows each color
or element singly. The other set shows the actual
development of the completed print as each
color or element is added, one by one.

STATE

The result of an artist developing a variance in a
previously resolved print resulting in a complete
Edition with accompanying proofs. The variance
may involve a change in color, elements or
printing sequence.

GEMIN| IMPRESSIONS
Prints identical to the Edlition pulled for exhibition
pUrposes.

RIGHT TO PRINT
The presentation proof received by the printer
with whom the artist collaborated on the project.

PRINTER'S PROOF I

The presentation proof received by the printer
who completed the Edition.

CANCELLATION PROOF

To assure that no further proofs can be pulled
from the printing element after the Edition has
been printed, the printing element is cancelled
by either the artist or printer. In the case of the
lithograph, the printed image is fully inked and
then defaced by the use of a sharp instrument or
a stone hone. In the case of the screen print, a
chemical substance is added to the stencil to
effect the Cancellation mark, thereby preventing
future use of that image. In both cases, one
impression is pulled of the defaced element to
document the act. This impression is signed and
dated by the artist. When a print has more than
one color, the most complicated and involved
color plate is chosen for cancellation. The
Cancelfation Proof may or may not have the
complete color printings. If the artist decides to
print a particular image in an additional State, the
Cancellation Proof would be pulled after all
States have been printed.

SIGNING PROCEDURE

At the completion of the printing of the Edition
and its proofs, the approved prints are then
signed and numbered by the artist. In some
cases, the artist may also inscribe the fitle and
the date,

CHOP

Each signed print bears an embossed, dry

stamped or printed form of the Gemini Chop. Itis
generally placed adjacent to the artist’s signature
and is accompanied by a copyright mark. Each
Edition and its accompanying proots has its own
identifying number which is inscribed in pencil

on the reverse side of the print adjacent to the Chop.

® Geminl G.E.L. 1875
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GEMINIGEL. PRINT DOCUMENTATION
8365 Melrose Avenue

Los Angeles California 90069 @
213 651-0513

Artist__Keith Sonnier
Title_ Signal

Period of collaboration _December 1977 to July 1978
Standard date December 20, 1977

Cancellation date July 7, 1978

Datesigned_ July 5, 1978

Medium 4 color lithograph

Size:H 36" w_ 74" Edge: Cut =]
Signature location _ bottom center
Pr ing and proofing Anthonv Zepeda. Mark Stock.

‘Edward Henderson and Serge Lozinaot
Edition printing Anthonv Zepeda and Mark Stock

Collaboration and supervision Serae Lozinaot and Anthonv
Zepeda .

Printing Sequence Process or Printing Element Additional Information
grey aluminum plate photo plate
il s photo plate

transparent red photc plate

1
2
3
4
5
6
7
8

g
10
11
12

No. Paper
Edition 25 Arches Cover, Black
Artist's Proofs 10 ' it ]

Color Trial Proofs

Standard

ﬂght to Print Proof
Printer's Proof Il
Gemini Impressions
Cancellation Proof _
Other Proofs

" [

ot 1) | | et

Arches 88

We declare the hlfntmlloubmocl .
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GEMINI PRINT TERMINOLOGY

STANDARD
The first impression achieved in the proofing

period which meets the aesthetic and technical
approval of the artist and Gemini. The Standard

is used as a guide for the production of the

STATE

The result of an artist developing a variance in a
previously resolved print resulting in a complete
Edition with accompanying proofs. The variance
may involve a change in color, elements or

Edition. Sometimes the artist affects last minute
cchanges during the final proofing stage, causing

printing sequence.

the Standard to differ slightly from the Edition. In GEMINI IMPRESSIONS

this case, if this proof is no longer considered Prints identical to the Edition pulled for exhibition
desirable by the artist, it is destroyed. purposes.

EDITION RIGHT TO PRINT

The body of prints completed by using the
Standard as guide. Two numbers are used in the
signing procedure: the upper one is nurnberedh
consecutively beginning with 1 and indicatesthe  ppINTER'S PROOF Il
‘number of that print within the Edition; the lower ; ! )

T The presentation proof received by the printer
gérﬂnlgner indicates the total number of prints in the who completed the Eolition:

CANCELLATION PROOF

To assure that no further proofs can be pulled
from the printing element after the Edition has
been printed, the printing element is cancelled
by either the artist or printer. In the case of the
lithograph, the printed image is fully inked and
then defaced by the use of a sharp instrument or
a stone hone. In the case of the screen print, a
chemical substance is added to the stencil to
effect the Cancellation mark, thereby preventing
future use of thal image. In both cases, one
impression is pulled of the defaced element to
document the act. This impression is signed and
dated by the artist. When a print has more than
one color, the most complicated and invelved
color plate is chosen for cancellation. The
Canceflation Proof may or may not have the
complete color printings. If the artist decides to
print a particular image in an additional State, the
Cancellation Proof would be pulled after all
States have been printed.

SIGNING PROCEDURE

At the completion of the printing of the Edition
and its proofs, the approved prints are then

The presentation proof received by the printer
with whom the artist collaborated on the project.

ARTIST'S PROOF

A proof of good guality which closely matches or
equals the standards of the Edition prints.

TRIAL PROOF

Generally, a proof which varies from the Edition
in imagery, printing sequence, has added or
deleted elements, or in some way the printing
has differed from the Edition.

COLOR TRIAL PROOF

Generally, these proofs have the same printing
elements as those in the Edition, but there may
be a sequence which differs, or has been added
or deleted as in the Trial Proof, or there may
simply be a color variance. Both a Trial Proof and
Color Trial Proof may have been pulled at any
time during the proofing period or while the
Edition is being printed. They are signed if the
artist feels they have a desirable quality of
uniqueness which gives them special merit.
Occasionally, there is an overlap in intent
between the Trial Proof and the Color Trial Proof.

WORKING PROOF signed and numbered by the artist. In some
A print which has at least one printing element cases, the artist may also inscribe the title and
and upon which the artist has added work by the date
hand.
CHOP
PROGRESSIVE PROOF

Each signed print bears an embossed, dry

stamped or printed form of the Gemini Chop. It is
generally placed adjacent to the artist's signature
and is accompanied by a copyright mark. Each
Edition and its accompanying proofs has its own
identifying nurmber which is inscribed in pencil

on the reverse side of the print adjacent to the Chop.

A series of proofs primarily intended to illustrate
the development of the image of the finished
print. One set of Progressives shows each color
or element singly. The other set shows the actual
development of the completed print as each
color or element is added, one by one.

@ Geminl G.E.L. 1875
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PHOTOS

- Sa (Ba-0O-Ba Series). 1974
Neon

st i Gra ey
Collection of the artist
Photo: Grant Taylor Photography

Lac Prison. 1980

Glass and neon

Thx7%'

Courtesy Galerie France Morin, Montreal, Canada
Photo: Pierre Boogaerts

Abaca Code RVIII. 1975

Hand cast paper, hand stamped

6x8"

Collection New Orleans Museum of Art
Photo: Ellen Hinderer

(©) Gemini G.E.L.

(Not included in exhibition)

Abaca Code CVII. 1975

Hand cast paper, hand stamped
.6%' diameter

Courtesy Gemini G.E.L.
Photo: Ellen Hinderer

(:) Gemini G.E.L.

(Not included in exhibition)
Kali. 1981

Bamboo and enamel paint
38x19%x22"

Collection of the artist

Photo: eeva-inkeri
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‘PHOTOS 2

Lolumn II. 1981

Corrugated aluminum and neon

Slgllx2|9||x5ll

Courtesy Michelle Lachowsky and Leo Castelli Gallery

Hod Vowel. 1982

Dry pigment, charcoal and aluminum spray paint
81x50"

Courtesy Leo Castelli Gallery

Photo: Glenn Steigelman Inc.

y et e Bibision)

Phone I. 1982

Dry pigment, metallic copper paint and charcoal
89%x59 3/4"

Courtesy Leo Castelli Gallery

Photo: Glenn Steigelman Inc.

Channel Mix. 1972 (Reconstructed 1983)
video and audio installation
Photo: Richard Landry

Light Bulb and Fire. 1970
Black and white %" videotape with sound

20 minutes
Courtesy Leo Castelli Gallery
Photo: Richard Landry
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AH: Keith tell me please a bit about your home, where vou were

born, where you grew up.

tewn &
KS: I was born in Louisiana, 1941, a small t&se the name of Manou,
French speaking, bi—lf&ual I should say;Ispent until I was about
twenty one in that area. 1It's about a 200 mile radius. My parents
are both retired now, my mother had several businesses, and my
father had a sewkwssseconsistent contracting and hardware business.
They knew each other in highschool and got married after hiaghschool.
AH: So you're describing a rather small family situation.
KS: A very small family situation. I think my father had worked
a bit along the gulf coast, earlier on, and worked for the early

road systems through some of the swamps.

AH: My impressions, in the ten or fifteen years I have known you
is that you like your parents, I know that they've come up to New

York and seem pretty proud of you.

KS: I have a great relationship with my parents, But yvou have to
work on it. They're friends, it's very important to have parents who

are friends.

AH: Do you keep a presence of any kind — in your hometown of Mamou,
o here
you have two different lives as an artistin New York in a very cosmovolit

remain
: F ) . D
an situation, and still a member of a small commuhnity in &2 Low/s/iand .

KS: Yes, I think I do because one is sort of allowed one's excentricitv.

AH: The south iS Very famous for allowing for someone's eccentricity
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perhaps the most famous other than England.

KS: Yes, and the town is small and somecne can sort of be anonymous

and go about one's day.

AH: Have you ever thought about going back?

KS: Yes, I've been thinking about going back, which is gquite interesting

because I think I want a structure outdoors. I have a small farm that
mother

was left to myself and my brothers that my grandfakher homesteaded

and I would like to build something, I've met a local engineer there who

has built oil derricks in Vietnam and India and who has now taken over

this business which is a consgruction business, and we're coing to collab0-

rate on making a structure ,,hzlei;;;io dig a well and I hope run it M

by solar power.

AH: You say a structure, is this a piece of sculpture or a place you

P

can actually live in.
b

KS: I'm geoing to live and work in: I have to be in New York, but I like

being around nature more and more, and I dont' want to take these big trips

like I've been taking kefore, like I don't want to go to India, say, for

several months, I'd rather go to someplace in America where I could work

for several months.

AH: Don't you find that in terms of your colleagues, that your ties to

a small location in the South make you a bit unigque?

J
KS: A, I somehow never have thought about it, let s see...

"
AH: I mean the United Saates is a knowdplace for leave home and don't

H

come back...
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KS: You mean like the gypsies?

: 1ng y
AH: Well just travel, mové, in Europe, people don t move.

KS: Yes, you're right, only in Europe is where artists, say,
have tisew retained connnections to a community or city. It's
interesting, when we were first in New York, there were so few
people who were really New Yorker§., we could count them.

AH: I can't think of one but possibly Joel Shpairo.

AH: Could you describe for me the texture of life in the art community

in New York when you first arrived here?

KS: I came to the east, I had gone to France and worked and studied
for a year, and had traveled in Europe, I think I was twenty-one.

I spoke the language, but it was eighteenth century French, no
bourgeoufse refinements, but I got the hang of it pretty quick.

It was pleasant, to travel and also when I worked in Germany a lot
later, after I had been to N.Y., at least I had another language so it
was great. I got interested in &Be Italian and German.

It's funny: one of the
AH:/ASomeone mentioned to me in Europe that the onlyAgroup of famous

:J-'Ir.'o L i "I—I\f :
sixties artists who could speak fluidly with European artists was you.

And you're a small town, Louisiana hick.

KS:I think others too, Joseph (Kosuth) could,guite good, and Lawrence
(Weiner) too. It's important actually, to be able to have some kind of
dialougue because alot of the work, the direction, was so similar,

AH: To get back to your arrival on the east coast...

KS: I went to Rutgers, I had a teaching fellowship there and was spending

alot of time in New York and I made a series of work there that Bellamy

(Richard) saw and was in group shows
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when he had Noel-Guducksy (sp.) It was a wonderful mix of people,
Serra was showing there, Bruce Nauman, and Jo Baer, and Neil Jenney,
John Duff, Lee Lozano, it was an interesting group of people and Dick

was wonderful to work with.

AH: You join the group of people that the famous Bellamy was to have

spied out..

KS: That's right, we did fi#§sysshewss these shows, he was instrumental

in really getting me to show with Rolf(Ricke)in Germany and started really
working in Europe, because my first trip to Eurmope I wasn't really making
much work, I was painting a bit but I had never seen much contemvorary

American art until I came to the east.

AH: After you were an acknowledged member of this "gang" I'll call it,
for lack of anything else ..-

KS: That's a good name for it, especially at that time - - -

AH: Were you actually very friendly with the "gang" (KS: it spunds like
“ the group). By the gang I mean, to the public, the gang was'Serra, sAndre,
ﬁﬁ} LewittnMorris, were you really a participant in their activities, were
Lol T

you talking to them at the time, sharing...
Fhan

KS: It seemed to be easier @ that in Europe, or when one was travelling
abroad somewhere, like I sent time with Andre in India before I really
got to know him, and I spent more time with Bob (morris) in the west

- Swithsen )
than I did in N.Y., It was pretty much half and half., Serra, we saw
each other pretty much at that time, although I din't really go out that
much didn't go to the bars...and then I was starting to work alot in Tele-

vision then, which was better to work in at night.

AH: Who were your close friends?
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D Well I was very close to Jackie Winsor, who I was married to and
lived with for a long time, we were good friends, as well. And Richard
(Serra) and I were good friends, and Smithson, Gordon Matta, I could o
on. But Jackie was a working artist and friend and we were married.

We always had seperate places pretty much to work with minimal lving
situations, but we were lving together for about twelve vears.

We sort of formulated our careers together, we became professionals.

Took alot of important trips, which was great, spent time in South America

and the west.

AHY I was an outsider, an observer, to me it alwavs looked like your
work and Jackie's work was so entirely dissimilar, I'm sure that's not

true. ..

KS: Well in a way it really is, since our attitudes and life style

are so different. We're both from small rurual areas. Those aspects

were very similar but in terms of source material for work and even
apporaches for work, I'm so much more lazier when it comes to manipulating

and altering materials
what was the name we curators was giving the movement? Process?

KS: Well there were so many of them because they were all sort of
together at one time. It's hard, let's see there was minimalism, process
art, conceptual art, then they were doing all these land art thinas

Then the media work. Alot of things, there were so many stylistic identi-
fications, they all sort of just combined together which I think was
really the artists intentions there was no sort of emphasis on schoeol,

T think, and it's real intent, I hope not at least.
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AH: Your approach was certainly eclectic.

KS: 1I'd rather be turned on by the work then its identification

having its breast or wing padded by some stylistic plummage.

AH: I always felt you were the least minimal of the group, that
your concerns were much more about materials and process and new
technology. What does style mean to you in terms of 1983. 1Is style

a bad name for you?

KS: No not at all, I have a very interesting quote about style.
This is from a book I've been working on, the title of the book is
"Act and Habit" and it's a statement fromOrtega . In reference to

style this is quite funny.

QUOTE. . .

KS: That's a great last line.

because
AH: It's funny, you and I have discussed that guotation and several
i although they are of course redefined in the guotation
things jumped out at me...one of the reasons I've always been

interested in your work and continued to go to any show yvou do with

a feeling of expectation and almost nervousness, is that I've always

felt you were capable of caprice.

KS: Well one has to, one has to know that it's there. Because its
very curious, the role of the artist, one learns how to gualify play
rather than have play qualify you as in your work. So theres a capricious

element involved in that attitude.

AH: Usually a negative word, of critics that you and I have talked to

is elegant. That your work is too elegant for your own good, This
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has been a criticism of your work for years... To some extent, this can

be explained that you have an air about vou, coming from this south, and
R8x being very good looking kind of independent, attitude towards

dress and activity that doesn't go along with the gang., You always

refused to wear overalls when that was chic,

KS: You've noticed alot of things, Alanna.

AH:: I can remember when you would put a scarf around your neck

KS: I was freezing here for the first five years, I rarely went out

in the winter.

AH: To us, this looked very French and European and did not distinguish
the American sculptor. You were elegant, capricous, not as theoretical,
didactic, as studied . I always suspected that in fact you were,

and all those things, andcertainly the work you've done involving technolo-

gy require severe attention to detail, which I think you'd like to hide,

KS: 1It's good to have the opposite, top because it gets you out of that
attitude towards reading and then you can read on other kinds of levels.
As an artist you can't just absorb information in one way, and that is
some of the difficulty I've had with critical takes on myv work, because
more aspects I want to come into the work rather than say one linear
aspect. I want it to be layered almost like the way I layered information
with the media work, which I think art has to it has to on a lot of
different levels. And I think alot of the sense responses that seem

to be excluded in alot of static visual arts are the thinas that I am
interested in. A motivated source in, to think of a new work, construct

a new work.

AH: From the point of view of understanding the body of your work,
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this has brought obvious difficulties because you no sooner became
involved with the kind of sculpture we liked and understood and then
you'd be doing something else. It's also clear that the neon pieces
were very popu lar and much loved and very important not only to
musuems and collectors but to other artists, your colleagues loved
them... then you insisted on leaving the neon work and spent up to a yr.
at a time involved with technology and television .
KS: There was that attitude so much then that if you were doing something
you were in fact classed or stvled within your metier,,, and don't leave
it. One of the things about being an artist here is that so much would
open up to one's experiences . Since I was involved, since I watched
television constantly, I wanted to sestsefswa find ways to use it.

It just became like any other sort of material. It opened up a whole

new attitude about working.

AH: What does science mean to you?

At this point it has so much more power than art does in a way because
expecially when one thinks of say "science" which is so limiting to think
of it as armament. Here I was interested in the satellite so much,”RfY
interest in satellite communication is in fact communication, its not
satellite as armament. Which is how its scientiflgevelopment is being

funding really, as a weapon.

AH: Didn't you go down to the early moon shots?

KS: Not the moon shots, that was a little bit before I started the
legwork, the research for the satellite project, but I did see the
CTX go up, which is a joint Canadian-American satellite used for
communication, for television and telephone . At Cape Canavral (sp).

To see something go up and then use it was amazing.

AH: Do you ever read science fiction?
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KS: Not so much, I'd rather read a poem than science fiction.

AH: The Romantic. Do you consider yourself political at all, and in
what way?

KS: BREEX Aside from being a Southern Democrat? I would like for what
I do to have some sort of moralistic responsibility. I want my work
to affect and change culture as well as acculturate, At first I think
I just wanted it to be absorbed, and I think now, approaching the book
and building the structure, they are not attitudes about amassing
possessions, they're more concerns about how one can approach living
especially in this American culture. I like being here, I like being
those are where

American, and XHAXXXXXME® the political intentions come in, I want this

country to work.

AH: Sound is important in many of your pieces;, at least i n several
of the pieces at P.S. 1. Could you tell me alittle bit about what music

is important to you, or do you seperate sound and music?

KS: vyes, I seperate them, but some sounds can become music and some
music can become sound. That sounds like a Cage phrase, micht be ewven.
at first
I like, my investigations in sound, I only thought AXXEIXX¥ connected
to image, when I first started doing the tapes. And then I became much
more interested in the fact that it translated, it had dimension, it
had volume, it moved out into space. That's when I began to reallv sort
of think of it beyond say it's musical placement, or its irritating
placement, its afront, its signalling to you. Its signally became
important because I began to sort of at least conceive of how that
signal actually broadened or worked or went from one place to another
and that led to the telephone work, the connections between N.Y. and

+e
L.A. by watts line. Those kinds of approached #<sek the sound. %Bhs

Using _ becguse
&y the radio as sound, hecuae in the AM/FM radio pieces, they were
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about having two sort of sound waves functioning in the space,
although it was just two AM radios and two FM radios, but it was
how this sound sort of moved through and divided the space.

show together
AH: The Clocktower that you and I did in 1975 (?) when was it?
KS: 75 or 76 maybe 77, it might have been later. By then I had
done the CB pieces and the guad scan and this was actually...

that piece involved bugging
AH: T of course remember that piece because I lived with it for

about a month and I was the person bugged

KS: Right

AH: I did get used to it, my phone was connected so that my conversations
were amplified at randon with another phone in another part of the large
building, the phone that s closest to one of the traffic courts so that
there were fairly frantic phone calls going out over that one. That

was a interesting show for us.

KS: It worked wonderfully in the space. It used the buildina and also

showed how the Clocktower was working.

AH: Tell me about some of the work in this show.

KS: Well alot of the works that we're going to show are works that really
existed for a while and haven't been seen, they've been in storace for

a long time, and then we're going to reconstruct Channel Mix which is an

early media piece that hasn't been seen since 1972.

AH: The reason,apart from the fact that I love your work, that I wanted
to do this one-person exhibition at P.S. 1 in the Main Gallery was because
I wanted to see alot of the work under the same roof, over a period of

ten years you and I have been trying to find some of the older pieces and
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reconstruct them.

KS: What's interesting is that in a curious way the work on the book
has helped becuause now I have a much , I;m interested in combining
different kinds of work which I've never seen together. Not say, in

a total chronological arrangement, like putting say a light work in
combination, different sereis in combination with other series of work
to see how they will read, becuase it happens so much in the book,
putting one image of a totally different concern with something else,

and I've never done that yet,

AH: Am I right in thinking that Channel Mix is your favorite work in

the show?

S: Channel Mix was one of the most important pieces to me because it
not only openned a really strong interest in what was going on in this
immediate, connected world that we live in, but also there were alot of
psychlogical implications in channel mix too, which are more say
cerebral in a way, and it sort of reinforced an attitude I had, say

it was
a "sense structuring” towards work, like total technology in a way.

Somehow from this it was like going into a time warp, I read alot
of other ways that I might have been able to approach how I work,
which I think an artist always does, or I hope one does, reassesses
how one organizes information in time and Space, You always do the

same thing, you just redefine it.

AH: Normally, I'm not much interested in when a work was done, becuase
if its any good, its just as interesting later as it is at the time.
In this piece, though, I think it's important, when it was done. It

was 19717
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KS: Ithink it was either 72 or 73. 1Its about ten years.
AH: The reason I think it is so important(gge¥héE Eﬁgnggfehix,

and a certain number of other pieces that you've done
are a bit like experiments like researchers do. And when we think

about important advances in research its usually coupled with the

date, and the reason is the supposition continue on, using the results

from this experiment, and the experiment is not a bad experiment

simply because

KS: It's copyrighted !

AH: So I;m hoping that many artists continue in the next year continue

to work with components that were in Channel Mix. So perhaps when very

young artists come to see the show they won't think it was the greatest

piece they ever saw since there are similar things that have been done

since then but I think of it as a research project and it should be dated.
not necessarily in the show

AH: What piece or body of work BEXEXEXXXXX are you least

satisfied with?

KS: 1I;m not ¥sgassssasssEseds unsatisfied with anything I've done.

AH: Alright, I'll change the question

KS: Sometimes I like thiny¥s more than other things but I destroy a piece

if I don't want them around.

AH: Having the opportunity to assemble these works here from the last

ten years what pieces do you really like the most?

KS: At this point I'm really thinking, which are the pieces that are

going to give me the most trouble! Rather than which are the pieces I

like. In a curious way I've never been totally attached to a work, I

think of it as a composite of say, just like a flow of images, and even

say channel mix is very important but its saﬁiER the flow of all of this

work. So I rarely have an iconographic attachment to aspecific object or

situation.
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That 's what was interesting about going back to the book, I realized

I just didn't want to make these things iconographic, photographic
representations of work, I wanted the book to become a work, And I

think I've always approached working in that way.

AH: Do you think this attitude has affected (re:"obijects of art")potential
collectors in the sense that they also don't have a possessive attitude

towards a single object?

KS: This is where the difference comes in, really., If someone is going
to live with a work of art, you hmve a responsiblity to it in a way, you
have to know how it works, you have to maintain it, just like you sweep
your stoop, that's how you have to deal with it,

AH: Who are your collectors? Do you have any? You're a famous artist
but I dont know of a single collector....

KS: I need more!! I know very few people who live with my work. My
work is in collections, lots of times its in storage.

AH: Maybe people don't want to sweep their stoops, huh?

KS: That's a possibility. Strong possiblity. But I meant it, sweeping

the stoop. The works, especially say the neon works, if the work is
translated to another place, I want it to be reinstalled, so that whoever
has it knows something about it, there's certain things that have to be
learned about, its not like just hanging somehting on the wall, it needs

a different way of living with it. And that's difficult,

AH: Its fairly hard to find your work displayed in museums for say

students or collectors who want to see your work, they all have your
new

pieces, your work is all represented in books on American art, but

actually to go and see pieces is quite difficult, Do you consider this

as your fault or their fault? ls +hat Jeurr FESPoS by ) ﬁy')
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KS: I have a repponsibility to make, and for myself, to survive and
live from my work, which I can, its an amazing feat, its difficult
bukxi?md?ﬁterested in what I'm going to make next, and I want my work
to assist financially, if not, I'll get the money some other way.

But I do want,... lets say I;m worried about the next project more

than I'm worried about that.

AH: What do you want to make next, Keith?

KS: Well, I think that I do want to, since I ve never worked outdoors,
KXY Alot of the early planning on the house and studio project is going
to give me alot of ideas about working outdoors now. For one thing,
I think that I would enjoy it, and that's always a big prerequisite,
I have to find an area where one would like to spend zizzmgf time and
involvement in. That's where the largesse might come in, In the end
its alot of work, too.
AH" What about public art?

for me to
KS: It will be a way readdress public art, which I never
liked,the thought of say, building a structure in a city, architecture
as an affront I've never liked much. Or as armament.
AH: It seems to me that you've always ducked public art commissions.
KS: Theres been a few and there were a few projects that have come up
but there has never been enough money to do what I wanted to do. And
not that it was costing a huge amount but there were things that had to
be worked out. I remember there was a project, they were restoring the
Brooklyn Bridge and they wanted to do a sculpture there. Well I wanted
to ... they had these beautiful circularxszuipkuxesx structures that at
one time were open, and I wanted to reopen one of these, so that there

would be this beautiful shaft of light that would come done through

the space but that's not really how the restoration work was going.
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Alot of it has been collaborated things with industry or the city that

have not worked yet.

AH: What do you think you'd be if you weren't an artist?

KS: I was really pretty unconscous until I was about fifteen.

Then I was ill, and then I started drawina, right after that. I knew
then that I wanted to be an artist, I didn't know then that's what

an artist was, I liked making things and drawing, which I had done a bit

of
before, but I got very interested in it., I mean, I never read before,

I started reading after that age t&o.

AH: SSHABASSB8BASBBSAGSSEBESS You were sick for guite a while then,

weren't you?

KS: For about a year. 1It's interesting, leaving your peer relationship,
whieh this happened right at the beginning of high school, it gives
you a different approach to learning, and how one can absorb information,
because there was alot of self reflective time which I never had before,
AH: An internalization.

KS: That was very important.

AH: Do you dream at night? 1In color?

KS: I do dream at night, but when one smokes grass one doesn't remember
one's dreams. I can't think of it as being color or black and white,

I sort of think I go from color to black and white, sort of like "Bonjour

Triesteste" (sp). That's what the dreams are like

AH" The India pieces, of bamboos, are art objects.
KS: Yes, its the first time I ever made free standing work, when I went

to India.
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AH: Most of them are small, light, and extraordinarily beautiful,

They aren't difficult to install, or keep up

KS: They do tend to crack, like a wiolin.

AH: Do you think that your experiments, that your building a house
in an unfrequented part of the world, not exactly a crossroads of
the nature, although I'm sure its Athens of the south, do you think

you might continue to make "objects d'art"?

KS: I don't want to be restricted to make anything I want to make.
There are none of these stylistic codes I have about what I can and
can't. I might even grow some bamboo. I saw a beautiful bamboo

grove that I'd love to plant. So when one has an attachment to a
material, one readdresses it into one's life in a lot of different
ways, and that's an approach I've had and its been very helpful,

I think one does that with everything, I think that's how one really
learns. So as far as what you said about making objects again, I'll

do what comes next and I don't really know. I never even thought that
I was making objects when I made the bamboo things, it was much more
about how something could stand up, either on two feet, or three feet,
or four feet. And before I knew it I was making these standing pmages
which the India workers names, they were in fact constructing them from
my plans. They knew how to handle the material and I didn't., It was a
real learning experience. I knew how to do some of the work but it

was exciting how we could both work together. I love collaboration, its

a wonderful way to work, especially with artést its a sane way of working.

AH: Well one of the surprises for me in working on this show with you

is that after knowing you for over fifteen years, I never dreamt how
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highly organized you were, I never dssams really understood what a

hard worker you were.

KS: UH HUH You though it was all caprice?

AH: I thought it was all caprice.

KS: Great, this is great.
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DOCUMENTATION .

8365 Melrose Avenue
Los Angeles California 90068
213 651-0513

artist__Keith Sonnier
Titte__Abaca Code-Squares

Period of collaborati September 1975 to February 1976
Standard date N0t applicable

Cancellation date N0t applicable

Date signed_February 1976

Medium _hand cast paper, hand stamped

size:H 6 1/2' We 6 1/2" D —
Signature location_hand stamped, lower right
Experimentation and development __RON_McPherson,
Robert Knisel, Peter Carlson, and Anthony Zepeda
Edition production __Ron_McPherson, Robert Knisel,
Anthony Zepeda, and Victor Schiro

Collaboration and supervision_Ron McPherson

Description of Fabrication

R square mold (deckle bar) was set up with smaller geometrical molds positioned inside 1
Paper pulp, either black or white depending upon which piece in the series was being made,
was beaten with water, poured into the mold, and partially drained. Paper pulp of the
opposite color from the first pour was beaten with water and poured into the smaller
geometrical molds which were then removed. Composition includes cotton rags, sisal and
hemp. Draining was continued until the paper was dry enough to remove the mold. The mold
was removed and the piece was clamped between felts and metal screens and allowed to dry.
Metal stamps were tooled to the artist's specifications. The pieces were hand stamped by
inking the metal stamps and pounding them with a sledge hammer.

The Square Series consists of 10 coded variations SI-SX and 3 proofs.

S1 white, black geom. shapes SVI black, white geom. shapes
SII black, white geom. shapes SVII white, black geom. shapes
SIII white, black geom. shapes SVIIT black, white geom. shapes
SIV black, white geom. shapes SIX white, black geom. shapes
SV white, black geom. shapes SX black, white geom. shapes*

SIXC white, black geom. shapes SX(proof) white, black geom. shapes
SXC black, white geom. shapes

Distribution
ST-SX SI-SIX:Gemini G.E.L./SX:Artist
SIXC Anthony Zepeda
SXC Gemini G.E.L. 3
SX(proof) j Gemini G.E.L.

* gold pigment in the black
1/4 ounce of real gold in one white rectangle

We declare the above informalion is correct:

g, oo Pl 22 0
%MM | —one ek 19197K
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GEMINIGEL.® DOCUMENTATION  xo

B365 Melrose Avenue
Los Angeles California 90068
213 651-0513

Artist_Keith Sonnier
Tie_ Abaca Code-Rectangles

Period of collaboration September‘ 1975 to Feb‘ruar'y 1976
Standard date_NOt applicable

Cancellation date N0t _applicable

Date signed__February 1976

Medium _hand cast paper, hand stamped

size:H_6' W n8Y " p

Signature location hand stamped, 1ower -left_

Experimentation and development Ron MCPHEPSOH,
Robert Knisel, Peter Carlson, and Anthony Zepeda

Edition production _RON McPherson, Robert Knisel
Anthony Zepeda, and Victor Schiro
Collaboration and supervision Ron McPherson

Description of Fabrication

A rectangular mold (deckle bar) was set up and subdivided either vertically or horizontally,
depending on which individual piece in this series was being made, into 2 equal parts. Small
geometrical molds were placed in proper position inside the larger rectangular mold. 2 paper
pulps of different colors were individually beaten with water and then simultaneously poured
into and partially drained from the 2 equal parts of the lTarge mold. Black paper pulp was
beaten with water and poured into the smaller geometrical forms which were then removed.
Composition includes cotton rags, sisal, and hemp. Draining was continued until the paper

o remove the mold. The mold was removed and the piece was clamped between
felts and metal screens and allowed to dry. Metal stamps were tooled to the artist’s
specifications. The pieces were hand stamped by inking the metal stamps and pounding them
with a sledge hammer.
The Rectangle Series consists of 10 coded variations RI-RX and 2 proofs.

*RI red and yellow, black geom. shapes *RVI blue and yellow, black geom. shapes
**RI1 red and green, black geom. shapes *RVII  green and orange, black geom. shape

*RIII blue and red, black geom. shapes **RVIII green and purple, black geom. shape
**RIV  blue and yellow, black geom. shapes **RIX red and blue, black geom. shapes
**RY blue and yellow, black geom. shapes **RX red and purple, black geom. shapes

*RX(proof) blue and red, black geom. shapes
*RIII(proof) blue and pink, black geom. shapes

Distribution
RI-RX RI-RVII, RIX-RX:Gemini G.E.L./RVIII:Artist
RX(proof) Gemini G.E.L.
RIII(proof) Gemini G.E.L.

*subdivided vertically
**subdivided horizontally

We deciare the above informalion is correct:

Q;;QE}=;£§ R Ko — ——— Datk j}EJL VilQ?g

Artist




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY MoMA PS1 T .A.7¢8

GEMINI PRINT TERMINOLOGY

Each print created in the Workshop bears either an embossed, dry stamped or printed form of the Chop
mark of Gemini. All prints have a print number which is located adjacent to the Chop mark on the back side
of the print. The artist signs and numbers every print and may include a date and title.

At Gemini the following print terminology is used:

Right to Print
The first impression obtained during proofing that meets both the aesthetic and technical standards of the
artist and printer. This approved print becomes the edition standard, This proof is the property of the
Master Printer.
Edition
The number of prints identical in appearance to the Right to Print Proof numbered from | to whatever the
edition size is. Example — an edition of 50 contains 50 identical prints numbered 1/50, 2/50, 3/50, etc.
Printers Proof Il
A proof pulled for the printer who collaborated with the artist and the Master Printer in the creation and
printing of the edition.
Artists Proofs 1, I, Ill, etc.
Proofs of good quality that closely match or equal the standards of the edition prints. These proofs are for
the artist’s and publisher’s collection.
Trial Proof I, II, 1ll, etec.
Black proofs pulled prior to the Righr 1o Print proof. These proofs do not usually resemble the edition
prints and are selected because of their unique quality.
Color Trial Proofs |, 1I, I, etc.
First color proofs where sequence of color printing or colors are not completely resolved by the artist and
printers and is different from the printed edition. These proofs are rare and exist only on complex color prints,
Progressive Proofs |A, 2B, 3C, efc.
Prints which have more than two printings frequently are color proofed to show the breakdown of color
separations.
State Prints (signed State | 1/10, 2/10, etc. — State Il 1/20, 2/20, etc.)

When an artist decides to further work with the imagery of a printed edition or approved edition to be
printed and has all the Srares printed as separate editions. Generally the first drawn image is printed and
then corrections to the image are made and another edition is printed. Each Siate Edition would have its own
proofs and print number assigned to it. Print documentation would explain in detail the history of the Srares.

Gemini Impressions |, I, III

Three impressions from each edition that are used solely for exhibition purposes. These prints are not for sale.

Cancellation Proof

To assure that no further proofs can be pulled from the printing element after the edition has been printed,
the printing element is cancelled by either the artist or the printer. The printing image is fully inked and then
defaced by the use of a sharp instrument or a stone hone. One impression is pulled of this defaced printing
element to document the act. This impression is signed and dated by the artist. When a print has more than
one color the most complicated and involved color plate is chosen for cancellation. The Cancellation Proof
may or may not have the complete color printings, If the artist decides to print a particular image in two or
more States then there would be no Cancellation Proof pulled until all Srates have been completely printed.
In this case, as with all editions printed, the Print Documentation would clearly describe the print history.
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PRINT DOCUMENTATION
GEMINI G.EL.
8365 Melrose Ave.
Los Angeles, California 90069
213-651-0513

ARTisT_Keith Sennier

Tire_Video Still Screen V

PRINT CLASSIFICATION_3_cOlor screen

RIGHT TO PRINT PROOF DATE__2-12-73
CANCELLATION PROOF DATE_ 2-24-73
LOCATION OF CHOP and © Copyright __1ower right corner

LOCATION OF PRINT No..Verso chop mark

Collaboration between Artist and Staff of Gemini
from January to March 1973

Processing, proofing, printing under supervision of Master Printer
Kenneth Tyler. Hand printing of Edition by Printer(s)

Robert Knisel assisted by Gary Reams

PRINT No._KS73-5064 Paper Edges CUt Size: H___ 36" x_27 3/4" w
Color Printing Order Printing Elements Remarks

1 | silver black photo screen

2 | red photo screen

i green photo screen

5

6

7

8

9

10

11

12

Proofs No. Mold-made [x] Handmade [] Paper

Edition Size 50 | polyester film & Arjomari

Artists Proofs 9 |polyester film & Arjomari

Trial Proofs

Right to Print Proof polyester film & Arjomari

Printers Proof Il polyester film & Arjomari

Cancellation Proof polyester film & Arjomari
Other Proofs CTP polyester film & Arjomari
: polyester film & Arjomari

We declare that the above inforgnation is correct:
—
ARTIST ,é_% e e R DATE_j /#"r/—t
.

etV e s - oaTe S~/ ?"7}

Revised January 1973 ©Copyright Gemini GEE.L. 1973

1
i
Gemini Impressions |, I, ] 3 | polyester film & Arjomari
1
1
1

MASTER PRINTER .
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VIDEQ STILL SCREEN V

Each print in this edition is a composite of three separately screened video
images, each of which is printed on a sheet of clear polyester film, with a
signature sheet of Arjomari paper.

Using the Gemini I impression as the original position (pictured), there are
64 variations in placement. The following chart is a key to the proper po-
sitioning of each print. Variable symbols:

1  Vertical 1ine denotes original position of Gemini I

- Horizontal line denotes sheet turned left to right from
original position, as a book page is turned

/ Diagonal line denotes sheet flipped top to bottom from
original position, as a tablet is flipped

X X denotes sheet turned left to right and flipped top to
bottom from original position

Impression RED BLACK GREEN
Number Positive Positive Negative
Gemini I I
AP 1V
AP VII
2/50
PP II
9/50
13/50
17/50
21/50
25/50
29/50
33/50
38/50
40/50
43/50
48/50

Bt bt et bt b et e e e e e e e e
SE 1 SE™ 1| 3 1 3™ 1 =

SCHE D™ | | ] ™ ]

GREEN BLACK RED
Positive Positive Negative

Gemini I1I — T T
AP I = I I
AP V / I I
1/50 X I I
4/50 I I -
7/50 I I /
11/50 1 I X
15/50 : I =
19/50 - I /
23/50 - I X
28/50 / I -
32/50 / I /
36/50 / I X
42/50 X I 2
45/50 X I /
50/50 X I X
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Impression RED BLACK GREEN

Number Positive Negative Negative
mini II 1 I

AP III
AP VIIL
3/50
6/50
10/50
14/50
18/50
22/50
26/50
30/50
34/50
35/50
39/50
46/50
47/50

e il el el e e e e R e |
B 1 3 Y1 3T 1

b e e I B e

GREEN BLACK RED

Positive Negative Negative
RTP T I i

AP 11 - I I
AP VI / I I
AP IX X I I
5/50 I I o
8/50 I 1 /
12/50 1 I X
16/50 - I =
20/50 - I /
24/50 - I X
28/50 / I -
31/50 i I /
37/50 / I X
41/50 X I -
44/50 X I /
49/50 X I X

NOTE: There is a small perforation in the lower right corner of each
sheet. When these perforations are matched on all three sheets the
print is in its correct position for framing.
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GEMINI PRINT TERMINOLOGY

Each print created in the Workshop bears either an embossed, dry stamped or printed form of the Chop :
mark of Gemini. All prints have a print number which is located adjacent to the Chop mark on the back side
of the print, The artist signs and numbers every print and may include a date and title.

At Gemini the following print terminology is used:

Right to Print

The first impression obtained during proofing that meets both the aesthetic and technical standards of the
artist and printer. This approved print hecomes the edition standard. This proof is the property of the
Master Printer,

Edition
The number of prints identical in appearance to the Right to Print Prool numbered from | to whatever the
edition size is. Example — an edition of 50 contains 50 identical prints numbered 1/50, 2/50, 3/50, ete.
Printers Proof Il
A proof pulled for the printer who collaborated with the artist and the Master Printer in the creation and
printing of the edition.
Artists Proofs |, II, Ill, etc.
Proofs of good quality that closely match or equal the standards of the edition prints. These proofs are for
the artist’s and publisher’s collection.
Trial Proof I, II, 1ll, etc.
Black proofs pulled prior to the Right re Print proof. These proofs do not usually resemble the edition
prints and are selected because of their unique quality.
Color Trial Proofs I, II, Ill, etc.
Fi!-st color proofs where sequence of color printing or colors are not completely resolved by the artist and
printers and is different from the printed edition. These proofs are rare and exist only on complex color prints.
Progressive Proofs IA, 2B, 3C, etc.
Prints which have more than two printings frequently are color proofed to show the breakdown of color
separations.
State Prints (signed State | 1/10, 2/10, etc. — State Il 1/20, 2/20, etc.)

When an artist decides to further work with the imagery of a printed edition or approved edition to be
printed and has all the Srates printed as separate editions. Generally the first drawn image is printed and
then corrections to the image are made and another edition is printed. Each Stare Edition would ]ﬂwe its ow

proofs and print number assigned to it. Print documentation would explain in detail the kistory of the S::re;‘

Gemini Impressions |, I, Il

Three impressions from each edition that are used solely for exhibition purposes. These prints are not for sale.

Cancellation Proof

To assure that no further proofs can be pulled from the printing element after the edition h been printed,
the printing element is cancelled by either the artist or the printer. The printing image is fﬂ" as K d“ iii:;l'lhe "
defaced by the use of a sharp instrument or a stone hone. One impression is pu“l:dgof th"l de; ed and then
element to document the act, This impression is signed and dated by the artist, When : 2 ehaccd Pnn:ns
one color the most complicated and involved color plate is chosen for cancellation Tl:.‘ prCl'm ?J's l'f'IOTCPl ai}
may or may not have the complete color printings. If the artist decides to print a .ﬂrg' ?I ance au_onl mor
morc_.Sml'cr then _lhere- would be no Cancellation Proof pulled until all 'Sfﬁfe\- havcpb o lmlagcl i \:\fog
In this case. as with all editions printed, the Print Documentation wuuld. ulua.rly' deqcrie:: t:l':m:ﬁer:: iisi:g::e ‘
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PRINT DOCUMENTATION

GEMINI GE.L

8365 Melrose Ave.

Los Angeles, California 90069
213 -651-0513

ARTIST Keith Sonnier
TITLE_Video Still Screen IV

PRINT CLASSIFICATION_4 color screen

RIGHT TO PRINT PROOF DATE_ 2-26-73
CANCELLATION PROOF DATE_3-8-73
LOCATION OF CHOP and © Copyright_1ower right corner

LOCATION OF PRINT No.__Verso chop mark
Collaboration between Artist and Staff of Gemini
from January to March 1973

Processing, proofing, printing under supervision of Master Printer
Kenneth Tyler. Hand printing of Edition by Printer(s)

Robert Knisel assisted by Gary Reams

PRINT NO._ KS73-5063 Paper Edges _cut Size: H 27 3/4" X 36" w
Color Printing Order Printing Elements Remarks

1 | bronze photo screen
2 | silver photo screen

3 | red photo screen

4 | orange photo screen

5

6

7

8

9

10

11

12

Proofs No. Mold-made [x] Handmade [7] Paper

Edition Size 50| polyester film & Arjomari |
Artists Proofs 9| polyester film & Arjomari |
Trial Proofs
Right to Print Proof 1| polyester film & Arjomari
Printers Proof |l 1| polyester film & Arjomari |
Gemini Impressions I, IIl, l] 3| polyester film & Arjomari |
Cancellation Proof 1| polyester film & Arjomari |
Other Proofs CTP | 6| polyester film & Arjomari |

We declare that the gbove information is cgerect:

ARTIST . e T "'/4" "7?
MASTER PRINTER e, DATE i?(‘“/ ~72
y Rovised January 1973 ©Copyright Gemin| G.E.L 1973
by | dur, b ;
gty A
= l"w' -] 1 i
| 1’I .
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Video Still Screen IV

Each print in this edition is a composite of four separately screened
video images, each of which is printed on a sheet of clear polyester
f£ilm, with a backing sheet of Arjomari paper. The following chart is
a key to the proper positioning of the layers that make up the 1_ndi—
vidual impressions within the edition--top to bottom, left to right.

R - red B - bronze 0 - orange S - silver

Impression Group A

Number

Gemini I R B 0 S
Gemini II 5 R B 0
Gemini III 0 S R B
RTP B 0 S R
AP I R 0 S B
AP 11 R S B 0
AP III R 0 B S
AP IV B ) 0 R
AP V B R 0 S
AP VI B S 0 R
AP VII 0 S B R
AP VIII 0 B R S
AP IX 0 S R B
PP I1 S 0 B R
1/50 S B 0 R
2/50 S B R 0

Group B

3/50 0 B R S
4/50 S 0 B R
5/50 R S 0 B
6/50 B R S 0
7/50 0 R S B
8/50 0 S B R
9/50 0 R B S
10/50 B S R 0
11/50 B 0 R S
12/50 B S R 0
13/50 R S B 0
14/50 R B 0 S
15/50 R S 0 B
16/50 S R B 0
17/50 S B R 0
18/50 S B 0 R
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Impression
Number

19/50 B 0 S R
20/50 R B 0 S
21/50 S R B 0
22/50 0 S R B
23/50 B S R 0
24/50 B R 0 S
25/50 B S 0 R
26/50 0 R S B
27/50 0 B S R
28/50 0 R S B
29/50 S R 0 B
30/50 S 0 B R
31/50 ) R B 0
32/50 R S 0 B
33/50 R 0 S B
34/50 R 0 B S
Group D
35/50 By R S 0
36/50 0 B R S
37/50 S 0 B R
38/50 R 5 0 B
39/50 B S 0 R
40/50 B 0 R S
41/50 B S R 0
42/50 R 0 5 B
43/50 R B S 0
44/50 R 0 S B
45/50 S 0 R B
46/50 S R B 0
47/50 S 0 B R
48/50 0 g R B
49/50 0 R S B
50/50 0 R B S

NOTE: There is a small perforation in the lower right corner of each
sheet. When these perforations are matched on all three sheets the
print is in its correct position for framing.
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GEMINI PRINT TERMINOLOGY

Each print created in the Workshop bears either an embossed, dry stamped or printed form of the Chop
mark of Gemini. All prints have a print number which is located adjacent to the Chop mark on the back side
of the print. The artist signs and numbers every print and may include a date and title,

At Gemini the following print terminology is used:

Right to Print

The first impression obtained during proofing that meets both the aesthetic and technical standards of the
artist and printer. This approved print becomes the edition standard. This proof is the property of the
Master Printer.

Edition
The number of prints identical in appearance to the Right to Print Proof numbered from 1 to whatever the
edition size is. Example — an edition of 50 contains 50 identical prints numbered 1/50, 2/50, 3/50, etc.
Printers Proof Il
A proof pulled for the printer who collaborated with the artist and the Master Printer in the creation and
printing of the edition.
Artists Proofs |, Il, Ill, etc.
Proofs of good quality that closely match or equal the standards of the edition prints. These proofs are for
the artist’s and publisher’s collection.
Trial Proof I, II, 1, etc.
Black proofs pulled prior to the Righr 1o Print proof. These proofs do not usually resemble the edition
prints and are selected because of their unique quality.
Color Trial Proofs |, II, 1ll, etc.
First color proofs where sequence of color printing or colors are not completely resolved by the artist and
printers and is different from the printed edition, These proofs are rare and exist only on complex color prints,
Progressive Proofs IA, 2B, 3C, etc.
Prints which have more than two printings frequently are color proofed to show the breakdown of color
separations.
State Prints (signed State | 1/10, 2/10, etc. — State Il 1/20, 2/20, etc.)

When an artist decides to further work with the imagery of a printed edition or approved editlion to be
printed and has all the Stares printed as separate editions. Generally the first drawn image is printed and
then corrections to the image are made and another edition is printed. Each Srare Edition would have its own
proofs and print number assigned to it. Print documentation would explain in detail the kistory of the Stares.

Gemini Impressions |, II, lIl

Three impressions from each edition that are used solely for exhibition purposes. These prints are not for sale

Cancellation Proof

To assure that no further proofs can be pulled from the printing element after the edition has been rinted
the printing element is cancelled by either the artist or the printer. The printing image is fully inked arr:d th:r;
defaced by the use of a sharp instrument or a stone hone, One impression is pulled of this defaced printin
element to document the act. This impression is signed and dated by the artist. When a print has mor:‘e tha:
one color the most complicated and involved color plate is chosen for cancellation. The Cancellation Proof
may or may not have the complete color printings. If the artist decides to print a particular image in two or
more Srates then there would be no Cancellation Proof pulled until all Srares have been completely printed
In this case, as with all editions printed, the Print Documentation would clearly describe the print ;islzory. ‘
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PRINT DOCUMENTATION

GEMINI G.E.L.

8365 Melrose Ave.

Los Angeles, California 90069
213 -651-0513

ARTIST _Keith Sonnier
TimE_Video Still Screen III
PRINT CLASSIFICATION 4_color screen

RIGHT TO PRINT PROOF DATE  2-26-73
CANCELLATION PROOF DATE 3-8-73
LOCATION OF CHOP and © Copyright__1ower right corner

LOCATION OF PRINT No._Verso chop mark

Collaboration between Artist and Staff of Gemini
from January to March 1973

Processing, proofing, printing under supervision of Master Printer
Kenneth Tyler. Hand printing of Edition by Printer(s)

Gary Reams assisted by Robert Knisel

PRINT No.__KS73-5062 Paper Edges_CUt size: H___ 27 3/4" 36" w
Color Printing Order Printing Elements Remarks
1 | bronze photo screen
2 [ silver photo screen
3 | red photo screen
4 | green photo screen
5
6
7
8
9
10
11
12
Proofs No. Mold-made [X] Handmade [] Paper
Edition Size 50| polyester film & Arjomari
Artists Proofs 9| polyester film & Arjomari
Trial Proofs
Right to Print Proof polyester film & Arjomari

polyester film & Arjomar]
polyester film & Arjomari
polyester film & Arjomari

Printers Proof Il

Gemini Impressions |, II, Il
Cancellation Proof

Other Proofs

—alea|—a|—

We declare that the aove information is corregt:

ARTIST I A — _DJATE__'3 h/#-‘??

MASTER PRINTER & ZanotYin L. gl  mE.%/7-22

Revised January 1973 “Copyright Gamini GIE.L. 1973

- I,-'\ e 1,‘"."7--
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Video Still Screen III

Each print in this edition is a composite of four separately screened
video images, each of which is printed on a sheet of clear polyester
film, with a backing sheet of Arjomari paper. The following chart is
a key to the proper positioning of the layers that make up the indi-
vidual impressions within the edition--top to bottom, left to right.

S - silver G - green B - bronze R - red

Impression Group A
Number
Gemini 1 S G B R
Gemini II R 3 G B
Gemini III B R S G
AP I G B R S
AP II S B R G
AP III S R G B
AP IV S B G R
AP V G R B S
AP VI G S B R
AP VII G R B S
AP VIII B R G S
AP IX B G S R
RTP B R S G
PP 11 R B G S
1/50 R G B S
2/50 R G S B
Group B
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TGOV ULMO UG m WD o

R
S
G
B
B
G
B
G
)
G
G
R
G
B
R
R

OO EUOD 000 WYL mE oW




E_
4

Oy

FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

MoMA PS1

T.A.7¢8

Impression
Number

Group C

19750
20/50
21/50
22/50
23/50
24/50
25/50
26/50
27/50
28/50
29/50
30/50
31/50
32/50
33/50
34/50

35/50
36/50
37/50
38/50
39/50
40/50
41/50
42/50
43/50
44/50
45/50
46/50
47/50
48/50
49/50
50/50

NOTE: There is a small perforation in th
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sheet. When these perforations are matched on
print is in its correct position for framing.
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e lower right corner of each

all three sheets the
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GEMINI PRINT TERMINOLOGY

Each print created in the Workshop bears either an embossed, dry stamped or printed form of the Chop |
mark of Gemini. All prints have a print number which is located adjacent to the Chop mark on the back side
of the print, The artist signs and numbers every print and may include a date and title.

At Gemini the following print terminology is used:

Right to Print

The first impression obtained during proofing that meets both the aesthetic and technical standards of the
artist and printer. This approved print becomes the edition standard. This proof is the property of the
Master Printer.

Editi
The number of prints identical in appearance to the Right 1o Print Proof numbered from | to whatever the
edition size is. Example — an edition of 50 contains 50 identical prints numbered 1/50, 2/50, 3/50, ete.

Printers Proof Il
A proof pulled for the printer who collaborated with the artist and the Master Printer in the creation and
printing of the edition.

Artists Proofs |, I, Ill, etc.

Proofs of good quality that closely match or equal the standards of the edition prints. These proofs are for
the artist’s and publisher’s collection.

Trial Proof I, II, I, etc.

Black proofs pulled prior to the Right to Prini proof. These proofs do not usually resemble the edition
prints and are selected because of their unique quality,

Color Trial Proofs 1, 11, I, etc.

First color proofs where sequence of color printing or colors are not completely resolved by the artist and
printers and is different from the printed edition. These proofs are rare and exist only on complex color prints.

Progressive Proofs 1A, 2B, 3C, etc,

Prints which have more than two printings frequently are color proofed to show the breakdown of color
separations.

State Prints (signed State | 1/10, 2/10, etc. — State 1l 1/20, 2/20, etc.)

When an artist decides to further work with the imagery of a printed edition or a o’ iti

printed and has all the Stares printed as separate editions. Generally the first drawn pi%a;:di:d::i::eclmar:
then corrections to the image are made and another edition is printed. Each Stare Edition would have its own
proofs and print number assigned to it. Print documentation would explain in detail the Fistory of the States

Gemini Impressions 1, II, 1II

Three impressions from each edition that are used solely for exhibition purposes. These prints are not for sale

Cancellation Proof

To assure that no further proofs can be pulled from the printing element after the edition has been printed
the printing element is cancelled by either the artist or the printer. The printing image is fully inked mﬁ":h 5
defaced by the use of a sharp instrument or a stone hone. One impression is pulled of this );efaced iodiag
element to document the act. This impression is signed and dated by the artist. When a print h morl-"rlr:lr:ﬂg
ane color the most complicated and involved color plate is chosen for cancell{zlion ThGPCance‘:!s;‘ eP N}
may or may not have the complete color printings. If the artist decides to print a F-'a“iCular e a a;nlw;ggr
more States then there would be no Cancellation Proof pulled until all Srares have been com lef:l Ptk
In this case. as with all editions printed, the Print Documentation would clearly describe the :fim iisr::;r;, A
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PRINT DOCUMENTATION

| GEMINI G.EL.

! 8365 Melrose Ave.
Los Angeles, California 90069
213-651-0513

ARTIST_Keith Sonnier
TiTLe_Video Still Screen Il
PRINT CLASSIFICATION_4 color screen

RIGHT TO PRINT PROOF DATE  2-26-73
CANCELLATION PROOF DATE__3-8-73
LOCATION OF CHOP and © Copyright_lOWer right corner

LOCATION OF PRINT No..Verso chop mark
Collaboration between Artist and Staff of Gemini
from January to March 1973

Processing, proofing, printing under supervision of Master Printer
Kenneth Tyler. Hand printing of Edition by Printer(s)

Robert Knisel assisted by Gary Reams

PRINT No._KS73-5061 Paper Edges _Ccut Size: H__27 3/4" X 36" w
Color Printing Order Printing Elements Remarks

1| silver photo screen

2 | bronze photo screen

3 | green photo screen

4 | blue photo screen

5

6

7

8

9

10

11

12

Proofs No. Mold-made [X] Handmade [7] Paper

Edition Size 50 |polyester fil i i

Artists Proofs 9 Ipolyester film & Arjomari

Trial Proofs

Right to Print Proof 1 |[polyester film & Arjomars

Printers Proof Il

polyester film & Arjomari

1
Gemini Impressions |, I, Il| 3 [polyester film & Ariomari
Cancellation Proof 1 |[polyester film & Arjomari ]
Other Proofs

We declare that the gbove information is correct:

— i _DnTEj_/# "73

ARTIST -
MASTER PRINTER I T ‘/17"'77)
Revised January 1973 ©Copyright Geminl G.E.L. 1973
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Video Still Screen II

aper.

Each print in this edition is a composite of four separately screened
video images, each of which is printed on a sheet of clear polyester
film, with a backing sheet of Arjomari
a key to the proper positioning of the
vidual impressions within the edition--

The following chart is
ayers that make up the indi-
top to bottom, left to right.

G - green Br - bronze Bl - blue S - silver
Impression Group A
Number
Gemini I G Br Bl 50
Gemini 11 S G Br Bl
Gemini III B1 S G Br
AP I Br Bl S G
AP 11 G B1 S Br
AP II1I G S Br B1
AP 1V G B1 Br S
AP V Br S B1 G
AP VI Br G Bl S
AP VII Br S B1 G
AP VIII B1 S Br G
AP IX B1 Br G S
RTP Bl S G Br
PP II S B1 Br G
1/50 S Br B1 G
2/50 S Br G B1
Group B
Br G S
B1 Br G
S Bl Br
G S B1
G S Br
5 Br G
G Br S
S G Bl
B1 G S
S G Bl
8 Br Bl
Br B1 S
S B1 Br
G Br B1
Br G B1
Br B1 G
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Impression
Number

) T9750
20/50
21/50
22/50
23/50
24/50
25/50
26/50
27/50
28/50
29/50
30/50
31/50
32/50
33/50
34/50

35/50
36/50
37/50
38/50
39/50
40/50
41/50
42/50
43/50
44/50
45/50
46/50
47/50
48/50
49/50
50/50

Br Bl S G
G Br Bl S
S G Br B1
B1 S G Br
Br S G Bl
Br G Bl S
Br S B1 G
Bl G S Br
Bl Br S G
B1 G S Br
S G B1 Br
S B1 Br G
S G Br B1
G S B1 Br
G B1 S Br
G B1 Br S
Group D
Br G S BT
B1 Br G S
S B1 Br G
G S B1 Br
Br S B1 G
Br B1 G S
Br S G B1
G B1 S Br
G Br S Bl
G B1 S Br
S Bl G Br
S G Br Bl
S Bl Br G
B1 S G Br
B1 G S Br
B1 G Br S

NOTE: There is a small perforation in the lower right corner of each
sheet. When these perforations are matched on all three sheets the

print is in its correct position for framing.

S
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GEMINI PRINT TERMINOLOGY

Each print created in the Workshop bears either an embossed, dry stamped or printed form of the Chop \
mark of Gemini. All prints have a print number which is located adjacent to the Chop mark on the back side
of the print. The artist signs and numbers every print and may include a date and title,

At Gemini the following print terminology is used:

Right to Print
The first impression obtained during proofing that meets both the aesthetic and technical standards of the
artist and printer. This approved print becomes the edition standard. This proof is the property of the
Master Printer.
Edition
The number of prints identical in appearance to the Right to Print Proof numbered from 1 to whatever the
cdition size is. Example — an edition of 50 contains 50 identical prints numbered 1/50, 2/50, 3/50, etc.
Printers Proof Il
A proof pulled for the printer who collaborated with the artist and the Master Printer in the creation and
printing of the edition.
Artists Proofs |, Il, lll, etc.
Proofs of good quality that closely match or equal the standards of the edition prints. These proofs are for
the artist’s and publisher's collection.
Trial Proof I, II, 1I, etc.
Black proofs pulled prior to the Right to Print proof. These proofs do not usually resemble the edition
prints and are selected because of their unique quality.
Color Trial Proofs 1, 11, 1lI, etc.
First color proofs where sequence of color printing or colors are not completely resolved by the artist and
printers and is different from the printed edition. These proofs are rare and exist only on complex color prints.
Progressive Proofs IA, 2B, 3C, etc.
Prints which have more than two printings frequently are color proofed to show the breakdown of color
separations.
State Prints (signed State | 1/10, 2/10, etc. — State Il 1/20, 2/ 20, etc.)

When an artist decides to further work with the imagery of a printed edition or approved edition to be
printed and has all the Stares printed as separate editions. Generally the first drawn image is printed and
then corrections to the image are made and another edition is printed. Each Stare Edition would have its own
proofs and print number assigned to it. Print documentation would explain in detail the history of the Srares.

Gemini Impressions 1, II, 1l

Three impressions from each edition that are used solely for exhibition purposes. These prints are not for sale

Cancellation Proof

To assure that no further proofs can be pulled from the printing element after the edition has been printed
the printing element is cancelled by either the artist or the printer. The printing image is fully inked azd thet;
defaced by the use of a sharp instrument or a stone hone. One impression is pulled of this defaced rinting
clement to document the act. This impression is signed and dated by the artist. When a print has mo‘:c than
one color the most complicated and involved color plate is chosen for cancellation. The Cancellation Proof
may or may not have the complete color printings. If the artist decides to print a particular image in two or
more Srates then there would be no Cancellation Proof pulled until all Srates have been completely printed
In this case. as with all editions printed. the Print Documentation would clearly describe the print history. .
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PRINT DOCUMENTATION

GEMINI G.EL.

8365 Melrose Ave.

Los Angeles, California 90069
213-651-0513

ArTisT_Keith Sonnier
Tire_Video Still Screen I

PRINT CLASSIFICATION 4 color screen

RIGHT TO PRINT PROOF DATE_2-26-73
CANCELLATION PROOF DATE_ 3-8-73
LOCATION OF CHOP and € Copyright_1OWer right corner

LOCATION OF PRINT No.__verso chop mark

Collaboration between Artist and Staff of Gemini
from January to March 1973

Processing, proofing, printing under supervision of Master Printer
Kenneth Tyler. Hand printing of Edition by Printer(s)
Gary Reams assisted by Robert Knisel

PRINT No._KS73-5060 Paper Edges_ CUt Seoll 27 3/4% o =360 W
Color Printing Order Printing Elements Remarks

1| silver photo screen

2 | bronze photo screen

3 | blue photo screen

g orange photo screen

6

7

8

9

10

11

12

Proofs No. Mold-made [x] Handmade [] Paper

Edition Size 50 | polyester film & Arijomari |
Artists Proofs 9 | polyester film & Arjomari
Trial Proofs
Right to Print Proof 1 [ polyester fil
Printers Proof Il 1 [ polyester film & Ariomari
Gemini Impressions |, Il, IIl] 3 | polyester film & Arjomari
Cancellation Proof 1 | polyester film & Arjomari
Other Proofs

We declare that th, correct

ARTIST 3 \ B _DATE 5‘/# ?5_
DATE. 2, -—/"/-72

MASTER PRINTER.
Revised January 1973  ©Copyright Gemini G.E.L. 1973
— =S T =
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Video Still Screen I

aper.

Each print in this edition is a composite of four separately screened
video images, each of which is printed on a sheet of clear polyester
film, with a backing sheet of Arjomari
a key to the proper positioning of the
vidual impressions within the edition--top to bottom, left to right.

The following chart is
ayers that make up the indi-

Bl - blue S - silver 0 - orange Br - bronze
Impression Group D
Number
Gemini I B1 S 0 Br
1/50 Br B1 S 0
2/50 0 Br B1 S
3/50 S 0 Br B1
4/50 B1 0 Br S
5/50 B1 Br S 0
6/50 B1 0 S Br
7/50 S Br 0 Bl
8/50 S B1 0 Br
9/50 S Br 0 B1
10/50 0 Br S B1
11/50 0 S B1 Br
12/50 0 Br Bl S
13/50 Br 0 S B1
14/50 Br S 0 B1
15/50 Br S B1 0
Group C
16/50 0 S Bl Br
17/50 Br 0 S B1
18/50 B1 Br 0 S
19/50 S B1 Br 0
20/50 0 B1 Br S
21/50 0 Br S B1
22/50 0 B1 S Br
23/50 S Br B1 0
24/50 S 0 Bl Br
25/50 S Br B1 0
B1 Br S 0
B1 S 0 Br
B1 Br 0 S
Br B1 S 0
Br S B1 0
Br S 0 B1

Series.Folder:

T .A.7¢8
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Impression Group B
Number
32/50 S 0 Br Bl
33/50 B1 5 0 Br
34/50 Br B1 S 0
35/50 0 Br B1 S
36/50 S Br Bl 0
37/50 S B1 0 Br
38/50 S Br 0 B1
39/50 0 B1 Br S
40/50 0 S Br B1
41/50 0 B1 Br S
42/50 Br B1 0 S
43/50 Br 0 S B1
44/50 Br B1 S 0
45/50 B1 Br 0 9
46/50 Bl 0 Br S
47/50 B1 0 S Br

Group A

Gemini II S B1 Br 0
48/50 0 S B1 Br
49/50 Br 0 S B1
50/50 B1 Br 0 S
Gemini III S Br 0 B1
RTP S 0 Bl Br
PP II S Br B1 0
AP 1 Bl 0 Br S
AP II B1 5 Br 0
AP III B1 0 Br S
AP IV Br 0 B1 S
AP V Br Bl S 0
AP VI Br 0 S Bl
AP VII 0 Br Bl S
AP VIII 0 Bl Br S
AP IX 0 B1 S Br

NOTE: There is a small perforation in the lower right corner of each
sheet. When these perforations are matched on all three sheets the
print is in its correct position for framing.
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GEMINI PRINT TERMINOLOGY

Each print created in the Workshop bears either an embossed, dry stamped or printed form of the Chop I
mark of Gemini. All prints have a print number which is located adjacent to the Chop mark on the back side
of the print. The artist signs and numbers every print and may include a date and title.

At Gemini the following print terminology is used:

Right to Print

The first impression obtained during proofing that meets both the aesthetic and technical standards of the
artist and printer. This approved print becomes the edition standard. This proof is the property of the
Master Printer.

Edition
The number of prints identical in appearance to the Right to Print Proof numbered from 1 to whatever the
edition size is. Example — an edition of 50 contains 50 identical prints numbered 1/50, 2/50, 3/50, etc.
Printers Proof I
A proof pulled for the printer who collaborated with the artist and the Master Printer in the creation and
printing of the edition.
Artists Proofs |, Il, Ill, etc,
Proofs of good quality that closely match or equal the standards of the edition prints. These proofs are for
the artist’s and publisher's collection.
Trial Proof I, II, llI, etc.
Black proofs pulled prior to the Right ro Prins proof. These proofs do not usually resemble the edition
prints and are selected because of their unique quality.
Color Trial Proofs I, II, 1lI, etc.
First color proofs where sequence of color printing or colors are not completely resolved by the artist and
printers and is different from the printed edition. These proofs are rare and exist only on complex color prints.
Progressive Proofs IA, 2B, 3C, efc.
Prints which have more than two printings frequently are color proofed to show the breakdown of color
separations.
State Prints (signed State | 1/10, 2/10, etc. — State Il 1/20, 2/20, etc.)

When an artist decides to further work with the imagery of a printed edition or approved edition to be
printed and has all the Srates printed as separate editions. Generally the first drawn image is printed and
then corrections to the image are made and another edition is printed. Each State Edition would have its own
proofs and print number assigned to it. Print documentation would explain in detail the history of the States.

Gemini Impressions |, 1, 1lI

Three impressions from each edition that are used solely for exhibition purposes. These prints are not for sale.

Cancellation Proof

To assure that no further proofs can be pulled from the printing element aft iti i

the printing element is cancelled by either the artist or |hcpprintc§ The priminl;rilmh:gf:dil:?ﬂllhaisn::;“asgm
defaced by the use of a sharp instrument or a stone hone. One impression is pulled of this 3‘rdr.-,far:lsd rintin,
element to document lhe_act. This impression is signed and dated by the artist. When a print has mo[:'e thaﬁ
one color the most complicated and involved color plate is chosen for cancellation, The Cancellation Proof
may or may not have the complete color printings. If the artist decides to print a particular image in two or
more States then there would be no Cancellation Proof pulled until all States have been completely printed
In this case. as with all editions printed, the Print Documentation would clearly describe the print )I:listory. i
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| PRINT TERMINOLOGY

Right to Print

The first impression achieved in the
proofing period which meets the esthetic
and technical approval of the artist and
Gemini. Each print of the Edition must be
identical to this standard.

Edition

The body of prints identical to the Right to
Print proof. Two numbers are used in the
signing procedure: the upper one is
numbered consecutively beginning with 1 and
indicates the number of that print within

the Ediition; the lower number indicates the
total number of prints in the Edition.

Printer’'s Proof Il
A proof pulled for the printer of the Edition.

Artist’s Proof

A proof of good quality which closely
matches or equals the standards of the
Edition prints.

Trial Proof

Generally, a proof which varies from the
Edition in imagery, printing sequence, has
added or deleted elements, or in some way
the printing has differed from the Edition.

Color Trial Proof

Generally, these proofs have the same
printing elements as those in the Edition,
but there may be a sequence which differs,
or has been added or deleted as in the
Trial Proof, or there may simply be a color
variance. Both a Trial Proof and Color Trial
Proof may have been pulled at any time
during the proofing period or while the
Edition is being printed. They are signed

if the artist feels they have a desirable
quality of uniqueness which gives them
special merit. Occasionally, there is an
overlap in intent between the Trial Proof
and the Color Trial Prool.

Working Proof

A print which has at least one printing ele-
ment and upon which the artist has added
work by hand.

Progressive Proof

A series of proofs primarily intended to
illustrate the development of the image of
the finished print. One set of Progressives
shows each color or element singly. The

other set shows the actual development of
the completed print as each color or
element is added, one by one.

State

The result of an artist developing a variance
in a previously resolved print resulting in

a complete Edition with accompanying
proofs. The variance may involve a change
in color, elements or printing sequence.

Gemini Impressions

Prints identical to the Edition pulled for
exhibition purposes.

Cancellation Proof

To assure that no further proofs can be
pulled from the printing element after the
Edition has been printed, the printing
element is cancelled by either the artist or
printer. In the case of the lithograph, the
printed image is fully inked and then
defaced by the use of a sharp instrument
or a stone hone. In the case of the screen
print, a chemical substance is added to

the stencil to effect the Cancelfation mark,
thereby preventing future use of that image.
In both cases, one impression is pulled of
the detaced element to document the act.
This impression is signed and dated by the
artist. When a print has more than one
color, the most complicated and involved
color plate is chosen for cancellation. The
Cancellation Proof may or may not have
the complete color printings. If the artist
decides to print a particular image in an
additional State, the Cancellation Froof
would be pulled after all States have

been printed.

Signing Procedure

At the completion of the printing of the
Edition and its proofs, the approved prints
are then signed and numbered by the
artist. In some cases, the artist may also
inscribe the title and the date.

Chop

Each signed print bears an embossed, dry
stamped or printed form of the Gemini
Chop. It is generally placed adjacent to the
artist’s signature and is accompanied by
a copyright mark. Each Edition and its
accompanying proofs has its own identi-
fying number which is inscribed in pencil
on the reverse side of the print adjacent

to the Chop.

© Geminj G.EL. 1974

| I&"—f.
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erio, KST5-5131A

@

m Air to Air

Period of collaboration March to June 1975
Right to Print date _March 25, 1975
Cancellation date _Same master as KS75-5131

stereo LP record, album cover
il 3 12 1/2" gdge:__ -~

Slﬁum location unsigned

Processing and proofing_Jeff Wasserman

‘Edition printing __Keysor-Century Records
Collaboration and supervision _ Jeff Wasserman_ Ron McPherson

Priming Sequence Process or Printing Element Additional Information

YR e offset Tithography
"3 album cover o i S,

@l
mt

||~ |a]s

)

m|2|3]e

No. Paper
Edition 1,000 black plastic record, album cover

Artist's Proofs
Trial Proofs

Color Trial Proofs

Right to Print Proof
Printer's Proof Il
Gemini Imp
Cancellation Proof
Other Proofs.

We d-cllm the above information is correct:

,,7/ ,;{fvg// 7z
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PrintNo._ KS

_April 1, 1975
clear plastic stereo LP record, album cover
12 1/2"w_12 1/2" edge: -~
location__On_record label
sing and proofing Jeff Wasserman

*** Edition printing __S€€_below

Collaboration and supervision_Jeff Wasserman

}
- ** Also i "-_l_ud’es-__,b'l_ack plastic stereo LP playing version, voiceprint insert.
~ Printing Sequence Process or Printing Element Additional Information

hand stamped with steel dies D A
voiceprint made of artist's voice W '
hand stamped, hand screened 1 D

ceprint insert
m_cover

*** Record pressing: Keysor-Century Records; cover stamping: Jeff Wasserman; cover printing:
~ Robert Knisel; voiceprint: George Papcun, UCLA Phonetics Lab, reproduced in offset Tithography
by Blair Litho raphy

No. Paper
Edition 50 clear plastic record, double album
Ws W’ ']‘[ " " n n "
Trial Proofs
Color Trial Proofs
1 " " " n n
Right to Print Proot | = . - : x

Printer's Proof |l

" 1] n n n

Gemini Impressions 3
* Gancellation Proof _Master in custody of Keysor-Century Records
Other Proofs S.P. 2 clear plastic record, double album

We declare the above information is correct:
—
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‘Gomini, Each print of the Edition must be
identical to this standard.

The body of prints identical 1o the Aight to
Print proof. Two numbaers are used in the
signing procedura: the upper one (s
numberad consaculively baginning with 1 and
indicates the number of that print within

the Edition; the lower numbar indicates the
total number at prints in the Edition.

Printer’s Proof Il
A proof pulled for the printer of the Edition.

Artist's Proof
A proof of good quality which closely
matches or equals the standards of the
Edition prints.

Trial Proof
Gmwry.apmotwhlchmmfromme
Edition In imagery, printing sequence, has
added or deleted elements, or in some way
the printing has differed from the Edition,

Color Trial Proof

Ganerally, these proofs have the same
printing elements as those in the Edition,
but there may be a sequence which differs,
or has been added or deleted as in the
Trial Prool, or there may simply be a color
variance. Both a Trial Proof and Color Trial
Proo! may have been pulled at any lime
during the proofing period or while the
Edition is being printed. They are signed

if the artist feels they have a desirable
quality of uniqueness which gives them
special merit. Occasionally, there is an
overlap in intent between the Trial Proot
and the Color Trial Proof.

Working Proof

A print which has at least one printing ele-
ment and upon which the artist has added
work by hand,

Progressive Proof

A series of proofs primarily intended to
illustrate the development of the image of
the finished print. One set of Progressives
shows each color or element singly. The

The resull of an artis! developing a variance
in a previously resolved print resulting in

a complete Edition with accompanying
proofs Tha varlance may involve a change
in color, alements of printing sequence.

Geminl Impressions
Printa identical to the Edition pulled for
axhibition purposes,

Canceliation Proof

To assure that no lurther proofs can be
pulled from the printing element after the
Edition has been printed, the printing
elament is cancelied by either tho artis! or
printer. in the case of the lithograph, the
printed image s fully inked and then
defaced by the use of a sharp instrument
or a stone hone. in the case of the screen
print, a chemical substance is added o
the stencil to affect tha Cancellation mark,
thereby preventing future use of that image.
In both cases, one impression is pulled of
the defaced element to document the act.
This impression is signed and dated by the
artist. When a print has more than one
color, the most complicated and involved
color plate is chosen for cancellation. The
Cancellation Proof may or may not have
the complete color printings. If the artist
decides fo print a particular image in an
additional Stale, the Cancellation Proof
would be pulled after all Sfates have

been printed,

Signing Procedure

At the completion of the printing of the
Edition and its proofs, the approved

are then signed and numbered by the
artist. In some cases, the artist may aiso
inscribe the title and the date.

Chop

Each signed print bears an embossed, dry
stamped or printed form of the Gemini
Chop. It is generally placed adjacent to the
artist’s signature and is accompanied by
a copyright mark. Each Edition and its
accompanying proofs has its own denti-
fying number which is inscribed in pencil
on the reverse side of the print adjacent

to the Chop.

i OLOGY
— —'_—
W |
Ly
‘Right to Print other sat shows the actual development of
impression achieved the completed print as each color or
m which meets II:‘ :.thoﬂc slement is added, one by one.
~and technical approval of the artist and State

€ Gomim G EL 1974
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GEMINIGEL. ® DOCUMENTATION  wo kS75-1

B365 Melrose Avenve
Los Angeles California 90069
213 651-0513

artist_Keith Sonnier
Titte Abaca Code-Circles

Period of collaboration _September 1975 to February 1976
S!andnrd date N0t applicable

date_Nnot applicable
Date signed February 1976
Medium hand cgg; paper, hand stamped
Size: H p_6 1/2' diameter
Signature location hand stamped lower right )
Experimentation and development Ron McPherson,
Robert Knisel, Peter Carlson, and Anthony Zepeda
Edition production _Ron McPherson, Robert Knisel,
Anthony Zepeda., and Victor Schiro
Collaboration and supervision_Ron McPherson

Descriph 1 of Fabrication

c_mnld_ldecklg_harl_mas_sel_up_ulth_smaller;x a . itioned inside i
Eﬂper_nuLp vas bea od o artially drained. Paper pulp

ECOnd O 10 N d Dedien W i dlLe dl1gd PO 2 (] ' [ ne T = = dl1g d 0T L[] [

hen remaved omposition consi 0 atton rag isal and hemp raining wa
ontinued unti he paper was dry enough ta remave the mold he mold wa emoved and

£EB5,ﬂnﬂ_3llﬂHEd_Iﬂ_dIJJ__Mﬁial_SIﬂmDS_MEIE_______

tooled to the artist's specifications T were hand amped by me

SIamps_and_pmdeﬂg_them_m.th_a_st.dge_hamp

The Circle Series consists of 10 coded variations CI-CX and 4 -proofs

CI red, black rectangles CVI black, yellow rectangles
CII red, white rectangles CVIT  blue, black rectangles
CIII  green, white rectangles CVIIT black, blue rectangles
CIv white, green rectangles CIX white, black rectangles
cv yellow, black rectangles CX black, white rectangles

CIAP silver, red & blue rectangles GIIT  blue, black rectangles
CI(proof) white, red rectangles GIV black, blue & red rectangles

Distribution
CI-CX CI-CIV, CVI-CX: Gemini G.E.L./CV:Artist
CIAP Artist
CI(proof) Gemini G.E.L.
GIII : Gemini G.E.L.
GIV Gemini G.E.L.

We declare the above inlormalion is correct:

GT@O’;%M—— — & —one oo .19 1919
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GEMINI GE.L. 8365 MELROSE AVENUE LOS ANGELES CALIFORNIA 90069 213 651-0513

March 16, 1983

Ron Lynch

P51

46-01 21st Street

Long Island City, New York 11101

Dear Ron,

I am sorry that when you called this morning that I couldn't take the time
to give you the information over the phone, but I think that the enclosed
materials will make it a lot easier for you anyway.

I have enclosed documentation sheets for all of Keith's print projects with
us. On thése sheets is all the information regarding titles, dimensions,
etc. etec. etc. Please feel free to call me if you have any questions or
need some help deciphering any of them. Regarding the issue of 'credit',

I would presume that any work coming from Castelli Graphics should be courtesy
of them, and any coming from us be courtesy of us. On the "Abaca Code" loan
forms which I am returning I have left out that information on the pieces
which belong to Keith. He may want to be credited as the lender... I don't
know. Also, before returning any of his pieces, or for that matter ours,
please give me a call. They are so big and difficult to transport that we
may be able to arrange for someone to keep them, or something... who knows?
Keith and Sidney may have even already discussed Keith's keeping his pieces
in New York, I don't know.

Our only request regarding 'credit' is that anytime any of our publications

are reproduced (for a catalogue, for newspapers, wherever) that a copyright
notation accompany the reproduction - even if the work came 'courtesy of Castelli
Graphics'.

The only other thing is possible sales. We would be pleased to offer PS 1
a commission of 25% on any sales of the 'Abaca Codes'. The retail selling
price is $3,500 to $4,500, depending on the piece, and the 25% commission

would thus range from $875 to $1,125.

I hope this letter makes sense...it was written very much in a hurry. Please
let me know if you have any questions or if I can assist you further.

Sincerely,
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Il]io (‘JAS“EIJIJI 420 WEST BROADWAY NEW YORK 10012 431-5160

L statemer Rita Sirignano
concluding Institute for Art and Urban Resources
signifies 46-01 21 st.

ormosite Long Island ecity,n.y. 11101

cisely the
selective’ oate
then eleg:
gencia. In
instead ay7/14/82 Keith Sonnier Sl:’.cles:,?,5 103(3)
of choosis D-68,D-12,2,23,12(1)L,F-14,
The fact 89(1)109(@2)D-88,124,D-60,132
its highet D-116,123,129,126(4)

says any f

should be

REG. # DESCRIPTION OF WORK

The Origi:
by Jose O:
w.W. Nort
New York
19€7

REMARKS

PLEASE RETURN!!

SHIPPING/CRATING

FRAMING




& statement is a kind of act, or doing. ahat is a reader to do uvon
concluding a2 historv of rhilosony? Caorice is to be avoided. Cavrice
signifies doing anvthing among the many things that can be done. Its
ormogite is the a it of choosing from among many things nre-
cisely the one fhat demands to be done. This act and habit of choosing
selectively was at first designated as eligentia by the latins, and
then elegantia. This term is rossibly the origin of our word int-elli-
gencia. In any event, elegance would have an anter name for what we
instead awkwardly categorize as ethics; since the iatter is the art

of choosing the best conduct, it is the science of what has to be donme.
The fact that the term elegance is nowadays a2 most irritating one 1s
its highest recommendation. Elegant is the man who neither does nor

says any old thing, but instead does what should be done and says what
should be said.

The Origin of Philosophy
by Jose Ortega y Gasset

#.%. Norton & Co., Inc.

New York

19€7
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Picturing Language;
The Work of Keith Sonnier

"Aesthesipol”™. A word.: A sound. The sound is of soft
syllables rolling to a point. The sound is rich in reference
but resolves in no known specific meaning - the contours
are left open to the participation of the reader/hearer.
Aesthesipol is a sound that exists on the threshold of
signifying and was invented in 1982 to serve as title for
one of Keith Sonnier's sculptures - a rambling glyph of
extruded aluminum with a working pay phone attatched to one
of its three vertical members and a portable television
attatchéito another. The viewer is quite literally placed
in the currents that flow between mind and matter in
interacting and interchangeable waves of the aural, the
visual, and the tactile. Order, restraint, and a discrete
confidence in the confrontation with and use of technology
conspire with the enigmatic and a self-critical sense of
humor. Is this merely an outpost of surveilance or are
aesthetics consuming politics? What is art ? What is
communication? Stay tuned. )

wpesthesipol™ provides a summary of many of Xeith Sonnier's
concerns. Concerns that materialize in mediums and medias
that range from satin to satellite. His diversity finds
unity in the probing of the realm of sign and symbol - a
return to and re-invention of the moment when picturing and
writing were one. The meeting of hand and mind moves from
an almost totally sensual exploration of touch, to mark making,
to pictured units of language.

The pictured, rather than merely phonetic writing of a
variety of non-Western cultures (Mayan, Chinese, Indian, et
al) has an obvious appeal to artists for whom the act and
nature of drawing are primary concerns ("I'm trying to make
a glyph for paradise.", Brice Marden recently responded when
queried about the figurations in his sketchbook.) Adolph
Gottlieb's "Pictogram" paintings from the 1940s, Jackson
Pollock's sweeping "calligraphic" drips, Cy Twombly's paintings,

Marden's recent drawings, A.R. Penck®s paintings, the work
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of yaung graffiti artists, all, 1%yarious ways propel writing

(and the meaning of writing) into vision. Sonnier's drawing
extends from the wall making fragile monograms for our
techno-space. His writing is both sensual and multi-dimen-
sional.

Pictured writing is grounded in touch, and establishing
space and place for his sense of touch became Sonnier's
first concern upon his arrival in New York, in 1966. Born
in Mamou, Louisiana, his youth and early adulthood took place
in the unassimilated rural French culture of the Cajuns.
Clarity and order with a preference for symmetry and a
casual, almost tropical, lushness not unwilling to engage the
tawdry suffuse much of Sonnier's work; and certainly the
wFrenchness”" in his sensibility can be largely attributed
to his Cajun background. Sonnier's first journey beyond
a twenty mile radius of his birthplace was to travel and
study in France (1963-1964); but, when he arrived in New
York, he had no difficulty whatsoever finding fertile ground
for his rural roots. He quickly dispensed with the conventional
techniques of the figurative paintings of his student days
in favor of a direct manipulation and exploration of a
variety of materials - materials often of a viscous or
diaphonous nature that merged painterly allusiveness with
tactility. First stretching materials like vinyl or dacron
over quasi-geometrical shapes, high in sexual reference,
then moving to plainer (and planar) configurations shaped
by and revealing the interaction of hands and material -
folding, tearing, peeling, tying, etc.

Sonnier together with such artists as Richard Serra, Alan
Saret, Eva Hesse, Bruce Nauman, BArry LeVa, Lynda Benglis,
and Robert Morris (revised) comprised a generation of artists
that subjected sculpture to a radical review, negating
objecthood and shredding gestalt with gestures of process.
Stable forms gave way to residues of performance and solid
mass dissolved in pliability, liquidity, and frequently,
transience. Felt, latex, flour, chicken wire, and mineral oil
rolled and flowed in organic motions into spaces previously

ruled by geometric regularity. TnE gestural and procedural
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clarity of PolLock's drip paintings replaced theConstructivist
grid.

Sonnier's work from 1967 to 1969 has a low key, breezy,
and slight;y sleezy elegance that is in marked contrast
to the more muscular and self-conscious works of Morris and
Serra. He was more interested in revealing and inviting
the pleasures of touch than wrestling with gravity. Shreds
of flesh-toned silk and satin, frequently combined with
pleated dacron screening, drape and drip on wall and floor
in soft sublimations of lingerie experience. FPlanes of
latex are applied to the wall and covered with powdered
rayon flocking - sometimes partially peeled up and left
limply hanging, sometimes peeled and pulled out and down by
strings attatched to the floor. The clear, simple play of
planes comments upon and extends the viscous nature of paint
while simultaneously engaging the nature of touch. Skin of
paint, scab of skin, and moss all mix in a material meta-
phor.

An untitled piece of 1968 combines cloth with an arc of
neon. The strongly defined shape of the arc makes the light
seem material while the actual glow of the light dematerializes
the already insubstantial shreds of veil-like cloth into
webs of shadow. The clearly visible transformer that acti-
vates the inert gas inside the tube of glass explains the
cause but not the mysteriously seductive effect of this
palpable light (a secular halo). Neon light became Sonnier's
primary medium for the next two years and has continued to
play its glowing role in much of his subsequent work. (Richard
Serra and Bruce Nauman had already employed neon in some of
their work but gave it far less prominence than Sonnier was to.)

Tn his youth, Sonnier remembers frequently being impressed,
on his way home at night, by a a large neon sighn advertisin %
the pleasures of a local club and tinting the vapors of the
night with its electric El1 Greco glow. This memory was to
be translated into rainbows of spindly calligraphy that
tempered neon's torrid beauty with a cool and casual restraint.

The first neon pieces followed templates made by hand from

copper tubing that was often configured in gestural loops and
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curls that look like semi-conscious writing and mark making =
they have a playful grace akin to the doodles that have
strolled through so many of Twombly's paintings. Neon is
wrapped around neon or incandescent light bulbs, often, in a
loose mirrored symmetry that creates the illusion of light
reflecting itself. "Neon Wrapping Neon" (1969) is structured
by two adjoining reverse "L" shapes, one on the wall moving
out from the corner to join a second moving perpendicularly
from the wall and down to the floor. Wires and transformers
are visible and active not only literally but figuratively.
Tn the more gestural pieces such as "Triple Loop" (1969), the
wire seems to reflect the light becoming equal and inter-
changeable in the counterpoint of linear loops of light,
matter, and shadow. The immaterial currents that generate
the configuration become the configuration.

After 1969, the lines of light become more regular and
engage in a shifting planar play between wall and floor.
Most of the works in the "Ba O Ba" series (continued through
1977) combine large sheets of rectangular glass punc tuated
by open or closed configurations of straight lines and
angles of neon and argon that suggest a perspectivally
distorted rectangle. The light becomes the architecture,
and the wall becomes a reflection of itself. "Ba O Ba" puns
on the word for light bath in Haitian French and bath water
in Japanese and alludes to the perfumed, gaseous flush that
thickens the surrounding atmosphere to the edge of tangibility.
A plane of glass and a few strokes of neon dissolve the wall
in vapors of painterly illusion and induce a reverie of clarity.

A gaup of pieces employing black light as the room's only
light dissolve the space into a stage for a dance of de-
materialization. In "Mirror Act II" (1970), a thin seven
foot square halved vertically into mirror, with the top half
painted, and painted styrofoam stands on the floor against
the wall and is mirrored by the reverse arranégﬁaent across
the room, each with a black light on the floor in front of it.
Object yields completely to situation as the viewer moves
in and out of a kaleidescopic play of planes of reflection

and refraction. As in so much of Sonnier's work, simple




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

ke Collection: Series.Folder:
Museum of Modern Art Archives, NY MoMA PS1 T A.7¢8

symmetry organizes and ritualizes movement in space and/or
time whether in neon, glass, or the play of planes of this
book. The mirrored symmetry of "Mirror ActII" is virtually
repeated in Channel Mix" (1972) in which two day time tele-
vision shows are projected side by side across the room and
are reflected by a second pair on the opposite wall.
Television? The pulsing, grainy mosaic of light that
forms television imagery is not unlike the non-material
energies made palpable and resonant in the neon pileces.
Television and video, of course, present a more sophisticatéi
level of electronic technology and information. The per-
formance (participatory) nature of much of Sonnier's work,
his interest in dance, and his attraction to tactile light

coup1e+ith the new availability and portability of video

hardware made television a natural medium for him. He was
not alone but joined by a variety of peers, including

both process oriented sculptors and performers, in attempting
to add television to the repertoire of artists' materials.
These were mainly artists for whom the notion of feedback

had already been incorporated in their work.

Sonnier started making video tapes in 1969; and, like the
5;~3n pieces, the tapes moved from a more ideosyncratic
and personal touch to a distanced restraint that let the
medium play with and against itself. The frequent use of
split screen, play of positive and negative, and the painterly
smears and wipes are all readily related to the rest of
Sonnier's works.

Through 1973, many of the tapes employ friends and per-
formers acting out simple tasks and commands with a dance
orientation related to such earlier Judson choreographers
as Yvonne Rainer and Trisha Brown. Simple repetitive body
movements triggered by verbal commands and the monitor feed-
back that lets the performer see and react to and adjust
his or her movements create a closed, revolving circuit, nar-
cissistically and frequently erotically charged (Vito
Acconci's tapes and performances carried this aspect to an
extreme) . Self-symmetry and self-mirroring are literally

and figuratively projected.
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“"Channel Mix" (1972) is A first use of found television
imagery and marks a shift to a more abstract focus on modes
and codes of information transmission. The tape, "Animation. I"
(1973) layers a t.v. transmission of the Watergate hearings
with read texts from newspapers and magazines of the month
of July that include,a3mong other news, Robert Smithson's
death in a plane crash. What is news, how is it made, where
does art fit in ? Signals of sound and meaning play an in-—
creasingly important role. Animation II" (1974) twists and
layers tracks of computer animation with a soundtrack
comprised of Sonnier's dialogue with the technicians.

Sonnier first isolated sound in 1971. "New Delhi Sound
Piece" (1971) simply consists of two speakers, one with a
miecrophone attatched to it causing feedback, another
amplifying the sounds of the passers by. "Quad Scan" (1974)
lets electronic scanners sdmultaneously move through
the bands of four C.B. radios in a random collage of gossip
and news.. In 1975, Sonnier hooked up and amplified a
Watts line between the Ace GAllery in Los Angeles and the
Castelli Gallery in New York ("Air to Air"), filling the
L.A. space with the sound of New YOrk and vice versa.

The strong tactile urges exhibited in the early work
can and have been translated into sound and light, but Sonnier
still feels the periodic urge to get his hands in there -
an occasional palliative for technology is necessary. In
1975, he began a group of flat, cast and hand-stamped paper
and rag pieces divided vertically and horizontally and con-
taining stylized letters, Roman numerals, circles and
squares. "Abaca-code" they are called - abaca béing the
plant that yields the manila hemp out of which the code
js molded. The code itself is invented and pictured but
not readily decodeable. It does constantly include the
initials X.S. and would seem to be an attempt to give meaning
to Sonnier's name and make it matter.

Frequently the dispersed ciphers of the code flip into a
configuration of a face - one eye a circle, one a square,
two horizontal parallel rectangles making nose and mouth.
This abstracted monogrammatic symmetry becoming figurative
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is made more explicit in a series of neon pieces started in
1977 and titled "Sel" after an ancient form of Chinese
calligraphy. The neon returns to the plane of the wall

as an abstracted letter-figure with an almost cartoon-

like pictographic presence. The letter of each piece repreé-
sents the initial of a friend's name. Marking and coding
return to the realm of the visual.

Tn the same year, Sonnier redoubled his probe and pursuit
of public communications systems. The next two years were
almost exclusively devoted to researching and commandeering
a satellite system and culminated in "Send-Receive" in 1979.
What started in the L.A. ~New York eiughange in "Air to Air"
was now expanded with the more complex visual and verbal
dialogue and feedback made possible by satellite techno-
logy. A group of artists and performers in a San Francisco
studio made a simultaneous exchange with a corresponding
group of artists and performers assembled around a NASA
truck and crew on Rector Street in Manhattan. San Francisco
to New York, New York to San Francisco, dancer to dancer,
musician to musician, spdeaker to speaker - layers of duets
of visual and verbal cues, commands, and feedback. Two
fears of endless research and work, much of it purely
bureaucratic, to control a small piece of the sky for a
short span of time. Who can control systems of communication?
What is propaganda? Wwhat is the power of art? What is the
power of government? Does the fragile nature of art rule
out a direct role in public communication? "Send-Receive"
could hardly answer these questions but one must certainly
applaud Sonnier's confrontation with Goliath.

Still the neon. The more private arena. Sonnier ex-
panded the wsel" series (and called them just that) and,
in 1980, beé;“h a related series called "Pictograms",
continually animating and elaborating his figurative language,
and now letting it march across larger expanses of wall
(up to sixteen feet).

Tn 1981, Sonnier travelled and worked in India and once
more re—established his touch. He worked directly with

pieces of bamboo, configuring its hollow, springy Jjoints
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into small figures that are, for the first time, free standing
and three dimensional. The fragility of the neon pictographs
expands into more sensuous volume. The additive construc-
tion approaches the organic. The pieces are named after
Hindu gods and goddesses and the configurations are derived
from the abstract Gujarat numbering syste me. Upo n his

return to Western, urban culture, Sonnier translated bamboo
into extruded aluminum and increased the size and scale.

The first of these pieces, like "Quadruped" (1981) retain

the figurative orientation and are equipped with neon and drip-
ping wires - rambling, robot-like glyphs replace the exotic
rural gods. The following pieces repress the figure and

return to more abstract configurations, bringing ug up to

AN
and bac k to wpesthesipol™.

Sonnier's exploration of language and language making is
in constant search of new meanings and mediums. His airy
touch and elegance do not belie but bring grace to the
fabricationsof a complex intelligence. Sense-confident and
less likely to find technology morbid than many of his peers
he continues to be a provider of real and rich experience.
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Channel Mix (1972, New York;
s 1979, Paris; 1980, Montréal).
Channel Mix est une installation vidéo
a quatre images, en stéréo et sur grand
écran. Cette installation a été réalisée a
partir de quatre chaines de télévision
commerciale amalgamées en un mixage
simultané vidéo/audio. Ce systéeme
permet au spectateur de faire I'expérience
de la télévision commerciale de tous les
jours présentée a son échelle grace a des
projecteurs vidéo “Telebeam® Ce
systéme permet également au spectateur
de faire I'expérience de diverses
émissions locales projetées
simultanément en juxtaposition sur deux
grands écrans divisés, placés sur des
murs opposeés.

Keith Sonnier, New York, 1980

Traduit par M.-F.B.

RICHARD LANDRY
ittt
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Channel Mix (1972, New York City;
s 1979, Paris; 1980,
Montreal). A four-channel, large-screen
stereo-video installation was set up
using four different commercial networ
stations which were combined to form a
simultaneous video/audio mix. The
system allowed the viewer to experienc
daily commercial TV outputon a scale
equivalent to his physical size through
the use of Telebeam video projectors.
The system also enabled the viewer to
experience a juxtaposition of different
local television broadcasts on two large
split-screen video projections on
opposite walls.

Keith Sonnier. New York 19&

“Channel Mix"
Détail/Detail
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La piéce “Channel Mix” d'abord réalisée a New
York en 1972, puis a Paris en 1979, découle d'un
intérét constant de Sonnier pour I'art comme
médium de communication. Pour cette raison,
Sonnier n'a jamais accordé beaucoup
d'importance a l'objet d'art statique et méme ses'*
oeuvres dotées d'une présence physique ont
toujours accentué leur caractere d'évanescence
et de dématérialité. Par exemple, ses premiéres
oeuvres de latex, dont la surface est modulée.
jouaient sur 'ambiguité du matériau comme
liquide/solide, alors que I'utilisation du verre, des
néons, de I'éclairage incandescent et des miroirs,
dans son oeuvre de la fin des années 1960 et

du début des années 1970, souligne les
possibilités de réflexion, de transparence’et de
transformation de ces matériaux, bref, la
capacité gu'ils ont d'influencer et d'activer
l'espace.

Sonnier adopta le vidéo au début des années
1970 et son oeuvre découlait d'abord d'une
volonté d’improvisation. Se servant d'un groupe
d'amis et d'objets qui lui tombaient sous la main,
il laissait a la caméra le soin d'enregistrer les
diverses interactions qui s'ensuivaient
Eventuellement, il se lassa de ce gu'il qualifia de
“temps piégé” par le peu de durée de la bande
vidéo. Il commengca a s'intéresser au potentiel de
transmission et de réception offert par la
télévision en direct. Il ne s'agissait pas, pour lui,
d’'un concept entierement nouveau, puisqu’il
avait déja traité I'espace empreint d'énergies non
matérielles dans ses piéces en néon ou |'énergie
électrique devient visible par la lumiere.

Ses installations intégrant des émissions
publiques de radio et de télévision, ainsi que sa
liaison téléphonique New York-Los Angeles. qui
permettat aux visiteurs dans les deux villes de
de communiquer d'une galerie a l'autre, lui ont
donné la possibilité d'explorer ces énergies, non
seulement en leur capacité de transformer
I'espace mais aussi relativement a leur fonction
de pourvoyeurs d'information. Ces moyens
dépendent de I'expérience du spectateur en tant
que destinataire (et éventuellement de

The piece “Channel Mix, which was previously
realized in New York in 1972 and in Paris in 1979,
comes out of an ongoing interest on Sonnier’s
part with art as a medium of communication. For
this reason Sonnier has never been very
interested in the static art object, and even such
pieces of his that have a concrete physical
presence have tended to emphasize evanescent
and dematerialized aspects. His early flocked
latex works, for example, seemed to suggest the
ambiguity of the material as liquid/solid, while
his use of such materials as glass, neon and
incandescent light, and mirror in his work of the
late sixties and early seventies emphasized the
reflective, transparent and transformative
capabilitiss. they possess, their capacity in other
words to influence and activate a space.

Turning to video in the early seventies,
Sonnier's work was at first characterized by an
improvisational attitude. Using a group of friends
and whatever materials happened to be on
hand, the camera was used to document the
results of their various interactions. He
eventually tired, however, of what he has
referred to as the “trapped time” quality of taped
video.! What began to interest him were the
transmitting and receiving potentials of live
television. This was not a completely new focus,
for he had been concerned with the question of
space permeated with non-material energies
throughout his neon pieces, where the
conduction of electrical energy is visualized,
literally, as light.

His installations involving broadcast
television and radio, or his New York-Los
Angeles telephone hook-up, which allowed
gallery visitors in these two cities to
communicate with each other, have permitted
him to investigate these energies, not only as
they transform space but in terms of their
function as purveyors of information, They rely
upon the viewer's experience of himself as
recipient (and possibly transmitter) of
information.

The radio pieces and “Channel Mix; the
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“Channel Mix"
Installation Views
1979

Vues de I'installation
1979

destinateur) de l'information.

Les oeuvres de Sonnier utilisent la radio et
“Channel Mix" oeuvre de cette exposition, mettent
en évidence la situation de I'étre contempaorain
en tant que récepteur passif d'un certain nombre
de signaux émis. Cette surabondance
d'informations peut choguer ou confondre et I'on
peut percevoir comme une critique d'une
situation caractéristique de notre culture
moderne la présentation simultanée, sur deux
grands écrans, de quatre émissions différentes
(ce qui réduit encore |a précision de l'information
recue) de “Channel Mix?

Quoi qu'il en soit, les oeuvres récentes de
Sonnier continuent de porter sur le probléeme
de la communication. Il travaille actuellerent a
souligner ou isoler un seul sens ~l'ouie, le
toucher, etc. . .—de facon a obliger le spectateur
3 se concentrer sur ses propres réactions. Ainsi,
l'oeuvre dart en tant quobjet n'est plus necessaire
Cet intérét de Sonnier peut s'expliquer par ses
collaborations antérieures avec des musiciens
et danseurs. De ces rapports est nee une
préoccupation pour un autre lieu du temps, celul
du théatre ou du cinéma, ou la relation avec l'art
et son objet dure plus longtemps que celle qui

CASTELLI GALLERY

work in the present exhibition, have stressed the
situation of the contemporary person as a
passive receiver of a variety of incoming signals
The information barrage may be irritating or
confusing, and in “Channel Mix" the
simultaneous presentation of four broadcasts on
two large screens (which further reduces the
precision bf the information received) may be
seen as a critique of a situation characteristic of
our modern culture

Be this as it may, Sonnier’s recent work has
continued to focus on the problem of
communication. He is at present engaged in
works which focus on or isolate a single sense -
hearing, touch, etc.—in such a way as to oblige
the visitor to concentrate on his own response
Accordingly, the art work, qua object, becomes
uinecessary. The source of this interest may be
Sonnier’s earlier collaboration with musicians
and dancers. This contact resulted in a concern
with a certain kind of time, that of the theatre or
of cinema, where the length of the contact with
the art is more extended than in the gallery. From
this, too, may come his characteristically ad hoc
or improvisational philosophy of art:

“I have developed a more flexible

repertoire of forms and images very much

the way a musician or script writer has

several musical scores or narrative situations

ready to be "mise en scéne’” Depending on

place. ime and economics | arrange work
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s’établit dans la galerie. De la vint peut-&tre une
philosophie ad hoc ou improvisée sur l'art:

“J7ai élaboré une nouveau répertoire plus
flexible de formes et de couleurs a la facon
dont un musicien ou un scénariste dispose
d’'un bagage de mélodies ou de situations
prétes a étre mises en scene. Selon I'endroit,
le temps et les moyens économiques, je
congois des projets a partir de ma propre
banque d'idées en images. Jessaie, au cours
d'une année ol je travaille a un systéme
donné, d'en tirer une ou deux oeuvres. Je
ferai des oeuvres statiques la ou I'industrie et
les matériaux le permettent et je travaillerai
avec les média, ou a des oeuvres qui se
déplacent dans le temps, |& ou des studios
de vidéo ou de son me seront'accessibles’2
Sonnier percoit donc son travail en fonction

des situations: il anime un espace donne,
procurant les matériaux nécessaires pour
permettre une réaction de la part du spectateur
DN
Traduit par M.-F.B.

1Keith Sonnier & Ray Thorburn, entrevue. Art International 20
(janvier/févner 1976)

2Keith Sonmer, "On Working in Germany,”
Series. Museun Hans Lange Krefeld, 1979

BA-O-BA SEL

projects and draw from my image bank of

ideas. | try to make one or two works out of

each system | am working on within that

year. | will do static work where industry and

materials are available and media work or

work that moves in time where video or

sound studios are accessible?2

Sonnier thus sees his activity as defined in a
situational way: he is an animator of a given
spacé, providing the materials necessary to
evoke a response on the part of the visitor.

DN

1Keith Sonmer to Ray Thorburn Interview: Art International 20
(Jan/Feb. 1976). p. 11

2Keith Sonmer. “0On Working in Germany,” 84-0-8A SEL Series
Museum Haus Lange Krefeld. 1979
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. Metal, glass, neon and adhesive tape
Tlagﬂxg 1 8“

Collection Musée d'art contemporain, Montreal, Canada

La Salle. 1980

Rangoli I. 1980-81

_Extruded aluminum and enamel
34 7/8 x 37 x 4%"

Courtesy Rosamund Felson Gallery, Los Angeles

Rangoli IV. 1980-81
Extruded aluminum and enamel

38 1/8 x 35% x 4%"
Courtesy Rosamund Felson Gallery, Los Angeles

Rangoli Mauo V. 1980-81

Extruded aluminum, paper pulp and powdered pigment
20068 = Bl x 1 3/8"

Courtesy Rosamund Felson Gallery, Los Angeles

Mauo I. 1981

Extruded aluminum and paper pulp

30x31x1%"

Courtesy Rosamund Felson Gallery, Los Angeles

Fa (Ba-O-Ba Series). 1974

Neon

70x79%"

Courtesy Rosamund Felson Gallery, Los Angeles

Nandi. 1981
Bamboo, teak, wax and enamel paint
20x28x10%"

Collection Randi and Andrew Pulvermacher
94 - 19 e+ Ave  Farest pHijle NY 11375
¥4 - rood

Lac Prison. 1980

Glass and neon

Thx7%!

Courtesy Galerie France Morin, Montreal, Canada
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Vishnu. 1981
Bamboo
22x37%x11 3/4"

Courtesy Galerie France Morin, Montreal, Canada

Untitled. 1967
Satin, wood and foam rubber
EO acd M h"

Collection Museum of Modern Art

Low (Star Lament Series). 1980
Newspaper and mixed media
55%x33%"

Courtesy Foundation for Contemporary Performance Arts, Inc.

Star Lament. 1980
Newspaper and mixed media
5%x5%"'

Collection Ara Arslinain

Bir to Air. 1975
Sterio LP record

Untitled. 1967-68

Neon and incandescent light
Tx4d%"'

Collection Grey Art Gallery

Ger. 1979

Neon

6x3%"'

Courtesy Galerie Rolf Ricke, Cologne, Germany

Untitled (Sel Series). 1979
Neon
6x10'

Courtesy Galerie Rolf Ricke, Cologne, Germany
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Abaca Code CIAP. 1976

Hand cast paper, hand stamped
6%x6%"'

Courtesy Gemini G.E.L., Los Angeles

St

#gﬂ" @ba,&a Code SXC. 1976

' ﬁaﬁd cast paper, hand stamped
6%x6%"
pourtesy Gemini G.E.L., Los Angeles

Video Still Screen I. 1973
Four color screen print

27 3/4 x 36"

Courtesy Castelli Graphics

Video Still Screen II. 1973
Four color screen print

27 3/4 x 36"

Courtesy Castelli Graphics

Video Still Screen III. 1973
Four color screen print

27 3/4 x 36"

Courtesy Castelli Graphics

Video Still Screen IV. 1973

Four color screen print
27 3/4 x 36"
Courtesy Castelli Graphics

video Still Screen V. 1973
Four color screen print

36 x 27 3/4"

Courtesy Castelli Graphics
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ontrol Scene. 1975

x-Wan. 1978

Coufiesy Castelli Graphics

Toiny Orbit (Diptych). 1978
Eight color lithograph
40x60"

Courtesy Castelli Graphics

Orbit I. 1978

Four color lithograph
42x38"

Couftgsy Castelli Graphics

Orbit II. 1978

Folr color lithograph
42x38"

Courtesy Castelli Graphics

s Signal. 1978
Four color lithograph

36x74"
Courtesy Castelli Graphics

Ta (Ba-0-Ba Series). 1974

Neon

115x70"

Collection Contemporary Art Consortium
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. Spotted Square and Circle. 1970 (Reconstructed 1983)
Glass and theatrical spot lights

Installation; circle: 84" diameter x %", sguare: 84x84x%"

Drawing for Abaca Code. 1976

Metal powder and pastel on paper
4ilx52%"

Courtesy Leo Castelli Gallery

Black Ground Series #7. 1978
Dry pigment on paper

44x55%"

Courtesy Leo Castelli Gallery

Black Ground Series #9. 1978
Dry pigment on paper

44x55%"

Courtesy Leo Castelli Gallery

Runic Roll I. 1980

Felt tip pen on rag paper
6%x8'

Courtesy Leo Castelli Gallery

Gujarat IV. 1981
Handmade paper, fabric dye and oil stick

36x28"
Courtesy Leo Castelli Gallery

Hanuman. 1981 _

Felt tip pen, dry pigment and charcoal on paper '} 0 DL
85%x50%" r
Courtesy Leo Castelli Gallery
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. Spotted Square and Circle. 1970 (Reconstructed 1983)
Glass and theatrical spot lights

Installation; circle: 84" diameter x %", square: 84xB4xk"

Drawing for Abaca Code. 1976

Metal powder and pastel on paper
41x52%"

Courtesy Leo Castelli Gallery

Black Ground Series #7. 1978
Dry pigment on paper

44x55%"

Courtesy Leo Castelli Gallery

Black Ground Series #9. 1978
Dry pigment on paper

44x55%"

Courtesy Leo Castelli Gallery

Runic Roll I. 1980

Felt tip pen on rag paper
6%x8"'

Courtesy Leo Castelli Gallery

Gujarat IV. 1981
Handmade paper, fabric dye and oil stick

36x28"
Courtesy Leo Castelli Gallery

Hanuman. 1981

Felt tip pen, dry pigment and charcoal on paper
85%x50%"

Courtesy Leo Castelli Gallery
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Triped (Drawing). 1981-82

Felt tip pen, charcoal, dry and wet pigment on paper
84x50"

Courtesy Leo Castelli Gallery

Airvatu. 1981

Felt tip pen, dry pigment and charcoal on paper
78%x50"

Courtesy Leo Castelli Gallery

Phone I. 1982

Dry pigment, charcoal and copper spray paint on paper
89%x59 3/4"

Courtesy Leo Castelli Gallery

Hod Vowel. 1982

Dry pigment, charcoal and aluminum spray paint
81x50"

Courtesy Leo Castelli Gallery

Neon Wrapping Neon. 1969

Neon
8% 'x4%"x7"
Courtesy Leo Castelli Gallery

Expanded Sel Diptych I. 1979
Neon

102x120"

Courtesy Leo Castelli Gallery

Expanded Sel Diptyeh IV. 1979
Neon

83x103"

Courtesy Leo Castelli Gallery

fgictogram I. 1980
Neon and argon

136x196"
\Courtesy Leo Castelli Gallery
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Column II. 1981

Corrugated alumimun and neon
SgRE2 Vg 5"

\5 ov?

Courtesy Michelle Lachowsky and Leo Castelli Gallerv

Triped. 1981

Extruded aluminum, neon, paint and amplified radio

9'x3%"'xdk'
Courtesy Leo Castelli Gallery

Abaca Code CVI. 1976

Hand cast paper, hand stamped
6%x6%"

Courtesy Gemini G.E.L., Los Angeles

Abaca Code SIV. 1976

Hand cast paper, hand stamped
6Xx6%'

Courtesy Gemini G.E.L., Los Angeles

Abaca Code RI. 1976

Hand cast paper, hand stamped

6x8'

Courtesy Gemini G.E.L., Los Angeles

Abaca Code RII. 1976
nd cast paper, hand stamped
xB"

Courtesy Gemini G.E.L., Los Angeles

Abaca Code CV. 1976

Hand cast paper, hand stamped
6%x6X%'

Courtesy Gemini G.E.L., LOS Angeles

\ S oD
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Gujarat #5. 1981
Handmade paper, fabric dye and oil stick
36x28"

Collection Clarissa Dalrymple

Mauo I. 1981

Aluminum and paper pulp
30x31x1%"

Collection of the artist

Mauo II. 1981

Aluminum and paper pulp
31x31x2%"

Collection of the artist

Pictogram II. 1980
Neon and argon

6x7"'
Collection of the artist and Tony Shafrazi Gallery

Ganesh. 1981

Bamboo and enamel paint
51 3/4 x 22% x 14"
Collection of the artist

Kali. 1981

Bamboo and enamel paint
38x19%x22"

Collection of the artist

Hanuman. 1981

Bamboo and enamel paint
41x26%x27%"

Collection of the artist
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Rangoli II. 1981
Aluminum and enamel paint
43x35%x5"

Collection of the artist

Rangoli III. 1981
Aluminum and enamel paint
38%x35x5

Collection of the artist

Sa (Ba-0O-Ba Series). 1974
Neon

75x71x13%"

Collection of the artist

Channel Mix. 1972 (Reconstructed 1983)
Video and audio installation

Sarasvati I. 1981

Bamboo and holi color

36x27x12"

Cortesy David Bellmann Gallery, Toronto, Canada
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Photographs: Which of the followinn ara auailahla [ PPl Dt Pt Sl R blicity? (If known,

P Photographs of our loan(s) may be obtained directly through our Department of Rights
Cred. and Reproductions. Please use only the MaMA-approved photo as new photography fr..n'
Unles camercial purposes is NOT permitted. Televised shots of overall installation views

conm  are pen'nil:ted.
distril

ublicity purposes
nay be made and

Special Instructions: Ship from Sep owt” htt? A

—Returntlo

Other — ==

Duration of Loan: at IAUR only; O at IAUR and subsequent tour

THE CONDITIONS OF THIS LOAN AS STATED ABOVE AND ON THE REVERSE ARE ACCEPTED.

Signed: — CG(_;\ \%C‘) S AN Date 1 l"i I,(S =

" (Ldnder or authorized agent)




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY MoMA PS1 T A.7¢8%

1[ Collection: Series.Folder:
g ;

CONDITIONS

1. Thework shall remain in the possession of the Institute for Art & Urban Resources, Inc. (I A.U.R.) inthe exhibition
for which it has been borrowed for the time specified on the reverse. The work will be returned anly to the owner or lender at
the address stated on the reverse unless the IAUR is notified in writing to the contrary. If the legal ownership of the work
shall change during the pendency of this loan, whether by reason of death, sale, insolvency, gift or otherwise, the new
owner may, prior to its return, be required to establish his legal right to receive the work by proof satisfactory to the IAUR.

2. The IAUR will insure the wark wall-to-wall under its fine arts policy for the amount specified by the lender on the
reverse against all risks of physical loss or damage from any external cause while in transit and on location during the
period of this loan; provided, however, that if the work shall have been industrially fabricated and can be replaced to the
artist's specifications, the amount of such insurance shall be limited to the cost of such replacement. If no amount shall
have been specified by the lender, the |AUR will insure the work at its own estimated valuation. The lAUR's fine-arts policy
contains the usual exclusions for loss or damage due to war, invasion, hostilities, rebellion, insurrection, confiscation by
order of any Government or public authority, risks of contraband or illegal transportation and/or trade, nuclear damage,
wear and tear, gradual deterioration, moths, vermin and inherent vice, and for damage sustained due to and resulting from
any repairing, restoration or retouching process unless caused by fire and/or explosion, The lender agrees that, in the event
of loss or damage, recovery shall be limited to such amount, if any, as may be paid by the insurer, hereby releasing the
|AUR, and the Trustees, officers, agents and employees of the JAUR from liability for any and all claims arising out of such
loss or damage.

3. If the lender chooses to maintain his own insurance, the IAUR must be supplied with a certificate of insurance
naming the IAUR as an additional assured or waiving subrogation against the IAUR. If the lender shall fail to supply the
|AUR with such a certificate, this loan agreement shall constitute a release of the IAUR from any liability in connection with
the work. The IAUR cannot accept responsibility for any error or deficiency ininformation furnished to the lender’s insurer
or for any lapses in coverage.

4. The IAUR's right to return the work shall accrue absolutely at the termination of the loan, If the IAUR, after making
all reasonable efforts and through no fault of its own, shall be unable to return the work within sixty days after such
termination, then, the IAUR shall have the absolute right to place the work in storage, to charge regular storage fees and the
cost of insurance therefor, and to have and enforce a lien for such fees and cost.
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The Museum of Modern Art

March 4, 1983

Department of Painting

Mr. Ronald Lynch and Sculpture
Program Director
The Institute for Art and Urban

Resources, Inc.
Project Studios One
46-01 21st Street
Long Island City, New York 11101

Dear Ronald Lynch:

As you know, we will be pleased to participate in the Sonnier
exhibition you are organizing for April 10 through June 5, 1983
at Project Studios One with the loan of one work from our
collection.

Complete catalog and insurance information is as follows:

Keith Sonnier. Untitled. (1967) Satin over foam rubber
on wood with felt, 3 3/8" x 9'11" x 3 3/4" (8.4 x 302.3 x
9.3 em). The Museum of Modern Art, New York, Gift of
Philip Johnson, 1970

Insurance value: $15,000 (fifteen thousand dollars)

We ask that you insure our loan at the value given above from
the time of its collection until its return to the Museum after
the closing of the exhibition. Our Registrar must have a copy
of the Certificate of Insurance before the work can be released
for packing and shipment. Please contact Ms. Liza Rand, Assistant
to the Registrar, at least four weeks in advance to verify the
packing and shipping arrangements. The borrower is, of course,
responsible for all insurance, packing and shipping, as well

as any special framing costs, including plexiglass if necessary.
In addition, for the past several years it has been Museum
policy to charge a handling fee for every loan we make. The
charge per painting or sculpture is $150 for each three-month
period of loan or part thereof. 1T have enclosed the letter

from William Rubin which explains the necessity for this charge.

With regard to the installation, it it particularly important that
the work not be hung near heating, humidification or ventilation
outlets and that it not be exposed to any direct daylight, or strong
artificial light. The work may not be unframed, conserved, photo-
graphed or filmed without the express permission of the Museum.

11 Wiest 53 Streat, New York
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Mr. Ronald Lynch
March 4, 1983
Page 2

We understand that you will protect our work from the public by
at least surrounding it with a strip of tape on the floor
further than an arm's reach from the sculpture.

We are glad that this loan could be arranged and send best wishes
for the success of your show.

Sincerely,

O,,@f@:w/ea/

Cora Rosevear
Assistant Curator

P.S. Should you need them, photographs of this work may be obtained
directly through our Department of Rights and Reproductions.
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The Museum of Modern Art

Willlam Rubin
Director
Painting ond Sculpture

212-708-9651

Dear Colleague:

We are sorry to have to inform you that because of the greatly
escalating costs of maintaining the outgoing loan program, we

are now forced to increase the charge for each work borrowed

from the Painting and Sculpture Department to $150 for each three-
month period of loan, effective February 15, 1981.

Since 1969 when loan handling charges were instituted, the fee has
been raised only once, while our loan-related expenses have increased
enormously because of the rising operating costs and an average
inflation rate of nearly 10%. For the last five years we have
maintained the same loan fee and absorbed the additional financial
burden ourselves as part of our services to the public and our fellow
museums. At this point, however, we have no choice but to pass on

to the borrower at least a slightly larger part of the expense of
continuing our very active loan program. We remind you that even at
$150, this fee covers less than half of the actual costs of making

a loan available.

We deeply regret having to raise the loan fee, but we trust that you
will understand the necessity for an increase at this time.

Sincerely,

(D Lodo

William Rubin

11 West 53 Street, New York, N.Y 100/ 212-708-2400 Cable: Modarnon
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THE INSTITUTE FOR ART AND URBAN RESOURCES, INC. / LOAN AGREEMENT
Executive Offices: Project Studio One, 46-01 21st Street, Long Island City, N.Y. 11101 (212) 784-2084

Please complete, sign and return. The blue copy is for your records.

EXHIBITION KEITH SONNIER

DATE: April 10 - June 5, 1983

LOCATION: P.S.1 Exhibition Gallery
Area
5 Code
Leo Castelli Gallery, Attn: Mame Kennerdephone (Business)( J o T
Kennedy (Home) ( ) — ———
420 West Broadway, N.Y., N.Y. 10012
(Unless otherwise instructed, below, work will be shipped from and r d to this add
Credit Courtesy Leo Castelli Gallerv
(Exact form of lender's name for logue, labels and pu
Keith Sonnier

Name of Artist Date & Place of Birth

Address of Anlist 145 Chambers Street, N.Y.C. 10013

Title of Work Expanded Sel IV

Medium or Materials and Support __ NeOn

Size: Painting, drawing, etc. (excl. frame or mat): H W, jons of frame: H.

Sculpture (excl. pedestal) or relief. H 83 w_103 D

F i H W D. Approx. Wt

Date of Work 1979 If date appears on work, where?

Signature I work is signed, where?

|s Work forSale?_ YES  Selling Price $12,000.  (see conditions on the reverse)

Insurance Value (U.S. Currency) $ 12,000

(See conditions on the reverse; insurance cannot exceed selling price, if any)

> S ! NO .
Do you prefer to maintain your own insurance? If so, estimated premium

Framing: Is the work framed? If necessary, may we reframe or remat the work? ___ May we substitute
plexiglas for glass?

The work will be returned to the lender in its original frame or mat unless other arrangements are made with the IAUR in writing.
Photographs: Which of the following are available: Black and white photographs for catalogue reproduction and publicity? (If known,
please give negative number) __Color separations or plates? Transparencies?

Credit —

Unlass permission is declined here, it is understood that this work may be photographed, telecast and reproduced for publicity purposes
connected with this exhibition and for illustration in the IAUR's catalogue and other publications, and that slides of it may be made and
distributed for educational use

Special Instructions: Ship from 142 Greene St. Return to___ Same

Other

Duration of Loan: O at IAUR only. [ at IAUR and subsequent tour.

THE CONDITIONS OF THIS LOAN AS STATED ABOVE AND ON THE REVERSE ARE ACCEPTED.

Slgned' /M\H \&/—\__H\ -‘_E\ Date 4_2_83

F 1_i_enr.1m or authorized agent)
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CONDITIONS

1. The work shall remain In the possession of the Institute for Art & Urban Resources, Inc. (1.A.U.R.) inthe exhibition
for which it has been borrowed for the time specified on the reverse. The work will be returned only to the owner or lender at
the address stated on the reverse unless the IAUR is notified in writing to the contrary, If the legal ownership of the work
shall change during the pendency of this loan, whether by reason of death, sale, insolvency, gift or otherwise, the new
owner may, prior to its return, be required to establish his legal right to receive the work by proof satisfactory to the IAUR,

2. The IAUR will insure the work wall-to-wall under its fine arts policy for the amount specified by the lender on the
reverse against all risks of physical loss or damage from any external cause while in transit and on location during the
period of this loan; provided, however, that if the work shall have been industrially fabricated and can be replaced to the
artist's specifications, the amount of such insurance shall be limited to the cost of such replacement. If no amount shall
have been specified by the lender, the IAUR will insure the work at its own estimated valuation. The IAUR's fine-arts policy
contains the usual exclusions for loss or damage due to war, invasion, hostilities, rebellion, insurrection, confiscation by
order of any Government or public authority, risks of contraband or illegal transportation and/or trade, nuclear damage,
wear and tear, gradual deterioration, moths, vermin and inherent vice, and for damage sustained due to and resulting from
any repairing, restoration or retouching process unless caused by fire and/or explosion. The lender agrees that, in the event
of loss or damage, recovery shall be limited to such amount, if any, as may be paid by the insurer, hereby releasing the
|AUR, and the Trustees, officers, agents and employees of the IAUR from liability for any and all claims arising out of such
loss or damage.

3. If the lender chooses to maintain his own insurance, the |lAUR must be supplied with a certificate of insurance
naming the IAUR as an additional assured or waiving subrogation against the IAUR. If the lender shall fail to supply the
IAUR with such a certificate, this loan agreement shall constitute a release of the IAUR from any liability in connection with
the work. The IAUR cannot accept responsibility for any error or deficiency ininformation furnished to the lender’s insurer
or for any lapses in coverage.

4. The IAUR's right to return the work shall accrue absolutely at the termination of the loan. Ifthe |AUR, atter making
all reasonable efforts and through no fault of its own, shall be unable to return the work within sixty days after such
termination, then, the IAUR shall have the absolute right to place the work in storage, to charge regular storage fees and the
cost of insurance therefor, and to have and enforce a lien for such fees and cost.
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THE INSTITUTE FOR ART AND URBAN RESOURCES, INC. / LOAN AGREEMENT
Executive Offices: Project Studio One, 456-01 21st Streel, Long Island City, N.Y. 11101 (212) 784-2084

Please complete, sign and return. The blue copy is for your records.

EXHIBITION XEITH SONNIER

DATE: April 10 - June 5, 1983
LOCATION: P.S.1 Exhibition Gallery
Area
Leo Castelli Gallerv Attn: Mame Kennedy Code
Landar Telephone (Business) ( )

420 West Broadway, N.Y., N.Y. 10012 (Home) ( e

Address

(Unless otherwise instructed, below, work will be shipped from and returned to this address)
Credit Courtesy Leo Castelli Gallery

{Exact form of lender's name for labels and p

Name of Artist __Keith Sonnier Date & Place of Birth

Address of Arist_ 145 Chambers Street, N.Y., N.¥, 10013

Title of Work Hod Vowel

Medium or Materials and Support _ DIy pigment, charcoal and aluminum spray paint

Size: Painting, drawing, etc. (excl, frame or mat): H 21 w__50 Outer di ions of frame: H w

Sculpture (excl, pedestal) or relief: H W. D Approx. Wt

I H W. D Approx. Wt Detachable?.

Date of Work 1982 If date appears on work, where?

Signature If work is signed, where?

Is Work for Sale? LI ____Selling Price ~$9,000. (See conditions on the reverss)
9,000.

{Ses conditions on the revarse; insurance cannot exceed selling price, If any)

Insurance Value (U.S. Currency) $

Do you prefer to maintain your own insurance? NO If so, estimated premium

Framing: Is the work framed?. If necessary, may we reframe or remat the work? May we substitute
plexiglas for glass?
The work will be returned to the lender in its original frame or mat unless other arrangements are made with the IAUR in writing.

Photographs: Which of the following are available: Black and white photographs for catalogue reproduction and publicity? (If known,
please give negative number) ___Color separations or plates?__ = Transparencies?

Gredit — — — =

Unless permission is declined here, it is understood that this work may be photographed, telecast and reproduced for publicity purposes
connected with this exhibition and for illustration in the IAUR’s catalogue and other publications, and that slides of it may be made and
distributed for educational use

94 Thompson St.
Special Instructions: Ship from XIECCRIEEFINX XK. Aeturn to__Same

Other _

Duration of Loan; O at IAUR only; O at IAUR and subsequent tour.

THE CONDITIONS OF THIS LOAN AS STATED ABOVE AND ON THE REVERSE ARE ACCEPTED.

Signed AMT’CI l<—/—/L-————— t'\ "'_'“\\ o 4-2-83

(Lender or authonzed agent)
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CONDITIONS

1, The work shall remain in the possession of the Institute for Art & Urban Resources, Inc. (LA.U.R.) inthe exhibition
for which it has been borrowed for the time specified on the reverse. The work will be returned only to the owner or lender at
the address stated on the reverse unless the IAUR is notified in writing to the contrary. If the legal ownership of the work
shall change during the pendency of this loan, whether by reason of death, sale, insolvency, gift or otherwise, the new
owner may, prior to its return, be required to establish his legal right to receive the work by proof satisfactory to the IAUR.

2. The IAUR will insure the work wall-to-wall under its fine arts policy for the amount specified by the lender on the
reverse against all risks of physical loss or damage from any external cause while in transit and on location during the
period of this loan; provided, however, that if the work shall have been industrially fabricated and can be replaced to the
artist's specifications, the amount of such insurance shall be limited to the cost of such replacement. If no amount shall
have been specified by the lender, the IAUR will insure the work at its own estimated valuation. The IAUR's fine-arts policy
contains the usual exclusions for loss or damage due to war, invasion, hostilities, rebellion, insurrection, confiscation by
order of any Government or public authority, risks of contraband or illegal transportation and/or trade, nuclear damage,
wear and tear, gradual deterioration, moths, vermin and inherent vice, and for damage sustained due to and resulting from
any repairing, restoration or retouching process unless caused by fire and/or explosion. The lender agrees that, in the event
of loss or damage, recovery shall be limited to such amount, if any, as may be paid by the insurer, hereby releasing the
JAUR, and the Trustees, officers, agents and employees of the IAUR from liability for any and all claims arising out of such
loss or damage.

3. It the lender chooses to maintain his own insurance, the IAUR must be supplied with a certificate of insurance
naming the IAUR as an additional assured or waiving subrogation against the |AUR. If the lender shall fail to supply the
JAUR with such a certificate, this loan agreement shall constitute a release of the IAUR from any liability in connection with
the work. The IAUR cannot accept responsibility for any error or deficiency ininformation furnished to the lender's insurer
or for any lapses in coverage.

4, The IAUR's right to return the work shall accrue absolutely at the termination of the loan. If the IAUR, after making
all reasonable efforts and through no fault of its own, shall be unable to return the work within sixty days after such
termination, then, the IAUR shall have the absolute right to place the work in storage, to charge regular storage fees and the
cost of insurance therefor, and to have and enforce a lien for such fees and cost.
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THE INSTITUTE FOR ART AND URBAN RESOURCES, INC. / LOAN AGREEMENT M

Executive Olfices: Project Studio One, 46-01 21st Street, Long Island City, N.Y. 11101 (212) 784-2084
Please complete, sign and return. The blue copy is for your records. DEA .

EXHIBITION yirmn SONNTER v PAC! FiLe

DATE: aApri] 10 - June 5, 1983

LOCATIOHé’Pi,"I- Eﬁl&l}i&n G?l,eﬁhu c E M 0 R'. N o | S
Lender o T g e : . ___Telephone (Business) (Code”m—.{ 1

42 Quest Avenue des Pins (Home)( )
Address Montreal H2W 1R1

{Unless otherwise instructed, pelow, work will be shipped from and returned 1o this address)

Credit

b _ (Exact form ol lender's name for catalogue, labels and publicity)
Keith Sonnier
Name of Artist Date & Place of Birth

145 Chambers Street, New York, New York

Address of Artist

Title of Work iaeimian )L A C PRl.SON

Medium or Materials and Support _glass, neon, transformer

Size: Painting, drawing, etc. (excl. frame or mat); H. W, Outer di of frame: H

Sculpture (excl. pedestal) or relief: H W D Approx. Wt

P I H D Approx. W Delachabie? ——

Date of Work 1980 If date appears on work, where?

Signature If work is signed, where?

Is Work for Sale? Selling Price

Insurance Value (U.S. Currency) $ 20,000 (;‘"’:"_"“l /-MM

{See conditions on the reversp; insicance Bhnnot exceed selling price, If any)

(See conditions on the reverse)

Do you prefer to maintain your own insurance? = If so, estimated premium

Framing: Is the work framed? If necessary, may we reframe or remat the work? May we substitute
plexiglas for glass? —

The work will be returned to the lender in its original frame or mat uniess otherarrangements are made with the IAUR in writing.
Photographs: Which of the following are available: Black and white photographs for catalogue reproduction and publicity? (If known,

please give negative number) Color separations or plates? __ Transparencies?

CraHl ————— -

Unless permission is declined here, it is understood that this work may be photographed, telecast and reproduced for publicity purposes
connected with this exhibition and for illustration in the IAUR's catalogue and other publications, and that slides of it may be made and
distributed for educational use.

yir o I |
47 . [C L . = —r
Special Instructions: Ship from _.I_‘- gLy _Jj_ [ INE 1 RSt /2 e S‘“-, 11 VE A (-t

Other _ = =

Duration of Loan: [J at IAUR only; O at IAUR and subsequent tour

THE CONDITIONS OF THIS LOAN AS STATED ABOVE AND ON THE REVERSE ARE ACCEPTED.
A Lt — /¢ /
Date / = =

—

s —
{Lendef or authorized agent)
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CONDITIONS

1. The work shall remain in the possession of the Institute for Art & Urban Resources, Inc. (LA.U.R.) inthe exhibition
for which it has been borrowed for the time specified on the reversa, The work will be returned only to the owner or lender at
the address stated on the reverse unless the IAUR s notified in writing to the contrary. If the legal ownership of the work
shall change during the pendency of this loan, whether by reason of death, sale, insolvency, gift or otherwise, the new
owner may, prior toits return, be required to establish his legal right to receive the work by proof satisfactory to the IAUR,

2. The IAUR will insure the work wall-to-wall under its fine arts policy for the amount specified by the lender on the
reverse against all risks of physical loss or damage from any external cause while in transit and on location during the
period of this loan; provided, however, that if the work shall have been industrially fabricated and can be replaced to the
artist's specifications, the amount of such Insurance shall be limited to the cost of such replacement. If no amount shall
have been specified by the lender, the IAUR will insure the work at ils own estimated valuation, The IAUR's fine-arts policy
contains the usual exclusions for loss or damage due to war, invasion, hostilities, rebellion, insurrection, confiscation by
order of any Government or public authority, risks of contraband or illegal transportation and/or trade, nuclear damage,
wear and tear, gradual deterioration, moths, vermin and inherent vice, and for damage sustained due to and resulting from
any repairing, restoration or retouching process unless caused by fire and/or explosion. The lender agrees that, in the event
of loss or damage, recovery shall be limited to such amount, if any, as may be paid by the insurer, hereby releasing the
IAUR, and the Trustees, officers, agents and employees of the IAUR from liability for any and all claims arising out of such
loss or damage.

3. If the lender chooses to maintain his own insurance, the IAUR must be supplied with a certificate of insurance
naming the IAUR as an additional assured or waiving subrogation against the IAUR. If the lender shall fail to supply the
IAUR with such a certificate, this loan agreement shall constitute a release of the IAUR from any liability in connection with
the work. The IAUR cannot accept responsibility for any error or deficiency ininformation furnished to the lender’s insurer
or for any lapses in coverage.

4. ThelAUR's right to return the work shall accrue absolutely at the termination of the loan. If the IAUR, after making
all reasonable efforts and through no fault of its own, shall be unable to return the work within sixty days after such
termination, then, the IAUR shall have the absolute right to place the work in storage, to charge regular storage fees and the
cost of insurance therefor, and to have and enforce a lien for such fees and cost.
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THE INSTITUTE FOR ART AND URBAN RESOURCES, INC. EXECUTIVE OFFICE: PROJECT STUDIOS ONE (P.S.1). 46-01 21ST STREET.
LIC., NEW YORK 11101 AREA CODE 212/784-2084 BRENDAN GILL, CHAIRMAN OF THE BOARD OF DIRECTORS ALANNA HEISS, PRESIDENT
AND EXECUTIVE DIRECTOR PROJEGTS: WORKSPACE / PROJECT STUDIOS ONE (P.S.1) / THE CLOCKTOWER / CITY-WIDE EXHIBITIONS

April 16, 1983

Cora Rosevear

Assistant Curator

Department of Painting and Sculpture
The Maseum of Modern Art

11 West 53rd Street

New York, N.Y. 10019

Dear Cora:

I want to thank you once again for loaning the Keith Sonnier sculpture
from the museum's permanent collection for our exhibition at P.S. 1.

1 have enclosed a copy of our latest catalogue along with one fram the
winter exhibition.

I hope you have a chance to see Keith's show. We are open Thursday through
Sunday, from 1-6 pm. The exhibition runs through June 5.

Please give me a call if you plan on coming out. I'd love to show you
around.

Regards,

DL

Ron ILynch
Program Director
The Institute for Art and Urban Rescurces, Inc.
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TITLE: Phase 1: Send/Receive

PRODUCERS: Liza Bear/Keith Sonnier
DATE: 1977

LENGTH: 23 min.

FORMAT: Color graphics, soundmix, character-generated text.

Phase I: Send/Receive is a collaborative video program made

in New York City by Keith Sonnier and Liza Bear with portable

3/4 inch equipment from WXXI-TV, Rochester, NY. The visual

struct ure of the tape is made up of three 2-dimensional sets

created from satellite and television iconography: antennae,

earth stations, transmission charts, headlines and columns

of print from communications journals of the 30s and 70s.

The camera pans continusously over image and type at close range;

excerpts from articles are read. This initial taping was overlaid

with character-generated text during a live edit situation; the

text reinforces o+ comments on the imagery presented to the

camera. The soundmix is composed of several dialogues about

technical, economic and political issues in satellite use. The

overlapping of the dialogues is deliberate and intends to evoke
aflLbJ Lhﬁn €

the functioning of the satellit%\and the attendant overloading

of information which it makes possible. What are the implications

of simultaneity? Of instant exposure and instant response?

While the first set compares the satellite industry now to
television in the mid-thirties, the second focuses on the shifting
balance of power between government and industry and the limits of
citizen access, and the third points to some of the implications for

human communication created by satellite technology. LB/ KS 1977

Credits: Andy Horowitz, PISA; music, Brian Eno. Narration: Craig Gholo:
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Send/Receive Satellite Network ‘77: San Franci

Hve 1 H sco Terry Fox Sharon Grace M| t Fisher Carl
Loeffler Richard Lowenberg Alan Se;:l;mgbx u‘.:sa. New York/ A:?H':mumm
Richard md"’ "."cf Lewis Richard ar ﬂm’ Shavelson
Schweiniger /Co-ordinated by Liza Bear & Keith Sonnler. i Dui:l’

— A T L e J

TITLE: Phase II: Send/Receive

DATE: 1977
PRODUCERS: Liza Bear/Keith Sonnier

L " o ——

and bwo-way audio betwegn

FREQUENCY CONFIGURATION FOR Simultaneous two-way video
SEND/RECEIVE SATELLITE NETWORX. DEMO the GSFC Class | terminal and Ames Research Center.
« 200 Watt Channel .
4 Cd
20 Watt Channel 78: Transmit Band
A : < R8: Receive Band
RB2
Antenna 2
0,
24
%
J 3

]'_L

Terminal

A

New York, NY

Audio Subcarrier Frequencies on Class I:
5.14 Mz, 5.36 MHz

5.14 Miz will be used for program audio

(two-way voice {nteraction).

- — - —————— -——y = . wam = m-
= AR b e s A AR S

crommunicated via teletext
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The Museum of Modern Art Archives, NY

Send/Receive Satellits Network '77: San Francisco/Terry Fox Sharon Grace Margarel Fisher Carl
Loeffler Richard Lowenberg Alan Scarritt Brad Gibbs NASA. New York/ Andy Horowitz PISA
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TITLE: Phase II: Send/Receive

i

DATE: 1977

PRODUCERS: Liza Bear/Keith Sonnier
LENGTH: 32 minutes

DESCRIPTION: Phase II: Send/Receive was edited down from 3% hours
atellite), .
of tape recorded at the New York end of an interactive]éra‘nsm1331on

between New York and San Francisco arfists. The demonstration
was entirely co-ordinated by artists with the support of
PISA (Public Interest Satellite Association) and NASA.
The now defunct CTS satellite, an experimental satellite jointly
owned by NASA and the Government of Canada, was used for the
demonstration. The participants were visual artists, video/filmmakers,
dancers and musicians, and the demonstration consisted of both
verbal interactions and non-verbal performances. Dancers Nancy
Tewis (NY) and Margaret Fisher (San Francisco) responded to
each other's movements; sculptor Alan Scarritt did a feedback
loop which later formed the basis for an installation at the
Museum of Modern Art. The Frankl?g group demonstrated the infrared
laser link they had set up to get the signal from the BatteE;tyark
landfill, where the New York participants were located, to
Manhattan Cable's upstream trunk line so that it could go out
to cable viewers. The CTS satellite, unlike commercial communications
satellites, operated at 12-14GHz, which permitted the use of
much smaller earth terminals. Because of the pioneering nature
of this demonstration, there were a number of technical problems
which resulted in our transmission time being cut in half.

while the New York artists were located outdoors, the San Francisco
artists were in a NASA studio and had built sets and made special

musical instruments suggestive of outer space. Both sides also

rommunicated via teletext
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REVIEWS

Big bird goes to
the museum

/ideo + Satellite
nase land Phase Il Send Receive Satellite
wclworm  197T) by Liza Bear and Kenh Son-
ar Satente TV Birth of an industry (1980)
Liza Bear ana Michael McClard with Wil
sughby Sharp: Double Entendre (1981), by
Douglas Davis. Post-Video (1981). with nar-
+aton by Douglas Davis and John Hanhardt,
Hole-in-Space (1980), by Kit Galloway and
Sherne Rabinowitz; and Documenta 6
(19771 by Joseph Beuys Douglas Davis,
and Nam June Pk

at the Museum of Modern Art, New York
Sept. 23-Oct. 26, 1982

LUCINDA FURLONG

included represent every propc! axecuted
Belore the Seaptember opening dale, accord
ing to Barbara London MOMA's video
curator The paucity ol examples from which
1o select 4 show reflects nol a lack of interost
bul the enormous diticulties involved in det
Hing up a transmission

Just as amists’ access to broadcast-quality
video equipment has been hindered by high
costs (the lechnology was developed lor a
tew indusirial users), saleliiles were never
meant for the public. Initiated alter World War
Il. satellite research and development in Ihe
U.S was geared to military applicalions But
while consumer wideo products have linally
made their way o the marketplace, there is
no such thing as a low-cos! satellile. It takes
approximately $75-million lo build and
launch one; satellite time ranges from $400
to $4,000 per hour. However, as London
points out in har informative exhibition hand-
out, buying satelite uime 15 easy compared
o the cartwhesals needed to inlerest a broad-
caster in anything that smacks of an

Given the obstacles one wonders why art-
ists have even bothered, and then whal they
have done with their precious time. *Video +

A satellite is an orbiling relay station which
receves encoded signals—voice, dala.
radio. and TV—sent lo it from an earth sla-
tion through a natrow beam called the uplink
Al the satellite. the signals are shifted in fre-
guency. amplified in a device known as a
transponder, and then redirecled as the
downlink. or return signal, lo another earth
station. One need not look far lor evidence ol
the central role that satellites play in our lives
homes are wired for cable TV—which
through satellite distribution— provides more
channels compelitors to Ma Bell have

Satellite” suggests thal while some—like
Nam June Paik and Joseph Beuys—simply
use their ime lo reach a bigger audience,
others—like Douglas Davis—adopt slrate-
gies which address issues of audience and
interpersonal communication. Still others—
like Liza Bear—are aware of the sociopoliti-
cal nature of technology, and acknowledge it
in their work

Philosophically committed to gaining ac-
cess 1o publicly-tunded technology, Bear's
aclivities in the mid-"70s ceniered on the nuts
and bolts of prying satellite time loose She
wasn'l merely interested in issues of distribu-
tion—i.e., finding an uplink over which 10

sor! 3 lape-—hi s astablishing a two-way

Frame from Phase /i, by Liza Boar and Kedth Sonnier

by a few media gianis—Bear and Sonnier
sugges! that satelite ime be discounted for
non-prolit organizations, much like postal
rates

Itis Phase ll, howeaver, that is the real exer-
cise in frustration. It documents the one ime
Bear and Sonnier managed to effect—after
considerable legwork—a Iwo-way transmis-
sion between artists in New York and San
Francisco, using a non-commercial salellile
owned jointly by NASA and the Canadian
government. Plagued by technical problems
that resulted in the time allolled being sliced
lo three and a hall hours, Phase Il resembles

This distant interchange of work or talk,

To introduce them to our thinking

(Text published in Bomb Magazine,

April 1982,

issue & 3)

- Liza Bear
New York,

of how Bear and Sonnier actually managed
o get salellite access.

Bear's other collaborative tape, Birth of an
Industry, co-produced by Michael McClard
with Willoughby Sharp, documents one day
ol a 1980 satellite convention in Miami,
where independent inventors and entre-
preneurs exhibited amplifiers, home recemv-
ers, and other satellite hardware, much of
which was designed lo be affordable lor the
general consumer. People like Bob Cooper.
a prime mover among sateliite mavencks.
discuss how they developed their products
and make predictions about the lulure.
“£2 000 will buy an entire ¢ «ih etalion in @

1982
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—ughty Sharp. Doubie Entenare (1981, by
Douglas Davis. Post-Video (1981). with nar-
ration by Douglas Davis and John Hanhardt;
Hole-in-Space (1980), by Kit Galloway and
Sherne Rabinowitz, and Documenta 6
11977). by Joseph Beuys. Douglas Dawis,
and Nam June Paik

al the Museum of Modern Ar, New York
Sept. 23-Oct. 26, 1982

LUCINDA FURLONG

PHASE II: SEND/RECEIVE SATELLITE NETWORK

wiile consumer video products have finally
made their way to the marketplace, there is
no such thing as a low-cosl satellite. It takes
approximately $75-million to build and
launch one; salellite time ranges from $400
to $4,000 per hour. However, as London
points oul in her informative exhibition hand-
out, buying satellite time is easy compared
to the cartwheels needed to interest a broad-
caster in anything that smacks of art.

Given the obstacles one wonders why art-
ists have even bothered, and then what they
have done with their precious time. “Video +

A salellite is an orbiling relay station which
receives encoded signals—voice, dala,
radio. and TV—sent to it from an earth sta-
tion through a narrow beam called the uplink
At the satellile, the signals are shifted in fre-
quency, amplilied in a device known as a
Iransponder, and then redirected as the
downlink, or return signal, lo another earth
station. One need not look far for evidence of
the central role that sateliites play inour lives:
homas are wired lor cable TV—which,
through satellite distribution—provides mare
channels: competitors to Ma Bell have
sprung up offenng cheaper long-distance
selnohone ratas: lasl summer, the FCC ap-
provea Ihe 85 or diregi saieilile senvics,
which by using a satellite operating at amore
powerful frequency range will allow signals 1o
tie brame- iractly 10 home receiver dishes

Far less visible are the activities of arlists
who have used satellite technology. Signifi-
cant for its coordination of the resources of
cable TV, museums, and individual artists
was a three-way performance and discus-
sion broadcas! on cable last Oct. 22. “The
Artist and Television: A Dialogue between
the Fine Arts and the Mass Media” linked par-
ticipants in New York, Los Angeles, and lowa
City for three hours. This recent event not-
withstanding. few artists have actually gotten
their hands on salellite technology. as “Video
~ Satellite” demonstrates: the seven lapes

LUCINDA FURLONG, a wdeomaker and cnlic, i
currently wriling a history of image-processed
wideo

Salellite” suggests that while some—Ilike
Nam June Paik and Joseph Beuys—simply
use their time to reach a bigger audience,
others—like Douglas Davis—adop! strale-
gies which address issues of audience and
interpersonal communication. Stll others—
like Liza Bear—are aware of the sociopoliti-
cal nature of technology, and acknowledge it
in their work.

Philosophically committed to gaining ac-
cess 1o publicly-lunded technology, Bear's
activities in the mid-'70s centered on the nuts
and bolls of prying salellile lime loose. She
wasn't merely inlerested in issues of distribu-
tion—i.e., finding an uplink over which to
send a tape—bul in establishing a two-way
network among artists. In 1977, Bear and
Heith Sennier producsd Phase | and Phase
II: Send/Receive, a two-part tape about their
experience with satellite access. Phase /
subjects the viewer 1o the frustration of infor-
mation overload in an attempt o mimic lhe
function of satelltes in processing vast
amounts of data. Two audio tracks of voices
discussing the history and polilics of the TV
and salellite industries are overlapped so
that one can only partially assimilate them,
The visual component is handled similarly: il-
lustrations from old and new communica-
lions journals are overlaid in rapid succes-
sion with a character-generated text. Al-
though the individual layers lend to cancel
one another out, some phrases, like "govern-
ment sellout and business exploitation,” and
“there is no policy for non-prolit use of satel-
lites,” come through clearly enough to make
their point. As an alternative to the present
siluation—in which satellites are controlled

Instaliation wiew of Hole in Space, by Kit Galloway and Sherrie Rabinowilz.

Frame from Phase /i, by Liza Bear and Kgith Sonnier.

by a few media giants—Bear and Sonnier
sugges! that salellite time be discounted for
non-profit organizations, much like postal
rates.

Itis Phase li, however, that is the real exer-
cise in frustration. It documents the one time
Bear and Sonnier managed to effect—after
considerable legwork—a two-way fransmis-
sion between arlists in New York and San
Francisco, using a non-commercial satellile
owned jointly by NASA and the Canadian
government. Plagued by technical problems
that resulted in the time allotted being sliced
to three and a half hours, Phase llresembles
a cross between a disorganized arists’ tele-
conference and an interactive performance
that never really got off the ground. Bear
says, though, thal it was intended neither as
leleconference nor “satellite piece,” butas an
attémpt to provide an open channel of com-
munication among artists. It was based on
the expectation that the satellite would be
available in the future (this one’s life ended
shortly after the transmission) and also that
small, portable terminals would become
more accessible, Phase Il was done as a
political statement: the poinl was to use lech-
nology that should be available, bul rarely is.
Infact, at one point, the NASA engineer over-
seeing the transmission asked the group: *If
you do convince NASA to give you the equip-
ment you need, would you please include
me? | also have to ask them for projects |
want to do.” But very little such background
informalion is included in the tape, even
though the project’s true meritlies in the story

This distant interchange of work or talk,

To introduce them to ocur thinking

(Text published in Bomb Magazine,

April 1982,

issue ¥ 3)

- Liza Bear

New York, 19

of how Bear and Sonnier actually managed
to get satellite access.

Bear’s other collaborative tape, Birth of an
Industry, co-produced by Michael McClard
with Willoughby Sharp, documents one day
of a 1980 satellite convention in Miami,
where independent inventors and enlre-
preneurs exhibited amplifiers, home receiv-
ers, and other satellite hardware, much of
which was designed to be alfordable for the
general consumer. People like Bob Cooper,
a prnime mover among satellite mavericks,
discuss how they developed their products
and make predictions about the future.
“$2 000 will buy an enlire earth station in a
tew years." claims Taylor Howard, developer
ol the Howard terminal. There i5 something
distinctly American about the event. two par-
ners identify themselves as Mr. Cheap and
Mr. Clean; a group attempts lo repoint a
salellite to tune in signals from Russia; and
Sharp interviews not only Cooper, but his en-

tire family

82
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1977

Caption for a photograph

The public airwaves :

Teletype originating in New York
Travels across the video image
beamed from San Francisco

And is returned ./.

Up to NASA's satellite hovering
High over the equator and back./.
This is a link via radio waves
Free of wires and cables

A frequency configuration./.
Distance is elided

Two time-frames sealed

With a half-second delay

An open-ended channel

‘'The ego recedes before instant exposure
And instant response ./.

Who can own an interaction?

Red tape abounds.

Artists, like other members of the citizenry
at large, being traditionally excluded from

new forms of technology as they occur,
launch a bureaucratic offensive./.

Simultaneity and reciprocity:

We use the dgmonstration to introduce the satellite
This distant interchange of work or talk,

To introduce them to our thinking

- Liza Bear
(Text published in Bomb Magazine, New York, 1982

April 1982, issue # 3)
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ALAN SCARRITT AUDIO-VISUAL INSTALLATION AT MoMA

Alan Scarritt's Seven from Three (for Go) will be installed in the Video

Gallery at The Museum of Modern Art beginning August 6 and will be on view through

September 15, 1981. Seven from Three (for Go) is an installation based on one

videotape and two audiotapes. The thirteen-minute black and white videotape delay,
made in 1978, was derived from a performance carried out in 1977 on an exper—
imental NASA communications. satellite through "Send/Receive,' a group project
organized by K;%th Sonnier and Liza-Beafi"“““»‘\

In the perEofmancgh_gga:;izb—pufhtéd_;'video camera at a television set
in a ground station in San Francisco, and transmitted this live video imagery,
via the satellite situated over Latin America, to another ground station in
New York, which in turn sent the imagery back to San Francisco via the satellite.
As Scarritt received his images back on the studio monitor after the %-second
delay caused by the 100,000 mile distance, the camera recorded his active responses
over the original images, both of which were again transmitted to and from New
York. By repeating the process in both the satellite-delay and the tape delay,
Scarritt electronically gererated dense spatial effects. Each tape is layered
through the recording and the rerecording of the material, which combined make
an everchanging but unified whole, Because they are of different durations, the
tapes may potentially be perceived in seven random permatations - 1,2,3;"1,2; 1,3;
2,3; 1; 2; 3: Hence, the title -~ seven perceptions of three tapes.

The expanding layering of images in the videotape, the result of a system
feeding back upon itself, was also the process used in the first of Scarritt's
two audiotapes. The first audiotape is the result of a three-word phrase that was
continually put back into the electronic system. The words were quickly transformed
into electronic sounds. In the second audiotape, the artist inhaled and exhaled
through two holes in a harmonica; this was recorded and then repeated, with Scarritt
trying to stay in sync with the recorded material. This tape is played back at %
speed.

Alan Scarritt works in electronic, photographic, sculptural and painterly
media, creating site-specific projects. Using elementary materials, he performs ..
simple, repetitive actions -- rerecording a phrase; photographing his hands making

two different patterns on the surface of a pool of water; throwing plaster on the

11 West 53 Street, New York NY 10019 212 956-6100 Coble Modernart
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Alan Scarritt Installation cont'd

floor to create a spiral overlapping a set of concentric circles. Born in 1945,

Scarritt received a B.A. from Brown University and an M.F.A. from California

College of Arts and Crafts. In 1975, Scarritt co-founded Site, Cite, Sight, an alter

native gallery in San Francisco. He recently moved to New York from California,
where he had lived for ten years. He has had one-person shows in New York, Seattle,
San Francisco and Los Angeles.

The presentation of Alan Scarritt's Seven from Three (for Go) is organized

and coordinated by Assistant Curator Barbara London of the Video Program. MoMA's
video exhibitions are made possible by the generous support of the New York

State Council on the Arts and the National Endowment for the Arts.

I R E L E e E E E T
For further information, please contact Alicia Springer, Film Press Rep-
resentative, 956-7289.
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Works in the Exhibition

7)

_——

Wi, 196 DA~ 1S5
Fiberglass, screen and sculptmetal
Collection of the artist

—

Untitled. 1967
Satin, wood and foam rubber Q
10" x 4" x 5" e fvvine

Collection Museum of Modern Art

ntitled. 1967-68

\/zculptmetal, wood and cheesecloth \/
2 %8
Collection of the artist l<f

Untitled. 1967-68
Neon and incandescent light J :

\/7x4 k!

Collection Grey Are-Gallery ~

14
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Neon Wrapping Incandescent. 1969
Neon and incandescent light bUle,di ’P S \

7 x4

Collection Haus Lange, Krefeld, Germany W

\/ Neon Wrapping Neon. 1969

Neon /

8% x4% x7" [ W
\/Courtesy Leo Castelli Gallery . §+ '

Channel Mix. 1972 (Reconstructed for this exhibition) \/
Video and awdio installation ? ) s =

Video Still Screen II. 1973

“\yideo Still Screen IV, 1973 :

?r screen print Cﬂ 5\{‘/{ \ \
; gg*ﬁ'

hics
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Vi'l.deo Still Screen V. 1973
Fadr\-cp_;or screéen print
36 x 2773/

urtesy Castel]haphics

Fa(Ba-O-Ba Series). 1974~

tesy Rosamund f‘élsen%_(_]al lery, Los Angeles

e

Sa (Ba-O-Ba Series). 1974
Neon

75 x 71 x 13 4" K. }e—{\;\;w

Collection of the artist

Ta (Ba—0-Ba Series). 1974
el R ¢ tc»hw&/ 7

115 3 70"
Collection Contemporary Art Consortium

Adr ko Air. 1975 2 '}'d he

Stereo LP record pc){—vw{—i <

Ay
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Control Scene. 1975

Two color screen print, vat-dyed, wax-coated
35 x 47"

Courtesy Castelli Graphics W’ g

Control Scene (Orange). 1975

Two color screen print, vat-dyed, wax-coated
35 x 47"

: : q,é/‘fV‘-l )
Courtesy Castelli Graphics

Abaca Code CV. 1976
Hand cast paper, hand stamped -
6%5x 6% ‘C'f'_ g S (

Courtesy Gemini G.E.L., Los Angeles

Abaca Code CVI. 1976
Hand cast paper, hand stamped :
6%x 6% at Bs /

Courtesy Gemini G.E.L., Los Angeles

Abaca Code RX. 1976
Hand cast paper, hand stamped \

6 x 8" W\W(

Courtesy Gemini G.E.L., Los Angeles
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Abaca Code SIV. 1976

Hand cast paper, hand stamped

6 xkx6%'

Courtesy Gemini G.E.L., Los Angeles

Orleans Suite (Ba-O-Ba Series). 1977 (Reconstructed for this exhibition)
Glass, neon and black board paint

7 x 30 ‘(S ‘

Collection of the artist

Signal. 1978

Four color lithograph

36 x 74"

Courtesy Castelli Graphics

Toiny Orbit (Diptych). 1978

73 1 i

Eight color lithograph ve _‘,
40 x 60"

Courtesy Castelli Craphics

_Untitled. 1978 :
Watercolor.and india ink on newsprint

58 x 66"~ x/lC.S_

Cgll’ééticn of the artist—_
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Untitled. 1978

Watéfi:olq_r ax)d-’ﬁidia ink on newsprint
58 % 885 ~\_

%ffection of the artist ‘C ] 5

Untitled. 1978
Watercolor and ifidia ink on newsprint

e TS
CoTlection of the artist '

Espanded Sel Diptych I. 1979

Neon \/
102 x 120" H + -

Courtesy Leo Castelli Gallery

Rolf Sel. 1979

Neon

92 x 41"

Courtesy Galerie Rolf Ricke, Cologne, Germany

Lac Prison. 1980
Glass and necn
7 % x 7

Courtesy Galerie France Morin, Montreal, Canada
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La Salle. 1980

Metal, glass, neon and adhesive tape

ERS s S gt B!

Collection Musee d'art contemporain, Montreal, Canada

Iow (Star Lament Series). 1980
Newspaper and mixed media

55 % x 33 4" e~V

Courtesy Foundation for Contemwporary Performance Arts, Inc.

Pictogram II. 1980

Neon and argon \(S

Gix 7"
Collection of the artist and Tony Shafrazi Gallery

Pictogram ITI. 1980

Neon and argon \< S y

6 x 7'
Collection of the artist

Runic Roll I. 1980

Felt tip pen on rag paper .
6 % x 8'

Courtesy Leo Castelli Gallery
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Star Lament. 1980

Bide seiby et
Collection Ara Arslinian

A

Newspaper and mixed media \/

Rangoli I. 1980-81
Extruded aluminum and enamel l< y S \/
34 7/8 x 37 x 4 %"
Courtesy Rosamund Felson Gallery, Los Angeles

Rangoli IV. 1980-81

Extruded aluminum and enamel l< S L/

381/8x35%x4%"
Courtesy Rosamund Felson Gallery, Los Angeles

Columnn II. 1981

Corrugated aluminum and neon \/ (.C

B O e D gt g B ‘
Courtesy Michelle Lachowsky and Leo Castelli Gallery
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Ganesh. 1981

Bamboo and enamel paint
51 3/4 x 22 % x 14"
Collection of the artist

Gujarat Iv. 1981
Handmade paper, fabric dye and oil stick

36 x 28" ]Lezd” : L/C

Courtesy Leo Castelli Gallery

Gujarat V. 1981

Handmade paper, fabric d(%_eei\nd oil szick
36 x 28" >
Private collection

Hanuman. 1981

Banboo and enamel paint rLET ‘éf
41 % 26 % x 27 &"

Collection of the artist

Hanuman (Drawing). 1981

Felt tip pen, dry pigment and charcoal on paper

85 % x 50 %" fet €S

Courtesy Leo Castelli Gallery
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Kali. 1981
Bamboo and enamel paint

38 x 19 % x 22" IK.S A

Collection of the artist

Mauo I. 1981

Aluminum and paper pulp 1 Z ¥e T -
30lx 31 x 1.

Collection of the artist

Mauo II. 1981

Aluminum and paper pulp o= \ 4
B e 323 l g
Collection of the artist

Nandi. 1981 P—U& +0

Bamboo, teak, wax and enamel paint 1 E
20 x 28 x 10 %" |

Collection@and Andrew Pulvermacher

Rangoli IT. 1981

Aluminum and enamel paint M _ ‘< ‘ S

43 x 36 x 5"

Collection of the artist
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Rangoli III. 1981
Aluminum and enamel paint

38 % x 35 x 5" P & {fj

Collecticn of the artist

Sarasvati I. 1981

Banboo and holi. oolor ), 4~ .5

36 = 27 = 32"

Courtesy David Bellmann Gallery, Toronto, Canada

Triped. 1981
Extruded aluminum, neon, paint and amplified radio

9' x3% x 4% | L_,e‘

Courtesy Leo Castelli Gallery

Triped (Drawing). 1981-82
Felt tip pen, charcoal, dry and wet pigment on paper

84 x 50" fLe 4 L ¢

Courtesy Leo Castelli Gallery

Hod Vowel. 1982
Dry pigment, charcoal and aluminum spray paint

81 x 50" P‘-L/‘F i

Courtesy Leo Castelli Gallery
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Phone I. 1982

Dry pigment, charcoal and copper spray paint on paper
89 % x 59 3/4"

Courtesy Leo Castelli Gallery P*—"{" - L’C
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KEITH SONNIER
Works in the Exhibition

Untitled. 1967

Wood, sculptmetal and satin
B x 15" x 3!

Collection of the artist

Untitled. 1967

Fiberqglass, screen and sculptmetal
74 I

Collection of the artist

Untitled. 1967

Satin, wood and foam rubber

10" 3¢ 4" 3 5!

Collection Museum of Modern Art

Untitled. 1967-68

Sculptmetal, wood and cheesecloth
Zixc 8!

Collection of the artist
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Untitled. 1967-68

Neon and incandescent light

7 x 4%’

New York University Art Collection
Gift of Mr, and Mrs., Stephen Chambers

Neon Wrapping Incandescent. 1969

Neon and incandescent licht bulbs

7

Collection Haus Lange, Krefeld, Cermany

Neon Wrapping Neon, 1969

Neon
8' x 44" x 7"
Courtesy ILeo Castelli Gallery

Channel Mix. 1972 (Reconstructed for this exhibition)
Video and audio installation

Sa (Ba-0O-Ba Series). 1974
Neaon

9% 1z A3

Collection of the artist
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Ta (Ba-O-Ba Series)., 1974

Neon

115 x 70"

Collection Contemporary Art Consortium

Air to Air. 1975
Stereo LP record

Control Scene. 1975

Two color screen print, vat-dyed, wax-coated
35 x 47"

Courtesy Castelli Graphics

Control Scene (Orange). 1975

Two color screen print, vat-dyed, wax—coated
35 x 47"

Courtesy Castelli Graphics

Apaca Code CV. 1976

Hand cast paper, hand stamped
6% x 6%'
Courtesy Genini G.E.L., Los Angeles
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Bbaca Code CVI. 1976

Hand cast paper, hand stamped

6% x 6%'

Courtesy Gemini G.E.L., Los Angeles

Abaca Code RX. 1976

Hand cast paper, hand stamped

6 x 8'

Courtesy Gemini G.E.L., Los Angeles

Abaca Code SIV. 1976

Hand cast paper, hand stamped

6% x 6%'

Courtesy Gemini G.E.L., Los Angeles

Orleans Suite (Ba-O-Ba Series). 1977 (Reconstructed for this exhibition)
Glass, neon and black board paint

Tix 307

Collection of the artist

Signal. 1978
Four color lithograph

36 x 74"
Courtesy Castelli Graphics
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Toiny Orbit (Diptych). 1978
Eight color lithograph

40 x 60"

Courtesy Castelli Graphics

Expanded Sel Diptych I. 1979
Neon

102 x 120"
Courtesy Leo Castelli Gallery

Rolf Sel. 1979

Neon

92 x 41"

Courtesy Galerie Rolf Ricke, Cologne, Germany

Lac Prison. 1980

Glass and neon

7 x T

Courtesy Galerie France Morin, Montreal, Canada

1a Salle. 1980

Metal, glass, necon and adhesive tape

T %" x 9" 8"

Collection Musee d'art contemporain, Montreal, Canada
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Low (Star Lament Series) 1980

Newspaper and mixed media

55% x 33%"

Courtesy Foundation for Contemporary Performance Arts,

Piﬂ;am II. 1980
Neon and argon

6 x 7!
Collection of the artist and Tony Shafrazi Gallery

Pi am III. 1980
Neon and argon

6 X7

Collection of the artist

Runic Roll I. 1980

Felt tip pen on rag paper

6% x 8'

Courtesy Ieo Castelli Gallery

Star Lament. 1980
Newspaper and mixed media
5% x 5%'

Collection Ara Arslinian
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Rangoli I. 1980-81

Extruded aluminum and enamel

34 7/8 x 37 x 4%"

Courtesy Rosamund Felson Gallery, Los Angeles

Rangoli IV. 1980-81
Extruded aluminum and enamel

38 1/8 x 35% x 44"
Courtesy Rosamund Felson Gallery, Leos Angeles

Colum II. 1981

Corrugated aluminum and neon

EHgUE =2l gy BY

Courtesy Michelle Lachowsky and Ieo Castelli Gallery

Ganesh. 1981

Bamboo and enamel paint
51 3/4 x 22% x 14"
Collection of the artist

Gujarat IV. 1981

Handmade paper, fabric dye and oil stick
36 x 28"

Courtesy leo Castelli Gallery
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Gujarat V. 1981

Handmade paper, fabric dye and oil stick
36 x 28"

Private collection

Hanuman. 1981
Bamboo and enamel paint
41 x 26% x 27%"
Collection of the artist

Hanuman (Drawing). 1981

Felt tip pen, dry pigment and charcoal on paper
85% x 50%"

Courtesy Leo Castelli Gallery

Kali. 1981

Banboo and enarel paint
38 x 19% x 22"
Collection of the artist

Mauo I. 1981
Aluminum and paper pulp
30 x 31 x 1"
Collection of the artist
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Mauo II. 1981

Aluminum and paper pulp
Sl w31 328

Collection of the artist

Nandi. 1981

Banmboo, teak, wax and enamel paint

20 x 28 x 10%"

Collection Randi and Andrew Pulvermacher

Rangoli IT. 1981
Aluminum and enamel paint
433 35 x:b"

Collection of the artist

Ranggli IIT. 1981
Aluminum and enamel paint

38% x 35 x 5"
Collection of the artist

Sarasvati I. 1981

Bambco and holi color

36 x 27 x 12

Courtesy David Bellmann Gallery, Toronto, Canada
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Triped. 1981

Extruded aluminum, neon, paint and amplified radio
9" x 3%' x 44'

Courtesy Ieo Castelli Gallery

Triped (Drawing). 1981-82

Felt tip pen, charcoal, dry and wet pigment on paper
84 x 50"

Courtesy Ieo Castelli Gallery

Hod Vowel. 1982

Dry pigment, charcoal and aluminum spray paint
81 x 50"

Courtesy ILeo Castelli Gallery

Phone I. 1982

Dry pigment, charcoal and copper spray paint on paper
89% x 59 3/4"
Courtesy leo Castelli Gallexry
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VIDEOTAPES BY KEITH SONNIER
Curated by Bob Harris

(Running continuously in first floor corridor gallery)

"Light Bulb and Fire" 1970

B/W, Sound, 20 minutes

"1-200" 1972
B/W, Sound, 30 minutes

"Black Light, White Light" 1972
Color, Sound, 60 minutes

"Mat Key and Radio Track" 1972

Color, Sound, 10 minutes

"y In and TV Out" 1972
Color, Sound, 10 minutes

"Color Wipe" 1973
Color, Sound, 30 minutes

"Animation I" 1973
Color, Sound, 14 minutes
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"Animation II" 1974
Color, Sound, 25 minutes

"Satellite Phase 1" 1977
Color, Sound, 30 minutes

"Satellite Phase 2% 1977
Color, Sound, 30 minutes

All videotapes courtesy Castelli Sormmabend Tapes and Films
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FIIMS BY KEITH SONNIER

Curated by Bob Harris

(Screenings: Saturday anc

“Dia~play"
BW, Souxd, 11

"Painte! Foot:

B ’n, Sonnd ,

*Rubdown ™

B/W, Sound,

Foot and Strot

B/W, Sound,
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"T-Hybrid-v-1" 1971
Color/B&W, Sourd, 13 minutes

"P-Hybrid-v-2" 1971
Color, Sound, 11 minutes

"P-Hybrid-v-3" 1971
Color, Scund, 11 minutes

npopybrid-v-4" 1971
Color, Sound, 12 minutes

“Chammel" 1973
Color/BsW, Sound, 21 minutes

All films courtesy Castelli Sonnabend Tapes and Films
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KEITH SONNIER
Warks in the Exhibition

Untitled. 1967

Fiberglass, screen and sculptmetal
7= x 9"

Collection of the artist

Untitled. 1967

Satin, wood and foam rubber

10 :5x-4% ' 5™

Collection Museum of Modern Art

Untitled. 1967-68

Sculptmetal, wood and cheesecloth
2 x B"

Collection of the artist

Untitled. 1967-68

Neon and incandescent light
7x 4%

Collection Grey Art Gallery
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Neon Wrapping Incandescent. 1969

Neon and incandescent light bulbs
x4

Collection Haus Lange, Krefeld, Germany

Neon Wrapping Neon. 1969
Neon

8‘5'34’5'}:7"
Courtesy leo Castelli Gallery -

Channel Mix. 1972 (Reconstructed for this exhibitian)
Video and audio installation

Video Still Screen II. 1973
Four oolor screen print

27 3/4 x 36"

Courtesy Castelli Graphics

Video Still Screen IV. 1973
Four color screen print

27 3/4 x 36"

Courtesy Castelli Graphics
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Video Still Screen V. 1973
Four color screen print

36 x 27 3/4"

Courtesy Castelli Graphics

Fa (Ba-O-Ba Series). 1974

Neon

70x79% "

Courtesy Rosamind Felson Gallery, Los Angeles

Sa (Ba-O-Ba Series). 1974
Neon

75 x 71 x 13 &"
Collection of the artist

Ta (Ba-O-Ba Series). 1974

Neon

315 x 70"

Collection Contemporary Art Consortium

Air to Air. 1975
Stereo LP record
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Control Scene. 1975

Two color screen print, vat-dyed, wax-coated
35 x 47"

Courtesy Castelli Graphics

Control Scene (Orange). 1975

Two color screen print, vat-dyed, wax-coated
35 x 47"

Courtesy Castelli Graphics

Abaca Code CV. 1976

Hand cast paper, hand stamped
6kx6%

Courtesy Gemini G.E.L., Los Angeles

Abaca Code CVI. 1976

Hand cast paper, hand stamped
6%x6k

Courtesy Gemini G.E.L., Los Angeles

Abaca Code RX. 1976

Hand cast paper, hand stamped

6 x B'

Courtesy Gemini G.E.L., Los Angeles
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Abaca Oode SIV. 1976

Hand cast paper, hand stamped
6k x6k"
Courtesy Gemini G.E.L., Los Angeles

Orleans Suite (Ba-O-Ba Series). 1977 (Reconstructed
Glass, neon and black board paint

7 x 30'

Collection of the artist

Signal. 1978
Four color lithograph

36 x 74"
Courtesy Castelli Graphics

Toiny Orbit (Diptych). .1978
Eight color lithograph

40 x 60"

Courtesy Castelli Graphics

Untitled. 1978

Watercolor and india ink on newsprint
58 x 66"

Collection of the artist
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Untitled. 1978

Watercolor and india ink on newsprint
58 x 88"

Collection of the artist

Untitled. 1978

Watercolor and india ink on newsprint
89 x 55"

Collection of the artist

Expanded Sel Diptych I. 1979
Neon

102 x 120"

Courtesy Leo Castelli Gallery

Rolf Sel. 1979
Neon
92 x 41"

Courtesy Galerie Rolf Ricke, Cologne, Germany

Lac Prison. 1980

Glass and neon

7% x 7%

Courtesy Galerie France Morin, Montreal, Canada
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La Salle. 1980

Metal, glass, neon and adhesive tape

7' 8 I,n x 9' g"

Collection Musee d'art contemporain, Montreal, Canada

Low (Star Lament Series). 1980

Newspaper and mixed media

55 % x 33 &"

Courtesy Foundation for Contemporary Perfarmance Arts, Inc.

Pictogram II. 1980
Neon and argon
T

Collection of the artist and Tony Shafrazi Gallery

Pictogram ITI, 1980
Neon and argon

6x7'
Collection of the artist

Rumnic Roll I. 1980

Felt tip pen on rag paper
6% x B'

Courtesy leo Castelli Gallery
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Newspaper and mixed media
5k x5k
Collection Ara Arslinian

Rangoli I. 1980-81

Extruded aluminum and enamel

34 7/8x37 x4 X%

Courtesy Rosammnd Felson Gallery, Los Angeles

Rangoli IV. 1980-81
Extruded aluminum and enamel

38 1/8 x35 kx4 k"
Courtesy Rosammnd Felson Gallery, Los Angeles

Rangoli Mawo V. 1980-81
Extruded aluminum, paper pulp and powdered pigment
29 5/8 x 31 x 1 3/8"

m.zrtesylhsmﬂFelsmGalléxy,msngeles

Colum II. 1981

Corrugated aluminum and neon

Son 9t 20" ix. 5"

Courtesy Michelle Lachowsky and Leo Castelli Gallery
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Ganesh. 1981

Bamboo and enamel paint
51 3/4 x 22 % x 14"
Collection of the artist

Gujarat IV. 1981

Handmade paper, fabric dye and oil stick
36 x 28"

Courtesy Leo Castelli Gallery

Gujarat V. 1981

Handmade paper, fabric dye and oil stick
36 x 28"

Private collection

Hanuman. 1981

Bamboo and enamel paint
4] x 26 % x 27 &"
Collection of the artist

Hanuman (Drawing). 1981

Felt tip pen, dry pigment and charcoal on paper
85 & x 50 ¥"

Courtesy Leo Castelli Gallery
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Kali. 1981

Bamboo and enamel paint
38 x 19 % x 22"
Collection of the artist

Mauwo I. 1981
Aluminum and paper pulp
30 x 31 x 1 &"
Collection of the artist

Mauo II. 1981
Aluminum and paper pulp
31 x 31 x 2 &
Collection of the artist

Nandi. 1981

Bamboo, teak, wax and enamel paint

20 x 28 x 10 &"
Collection Randi and Andrew Pulvermacher

Rangoli II. 1981
Aluminum and enamel paint
43 x 35 x 5"

Collection of the artist
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Rangoli IIT. 1981
Aluminum and enamel paint
38 % x 35 x 5"
Collectiaon of the artist

Sarasvati I. 1981

Bamboo and holi color

36 x 27 x 12"

Courtesy David Bellmann Gallery, Toronto, Canada

Triped. 1981

Extruded aluminum, neon, paint and amplified radio
9 %I K" k4K

Courtesy Leo Castelli Gallery

Triped (Drawing). 1981-82
Felt tip pen, charcoal, dry and wet pigment an paper
84 x 50" -

Courtesy Leo Castelli Gallery

Hod Vowel. 1982
Dry pigment, charcoal and aluminum spray paint
81 x 50"

Courtesy Leo Castelli Gallery
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I. 1982
pignent, charcoal and copper spray paint on paper
89 % x 59 3/4"
Courtesy Leo Castelli Gallery
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VIDEOTAPES BY KEITH SONNIER
Curated by Bob Harris

(Running continuously in first floor corridor gailery)

"Light Bulb and Fire" 1970
B/W, Sound, 20 minutes

"1-200" 1972
B/M, Sound, 30 minutes

"Black Light, White Light" 1972
Color, Sound, 60 minutes

"Mat Key and Radio Track"™ 1972
Color, Sound, 10 minutes

=W In and TV Out"™ 1972
Color, Sound, 10 minutes

1973
Color, Sound, 30 minutes

"Animation I" 1973
Color, Sound, 14 minutes
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"Animation II" 1974
Color, Sound, 25 mimites

"Satellite Phase 1" 1977
Color, Sound, 30 minutes

"Satellite Phase 2% 1977
Color, Sound, 30 minutes

All videotapes courtesy Castelli Sanmabend Tapes and Films
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FIIMS BY KEITH SONNIER
Curated by Bob Harris

(Screenings: Saturday and Sunday, April 16-17, 2 pn.)

"Dis-play” 1969
B/M, Sound, 11 minutes

"Painted Foot: Black Light" 1970
BM, Sound, 16 minutes

"Rubdown™ 1970
B/W, Sound, 11 minutes

"Positive, Negative" 1970
B/W, Sound, 12 minutes

"Negative" 1971
B/W, Sound, 11 minutes

"Lightbulb and Fire" 1971
BM, Sound, 21 minutes

*Foot and Stxrobelight" 1970
B/W, Sound, 8 minutes
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"T-Rybrid-v-1" 1971
Color/B&W, Sound, 13 minutes

"T-Hybrid-v-2" 1971
Color, Sound, 11 minutes

"I-Hybrid-v-3" 1971
Color, Sound, 11 minutes

"T-Hybrid-v-4" 1971 .
Color, Sound, 12 mimites

"Channel™ 1973
Color/BsW, Sound, 21 mimutes

All films courtesy Castelli Sonnabend Tapes and Films
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THE INSTITUTE FOR ART AND URBAN RESOURCES, INC.

THE MATN EXHIBITION CENTER AT P.S. 1 1982 - 1983

Fall (October 17 - Decenber 12, 1982):

"Beast: Animal Imagery in Recent Painting"
Curator: Richard Flood

With: Luis Cruz Azaceta, Robert Beauchamp, Remy Blanchard, Jon Borofsky, Richard
Bosman, Roger Brown, Michael Byron, Robert Colescott, C.J. Collins, Ronnie Cutrone,
Roy DeForest, Nancy Dwyer, General Idea, Ilona Granet, Gaylen Hansen, Keith Haring,
Michael Howard, Frank Holliday, Maurie Kerrigan, Christof Kohlhofer, Komar & Melamid,
Leonard Koscianski, Michael McClard, Ed McGowin, Mario Merz, Mark Milloff, Richard
Mock, Frank Moore, Saul Ostrow, Cara Perlman, Judy Rifka, Mark Schwartz, Earl Staley,
Ger Van Elk, Andy Warhol, Russ Warren, Jeff Way, Frank Young and Bernd Zimmer.

Winter (January 16 - March 13, 1983):

"Abstract Painting: 1960-69"
Curator: Donald Droll

With: Jo Baer, James Bishop, Sally Hazelet Drummond, Marcia Hafif, Al Held, Ralph
Humphrey, Will Insley, Lee Lozano, Robert Mangold, Brice Marden, Admes Martin, David
Novros, Doug Chlson, Robert Ryman and Tony Smith.

Spring (April 10 - June 5, 1983)

"Keith Sonnier"
Curator: Alanna Heiss

— L - - - —
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THE INSTITUTE FOR ART AND URBAN RESOURCES, INC.

THE CLOCKTOWER 1982-83

September 22 - October 30, 1982:
Marcus Leatherdale
Gerry Morehead

November 11 - December 11, 1982:

"Icebreakers: Contemporary Swedish Expressionists”
Curator: Alanna Heiss y .
(Eight Swedish painters: Erland Cullberg, Enno Hallek, Birgitta :
Liljebladh, Evert Lundgquist, Tonie Roos, Knut Swane, Bo Trankel,
Hans Wigert, Petter Zennstrom)

January 12 - February 12, 1983

"Xenophilia: International Studio Artists"

(Ten foreign artists: Louis Chacallis, John Dunkley-Smith,
Roland Flexner, Rolf Hanson, Barbara Heinisch, Ter Hell,
Reinhard Niedermeier, Bruce Parsons, Ingrid Roschek,

Henk Visch)

March 9 - April 9, 1983:

"Habitats"

Curator: Robert Littman

(A group show of artworks that explore the concepts of
volume, enclosures and interiors organized by Robert
Littman, Director of the Grey Art Gallery: Siah Armajani,
Richard Artswager, Marc Balet, David Deutsch, Jatkie
Ferrara, Rafael Ferrer, Frank Gehry, John Hejduk, Cletus
Johnson, Barbara Kasten, Thomas Lanigan Schmidt, Sol Lewitt,
Mary Miss, Issey Miyake, Patricia Norvell, Charles Simonds,
Sandy Skoglund, Marianne Van Lent, Michael Hurson, Gonelo
Fonseca, Bruce Monteith.) '

April 20 - June 18, 1983:

"Film as Installation"

Curator: Leandro Katz

(Drawings, photographs and maguettes of film installation
projects by: William Anastasi, James Benning, Terry Berkowitz,
Dara Birnbaum, Tim Burns, James Carpenter, Myrel Chernick,
William Childress, Dorit Cypis, Benni Efrat, Morgan Fisher,
Lawrence Frej, Barry Gerson, Louis Hock, Taka Iimura, Leandro
Katz, Hilary Kliros, John Knecht, Ken Kobland, David Lamelas,
Carla Liss, Bill Lundberg, Gary Perkins, Bart Robbett, Susan
Rosenfeld, Jon Rubin, Carolee Schneemann, Paul Sharits, Dianne
Stockler, Anita Thacher, Francesc Torres, Regina Vater, Roger
Welch and Deborah Whitman.)

Frank Moore g
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THE INSTITUTE FOR ART AND URBAN RESOURCES, INC.

SPECIAL PROJECT ROOMS AT P.S. 1 1982-83

Fall (October 17 - December 12, 1982):

David Clarkson
Dominick DiMeo
Joan Gassisi
Ilona Granet
Willy Heeks
Kim Jones
Piero Manai
Eileen Neff
Saul Ostrow
Jeanne Silverthorne
Joe Smith
Sandy Straus
Jane Wenger

Art Couples I: Rudolf Baranik and May Stevens

Curator: Donald Kuspit

(The first of three exhibitions organized by Donald Kuspit
investigating the aesthetic relations of artists who are
married to each other.)

Winter (January 16 - March 13, 1983):

Richard Artswager
Dan Graham

Renee Van Halm
Paul Thek

Richard Tuttle

Milet Andrejevic

Dan Christensen
Patricia Passlof
Curator: Richard Bellamy

"what Are You Working on Now? 1960-70"
Curator Billy Kluver
(Documentation of Billy Kluver's diverse work from the 1960's)

"It Was a Time for Anger"

Curator: Lucy Lippard with Jerry Kearns

(A group show featuring original paintings, drawings, photographs
and memorabilia from the 1960's)

Art Couples II: Mary Beth Edelson and Robert Stackhouse
Curator: Donald Kuspit

Spring (April 10 - June 5, 1983)

Alejandro Arango

Sorel Cohen

Lydia Hunn

George Kousculides

Arianne Lopez-Huici

Frances Metcalf

Jorge Salazar

Diane Ward and David Weinstein
Robert Younger

Michoacan Devil Figurines

Curator: Alberto Raurell

(An exhibition of 40 sculptures made by Mexican Indians and
selected by Mr. Raurell, Director of the Tamaya Museum, Mexico)

Art Couples III: Leo Golub and Nancy Spero
Curator: Donald Kuspit
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THE INSTTTUTE FOR ART AND URBAN RESOURCES, INC.

PHOTOGRAPHY PROGRAM AT P.S. 1 1982 - 83
Curator: Carol Squiers

Fall (October 17 - December 12, 1983):
"All God's Children"
Photographs and photo documentation of animal imagery, including the work of Peter

Winter: (January 16 - March 10, 1983) :

"Making News: Black Americans in the '60's"

An exploration of how Blacks were depicted by the American popular press during that
decade.

Spring: (April 10 - June 5, 1983):
"Multiple Choice: Barbara Kruger, Louise Iawler, Richard Prince and Mark Tansey"

Four noted artists/photographers presented images which were influencial in their
awn work.

PERFORMANCE PROGRAM AT P.S. 1 1982 - 83

Fall (Octocber 17 - December 12, 1983):

"Webelos" by Andy Rees with George F. Wise and ILisa Altomare.

A major play/performance presented outside in P.S. l's courtyard during the
exhibitions' October 17th opening.

Winter (January 16 - March 10, 1983)

"Mul timedia Performances of the '60's"
Curators: William Hellermann and Ronald Lynch

With the works of: Maryanne Amacher, John Ashberry, Robert Ashley, Milton Babbitt,
Earle Brown, John Cage, Philip Corner, Alvin Curran, Morton Feldman, Simone Forti,
Malcolm Goldstein, William Hellermann, Dick Higgins, Alison Knowles, Joseph Kubera,
Jackson Maclow, Anthony Martin, Pauline Oliveros, James Penney, Ed Sanders,
Carolee Schneemann, Ramon Sender, Elaine Sumers, Ann Waldman, Christian and
Wolff.

Spring (April 10 - June 5, 1983):
"Helter-Skelter"
Curator: John Howell

With new works by Diane Torr, Kinematic, Eric Bogosian, Christian Marclay and
John Malpede.
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THE INSTITUTE FOR ART AND URBAN RESOURCES, INC.

NATTONAL STUDIO PROGRAM AT P.S. 1 AND THE CLOCKTOWER 1982 - 83

Michael Byron
Janet Pihlblad
Janet Henry

Sam Messer

Mark Kloth
William Kopp
Deborah Whitman
Nicolas Moufarrege
Brant Kingman
Mike Bidlo
Gustavo Ojeda
Rene Lynch

Lloyd Allen
Andras Halasz
Jennifer Q. Smith
Kenny Scharf
Rebecca Hill Sangster
Michael Davis
Gerald Nichols
Pierre Louaver

Liza Bear
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1. Return from exhibition
2. Outgoing loan

3. Return from exam

4. Other

Transportation:
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