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ArtsJournal: ARTOPIA

from the art world, she decided to boycott
all women, which seems to mean not
speaking to or having any dealings with
anyone of her own sex. We are not privy
to what led to that extreme stance, but |
cannot believe this pleased some of her
biggest supporters - for instance, feminist
critic Lucy Lippard. To make matters
worse, Lozano moved to Dallas, Texas.

But perhaps her biggest sin is that she
was furious at the art world, not just at the
usual suspects but at her fellow artists,
too. Here are two 1969 pieces reproduced
in the MATRIX pamphlet:

Art Piece (or Paranoia Piece):

Describe your current work to a famous
but failing artist from the early 60s. Wait to
see if he boosts™ (*hoist, cop, steal) any of
your ideas.

Real Money Piece:

Offer to guests coffee, Diet Pepsi,
bourbon, glass of half and half, ice water,
grass and money. Open jar of real money
and offer to guests like candy. [The
"guests" were all artists: Hannah Weiner,
Steven Kaltenbach, Keith Sonnier, Dan
Graham, etc.Some took money, some
borrowed money, some did nothing.]

The questions raised by these and other
"pieces" in her notebooks -- most self-
assignments, some dealing with drugs,
some with masturbation -- are worth
thinking about. Can you make art only for
yourself, or is art necessarily social? Can
something be art even if it is not
recognized as art? Can you make art
outside the art system? And if so, to what

http://www.artsjournal.com/artopia/
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instructions to herself alone (unlike Yoko
Ono's earlier command pieces that can be
performed by others), partake of what |
have now come to call categorical risk.

* & *

The important thing about Lozano is not
that she embraced wild erotic art, cool
minimalism, and private performance art,
but that in so doing she engaged in
categorical risk. Serious art, because it
must make the viewer -- and perhaps
even the artist herself -- ask if what they
are looking at is art at all, is art that
engages in categorical risk. The same
can be said for an unusual art career or
an atypical, perhaps inconsistent, oeuvre.
As Lozano wrote: "Seek the extremes,
that's where all the action is."

Those involved in Streetworks were
testing audience boundaries. An action or
an object could be art even if the
audience - often accidental and
uninformed -- does not know the action or
object was intended as art. This
"audience" might not even have art as a
category of reference, never mind
knowledge of arcane works by Kurt
Schwitters or Marcel Duchamp. Lozano
took an additional categorical risk: There
did not have to be an audience or viewer
other than herself.

Can we deal with that? Given the
premise, one might never know if the
person sitting across from you on the
subway is or is not an artist. His little
snooze may be his performance piece, or
whatever he is or is not thinking about
might be his conceptual art.

We already know from Outsider Art that a
maker can create art without intending to
and, in fact, may not even grasp the art

category, but instead be proselytizing for

http://www.artsjournal.com/artopia/
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end?

Did Lozano intend the scrawlings in her
notebooks as art? I'd say yes. Some of
them were exhibited in the Dwan Gallery.
She was, as it were, on the scene. The
participants referred to in her Real Money
Piece prove this. She knew activist critic
Lippard and Sol LeWitt and was friendly
with many others in the art world.

And she most likely knew the work of Vito
Acconci (who at this point did an artwork
that consisted of walking around St.
Patrick's Cathedral over and over again)
and of Adrian Piper (who, intentionally
reeking of garlic and other so-called bad
odors, stood in movie lines as an
artwork). Or of Scott Burton, who walked
on Manhattan's 14th Street in full drag,
totally undetected by friends and other
artists. Hannah Weiner, whom we know
Lozano knew, contacted and met with
another Hannah Weiner listed in the
phone book; she hired a hot-dog cart and
renamed it Weiner's Weiners. And she
leaned against a doorway on the Bowery
pretending to be hooker during one of the
time- and location-bound mass
Streetworks yours truly helped to
organize in -- you guessed it -- 1969.
Lozano may have even known of my own
ongoing Streetwork: Any time | am
recognized in the street by someone | do
not know is a Streetwork.

Many of the Street Workers and guerrilla
performance artists and poets either
documented their works themselves
(some documents were, alas, destined for
galleries) or participated in mass
situations that made documentation likely,
even if only in the pages of the Village
Voice, the East Village Other or Vogue.

Lozano herself seems not to have had
any consistent goal. This is why many of
her performances, which were either
private "dialogues" or, more important,

http://www.artsjournal.com/artopia/
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some vision, praying or performing odd
and grand magical techniques.

But artists embracing categorical risk are
doing so consciously. Categorical risk is
the key characteristic of important modern
and postmodern art. Unlike normal art,
which looks like and even smells like art,
the art of categorical risk induces doubt
(at least at first) that it even belongs in the
art category.

The philosophically inclined should know
that by "categorical" | do not mean
absolute, as in Kant's categorical
imperative, which is usually defined as a
moral obligation that is unconditionally
and universally binding. Although | do like
to think of categorical risk as being the
absolute and binding art definition of our
time, | think we need a little leeway, since
categorical risks are now often
immediately absorbed. Some risks are
riskier than others. And then again, just
because something doesn't look like art or
act like art doesn't automatically make it
art.

Some historical examples of categorical
risk will serve to clarify my term: the first
cubist, futurist, constructivist paintings;
Duchamp's signed urinal or his bicycle
wheel; Pollock's drip paintings; Yves
Klein's jump, but also Allan Kaprow's
Happenings and Joseph Beuys' lectures.
More recent examples might include Mike
Bidlo's Picassos, Pollocks, and Warhols;
Damien Hirst's preserved shark, Jeff
Koons' glass porn.

The best art work in the P.S.1 show is
Lozano's 1969 General Strike Piece:
GENERALLY BUT DETERMINEDLY
AVOID BEING PRESENT AT OFFICIAL
OR "UPTOWN" FUNCTIONS OR
GATHERINGS RELATED TO THE "ART
WORLD" IN ORDER TO PURSUE
INVESTIGATIONS OF TOTAL
PERSONAL AND PUBLIC

http://www artsjournal. com/artopia/
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REVOLUTION.
Lee Lozano was stepping off into the void

(in a bigger way than Klein's faked dive).
She left the art world!

posted by Perreault @ 527 pm | Permanent link

Sunday, March 14, 2004

WHITNEY BIENNIAL 2004

Yayol Kusama, Firefiies on the Water

Part One: The Serious and Ambitious
Catalogue

The three curators of the 2004 Whitney
Biennial — Chrissie lles, Shamim Momin,
and Debra Singer -- make an immodest
claim in the jointly signed catalogue

http://www.artsjournal.com/artopia/
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Lee Lozano

Drawn From Life: 1961-1971
by Nick Stillman

March 2004

Lee Lozano, "Untitled (Triple Hammer)"
(1963), oil on canvas. Photo by Eva Heyd.
Courtesy P.S.1 Contemporary Art Center.
PS5

Through May 1, 2004

If P.S. 1's show of Lee Lozano's work from 1961-1971 would have
seemed crass, elitist, and in bad taste three years ago, the recent
revival of Philip Guston's late paintings spare Lozano from such a
reading now. And, if Drawn From Life's radicalism and ballsy
fuck-off attitude don't inspire similar rah rahs from the critical
establishment, it has got to be at least insinuated that it is either
because she did not legitimize herself enough by previously
working in a "high" method associated with emphasis on technique
(AbEx namely), or merely because she's a woman.

Much of Drawn From Life is cold, mocking, and intentionally crude,
revealing Lozano's methodology as a type of reverse elitism, flying
in the face of Greenbergian dogma and offering scathing social
critiques that pierced deeper than escapist abstraction could by
the early 1960s. De Kooning could be considered a contemporary
kindred spirit and a fellow provocateur, but Lozano's work is
completely emptied of heroic gesture— it either burns with sloppy,
obvious rage, or coolly repels with sarcastic smoke and mirrors.
Lozano's not a total unknown. She had a solo show at the Whitney
in 1871 and was "known" in the New York art scene from the
mid-sixties until the early seventies when she gave up art. Drawn
From Life shows Lozano working several very different aesthetic
and material tactics, but the text-based pieces from the late sixties
and early seventies offer insight on the earlier, rage-laced work,
and also on why she would later leave New York and abandon art
making altogether.
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Her obvious fury towards American sexual politics is hinted at
indirectly in a series of paintings and drawings depicting tools from
the early-mid sixties. The semi-abstract paintings feel especially
caustic. They are all banal close-ups of smooth, shiny tools—
decidedly masculine objects— painted in a brushy style that could
be considered elegantly (femininely?) rendered abstraction. The
care devoted to the surfaces of the shiny tools is precious and
loving. The slippery smooth steel glistens like the chrome on a big
Ford, like the aluminum curve of a can of Bud, like the glossy
pages of Playboy. Look no further than John Waters for similar
critiques of a macho attention span— his 1974 film Female
Trouble features a particularly disturbing scene where Gator
passes the time during another banal fuck with his wife by flipping
through a tool catalogue.

If Lozano's disgust with status quo America is ambiguous in the
tool paintings, it crystallizes in her text pieces. An untitied 1970
piece is a cryptic self-portrait of sorts, offering essential factual
information that composes her personhood: sex (1931,
continuing), drugs (1959, continuing), art (1935, continuing), and
rejects the traditional American middleclass female "role,” crossed
out and renamed "trip" (1944). Other pieces incite with Jenny
Holzer-like truisms. "All Weapons Are Boomerangs" (date
unknown) snaps, "Humans: Train your emotions away from hatred
the way you train yourself to use the crapper,” and "People: | can
still smell on your breath the other people's rule you swallowed
whole so long ago." Probably the most angrily elitist of the text
pieces is "Thinking Offer" (date unknown), in which Lozano
imperiously claims, "| offer to think about something for anyone,”
an idea bearing obvious similarity to a recent project by
Brooklyn-based artist Emily Jacir, who offered to fulfill practical
and fanciful requests in Palestine for natives there and abroad in
her "Where We Come From" (2001-3). But while Jacir's gesture is
poignant and sincere, Lozano's is cryptic and mean. Where Jacir
uses her U.S. passport as a law-abiding means of carrying out a
conceptual project, Lozano rejects codes, laws, and niceties,
focusing on the rancid McDonald's breath of the people who may
or may not have actually known what they were symbolically
supporting when they swallowed their first burger.

The frank admission of drug use is another common theme in the
text pieces, both subtly ("l paint stoned. | put acid into these
paintings, metaphorically” is written within a dense field of text)
and obviously, like in "Grass Piece" (1969), in which she plainly
describes her plan to "Stay high every day. See what happens.”
She lists "smoke get high" as one of three things she likes to do
more than make art. Lozano seems to seek escape from a mass
culture and an art culture she clearly felt stark alienation from in
drugs, and obviously she harbored no moral qualms about a
concept of art that was merely stoned life. The text pieces
culminate in the ultimate anti-art, 1969's "General Strike,” in which
she vows to "Gradually but determinedly avoid being present at
official or public ‘uptown’ functions or gatherings related to the ‘art
world' in order to pursue investigation of total personal and public
revolution." She succeeded, if not entirely in 1969, then certainly
in 1971 with "Dropout Piece," in which she withdrew from the art
world entirely and relocated to Texas.

03/25/2004 10:11 AM
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Lozano's crude drawings from the early sixties were not nearly as
"cool" as these smartass conceptual text-actions— they bum with
alienation and anger, revealing just a hint of optimism in their
naked rage, which has all but disappeared by the time of "Dropout
Piece." P.S. 1's press release calls the drawings “"explicitly
humorous." They're definitely explicit, but there is little that is
humorous about these grotesque gems that challenge Guston in
their radical and graphic political immediacy— all done ten years
before Guston's crassly critical Poor Richard drawings, which
satirize Richard Nixon's foreign and domestic policies. Lozano's
drawings invite easy reading as aggressively stupid, and they
completely are. It looks as if they were drawn left-handed
(assuming Lozano was right-handed), and most are executed in
bold crayon. Details are abstracted as scribbles. But it's a little too
easy to chalk them up (disclaimed as potentially inappropriate for
younger viewers) to juvenile immaturity. Yes, there are tools,
including a particularly harsh drawing reading "CANAL STREET"
(with the "C" crossed out) coupled with a screwdriver and
hammer. There are also plenty of other symbols of power, like the
drawing of three hands, one holding a cross, another an ice cream
cone, the other a cock. Conspicuously disembodied dicks drift
ambiguously through other pictures as well, sometimes poking out
of holes where they shouldn't be. Gigantic tits poke out of the
Atlantic Ocean. Men are occasionally represented as cocks,
nothing else. Women have tits for heads, visibly erect nipples, and
shaved genitals. In a particularly brutal drawing called "9 Out of
10" (1961) from this series, a faceless woman with big red lips,
sticking her ass out, drops dog shit into a city trash can. "9 OUT
OF 10. EAT CUNT FOR MENTAL HEALTH" screams Lozano's
caption. Once again, the masculine dream— the sexy babe needs
no face— just red lips, a short skirt, and some nice tits scores her
9 out of 10. More frat boy fantasies? Sure, most hilariously with
the 1962 crayon drawing of a typewriter and a big grin wearing a
bow tie with the evil caption, "I got my blow job thru the n.y. times."
This approaches and exceeds sordid back-of-the-Village Voice
territory that the venerable Leon Golub has begun to explore in
paintings recently shown at Ronald Feldman Gallery. While
Golub's images focused largely on sex advertisements geared
toward fetishists, both artists seem interested in the body as
dictated by capitalism— an object of power and money. And
everyone knows power and money isn't held by the fairer sex.
More than just a jab at the stultifying male gaze, Lozano's early
drawings represent a dialectical rejection of a set of values that
blatantly projects women into the realm of fantasy and fetish.

That's why it's initially difficult to reconcile this body of work with
Lozano's seemingly apolitical, quasi-formalist paintings like "Slide"
(1965). Curator Bob Nickas does a terrific job with the
presentation of this piece, as well as "Punch, Peek & Feel"
(1967-70) in the adjacent room, neither of which would make
much sense without long tables of contextualizing documents and
sketches. Both of these pieces hang on walls, but the pages of
sketches are the clue to getting inside Lozano's head to figure out
why she would want to make coldly minimalist, nearly Op-like
pieces in between her rage-filled tools and text-based work.
Lozano notes that the sketches for "Slide" are stolen from the
book Great Ideas and Theories of Modern Cosmology—
demystification number one. Then, on another sketch she writes,
"Add to paint silvering, metal flakes, sparkles, etc. Surface could

03/25/2004 10:11 AM
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look ‘crusty.’ And ‘expensive, elegant, showy." The resuilting
painting is totally showy in all its gaudy, glorious crustiness. Three
tones each of gold and silver "elegantly” reflect the light,
producing a spectacular optical experience. Only "expensive"”
paintings could be this "showy"!

in one of her text pieces, Lozano writes, "There's no justification
for form...unless it's used to expose content which has meaning."
Lozano's late text pieces and abstract canvases abandon
representation entirely, and when she uses form, she seems to be
ridiculing the arbitrariness and inconsequentiality of formalism.
"North South East West" (1967) is another confusing abstract
work. The piece consists of four canvases, with the north and
south ones hung vertically, and the east and west horizontal. Each
canvas is spread out from a central point on the wall and the only
representational mark on each is an arcing gesture that would
appear to form a circle, seeming to connect the canvases despite
their distance from each other. Like the other abstractions, "North
South East West" is a tough sell without context, which comes in
anecdotal fashion in a text piece further in the exhibition. A sketch
of the same layout of shapes is accompanied by a Bucky Fuller
quote: "As soon as | complete the drawing of a circle, | wish to be
outside of it." Drawn From Life tells a story about confinement and
isolation, and the depression and alienation that can result. In her
early years, it's clear that the circle is U.S.A-at-large, which is a
country Lozano finds sickening and depressing. By 1967, and
certainly by 1972, the circle had widened to include the art world,
which continued to be heavily influenced by a hard-line, usually
masculine, minimalist influence. Seen in this context, "North South
East West" may be Drawn From Life's only image drained of rage
and sarcasm, replaced by resignation and sadness.

- contact - archives - subscribe - advertise
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Drawn From Life: 1961-1971

by Nick Stillman
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Through May 1, 2004
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and they completely are. It looks as if they were drawn left
handed {assuming Lozano was ryght-handed), and most are
executed in bold crayon, Details are abstracted a5 seribbles
But it's a litde oo easy to chalk them up (disclatmed a5
potentally inappropriate for younger viewers) to jusenile
inumaturity. Yo, there are tools, including 2 particularly
harsh drawing reading “CANAL STREET™ (with the “C*
crosed out) coupled with a serewdniver and hamuner
There are also plenty of other symbols of power, like the
drawang of three hands, one holding a cros, another an e
cream cone, the other a cock. Compicuously disembodied

dicks drift ambiguously through other pictures a8 well,
sometimes poking out of holes where they shouldn’t be
Gigantic tits poke out of the Atlantic Ocean, Men are oc@-
sionally represented as cocks, nothing ehe Worren have s
for heads, visibly erect nipples, and shaved geniitals. fn a par-
ticularly brotal drawing called *9 Out of 107 (1961) from
this :rr.u--, a faceless worman with big red lips, sticking her
% out, drops dogahit into 2 city trash can.™9 OUT OF 11,
EAT CUNT FOR MENTAL HEALTH" screams
Lozano's caption. Once agam, the masculine dream— the
sexy babe needs no face— just red I'i"- a short skirt, and
some nice it scores her 9 out of 10, More frat boy fan-
tasien? Sure, most hilariousdy with the 1962 erayon drnwing
bow tie with the
evil caption, *1 got my blow job thru the n.y Gmes” This
approaches and exceeds sordid back-of-the-Village Vaice
termitory that the vencrable Leon Golub has begun to
explore in pamtings recently shown at Ronald Feldman
Gallery: While Golub's images focused langely on sex adver-
tisements gearcd toward fetishises, both artists seem inter-
ested in the body as dictated by capitalism— an object of
pawer and money. And cveryone knows power and money
wn't held by the furer sex, More than just a jab at the sl
tifving male gaze, Lozano's carly drawings represent a dialec-
tical rejection of 4 set of values that blatantly projects

of 3 typewriter and a big grin weari

Loe lozons, “Uited (Jepd 1™ (193, of on cams.
Phato by Fro Heyd Courtesy 5. | Conemporary Ad Cemise

women into the realm of fantasy and fedsh,

Thats why it imitally difficult to reconcile this body of
work with Lozano’s gy ay quasi di
panmngs like “Shde™ (1965), Curator Bob Nickas does a
terrific job with the of this piece, 25 well 3
"Punch, Peek & Feel” (1967-70) in the adjacent rooi, nei-
ther of which would make much sense without long tables
of contextualizing documents and sketchies. Both of these
pacces hang on walls, but the pages of sketches are the clue
to getting inside Lozano head to figure out why she
would want to make coldly minimalist, nearly Op-like
pieces in between her rage-filled tools and rext-bised
work. Lozino notes that the sketches fior “Slide™ are stolen
from the book Grear [deas and Theories of Modern
Commalogy— demysaificanon number one. Then, on apoth-
ef sketch she writes, “Add to paint silvering, metal flakes,
sparkles, ete. Surface could look ‘erunty’ And ‘expensive, ele-
want. showy!" The resulting painting is totally showy in al
it gaudy, glorious crustiness, Three tones each of gold and
silver “eclegantly” reflece the light, producing 3 spectacular
optical experience. Only “expensive” paintings could be
this “showy™!

In one of her text preces, Lozane writes, “ There's no. just-
fication for form. . .unless ith used to expose content which
has meaning” Lozano’ late text pieces and abstract canvas-
e abandon representation entirely, and when she uis
form, she seems o be ridiculing the arbitrariness and
nconsequentiality of formalism. “North South Ease West™
(1967) 1 another confusing abstrace work, The piece con-
sists of four canvases, with the north and south ones hung
vertcally, and the cast and west horzontal Each camas is
spread out from 1 central point on the wall and the only
representanonal mark on each is an arcing gesture that
would appear to form a circle, secming to connect the can~
vases despite their distance from each other, Like the other
abstractions, “Morth South East West™ is a tough sell with-
out context, which comes in anecdotal fashion in 2 text
picce further in the exhibition. A sketch of the same lyour
of shapes is accompanicd by a Bucky Fuller quote: “As
woon as | complete the drawing of a circle, T wish to be ow-
side of it Drm From Life tells a story about confinement
and wolation, and the depresion and alienation that can
resule. In her cardy years, ith clear that the ciecle s US A~
at-large, which i 3 counmry Lozano finds sckeming and
deprewing. By 1967, and cerainly by 1972, the crcle had
widened to include the art world, which continued to be
heavily mfluenced by a hand-line, usually masculine, nin-
st fluence Seen w this contexy, “North South East
Went™ may be Dnmn Fram Life's only image drained of mge
ansd sarcasm, teplaced by redgnation and sadoes. - B




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

MoMA PS1

oA 1389

- Lee Lozano _
4% Drawn From Life: 1961-1971

by Nick Stillman

5.1
hrough May 1, 2004

£ PS. 15 show of Lee Lozanos work from 1961-1971
would have seemed crass, elioar, and m bad cste theee
years ago, the recent covival of Philip Guston’s late
amng spare Lozano fom such 2 resding now. And, it
Iaun Fromt Life's radicalismy and ballsy fick-off amede
on't inspire smilac agh ades trom the crteal sstablishment,
has ot to be at least insinuated chat it s cither because
1¢ did not legidmize herself cnough by previously work-
i in a “high" method wsociared with emphasis on rech-
iyue (AbEx namely), or merely because she's 4 woman

fuch of Drwn From Life is cold, mocking, and intention-
ly crude, ling Lozano’s methodology as 1 type of
wverse elinsm. fying in the face of Greenbergian dognia
ul offering scathing socual crinques thae prerced deeper
an escapist absmicton could by the cardy 196k De
ooning could be considered 1 contemporary kindred
sirit and 1 fellow provocateur, but Lozano’s work s com-
letely emptied of heroic gesture— it cither bums wath
oppy, obvious rage, or coolly repels with arcasuc smoke
ad mirrors. Lozane’s not 4 total unknown, She had a solo
1ow at the Whitney i 1971 and was “known™ in the New
oek art scene from the mid-uxnes unal the early sevennes
hen she mve up art. Dnmm From Life shows Luzano
norking veveral very different acsthetic and material mene,
ut the text-hased preces from the late sixnes and cady sev-
nties offer insight on the cartier, mge-laced work, and abo
n why she would later leave Mew York and abandon art

1aking altogether.

fer abvious fury towands Ainenican sexual polies is hine-
4 at indirecty in a serics of pannngs and drawings depict-
1g tools fom the early-mid sixnes. The semi-abstrace
antngs teel espectally caustic. They are all banal close-ups
{ umooth, shiny tool— decidedly masculine objeco—
ainted in a brushy style that could be considered elegant-
+ (femininely?) readered abseraction. The care devoted to
1€ surfaces of the shiny tools is precious and loving The
ipperymothmlyismﬁkc:hcchmnwonahlg
ond, like the aluminum curve of a can of Bud, like the
lossy pages of Playboy. Look no further than John Waters
y similar critiques of 2 macho atennon span— his 1974
lin Female Trouble features 4 particularly disturbing scene
there Gator passes the ome during another banal fuck
rithh fus wate by Hipping through a tool catalogue,

*Lozano's disgust with status quo America i ambiguous
1 the tool pantings, it crystallizes in her texe pieces. An
ntithed (970 piece b a cryptic seli-partrait of sore, otfer-
% | faceual inft that composes her person-
wod: sex (1931, continuing), drugs (195Y, contnuing), are
1935, continuing, and repects the adioonal Amercan
siddleelass ferale “role.” comsed out and renamed “op”
1944). Other preces incite with Jeony Holzer-like rrutsis.
All Weapons Are B yo'' (care unk ) snaps,
Humans: Tran your emotions away from hatred the way
au tran yourself to use the crpper” and “People: 1 can

il smell on your breath the other people’s rule you swal-
owed whole 5o long ago.” Probably the most angrily elit-
s of the text preces s “Thinking Offer” (date unknown),
n which Lozano mmperiously clams, 1 otfer to think
ibont sanething for anvone.” an ides bearing obvious sin-
laricy to 4 recent project by Brooklyn-based artist Enuly
acar, who otfered to fulfill pracocal and Fanciful negquests in
Mlestine tor nanves there and abroad in her *“Where We
“ome From” (2001-3). But while Jaars gesture is
wotggmant and sncere, Lozano’s is crypic and mean, Where
acir uses her ULS, passport as 4 Law-abiding musans of car-
ying out 1 conceptual project. Lozano repeuts codes, laws,

el miceties, focusing on the mnod McDonald's breath of

the people who imay or may nor have acnually known what
they were symbolically supportng when they swallowed

their st burger

The frank wdmismion of drug wse s another o
theme in the text pieces. both subtly (1 paint stoned. | put
wid mto thewe paintings, metaphoncally” s written with-
in 3 demse feld of text) and obviousdy, ke in *Grass Plece

(19699, which she plinly decribes her plan t “Stay
high every day. See what happens” She b “smoke get
hugh™ i v of thiree things the likes to do more chan make
art. Lozans seems o seck escape from 3 iass culture and
an art culture she clearly tile stark alienation mom in dnus,
and obwiously she harhored no moml qualns about 1 con-
cepe of art thae was merely woned lite. The text peces cul-
wunate in the ultmate ant-are, 19695 *Ceneral Strike)”
which she vows to “Gradually but determinedly avoul
being present at official or public ‘wpeown” functions or
watherime related o the ‘art world” i onler o pursue
mvestigation of weal persoual and public revoluon.” She
succeeded, if not entirely in 169, then cerrainly in 1971
with “Dropout Piece," in which she withdnew fom the art
world entirely and relocared to Texas

Lozanos crude drawmngs from the early sxnes were not
nieardy 5 "eool” as these smartass conceptual text-actions—
they burn with alienation and amger, revealing just 3 hine of
optimism in their naked mge, which has all but disappeansd
by the time of “Dropout Picce™ PS. 15 press release valls
the deawings “explicidy humorous” They're definitely
explicit, but there is liede that is humomus about these
grotesgue gems thar challenge Guston in their radical and
graphic political wnmediacy— all done wn years betore
Guston’s crassly crineal Poor Richand deawunygs, which san-
rize Rachand Nixon's foreign and domeste  policies,
Lozano's drawings invite easy reading s ygeresively supid,
aml they completely are [t looks a8 if they were drawn lefi-
handed (assuming Cozano was right-handed), and iost are
executed in bold crayon. Detuls are abstracted as serilbles.
Bue itk a liele too eay to chalk them up (dsclamied a5
potentully nappropriate tor younger viewers) to juvenile
wnmatuniey, Yos. there are tools, incliding a particolacly
harsh drawing reading “CANAL STREET™ (with the *C*
cromed out) coupled with 4 werewdriver and hamimer
There ane also plenty of other syimbols of power, like the
drawing of three hands, one holding 1 cross, another an e
eream cone, the other a cock. Compicuoisly disenibodied

dicks dnift ambiguously through other picrures as well,
somenmes poking out of holes where they shouldnt be.
Gigantc nts poke out of the Atlantic Ocean. Men are occa-
stonally represented as cocks, nothing else. Women have ties
for heads. visibly erect apples, and shaved genials. In a par-
ticularly brutal drawing called 9 Out of 107 (1961) from
this series, 4 faceless woman with big red lips, sticking her
ass ouit, drops doggshit into a ciry trsh can.*9 OUT OF 10,
EAT CUNT FOR MENTAL HEALTH" screams
Lozano’s caption. Onee again, the masculine drean— the
sexy babe needs no face— just red lips, a short skirt, and
some mice tits swores her Y out of 10, More fise boy fan-
tasies? Sure, most hilarously with the 1962 crayon drawing
of a typewriter and a big wrin wearing 4 bow te with the
evil caption, 1 goe my blow jub theu the oy, tmes” This
appruaches and exceeds sonlid back-of-the-Village Foice
terntory that the venerable Leon Golub has begun to
explore in paintings recently shown at Ronald Feldnan
Gallery, While Golub's irnages tocused langely on sex adver-
osements geared wwand fetishises, both artists seem mter-

ated in the body s dictated by capitalism— an object of

power and money. And everyone knows power and money
't held by the Eirer swex. More than just 2 jab at the stul-
afying nuale gaze, Lozana's carly drawings represent  dialec-
ucal reggection of 4 st of values that blandy projects

Lee Losono, "Untitied (Triple Hommer)” (195 o comve.
Photo by Evs Heyel Courtesy PS. | Contemporary Art Center.

women oo the realm of fantasy and fedish.

Thaes why s minally difficulr to reconcile this body of
work with Lozano’s seemingly apolinel, guasi-formalisc
pantmg fike “Shide™ (1965). Cumtor Bob Nickas does 4
teerific job with the praentition of this piece, s well us
“Punch, Peck & Feel” (1967-70) m the adjacent room, mei-
ther of which would make much sense without long tbles
of contextualizmy documents and sketches. Both of these
pieces hang on walls, but the pagss of sketches are the chue
tw gettng inade Lozane’s head to figure out why she
would want to make coldly mimmulist, neady Op-like
pieces in between her rage-filled tools and texe-based
wuork. Lozams notes that the sketches for “Slide” are solen
froin che book Great Keas and Theories of Midem
Cosmulogy— demmystification nuniber one Then, on anoth-
er sketch she writes, “Add o paine silverig, el thikes,
sparkles, ere. Suitace could Took Terusey” And “expeisive, ele-
want, showy™ The resulting pamuong s weally showy mall
it gy, oo cristiness. Thiee tones each of gokl amd
sibver “elegmndy™ retlect the light, producimg o spectacular
optical experience. Only “expenave™ puntins could be
this “showy™

l.n one of her text preces, Lozano writes, " There’s ni Justi-
fication for form. . unless itk wed to expose content which
has meaning” Loz’ kit text preces and abstract canvis-
e abandon representanon enurely, and when she uses
form, she wens w be ridiculing the arbitrarines and
inconsequentiality of formalis, “North South East West™
(1967) is anuther confusing abstract work. The piece con-
sasts of four camvases, wath the north and south ones hung
vertically, and the exst and west horizontal. Each camvas is
spread our from a central point on the wall and the only
representational mark on each i an arcing goesture that
would appear to form a circle, seeming to connect the can-
vases despite therr distance from cach other. Like the other
abstractions, *Morth South East West” is a tough sell with-
out context, which comes in anecdol fashion in a text
prece further in the exhibition. A sketch of the wime layout
of shapes 15 accompamied by 2 Bucky Fuller quote: “As
so0n as I complete the drawing of'a circle, | wish to be out-
side of it” Deaun From Life tells a story about confinement
and walation, and the deg and ali that can
result. I her early vears, its clear that the arcle s US.A-
at-lage, which b a country Lozano finds sickening and
depressing. By 1967, and certainly by 1972, the circle had
widened to include the art world, which continued to be
heavily influenced by a hard-line, usually masculine, mmi-
mialist influence. Seen in this contexe, “North South East
West" may be Dunem From Life's only image drained of rage
and sarcasm, replaced by resignanon and sdness. [
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£ PS5, 1 show of Lee Lozno’s work from |9%61-1971
Iwnull tave wemel crss, eliose, and in bad aste three

vears oo, the recent revivad of Philip Guston’s late
punangs spare Lozano froen such 3 reading now: Aad, if
Damen Fram Lifes eadicalisan and bally fick-off attitude
don't inspire sinilae s ke from dhe cnoeal esablishinene,
i has gzoe to be ag least insinuated chat i s oither because
she did not legronmuze herel enough by proviowly work-
g in 4 “hugh” method associated with emphasis on tech-
nigue (ADEx namely), or mercly because she’s 4 wonian

Much of Drasen Faom Life ks cold, mocking, und meention-
ally crude, revealing Lozanas methodology = 1 ype of
revense chonun, flyving in the face of Greenbengian dogrma
aned otfering scathing socal cringues thae prerced deeper
than cvaapist abstracoon could by the eardy 1%k, De
Kooning could be considerad a3 conteriporary kindred
spirit anel 4 fellow provocateur, but Lozanos work & comi-
pletely empried of heroic gesture— e eather burns wath
sloppy. obvious rage, or coally repels with sarcastc smoke
and mirroes. Lozanos not 4 total unknown. She had 1 solo
show ar the Whitney in 197 1 and was “known™ m the New
York are scene trom the micd-sixties unal the carly seventes
when she gave up art. Damm From Life shows. Luzano

kanyg several very diffe theae and material Lenes.
but the text-based preces from the lare sxnes and sarly wev-
enties otfer insight on the earlier, rage-laced work, and aba
on why she would later lease New York and abardon art
making altogether.

Her obvious fury towards American sexual politcs is hine-
ed at indirceely in 1 series of puntings and drawings depice-
ing tools from the early-mid sixties. The semi-abstrace
pantings feel especially caustic. They are all banal close-ups
of smooth, shiny wob— decidedly masculine objecs—
painted iw a brushy style that could be considercd elegant-
ly (femininely?) rendered abseraction. The care devoted to
the surfaces of the shiny tools is precious and loving, The
slippery smooth steel glistens like the chrome on 3 big
Fond, like the auminum curve of a can of Bud, like the
glossy pages of Playboy. Look no further than John Waters
fior stmilar critiques of 4 macho attenoion span— lus 1974
filiny Female Thonble Beamres 2 particularly disturbing scene
where Gator passes the e during another baral fuck
with his witie by Hipping through i ool catalogue.

IF Lozano’s disguse with status quo Awenici is .III.Ihigumn
w the ool pantings, it crystallizes in her text pleces. An
untitded 19700 piece is 3 cryptic seli-poreraic of sore, offer-
i ewseritial Getual u anon that compuses her penon-
oo wex (1931, continung), drigs (1959, conamung, are
(1935, connpuing, sl noeces the craditional Anerican
pddleclass el “mole,” cronsed out and remanied “mp™
(1), Ohthier preves iwite with Jenny Holrer-like qusins

Wieapans Are e + 1) g,

s Trannn vouur crnotions awaw from haed the way
vour eean yourselt o ose e crpper” and “People: [ an

still smiell on your breath the other people’s rule you swal-
Jowel whole so Tong ngo” Probably the most angnily clie-
it o the text preves u “Thiking Ofer” (e unknown),
. which Lozano mperiownly claims, “1 nifer w k
about sornethug tor avane.” an wlea bearmg obvious sim-
ilarity to o recent prgect by Brooklyn-based armse Enuly
Juwr, whe otfered oo fulfill pracucal and Bnciil requess
Palestine for ot there and abrsad i ber “Whene We
Come From®™ (2000-3) But winle Jaars gowmne o
g potzmatit and simeere, Lozimo s o orypen i mwan. Where
Jatr toves hier LS, passport s low-abahiog means of car-
ryig vut 1 concepasl project, Loeuo ngeces codes, Livs,
andd niceties, focusine on the rancud Mo Danald's breath of

the people whio may or may nor have acrually ki
they were symbobcilly supporung wher v wwallowed

ther first burger.

The frank admuston of drug wse i another common
theme in the text preces, both subsly (1 paie toned. | pue
awewd e these paintigs, metiphornc w writen with
i & dere febd of texe) and abwiously, ke in“Ges Piece
(1), sy which she plainly describes hor plan o “Stav
hugh every day. See what happem” She lis “anoke get
hrgh™ as voe of three things she Tikes to do more dian nuke
art. Luzano seenn o seek ewape from o mas culooee and
an art culture she cleady fele stark dienation o i dogs,
and ubvioushy she harbored oo moral qualins st 1 con-
cept of art that was merely seoned hite. The text pieces cul
minate in the uleimate anti-ar, 10 weral Str
which she vows to “Gradually but deter, lly nind
being present ar offical oe public ‘uptown’ inctons or
gatherings related to the ‘art wodd” in onder w puraie
wvetigation of total personal and public revolmon.” She
succecded, if nut entirely e 199, chen certunly in 1971
with "Dropout Picce.” in which she withdrew o the art
world enrely and relocared po Texas

Lozano’s crude drawings from the carly sixtes were not
nearly as™cool” a5 these smartis conceptual text-actions—
they burn with alierution and anger, revealing juse s hint of
optumsant i thar naked mge, which has all bue disappeared
by the e of “Diopout Piece™ BS, 1% press release calls
the drawmgs “explicidy | S They're detinitely
explicir, bur there i litde that s humomus abour these
grotesyue e thar challenge Guston in cheir rdical and
graphic polincal wnnieducy— all done ten veurs betore
CGuston’s crasly criocal Poor Richund drawingg, which <a-
nze Rachard Nixon's foregn nd domene polices.
Lozano’s drawings invite easy neadiog is yqeressively stupaed,
and thev completely are. It looks as i they were drawn lefe-
haruded (assuning Lozano was right-handed), il st are
excented in bold crayon, Detuls are abseracted s seribliles
But irs 4 liete too eary to chalk them up (disclamed s
potennally wappropriate for younger viewersy o uvenile
unnuturiey. Yos, thene are wols, meluding 1 paroculary
handy drwong readimg “CANAL STRREET (with the ("
cromed vut) conpled with 2 wrewdnver amd lammer.
There are absr plenty of other svimbols of power. like the
drawinie of three hands, one hokbing 4 cms,another anice
crean cone, the other 4 cock. Cotspicuansdy diseinbodied

dicks drift ambiguously through other picrunes 35 well,
someames poking out of holes where they shouldn't be
Gigantic tits poke out ol the Adantic Ocean. Men ane ocea-
siomally represented as cocks, nothing else. Women have oo
for heads, visibly erect nipples, and shaved gemtals. I 1 par-
tcularly brutal drawing called ™9 Our of 107 (19%61) tom
this series, 4 faceless woman with big red lips, sucking her
s out, drops dowslut nto 4 aey trash a9 OUT OF (1),
EAT CUNT FOR MENTAL HEALTH" screamn
Lozano’ capton, Once agin, the nusculine drean— the
sexy babe needs 1o face— just red lips, a shore skirt. and
soime mee o seores her % out of 10, More frat boy fane
tastes? Sure, most nlariously with the 1962 cravon drawang
of 3 typewriter and a big grin wearnmys 1 bow te with the
evil caption, 1 got my blow job thru the oy, e This
approaches and excends sonlid back-ot-thi- Fillyge e
territory that the venerable Leon Colub has begun
explore in punting recently shown st Ronadd Feldman
Gallery: While Golub's imiges fooused Lirgely on sex adver-
tsetiients geared towand fetishises, both st seem inter-

eted in the body 1 dictated by capitalism— an object of

power and money. And everyone kuows power and money
isnn’t bebd by the fairer wex. More than jus 3 jab at the soul-
atymyg male gaze, Lozano's varly deawings represent 4 diales

veal rejection of 4 st of values that blatandy projects

Loe [ozome, “Unttlad { Inple Hommer)” (1963),
Phalo by Eva Heyd. Coutesy P'S. | (onternporary Art (enter

women o the realn of fantasy and fetish,

That's why ' imeally Jificult to reconcile this body of

! li o

work with Lozano’ wly ap o
pamongs like "Slide” (1963), Curator Bob Nickas does a
wrritic job with the prosentanon of this prece, = well
“Punch, Peck & Feel” (1'7-70) in the adjpcent room, nei-
ther of which would make much semse without long tables
of contextualizmyg docunents and sketches. Both of thee
preves hamg on walls, bue the pages of sketches are the clue
to ety dnsde Lozanos head to figene out why she
would want o make coldly minimalise, neardy Op-like
preces - between her fge-tilled wols

work. Lozano mores that ehe sketchas for S

frow the book  Grrar Mvas aned Theones of  Modem
Cinmology— dermvstiication number one. Then, on anoth-

T tones each of gold and
silver “elegantly ™ retlect the ghe, prody 4 spectacilar
vpteal experence. Only “expenmive™ paintiigs could be

tiis “showy ™t

I one ot her text preces. Lozano writes, “There's T Justi-
ficatson for furin.unkess it used to expose content which
hat meaning.” Lozanw’ lates text pieces and sbstract canvas-
ex abandon representation: entirely, and when she uses
torm, she seens o be ribeuling the arbitrarines and
mconsequentiality of formalan, “North South Bt Wist™
(1967) 15 anoher confusting abstract work, The piece con-
sists of four canvases, with the north and south ones hung
vertically, and the east and wese horizontal, Each canvas is
spread out friom a central powe on the wall and the only
reproenational mark on each n an aromg gesture that
wonld appear to form a arche.seeming to connect the can-
vases despue therr distance from each other. Like the other
abstractions, “Narth South East Wost™ is a wugh sell with-
ot contest, which comes i anecdotal fashion i a text
picce further in the exhibiton, A sketch of the same lLayout
of shapes is accompanied by 2 Bucky Fuller quote: “As
soon as I eomplete the drawing of a circle, | wish to be out-
sade of it Dwnwin From L 1ells 3 story about confinement
and volation, and the dep and alienaton that can
result. bu her cardy vears, it clear that the circle is US.A-
at-large, which & a counery Lozano finds sickening and
depresning, By 1967, and certainly by 1972, the circle had
widened to mclude the are world, which continued to be
heavaly influenced by a hard-hne, usually masculing, muni-
malise influence. Seen m tho contexe, “North South East
West"miay be Draen From Life's only smage drained of rage
and sarcasim, replaced by resignanon and sadoess. [0
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by Nick Stillman

would have seemed crass, elitse, and m bad e three

years ago, the recent revival of Philip Guston'’s Lue
pantings spare Lozano from such o reading now. And, if
Draon From Life’s madicalism and ballsy fuck-ofl amitade
don’t ispire sumilar mf il from the criteal estblishment,
it has got to be ar least insinuated that it s cither because
she did not legitmuze hersell enough by previously work-
mg in 4 “high™ method assoctaed with emphasis on tech-
nigue (ABEx namely), or merely because she’ 2 woman

If PS. 1% show of Lee Lozanos work from 1961-1971

Much ot Drum From Life is cold, mocking, and mtention-
ally erude; revealing Lozano’s methodology as o type of
reverse clitsm, fving i the face of Greenbergan dogma
amd offering scathing socaal cnnques thae prerced deeper
than escapist abstraction could by the carly 1960k, De
Kooning could be considered a contemporary kindred
sprit and a fellow provocateur, bur Lozinos work i com-
pletely emipoed of heric gesture— it either burms with
doppy, obvious rage, or coolly repels with arcstie smoke
and mirrors. Lozano'’s not 4 total unknown, She had a solo
show at the Whitney in 1971 and was“known™ i the New
York art scene from the mid-sxues undl the early seventics
when she gave up art. Drawnt From Life shows Lozano
working several very different aesthetic and matersal tcnics,
but the text-based picces from the lane sisnies and early sev-
enties offer insight on the earher, rage-laced work, and abo
on why she would later leave MNew York and abandon art
making altogether

Her obvious fury towards American sexual poling is hint-
ed at indircctly n a series of | g and drawings depict-
mg tools from the early-mid sixties. The semi-abstract
pamtings feel especially cavstic. They ane all banal close-ups
of smooth, shiny tools— decidedly masculine objects—
painted in 3 brushy style that could be considered elegant-
Iy (femininely?) rendered abseraction. The cans devoted to
the surfaces of the shiny tools is precious and loving, The
dippery smooth steel glistens like the chrome on 4 big
Ford, like the aluminum curve of a can of Bud, like the
glossy pages of Playboy. Look no further than John Waters
for similar ertigues of a macho attenton span— lus 1974
film Femiale Trouble feaunes 3 particularly disturbing scene
where Gator pases the time during another banal fuck
with his wife by flipping through 1 tool catalogue.

If Lozano’s disgust with starus quo Amenca 1 ambigruonus
in the ool paintings, it crystallizes in her text pieces. An
unitithed 1971) piece is 4 cryptic seli-portrait of sorts, offer-
g essential factual information thar composes her persan-
hoek: sex (1931, contimmng), drugs (1959, continuing), art
(1935, continuing), and rejects the tradivonal American
mddllechss female “role” crossed out and renamed “rip”
(1944). Other preces maite with Jenmy Holzer-like muisms.
“All Weapons Are B g (idate unk ) smaps,
“Humans: Traln your emotions away from hatred the way
o tran yourself o use the crapper.” and " People: [ can

still smiell o your beeath the other people’s rule you swal-
lowed whole so long ago.” Pmbably the most angnily eht-
wt of the text pleces s “Thinking Offer”™ (ddut known),
in which Lozano imperioudy clams, 1 offer o think
sbout something for anyone” an idea bearing obwious sine-
larity to a2 necent project by Brooklyn-based arast Enly
Jatar, whe offered to Fulfill pracocal and Bnciful requests in
Palestine for matives there and abroad m hee “Where We
Come From” (2001-3), Bur while Jaars gewure s
potgnane and sincere, Loranoy s crypoc and mean, Where
Jacir usies bue LS. passporr as a baw=abiding means of car-
rvini out a conceptual project, Lozano mejects codes, lawn,
and miceties, focusing on the rancid MeDonalds breath of

wmdt
= Lee Lozano _
: Drawn From Life: 1961-1971

the people who may or may not have actually known what
they were symbaobcally supporting when they swallowed
their first burger

The frank admision ¢ g e b another conumon
theme in the text pieces, both subtly {1 pant stoned. | put
acid into these pantugg. metaphoreally™ s written with-
in a dense field of rext) and
{1969, . which she plun!

ashy, like n “ Grass Piece™

bes her plan to "Seay
high every day. See whar happers” She bsts “smoke get
hagh™ as one of three things she bkes w do more dun muke
art. Lozano seems 1o sevk escape from o mas culture and
an art culture she clearly fele sark alienation from in doug,
and obviously she barbe no morl gualms about 2 con-
copt of art that was merely stoned lite. The text peces cul-
munate i the ultumate anti-art, 1969% “General Sorike” in
which she vows to “Gradually but determmnedly avoid
being present ar official or public “uptown’ funioons or
gatherings eelated wo the “are world” in onder w pursie
mvestigation of total personal and public revolution.” She
succeeded, if not entirely in 1969, then certanly m 1971
with “Diropout PBiece.” in which she withdrew from the are
world ennrely and relocared 1o Texas

Lorano'’s crude drawings from the carly sixoes were not
nearly as*cool” as these smartas concepeual ext-actions—
they burn with alienation and anger, revealing just 3 hint of
optitmsm in staked rage, which has all bue disappeared
by the tme of "Dmpout Prece” PS. 1% press release calls
the drawmngs “exphctly humorous” They're defimitely
explicit, bue there is litde that v humomus dbour these
grotesque gems that challenge Guston i their radical and
graphic political immediacy— all done ten years before
Guston’s crassly crincal Poor Richand drawings, which sati-
rize Wichard Nixons foreign and domesoc policies.
Lozana'’s drawings invite easy reading s aggresavely supud,
and they comphetely are. ¢ looks as if they were drwn lefi-
handed {as 1z Lorano was nghe-handed), and most are
executed m bold crayon, Details are abstrocred as scribbles.
But it’ a livde too casy to chalk them up (disclamed 2
potentally inappropriate for younger viewers) to juvenile
mnmatirity. Yes, there are wols, including 2 partic

harsh drawing reading “CANAL STREET™ {with thy

crosed out) coupled with a serewdrver and har

There are alio plenty of other symbols of power, like the
drawinig of three hands, one holding a cros, another an e
creamt cone, the other a cock. Compicuously disembaoded

dicks dnift ambiguously through other pictures as well,
sometimes poking out of holes where they shouldn't be
Gigantic tits poke out of the Adantic Ocean. Men are occa-
stonally represented as cocks, nothing ele. Women have o
for heads, visibly erect nipples, and shaved genmtals, In 4 par-
ticularly brutal drawing called 9 Out of 107 (1961} from
this series, a faceless woman with big red lips, sticking her
ass out, drops dogshue into a aty trash can.™9 OUT OF 10,
EAT CUNT FOR MENTAL HEALTH" screams
Lozano’s caption. Once agun, the masculine dream— the
sexy babe needs no face— just red lips, 2 short sart, and
some nice ots scores her 9 out of 10, More frat boy fan-
tasies? Sure, most lilarously wath the 1962 cravon drawing
of a typewriter and a4 big grn wearing a bow ue with the
evil caption, 1 got my blow job thru the .y, tmes” This
approaches and exceeds wrdid back-of-the- Village Foe
wrriory that the venerable Leon Golub has begun to
explore m pantimg recently shown ar Ronald Feldman
Gallery. While Golub's images fiscused largely on sex adver-
tisemients geared towand ftishist, both armses seem inter-
osted in the body as dictated by capitalism— an object of
power and money. And everyone kiows power and money
't held by the fairer wx. More than just a jab at the stul-
tifying male gare, Lozano early drawings represent  dialec-
neal rejection of a set of values that blatndy projecs

Lee Lozone, d (Inple Hammer HNJ}.u-M
Photo by Evo Heyd Couttesy PS. | Contemporry Aef Center

women into the realm of fantasy and fetish.

That's why it's initially difficult to reconcile this body of
work with Lozanos seemingly apolitical, quasi-formalise
pantings like “Shide” (1965). Curator Bob Nickas does a
terrific job wath the presentation of this prece, as well as
“Punch, Peek & Feel” (1967-70) in the adjacent moom, nei=
ther of which would make much sense without long tables
of contextualizmg documents and sketches. Both of these
pieces hang on walls, but the pages of sketches are the clue
to geming tvide Lozano’ head o figure out why she
would want to make coldly mummalist, nearly Op-like
preces i between her mge-filled tooks and rexe-based
wurk. Lozano notes that the sketches for “Shde” ane wolen
from the book Grur Beas amd Theories of  Modem
Casmlogy— denmvatification nuniber one. Then, on anoth-
er sketch she writes, " Add o paint silvernig, metal flakes,
aparkles, etc, Suif
gant, showy ™ The resulomy panting o tolly showy i all
1t gy, whorsons crustiness. Theee wnes each of gold and
sitver “eleganty™ retlece the light, producmg a spectacular
optical experence. Ouly “expensve” pamtinggs could be
this “showy™

ace could ook *crusty’ And ‘e xpensive, cle-

In ane of her text preces. Lozano writes, " Thenes 5o justi-
fication fior fornn_unless its wed to expose content which
has meaning ™ Lozanas late text preces and abstract canyas-
-3 .dmh‘km representation éntirely, and when she uses
form, the seens to be ndiculing the arbitrariness and
nconsequentialiny of formalism, “North South East West™
(1967} is another confusing absract work, The piece con-
sists of four canvases, with the north and south ones bung
vertically, and the east and west horizonal. Each canvas i
spread out from 4 central pomt on the wall and the only
representational mark on each ® an arcomg gesture that
would appear to form a circle, seeming to connect the can-
vases despite therr distance from each ather. Like the other
abstractions, "Morth South East West™ is 3 tough sell with-
out context, which comes in anecdotal fashion in 3 text
picce further in the exhibinon. A sketch of the e layout
of shapes is accompamed by 2 Bucky Fuller quote: “As
soon as | complete the drawing of a aircle, | wish to be out-
side of it” Drawn From Life vells a story about confinement
and ol and the dep and ali thar can
result. In her carly years, it's clear that the circle s US.A~
at-large, which 1 a country Lozano finds sickening and
depressing: By 1967, and certamly by 1972, the circle had
widened to include the art word, which continued to be
heavily influenced by a hand-line, wsually mascaline, mini-
malist influence. Seen in this context, “North South Eaa
West™ may be D From Life’s only image drained of rage
and sarcasm, replaced by resignation and sadness. [
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A Determined Anti-Decoro

By DANIEL KUNITZ

‘Gond taste is the enemy of cre-

ativity,” Pablo Picasso once
said, though I doubt he would say it
today. He lived in a more decorous
age, when an over-fastidious concern
for taste actually hindered some
artists. Our contemporary art scene
long ago traded in decorousness for
grunge. Especially among younger
artists, a determined anti-decorous-
ness holds sway, generally in the form
of deliberate bad raste.

Two shows currently on view at
PS. 1, both organized by independ-
ent curator and P.S. 1 curatorial advi-
sor Bob Nickas, shed light on the ori-
gins and current status of this major
shift in artistic aims. For “Collection
(or, How 1 Spent a Year),” Mr. Nickas
set himself the worthy goal of buying
a piece by a different artist each
month for a year. The only restriction
was that he could not have written
about or worked with any of the
artists prior to 2003. In other words,
he set out to buy as much new work
as he could afford.

Of this yearlong buying spree Mr.
Nickas wrote in the catalog:

It has effected [sic] the way I
look art art, and, I suspect, not only
for the duration of this project. On
the one hand, if I am unwilling to
part with my hard-earned money,
how worthy can the art really be?
On the other, there are certainly
works far above my humble means.
Like any collector, I can dream.

The show, which includes some 30
examples by 13 artists, suggests that
humble means buys humble art.

Mr. Nickas’s “Collection™ amounts,
essentially, to a cluster of ephemera.
Virtually all the pieces arise from a
thrift-shop, kitsch, or punk aesthetic
— the three main streams that make
up our river of anti-decorous art. Not
surprisingly, a fixation on childhood
predominates.

Jules de Balincourt’s “U.5. World
Studies #1” (2003), a work in oil and
spray paint on panel, mimics “out-
sider” art. The artist has inserted
what seem to be arbitrary country
names — Egypt, Thailand, Sri Lanka
— into a crude and colorful map of
the United States. Josh Smith con-
tributes @ series of drawings and
scribbles; consisting of his name writ-
ten, as if by a 4-year-old, on images of
the Mormon prophet Joseph Smith.
There are also David Muller's two
acrylic and pencil renditions of
posters, one for the musician Sun Ra,
another for the cartoon heroine She-
Ra. In “Mouse on a Tightrope"
(2002), Louise Lawler's amusing
black-und-white photograph, a
mouse hangs by its forepaws from a
stretched piece of string,
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Lee Lozano, *Untitled (tool)’ (1963-64).

You can also find in this Salvation
Army store trove an untitled and
childlike drawing by Lee Lozano in
crayon and graphite. It features a
blue hand about to insert a coin into
awoman’s genitals. Lozano is the sub-
ject of Mr. Nickas's show at PS1,
“Drawn from Life: 1961-1971."

Lozano (1930-99) remains a myste-
rious figure. She worked as an artist
in New York for only 10 vears, after
which she completely withdrew from
the art world and moved to Dallas,
where she died in 1999. But those 10
yeurs were quite productive, and the
work she made can be seen as keenly
anticipating much of what we find in
contemporary galleries today.

Early on, Lozano made drawings in
the untutored style so prevalent in Mr.
Nickas's yearlong collection. Later
she produced both representational
and abstract paintings, as well as con-
ceptual performance pieces, such as
“Throwing Up Piece™ (1969), for
which she tossed a stack of recent Art-
forum magazines into the air.

A politically engaged woman,
Lozano seems the very type of the
1960s artist, 50 it is instructive to see
how ecasily her 40-year-old efforts fit

today’s context. In one of the show’s
rooms, rather uninteresting docu-
ments — a joke questionnaire for
purchasers of her art, notes for con-
ceptual projects, stoned jottings —
are hung. But it is the paintings that
hold the eye.

Lozano created two types of can-
vases: “tool" paintings and hard-
edged abstractions. Both types em-
ploy drab oils — browns, ochres,
grays, blacks — what she termed
"non-color.”

One of the “tool” paintings, “Unti-
tled” (1963), depicts, in large, brushy
strokes, @ magnified claw hammer.
The claws themselves seem bent in
an exaggerated way, so that they
press out against the edges of the
support. Like many of her oils, it
joins multiple canvases into one
large painting. Although her style in
this work owes something to Abstract
Expressionism, it is not ultimately
expressive. It suggests, instead, a
somber and restrained sexuality.

The abstractions admit more variety.
In one untitled work from 1970, she cut
holes in a grid partern out of a canvas
primed with gesso. A sort of curving
tube form stretches across three joined

usness
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canvases in “Slide” (1965).

On the whole, Lozano's mute
palette deadens many of the abstrac-
tions, though she wields her colors
masterfully in the best of them,
“North South East West” (1969).
Here arcs traverse four canvases,
hung equidistant from each other, to
suggest a circle, On one of the canvas-

es, for instance, a faint brown arc zips.

across a light, gray-blue field.

We will probably never know ex-
actly why Lozano turned her back on
art, just as we can only speculate on

why the raggedy, kitschy aesthetic of |

homeliness continues to fascinate so
many artists. I would point out, how-
ever, thar this aesthetic has been
with us for almost half a century. Dur-
ing this time, whatever once passed
for “good taste™ has been for forgot-
ten, but tastes, like people — like
Lozano — change. Only sometimes
not fast enough.

“Lee Lozano, Drawn from Life:
1961-1971" at P.S. 1 until May 1 and
wCollection (or, How I Spent a Year)”
uneil April (22-25 Jackson Avenue, at
46th Avenue, Long Island City, 718-
784-2084.)
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Lee Lozano

The first retrospective devoted to
the New York artist Lee Lozano, who
died in 1999 at 68, is an angry, often
engaging affair. Lozano certainly
had her weaknesses as an artist, but
when: economically expressed, sa-
tiric rage can have its own kind of
cartoonish force, and this force runs
through just about everything she
did. The show, “Drawn From Life,
1961-71," begins with acerbic paint-
ings and drawings of enormous bat-
tling tools that both borrow from and
parody the masculine swagger of
Abstract Expressionism.

In one work a wrench and a claw
hammer go at it; in another, drill
bits and razor blades clash. In a
series of graphite and crayon draw-
ings, these tools become increasingly
vocal and obscene and gradually mu-
tate into body parts and orifices.
Then, in the late 1960‘s, the work
suddenly succumbs to Minimalism
and goes relatively mute. The first
works are monochromatic canvases
that are perforated with circles or, in
one case, a grid of round-cornered
squares, These are followed by a
series of beautifully crafted if rather
generic works involving shaded
monochromatic forms, shafts and
orbs that still have some of the sexu-
al force of the drawings.

At the show's end, Lozano's savage

wit lies in ambush, this time in a
series of drawings and written notes
documenting private performance
pieces, including *‘‘Masturbation
Piece,"” “Grass Piece” and the “No
'Grass Piece”” One work states: “I
offer to think about something for
anyone,” Regardless of what you
think of the actual art objects, Lo-
zano's slightly unhinged raucous an-
ger will ring in your ears.

=

A large detail from an untitled tool drawing by
64. It is part of a retrospective covering the decade 1961 to 1971.
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Matthew Higgs

Matthew Higes i the director
and chief curator at White
Columns, New York, and

& regular contributor 1o
Artforum,

1. Roger Ballen, Heoad Inside

Shirt, 2001, black-and-white

phatograph, 14 x 14%,".

2. View of “Andy Warhol's

Time Capsules,” Andy

Warhol Museum, Pittsburgh,

2004. © 2004 Andy Warhol

Foundation for the Visual

Arts/ARS, New York,

3. Bruce Nauman, One

Hundred Live and Die,
4988, (work from which
text was borrowed for Raw
Materials) neon tubing with
clear glass tubing on metal
monofith, 9’ 10* x 11" x
21".© ARS, NY/DACS,
London, 2003. 4. View of
“Power, Corruption, and
Lies,” Roth Horowitz,

New York, 2004, 5. Lee
Lozano, Untitled (Tool),
1964, graphite on paper.
B¥x 10%". 6. View of
“Indigestible Correctness I,"
Participant Inc., New York,
2004, Photo; John Berens,
7. View of “Thrown:
Influences and Intentions
of West Coast Ceramics,”
Mortis and Helen Belkin
Art Gallery, University of
British Columbila, Vancouver,
2004, Photo: Howard
Ursuliak, 8. Sean Landers

and Jason Meadows,
Football Duck, 2004,
bronze and Plexiglas, 57 x
20x 20" 9. Mel Bochner,
Test piece for Continuous,”
Dis/Continvous, 1971-72.
10. Mark Leckey, Made

In "eaven, 2004, still from

a color film in 16 mm,
20-minute loop.

('D “Lee Lozano, Drawn from Life:
1961-1971" (P.S. : Contemporary Art
Center, New York) P.S. 1 was, hands down, my
space of the year: Everything [ saw there looked
great. None more so than director Alanna Heiss
and curatorial advisor Bob Nickas’s revealing
survey of the eclectic (and eccentric) work of Lee
Lozano (1930-1999). The epithet “maverick”

was custom-made for Lozano, whose sometimes

bad-tempered and often caustically funny art left
this viewer wishing he'd had the opportunity to
meet her.

‘3 Lee Lozano (P.S. 1 Contemporary Art
Center, New York) Nasty, lewd, and brilliant,
Lozano threw up so much of what the art world
force-fed. Curators Bob Nickas and Alanna Heiss,
P.S. i's director, gave the woman fime (which is
space) so that the ferocity of her work could be
paid heed. As with Sturtevant, the history books

get rewritten from here.

Bruce Hainley

Los Angeles—based Artforum
contnbuting editor Bruce
Hainley teaches In the
masters of art criticism

and theory program at Al
Center College of Design,

Pasadena, CA. Art—A Sex
Book, his coflaboration with
John Waters, was published
by Thames & Hudson late
last year,

1. View of “Sturtevant: The
Brutal Truth,” Museum fir
Modeme Kunst, Frankfurt,
2004, 2. Vincent Fecteau,
Untitled, 2003, papler-
maché, and acrylic, 10% x
13 x 14", 3. Still from the
HBO serles Entourage.
Turtle {Jerry Ferrara), Drama
(Kevin Dillon). Vince (Adrian
Grenier), and Eric (Kevin
Connolly), 4. Lee Lozano,

Slide, 1968, oil on canvas,

Gx 14'. 6. Michael Airington

in A Night with Paul Lynde,

Ultra Suede, Los Angeles,

2004. 7. Frank Stella, The

Quadrant, 1987-88, mived

media on etched magne-

slum, 92% x B2 x 484",

© Frank Stella/Arists Rights.

Society (ARS), New York

8, Douglas Crase, Both:

A Portrait in Two Parts,
(Pantheon, 2004), 9. Glorglo
Morandl, Natura Morta
(Still Life), 1960, water
color and pencil on paper
9% x 13", 10 Patrick Hill,
Ann Arbor Is a Mother,
2003-2004, wood, CANVAES,
wallpaper, dye, giue, and

glass, 3Tk 37 %33
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