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The transcript was edited in collaboration with the artists.
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Smithson

Robert Smithson, Spiral Jetty, Great Salt Lake, Boy
Elder County, Utah, 1970, Black rock, earth, salt
crystals, red water (algae) and sunlight reflections,
coil ¢.1500° long, 160" wide, Photos: John Weber.
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Dennis, how did you first come to use earth “The work is not put

as sculptural material?
Well, it didn’t occur to me i
at first that this was what | was doing. Then En _a place’
gradually | found myself trying to get below it is that place."
ground level.
Why?
Because | wasn't very
excited about objects which protrude from the
ground, | felt this implied an embellishment of
external space. To me a piece of sculpture inside
a room is a disruption of interior space. It'sa
protrusion, an unnecessary addition to what
could beasufficientspace in itself. My transition
to earth materials took place in Oakland a few
summers ago, when | cut a wedge from the side
of a mountain. | was more concerned with the
negative process of excavating that shape from
the mountainside than with making an earthwork
as such. It was just a coincidence that | did this
with earth.
You didn’t think of this as an
earthwork?
No, not then. But at that point
| began to think very seriously about place, the
physical terrain. And this led me to question
the confines of the gallery space and to start
working things like bleacher systems, mostly in
an outdoor context but still referring back to
the gallery site and taking some stimulus from
that outside again. Some of what | learn outside
| bring back to use in a gallery context.
Wouid'
you agree with Smithson that you, Dennis, and
Mike are involved in a dialectic between the
outdoors and the gallery?
| think that the
outdoor/indoor relationship in my work is
more subtle. | don't really carry a gallery
disturbance concept around with me; | leave
that behind in the gallery. Occasionally | 2
consider the gallery site as though it were some Dennis Oppenheim executing Gallery Transplant

kind of hunting-ground. at the abandoned airport, Ithaca, New York,
Then for you the gebruarv 1969. Photo: Richard Clark.
two activities are quite separate? Dennis Oppenheim, Directed Seeding: Wheat
Yes, on the Preliminary stage, Finstarwolde, Holland,
whole. There are areas where they begin to April 1969. F o by the artist
fuse, but generally when |'m outside |'m 4
completely outside.

50

Gallery Transplant (detail)
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Ive thought in this way
too, Dennis. I've designed works for the
outdoors only. But what | want to emphasize
is that if you want to concentrate exclusively
on the exterior, that's fine, but you're probably
always going to come back to the interior in
some manner.

So what may really be the
difference between you is the attitude you
have to the s Dennis, how would you
describe your attitude to a specific site that
you've worked with?

A good deal of my
preliminary thinking is done by viewing
topographical maps and aerial maps and then
collecting various data on weather information.
Then | carry this with me to the terrestrial
studio. For instance, my frozen lake project
in Maine involves plotting an enlarged version
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of the International Date Line onto a frozen
lake and truncating an island in the middle.
| call this island a time-pocket because I'm
stopping the IDL there. So this is an
application of a theoretical framework to a
physical situation — |'m actually cutting this
strip out with chain saws. Some interesting
things happen during this process: you tend to
get grandiose ideas when you look at large areas
on maps, then you find they're difficult to reach
so you develop a strenuous relationship with
the land. If | were asked by a gallery to show
my Maine piece, obviously | wouldn't be able
to. So | would make a model of it.

What about
a photograph?

Ok, or a photograph. I'm not
really that attuned to photos to the extent to
which Mike is. | don’t really show photos as
such. At the moment |I'm quite lacadaisical
about the presentation of my work; it's almost
like a scientific convention. Now Bob's doing
something very different. His non-site is an
intrinsic part of his activity on the site, whereas
my model is just an abstract of what happens
outside and | just can’t get that excited about
it.

Could you say something, Bob, about the
5 ; ’ } i ore way in which you choose your sites?
Robert Smithson, Mirror Trail, McKinney’s Point, | I very often

Ithaca, N.Y., February 1969. B} : _
8 travel to a particular area; that's the primary

Robert Smithson, Mirror Displacement, Cayuga phase. | begin in a very primitive way by going
Rock Salt Mine, Ithaca, N.Y., February 1969. from one point to another. | started taking trips
? : . ; : to specific sites in 1965: certain sites would
PR o B Moy A ot appeal to me more — sites that had been in some

Ithaca, N.Y., February 1969. ] ! =
Photos: William C. Lipke way disrupted or pulverized. | was really looking

52
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“I'm not interested in presenting the medium for its own sake.”
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8

Robert Smithson, Mirror Displacement, (detail).
Installation view of work in Earth Art, Cornell
University, Ithaca, N.Y. Photo: Richard Clark.
9

Mirror Trail (detail). Photo: William C. Lipke.

10

Robert Smithson during the installation of Mirror
Displacement, exhibited in Earth Art, Andrew Dickson
White Museum of Art, Ithaca, N.Y. Photo: Pat Crowe.

for a denaturalization rather than built up
scenic beauty. And when you take a trip you
need a lot of precise data, so often | would use
quadrangle maps; the mapping followed the
traveling. The first non-site that | did was at the
Pine Barrens in southern New Jersey. This place
was in a state of equilibrium, it had a kind of
tranquillity and it was discontinuous from the
surrounding area because of its stunted pine
trees. There was a hexagon airfield there which
lent itself very well to the application of certain
crystalline structures which had preoccupied me
in my earlier work. A crystal can be mapped
out, and in fact | think it was erystallography
which led me to map-making. Initially | went
to the Pine Barrens to set up a system of outdoor
pavements but in the process | became interested
in the abstract aspects of mapping. At the same
time | was working with maps and aerial
photography for an architectural company. |
had great access to them. So | decided to use
the Pine Barrens site as a piece of paper and draw
a crystalline structure over the landmass rather
than on a 20 x 30 sheet of paper. In this way
| was applying my conceptual thinking directly
to the disruption of the site over an area of
several miles. So you might say my non-site was
a three-dimensional map of the site.

At one
point in the process you've just described,
Bob, you take a quadrangle map of an airport.
In my recent piece at the Dwan Gallery, | took
the contour lines from a contour map of Ecuador,
which is very close to the Equator and | then
transferred this two-dimensional data onto a
real location. | think there's a genuine similarity
here. In this particular case | blew up the
information to full size and transferred it to
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Smith County, Kansas, which is the exact centre
of the United States.

| think that what Dennis
is doing is taking a site from one part of the
world and transferring the data about it to
another site, which | would call a dis-location.
This is a very specific activity concerned with
the transference of information, not at all a glib
expressive gesture. He's in a sense transforming
a terrestrial site into a map. Where | differ from
Dennis is that I’'m dealing with an exterior and
an interior situation as opposed to two exterior
situations.

Why do you still find it necessary
to exhibit in a gallery?

I like the artificial limits
that the gallery presents. | would say my art
exists in two realms — in my outdoor sites
which can be visited only and which have no
objects imposed on them, and indoors, where
objects do exist . . . .
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lsn't that a rather
artificial dichotomy?

Yes, because | think art
is concerned with limits and I’'m interested in
making art. You can call this traditional if you
like. But | have also thought about purely
outdoor pieces. My first earth proposals were
for sinks of pulverized materials. But then | got
interested in the indoor-outdoor dialectic. | don't
think you're freer artistically in the desert than
you are inside a room.

1

Dennis Oppenheim, Garage Extension — Floor Plan,
Fort Kent, Maine, December 1968. Photo by the artist.
12

Annual Rings (detail). Photo by the artist.

Do you agree with that,
Mike?
! think you have just as many limitations,
if not more, in a fresh air situation.
But | don't
see how you can equate the four walls of a
gallery, say, with the Nevada mudflats. Aren’t
there more spatial restrictions in a gallery?
| don’t
particularly want to pursue the analogy between
the gallery and the mudflats. | think the only
important limitations on art are the ones-imposed
or accepted by the artist himself.
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13
Time Pocket (detail). Photo: Randy Hardy.

Dennis Oppenheim, Annual Rings (detail). Frozen

St. John River, US/Canadian border, December 1968.
Photo by the artist.

15

Dennis Oppenheim, Time Pocket: Plotting a Reduced
Version of the International Date Line (detail), Fort
Kent, Maine, January 1969. Photo: Randy Hardy.
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trying to compete in size
/ith any natural phenomena.”

Then why do
se to work outdoors? /
I work outside /|

because it’s the only place where | can displace
mass. | like the scale — that's certainly one
difference between working in a gallery and
working outdoors. I'm not trying to compete in
size with any natural phenomena, because it’s
technically impossible.

When Yves Klein signed
the world, would you say that was a way of
overcoming limits?

No, because then he still
has the limits of the world. . ..
Dennis, recently
you have been doing really large-scale outdoor
pieces. What propels you to work outdoors 16

rather than in an already structured situation? Mike Heizer executing an untitled work for Earth Art

’ . . behind the Andrew Dickson White Museumn of Art,
I'm following a fairly free path at presentso 4505, Y., February 1969. Photo: Pat Crowe.

I’m not exclusively outdoors in that sense. In 17
fact I'm tending to refer back to the gallery. Detail of 16. Photo: Pat Crowe.
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18-22
Michael Heizer, Double Negative (Second Displacement), 1969-70. 40,000 and 200,000 tons displaced. 1600 x 50 x
30°. Virgin River Mesa, Nevada. 18 & 19 Aerial views. 20 View of West cut. 21 & 22 Views of East cut.
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W
do you find that necessary?

It's a kind of
nostalgia, | think. Itseems to me that a lot of
problems are concerned mainly with presentation.
For some people the gallery issue is very important
now but | think that in time it will mellow.
Recently | have been taking galleries apart slowly.
| have a proposal that involves removing the
floorboards and eventually taking the entire floor
out. | feel this is a creeping back to the home
site.

Bob, how would you describe the relation
between the gallery exhibit and nature?

| think
we all see the landscape as coextensive with the
gallery. | don’t think we're dealing with matter
in terms of a back to nature movement. For me
the world is a museum. Photography makes
nature obsolete. My thinking in terms of the site
and the non-site makes me feel there’s no need
to refer to nature anymore. 1'm totally concerned
with making art and this is mainly an act of
viewing, a mental activity that zeroes in on
discrete sites. 1’'m not interested in presenting
the medium for its own sake. | think that's a
weakness of a lot of contemporary work.

Dennis,
how do you see the work of other New York
sculptors, specifically Morris, Judd, Lewitt and
Andre?

Andre at one point began to question
very seriously the validity of the object. He
began to talk about sculpture as place. And Sol
Lewitt’s concern with systems, as opposed to the
manual making and placement of object art can
also be seen as a move against the object. These
two artists have made an impact on me. They
built such damn good stuff that | realized an
impasse had been reached. Morris also got to
the point where if he'd made his pieces a little
better, he wouldn’t have had to make them at
all. | felt that very strongly and | knew there
must be another direction in which to work.

Are
you referring to Morris’ minimal work?

. Yes, his
polyhedrons. The earth movement has derived
some stimulus from minimal art, but | think
that now it's moved away from their main
preoccupations.

I don’t think that you're going
to be able to say what the source of this kind of
art is. But one aspect of earth orientation is
that the works circumvent the galleries and the
artist has no sense of the commercial or the
utilitarian. But it's easy to be hyperesthetic, and
not so easy to maintain it.

62
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It you're interested
in making art then you can’t take a kind of
facile cop-out. Artisn't made that way. It'sa
lot more rigorous.

Eventually you develop some
sense of responsibility about transmitting your
art by whatever means are available.

What do
you have to say about that, Dennis?

| think we
should discuss what's going to happen to earth
art, because the cultural reverberations stimulated
by some of our outdoor pieces are going to be
very different from those produced by a piece
of rigid indoor sculpture.

For one thing, | think

a lot of artists will begin to see the enormous
possibilities inherent in working outdoors.

23
Dennis Oppenheim, Accumulation Cut, Beebe Lake,
Ithaca, N.Y., February 1969.

63
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24

Mike Heizer, Circumflex, Massacre Creek dry lake, 1968.
About 120’ long, 18" wide, 12" deep tapering to the
surface at both ends. Photo by the artist.

25

Aerial view of 24

Do you mean something ought to be said about
the IMPORTANCE of what's being done with
earth????

Yes.

Well, look at it this way. Art
usually becomes another commodity. One of
the implications of earth art might be to remove
completely the commodity-status of a work of
art and to allow a return to the idea of art as. . .

Art as activity?

No, if you consider art as
activity then it becomes like recreation. I guess
1d like to see art become more of a religion.

In

what sense?

In the sense that it wouldn’t have
a utilitarian function any more. It's okay for the
artist to say he doesn’t have any mercenary
intentions, knowing full well that his art is used
avariciously.

So the artist's responsibility
extends beyond the creative act?

The artist is
responsible for everything, for the work and for
how it’s used. Enough attacks have been made
on my work for me to have considered protecting
it, like a dog burying a bone in the ground.

Don't
you see art as involved with weather or perhaps
redirecting traffic?

I like your idea, Dennis, but
it sounds as though you want to make a rain
machine, which | don’t think is what you mean
atall.

Aren’t you indicating possibilities here
that other artists haven't really explored? It
seems to me that one of the principal functions
of artistic involvement is to stretch the limits of
what can be done and to show others that art
isn't just making cbjects to put in galleries, but
that there can be an artistic relationship with
things out 12 gallery that is valuable to
expl vhat are you trying to achieve

“Everything is beautiful but not everything is art.”

J Well, the reason | go
there is because it satisfies my feeling for space.
| like that space. That’s why I choose to do my
art there,
Has your knowledge of archaeological
excavations had any bearing on your work?
It

| might have affected my imagination because

I’ve spent some time recording technical
excavations. My work is closely tied up with my
own experiences; for instance, my personal
ssociations with dirt are very real. [ really like
it, | really like to lie in the dirt. I don’t feel
close to it in the farmer’s sense . . . And I've
transcended the mechanical, which was difficult.
It wasn't a legitimate art transition but it was
psychologically important because the work I'm
doing now with earth satisfies some very basic
desires.
So you're really happy doing it.

Right.
I’'m not a purist in any sense and if I’m at all
interested in Bob’s or Dennis” work, it’s because
I sense in it the same kind of divergence from a
single ideal as in my own. That's why [ said
earlier that earth art is a very private thing. And
of course I'm not at all concerned about style.

24
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Robert Smithson, a section from the invitation to his recent one-man exhibition, Monsites, Dwan Gallery, New York, February 1969. (Mono Lake Site—Mono Lake Nonsite).

I think most of us are very aware of time
on a geological scale, of the great extent of time
which has gone into the sculpting of matter.
Take an Anthony Caro: that expresses a certain
nostalgia for a Garden of Eden view of the world,
whereas | think in terms of millions of years,
including times when humans weren’t around.
Anthony Caro never thought about the ground
his work stands on. In fact, | see his work as
anthropocentric cubism. He has yet to discover
the dreadful object. And then to leave it. He
has a long way to go.

It seems to me that this
consciousness of geological process, of very
gradual physical change, is a positive feature,
even an aesthetic characteristic of some of the
more significant earth works.

It's an art of
uncertainty because instability in general has
become very important. So the return to Mother
Earth is a revival of a very archaic sentiment. Any
kind ofccomprehension beyond this is essentially
artificial.

Geological thinking seems to play an
important role in your esthetic.
| don’t think
we're making an appeal to science at all. There's
no reason why science should have any priority.

Scientific theories could just as well be
magic as far as |'m concerned. | don’t agree with
any of them.

Do you see them as fiction?
Yes.
Yes. | think that if we have any objective in
mind it’s to supplant science.
| wrote an article

recently entitled ““Strata’” covering the Precambrian

to the Cretaceous periods. | dealt with thatasa
fiction. Science works, yes, but to what purpose?
Disturbing the grit on the moon with the help

of billions of dollars. 1’'m more interested in all
aspects of time. And also in the experience you
get at the site, when you're confronted by the
physicality of actual duration. Take the Palisades
non-site: you find trolley tracks embedded in the

ground, vestiges of something else. All technology

is matter built up into ideal structures. Science
is a shack in the lava flow of ideas. It must all
return to dust. Moondust, perhaps.

66

To me the
permanent aspects of the physical are not what's
interesting, only what I can remember is, And |
like to embody memories in my work.

27
Robert Smithson, Mono Lake, Mono Lake, California,
1968. Photo by the artist.

——

“Photographs
steal
away
the
spirit
of
the
work ...”

Why don‘t
we talk about one of your pieces, Bob, the one
on the Mono Lake, for example.

The Mono
Lake non-site , yes. Maps are very elusive things.
This map of Mono Lake is a map that tells you
how to get nowhere. Mono Lake is in northern
California and | chose this site because it had a
great abundance of cinders and pumice, a fine
granular material. The lake itself is a salt lake.
If you look at the map, you'll see it is in the
shape of a margin — it has no centre. It'sa
frame, actually. The non-site itself is a square
channel that contains the pumice and the
cinders that collected around the shores of the
lake at a place called Black Point. This type
of pumice is indigenous to the whole area.

What exactly is your concept of
k a non-site?
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T here's a central focus point which
is the non-site; the site is the unfocussed fringe
where your mind loses its boundaries and a sense
of the oceanic pervades, as it were. | like the
idea of quiet catastrophes taking place . . . . The
interesting thing abput the site is that, unlike the
non-site, it throws you out to the fringes. In
other words, there's nothing to grasp onto except
the cinders and there’s no way of focusing on
a particular place. One might even say that the
place has absconded or been lost. This is a map
that will take you somewhere, but when you get
there you won't really know where you are. In
a sense the non-site is the centre of the system,
and the site itself is the fringe or the edge. As |
look around the margin of this map, | see a ranch,
a place called the sulphur pond; falls, and a water
tank; the word pumice. But it’s all very elusive.
The shorelines tell you nothing about the cinders
on the shore. You're always caught between
two worlds, one that is and one that isn’t. | could
give you a few facts about Mono Lake. Actually,
| made a movie about it with Mike Heizer. It's
in a state of chaos, it's one of those things that
| wouldn’t want to show to more than a few
people. But Mono Lake itself is fascinating.
Geologists have found evidence of five periods
of glaciation in the Sierra. The first began about
half a million years ago, the last ended less than
fifteen thousand years ago. The glaciers left
prominent marks upon the landscape, they
gouged out canyons, broadening and deepening
them into U-shaped valleys with steep headwalls
and then advanced onto the plain. They built
up high parallel ridges of stony debris called
moraines. There are all sorts of things like that.
The Mono craters are a chain of volcanic cones.
Most of them were formed after Lake Russell
evaporated. That's why | like it, because ina
sense the whole wite tends to evaporate. The
closer you think you're getting to it and the
more you circumscribe it, the more it evaporates.
It becomes like a mirage and it just disappears.
The site is a place where a piece should be but
isn’t. The piece that should be there is now
somewhere else, usually in a room. Actually
everything that’s of any importance takes place
outside the room. But the room reminds us of
the limitations of our condition.

]
Hor® 12
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Why do you
bother with non-site at all?
Why do 1?7
Why don’t
you just designate a site?

Because | like the
ponderousness of the material. | like the idea of
shipping back the rocks across the country. It
gives me more of a weighty sensation. If | just
thought about it and held it in my mind it would
be a manifestation of idealistic reduction and I'm
not really interested in that. You spoke about
evil: actually for a long time people thought
mountains were evil because they were so proud
compared to the humble valleys. It's true!
Something called the mountain controversy. It
started in the eighteenth century.
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How would
you characterize your attitude to nature?

X Well, 1
developed a dialectic between the mind-matter
aspects of nature. My view became dualistic,
moving back and forth between the two areas.
It’s not involved with nature, in the classical
sense. There’s no anthropomorphic reference
to environment. But | do have a stronger
tendency towards the inorganic than to the
organic. The organic is closer to the idea of
nature: |I’'m more interested in denaturalization
or in artifice than | am in any kind of naturalism.

Are there any elements of destruction in
your work?

It’s already destroyed. It's a slow
process of destruction. The world is slowly
destroying itself. The catastrophe comes
suddenly, but slowly.

Big bang.

Well, that's
for some. That's exciting. | prefer the lava, the
cinders that are completely cold and entropically
cooled off. They’ve been resting in a state of
delayed motion. It takes something like a
millennium to move them. That's enough action
for me. Actually thats enough to knock me out.

A millennium of gradual flow . . ..

You know,
one pebble moving one foot in two million years
is enough action to keep me really excited. But
some of us have to simulate upheaval, step up the
action. Sometimes we have to call on Bacchus.
Excess. Madness. The End of the World. Mass
Carnage. Falling Empires.

Mmmm . .. What
would you say about the relationship between
your work and photographs of it?

steal away the spirit of the work . . . .
e ey

ille_y -5
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Directed Seeding: Wheat

“Stage |: A field is seeded in accordance with topographical configurati 30
of origin at Finsterwolde to a storage silo approximately ten kilometers away. (
area is reduced six times).
Stage 2:' In September 1969, | directed the harvest to follow a large X pattern in this 20
X Spm field. Stage 3: The media (grain) from the X cut was placed in 25 kilo sacks :
which were sold at the Prospect exhibition in Dusseldorf during Septemnber. The medium
is isolated from further processing. .
Stage 3: The media (grain) from the X cut will be placed in 25 kilo sacks which | intend
to sell at the Prospect exhibition in Dusseldorf during September.
The medium is isolated from further processing.’”

Dennis Oppenheim

32
Dennis Oppenheim, Directed Seeding: Wheat (Part 1), Finsterwolde, Holland, April 1969.
Photo by the artist.

One day
the photograph is going to become even more
important than it is now — there'll be a heightened
respect for photographers. .Let’s assume that art
has moved away from its manual phase and that
now it's more concerned with the location of
material and with speculation. So the work of
art now has to be visited or a from a
photograph, rather than made, | don’t think
the photograph could have had the same richness
of meaning in the past as it has now. But1'm
nggggz_igylaﬂlmadymaicpf_th_emm;raph.

1t's sometimes claimed that the photo - _What makes
is a distortion of sensory perception. it art? T i
Well, the 1 guess when you insist on it long enough,
experience of looking is constantly altered by when you can convince sc else that it is.
physical factors. | think certain photographs | think j i
offer a precise way of seeing works. You can idea of sculpture has

complete its life-span during my lifetime. Say

the work lasts for ten minutes or even six months,
which isn’t really very long, it still satisfies the
basic requirements of fact . . .. Everything is
beautiful, but notﬂfqgghﬂ)g_hatt

L

take a photograph into a clean white room, with
no sound, no noise. You can wait until you feel
so inclined before you look at it and possibly
experience to a greater depth whatever view you
have been presented with.

put down. And the idea of painting has also been
been subverted. This has happened in a very
strange way, through a process of T
questioning by artists. |t hasn't been like these
various looks which appear ears

What are your primary  or so; they're just minor phenomena within the

concerns, Mike, in carrying out one of your
Depressions?

1’m mainly concerned with
physical properties, with density, volume, mass
and space. For instance, | find an 18 foot square
granite boulder. That's mass. It's already a piece
of sculpture. But as an artist it’s not enough for
me to say that, so | mess with it. | defile. . . if

larger one that will be remembered.
- Do you

approve of this undermining of existing art
forms?

Of course | do, because then the artist
will realize that only a real primitive would
make something as icon-like, as obviously pagan
as a painting. | worked all those years painting

you're a naturalist you'd say | defiled it, otherwise and now I’m critical of the fact that | won't

otherwise you’d say | responded in my own
manner. And that was by putting some space
under the boulder. My work is in opposition to

allow myself to do those_mindless things any
more. It looks as though the whale spirit of
painting and sculpture could be shrugged off,

the kind of sculpture which involves rigidly forming in two years” time perhaps, It’s almaost totally

forming, welding, sealing, perfecting the surface
of a piece of material. | also want my work 1o

70

ential. Of course it’ll never happen,
abla, it could happen. []

inconseq

but It's e
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Valley Curtain Corporation Christo

48 Howard Street

New York, New York 10013

Ph. 212 966 4437
P.O. Box 1148

Rifle, Colorado 81650

Ph. 303 625 2220
303 625 1750

Christo completes Valley Curtain.

On August 10, 1972, in Rifle, Colorado, at 11 am, a group of 35
construction workers and 64 temporary helpers, art school, college
students, and itinerant art workers tied down the last of 27 ropes that
secured a 200,000 square foot orange curtain to its moorings at Rifle
Gap, seven miles north of Rifle on Highway 325.

The project, by New York artist Christo, took 28 months to complete.

Some had said “‘it cannot be done,”” however it was realized in perfect
team work by hardhats and longhairs. On completion Christo was
carried on the shoulders of construction workers and traditionally
dunked into Rifle Creek while a Denver skydiving group came sailing
down the Gap on colored parachutes, cars and horses competed for the
honor of first passing through the 24 foot arched opening in the curtain.
On October 10, 1971, when the ill-fated Curtain hung in shreds, Christo

vowed to finish his project, and 10 months later he made good on this

promise. The 1972 Valley Curtain was designed by Unipolycon, Lynn,

Mass., and the Ken R. White Company of Denver. It was built by A and H

Builders of Boulder and Thornton, Colo., under the site supervision of
Henry B. Leininger, with Universal Steel Erectors of Denver, as sub-
contractors. Dr. Ernest Harris, senior staff engineer, and Delbert Sutton,
field engineer for Ken R. White, redesigned the Curtain’'s suspension
system, slope anchors were reinforced, some were added and others were

abandoned.

Co-Sponsors.
Kaiser Wilhelm Museum-Sammiung
Lauffs, Krefeld
Kestner-Gesellschaft, Hannover
Museum Boymans-van Beuningen,
Rotterdam
Staatsgalerie, Stuttgart
Stedelijk Museum, Amsterdam
The Museum of Fine Arts, Houston
Vereniging voor het Museum van
Hedendaagse Kunst, Gent
Von der Heydt-Museum, Wuppertal
Peppino Agrati, Milan
Mr. Mrs. Th. Ahrenberg, Chexbres
Mr. Mrs. Rolf Becker, Munich
Annibale Berlingieri, Milan
Serge De Bloe, Bruxelles
Jeanette Bonnier, New York
Giovanni Camuffo, Venice
Attilio Codognato, Venice
Mr. Mrs. Philippe Durand-Ruel, Paris
Mrs. Sabina Fontana-Camuffo, Venice
Lewis Kaplan, London
Dr. Mrs. P.de Laage, Antibes
Guido Le Nocl, Milan
Mr. Mrs. N. Lieb, Philadelphia
Mr. Mrs. Victor Loeb, Bern
Dominique and John de Menil, Houston
Henning Rasner, Cologne
Mr. Mrs. Tage Rettby, Lausane
Meshulam Riklis, New York
Mr. Mrs. Dieter Rosenkranz, Wuppertal
Mr. Mrs. Gunther Rovekamp, Zurich
Mr. Mrs. Horace Solomon, New York
Mr. Mrs. Jorgen Spanberg, Stockholm
Mr. Mrs. Jan Sydow, Stockholm
Daniel Varenne, Paris
Mia and Martin Visser, Bergeyk
Christoph, Andreas Vowinckel, Cologne
Aronowitsch Gallery, Stockholm
Artin Progress, Zurich
Galerie Henri Creuzevault, Paris
Galerie Mathias Fels-Rosa Faure, Paris
Fischer Fine Art Ltd., London
Allan Frumkin Gallery, New York
Galerie Semiha Huber, Zurich
Annely Juda Fine Art, London
Galerie Kriwin, Bruxelles
Galerie Yvon Lambert, Paris-Milan
Landfall Press, Chicago
Galleria del Leone, Venice
Galleri Loenadler, Stockholm
Manus Presse, Stuttgart
Multicentro Press, Milan
Petschek Arts, London
Sonnabend Gallery, Paris-New York
Galleria Gian Enzo Sperone, Turin
Galerie der Spiegel, Cologne
Tanglewood Press, New York
Wide White Space Gallery, Antwerp

Ken R. White, Denver and Unipolycon,
Lynn, Mass., Consulting Engineers

A. and H. Builders, Inc. Thornton,
Colorado, General Contractors

Jan van der Marck, Project Director

Scott Hodes, Legal Counsel, Chicago

Photo Documentation Shunk-Kender,
New York

Film by Maysels Brothers, New York

Publication Verlag Gerd Hatje,
Stuttgart
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The main anchorages and the 4 supporting cables were used as planned and completed
last year. The number of connections between the 4 main and the upper secondary cable,
to which the Curtain was laced, had been expanded from seven to eleven. Design
failures prevented the completion of the Curtain in 1971. To avoid a recurrence of
ripping and snagging the bottom and excessive billowing in the wind, the 1972 Curtain
was designed by Unipolycon partners D. Zagoroff and J. Thomson, and also made of
woven polyamide made by ]. P. Stevens and fabricated by Pioneer Systems of Columbia,
Miss., with a tighter fit and tailored to the Valley's contour. By suspending it at a width
of 1,313 feet and a height curving from 365 feet at each end to 180 feet at the center,
the Curtain remained clear of the slopes and the Valley bottom. Instead of using a
steel cable running through a channel in the slope and bottom anchors, the present
Curtain had been laced to a three inch dacron rope from which control and tie-down
lines, three-eighth, one-half and three-quarter inches in diameter, run ro the 27 anchors.
A ten foot skirt attached to the Curtain visually completes the area between the
thimbles and the ground. An outer cocoon was put around the fully fitted Curtain for
protection in transit and at the time of its raising into position. An inner cocoon,
integral to the Curtain, provided added insurance against a premature unfurling. Both
cocoons caused delays in the Curtain's release but added suspense to an event watched
by hundreds.
On August 11, 28 hours after the successful completion of the Valley Curtain project,
a gale estimated in excess of 60 mph. made it necessary to start the removal procedure.

Rifle, Colorado, August 16, 1972,

For further information: Christo, Rifle 303-625-2220, and 625-1750

New York 212-966-4437
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189 West 81st Place
Denver, Colorado 80221
February 24, 1972

Mr. Calvin Tomkins

% The New Yorker

25 West li3rd Street

New York, New York 10036

Dear Mr. Tomkins:

A native and former resident of the region near Hifle, Colorado (any
community within 100 miles is a "neighbor" out our way) I appreciated
your excellent article about Christo's Valley Curtain projeect and
your kind words about my "Nixonlan, hardhat, and cowboy" friends.

I'm proud of them and happy (if slightly envious) that they have had
the chance to know and accept an internationally-famous artist---and
vise versa. This 1s, in 1tself, a kind of art.

Christo's project fascinates me as a Happening. I'm no art authority,
my own art career was ruined when I was eight. A teacher assigned my
class to draw pictures of houses. Everyone else dutifully drew a
normal house; I decorated each board of mine a different color.
Horrified, the teacher exclaimed, "But there are no houses like that!"
I should have replied, "Well, there is now!" but In those days we
didn't question the Establishment. How delightful that Christo ignores
those who say, "But nobody hangs a curtain over a canyon i"

I saw the torn curtain at Rifle Gap, came as a curious onlooker, left

as a believer. The vision of loss, of shattered hope even a Nixonian
could understand, (I even dreamed asbout the curtain---in living color. )
On sudden impulse I wrote a letter to Christo, then felt faintly
ridiculous---he would probably never read it, surely not care that I
cared. To my surprise, he answered---quickly, sincerely, unprentiously.
At this point I would cheer hils installing a network of stovepipes over
the Gap. Thank God there are still artists who don't spit in our eyes.

You may have stepped on a few deserving toes: the construction crew
(there was a credibility gap in news accounts of just what did 20

wrong; I'm glad to see Mother Nature let partially off the hook); the
"eultural chauvinists"; and the super-environmentalists who, in battling
very real ecological dangers, have lost thelr perspective. How often

do Edward Conners and his associates run over to Rifle Gap to enjoy its
natural beauty: They probably never heard of the place until Christo
found it, If our civilization 1s to survive, equal time must be

given to the ecology of the human spirit,

Like the Rifle woman, I, too, am awaiting impatiently the conclusion
of this project, which has become symbolic of man's triumph over

adversity. If it is true that genius often transcends the artist's
eonscious purpose, the Valley Curtain will indeed qualify as a work
of art. 1I'll be walting for your follow-up article later this year.

Sincerely,

v, :
LEonlgecia [é’

(Mrs.) Patricia Eskoz

Agssistant Professor of Library
ocilence

Metropolitan State College of Lenver
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Br:él'pc: GLUECK

[)ER 18, a mnkydink 7
Hudson River structure
el SSSRHY rayaged for-
Patricia Eskoz

189 West 81st Place
Denver, Colorado 80221

Mr. Calvin Tomkins
7% The New Yorker
Street

ey TSGR Ty ORAp, AU

tiaméiorganizer, impresario of
dawntown doings, and pub-
lisher of the art quarterly,
Avalanche.
*x
“K was an extension of my
exhibitions, ‘Earth Art’ (Cor-
nell,. 1969) and ‘Place and
Provess’ (Edmumun. Alberta,
sajpe year), in which the
works were a response (o
specific sites,” says Sharp,
who has no less than 24
m under his wide belt.
also concerned that a
number of artists are doing
wiitk that doesn’t get out
mp' ithe culture.” Sharp
st led on Pier 18 last
driber—"a perfect place,
m:,r disassociated from
artsmaking and open to a
lagge variety of work.” He
gat an the pipe to a number
of outdpor site-responders—
conceptualists, “process” and
artista (who ase their
anatomy as a mndlnm).

alty e WUIK — Impomant
more for the sake of idea
than object—was performed
primarily for the camera. “I
didn’t have permission to use
the pier, and it was obvious
that people couldn't see the
work in situ,” Sharp explains.
“So it had to be recorded.
Then I thought of transfer-
ring it via the photographic
process back to the museum
site.' Et voila! MOMA snap-
ped it up, though reports
have it that the museum
wanted mainly to fill a sum-
mer gap and is somewhat
surprised by the success of
its sleeper show.

None of the artists got a
fee, no work was sold, and
nobody was paid, including
Janos Kender and Hamry
Shunk, the young photo-
graphic team whose genius at
documenting artists' work
deserves wider recognition.
(Ironically. despite the “anti-
abject” stance of most of the

ety

25 West L3rd
New York,

playmg elgnt  descending
notes on a trumpet as a snap-
ping turtle “descended” an
improvised ramp.

For Sharp, who believes
that art “in the sense of con-
sumable objects” is dead, and
“the structure and economy
supporting that kind of art is
crumbling,” the pier show
and its documentation is one
way of insuring that the new
work gets exposure to the
public. “In the last few years,
no one's really looked at
modemn art—the process and
conceptual pieces that are
often of only fleeting dura-
tion. That may be because
none of the new work con-
forms to  traditional ' defini-
tions of what art is—in fact,
I'm not even sure you could
call it art anymore.” Wha:«
ever it is, MOMA viewers
seem to find “Pier 18" very
much worth their attention.
S0, HO!

New York

10036

“The city fmally said, ‘OK,
live there,'" says Doris Freed-
man, chairman of Citizens
for Artists Housing,

group called Volunteer |
yers for the Arts. The )
a drafted amendment
made the law more
without violating
or health standards,

A slew of meetings with
the Building D@Mm

Department,

Fire Di

After havmg raceudy won - all
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Surpri'se Catch
From Pier 18

BY,GRACE GLUECK

IER 18, a rinky-dink

P Hudson River structure

' recentlv ravaged fur-

% ther by fire, is hardly
what you'd call a prime art
shdwease. But last winter it
sérved as the setting for one
of sthe season’s liveliest art
odcasions—a two-month ai-
fair'for which each of 27 con-
cept-oriented artists created
a piece related to the pier.
"Non-swimmer Lee Jaffe,
for“instance, while holding a
Persian cat, had himself
lashed, Ulysses-like, to a
“mmast” that dangled peril-
ously over the water. Wolf-
gang Stoerchle had a friend
pite wood in his arms, then
Iurched along the pier until
he Stumbled and dropped the
pilé” And Allen Ruppersberg,
a‘Coast conceptualist, cast on
the water a suitcase wrapped
i ‘chains, its interior con-
taining a brick from the
Hollywood home of Houdini
(with “Houdini-esque chutz-
palt, it stayed afloat).

~Ephemeral, you say? Well,
missed at the time by all but
a' handful of devotees, the
show lives on in a series of
brilllant documentary photo-
graphs currently on view at
the Museum of Modern Art.
Unadornedly titled “Pier 18,”
it “was birthed and nurtured
by-Willoughby Sharp, exhibi-
tigas arganizer, impresario of
dawntown doings, and pub-
lisher of the art quarterly,
Avalanche.

“}t was an extension of my
exhibitions, ‘Earth Art' (Cor-
nell, 1969) and ‘Place and
Proeess’ (Edmonton, Alberta,
same year), in which the
wobrks were a response to
specific sites,” says Sharp,
who has no less than 24
shigs under his wide belt.
“I'm: also comcerned that a
nuwmber of artists are doing
wirk that doesn’t get out
ingz he culture.” Sharp
stumbled on Pier 18 last
Ndgémber—"a perfect place,
totatly disassociated from
artsmaking and open to a
lag§é variety of work.” He
gat on the pipe to a number
of outdoor site-responders—
conceptualists, “process™ and
“Rody™ artists (who use their
owey analomy as a medium).

o 4
3

i e

Their response
heartening.

Some did their thing In
terms of the pier’s physical
structure — George Trakas,
for instance, paddled around
it in a sort of kayak to make
drawings; Bill Wegman re-
mained in California but speci-
fied that a professional bowler
be hired to send a ball
down the pier and scatter a
row of ninepins (the ball
splashed into the soup).
Others made use of the cam-
era. For one of his pieces,
John Baldessari squared his
fingers before the lens to
frame a nearby ship (see
right); Mario Merz, absent
in Italy, asked photographers
to take 20 shots that “pre-
cisely annotated” the pier.
And still others established a
“body" relationship with the
structure.  Using  various
parts of his anatomy (hands,
knees, chest) as a camera
tripod, Dan Graham snapped
whatever came into range to
produce a series of topsy-
turvy cityscapes; non-swim-
mer Vito Acconci, ears plug-
ged, hands bound, eyes blind-
folded, had himself led about
the rickety pier by a comrade
whose motives he didn’t
“fully trust.”

As with much ooncepmal
art, the work—important
more for the sake of idea
than object—was performed
primarily for the camera. “I
didn’t have permission to use
the pier, and it was obvious
that people couldn’t see the
work in situ,” Sharp explains.
“So it had to be recorded.
Then I thought of transfer-
ring it via the photographic
process back to the museum
site.” Et voila! MOMA snap-
ped it up, though reports
have it the 'museum
wanted o
mer gap
surprised by the
its sleeper show

None of the artists got a
fee. no work was sold, and
nobody was paid, including
Janos Kender and Harry
Shunk, the young photo-
graphic team whose genius at
documenting artists’ work
deserves wider recognition
(Ironically. despite the “anti-
ibject” stance of most of the

was — well,

success of

“As with much conceptual art, the work was performed

performers, Shunk - Kender's
documentary  photos  are
works of art—art chjects—in
their own right. But “Pier
18” is in line with an increas-
ing trend among artists to
work outside the traditional
confines of the museum-
gallery structure—in parks,
streets, trees, on mountain-
tops, in the sky, and even
underwater. “T like the free-
dom to work out of a specific
place that's still around the
city and accessible to
people,” says Bill Beckley,
whose “‘sound’ piece involved
playing eight descending
notes on a trumpet as a snap-
ping furtle “descended” an
improvised ramp.

For Sharp, who believes
that art “in the sense of con-
sumable objects” is dead, and
“the structure and economy
supporting that kind of art is
crumbling,” the pier show
and its documentation is one
way of insuring that the new

he last few years,
p really looked at
m art—the process and
ptual pieces that are
ten of only fleeting dura-
L That may be because
none of the new work con-
fo to traditional defini-
tions of what art is—in fact,
I'm not even sure you could
call it art anymore.” What-
ever it is, MOMA viewers
seem to find “Pier 18" very
much worth their attention,
S0, HO!
After nanng run.em]y won

its 2l4-year fight to get
artists’ residence legalized in - |
downtown SoHo, previously
zoned only for light manu-
facturing, Citizens for Art-
ists Housing turned around
to discover a further hurdle.
Under the state’s Muitiple
Dweumg Law, now applied

to SoHo, artists could only
improve their lofts for joint
studio-living eccupancy by
building codes so rigid that
they virtually prohibited re-
novation of the seedy manu-
facturing buildings they occu-
pied.

*

“The city finally said, ‘OK,
live there,"” says Doris Freed-
man, chairman of Citizens
for Artists Housing, “but now
artists were faced with the
problem of how to live there
safely and  comfortably.”
Members of the C.AH. Volun-
teer Architects Committee
set to work, as did another
group called Volunteer Law-
vers for the Arts. The result: o
a drafted amendment that =
made the law more flexible
without violating its safety
or health standards. e

A slew of meetings with
the Building Department, the

other city agencies prﬂdqué
support for the new

ment, introduced in

islature by Sen. Roy
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NEWSPAPER ROCK located in Indian Creek State
Park between Monticello and Moab, Utah. The
petroglyphs were created over a period of hundreds
of years by ancient inhabitants. These represent at
least two ancient Indian cultures.
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LOT of people have not yet

made up their minds about

earth art. Although the phe-
nomenon has been with us for several
years, examples of it are so inaccessible
that hardly anyone has actually seen an
earthwork, and this in itself has led to
misconceptions. Some people refer to
the form as “conceptual art”—the term
applied to works by those contemporary
artists who simply specify an art project
in writing and then feel no need to
carry it out. “Friends of mine often
look very surprised when I tell them
that Michael Heizer’s Double Nega-
tive, say, has nothing to do with con-
ceptual art,” Virginia Dwan, whose
New York gallery, the Dwan, repre-
sented several of the leading earth art-
ists until she closed it last June, has not-
ed. “They say, ‘But you can’t really
see it, can you!’ or they try to argue
that it exists only in photographs. So I
have to explain that anybody can see it
simply by going to Nevada, and that
when an artist has moved two hundred
and forty thousand tons of dirt around,
it is #ot just a concept.”

Earthworks are real enough—there
is no doubt of that—and at this point in
the twentieth century no one has to ask
whether or not they are art, because
art today, as we are only too frequently
reminded, is whatever an artist says it
is, and if an artist wants to dig into a
Nevada mesa instead of carving a block
of wood or marble, that is well within
the mainstream of current aesthetic
practice, and may even strike future
art scholars as historically inevitable, in
the light of space exploration, the ecol-
ogy movement, and other recent de-
velopments that have tended to make
us all more keenly aware of our own
perishable planet. At any rate, enough
artists have loosed their creative ener-
gies upon the landscape to give earth
art (or land art, as it is sometimes
called) the status of an international
movement. Michael Heizer works
mainly in the desert, displacing large
masses of rock and dirt with the aid of
bulldozers, pneumatic drills, and dyna-
mite. Walter De Maria also
ert regions, althon
part of last year
abandoned ) to sink
and-ninety-foot ai
center of a mountain f
the site of th
Robert
all incorporated

1979
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Smithson’

bitious one to
long

hundred-foot-

Utah’s Great Salt Lake. Dennis Op-
penheim, who used to chop large semi-
circles in the ice of frozen rivers and
direct the seeding and harvesting of
wheat fields in prescribed patterns, has
abandoned earth art in favor of body
art, a form involving the use of the
artist’s own body in various ways that
one hopes will not prove fatal; Richard
Long has imposed geometric patterns
on fields of daisies and has draped in
cloth (and then photographed) the
summit of Mount Kilimanjaro, in Af-
rica; Peter Hutchinson, a British earth
artist, has cultivated bread molds on the
lip of an active volcano in Mexico;
Uri Buru, an Argentinian, has poured
dyes into the waters of the River Plate,
the Seine, the East River, and the
Grand Canal in Venice.

Some of these doings are ephemeral
by nature, but others may be around
for centuries, and the problem of what
to do about the more durable earth-
works is much discussed. Robert C.
Scull, the collector, commissioned Hei-
zer’s Nine Nevada Depressions in
1968, but because they were done on
government-owned land their future
is somewhat uncertain. A Swiss dealer
named Bischotberger and a German
dealer named Friedrich thought they
had acquired Heizer’s Double Negative
from the Dwan Gallery last year.
(Double Negative is on sixty acres of
land bought by Heizer, who made over
the property deed to the Dwan.) Bisch-
ofberger was planning to sell it to a
German collector at a price rumored to
be in the neighborhood of sixty-five
thousand dollars, but Heizer abruptly
decided that he didn’t want dealers
dickering over the work, and he can-

MAYBE A QUANTUM LEAP

Licht, an associate curator at the

seum of Modern Art, showed s

of Heizer’s Double Negative, Smith-
son’s Spiral Jetty, and De Maria’s us
titled Nevada land work to the trustees
on the museum’s purchasing committee.
“I told them beforchand that T knew
they weren’t going to buy the works
but that T thought this was one of the.

most interesting areas in recent art,

and what should the museum do about
it?” she has said. According to Mrs.
Licht, the trustees seemed impressed by
the works, but no clear answers to her
question emerged. :
So far, the carth artists have had
to rely on private patrons, like Mr.
Scull, or on the two or three dealers
who have elected to support them
(the Dwan Gallery here, the Heiner
Friedrich Gallery in Munich), or on
their own limited resources. The sale
of preliminary sketches and working
drawings, models, and even photo-
graphs of the earth projects has helped
to some degree, but clearly no one is
making a bundle from earth art at the
moment. The artists themselves, most
of whom are in their twenties or early
thirties, seem content to put everything
they can scrape together into the next
project and let the future take care of
itself. They are a dedicated lot, and a
certain scorn for the New York art
world and its commercial machinations
is seldom absent from their thinking.
“One of the implications of earth art
might be to remove completely the
commodity status of a work of art and
allow a return to the idea of art as. ..
more of a religion,” Heizer said in a
recent interview. In fact, he went on,
“it looks as though the whole spirit
of painting and sculpture could be
shrugged off in two years’ time, per=
haps. It’s almost totally inconsequential.
Of course, it'll never happen, but it’s
conceivable; it could happen.” Walter
De Maria believes that art galleries are
“as outmoded as night clubs” today,
and something like the same notion
may have induced Miss Dwan to close
her gallery. None of the earth artists
appears to suffer, at any rate, from a
lack of confidence. “Whether we have
made a jump beyond style—that’s the
real question,” De Maria said last
spring. “Everybody talks about the art
world as a succession of styles—Cubism,
Surrealism, Expressionism, Abstraction,
Minimal, and so forth. But this may be
something way beyond all that—maybe
a quantum leap. I think the experience
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of this work will make you feel dif-
ferent than you’ve ever felt before in
the presence of art.”

“HE jlll‘ﬂping-nﬁ plzu‘u for a tour

of American carth art is Las
Vegas, a city whose signal achievement
has been to obliterate or subvert nature
in all its forms, and last June T flew
out there for a few days of intensive
carth-art appreciation. I had expected
to meet Michael Heizer in Las Vegas,
but the manager of the motel where he
was staying said that he had left a few
days before to go to Wyoming, or per-
hﬂps :\’l(]ntilnllﬁ])l) one kn(‘v\r' fﬂ]' sure.,
Virginia Dwan, who had arrived from
Los Angeles on the same day, seemed
a little put out that he had gone off
without leaving a message, but she
said philosophically that this was typical
of Heizer’s current frame of mind.
“Michael is very negative right now,”
she told me. Earlier that spring, during
his one-man show at the Detroit In-
stitute of Arts, Heizer had undertaken
an outdoor project called Dragged
Mass, which involved hauling a thirty-
ton granite block a hundred feet across
the lawn in front of the museum.
Heizer considered the whole thing a
great success, but afterward, when he
offered to give the piece to the Insti-
tute, the trustees declined to accept it.
“He’s fed up with the art world,” Miss
Dwan said, “All he wants to do is
work, and he feels he hasn’t really
worked for a year, because he’s been
that long looking for a site for his new
vertical piece.” She explained that the
vertical piece was to be executed on the
face of a granite cliff; Heizer planned
to cut out a large section of rock—two
thousand tons or more—in one picce
and move it down the cliff face, or per-
haps across the cliff face, to a previous-
ly prepared cavity. He had spent sev-
eral months looking for a site in the
Swiss Alps, because a European bene-
factor wanted him to do the work
there. Although most of the suitable
Swiss cliffs overhung tidy villages,
whose inhabitants might react unfavor-
ably to the prospect of art-engendered
rockslides, Heizer did find a site in the
Sintis Alps and began work there.
Winter stopped him, though, and he
decided to relocate the project in the
United States. Only granite would
do—any other sort of rock would shat-
ter into fragments when dynamited—
and so far Heizer had not been able to
find a proper granite cliff in Nevada,
the site of most of his other works. In
any case, he had gone off to 'vV)nml'ng,
or Montana, leaving no address, and
Miss Dwan scemed reasonably certain,
on the basis of past experience, that no

Tl i

one was likely to hear from him for
some time.

In New York, in his barren loft stu-
dio on Spring Street, Heizer had struck
me as a quietly keyed-up young man
who saw no particular value in talking
to strangers. He did say that he had
been born in Berkeley, California, in
1944, and that his father, Professor
Robert Heizer, was a well-known
archeologist there. (I later found out
that Professor Heizer is a world au-
thority on the methods by which the
Olmecs and other pre-Columbian peo-
ple had managed, without benefit of

“I said, ‘Get lost’”

the wheel, to move stone blocks even
larger and more recalcitrant than Hei-
zer’s own Dragged Mass.) Heizer,
who travelled around Mexico and Lat-
in America with his parents as a child,
went to school in Berkeley. After grad-
uating from high school there, he spent
a year or so at the San Francisco Art
Institute, without bothering to enroll
formally. He told me that he had “al-
ways” painted, and that when he came
to New York, in the early nineteen-six-
ties, this was what he had done, main-
Iy, experimenting with various current
styles in the usual exploratory man-
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ner, “After I"d been in New York for a
couple of years, I saw art here as really
dead,” he said. “A lot of things had
been killed off at the same time, be-
cause the forms themselves were com-
ing into question. I was lucky. Because
I wasn’t really involved with all that,
1 was prepared to deal with the new
situation.”

Heizer’s new situation turned out to
be the desert. Because he was a Cali-
fornian, he said, the desert had been
present in his thinking for a long time,
even though he had never been to one.
One day in 1968, we: ary of New York
and its dead art, Heizer flew out to
Nevada and began to work on a piece
called NESW, which he does not care
to discuss at present but whose name
implies that it had to do with the four
points of the compass. He returned to
New York a few weeks later and re-
sumed work on his paintings; he also
had the good fortune to meet Robert
Scull, who liked paintings but
scemed even more interested i his
rapidly proliferating ideas for desert
works. The result was that Scull fi-
nanced Heizer’s extremely productive
summer of 1968, which he spent in
various desert regions of

his

evada.

“Buyt, Dad, yow'v

From the outset, Heizer’s land
works were inclined to take the form
of excavations, or “displacements,”
rather than .ldtl;tmnq to the landscape.
Displaced Replaced Mass, one of the
principal works of that summer, in-
volved dynamiting huge boulders out
of a mountainside, moving them sixty
miles by truck, and depositing them in
concrete-lined holes (“depressions™) of
varying sizes and shapes, Heizer rented
heavy-duty construction equipment and
hired Jocal contractors to assist him, and
at one point he even permitted his
patron to come out and watch one of
the displacements. Scull speaks raptur-
ously of the experience, “I saw Mike
Heizer stand on top of a fifty-ton piece
of granite and then jump down and
give the order, and the dynamite split
it right in half!” he told me. “I
watched them take it to the place where
he’d dug out a huge hole. It was night,
and the cars of the workmen lit up tlu
place with their headlights. And sud-
denly T realized that art didn’t have to
involve the walls of my house, I was
involved with nature—the whole des-
ert became part of my experience.”

Displaced Re 1]1ud Mass was one of

line Nevada l)q)ussl()ns executed by

e got it all turned amumi. Archie

Bther is the wrong guy.”

Heizer during the summer of 1968.
The eighth in the series, called Dissi-
pate, took the form of a group of five
rectangular holes, each twelve feet long
and a foot wide, dug in conformity
with a pattern established by five
matches that Heizer dropped at ran-
dom and then taped down on a sheet of
paper—a somewhat Duchampian ges-
ture that seems out of place in Heizer’s
wuvre. In addition to the Depressions,
Heizer, using a pick and shovel, also
managed to carve a graceful loop, a
foot decp and a foot wide and forty
yards long, in the basin of Nevadas
Massacre Dry Lake (Isolated Mass:
Circumflex) and, using a motorcycle,
to carve a series of eight fifty-foot cir-
cles in Coyote Dry Lake, California
(Ground Incision: Loop Drawing).
The circles were cut by the tires of a
professional motorcycle racer’s Tri-
umph, driven flat out in the soft, dry
soil of the desert.

The most ardent collectors of ad-
vanced American art in recent years
have been German—a phenomenon
traceable in part, at least, to the ac-
tivities of several young, magnetic, and
vastly enterprising German art dealers.
Heiner Friedrich, who may very well
be the most magnetic German since
Wotan, was sufficiently impressed by
Heizer’s land works to offer him a
one-man show in his Munich gallery in
the spring of 1969. Heizer elected to
exhibit two works there. The first,
which was shown in the gallery, was a
Line Drawing, consisting of the gal-
lery’s printed announcement of the
show cancelled out by a crayon line
drawn through the words. The other
work of art was situated in a vacant
lot on the outskirts of Munich. It was
a circular pit, a hundred feet in di-
ameter, whose sides sloped symmetri-
cally to a central point fifteen feet deep,
and it was called, naturally, Munich
Depression. Heizer’s most important
work to date, which also happens to be
the world’s largest sculpture (provided
that is what it is), was started in the
fall of 1969. The Dwan had offered
him a one-man show in January, 1970,
with the understanding that he would
do a major carthwork somewhere and
that the gallery would pay for it.
Heizer went out to Nevada in Octo-
ber, and nobody heard anything from
him for a couple of months. He re-
turned in December with photographs
of Double Negative, This was the
work that really made Heizer's inter-
national reputation, and it was the one
I had come to see. Although Heizer
was not around to take us out to it,
Miss Dwan, having been there a num-
ber of times, felt reasonably certain that
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she could lacate it. We rented a car and

from Las Vegas at about four
n the afterncon, heading north-
on the f!'rn‘\&'r!}'.

Driving out of Las Vegas into the
arid and empty Nevada landscape is a
fairly memorable experience in itself.
After the preposterous air-conditioned
hotel lobbies, with their twenty-four-
hour gambling tables and housewife-
mesmerizing slot machines, the seared
desert valleys and eroded hills looked
equally unreal, and nearly as hostile to
life. The military installations and nu-
clear-test sites, which show up on the
road map as “Danger Zones,” are for
the most part invisible to freeway traf-
fic; we saw jet fighters flash down
over a rust-colored mountain range as
they headed for Nellis Air Force Base,
cight miles north of Vegas, but we
could not see the huge base itself.
Roughly eighty-seven per cent of Ne-
vada is government-owned land, and
one has the impression, from the radar
and other electronic sentinels on the
hilltops, that the owner is watching.
“Walter De Maria and Michael really
dig this place—no pun intended,” Miss
Dwan told me. “They feel it sums up
where we really are now in this coun-
try—all the materialism and vulgarity
of Vegas, and the death industries out-
side. It’s a kind of instant America—
instant marriage and divorce, instant
winning and losing, instant life and
death. The boys cut their hair before
they come out here, because the local
police are tough on hippies, but they
like the frontier mentality, and they’re
very much into the whole gambling
thing. The title of Michael’s piece,
Double Negative, really refers in part
to the double zero on the roulette
wheel.”

Approximately thirty miles
north of Vegas, we left the free-
way and drove east, in the direc-
tion of an immense plateau that
Heizer calls Virgin River Mesa.

A filling-station attendant told

us how to get up on top of this emi-
nence, and added a warning about go-
ing there on such a blistering day—the
temperature, which had been a hun-
dred and five degrees when we left
Vegas an hour before, showed no signs
of relenting. As we approached the
mesa, the blacktop road changed to
dirt. Suddenly it became quite steep.
The rented car churned and skidded
through soft sand that had drifted over
the track in places, and I became acute-
ly aware of the sharp drop at the outer
edge of each hairpin turn, Just as the
road seemed about to disappear com-
pletely, we lurched over a ridge and
were on top of the mesa, which was

. 'l

=

just as flat as it had looked from a dis-
tance. T'win car tracks led across to the
other side, where Double Negative was
situated. “We've done it!” Miss Dwan
said, prematurely.

The next hour and a half were spent
searching up and down the mesa’s far
side. Double Negative had turned out
not to be where Miss Dwan thought it
was. The mesa extends for miles and
miles, and is cut into at frequent in-
tervals by narrow canyons, cach of
which looked as though it might be the
site of Heizer’s dig. Miss Dwan, a tall,
chic woman dressed in dark-blue slacks
and a Western-style shirt, reconnoitred
every one. The temperature remained
above a hundred; the car shuddered
on the verge of boiling over. Just after
seven, with the sun approaching the
horizon, we finally found it.

Two enormous rectangular cuts,
cach thirty feet wide and fifty feet from
top to bottom, had been dug out on
opposite sides of a narrow canyon as
neatly and precisely as though some-
one had sliced into the mesa with a gi-
gantic cake cutter, Following Miss
Dwan’s lead, I started to descend the
sharply sloping back wall of one cut,
trying to decide en route whether a cau-
tious sidestep or a sit-down slide was less
likely to result in a sprained ankle, and
ended up in a dead run that took me to
about the middle of the cut. I looked
up. Some erosion had taken place in the
year and a half since the piece was fin-
ished, and the vertical side walls showed
striations and indentations near the top
which, when viewed from fifty feet
down, suggested the stone carvings of
a medieval church. The color was a
warm ochre with yellowish streaks,

verging to dull reds and greens
in places where the minerals had
leached out. Heizer had said
that he didn’t know how rapid-
ly the work would erode but
that he hoped it would last a
hundred years. It had already
acquired graffiti: peace symbols,
a fashionable four-letter word, and
the name “Willie Weed” had been
scratched into the wall, and there was
also a surprisingly realistic drawing of
a shark. We walked to the front edge
of the cut and looked down into the
valley. The two hundred and forty
thousand tons of earth and rock that
Heizer’s bulldozer had pushed over the
edge were barely noticeable; the debris
blended into the ochre of the canyon’s
walls—a minor landslide in a vast un-
inhabitable landscape.

We climbed back up the wall, drove
the car around to the other side of the
canyon, and clambered down into the
other cut. It was exactly the same as
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the first, only longer from front to
back. Willie Weed had been here, too,
and he or someone else had left a beer
can. Miss Dwan sat down on the
ground and looked up, getting the sky
and the setting sun into her perspective.
A small lizard watched, unblinking,
while T emptied the dirt from my shoes.
“My personal associations with dirt are
very real,” Heizer had said once in an
interview. “I really like it; I really like
to lic in the dirt.”

Every time she saw Double Nega-
tive, Miss Dwan said, it took her by
surprise. “It’s so much bigger than I
remembered,” she added. I thought it
seemed smaller than I had anticipated.
Seen in relation to the long mesa, with
its wind-carved sandstone ridges and
turrets and ravines dropping sharply
down to the green valley below, Dou-
ble Negative looked distinctly man-
made, and somehow less majestic than
the blown-up photographs of it that I
had seen. Heizer, I remembered, had
said that he really didn’t think about his
works in terms of size, because they
were not that big—“just big enough to
give the idea,” he said. The experience
of being inside Double Negative was
certainly different from the experience
of looking at a landscape by Claude or
Turner, but whether it could qualify
as a religious experience, or as a quan-
tum leap beyond style, I must leave
to the judgment of more physically
robust critics than I. Heat and thirst
had dulled my perceptions; I was
thinking of the trip back.

The little lizard disappeared behind
a rock. He seemed to be very much at
home in this work of art. It was nearly
eight o’clock. According to Heizer, one
should really spend twenty-four hours
experiencing Double Negative, so as to
see it in all the changing conditions of
light, T am sure that all the physically
robust critics do this. Miss Dwan and
I started back just as the sun was dis-
appearing behind the
managed to make it down the dirt track
on the other side of the mesa before

dark.

horizon, and

HE next day, we started earlier,

leaving Las Vegas at about two
o’clock in the afternoon—the car radio
gave the temperature as a hundred
and eight degrees—and again heading
northeast on the freeway., Walter De
Maria had drawn a rough map show-
ing how to get to his untitled piece.
“Walter is a very mysterious person,”
Miss Dwan said as we left the free-
way and started to follow a dirt road
leading straight back into the desert
hills. Several other people had told me
the same thing, although when I talked

.
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with him in New York a month before
he had impressed me as the most articu-
late of all the earth artists T had met.
Somewhat older than Heizer . 1
thirty-six; Heizer is twenty-seven——he
was born just outside Berkeley, Cali-
fornia. His grandparents had come
from northern Italy about the turn of
the century. De Maria grew up in and
around San Francisco, and graduated
from the University of California at
Berkeley with a B.A. in history, and
then went on to do graduate work
there in fine arts. “As soon as 1 grad-
uated—in 1959—I \lup]wl |w.|inlm§_",
because T realized that what we had
been taught was basically a closed-end
system,” he told me. “At Berkeley,
they started you with plaster casts, then
went right to Cézanne—breaking up
the casts into facets. Then to Picas-
so—breaking them up a little more and
getting wilder. Then on to Hans Hof-
mann, who taught there at one time.
Everything kept getting a little looser
and more broken up, but you still kept
essentially to some kind of a balanced
picture, with a little green here, a little
red there, and so forth. And at the end
they brought you right up to de Koon-
ing, which at that time was being yp to
date. Having gone through all those
stages, you were considered a bona-fide
painter, and you could go out and be-
come an art teacher, too. The system
was just doomed. 1 was so disgusted
that I quit painting and started making
little boxes.”

De Maria also moved to New York,
where he saw a lot of his friend La
Monte Young, a fellow-Californian
and a musician, who had been power-
fully influenced by the composer John
Cage. De Maria lived in a very small
loft on the Bowery with a San Fran-
cisco girl he had married, and during
their first New York winter, 1960-
61, he made a total of thirteen ply-
wood boxes in various shapes and sizes.
Robert Scull, who likes to find young
artists before they find themselves, ad-
mired De Maria’s work and, in 1965,
commissioned him to remake several of
his plywood picces in stainless steel.
One of these was a narrow, seven-foot-
high cage constructed of inch-thick rods
and entitled Cage, which Scull had ad-
mired in an earlier version in woed,
when it was called Statue of John Cage.
Another, somewhat more enigmatic,
was a series of High Energy Bars—
stainless-steel ingots fourteen inches
long and one and a half inches square,
cach inscribed with the words “High
Energy Bar” and accompanied by a
certificate affirming that it was indeed
a high-energy bar. The steel version of
the Cage statue impressed a number of
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critics as one of the best pieces in the
1966 “Primary Structures” exhibition
at the Jewish Museum in New York,
the first comprehensive showing of the
stripped-down, non-relational, highly
impersonal objects that became known
as Minimal art. De Maria has con-
tinued to make sculptures, although
earthworks now claim the major part
of his interest. In 1969, he exhibited at
the Dwan Gallery five rather dan-
gerous-looking Spike Beds—rectangu-
lar platforms bristling with stainless-
steel spikes honed to the sharpness of
barracuda teeth; visitors were asked to
sign a release absolving the artist and
the gallery of responsibility in the event
of spectator impalement. De Maria said
that the five-part picce, which was re-
cently purchased by the Kuntsmuseum,
in Basel, “summarized some of my
ideas about New York at the time.”
Theoretically, at least, De Maria’s
involvement with earth art goes back
to 1962, when he made drawings for
what he called Walls in the Desert.
What he envisioned then were two
pm':t”ci cement walls, at least fourteen
feet high and eight feet apart, running
in a straight line for one mile. “As you
walk between them,” he explained,
“you can look up and see the sky; as
you continue to walk, and get near the
halfway point, the perspective will ap-
pear to close, and then as you come
near the end it will open up. The walls
will be constructed so that when you
come out you’ll be able to see for an
enormous distance, and you’ll really
feel what space is.” His first earth-
work, in 1968, was a kind of sketch
for Walls in the Desert—two parallel
lines, half a mile long and twelve feet
apart, put down with a chalk
marker in the Mojave Desert.
They ‘
month. That year, while Hei-
zer was busy with his Nevada
Depressions, De Maria had a
show at Heiner Friedrich’s gal-
lery in Munich, which consisted of fill-
ing the gallery’s three rooms with six-
teen hundred cubic feet of earth—a
wall-to-wall dirt carpet three feet decp.
From Munich, bankrolled by the end-
lessly agreeable Herr Friedrich, he went
down to the Sahara, hired a bulldozer
and crew, and dug a mile-long twelve-
foot-wide line, running from north to
south, which was to be the first install-
ment of a Three Continent Project.
The two other parts were to be a one-
mile square, cut somewhere in the
western United States, and another one-
mile line, this one running east to west,
in India; when completed, the three
works would be photographed from the
air and the photographs superimposed

blew away within a

to show a cross within a square. Unfor-
tunately, De Maria and his crew were
unable to photograph the first cut. Lo-
cal authorities in the tiny Algerian vil-
lage where they were staying became
suspicious of their activities and insisted
that they leave the country immediate-
Iy. By now, the original bulldozed line
has undoubtedly eroded to some extent,
but De Maria plans to go back and
recut it. He will do the two other
parts when time and funds become
available.

Although photographs would seem
to play a key role in the Three Con-
tinent Project, De Maria took a firm
stand in 1969 against any photographic
reproduction of his land work. His re-
fusal to let his recent earthworks be
photographed has not helped his repu-
tation, and he is a little resentful about
that. “I felt that I had to go back to-
ward direct personal experience, no
matter what the difficulties were,” he
told me. “Maybe only twenty or thirty
people would see my work in a year,
but that was better than a lot of people
partially seeing it through photo-
graphs.” De Maria did not even want
people to know ahead of time what his
major land work to date (the one that
Miss Dwan and T were searching out)
looked like. In New York, he had de-
scribed it to me as three miles of lines
cut in the Nevada desert by a bull-
dozer “in a certain configuration,” and
he had added that “basically, the piece
is experienced by walking.” As Miss
Dwan and I drove along the dirt road
into the Tule Valley, throwing up a
long cloud of dust and subjecting the
rented car’s tires and front axle to se-
vere abuse, she further explained that

one was supposed to walk the
@ piece alone, solitude being an
o essential aspect of the experi-
ence. “It’s a kind of ritual,”
she said. Another important
e clement was time. “It really
takes all day to see my picce,
counting the time spent getting there
and back,” De Maria had told me.
“You’re involved with it for ten hours
or so, There’s no other kind of sculp-
ture that demands that of you—if you
come into an art gallery you may spend
one minute, two minutes, five minutes
looking at a David Smith or a Brancusi,
Rarely more than five minutes. But
with an earthwork you’re really in the
piece, you're in time, and your whole
personality cuts through it in a much
larger way.”

About an hour and fifteen minutes
after we left the freeway, it became
evident that we were on the wrong
road, The landmarks on De Maria's
map were not materializing, We went
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back about ten miles, found a turn we
had missed, and continued on in hope-
ful silence. But half an hour later, hav-
ing followed this road to an abandoned
mining site that did not appear on De
Maria’s map, we realized that error
had again crept in, The evening drew
on apace. We doubled back and, after
a period of eagle-eyed reconnaissance,
managed to locate one of De Maria’s
landmarks. We turned there, drove
one mile, as instructed, parked, and set
off on foot, taking pains to skirt the
juniper and the low-growing cacti, be-
cause De Maria had said they might
harbor snakes or scorpions, Twenty
minutes later, Miss Dwan said we
must have missed the earthwork some-
how. We retraced our steps to the car,
drove it a little farther along, and
then struck off again into the purple
sage. The two desert hikes were not
without their compensations. The wide,
level valley, ringed with jagged moun-
tains, some of which were still snow-
capped; the desert flowers; the pun-
gent smell of juniper carried by the
light breeze; the hot disc of the sun
sinking luridly toward the horizon—
all this was admittedly something that
T had not previously experienced in an
art gallery or a museum, although I
did get a few brief, semi-hallucinated
associations with old John Wayne

| movies. In the end, having spent a

little more than ten hours looking for

lit, we never did find Walter De

Maria’s earthwork.

Driving back to Las Vegas that eve-
ning, Miss Dwan mentioned that De
Maria was deeply interested in the idea
of invisibility. T'wo of his earth pieces—

| the 1968 parallel lines in white chalk,
4] and a more recent chalk cross, also in
|| Nevada, whose longitudinal axis was a
| thousand feet Jong—had both disap-

peared within weeks, she said. At the

Cordier & Ekstrom Gallery in 1966,

| De Maria had shown a Large Land-

scape made up of six of his “invisible
drawings”—framed sheets of blank pa-

|| per on each of which was inscribed, in

the exact center, a faintly pencilled

Il word: “TREES,” “SK¥,” “RIVER,”
|| “FIELD,” “MOUNTAILN,” “SUN.” “In-

visibility may be the main common de-
nominator in art,” De Marna had told

& | me. “After all, science says that all

matter is composed of invisible par-
ticles—electrons, that is.” De Maria’s
projected work for the 1972 Olympics

i]in  Munich—the three-hundred-and-
| ninety-foot shaft in the mountain-—

would have been about ninety per cent
invisible, He felt that the concrete-lined
shaft, surmounted by a raised solid-
bronze disc, twenty-one feet in di-
ameter, on which people could stand,
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would serve to “activate” the moun-
tain iwself as a piece of sculpture. The
mountain was an artificial construct,
made of rubble from the wartime
bombings; by turning it into sculpture,
the artist hoped to make a statement
about the earth, cities, wars, nations,
and (one guessed) athletic contests.
Unfortunately, the Olympic officials
decided against the project. Although
it had received the support of the
Games’ architectural committee and
had become front-page news in several
German newspapers, the officials even-
tually decided to commission a more
visible work by a German artist.

R()BF.R']‘ SMITHSON was born in Pas-
saic, New Jersey, in 1938. He
spent most of his childhood in Ruther-
ford; his pediatrician was William
Carlos Williams. Smithson is, In a
sense, the theoretician of the earth-art
movement, but his published articles
have not always pleased the other earth-
workers, and a certain degree of bad
feeling exists between Smithson and
Woalter De Maria. Neither artist cares
for the other’s work, and neither hesi-
tates to say So.

As a boy, Smithson had a private
museum in the basement of his house,
where he kept collections of rocks
and shells. “I was always on the look-
out for fossils,” he said when I in-
terviewed him in New York last spring.
“It was a sort of private world that
kept me going. At that time, I was
interested in becoming a zoologist
or a naturalist, but gradually T dis-
covered that my interest was more
aesthetic than scientific. When I was
fifteen, I decided to be an artist.” While
he was still in high school, he started
taking classes at the Art Students
League, in New York. After gradua-
tion and six months in the Army, plus
another six months spent hitchhiking
around the country, he found a cheap
room in New York, got to know a
number of young artists, and worked
his way through some of the leading
influences of the late fifties and early
sixties—de Kooning, Dubuffet, Pol-
lock, Rauschenberg. This took about
three years. By 1964, he had made his
way out of painting and into three-
dimensional plastic constructions. Smith-
son had his first one-man sculpture
show at the Dwan Gallery in 1966,
and he was prominently represented in
the “Primary Structures” show that
year at the Jewish Museum. But Mini-
mal abstraction turned out to be only
another transitional stage. “‘Abstrac-
tion, in a funny way, seems to take you
very far away from any kind of natural
problem, and I’ve always been drawn

ey
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1f we didnt believe there
were enough people
to appreciate the difference

then we wouldnt have
covered the walls

of our El Padrino Room
with suede.

And we probably wouldn't have gone to the expense of designing our
own estate-like entrance to the Hotel. A private cobblestone street — with
gas lamps, wrought iron gates and a glass domed porte cochere —

away from the traffic.

But we think there are certain people, lots of them perhaps, who
appreciate the subtle touches — the special amenities— so we have just built
a very special addition to our hotel to accommodate those certain people.

Eight stories of rooms and suites, each floor with a different
international decor. Four floors of luxury penthouses and the only two-level
townehouse suites in America. And all of our rooms have floor-to-ceiling
bay windows with wrought iron grilles and balconies.

In all our suites you'll find two separate bathrooms— done in marble.
(Bidets in selected suites.) Our double rooms have 1% bathrooms. The
water closets are enclosed. And if the phone rings
while you're in the bathroom, you can answer it
right there. We'll even shine your shoes. Merely
leave them outside your door in the hall before
you retire.

And where the Beverly Wilshire's subtle
amenities leave off — we offer everything else you =
have naturally come to expect from a fine hotel. Three restaurants,
sidewalk cafe and the Zindabad Pub. Rooftop swimming pool and cabanas.
Sauna baths, a mini gym. A ballroom with a 1,000 capacity, nine separate
meeting and party rooms. And, of course, suede on our El Padrino
room walls. All this, situated steps away from the finest shops and boutiques
of Beverly Hills.

So we've built a hotel. We believe an extraordinary hotel. In the
doing we've done quite a bit of self-indulging. And when we indulge our-
selves.. . it has to mean something for you.

*El Padring Roons: new bar-rotisserse and cocktai lounge.
Beverly Wilshire

An extraordinary hotel @ begins a new tradition in Los Angeles.

9500 Wilshire Blvd., Beverly Hills, Calif. 90212
For Reservations Call: 800-AE8-5000 or
in Los Angeles 275-4282. LT

Single rooms /’m:m $28
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It may be a short month, but there's
no dearth of unusual attractions at
New York's sports and entertain
ment center. Let us clue you in on
a few highlights,

For pet-lovers, make note right now
of two great events; the Empire Cat
Show at the Felt Forum this week
end (the 5th and 6th), and the 96th
Annual Westminister Kennel Club
Dog Show in the Garden on the 14th
and 15th. See the world’s top felines
and canines—and be sure to bring
the youngsters.

Are antiques your bag? The National
Antiques Show is in the Rotunda for
9 days and nights beginning Satur
day, the 19th with a truly fascinating
display you won't want to miss. Bar-
gains galore.

And of course a tremendous line-up
of varied sporting events including
the long-awaited heavyweight match
between the former world champion
Floyd Patterson and tough Oscar
“Ringo”’ Bonavena, the Bull of the
Argentine, on Friday the 11th.

It's a big basketball month with the
return of the Harlem Globetrotters
on the 20th and 21st (afts.); six at-
tractive collegiate doubleheaders on
the 3rd, S5th, 10th, 12th, 19th, and
24th (check newspapers for the pair-
ings); plus eight remaining Knicks
games against tough league compe-
tition (see schedule below).

Rounding out the sports line-up, we
have Roller Derby thrills on the 13th
and 27th (afts.); two big track and
field meets—the U.S. Olympic Invita-
tional on the 18th and the A.A.U.
meet on the 25th; and six more
chances to cheer the Rangers (also
see below).

And for r. and r. addicts, Volume 8
of the Rock and Roll Spectacular
brings you such all-time favorites as
Fats Domino, Bo Diddley, Chubby
Checker and a stageful of others this
Friday, the 4th.

Now, about those Knicks and Rangers
dates for the balance of the month—

KNICKS RANGERS
5—Philadelphia 6—Toronto (aft.)
8—Los Angeles 9—Chicago

12—Cleveland 13—Los Angeles
16—Houston 20—Detroit
19—Buffalo 23—Philadelphia
22—Portland 27—St. Louis
26—Baltimore

29—Los Angeles

madison square garden

Pennsylvania Plaza, Tth Ave 31t to 33rd Sts
FOR TICKET INFORMATION CALL (212) 564-4400

to natural problems,” he told me.
“There are maybe a hundred different
ways of looking at nature, but abstrac-
tion is a kind of renunciation of all
that,”

Smithson dropped out of the New
York art scene for a while in the sixties
aind did a lot of reading and Il1f1)kir1|.';.
He was not at all happy, he with
the whole art-gallery “the busi-
one white
felt, along
that paint-
pretty  well
hitnself

\;Illl,
SCTUp
from
inother”—and he
ud De Maria,
ing and sculpture were
)v!r\ d out, He
thinking a lot

ness of things going
room 1o

with Heizes

found
ihout the growth
of crystalline strauctures and other
natural forms, and about the s
with

directly, instead of at

sthility of working nature
some  sort
Our of that think=
g, in part, came the first of his three-
dimensional  “non-sites.” A typical

Smithson non-site consists of

of acsthetic remove,

a -‘-«:’l'liun
of a topographical map cut out and
mounted on the wall, in front of which
stand two or three bins con-
uiuinw natural particles—stones, earth,
, and such—taken from the ac-
tual area shown on the map. The non-
sites are for Smithson a kind of “per-
sonal archeology.” A number of them
have been bought by collectors and mu-
seums. Smithson sees a somewhat ironic
parallel between this activity and the
Apollo missions to the moon, “The
shots like very expensive
non-sites,” “Going all that way
to bring back some particles from up
there. The whaole idea of gathering
together remnants and then trying to
make sense of them—that’s what I find
i“ri'l =X
Although art
marily a mental activity, he has no real
interest in curmpuu] art, which exists
solely in the realm of “A lot of
the so-called conceptual art is nothing
but atrophy,” he told me, “I think
we’re just discovering the multiplicity
of nature’s ways.” Smithson, however,
is far from being a nature freak, and
he tends to be a trifle scornful of the
recent wave of environmental con-
cern. “The ecology thing has a kind of
religious, ethical undertone to it,” he
said. “It’s like the official religion now,
but I think a lot of it is based on a
kind of late-nineteenth-century, puri=
tanical view of nature. In the puritan
ethic, there’s a tendency to put man
outside nature, so that whatever he
fundamentally  unnatural.
There’s this dualism lurking around
the subject—this Teddy Roosevelt,
John Muir, return-to-the-wilderness
idea. To me, nature has three different
aspects: there’s wilderness; there’s the

steel

gr |\l

moon are

he says.

esting.

for Smithson is pri-

f ideas.

does is

country, where man has bems M
then there’s the urban area. It's like a
crystal growth; the urban area is no
more unnatural than  Yellowstone
Park. A lot of people have the senti-
mental idea that nature is all good;
they forget about the earthquakes and
typhoons and things like that. Not that
I'm opposed to the ecology move-
ment—far from it. One of the things
that interests me most, in fact, is the
idea of using abandoned quarries, old
strip mines, and such places as sites for
carth art. These ruined landscapes
could be recycled, too, and given
over to a different type of cultiva=
tion,”
Early in 1969, Smithson read
a hook called “Vanishing Trails
of Atacama,” which described the
strangely colorful process of mineraliza-
tion in isolated bodies of water. He
subsequemtly called a ranger in Utah,
and found that at the northern end of
the Great Salt Lake extremely heavy
concentrations of salt and other min-
erals promoted a growth of algae that
made the water red—“the color of
tomato soup,” the ranger said. Smith-
san went out to Utah and spent a cou-
ple of months scouting the area. Then,
with financial support from the Dwan
Gallery here and the Ace Gallery, in
Los Angeles, he took a twenty-year
lease on ten acres of lakefront land,
hired a contractor, and in April, 1970,
started work on the Spiral Jetty,

At the Dwan Gallery, I had seen
Smithson’s thirty-five-minute color flm
of his jetty. The film interspersed shots
of maps, charts, and prehistoric bones
with scenes of Smithson staking out the
design with string in the shallow red-
dish water; trucks backing cautiously
to the edge of the steadily lengthening
spiral form to dump their loads of rock
and dirt; white salt crystals forming
on the rocks; and a final, spectacular
view from a helicopter of Smithson
running the length of the completed
jetty—from its terminus on shore to
the central point of the curling spiral,
sixty yards out in the lake, The film had
excited considerable interest in New
York and in Europe, and, partly be-
cause of it, the Spiral Jetty had become
the most widely reproduced example of
contemporary earthworks.

In order to confront the Spiral Jet-
ty, Miss Dwan and I flew from Las
Vegas to Salt Lake City, rented anoth-
er car, and drove about ninety miles
north, to Brigham City. Smithson, who
was in Holland at the time, creating a
new carthwork in a sand quarry (he
had intended to do it in a peat bog,
but that idea fell through), had sug-
gested that we stop in at the Golden
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Spike Motel in Brigham City, where
he and his wife, the artist Nancy Holt,
had stayed while they were working on
the jetty; the manager there, Lafe
Jensen, he said, could give us precise
directions to the site. We had a terrible
time finding the Golden Spike Motel,
a poor omen, and
finally did find it Mr. Jen-
sen offered directions so detailed and
so thick with homely rural landmarks
that our spirits sank. He also men-
tioned that we might find the jetty un-
der water,

which seemed rather
when we

because the lake was unusu-
ally high at the moment. Mr.
had not been out there since the previ-
ous fall, he said, but he was hoping to
take his wife out again some Sunday
for a picnic. As far as he knew, nobody
clse had been there recently, except for
a group of newspapermen from out of

Jensen

state.

Thirty miles beyond Brigham City,
just past the Golden Spike National His-
toric Site, where the first transcontinen-
tal railroad was linked together in 1869
(two antique locomotives and a memo-
rial plinth mark the spot), we took a
dirt road that led across rolling acres of
rich farmland, but from that point on
none of Mr. Jensen’s local landmarks
were in evidence. However, the land-
scape looked vaguely familiar to Miss
Dwan (she had been there twice be-
fore, but each time someone else had
been driving), so we held our course
for another eight miles, in the general
direction of the lake. We got down to
the water at about five in the after-
noon, and great was our relief to find,
as prophesied by the seer of the Golden
Spike, a ramshackle wooden jetty with
some oil-drilling rigs on it. About half
a mile down the shoreline, we could
just make out Smithson’s Spiral Jetty,
and we covered the remaining distance
on f”(?[

Lafe Jensen had been right about
the high water, because most of the
Spiral Jetty was submerged. Only the
big boulders at the edges of the cause-
way were above water, and when I
took off my shoes and tried to wade
out I sank to my knees in mud. A whit-
ish salt crust formed on my ankles as
the water evaporated. The water was
rust-colored, warm, and smooth as
glass. I remembered Smithson’s saying
that there were three different ways of

seeing the jetty—walking on it, from [,

a hill on the shoreline, and from a heli-
copter. “I like to think the piece has a
multiplicity of scale,” he said. The ac-
tion of salt-crystal formation also
changed the look of the work, he went
on. In the late summer, as the water in
the lake evaporated, heavy concentra-
tions of salt made a whitish sludge all
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along the edges of the spiral, with vel-|
low streaks where the sulphur content
showed through. The water became

much redder then, he said—more like
tomato soup. In the winter, the lake
rose and the salt crystals dissolved. The
Spiral Jetty was thus an organic work
of art, responding like a tree or a plant
to the changing seasons,

Unable to walk out on the jetty and
lacking a helicopter, T climbed the hill
behind the beach., The shape of the
j«'ll\' was very clear from up there,
Just as Smithson had said, and the scale
was altogether different. Set down in
that flat immensity of water bounded You probably know someone who lives at John's Island.
by hazy, towering mountains, it looked I : 3
Siecie And| perriie. phwnoiy Either on a personal basis or by reputation.
made yet unaccountably believable as
a natural object. (The spiral itself, Th;_]['s l()hn's lSl;]nd,
as Smithson had pointed out, is one
of nature’s basic forms.) There was
something  decidedly  pleasing  about
Smithson’s stone-and-carth spiral down Write Roy D. Chapin I, President,
there, curling so gracefully upon itself

. |
in the placid, reddish water. The dia- thnS ISI(md

Ic gue . iwy[\.\ een :LVh\‘tl“.i.(rinn :ll!(l. nature . 5 john‘s Island Drive, Vero Beach, Fla. 32960,
that Smithson often mentions in con-
nection with his work seemed to be HII'SM Privacy, Championship Dye-Nicklaus Eighteen, Golf Cottages,

going on very agreeably, in a modest \TOceanfmnl Condominiums, Private Residences, Club House, Beach &

4 3 ennis Club, South Village Condominiums, 2%z miles of Ocean Beach.
and nonassertive way, and the problem

of art L‘tllﬂpcting with! natute didvnoet This offering is not available to residents of states where prohibited by law.
arise. Later on in the summer, when I
was back in New York, I got a post-
card from Smithson, in Utah, saying
that the water in the lake had receded
and that the jetty was surfacing nicely.
“Half of the tail is completely covered
with salt crystals,” he wrote. “The
rest 1s like an archipelago of white is-

lands. I have never seen the water so

red.”

“YHRISTO JAVACHEFF does not con-

A sider himself an earth artist. Al- ]
though the focus of his extraordinary h) \ L’y)( 4 [
}H'Uj(,‘[t\ has broadened in recent years 'Y resent
to include rural as well as urban areas, ; v
these projects tend to be in the nature
of “events” rather than stationary
works of art—to involve varying num-
bers of people in a common enterprise
that exists for a brief time and then dis-
solves, leaving only photographs and
controversies in its wake. Christo (he
uses only his first name ) is a Bulgarian-
born artst of thirty-six, who escaped to
Vienna from Prague at the time of the
]’!mrlglu'i:m ¥ revolt, made hi;\ w;n}' to 7/]((1/! yponer ya/(.’)t/t')u?- I(:’Z'IA :
Paris in 1958, and came to New York, tZ
where he lives now, in 1964. He es- ({({/(HU{(‘AIH'}I drceceleol (‘fﬂ/.ﬁ“ At
tablished his reputation, in the early i
sixties, as a wrapper, rather than as a ;(_/}'((111(:}1(//irrll’/'/r-(‘é (nr‘ /IJ/) 975.
maker, of art works, He began by 2
wrapping bottles, furniture, and other TIFF&VY& CO
familiar items in rough canvas or poly- Al .

ethylene and tying off the bundles with NEW YORK ATLANTA-CHICAGO:HOUSTON:SAN FRANCISCO-BEVERLY H
L Designed by Donald Claflin. ©T. & Co., 1972. Please add soles fax where opplica

yards of heavy twine—a process that
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struck some admirers as a wry Sur-
realist commentary on the modern pre-
occupation with packaging in indus-
trialized societies. Since then, he has
gone on to wrap motorcycles, trees,
nude women, museum buildings, and,
in 1969, a million square feet of rocky
coastline near Sydney, Australia—sure-
ly one of the more ambitious art works
of the nineteen-sixties, Although the
emphasis on spectacle in Christo’s work
has barred him from consideration as
a true earthworker, it would have been
unthinkable for me to con-

clude my earth-art tour

without a visit to Rifle,

(‘.ul:ll‘,llilv Whrl'l,‘ he was
m;lking preparations  just

then to hang an orange ny-

lon curtain across a twelve-
hundred-foot-wide canyon

in the Grand Hogback area of the
Rocky Mountains.

The Valley Curtain project had
been initiated more than a year be-
fore—in March, 1970—and I had
been following its progress with in-
terest and awe. Not the least of
Christo’s talents is his ability to raise
money for his bizarre undertakings.
Thc wrapped coastline in Australia
had cost about eighty thousand dollars,
most of which Christo and his wife,
_Iuanuc—Claudc—n Parisian girl whose
financial, promotional, and administra-
tive genius just might make her the
ideal person to reorganize Lockheed—
had raised from various private sources
in Europe and the United States. Val-
ley Curtain was going to cost a good
deal more than that. The initial esti-
mate by Lev Zetlin Associates, the en-
gineering firm engaged by Christo to
make the structural-feasibility studies,
came to two hundred and fifty-nine
thousand was subse-
quently revised upward to four hundred
thousand. By early June, 1971, Chris-
to and Jeanne-Claude had raised three
hundred and seventy thousand of that,
most of it from European collectors,
dealers, and museums. They felt con-
fident that they would bring in the
rest by the time the curtain itself was
raised, in late July—it was to stay in
place fnr three months—and they were
rather proud that not one penny had
come as a donation; the backers were
all being paid off with individual art
works by Christo.

In order to finance the project,
Christo had incorporated himself. He
was the sole stockholder of something
called the Valley Curtain Corporation,
Christo gave the corporation all his
drawings, models, and photomontages
relating to the Valley Curtain, together
with a number of unsold Christos

dollars, which

s

WE:!Q‘?’H

(wrappings, mostly ) that dated backm
1958. All the money generated by the
sale of these things would be spent on
the Valley Curtain project, so that
when the corporation closed its books
and dissolved itself, in December, 1971,
the final audit would show no profits,
and, accordingly, there would be no
federal tax. Scott Hodes, a Chicago
lawyer who worked out the legal de-
tails of the corporation, told me that
Jeanne-Claude had been absolutely in-
valuable to the project. “She runs the
books, and she sees to it that
everything gets done and
that the materials get sent
where they ought to be at
the right time,” he said.
“She’s an amazing wom-
an.” Hodes, who collects
modern art and owns three
small Christos (two sketches of the
Valley Curtain project and a copy of
the 1966 annual report of the Chrys-
ler Corporation wrapped in canvas and
stout twine ), had been highly enthusi-
astic about the Valley Curtain from
the beginning. Oddly, so had many of
the citizens of Rifle, a town of some
two thousand inhabitants not previous-
ly known for its devotion to modern
art. The local Chamber of Commerce
likes to describe Rifle as the Oil-Shale
Capital of the World, but the only
local oil-shale plant—an experimental
one run by the federal Bureau of
Mines—closed down three years ago,
throwing a number of Riflians out of
work. The town, in fact, has been in
something of an economic depression
for several years. Although a Union
Carbide vanadium refinery just outside
town provides a number of jobs, the
big-game hunting that is Rifle’s other
major industry has not been as good
as usual in recent years (some people
claim that Union Carbide’s smokes
and effluents have offended the elk,
bear, and mountain lions), and, to
compound the environmental irony,
what was described as the World’s
Largest Trout Fish Hatchery, estab-
lished by the Colorado State Game,
Fish, and Parks Department in Rifle
Creck, a few miles to the northeast,
had to be closed down indefinitely a
few years ago because it was polluting
the water downstream. And yet it was
not economic considerations alone that
caused so many of Rifle’s prominent
citizens to look with favor upon an en-
terprisc whose very oddity, it seemed,
might help to put Rifle on the map.
Rifle Gap, some seventy miles due
west of Aspen, is an exceptionally nar-
row valley, running between nearly
perpendicular sandstone cliffs. Christo
looked at a number of ather possible
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sites in Colorado, but none of them
could match Rifle Gap’s natural ad-
vantages, and so, in the spring of 1970,
he approached the landowners on ci-
ther side of the valley. One of them,
Lloyd Wilson, was an airline pilot
who happened to have seen Christo’s
wrapped coastline in Australia the year
before. He wanted, and got, six thou-
sand dallars for a nine-month lease on
his land. Mr. and Mprs. Stanley Kans-
gen, who owned the land on the west
side, were so startled at first by the
whole idea that for several weeks they
were afraid to mention Christo’s pM-
posal to anybody. When they finally
met the artist in person, though, he so
charmed them that they said he could
rent their land for four hundred dol-
lars. Christo promised to give Mrs.
Kansgen, who runs a small historical
museum of Western artifacts about
a mile from Rifle Gap, a good-sized
piece of the Valley Curtain to put on
display there when the project was
terminated,

Although Christo’s English is still a
little erratic, his obvious sincerity and
his  beautifully considerate manners
seem to have captivated nearly everyone
in Rifle, including those who thought
he must be off his rocker. In Denver,
however, two hundred miles away, op-
position to the Valley Curtain soon be-
gan to build up. The Colorado Open
Space Council, a recently formed con-
servation group, expressed grave anxie-
ty that the curtain’s shadow, falling
across the Gap for three months, would
adversely affect the animal, insect, and
plant life of the area, and that birds
might be injured by flying into it
Christo referred the ecological question
to Professor William Weber, the head
of the Biology Department of the Uni-
versity of Colorado, who assured them
that the curtain’s shadow would have
no effect whatever on the wildlife or
plant life (neither of which abounds in
the Gap), and he intimated that any
bird that could not manage to fly over
the curtain would have to be in pretty
bad shape to begin with. His arguments
apparently satisfied the environmen-
talists. The Open Space Council ex-
pressed its continued disapproval of
what it termed a “frivolous use of the
land” (since most of the project’s fi-
nancial backing seemed to have come
from Europe, Edward Connors, the
Council’s president, said, why were the
Europeans being “deprived of the op-
portunity of having such art in their
back yard?” ), but it agreed to take no
legal action against the project.

More serious problems were being
generated, however, by the Colorado
State Highway Department. State
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[ ghway 325 runs right through Rifle
yap, '€ ]mm, had designed an arch in
the fifty feet wide by twenty
ommodate passing
ghway Department

mted to make very sure that an
eight-thousand-pound curtain in a nar-

| T
|
"H 1ffic, but the
row valley where strong gusts of wind
could be expected was not going to fall
upon the vehicles of the “tl':-n'r”in:_l
public.” Before it would issue a permit
to proceed, therefore, the Department
demanded a thorough investigation of
the project hy an independent e ngineer-
ing consultant; it le demanded that
liability insurance of up to a million and
a half dollars be taken out, and that it
have access to the premises at all times,
o 'y
to remove the curtain.” The extra
insurance policy (the Valley Curtain
Corporation already had its own) was

in the event it becomes necess:

a major factor in the steadily mounting
costs, which Christo and Jeanne-
Claude were spending most of their
time trying to meet. They had also
engaged the Ken R. White Company,
of Denver, to make the independent
engineering study., The curtain was
originally scheduled to be raised on July
1st. When 1 flew down from Salt
Lake City on June 2lst, however,
work was still being held up by a series
of test borings into the sandstone cliffs
on either side of the valley, to make
sure they would support the weight of
the art.

The project director for Valley Cur-
tain was a forty-one-year-old Dutch-
man named Jan van der Marck, who
was also \'iL‘L'—p!‘L‘Sidx‘H[ of the VJ“L‘)
Curtain Corporation. (The president
and treasurer, naturally, was Jeanne-
Claude.) He seemed moderately cheer-
ful in spite of all the delays and difficul-
ties, which he told me about after din-
ner on the night of my arrival. Van der
Marck is full of enthusiasm for the work
of Christo and other vanguard artists.
As chief curator of the Walker Art
Center, in '\Iinm-;lpnli-: and, more re-
cently, as director of the Museum of
Contemporary Art in Chicago, he
gained a reputation in museum circles
fnl |1|1[tm’f on nfrhh original and, at
times, somewhat “controversial exhibi-
tions, the most spectacular of which in-
volved the wrapping of the Chicago
museum, inside and out, by Christo in
1969—an event that led one fellow
museum director to refer to van der
f\-l.n‘rk as another of those heathens

“who have defiled the sanctuary.”
Having resigned his museum position
early in 1970 (for sons that had
nothing to do with C in'mnj, he agreed
to work on the Valley Curtain project,
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him but because of his own helief that
certain art forms can no longer be con-
tained within museums. The Valley
Curtain and some of the more cele-
brated earthworks struck him, he said,
as “the primitive beginnings of a new
type of art,” with which, he felt, con-
temporary museums must Sooner or
later come to terms.

We talked for a while, van der
Marck and I, about Christo’s rather
curious position in the contemporary
art world. Christo has never been quite
accepted by the avant-garde establish-
ment in New York, as one
might gather from the fact
that the overwhelming majority
of the Valley Curtain’s spon-
sors were Europeans. Van der
Marck thought this was due in
part to cultural chauvinism.

Some of the critics still tend to look on
Christo as a European aesthete, he said,
whereas earth very American,
“Tt reflects the vast scale of the coun-
try, the back-to-the-earth sentiments
of the ecologists, and also a kind of
frontier romanticism that many Euro-
peans find so appealing,”

art is

van der
Marck said. He paused and then went
on, ‘“Maybe Christo is
enough, either. He never spits in your
eye, the way some of the carth artists
do. People seem to like that truculence
now; there is the new mystique of the
slap in the face. But Christo is always
courteous and helpful, so some think
he’s just a self-promoter. And yet, you
know, I have never heard him make
a snide or vicious remark about another
artist’s work, which is unusual, to say
the least. Few artists of my acquaint-
ance are as fair or objective about oth-
ers’ work as Christo 1.

I met Christo and his eleven-year-
old son, Cyril, at the Aspen airport the
following morning ( Jeanne-Claude
was in New York, too busy with finan-
cial and other matters to leave), and
the three of us drove over to Rifle that
afternoon with Charles Russell, a grad-
vate student from Cornell, who was
spending the summer helping out. It is
a spectacular drive, gradually descend-
ing the western slope of the Continental
Divide and running parallel to the Col-
orado River for many miles. Christo
was in fine spirits. He is a slim, rather
frail-looking man with shoulder-length
dark hair and a thin, intelligent face
that frequently breaks into an engaging
smile. He told us that his Aspen friends
had been horrified when they learned
he was going to hang the curtain in
Rifle. “In Aspen, they are very intel-
lectually conscious,” he said. “They
said that the people in Rifle were all
Nixonians and hardhats and cowboys,

not tough

and that they would probably kill me.
But, you sce, we have nothing but good
relations with the people there. They
are good people, very straight.”

I asked whether the idea of a curtain
was not something of a departure for
him, inasmuch as he had been principal-
ly known as a wrapper. Not at all, he
said. As far back as 1962, in Paris,
he had made an Iron Curtain out of
0il drums—two hundred and four oil
drums, piled to a height of fifteen
feet—which completely blocked the
Rue for three hours. “The

idea of closing off, of stopping
the circulation between two
places, has always interested
me,”  he In 1969, he
proposed the temporary closing
off of all cast-west highways
in the United States by means
of glass walls forty-eight feet high, but
so far this work has remained in the
conceptual stage.

Rifle has the dusty, hard-bitten look
of a good many Western towns. As we
drove through it, Christo pointed out
Mc’s Cafe, where he and van der
Marck had held several meetings with
the local citizenry during the past six
months. He also pointed out the Harris
Jewelry Store, whose owner, William
J. Tadus, was the mayor of Rifle and
a good friend of the Valley Curtain.
By the time he had singled out these
landmarks, we were out of town, head-
ing north on Highway 325 toward
Rifle Gap. The countryside, watered
by Rifle Creek, offered pleasant vistas
of green meadows being cropped by
well-put-together  horses and cows.
About seven miles north of town, the
valley narrowed abruptly: we were ap-
proaching the Gap. Just beyond its nar-
rowest point, we turned off to the right
and parked beside a large air com-
marked “Morrison-Knudsen,
Boise”—the name of the contracting
firm that was going to hang the cur-
tain. The engincering crew greeted
Christo with great warmth. Cyril, who
was going to be staying with Charles
Russell and his wife in Rifle for the
next few weeks, gave cach man a
brisk, European-style handshake and
asked about the swimming. The Mor-
rison-Knudsen people, it appeared, were
feeling somewhat frustrated, because
they were still being held up by the in-
dependent engineering survey. In fact,
several rock drillers were high up on
both cliffs at the moment, taking sam-
ples of rock at various levels. Wes Hof-
mann, the Morrison-Knudsen project
manager, said that the results so far
looked very promising, and that he
and his crew hoped to start installing
the cable anchors the next week. The
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110,060 pounds of cable—custom~
made for the project by the United
States Steel plant in Trenton—had ar-
rived a few days earlier at the railroad
siding in Rifle. The curtain itself, made
by the J. P. Stevens Company—two
hundred and fifty thousand square
feet of industrial nylon polyamide,
dyed bright orange to screen out the
sun’s infrared rays and prevent loss of
tensile strength—was not expected un-
til the end of the month. (At the
factory in Richwood, West Virginia,
where it was made, a foreman said it
was the biggest sewing job they had
ever attempted ; it had taken eight peo-
ple four weeks to sew the estimated six-
ty miles of scams.) I asked Hofmann
what he thought of the project, and he
said that it was somewhat similar to
stringing a high line over a dam, ex-
cept for the problem of wind load.
“The curtain isn’t heavy,” he said.
“It’s the force of the wind blowing on
it that you have to consider.” Hofmann
didn’t want to get into a discussion of
the aesthetics of the Valley Curtain,
but he did say that he found it “one
hell of a challenge.” Jack Webb, his
associate, said that they had had some
difficulty explaining to people passing
through Rifle Gap just what it was
they were doing. “Trouble is, after you
explain what it is, then you’re really in
deep water,” Webb said. “Now I've
got so I just tell ’em it’s to feed my
wife and kids.” The plan, he said, was
to string four main cables across the
Gap and anchor them securely. The
curtain would be furled around a slack
fifth cable, and when all was ready
this would be gradually tightened and

pulled up into position. The last step |

would be to fasten the curtain to the
four main cables and then unfurl it. In
a strong wind, the curtain would billow
out as much as thirty-five feet, and the
engineers had to allow for two and a
half million pounds of pull on the ca-
bles. Hofmann said that getting the
curtain up there was going to take a
lot of thinking.

Charles Russell suggested that we
climb up the western cliff—a sugges-
tion that young Cyril greeted with en-
thusiasm. We struggled up the near-
ly perpendicular ascent, slipping on
loose shale all the way, and at the top
held a brief shouted colloquy with the
drillers over the roar of their equip-
ment. The head driller showed Christo
a box full of long, sausage-shaped cores
he had drawn out of the cliff, and said
the rock was as good as any he had ever
seen. This pleased Christo, because the
question of the rock’s solidity was the
only remaining obstacle to the Highway
Department’s issuance of a permit. The
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driller said he expected to finish the test
borings the next day and get the results
through in a hurry. Sargis Sako Zafari-
an, the chief structural engineer of the
White Company, had already told van
der Marck that he hoped to see the
project approved. According to van der
Marck, Zafarian had said that while
he didn’t understand Christo’s curtain
from an artistic point of view, he
thought it interesting enough from an
engineering point of view to want to
see it go up. This was always the way
it was with engineers on his projects,
Christo explained. At the beginning,
they would be suspicious, but then they
would get into the spirit of things and
become very involved and enthusias-
tic—would become, in Christo’s mind,
“artist-engineers” collaborating in the
creative process.

On the way back to Rifle, we
stopped off at the Rifle Golf Club, a
mile or so down the road from the
Gap, to see Jimmy Ledonne, the man-
ager there. Ledonne had been one of
Christo’s staunchest supporters from the
beginning, speaking up for the Valley
Curtain at every opportunity and offer-
ing the use of the club restaurant and
bar to all Valley Curtain personnel.
(He was also enlarging the club park-
ing lot to accommodate sightseers.)
“Some of these old farmers around
here were pretty skeptical when they
first heard about the curtain,” Ledonne
said, “but I told ’em you’ve got to
be a little broadminded in this world.
Different people do different things.
Christo here knew what he wanted and
he had the money to do it with, so why
not let him go ahead?”

I was impressed by Ledonne’s readi-
ness to accept the curtain on its own
terms, without bothering about wheth-
er or not it was a work of art. This
struck me as a Western attitude, and
I found it reflected in my conversa-
tions with other local citizens that aft-
ernoon. Most people had apparently
assumed at first that the curtain was
going to have something painted on
it—a portrait or a design of some
kind—and the idea that it was just go-
ing to hang there was a little hard to
fit into Rifle’s conception of the fine
arts. But in the end nearly everyone
had been willing to take it on faith
that Christo, a famous artist from New
York, knew what he was doing, and
ought to be allowed to do it, as long as
it didn’t cost Rifle any money. “I
thought it was the greatest thing I'd
ever heard of,” Anthony C. Macchi-
one, who owns Mc’s Cafe, Mc’s Boat
and Camper Sales, a block of apart-
ments, and ahout seven hundred head
of cattle, said to me later that after-
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about being a Doncaster representative is
that I can buy my own Doncasters at
a substantial savings. So | never have to
worry about what to wear.

- y

“I'm totally pleased with myDoncaster
business. Because my customers are
my friends. | devote as many or as few
hours to Doncaster as [ want. My time is
my own. And | make all the money
I really want.

“My husband was a little concerned
at first, because no vice president wants
his wife to work.

“But when you're the president, what
can he say?

“You too can become a successful
Doncaster representative.

“If you'd like to consider it, and want
more information on Doncaster, or just
want to be invited to the next Doncaster
showing in your area, why not write my
partner?

“He's Mike Tanner, Vice President,
Doncaster, Dept 92, Rutherfordton, North
Carolina 28139.

“He'll be delighted to send you the facts”

doncaster

Rutherfordton, North Carolina

noon. “It sounded just fine to me. T
want people to be people. To me, the
important thing is that there’s a man in
this world who's thinking great things.
Christo’s putting up all his own mon-
ey—nhe’s not out here begging for cash.
And T think as long as that’s the case,
in any country a man ought to be able
to express his ideas.”

A few weeks earlier, in May, a
telephone poll by the manager of the
Rifle radio station had found a hun-
dred and twenty-seven people in favor
of the Valley Curtain and twenty-three
opposed to it. Jimm Seaney,
who runs Station KWSR
from the lobby of the Win-
chester Hotel (’]‘rchh‘ Roose-
velt once stayed there on a
hunting trip), took down the
name and address of each person he
called, and he claims that most of the
negative votes came from people in
other towns. As soon as he had finished
his poll, Seancy got together with the
mayor of Rifle and some of his fellow-
members of the Chamber of Commerce
and put through a conference call to the
governor’s office in Denver. Governor
John Love had rather carefully avoided
taking a position on the Valley Curtain
up to this time. He had been quoted as
saying that the project “doesn’t appeal
to me as a great work of art”—un-
doubtedly a prudent remark in a state
where newly hatched conservationists
are thicker and more active politically
than lovers of advanced art. According
to Seaney, though, the Governor took
their call right away and listened re-
spectfully to the results of the telephone
poll. “Why do you people want that
curtain, anyway?” Seaney remembers
his asking. “I told him that we were in
a depressed economic situation over
here, and that, if nothing else, Chris-
to’s curtain would bring an influx of
tourists and give us a shot in the arm,”
Seaney said. ““T'he Governor said, ‘I’ll
accept that.” He asked how the weath-
er was, and hung up, and the next
day he got thrown off a horse.” A
lot of people think that Seaney’s poll
was a big factor in the Highway
Department’s decision to give Christo
his permit, which came through on

July 12th.

TIME was going by, and T had to
get back to New York. Christo,
too, had to his case for
Houston, where the Houston Museum
of Fine Arts was opening a special ex-
hibition of documents, photographs,
drawings, and models related to the
Valley Curtain. From time to time for
the rest of the summer, I kept wonder-
ing how the project was faring. Then,

L)

leave—in

N2

at a dinner party one evening in Octo-
ber, a New York art-world luminary
reported with enormous glee and satis-
faction that the Valley Curtain had
come to grief that very afternoon—
had broken loose from its moorings
while it was being raised into position,
and had torn itself to picces on the
rocks below. The local anti-Christo
brand of cultural chauvinism had never
been more clearly in evidence.

By the time I saw Christo again—
in New York, about a week later—
he had more or less recovered from
the experience, Disasters of
one sort or another were not
altogether new in his career.
During the wrapping of the
Australian coastline, for ex-
ample, a freak storm, with
winds up to a hundred miles an hour,
had destroyed about a third of the fab-
ric and set the project back for several
weeks; the year before, a two-hundred-
and-eighty-foot sausage-shaped balloon
called 5,600 Cubic Meter Package,
which Christo was making for the
“Documenta TV” exhibition in Kassel,
Germany, ripped apart three times
while being inflated or hoisted into po-
sition. In Rifle, Christo had announced
that the Valley Curtain would be hung
without fail in June, 1972, and he and
Jeanne-Claude were now throwing
themselves cheerfully into the work of
raising funds for a new curtain. This
was going to cost at least seventy thou-
sand dollars (the insurance on the orig-
inal curtain applied only to potential
victims, not to the fabric itself), but
neither  Christo nor Jeanne-Claude
seemed worried about that. As she put
it, in her brisk and chipper fashion, “the
money is not the problem.”

The real problem, according to
Christo, van der Marck, and several
other witnesses I talked with subse-
quently, had been the Morrison-Knud-
sen contracting crew, For a long time,
Christo had been unwilling to take seri-
ously the reports he kept hearing from
friends in Rifle—reports that the con-
struction  workers looked upon the
whole project as a joke and were say-
ing so night after night over their beers
in Mc’s Cafe. It is important to Christo
to believe that the workers become art-
ists when they work on one of his proj-
ects, and he kept on believing it in this
instance as long as he could. As the
summer wore on, though, the number
of engincering breakdowns and failures
did begin to scem a little excessive.
Equipment proved inadequate for the
job at hand and had to be replaced. A
winch that was to pull the steel cable
from its shipping drum pulled too fast,
causing a monumental tangle that took
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the whole day to straighten out. Soon
afterward, one of the main support ca-
bles for the curtain came loose as it was
being moored to the cliff and went
crashing down into the valley, narrow-
ly missing several workmen and a pass-
ing Buick. Morrison-Knudsen had
designed a special cable car that was
Slll)l)l)Sl'(! to ride above the support ca-
bles and serve as a vehicle for the men
who would attach the curtain. but it
did not work at all and had to be re-
placed by an improvised platform hung
from the cables on pulleys. Unforescen
problems kept arising, and each one
meant a further delay in the hanging
schedule. Christo and van der Marck
got several extensions of their permit
from the Highway Department, but
by late August the end still was not in
sight. Finally, in desperation, Christo
put in a call to Dimiter S. Zagoroff,
the engineer who had worked with him
on the Kassel air structure. Zagoroff,
who lives in Boston, came out to Rifle
and made a number of helpful sugges-
tions, but this, in turn, accelerated the
deterioration in relations between
Christo and Wes Hofmann, the Morri-
son-Knudsen crew chief.

Not until the first week in October
were the cables at last in place. The
original plan had been substantially
modified to meet the Highway Depart-
ment’s specifications. The four heavy
cables spanning the Gap were now at-
tached to two two-hundred-and-ten-
ton concrete blocks anchored to the
sandstone cliffs by dozens of stressed-
steel rods driven forty feet into the
rock. Eighteen men were at work on
the site, including a team of six struc-
tural ironworkers from Chicago. The
raising was now to take place on Sat-
urday, October 9th. Alerted by the
Christos, art-world followers from both
coasts, reporters, and camera crews of
the three major TV networks were
converging on Rifle, along with scores
of curious Coloradans and friends or
relatives of the local boosters. By rais-
ing day, Rifle’s motel and hotel rooms
were booked solid, and the merchants
whao had set high hopes on the project
were feeling distinctly bullish.

A sizable traffic jam developed on
both sides of Rifle Gap that Saturday
morning. Some people arrived before
eight o’clock, and spent the next four
or five hours wondering when some-
thing was going to happen. There
were, inevitably, more unforeseen dif-
ficulties and delays. Shortly after noon,
though, the crew started to raise the
slack cable around which the curtain
had been carefully furled. The curtain
itself, wrapped in tarpaulins to protect
the nylon fabric while it was being
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Very French ... very beautiful . . . our
Directoire Bench done in pale French ma-
hogany (acajou). A replica of the unique
original, with a most comfortable saddle
sear and handsome ormulu mounts on bhoth
sides. Can be used in so many places. Shown
here in a breathtaking olive green Scala-
mandreé crushed silk velvet. Also available
in other colors and in black or gold woven
linen. Available in antiqued -
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reason. This is one of those rare places
where you can browse to your heart’s con-
tent through a wonderful collection of fine
antique and reproduction furniture, decora-
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raised from the valley floor, would be
left overnight in its furled state. Then,
on Sunday, it would be unfurled grad-
ually and secured to its thirty ground
anchors.

Christo was nervous about the plan
that Hofmann had worked out for low=
ering the curtain, The furled curtain
was fastened with ropes tied in what
the construction team called “magic
knots,” each of which trailed a long
end that reached the ground; a tug at
the rope end would untie the magic
knot and allow the curtain to fall free.
Christo lacked faith in the knots, and
his anxiety increased when he learned
that the workmen on the east cliff,
having run out of the special tape that
was to be used in securing the knots,
were making do with some used tape.
Communications between Christo and
Hofmann were almost nonexistent at
this point. At four-fifteen in the after-
noon, though, when Hofmann let it
be known that his crew was going to
quit work at four-thirty, even though
the curtain on its pickup cable had
been raised only about two-thirds of
the way to the top, communications
suddenly became very heated indeed.
Christo and Jeanne-Claude argued
with marked vehemence that to leave
the curtain in that state, without secur-
ing it in any way to the four main ca-
bles, would jeopardize the entire proj-
ect. What if a strong wind came up?
They implored Hofmann to keep his
men on the job at Jeast until nightfall
so that the pickup cable could be se-
cured. Hofmann said that it would be
dark before they could secure it, and
that the lives of his men were more
important than Christo’s curtain.

At four-thirty sharp, the construction
crew knocked off for the day. Christo,
Jeanne-Claude, van der Marck, and
a few others worked frantically for
the next hour or so, trying to make
everything as secure as possible. At
about five-fifteen, there was
still light, they went down the road to
Jimmy Ledonne’s golf club for a drink.
]mt before six, van der Marck and
two friends of his who had driven
down from Salt Lake City for the
hanging decided to walk back for a last
Jook at the site. As they approached Ri-
fle Gap, van der Marck suddenly saw
a fold of orange curtain material come
loose from its shroud and begin to flap
in the wind. “It was amazing,” van
der Marck said afterward. “You some-
how never expect to be there when
disaster strikes—you’re usually some-
where else. But we saw the whole thing
happen before our eyes. Up there on
the east side of the valley, one of the
magic knots had come loose. Then a

while
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lot more of the orange material poured
out, and more and more, as other knots
gave way. It was astonishing and
frightening, and also strangely beauti-
ful, in a way. The sky was a sort of
deep blue—and in that light the billow-
ing orange fabric looked like Aames,
and the noise it made in the breeze
even sounded like a huge conflagration,
About half the curtain came loosce in
all, and reached all the way to the
ground on the east side. Although there
was not much wind—only cight or ten
miles an I'm told—the
tain that it

hour, cur-
with
Pil‘kl‘[t U.P h()llll](,‘]‘\' ﬂ”(l ﬂlll];r [Il!‘l‘]).
around, and even turned over some of
the heavy equipment. Everybody came
running back, of course—you could see
what was happening from the golf club.
Some people saw it from farther away
and thought the curtain was going up
after all. There was nothing anybody
could do. We drove up to the top of a
hill nearby and watched until ten
o’clock, and then T went back to Chris-
to’s apartment in Rifle and we called
our lawyer.”

Christo had wept openly during the
destruction of the curtain, more than
fifty per cent of which was irrep:
bly damaged, and he left Rifle four
days later without saying goodbye to
Wes Hofmann. At a press conference
held at Jimmy Ledonne’s clubhouse
on Tuesday, October 12th, however,
Christo and van der Marck, on the ad-
vice of their lawyer, blamed the acci-
dent on “mechanical failure,” and re-
frained from saying what they really

moved such force

a=

thought about the construction crew.
The press conference was well }ltt('l]lit‘(i
by Rifle citizens, most of whom joined
in a standing ovation for Christo fol-
lowing his statement, in which he
promised to return the following June
to finish the project. One woman, a
member of the Rifle City Council, got
up and said that unal the accident most
people had tended to look on the curtain
as a crazy idea that just might help the
town, but that since they had seen how
beautiful it looked, even in its death
throes, the Valley Curtain had become
their project as well as Christo’s, and
they all looked forward impatiently to
his return next Christo  was
moved. Tt was as though the town of
Rifle had become, through his efforts,
a community of artists.

—CaALvIN ToMKINS

}'\':Il'.

Average hourly earnings for employes
of the Transit Authority are $11,251, for
the Manhattan and Bronx Authority
$12,602.—The Times.

You can’t make some people happy.
I

Madeira:

colorful, quaint, friendly and sunny.
And now luxurious, too. The Madeira Hilton is there.

It's great to get away from it all on the
sunny Portuguese island of Madeira—and
it's a free stopover on your round-trip
Lisbon air fare.

The hotel's location gives it a panoramic
view of the Atlantic and of spectacular
Cabo Girao, one of the highest sea cliffs
in the world. The Madeira Hiiton is the
only air-conditioned hotel in Madeira, And
our sun-drenched swimming pool is
adjacent to our sauna and steam bath,
There's tennis and a putting green.

The Madeira Hilton is only minutes away
from Funchal, the island's picturesque
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famous Jabara linen right at the hotel at
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A lot of people have not yet mede up their minds sbout esrth art.
ilthough the phenomenon has been with us for seversl years now, exemples
of it are so ineccessible that hardly snyone has actuslly é%%agﬁsaﬂfigﬁ
this in itself hes led to misconceptions. Virginis Dwen Londratiev, whose
Hew York gellery, the Dwan, represented seversl of the leading earth
ertists until she closed it last June, is frequently bothered by people
who refer to whet Michesel LHeigzer or Welter de larie sre doing out in
the levede desert @s "conceptusl art" -- the term spplied to works by
those contemporary srtists who simply specify en art project in writing
end then feel no need to carry it out, the ides being the selient aspect

of the work, "Friends of mine often look very surprised whon I tell them

1] s Negat i W ‘
hat heizer's\ﬁgag;_sé‘ngﬁﬁzgm to do with conceptuel ert," lirs. Kondréiiev

told mes "They say, 'Jut you cen't reslly see it, can you?'!, or they
try to argue thet it exists only in photogrophss So I heve to explain
thet anybody con see it simply by goin; to Nevede, and thet when an
ertist moved two hundred end forty thousend tons of dirt, it is pot
just & concept."

Earthworks ore resl enough, there is no doubt of thet, end st this
point in the twentieith century no one hes to esk whether or not they ere
art beceuse art tod:y, @8 we a 27 ‘n%%%fﬁﬁcreEiHGEd. is whatever an

ertist says it is, and ii artist wents to dig into o levads mese instead

of carving e block of or morble, thet is well within the meinstresm
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of current aesthetic prectice, snd majjg;&i:striko future ort BESPEEERx
8s historicelly ineviteble in the light of spece exploration, the ecology
movement, snd other recent developments thot have tended to mske us all
more keenly awere Hf our own perishable planet, Some of the earth artists
have Pun afoul of ecologicslly concerned citizens who sccuse them of
desecrating the londscppe and ﬂfsturbin; the naturel beslsnce, although
it is & little hsord to see how any existing eertihworks could pose a
serious threst to the environment. The truth is thet sarth workers
probably have more in common with ecologists then they do with art
eritiecsy which is not saying very much.

Enough artists hove loosed their crcative energies upon the landscape,
at any rate, to give earth art (or lsnd art, as it is sometimes celled)
the status of an internstionsl movement. Michsel Heizer works meinmly in
the desert, displacing large masses of rock snd dirt with
bulldozers, phoumatic drills, and dynsmite, Walter de loriz also favors
desert rogions, i%&%&&i%x%%%;%%ﬁﬁiﬁE;BESQ25%i%ﬁzé%ii%tﬁ-z&ﬁ&iﬁ%ﬁéﬁsiﬁﬁgiﬁt-x
k= air shaft thbough the center of & mountsin near lunich, on the site
of the 1972 Olympic Ggmes. Robert Smithson'’s recent works have asll
incorporated water, the most smbitious one to date being his fifteen-hundred-
foot-ldng "Spirel Jetty" in the Great Selt Lake, in Uteh, Dennis Uppenheim

has chopped lemge semicircles in the ice of frozen rivers end directed the

seeding o hervesting of wheat fields in prescribed pattsrns‘and has since
2bandoned eerth art in favor of body art, 2 form that involves th: use of
the srtist's own body in verious weys thet one hopes will not prove ul-
Limetely fotel); Richerd Long hes imposed geometric petterns om fields of
deisiesy PFeter Hutchinson, » Dritish eerth artist, hes cultivated bread

molds #n %he lip of @n sctive volceno in Mexico and poured dyes into the

the Grend Canel in Venice, GLome of these doilngs sre ephemeral
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by neture, while others may be around for centuries, and the problem of
whet to do sbout the more permenent eerthworks is much discusseds S0
far, nobody hes sctuslly bought sn esrthwork, Robert C. Scull, the
collector, comuissioned Heimer's "lline Nevada Depressions" in 1969 and
presumebly he owns the results, which sre situated on lsnd lessed from
privgie owners for & period of twenty yeers -- what happens when the
lecse is up is snybody's guess. A Swise desler named Bischofsberger#
thought he hed ascquired Heizer's "Double Negstive" from the Dwen Gallery
lest yesr ("Double HNegetive" is om sixty scres of lend bought at suction
by Hdeizer, who made over the property deed to the Dwen)s Bhschof@berger
was plenning to sell it to & Germen collector st & price rumored to be
in the neighborhood of sixty-five thoussud dollars, but Heizer decided
rather abruptly that he didn't went dealers dickering over the work end
he cancelled the dvol,.

Jennifer Licht, an issociste Curstor m2 st the Museum of Hodern Art,
showed slides of Heizer's "Double Legative,' Smithson's "Spirsl Jetty,"
end de leris's untitled Nevade lond work to the trustees of the museumSs
purchesing committee lest winter, "I told them beforehend that I knew
they weoren't going to buy the works, but that I thought this wes the most
interesting new srt being done now ond whet ghould the museum do sbout it?2"
she told me, ccording to Miss Licht, the trustees seemed impressed by
the works, but no clear snswers to her question emerged; she plens to
bring the maiter up sgsin soon. Generslly spesking, most museum purchssing
committees still tend to think in terms of collecting objects that csn be
exhibited in museums, snd they heve some dif 'iculty with the notion, put
forward by liss Licht and some of her collesgues, thet museums, and
perticulsrly museums of modern ert, should find their future role #m

o8 sgencies to help artists do their work.
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Yo fery the eorth ertists hove hed te rely on privete patrons such
8s fir. “eully or on the two or throo deslers whe have elected to support
them (the Dwen Gallery hers, the Heiner Friedrich Gallery in Munich),
or on their own limited resources. he ss¢le of preliminary sketches and
werlking drewings, models, and even photographs of the earth projects hes
helped to e degree, but clesrly neo one is mokinz 2 bundle from earth art
at the moment, The artists themselves, most of whom sre in their twene
ties or early thirties, seem content to put everything they can serape
together into the next project snd let the futube tske care of itself.
‘hey ore @ dedicated lot, and e certain scorn for the New York art world
and its commerciel mochinstions is seldom abseat from their thinking,
“One of the implicotions of esrih art might be to remove completely the
commodity stetus of & work of srt and sllow & return to the idea of art
assssmore of 2 religion," Heizer ggaid in o recent interview. In foct,
he went on to say, "It looks &s though the whole spirit of peinting and
sculpture could be shrugged off in two yeard time perhepse It's slmost
totslly inconsequentisl, Of course it'll never heppen, but it's con-
ceiveble, it could hoppen," Walterms de Maris be}ieves that art gelleries
ere '"es outmoded os nightclubs" today, }1ihh% somne notion may have
induced lrs. Hondratiev to close her g llery for good last June, Just
how “eizer, de !lerlz, ond Smithson will msnoge without the Dwen is sn
open question, but as the chefs d'§cole of osn internationsl art movement
they will undoubtedly find becking somewhere. lone of them appeers to
suffery st any rete, from & lack of confidences. "Whether we hove made @
jump beyond style -~ that's the resl question," de Meris told me lest spring.
"Lverybody telks sbout the ert world ss e succession of styles -- Cubism,
Surreslism, lxpressionism, Abstresction, liinimel, end so forth, But this

may be something way beyond all that -= 2 quentum leep. I think the
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experiemce of this work will meke you feel different thsn you've ever

felt before in the presence of art."

The gumping-off plece for s tour of reeent Americen sarﬂh,art is
Las Vegaes, llevada, @ city whose signsl schievement has been to obliterate
or subvert neture in 81l her forms, I had expected to moet Micheel Heizer
there, when I flew out in June for & few days of intensive earth art
epprecistion, but the menager of the motel he was steying et ssid that he
hed left a few deys before to go to Wyoming, or perhaps Montans, no one
knew for sure., Virginis Kondratiev, who §§£§§£§ from Los fAngeles the
same day I did, seemed s little put out thet he hed gone off without

but she seid philosophicelly thet this was typicel of
Heizer's current frome of mind. '"Michsel is very negative right now,"

she told me. Luarlier that spring, during his one-msn show st the Detroit
Institute of iArts, Heizer hed hod some bed luck with en outdoor project
celled "Dregged lass," which involved hauling & thiriy-five-ton ¥kmEkx granite
block 00 feet across the lawn in front of the museum; becsuse the ground
wes still pertly frozen end sccordingly very hard, the block did not

4

dig up, or "dicsplace" the earth slong its peth as planned, ifterwagrd,

-

when Heizer offered to give the piece to the Institute, the trustees declined

"

to accept it, "He th the art wordd," Mrs, londretiev ssid.

"411 he wentsg t ‘ work, and he foels he hesn't res ly worked for a
yoar beccuse he's been that long looking for o site for his new veriical
pieve." She exploined thst the verticsl piece was to be executed on the
sheer fsce of & grenite cliff, Helzer plonned to cut out a large section

of rock, thirty tons or more, in one piece, and move it down the cliff face,

or perheps across the cliff fece, to onother locetion where & cevity would
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previously have been hollowed out to receive it. He had spent several
months looking for & site in the Swiss Alps, becouse a Buropesn bene=
foctor wented him to do the piece there, but in Switzerlend every
suitable granite cliff fece seemed to have & tidy village st its
bese, whose inhebitents might resct unfevoraobly to art-engendered rock
slides. Only grehite would do == any other sort of rock would shatter
into freogments when dynsmited -- and so for Heizer hed not been able to
find @ proper grenite cliff in Nevaeda, the site of most of his other
works, In ony cese he hed gone off to lyoming, or ontesna, leaving no
address, ond lirs, Kondratiev seemed ressonsbly certain on the besis #f
past experieMce thot no one wss likely to hesr from him for some time.
In New York, in his zxikhmx borren loft studio on Spring Street,
Heizer hoed struck me es & quietly keyed-up young men who sew no par=
ticuler value in tolking to strongers. He did ssy that he had been
born in Berkeley, Cslifornis, in 1944, and thot his fother, Professor
Robert leizer, wss o well-known srchaeologist there -- I later found

out that Professor Heizer wees a world suthority on the methods by which

the Clmees and other pre=Columbisn people had managed.k§§3332§523§i£agx

of the wheel, to move emoxmmmx stone blocks even lorger and more recalcitrent
then leizer's own "Dragged Mess." Heizer, who travelled around Mexico

gnd Latin Americe with his perents as a chdld, had gone to school in
Berkeley. After gradue?ing from high school there he spent a year or

so et the Sen Froncisco /Art Institute, without bothering to enroll for-
molly. He told me thet he had "always" painted, snd that when he came

to New Iork in the esrly nineteen sixtiés this wes what he did meinly,
experimenting with werious current styles in the usual explorstory menner.

MAfbdr I'd been in liew “ork for a couple of years I sew srt here as
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roslly dead," he saids "A lot of things had been killed off at the some
time becosuse the forms thomselves were coming into questions I was
luckys DBecause I wosn't really involved with all thet, I waes prepered
to deal with the new situation."

Heizer's new situation turned out to be the lMojave Deserts As 2
Californisny, he seid, the Mojave hod been present in his thinking for
@ long time, even though he had never been theres In the summer of 1967,
weary of lew York and its dead art, Heizer flew out to the West Coast,
rented 2 truck, snd started digging in the dry lekes of the lMojave. From
the outset Heizer's land works were inclined to take the form of ex-
cavations, or "displecements," His first earth project, which proved
impossible to rcalize, wes a series of four "Escsential Geometric Variastions"
== cube, cone, circle, inverted cone. He planned to have these made up
by @ foundry in Cor-Ten steel prior to emplacing them in 2 sunken space
in the liojeve, but an engineer's feasdbility study showed that this would

cost sbout forty ‘housand dollersj becsuse leizer At thet time hsd no

i
money at all snd no bocking, he had to BSREBNbXOEnESEPSHEEN the four

veriations himself out of wood and experimenting around with them, that
next winter, in the deep snow of the Sierrs lounteins. The earthworks
thot he did monage to execute in the desert thet summer were seen only
by Heizer snd one or two of his friends, snd most of them have long
gince dissppeared,

Heizer ceme back to New York in the foll of 1967 and did some more
peintings., He slso met Hobert Scull, who liked his paintingsbut who
seemod even more interested in the desert diggings. The result was that
Scull finsnced Heizer's entire output during the summer of 1968, which

he spent in verious desert regions of lievedes. <The works ofk this highly

productive period included the series of "Nine Neveds Depressions,"
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eight of which involved digging up an enormous boulder, moving it a
certoin distence, snd replecing it in = concrete-lined pit that wes
slightly lerger then the boulder's own masse IHeizer ronted heavy duty
construction equipment snd hired locsl contractors te assist him, and
at one point he even permitted his petron to come out and wateh one of
the displocements. Scull spesks rapturously of the experiences. "I saw
Mike Heizer stand on top of a wimxm fifty-ton piece of grenite," he told
mey "snd then jump dowg snd give the order, snd the dynemite split it
right in helf! I wetched them take it to the place where he'd dug out
8 huge hole -- it was night, end the cars of the workmen 1lit up the
place with their headlights. /nd suddenly I realized thet ert didn't
have to involve the walls of my house. I was invelved with nature ==
the whole desert beceme part of my experiemce."

The ninth Nevads Depression, entitled "Dissipste," was a group of
five rectonguler holes dug in conformity with the psttern established
by five metches that Heiszer hed dropped et rohdom and then taped down
on & sheet of psper -- 2 somewhat Duchsmpisn gesture thot seems out of
plece in Heizer's oeuvre. In sddition to the Depressions, Heizer also
managed thot summer to carve s graceful, one=foot-deep by one=foot=-wide
loop in the crecked earth of l'uvada's Massecre Dry Lake ("Ishlated Mass:
Circumflex"), using & pick ond shovel, end & series of eight fif y-foot
circles in Coyote Dry Lolke, Coalifornie, using e motoreycle ("Ground

Incisgon: Loop Drawing”)e. The circles were cut by the tires of the

- Vo d

artist's Eorl$yiDevideon, vhich he saitmaninimias-uk fiat it tnihe
soft, dry soil of the gdesert,

by this time, Helzer wes awere thst s number of other ortists s
had discoweded the earth as 2 wmwm medium, Hq:;et Welter de lMarie in New

York,ghakzfakk snd thet fell he joined the Dwan Gallery, which slresdy
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represented de Maris and Smithson., The Dwen put on its first earthworks

exhibition in October, 1968, & group show thet included Smithson, de Maria,

deizery Robert Morris, Dennis Oppenheim, (Flﬂug?ﬁnﬁu) Kaltenbach, and

Sol Lewitt; & lot of the exhibition wes given over to photographa, but
viewers slso experiemced the novel frisson of finding real dirt, straw,
ond axlc grease on the floor of @ llew York art gellery. There hed been

@ few esrthworker exhibitions before this, at and

and the earth artists were beginning to be interviewed end quoteds. 4sked

why he chose to work in the desert, Heizer told s Ssturday GLvening Post

writer thet out there he could find "thot kind of unraped, pesceful,
religious spece artists have alweys tried to put into their worke I don't
want any indication I've been here at all," ho added, "My holes should
have no history, they should be indeterminate in time and ineccessible in
locale,”

The most ardent collectors of advenced Americen ert in recent years
heve been Germsns, » phencmenon trsceable in part, at lesst, to thep
activities of seversl young, megnetic, asnd vestly enterprising Germsn
art dealers. lUeiner Friedrich, who mey very well be the most Maghetic
Germen since Wotan, wes sufficiently impressed by leizer's lsnd works teo
offer him » one-msn show in his Munich gollery in the spring of 1969,
Heizer elected to exhibit two works there, The first, which was shown
inkhw the gellery, was a "Line Urawing" tii * consisted of the gsllery's
printed announcement of the show, cancell out by 2 crayon line drawn
through the words., The other work of srt wes situated in & vacont lot
on the outskirts of “‘unich, It wes & circuler pit, one hundred feet in
dismeter, whose sides sloped symmetricelly to & central point fifteen

feet deep, ond it was cslled, noturslly, "Munich Depression.¥
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Heizer's most important work to date, which olso heppens to be the
world's lergest sculpture (provided thet is whet it is), was sterted in
the f2ll of 1969, The Dwen had offered him » one®mon show in Januery,
19704 with the understanding thet he would do & msjor esrthwork some=
where and thet the gellery would pay for it., Helzer went out to Nevads
in October, o&nd nobody heard #nything from him for & couple of monthss
He returned in December with photographs of "Double Negative,! a monumen=
tal excevetion thot wes featured soon sfterwsrd on the cover of both

Art News end Artforums This wes the work that ﬁgg%g% Hedizer's

internationsl reputotion, end it wes the one I had come to sees Although
Heizer himself wes not sround to take us out to it, lrs. Kondratiev had
been there o number of timés and fell ressonably certain that she could
locéte it agein, We rented @ cor and set out from Les Vegas st about
four o'clock in the afternoon, hesding northesst on the Freeway.

Driving out of Les Veges into the arid and empty Nevads landscape
is » foirly memorsble experiemece in itself, After the preposterous
air-conditioned hotel lobbies, with their twenty-four hour gembling

tables and housewifee-mesmerizing slot machines, the seared desert

velleys end eroded hills looked equslly unreal, and nearly as Hgiiiieto

1ife, The militsry instelletions ond nucleer test sites, which show up
on the road mep as "Denger Zones,”" sre for the most pert invisible to
Freewsy traffic; we saw jet fighters flash down over one rust-colored
mountoin renge @s they hesded for Nellis Air Force Bsse eight miles north
of Vegas, bu: we could not see the huge bese itselfs, Roughly two-thirds
of llevads is government-owned lasnd, end one hes the impression, from

the rader snd other electronic sentinels on the hilltops, that tie

owner is wetching, "Wicheel end Walter reelly dig this plecey, no pun

intended," lirs. Kondrastiev told me, "They feel it sums up where we reslly
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are now in this country -- all the metericlism @nd vulgerity of Veges,
and the death industries outside, It's @ kind of instent Americe ==
instent merriege snd divorce, instsnt winning end losing, instant life
and desths They¥ boys cut their hair before they come out here because
the locel police are tough on hippies, but they like the frontier men—
telity snd they're very much into the whole gembling thing. The tisle
of Micheel' s plecey 'Double lNegetive,' reslly refers im pert to the
double zeroc on the roulette wheel,"

Approximately thirty miles north of Wegss, we left the Freeway and
headed east to the toem of Uverton, where Mrs. Londratiev stopped at @
£i1ling station to ssk how to get up on top of Mormon lesass The station
owner obliged us, snd sdded & werning sbout going up there on such a
blistering day == the tempersture, which had been 105 degrees when we
left Veges on hour before, showed no signs of relenting. The blacktop
rood chenged to dirt as we aspproached the mesee. Suddenly it became
quite steeps The rented cer churned and skidded through soft send thst
had érifted over the track in pleces, and I become scutely aware of the
shaerp drop et the outer edge of each heirpin turn. Just as the road
seemed on the verge of disoppesring completely we lurched over a ridge
and were on top of kkm Mormon lesa, which wes just as flat as it had
looked from » distence, Iwin cor trocks led across to the other side,
where "Double Negative" wes located. "We've dome it!" Mrs, Kondratiev
said, premsturely.

The next hour end & half were spent in seaerching up end down the
mese's for side. "Double Negetive" had not turned out to be where Mrs.
Kondrastiev thought it wose Mormon Mesa extends longitudinslly for

miles ond miles, smdxkx cut #nto ot intervels by narrow cenyons each

of which looked ss though it might be the site of Hedzer's dig
y




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

TOMKINS

The Museum of Modern Art Archives, NY

lrs, Kondretiev, a tell, chic women in dark blue slacks and » western-style
SO |
a
shirt, reconnoitered every ome. The telparature\alxia;£=£§’in the hugdredsj

g A

Sl ol
the car;akue;ed on the verge of boiling over, #k Just sfter seven, having

searched the mesa for on hour and & helf, we finally found it,

 ERA PR PR L m%ﬁ%,%%%a%za%g%&“%%%sm
BeaBssikoRt izm §2255 " FoBt2652 0 0ut B BRI EOUn T RALDA-BR AR hRo TR R PRSP B RN
R RO R R T R T T ’i%!v%%‘%'%%ﬁmﬂx
Following lMrs. Kondratiev's lead, I started to descend the sharply sloping
end wall of one cut, trying to decide en route whether a ceutious sidestep
or 2 sit-down slide effmemit wes less likely to result in & spreined ankle,
and ended up in a deesd run thet took me to about the middle of the ciite
I looked upe Some erosion hed teken plece in the yesr ond a helf since
the piece was finished, and the verticsl didewslls showe’ striations snd
indentations near the top which, when viewed from fifty feet down, suggested
the stone carvings of @ medievsl church, Lower down, near the floor lwvel,
lerge blocks of soft earth hed crumbled snd fsllen to the grounds Heizer
hed seid thot he didn't know how repidly the work would erode, but he
hoped it would lest & hundred yesrs. It haed elready scquired graffitis
Peace symbols, & fashionable four-letter word, and the neme "Willie Weed"
had been aﬂgﬁin&xix into the sandy wall in seversl plecesj; there was
also & surprisingly reslistic drewing of & sherke. The color wes & warm
ochre with yellowish stresks, verging to dull reds end greens in places
where the minerels had lesched out. We walked to the end of the cut
and looked over into the velleys The two hundred end forty thousand tons
of displsced eerth and rock which Heizer's bulldozer had pushed over the
edge were barely noticeable; the debris blended mkkk into the ochre of
the cenyon's wells, @ minor landslidé in e vest uninhebitable lendscapes

We climbed #ip the end well egein, drove the caer eround to the other
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side of the cenyon, and clsambered down into the other cut. It wes
emactly the seme as the first, only longer == one hundred feet from end
wall to ceonyon edges (Mrs. Kondratiev seid thet originslly both cuts had
been the same length, fifty feet, but'm/ﬂeizer hod decided to moke this
one longer)s Willie Weed hed been there, too, #nd he or someone else had
left a beer coen, Irs. fondretiev seid thet Hormon Mesa was a popular
place for motorcycle buffs to race their bikes, She sst down on the
ground and looked up, getting the sky and the setting sun inte her per-
spectives A smell lizard watched, unblinking, while I emptied the dirt
from my shoes, "My personal sssocisliions with dirt sre very resl," Heizer
hed seid once in on interview. "I reslly like it, I really like ts® lie
in the dirt."

Lvery time she saw it, lrs. KLondratiev seid, "Double Negaiive" took
her by surprises "It's so much bigger then I remembered," she added. I
thought it seemed smeller then I hsd enticipatedeiisittbiessinprosstws
Ponmbheb-pognony leizer wonts to meke it clear thet he is not tryimg to
compete with nature in sizes "I reeslly don't think about my things in
terms of size becsuse they're not thet big," he had told me. "I just want

them to be big enough to give the idea," Welter de leria had expressed

the seme hotion in on srtkcle once, saying that no work of art could ever
stand up to the Grand Canyon,“&f‘g&{ﬁ fw“alls. or the redwoodss ©Seen in
relation to the long mese with ips M-carv‘:d sendstone ridges and turrets
snd rovines dropping sharply down te the green velley belowy "Doyble
4 etdnetl v, nagemade . Lemporary. s Zx somehow,

;egative" looked e SR ST ﬁﬁﬂﬁmbmm x

2 he blown-up photographs of it that I
W-Mmmmmmm@nsmamm

yxoporiefAce

of bain,, insiae :l.t was certeinly differen! from the experiemce of looking
at @ lendscope by Clasude or Turner, bu! whether it could quelify os @

religious experiemce, or 2 quentum lesy styley I must leave up te
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the judgement g?rghysically robust erities then I, Heat and thirst had
dulled my perceptions; I was thinking of the trip back.

The little lizarékisa peared behind s rock, IHe seemed to be wvery
much st home in this work of art, It wes neerly eight o'clock, According
to Heizer, one should reslly spend twenty=-four hours experiemcing "Double
Negetive,"” so as to see it in oll the chenging conditions of lights I'm
sure that the physically robust critics a2ll do thise We started beck
Just as the sun wes disappeering behind the horizon, snd menaged to make

it down the dirt track on the other side of the mess before dark.

The next doy we Xufk started ecrlier, lesving Les Vegss at about
two o'clock in the afternocon snd agein heeding northeast on the Freeway.
Walter de Meris hsed drewn a rough msp showing how to get to his untitled
piece, which lirs. Londratiev referred to once or twice, casuslly, @s
"Rip-off." When I asked about thet, she mxploined that de lMaria had
done the piece on government lend, without bothering te pget permission.
The car redio gave the temperature as 108 degrees., Also in the news
was ap underground nuclesr explosion ot the Neveda Test Site, the first
EETE singgeDecember 18, 1970 shot that had resulyed in @ rediestion leak
messured in eighteen states, There didn't seem to be sny radistiom in
the air, but with the temper.ture st 108 it wes herd to tell,

"Jalter is @ very mysterious person," lirs, Kondratiev seld, as
we left the Freewey end started to follow & dirt rosd lesding streight
beck into the desert hills. Several other people had told me the some
thing, slthough, when I talked with him in New forlk @ month before, he
hed impressed me a5 the most erticulete of sll the serth srtists I had

met, OSomewhot older then Heizer -- he is thirty-fiv., <eiger is twenty=-
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Seven -=- he had established himself during the sixties as one of the

Dore interesting innovetors in a vein thet ceme to be known ss minimel
't_heﬂl

3 aame

Ssegligey though, ond I hed been told that in contrest to Heizer's eerthworks,
which had to do with sculptursl mess, volume, ond displacement, de Marie's
land piecogzgeemed to invoke on eclement of ritusl, For this resson smong
others, de loris refised té ollow photogrephs of his lend work to be
published,

Bern just outeide Berkeley, Californis, the son of 2 first gemeration
Americen whose psrents hed come from northern Itsly sbout the turn of the
century, de Horis grew up in and a-ound Sen Froncisco snd gradusted from
the University of Californis at Berkeley with an M.A, in fine arts. "As
soon as I gredusted, in 1959, I stopped peinting," he told me, "becsuse
I reslized tha{?gg had been teught was bas‘cully 2 closed=-cnd systens
At Berkeley they steorted you with plaster casts, then went right to
Cezenne == bresking up the casts into facets -~ then "o Picasso ==

more end getting wilder -- and then on to Hans
Hoffman, who teught there ot one time, Lwverything kept getting 2 little
more loose end broken up, but you still Kept essentivlly to some kind of
a balsnced picture, with o little green here, 2 little red hwem there, and
so forth, And st the end they brought you right up to de Looning, which
at thet time wes being up to date, Having gone through all those stages,
you were considered o bone fide peinter and could go out and become an
art teacher, too. The system wss just doomeds I waes so disgusted thet
I quit peinting, ond sterted meking little boxes."

e slso moved to New ‘ork, where he come under the influence of

Le Monte Young, 8 fellow Celifornisn and & musicien who in his turn had

been powerfully influenced by the composer John Cage. De Marias lived in
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Ix 2 very smell loft on the Bowery with a Ssn Francisco girl he hed
married, snd during their first New York winter, 1960-1961, he made »
total of twenty-six plywood boxes in vorious shapes snd sizese. The
boxes groduslly evolved into larger, box-like constructions thet invited
the viewer Lo become & psrticipent == takin something out snd putting
someting else inside, for example, or insertin a woodenm bell in an
opening at the top and heving it roll through & meze of piskakxiwbypmx
pertitions, pinball-style, until it sppeared st the bottoms The sounds
made by the rolling bsll were in de Merie's mind en important part of
the work, De Meries wes interested in Cege's ides thet "everything we
do is music,” and he occesionslly performed during this peried, playing
drums, in avantegerde concerts by La lionte Young and with the Velvet
Underground snd other rock groups.

Robert Scull, who likes to find young ertists before they find
themselves, admired de Maerie's work snd commissioned him to re-make
several of his plywood pieces in stsinless steel. OUne of these wes a
narrow, seven-foot-high cege mode of one-inch rods, entitled fStatue of
John Cage." Another, somewhot more enigmetic, wes a series of "High
Energy Bars" -- steinless steel ingotls fourteen inches long and one and
2 holf inches squere, inseribed with the words "High Energy Bar" and
sccompenied by o certificate affirming thet it was, indeed, & high
energy bar, The steel version of the Cage statue, now simply titled
"Cage," impressed e number of critics as ome of the best pieces in the
1966 "Primory Structures" exhibition &t the Jewish luseum #n New York,
the first comprehonsive showing of the stripped-down, non=-relational,
highly impersonal objects thot becsme known &5 minimsl art,

heoretically, at lessi, de lMerie's involvement with lend art goes

back to 1962, when he msde drawings for what he called "Wells in the Desert,"
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What he envissged then were two persllel cement wells, ot lesst fourteen
feet high end eight feet spert, running in a straight line for ome mile.
As you wplked through them," he explsined, "you could loock up snd see
es you continued to walk, and got near the half wey point, the
perspective would mpmm appeer to close, and then as you ceme neer the
end it would open ups The wolls would be constructed so thot when you
came - i be sble to see for en enormous distsnce, end you'd reslly
feel what space is.," For several yesrs de Moris thought of his "Wells"
sort of conceptusl piece, an idea too sweeping to be reslized, Im
1967, though, he hed what he cslls "the grestest sculptursl experience
of my life," an sutomobile trip escross the country from New York to
Celifornis, De lMeris had met Yeiger by this time, and had been out te
the Mojeve with him, He had also been divorced, end was feeling the urge
get out of Tew York,
first earthwork, which coincided with , show of his

ts
oo at the licholes Wilder Gallery in Los iAngeles, wés a\fﬂﬂg

chalk marker in the Mpjeave Desert 'h
;tu&kzazﬂaatxaysnt:s:.&ahhuyxhlﬁx' oy Fheg

swsy inside of & month. Thet summer, while Heiger wes busy with his
Nevede Depressions, de Maris had s show ot Heiner Friedrich's gellery
in Munich, which consisted of filling the gellery's three rooms with
1,600 cubic feel of earth —=- a wall-to-wall dir! corpet two feet deeop.
From Munich, benkrolled by the endlessly imk agreeable Herr Friedrich,
he went down to the Sshara “esert, hired s bulldozer and crew, and
dug a mile-long, twelve=foot=wide "line," running from north to south,
e

thet wes to be the firsg instellment of e "Three Continent Fiece" cone

deived originslly im 1967, The other two parts were to be & one-mile
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squere cut, somewhere in the western United States, and snother one-mile
line, this one running esst to wost, in Indiaj when completed, the three
works would be photogrephed from the sir, and the photogrsphs superimposed
to show & cross within ¢ squores Unfortunately, de lMeria and his crew
were unsble to photogrsph the first ecut, Local suthorities in the tiny
§&§§§%ﬁnvillaqc where they were steying becsme suspicious of their
activities, ond insisted thet they leave the sres immediatelys By now

the originsl bulldozed line has undoubtedly eroded to some extent, but

de Msria plens to go beck snd re-cut it sometime. He will do the other
two perts when time snd funds become available,

Although photogrsphs would seem to pley @ key role in the "Three
Continent Fiece,"” de laris took & firm stend in 1969 against any photo=
grephic reproduction of his lsnd works. "A lot of people got the ides
that lond ert wos something you experiewmced by photos in megesines,®
he expleined to me. De Maris's refusel to let his recent esrthworks

be photogrephed hse not helped his reputation, and he is a little

resentful about Eng§§zh;‘ ; %xgﬂ%£z§g§§k$u%§’ gﬁ go back toward direct

personol experiedce, no metter what the difficulties were,” he told me,
"lHaybe bwmmkx only twen.y or thirty people would see my work inm @ year,
but thet woes better then & lot of people pertielly seeing it through
photogrephs.”

De Meris did not even went people te know shesd of time whet his

| "ip-ofl"

major land work to dete (the ome lirs. Kondratiev
.@ looked like, e 1l described it to me in Few York ss three miles
of lines cut in the Nevede desert by e bulldozer, "in & certain con=
figuration,” snd he hed sdded that "basically, the piece is experienced
by welking," /e we drove along the dirt road into the Tule Valley,

throwing up ¢ long choud of dust end subjecting the rented car's tires
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and front exle to uncontracted sbuse, lirs. Kondratiev further explsined
thet one wes su elk the piece alone, solitude being am essen=
tial asspect of the experiemce, "It's a kind of ritusl,” she ssids Another
important element was times. De Meria hoed said thst it took s minimum of
four hours to see, or, rother, to "wolk" this esrthwork, and that in
tt?t?%ma involved wes considersbly longer because it took
there from Las Vegss and three hours to get back, "I
& major fector in e}l our work," hm de Meris had told me.
-- 1t mey heve something teo do
Larthworks have o very extonded
time, end the time is actusl, too, not figurative, It really
takes all dey to see my pieco, You're involved with it for thm hours or

s0. There's ne other sculpture that demsnde thot of you == Af you come

inte on art gellery you mey spend one minute, two minutesy five minutes

looking at 2 Dovid Smith o:snéhancﬂsi. Rarely more then five minutess

But with an earthwork you're really in the piece, you're in timey ond
your whole personelity cuts through it ia a2 much larger wey,"
bout an hour snd fifteon minutes after losving the Ireeway, it

beceme evident we were on the wrong rosdes The lendmerks on de lHaria's
map were not moetorlielizing. e went back ebout tel miles, found the

turn we hod missed, 2nd continued on in hopeful silence. According to

the mep, we were cupposed te pess a green treiler and come corrals,

end shortly thereafter & dirt londing strip{ About & hile pest the
lsnding strip we would find snother dirt road coming im from the left,

We were to teke thet roed and follow it for exsctly one mile, then park

the cor snd welk siraight shead, into the desert, til we ceme to de
loris's Emextair'lines in & certaein conformstion.”, Malf en hour later,
having followed the rosd to oen sbondoned mining site thet did not appear

on de Maric 0py We tmEmeszhsmk rosliszed thst error had ogein crept ins
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the afternoon drew on apace., We doubled back sgein, end after

o iod of iﬁxiﬁxiix reconnsissance menaged to locste the dirt landing

strip (it wos somewhot overgrown) snd the dirt road coming in from the

left. We turned there ss instructed, drove one mile, perked, snd set

off on foot, toking pains to skirt the juniper snd low growing cacti becsuse
de Heris hed seid they might herbor snskes or scorpions, As we walked,

1

I geve some thought to the element of danger in arte Not too often over
the centuries, it seemed to me, hsd the experiemce of art entsiled this

#s the viewer wes concerned, Michaelangelo wos presumsbly

I felling off his scaffolding in the Sistine Chapel, but
for Pope Julius and all subseqnent viewers the only serious concern hes
been the possibility of gmkkinx e stiff neck. Walter de Maria, on the
other hand, in his most recent show at the Dwen, had exhibited three
*5§§§Egagﬂzxa3?¥théﬁ“‘? xggg?ggﬁorht Ig§n§g§n'a§right steinless steel
spikes honed to the sherpness of barracuds teeth, and the gellery, &s
roquested by the srtist, had obliged each visi or to sign & relesse
absolving it of responsibility in the event of spectator impalement.
{De Moria seid the "sunmerized some of my feelings ebout New York
at thet time" ‘hen & gellery in Censds wanted to show this work in
a room that would be roped off to viewers, de lisris refused; the damger,
he seid, waes pert of the work, It occurred to me to wonder whet other
perils de “arig's elusive desert work might heve to offer, aside from

: and scorpions and the ever-present possibility of running
3 or breeking down in » desert valley fifly miles from sny

highway, snd in which the only sign of humsen hsbitstion, the green trailer,
looked @s though no one had been near it for yearass, It even seemed

conceiveble that the "different feeling! in the presence of earth art that
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de lMaria had promised me might turn out to be heat prostrations

R e e e s o r e v A

it somehow, Perhaps we hod not clocked the distence correctly from the
turn-off, We retraoced our steps te the car, drove it back to where the
twé roads met, returned, porked im a little further then we had before,
end struck off sgein into the purple sage, The two desert hikes wers
hout their compensetions. <he wide, level vslley ringed with
jegped mounteins, some of which were still snow=copped in mid-Juneg
the desert flowers§y the pungent smell of juniper ecsrried by the light
broeze; the hot disk of the sun sinking luridly towsrd the horizon == all
this wes admittedly something thet I hed not previously experienced in

an srt pallery or s museumy although I did get s few brief, semi-hallucinsted

o 4 R = % ; tho h
ecsociations with old John Weyne movies, In the end, -%EE&-;EEiﬁgspant

@ little more thsn teh hours leoking for it, we never did find Walter
de Maris's earthworks,

Driving back to Las Vegas thet evening, lirse. Londratiev seid that
de liaria was deeply interested in the ides of invisibility, Two of his
earth pieces, the 1968 cross in white chelk end a more recent and lavger

chalk cross, §EE 2 e 80 ggﬂna&ﬂ&&xﬂﬁ&%ﬁngg BEvaiitinls® o mile long,
had both diseppeored within weeks., His projected work for gmss the 1972
(lympikes in Munich, the 200-foot shoft in the mountein, would be about
ninty per cemt invisible (the Olympic officials were still seriously
considering it st thst timej they have since decided ss({{pEcIzIoN To comMs))
"Invisibility may be the mein common denominstor in ert," de leris had

told me, '"Seience says matter is composed of invisible particles cslled
electirons, he notion that things exist thet you cen't see == it's not
really accepted, but it's theref."

Kondretiev also told me about the unforfunste occurrence a2t &
wonaretliev
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group show of eerthworks at Cornell in Februery, 1969, Through a
clerical oversight, Micheel Heiuzer received @ bill from the university
for the labor involved in digging the lerge hole thet wes to heve been
his contribution to the show, This mede him so angry that he decided
he did not went to me in the show st sll, and demsnded that his hole
be filled in forthwith. By then, however, what with fhe scercity of
good loose dirt in Ilthece in Februsry, de Meries ond Robert Moerris, who
were slso in the show, ﬁ%&‘ﬁﬁﬂ&ﬁ%%&‘%arth from “eizer's hole into their
own pleces. Heizer's hole was covered over with s terpeulin, instead,
which presumsbly mede it invisible., DPut was it there? Such knotty

questions await the exegesis of future scholars.

Robert Smithson wes born §n Passaic, New Jersey. He spent most
of his childhood in Rutherford, where his fother was & banker who
speciolized inr mortgege loans and his pediatricisn wes Willisim Carlos

Willisms, One might expect his i&%ﬁ%&%ﬁ&xiiaiﬁﬁﬁk to differ in some

Hng,
respects from %iﬁh of his West Coast colleagues, Heizer snd de laria,

oand one would be right, Smithson is in o sense the theoreticisn of
the esrth ort movement, but his published articles HJave not always
pleased the other esrthworkers, and & certsin degree of bad feelingd

.

exists between Smithson snd Walter de Maria, UNeither artist cores much
for the other's work, and neither one hesitstes to say sos

As @ boy in Rutherford, Smithson hed a -lutprivate museum in the
besement of his house, where he kept his colleutions“zgi rocks ond shellse.

"I was olweys on the lookout for fossils}" he soid, when I interviewed

him in New York lest spring, "It wes @ sort of privete world that kept
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ne goinge At that time I wos interested in befoming a zoologist or a
naturalist, but groduslly I discovered that my interest wes more sesthetiec
then scientific, I decided to be sn artist when I wes fifteen."

While he was still in high school he started teking classes at the
Art Students Lesgue in New York, Huwxmmxmit After grodustion,amg a six-
month hiteh in the Army, snd snother six months spent hitchiking asround
the country, he found s chesp room in New fork, got to know 2 number of
young ertists, snd worked his way through kim some of the leading influences
of the late fifties ond eerly sixties -=- de lLooning, Dubuffet, Pollock,
Rouschenberg. This took sbout three years. By 1964, he had worked his
way out of peinting end into three-dimensionsl plestic constructions.
Smithson had his first one-msn show at the Dwan Gallery in 1966, end he
wes prominently represented in the "Primsry Structures" show at the
Jewish Museum later that yesr, But minimel abstraction turned out to
be only snother transitionzl stage, 'Abstrsction in s fumny way seems
to taske you very fap swsey from sny kind of nstural problem, and I've
slways been draswn to natural problems," he told me. "Having started out
@s an expressionist and greduslly come sround to & greater consciousness
of abstrasction, it begen to occur to me thet the urge toward sbstraction
involves & fear of neture, There are, roybe, a hundred different ways
of looking at nature, but sbstraction is a kind of renuncistion of all
that "

Smitheon dropped out of the New York art sceme for » while in the
gixties, and did @ lot of reading end thinking. He wes not at all happy,
he seid, with the whole srt gellery setfp -- "the business of things
going from one white room to snother" -- snd he felt, elong with Heiszer

snd de Meria, thot peintin and sculpture were pretiy well pleyed outs
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le found himself thinking o lot sbout the growth of crystslline
structures snd other naturel forms, and sbout the possibility of
working diwmek¥y with neture directly, instesd of at some sort of
sesthetic remove,

In the spring of 1966, Smithsén, Robert llorris, Sol Lewitt, and
Carl André (three other minimsl srtists who also showed atf the Dwan)
decided to seek but nsture directly == to find an outdoor site and
gﬁ;iﬂ something on ite. The collaboration was Smithson's ideas Together
with Virginis Kondrstiev, they drove down to the Pine Barrens in seuth
Jersey, looking en route at verious absndoned quarries, graveyards, and
dher sites thot were "in some wsy disrupted or pulverized," as Smithe
son put it (scenic beabyy wes far from their thoughts% and teking eny
nymber of photographs. UNothing ceme of the collaboration, Nature in
the Pine Barrens is thickly wooded, and a lot of costly clearing would
jave been required to meke the lond suitsble for ert works. DBut the
outing did le2d to the first of Smithson's three-dimensionsl "non-sites,"
which occupied him for the next few years, A typicsl Smithson nen-site
consists of a section of a topographical map, cut out and mounted on
the well, in front of which stend i‘we or three wooden bins conteining
netursl perticles -- stomes, earth, gravel, etcs == taken from the
sctual area shown on the maepe <Lhe non-sites are for Smithson a kind
of "personzl ar haeology4A' A number of them have been bought by
collectors and museums. Smithson sees a somewhat ironic parallel
between this sctivity and the recent Apolle micsions to the moon, "The
moon shots ere like very expensive non-sites," he says, "going all that
way to b:ing back some particles from up theres, The whole idea of

gothering together remnents and then trying to meke sense of them W= thet's

what I find interesting,"
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In 1967, @ bussinessmsn-collector nemed lalter Procosch persuaded
the engineering firm of Tippets, Abbett, MeCsrthy, and Stratton te
engege Smithson ss sn srtist-consultent for a gient airport thet the
firm wos building outside Fort Worth, Smithson ceme into their New
York office once @ month or so to telk with the srchitectse He was
interested primerily in whet they were going to do with the spsces
around the eirport, out on the peripheries., #s the sirplenes ceme in
to lend, Smithson thought, itjfwould be plessen. for the pilot snd the
pessengers to have something to lock at on the ground, spart from the
usual barrier fences snd strings of blue lightse Although the firm
feiled tp use any of his idess, on article thet Smithson published on
the airport project cought the sttention eof Micheel “eizer and Dennis
Oppenheim, both of whom got in touch with him, Smithson, in turn, wes
struck by the photogrephs of Heizer's early esrthworks in the Molave,
which nobody in New York knew sbout at the times When “eizer joined
the Dwan Gallery soon afterward, @ useful exchsnge of ideas ensued.
Morris, Lowitt, end Andre went their own separate ways, but from then
on the Dwan begag to be knven es the eer hworkers' gellerye

Although ert, for Smithsen, is primerily a mentsl sctivity, it
hsE been more ond more sn sctivity focussed on nstural phenomena, He
hos ne resl interest in conceptusl ert, which exists solely in the reelm
of idesss "A lot of the so-colled conceptusl art is nothing but atrophy,"
ho told me, LiEbBsSl.BuEielgbeiaction.cartind ik RtulitubibEE 10
1°¥Sln| I ;gﬁnk we're just discovering the multiplicity of nature's wayse"
Smithson, however, is for from being a nature freak, snd he tends te
be & trifle scornful of the recent wave of envirommental concern, "The

ecology thing hes a kind of religious, ethical undertone to it," he
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saide "It's like the officiol religion mow, but I think e lot of it is
based on a kind of lote nineteenth century, puritsnnical view of nature.
In the puriten ethic there's o tendency to put men outside nature, so

thet whetever he does is fundomentslly unnatursl, There's this duslism
lurking eround the subject, this Teddy Roosevelt, John Muir return-to-the=
wilderness idea. To me, neture hes three different sspects: There's
wilderness; there's the country, where men hos beenj and then there's

the urban erea, and it's like o crystal growthy, the urben sres is no

more unnatursl then Yellowstone Perks A lot of people heve the sentimental
idea theot nsture is 21l good -~ they forget about the earthquakes end
typhoons and things like that,"

Smithson's sympathy for the ecology movement wes not enhsnced by his
recent experience in Vanecouver, where he plenned to mmwwx blonket & small,
uninhobited islend in Vencouver Bsy with broken gless. His "Glass Island"
projeet, slthough suthoriged by the city fethers, wes stopped by local
environmentelists who said thet the seals in the Bsy would cut themselvo;
trying to climb up on it, 'Leology is an interesting movement," Smithson
said afterwsrd, "but it doesn't look into its ewn sources enough, No seals
ever went near thet island,"

Barly in 1969 Smithson read # book colled “Lost Lakes of Boliviag"
heeh28EER0ta R BT RRER ML BRE D R oRE BR800 B BRE LR R EOR AR a BREG oS
BREE28 e R nlRNaT 1o #R-EHRSSIL ERELE A UER " 8,12, RRV T 21048 2LREAG S ond found

thet ot the northern end of the Greet Selt Leke, im Utah, extremely heavy
concentrations of salt and other minersls promoted the growth of algese
thet mede the wster red -- "the color of tomsto soup,"” one geologist said.
Smithson went out to Utsh ond spent @ couple of months scouting the area,
uniil he found @ piece of shoreline thet suited him, Thon, with the

finencisl support of the Dwen G.llery in Few “‘ork end the Ace Gallery in
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Los Angeles, he took a twenty-year lesse on ten acres of privately owned
lekefront land, hired o contrsctor, snd sterted work in April, 1970, on
the "Spiral Jetty,"

‘he actusl construction of the "Spirel Jetty" took only two weeks.
Finding a contrector took somewhat longer, becsuse of the reluctance of
seversl operators to risk seeing their hesvy trucks snd front-loaders
sink out of sight in the thick gumbo mud of the region, but according to
Smithson the men who finelly agreed to do the job, Bob Phillips of the
Fersons fsphelt Compeny in Ogden, became "quite excited"” by end enthusiastic
about the project, "At first the workmen seemed & little doubtful,"
Smithson said, "but as soon as they got into it they responded on & really
gut level,” An abundence of black basalt boulders on the shoreline
made it unnecesssry to quarry materials elsewhere, and oside from an

occasional brush with the resident former, who did not much mmrwxRaw like

‘\Aj.‘ ')n 2 -
Phyllips" trucks ewhis road, no misheps or unforeseen problems aroses

I had seen, at the Dwen Gellery, Smithson's thirty-minute color film
of the "Spiral Jetty." The film interspersed shots of prehistoric bones,
maps, ond charts with scenes of Smithson staking out the design with
string in the shellow; reddish wster} trucks becking gingerly to the
edge of the steadily lengthening spiral form to dump their loads of
rock and dirt} white selt crystals forming on the rocksy snd s final,
spectocular view from a felicopler of Smithson running the length of
the completed Jetty, from its terminus on shore to the eentrel point of
the curling spirsl, sixty yerds out in the lake, 7he film had excited
considersble interest in New fork end in _urope, snd partly beceuse of
it the "Spirel Jetty" hod become the most widely reproduced example of
contefporery esrthworks (Heizer, I hms lesrned, had been working om a

film of his "Double lNegetive" just before he went off to Montana or
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Wyoming), Like the other eserth srtists, §%ii§§8§z§%isiﬂiiﬂhat complicated
foelings sbout photographs snd films of his work, Although he once urote
thaet photogrephs "steal sway the mpirit of the work,"” he has permitted

the gellery to sell photos of the "Jetty," snd his recont mirror pieces ==
oddly unsettling imoge displacements in which seetions of mirror are

inserted into a natural landescepe and thon photogrophed == seem to depend

ratherilargely on Fbotographic reproduction, "I have to consider photo=

graphs as meteriol of s different order," he told me, "The comera aids
perception in some sense, it gives a2 kind of objectivity, suspends and
freezes your experiemce, I think the use of film or photos is not teo
be run sway from, but you still heve to confront the problem of the

natursl world,"
In order to confront the "Spirel Jetty," Mrs. Kondratiev snd I

flew mmwm from Les Vegss to Salt Lekef City, remted another car, and
drove sbout ninty miles north to Urighem City, Smithson, who wes in
Holland et the tile crestin & new earthwork in & sand quarry (he had
intended to do it in & pest bog, but thet ides fell through), hed sugges=
ted that we stop in ot the Golden Spike Motel in “righem City, where

he and his wife, lancy, hed stayed while they were working on the "Spirel
Jetty," end ask the mansger there, Lafe Jonsen, for precise directions

to the sites We had » terrible time locsting the Golden Spike Motel,
which seemed rather 2 poor omen, end when we finslly did locate it

Mro. Jensen offered directions so detailed snd so replete with homely
rursl landmerks thet our spirits ssmk. He also mentioned ghat we might
find the "Jetty" under water, becouse the loke was unususlly high sf

the moment., !Mr, Jensen had not been cut there since the previous fall,
he seid, but he wes hoping to teke the wife out sgein some Sunday for

@ picnics 5S¢ for es he know, nobody else hed been out there recently,
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except for @ group of nowspeper men from out of the state.

Twenty milcs beyond Brighem City, just pest the Golden Spike His-
toricel Site where the first trenscontinentel reilrosd link wes joined
in 1869 (two ontique locomotives snd » memoriel plinth msrk the opot),
we took o dirt roed thet led ceross rollinz scres of rich farmlond e=
whnxe the ferm whose owner hod questioned Smithson's right to cross
his acres, "If he stops us,," Mrs, Kondretiev seid, "tell him we have
@ doed Lo the land therey o legsl doed," About fifteen minutes later
® goving cloud of dust that resolved itself into o form pickup epprosching
from the oprosite direction gave rise to more thoughts of the uncer=-
tointies lnherent in earth ert ospprechiotion,; but the truck pessed us
without stopping snd we continued on, Nome of lr, Jensen's locsl land-
marks seemed to be in evidence. The landscope looked veguely familier
to lMrs. Kondratiev, though (she had been there twice before, but each
time someone else hed bheen drivin:). so we held our course for snother
eight miles, in the genersl direction of the l-ke, We got down to
the water gt about five P.M,, snd grest wes our relief to find, as
prophesied by the seer of the Golden Spike Mmkwk o remshackle wooden
jetty with some oil=-drilling rigs on it, We cpuld just meke out
Smithson's "Jetty", shmemk sbout half a mile\gg;ég the shoreline, so
we covered the romeining distsnce on foot,

Lafe Jensen had boor risht about the dSEERMISkEESrsicy Smithsen
had said that at this time of yesr there should be sbout two feet of
water around the"Jetty," but the level must have been at least twelwe
or fourteen inches higher then thot becsuse most of the "Spirsl Jetty"
was submerged, OCnly the big boulders at the odges of the csusoway were

sbove water, end when I took off my shoes and tried to wede out I sank

o my knees in mud, whitish 1t crust formed on my ﬁ?./u the water
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eveporoteds The water was rust-colored, worm, and smooth as glesss

Mro. Kondratiov said it was too bed we couldn't walk out to the end

and experience the kinetic sspect of the work, I remembered Smithson
saying that there were three different woye of seeing the "Jetty" ==
"ihen you're on it, the rocks echo the horizon, so thore's this backy
and forth kind of scele chenge concentroted in the sres of the spirsls

If you walk up #Bn the hill behind the shoreline, the whole shape omerges.
And then, if you fly over it in a helicopter, there's the poseibility

of working withy the sun, getting the sun right inte it, so you get this
burnwoff effect, I like to think the piece has o multiplicity of

scales" he action of salt crystsl formstion slso chsnged the look

of the work, he seidf. Later on in the summer, 2s the water in the

lake eveporated, heavy concentrations of sa1¥ made & whitish sludge

all along the edges of the spirel, with yellow stresks where the sulphur
content showed through,. ilhe water beceme much redder then, he said ==
more like tometo soupe In the winter, the lake rose snd the sal‘ crystals
dissolveds The #Jetty" wes thus en orgenie work of arty responding like
o tree or s plant to the chenging seasons.

Unsble to wselk out on the "Jetty" and laecking e helicoptery I climbed
the hill behind the beach, The shape of the "Jetty" was very clear from
up there, just es Swithson hed seid, and the scale wes altoge. her
different, OSet down in thet flst immonsity of water bounded by hazy,
Emzir towering mounteins, it looked precise and genlike, obviously

men-mode yet unaccounteblly believeble 25 a natural objects The spiral

itself, »s Smithson hed pointed out, wee ome of noture's bosic shmpux

building blocks. "You find it everywhere, from the nebuls of a ster down
to the sslt crystal," hé:éaid. %411 erystols grow in @ spirsl. The

D.N.A. ond the double helix sre spirals, Hurricenes form in spirals,
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There's o strenge little sketch by Brencusi, a 'Portroit of Jemes Joyce'
thot shows Joyce's eoar os o epirsl = snd #wissa of course people sey the

structure of 'Fipnegen's Weko' is & spirel."

§ﬁere wvas somothing decldedly plessing sbout Smithson's stone=and=-

eerth scpirek down there, curling sc grecefully upon itself in the placid,
reddish woters The dislogue between abstroction and nature thet Smithson
often mentions in connection with his work seemed to be going on very
agrecably, in a modest ond non-sssertive way, end the problem of ert
competing with nature did not srise, Lmter on 4ia the sugmer, when 1

wes beck in New *#rk, I got & postcerd from Smithson, in Utah, saying
that the E&E§§;§§h§§%a%g§gx§§d receded and that the "Jotty"™ woe surfacing
nicely. "Half of the tail is completeby covered with erystsls," he

I have

never coen the water so red,"g¢

Christo Javacheff does not consider hZimself an earth artist,
Mthough tho focus of his extresordinary projects hos shifted in recent
years from urbsn to rurel areas, these projects tend to be inm the
nature of "eveants" rether then stationary works of art -= to involve
vorying numbers of people in a common enterprise thet exists for s
brief time end then disesppeosrs, lecaving only photographs and contro=-
versies in iis weke, Christo (he uses only his first nsme), a
Sulgorisn-born ertist who escaped to Vienns at the time of the lun-
gerien revelt, made his wey to Faris in 1958 ond to New York, where
he lives now, in 196k, established his reputstion in the eorly six=-
ties as @ mae wrapper, rother then s maker, of srt works, He begen

by wropping bottles, furniture, end other fomilisr items in rough

canxazsonipl oyekhabuns
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convas or pmkykhm polyethylene end tying off the bundles with yerds of
heavy twine, @ procees that struck some admirers as a wry surreslist
commentary on the modern preoccupation with "pesckaging”" in industrislized
societiesj since then he has gone on to wrep sutomobiles, motorcycles,
trees, nude women, museum bukldings, end, in 1969 one million muMNE Square
feot of rocky cosstline near Oydney, Austrolis, surely one of the more
ambitious art works of the ninetevn sixties, Although the theatrical
aspects of Christo's work have barred him from consideration as a true
earthworker, it would have been unthinkeble for me to conclude my eerth

ort tour without a visif to Rifle, Colorado, where Christo was meking

preperations just then to hang en oranga)knylon curtain scross a twelve

hundred-foot-wide cenyon in the Grand Hogback afea of the Rocky lHountains.
The "Vslley Curtai£1project had been initisted more thon a year
before, in larch, 1970, snd I had been following iys progress with
interest and swe, lNot the lesst of Christo's talents is his ability to
roise money for his bizarre undertakings. The "Wrepped Coastline"” in
justrslie hed cost about $80,000, most of which Christo snd his wife,
Jesnne=Clsude, o Porisisn girl whose finencial, promotionsl, and sdminis-
trative genius might just make her the ideal person to reorgsnize
Lockheed, had reised themeeives from verious private sources in Lurope
snd the United Ststes. "VWalley Curtein" was going to cost 2 good deal
moro then thot, The initisl estimete by Lev Zetlin Associstes, the
engineering firm engaged by Christo to malke the structursl feasibility
studies, ceme to $259,000, which was subsequently revised upwerd to
$400,000, By esrly Juney 1971, Christo ond Jeanne=Claude had raised
$370,000 of that, most of itwfﬁom Europesn ccllectors, dealers, ond
museums, They felt confiﬁenzfihey would bring in the rest by the time

the Curtasin itself wes raised, in late July, and they were rather proud

$edz st
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that not ome penny hed come ss & donstion == the bocljers were 2ll being
pald off with indiviﬂuair&orks by Christé.

in order to finonce the project, Christo hed incorporsted himself.
le jmmt wes the sole stockholder of something eslled The Velley Curtein
Corporation, whose shares were reodeemable in originsl Christos == drawings,
models, and photo-montages relating to the "Valley Curtein," and also
older works (wreppings, mostly) deting beck to 1961 or 1962, 411 the
money genoroted by the sale of Velley Curtein Corp. stock would be spent
on the "Velley Curtein" project, so thet when the corporation closed its
books and dissolved itself in December, 1971, the finel sudif would show
ro profits, BESr83EREREREHINe there would be no fodorsl texe Scott Hodes,
& Chicago lawyer who worked out the detsils of the finencing, had
originally thought of setting up a» non-profit foundation, but he had
decided that the "Curtasin" could no quelify for that becsuse Christe
might eventuslly resp some sort of profit from it, if only in the form
of an enhanced reputetion, "Christo ﬂoesn:ga%%ﬁerstand the setup and
doesn't want to," Hode P ¥old me, "He figures thst's my problem, You
see, he wants to involve everybody in the process of creating art --
lawyers, engineers, adminisirators, everyone -- and he views my role
as that of & lawyor-srtict, odes also ssld thst Jesnne-Claude had been
absolutely invaluable to thef projects "She rums the books, and she
sees to it thet sverything gets done and that the meterisls get sent
where they ought to be at the right time, She's anaﬁﬁﬂiﬁﬁ woman,
very level~hoaded, and she's as much responsible for the success of
the *Vaolley Curtein®™ as Christo.”

Hodes, who collects modern art end owns & smell Shristo (a copy

of the 1966 Annual Report of the Chrysler Corporation, wrapped in cuenves

end stout twinﬂf%qﬁéég%ighlg enthusisstic about the "Velley CurtainM
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from the beginninges 0Oddly encugh, so had many of the citizens of Rifle,
Colorade, @ town not previously known for its devetion to modern erte
The local Chomber of Commerce likes to describe Eifle as the "0il Shale
Capitel of the World," Prospects of en economic boom from lsrge-scale
mining of tho oil=besring shele in the Grend Hogbsack mounteins is viewed
with somo scepticilsm by the locel fermers, renchers, end tredesmeny who
have been heering such telk for fifty yeers or more; the technology for
oll-shole extraction does not sppesr to heve advenced much in the mean=-
while, and three years aganggrsxporimentol 0il shasle plsnt rua by the
Fodercl Buresu of !ines wes closed down, throwing ¢ number of Rifliesns
out of work, The tflgn, in fect, has boen in something of an ecomomic
depression for several yoars. Although the Union Carbide vensdium
refinery & fe miles swey provides a number of jobs, the big gsme hunting
that is Rifle's other mejor industry has not been as good es usual in
rocent years (some poople cleim thet Union Carbide's smokes and effluents
have offended the olk, bear, and mountsin lions), 2nd to compound the
environmentel irony, what is described as The World's Lergest Trout Fish
Hatehery, established by the Colorade State Game, Fish, and Pefks Depart-
ment in Rifle Creek, @& few miles to the north, hed to be closed down
indefinitely a few years ago because it wes polluting the water down=
streem, And yet it wes not economic considersations slone thet coeusel so
meny of Rifle's prominent citizens to look with favor upon an enterprise

whose very oddity, it seemed, might gm help to /put Rifle on the meps
& firﬁt = o " .
When Christo décided thet he wanted to drape o mountein velley,
his friend John Powers, & wealthy collector and a pert=time resident of
Aspen, Colorado, porsuaded him thet the ideel plece to do it would be

in or near Aspen, Powers brought Christo out there smnd intreduced him

to George Nelson, en engineer who : o lived in Aspen since 1946 ond knows
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the surrounding oree es well os snyone, A freat desl of the land around
Aspen is in Netionel Forests, however, and getting permission to curtain
off govornmeni-owned volleys promised to be difficult, When Nelson hed
recovered from the ini'irl shocl of Hesring whet Christo wented to doy his
first thoughi wes of Rifle Gosp, come sixty miles due west of Aspens The
velloy theore is sn excoptionally nerrow one, running betwoen iwm nearly
perpendicular sondstone cliffs, ond the land on eithor side happens to
be privetely owneds 1though Christéd ond Nelson locked at a number of
other possible sitesf noorer Aspen, none of them could match Rifle Gep's
togese end se%nn§§§3§§5%§§2g§ 38480 spprosched the land=

ouners on cither side of ihe Gope One of them, Lloyd Wilson, wes an
sirline pilot who hoppened to have seen Christo's "Wrapped Cosstline" in
iustrelis the yeer before, He wented six thousend dollars for a nine
month lesse on his lond, MNre 2nd Mrs, Stonley Kansgen, who owned the
ionmd on the other side, were so stertled at first by the whole idee thet
for seversl weecks they were afraid to mention Christe's proposal to
enybody. When they met the artist in person, though, they were s0
choymed by him that they said he could rent their lsnd for four hundred
dollarse Christo insisted on peying them o good deal more then thatj he
hes olso promised to zhve lMrs. Kansgen, whe runs a small historicel
museun of western artifscts about s mile from Rifle Gap, & pood-sized
piece of the "Valley Curtoin” to put on displey there when the project
is terminsted.

1though Christo's lnglish is still o little erratic, his obvious
gsincerity end his besulifully considerate monners seem to have charmed

- i NPT

neerly everyone in Rifle, including hose who he must be off his

rocker. In Denver, however, opposition to the "Valley Curtein" soon began
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build upse he Colorsdo Open Spece Council, o recontly formed conser=

tion group, expressed grove anxiety thet the Curtoin's shadowy folling

for three months ecross the Gsp, would edversely affect the snimel,

insect, and plent 1life of the ares, and thot birds might be injured by

flying into it, %ﬁﬂ%ﬂ%&%ggiiggplﬂﬁtﬁﬂﬂt;hﬁdﬂ&!ﬁEﬂﬂlﬂ“!ﬂ¥5“2ltlztlx

Christo ond Jon Ven der Merck, the projoct director of "Valley Curtasing"

\
- L] )
he.Coupcil, g — ; ;o 3 . %"c "
E:xtnqnx%a,hcﬁ prosider dwerd Conners, esked how they hs %o

Gep in the first plece, Whpysfoxnapsx Since moat of the
' seemed to heve come from Lurope, Connors
Luropesns being "deprived of the opportunity of

their beck yerd?" Colorado end its cit%fons were
m;@yd.

f({u whrd J
r«st of the ¢« Ys" seee?éiag_-ﬁ-bennaqu "We

we love our mougtsins in their pristine stote, but we

its propor place," Christo snd Ven der Marck suse

sequently referred the ecological question to Professor Willism Weber,

the head of the Biology Depertment at the University of Colorado, who

]
sssured them thet the Curtsin s shadow would have no effect whetsoever

on the wildlife life {neither of which abound in the Gap),

and he intimet eny bard thet could not menage to fly over the

pretty bed shepe to begin with. Uis srguments

Open Space Council

"

Lormed a Yfrivolous use

ntinued disapproval what it

avd

but Connors selid the group would take no legel action

project,
More serious problems hes drisen, however, in connection with the

Stete highuey 325 runs right through
n erch in the curtein, one hundred feet

&

sccomodate treffic pessing from @ne side of
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the Curtein to the other, but the Highwey “epertment wented to meke very
sure that the eight thousend pound Curtain wes net going to fall down
upon the vehicles of the "trevelling public," Defore it would issue a
permit teo proceod, the lighway Depsrtment demsnded kkmk s thorough in-
vestigetion of the project by en independent engineering consultantgy it
also demanded insursnce of up te @ million dollers, and esccess to the
premises at all times "in the uyeﬁt ;ﬁ becomg?:nggeaﬁgfy to remove the
Curtein,”" The extra insurancc-;Eliéékk;;iiogféa;izzg.Corporation already
had its own) wes o major fuctor in the steadily escelating costs, which
Christo and Jesnne=Claude were spendingm most of their time trying to
meote %ES&:&82%:%&58u§%¥§§§n§2§x%%%ruﬂ; independent engineering study
that had delayed work on the site for seversl weeks, and had forced a
pstpondment of the sctucl henging of the Curtein, originelly scheduled to
toke place on July 1, When I flew down from Salt Lske City on June 21,
work was still being held up by a series of test borings into the send~
stone cliffs on either sidd of the velley, to meke sure they would
support the weigh: of the curtein end the steel cebles supperiing it

in @ nerrow volley where wind velocities of seventy miles an hour could
be oexpected.

Jon Ve der lorek, who in addition to being the project director was
also the vice president of the Vslley Curtain Corporstion gihﬂlﬂﬁ%ﬁiﬁi‘i#
Eﬁ%&i&%&%izﬁa"35%%%§8§%%§¥dggemea moderstely cheerful in spite of all
theseo delays snd difficulties, which he told me cbout after dinner at
his house in Aspen (he and his wife were living temporsrily in Aspeng
they would move out to Rifle on July 1), Usn der lMarck is forty-one,
Dutch, and full of enthusiasm for the work of Christo and other vengperd

erticts, As Chief Curstor of the Wolker Art Center in HMinneapolis, and,
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more recontly, as Director of the lMuseum of Contemporary Art in Chicego,
he hed geined o reputetion in museum cirecles for putting on highly
originel sad somewhset controversisl exhibitions, the most spectaculer

oi which involved the wrapping of the Chicego Museum of Comtemporary Art,
inside ond oul, by Christe in 1969, an event that gﬂﬁ:%ﬁ&%ﬂﬂn%%iﬂ&m
director referred to publicly a "eatestrophe." Heging resigned his
museun position early in 1971 (for ressons thaf hod nothing to do with
Christo), he agreed to work on the "Valley Curtain” project not emly

because the idea appealed to him but because of his own strong belief that

3 " - " 5 tists
museums are becoming inecressingly obsolete these days)sgaxggxiglxk

golt. g _more direct . - i =g . o
2882, sitakingiod and active involvement with society, The "Valley

Curtain® end some of the more celebrated earthworks struck him, he said,
the primitive beginnings of the new art," with which he felt that
contemporary muiseums must sooner or lojer come to terns,.

We talked for & while, Van der MHerck and I, sbout Christo's rather
curious position in the contemporary srt world, Christo hes never been
gquite secepted by the svent-garde establishment ia lew Tork, as one might
gother from the fact thet the overwhelming mejority of "Valley Curtain's"
;pOUSOrs Were Luropeans, Van der Haerck thought this wes due in part te

cultural chsuvinism, Defore Christo ceme to the U.S. in 1964 he had

been assocloted with the Nouvesu Réaliste group in Poris, a bend of

artiste whose use of advertising lmagery end consumer product ikons led te
8 cortoin rivelry with the Americen Fop ertists, Oome of the younger
Americons still tend to look on Christo as a Luropesn sesthetey and his
nt inveolvement with lerge-scole, environmentsl projects is viewed in
gquerters with suspicion., "Berth ort is very Jmericem,” Ven der lerck
ede "It reflects the vest scale of the country, the beck-to-the=

earth sentiments of tho ocologists, ond ¢lso & kind of frontier romenticism
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nany Furopesns find\néwéppealinf. Compared to Americes, Burcpe is so

tight, so filled-up and smolle-scele." He poused, then went on refloctively,
;0 is not tough enough, either, He never spits in your face,
arth srtists do. People seem to like that mowj there
w mystigque of the slep in the fsces BPut Christo is slways
courteous snd helpful, so some think ¥km he's just s selepromoters And
yet, you know, I heve never heard him meke & snide or vicious remsrk
sbout snother artist's work, which is unusuel to soy the lesst, Few

acqueintence @re os fair or objective sbout others' work

even=year-old son, Cyril, arrived in Aspen the

following morning (Jeanne=Claude wss too busy with finsncial and other
metters to leave llew York), and the three of us dréve over to Rifle thst
afterncon with Charles Russell, a%zﬁiﬁ%&%}g,§§%§%§§xggﬂ.§§s spending the
summer a8 Jen Ven der Marek's assistaont on the"Valley Curtain," It is
o specteculer drive, graduslly descending the Weatern slope of the Con=
inentsl Divide and running persllel to the Colorade River for meny miles,
amt Christo wes in fine spirits. He is thirty-five years old, 2 slim,
pather freil-loocking men with shoulder length dark heir snd a thin, ine
telligent face that frequently bresks into an engaging smile, He told

n friends had beoen horrified when they lesrned he was
going to heng the Curtain in Rifle. "In Aspen they are very intellectuslly
conscious," "They said thot the people in Rifle were all
Nixonians or end cowboys and thet they would probably kill
me, Dut you see, we hove nothing but good relations with the people
there, They are good
hether the idea of o curtsin was not something of s deperture

I ssked wh

ssmuch 88 he hed been lmown principslly es a wreppers lot at
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in 1961, in Peris, he had medo em "Iron Curtain®
drums, piled to @ height of eighteen feot ==

v blocked the Rue Visconti for three hours. The suthorities
their permission grudgingly, he seid, becouse the Algerian lar

was still going on then end civil disorders were on everyone's minds

Christo hod also made & number of "shop windows® ond "store froats,"

fres-stonding sculptures thet were e¥sct replices of shop windows and

gtore fronts, but empty of merchondise and curtained off inside from the

stopping the circulation

oye interested me," In 1969, Christe

proposed the temporary closing eff of 2ll Bopt-West highways in the

United States by means of gless walls forty-eight feet high, but so for

(*8 o

$his work hed romoined in the conceptual stoge. % ”"Gﬂ-éo
LS, COUNA
Rifle hes the dusty, herdbitten look of @ good maxy
As we drove through it, Christo pointed out Me's Cafe, where he end Ven
der HMorck hed held seversl meotings with the locel citizenry during the
lest six months He slso pointed out the Herris Jowelry Store, whose
owner, Willism J. Tedus, wes the mayor of Rifle snd » good friend of the
Curtoin,”™ By the time he hed singled out these londmerks we
» north on Route 325 toword Rifle Gspe The
by Rifle Creek, offered pleessent vistas of
green mesdows beding cropped by well put-together horses snd cows, The
valley nerrowed abrupily as we approvched the Gap, sboul seven miles
north of town. Christo expleined that the sres hed once been a pre=
historic leke, whose bed was thrown upwerd by csteclysmic foreces to form

lstone cliffs thet rose elmost verticelly on either side

the Jjegged, cends

of the roed, dJust beyond the nerrcwest point of the Gap, we turned off

i1d . ppp—— ny
to the right snd perked beside a large air-compressor merked "Morrisonw=
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Knudson, Boise,” the nsme of the enginecering firm that wes going to hang
the Curte
The engineoring crew greeted Christo with greet warmths Cyril, who
was going to be staylng with Chsrles russell and his wife in Rifle for the
gove each men 8 brisk, ,u:opuvﬁsﬁg%ﬁuhqke, snd asked about the
swimning. e Morrison-Knudson people were foeling somewhat frustrated,
beceuse they were still being held up by the independent engineering surveyes
i%iﬁiil drillers were higzh upf on both cliffs at iyoxm the moment, toking
ssnples of rock ot vardous levels. Wes Hoffmen, the Morrison=iKnudson
project mensger, said that the results so for looked very promising?ﬁﬁ.t
thot he snd kis crew mmem hopsd to get started instelling the cable anchors
next wecke The 110,060 pounds of cable, custom-made for the project by
the United ~tates Steel plent in ‘renton, Neds, hed errived a few days
before on the reilroed siding in Rifle. The curtain itself == 250,000
squere yerds of industricl nylon polyemide, dyed bright orangef to screen
red roys snd prevent loss of teneile strength == was
not expected until the end of the month {aot the J.P. Stevens Company
fectory in Richmond, Virginla, & goid this wes the biggest
sewing job they had ever attemptedy it had talken eight people four weeks

to sew the estimated sixty miles of seamn: I ssked Hoffmen what he

thought of the project, snd he said thet it wes somewhat similar to
stringing & high line over @ dem, except for the problem of wind loead.
#Phe Curtein isn't heavy," he soidj 'it's the force of the wind blowing
on it you heve to consider." Hoffmen didn't want to go into discussing
the sesthetics of the "Valley Curtein,” but he did say thet he found it

one hell of @ chollenge." Jack Webb, his ascociate, said thet they hed

had some difficulties expleining to people passing through Rifle Gap Just
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theym were doing, MIrouble is," Webb said, "after you explein

for, theyszbilksdendi thon vou're reslly in deep water,y Now

=

to feed my wife snd kids,™ The pléea

securely, and 1 roi e Curtain b

(Fhg plromrwos

y meens of its own pickeup cahles

nodified - lotor ons Four-msim-eebles were

ugedy—inmtesd of tWd

s ond the top enchers-wera girengthoned by two=hundrede

rforged conopete blocks fostemed-te-the sandstone rddge-with fiftye
“eel-pods—sunk-fonty feet-inte-tho rock), In » strong

low out as much ss thirty-five foet in either

iirection, sad ngers hod to allow for two end @ hslf million pounds

of pull on ¢ get

getting the Curtein up there

was going

we climb up the ¢liff on the left
thet young Cyril greeted with enthusiasm,
slipping od loose shele
wibh the driliers over the
Christo » box full of
e cliff, snd said it wes
isto, beceruse the
the only remeining obstacle to the
The driller seid he expected te
and get the results through in a hurry.
ake Seferien, the Chief Struciurel Langineer of the Kens R. White
Company in Denver, independent survey, had slready
the project spproveds According to

underctond Christo's
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ic point of view, he thought it wes interesting
of view for him to want to see it go
on his projectis,

they were suspicious, but then they

vo‘vod and enthusisctics -Eﬂﬂ’(

| b fn Carplim ™ & Loh

driller shook honds, snd we begon to pick our way bﬂck

o stopped off at the Rifle Galf Club, &
to cee the monsger there., Jimmy
and moneged the club, hsd been one of Christe's

cron the LERSRIERE UBeS8EsAe . CUTtRln,RY SUEEYRRRE LY

.‘“T"“ﬂ” 7R GEGH .
the 2Tib augfiutaz uhmx restourant and bar to

all "Velley Curtsin” personnel {he was slso enlerging thlggrking lot to

secomodate sightscers). Some of these old farmers a

pretty sceptical when they firsl h ard obout kyxm the Curtain,™ Le Doane
old 'em you've got to be a little broadminded in this

world, Differeat people do different things. Christ ere knaw what
he wanted, he had the money to do it with, so why not lot him go gnesd?"
I wes impressed by Le Lonne's readiness to sccept the Curtesin on
its own terms, without bethering about whether or not it wes & work ef
srt. This struck me ss @ Western silitude, en 1 found it reflected in
my conversstions with other loc 1 citigens Lhet sfternoons Most people
hed apperently assumed at [irst thet the Curtsin wes going to heve
something peinted on it, 8 portreii or & design of some kind, snd the
jdes thet it wes just going to heng

Rifle's conception of the fine arits. ILut

willing to take it on feith thst Christoy ¢ femous srtipi from Ney York.
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Dust lnow whet he was doing end ought to be sllowed to do ity s0 loug as
it wesn't going to cost Rifle any moneyes "I thought it wes the greatest
thing I1'd ever heerd of," Anthony C, liacchiono, one of kyxm the towa's
leading cilizensy said to me leoter ihst afternoon,s lscchione, who owns
Ve's Cafe, lic's Boat Soles agencyy 4 block of epsriments, end about
seven hundred head of cattle, recslled ilst he had been vecplioning in
Les Veges when Jimmy Le Donne called to tell him the newse "I ssked himy

YWhet kind of o curtain is he going to hang?'" Macclione saids "Well,

" - R N o g ust.
i con't explein it,' ssid Jimmy, But it soundga Fine lo mes I want

reople Lo be peoples Lo we the importent thing is thot there's & man
in this world who's thinking grest things., Christo's putting up all his
own moneye he's not out here begging for csshe And I think as long as
thet's the cose, in 2uy couniry & men ought to be able to express his
ideoss'

i few weeks before, in Hey, & telephone poll sfzRifim by the meneger
of the locel rodio station hed found one hundred snd tweniy-seven people
in fevor of the "Velley Curtein® am.}l f.'ueﬂt;,‘-‘i;hr.;c opposed to it, Jigm
Seeney, who runs stetd LWOR from the lobl; of the Winchester Hotel
(Teddy Rooseveli once sleyed there on & hunting trip), took down the
nemes ond sddresses of vech Dusyéudank person he coslled, snd he claims
that most of ithe negelive voles come from people who called in from
other lownse As scon && he hed fipished his poll, Seaney collected 4he-
j,n_,l“/Ul'_,:vl-hl vhe president of the Chember of Commerce snd put through @

| e VL ek i 4 =
conference call to the Governor's office in Denver. Governor (EE=—2
Love haed rether cerefully evoided teking e position on the '"Welley Curtoin”

" 2 b s bhak tha vanleat '
up to this time, He heod been gquoted as seying that the project “deeosn't

oppesl to me & » greei work of ari," undoubtedly e pruleal remark ia @
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state where newly hatched conservationists are th'cker and more active polit-
ically than lovers of advanced art, Acco ding to Seaney, though, the Govermor
took their call right away, and listened respectfully to the results of the
telephone poll., "Why do you people want that Curtain,anyway3" Seaney rerembers
hiMasking, "CeteprSichorect-man 3 Learaney ol dmgiy ] % we were in

& depressed economic situation over here, and that if nothing else, Christo's

Curtain would bring an influx of iourists and give us a shot in the arm, The

Governor said, 'I'11 accept that,! He asked how the weather vas, and hung wp,
and the next day i got thrown off a horse.' A lot of people think that
-eaney 's poll was a big factor in the Highway Yepartmert 's decidien to give
give Christo his permit -- the offimimd permit came through of ficially on July
12th — and Christo's msmiim @bvious gratitude to Beaney and othef Rifle
residents who went to bat for him further endeared him to the townspeopke,

Christo left the next day for liouston, where the Museum of Cont. emporary
aArt was opening & special exhibition of documents » photographs, drawings and
models related to the "Valley Curtain,” I retumed to New York, and for the
remainder of the summer I kept wondering from time to time how the pro ject
was faring, Then, at a dinncr party one cvening in October, two New York art
world luminaries reported with cnormous glee and satisfaction that the Valley
Curtain had come to grief — had broken loose from its moorings st that same
afternoon, while it was being raised into position, and tom itself to pleces
on the rocks below, The local anti-Christo brand of cultural chauvinism
had never been so clcarly in evidence,

By the time I saw Christo again, about a week later, he had more or less
recavered from the experience, Disasters of one sort or ancther were not
altogether new in his career, During the wrarping of the Awstralisn coastline

‘n 1969, for example, a mobmm froak storm with winds up to one hundred miles
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Per hour had destroyed about a third of the fabric and set the project baeck

for several weeks; the year before, a tw0-—hundred-and-e1ghty-foot-long, sausage=

shaped balloon called "5,600 Cubie Metor Package/" that Christo was making for
the Dolumenta IV exhibition in Kassel, Germany, went through three versions,
each of which ripped while belng inflated or hoisted into position, before
Christo and his engincers finally suceeceded on their fourth try., Christo had
announced that the "Valley Curtain" would be hung without fail in June, 1972,
and he and Jeanne-Claude had thrown themselves cheerfully into the work of
raising funds to have a new curtain made by then, This was goins to cost an
adiitional seventy thousand dollars, at least E%WW&%&

BEERE HLEREA°Y only to potential victims, not to the fabric itself), bu

neither Christo nor his wife seened worried about that, As Jeamne-Claude put
it, in her brisk and chipper Bashion, "The money is not the problem.®

The real problem, according to Christo, Van der Marck, and several othsr
witnesses I talked with subsequently, hod been the Morrison-Knudson engineering
crew, For a long time, Christo had been unwilling to take seriously the reports
be kept hearing from friends in Rifle — reports that the construction workers
looked upon the whole projcct as a Joke and said so, nigtt after night , ove-
their beers in Me's Cafe, It is important to Christo to believe that engincers
become artists when they work on one of his projects, aml he kept on believing
that such was the case in this instance as long as he could, As the summer
drew on, though, the number of engineering breakdowns and failures did begin to
scem & little excessive, Ecuipment proved inadequate for the Job at hand, and
had to be replaced, A winch rigged to pull the steel cable from its shipping
drum pulled too fast, causing a monumental tangle that took the whole day to
straighten out. GUoon afterward, one of the main suprort cables for the Curtain

pulled loose as it was beiny moors=d to the cliff, and came crashing down into
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the valley below, marrowly missing several worimen and a passing Bugkek,

The cable car that Morrison-Knudson had designed specially for the job —
it was supposed to ride on top of the support cables and serve as a vehicle
for the men who would attach the Curtain/ — did not ork at all, and had to
be replaced by an improvised platform hung from the cables on pulleys, Un=
foreseen problems kept arising, and each one meant a further delay in the
hanging schedule, Christo and Van der Marck got several extensions of their
permit from the High.ay Department,but by mit late August the end still was
not in sight, ¥Finally, in desperation, Christo put in a call to Dimiter 5,
Zagoroff, the engineser who had woriked with him on the Kassel air structure.
Zagoroff, who lives in Boston, came out to Rifle and ma © & number of helpful
suggestion®, but this in turn accelermated the slow deterioration in relations
between Chiisto and ls lcffwan, the Morrison-Knudson crew chief,

Not untdl the first week in October were the cables at last in place,

The original plan had beuen substantially modified to meet the Highway Depart-
ment's specifications, Instead of two heavy cables spanning the Gap there were
now four., The cables were attached to two~hundred-ton concrete blocks, which
had been anchored to the sandstone sliff on either side by dozens of stressed
steel rods driven fifty feet into the rock, Fighteen men were now at work on
the site, including a tea of six structural ironworkers from “hicago, Alerted
by the Christos, art world followers from both coasts, reporters, and camera
crews of the three major TV networks were converging on Rifle, along with
scores of curious Coloradians and friends or relatives of the local bdosters,

By Saturday, October 9th, the day the Curtain vas scheduled to start going up,

Rifle's mﬁ‘ud‘ Pgtogl were booked solid, and the merchants who had set high hopes

on the preoject were feeling distinetly bullish,

A sigzeable traffic jam developed on both sides of Rifle Gap that Saturday
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morning, Some people arrived befors eight A.M., and spent the next four or
five hour: wondering .hen something was going to hippen. There were, inevitably,
more xmkmyxy unforeseen difficulties and delays, Shortly after noon, thoilgh,
the crew started to raise the €mpkminxy pick-up cable around which the Curtain
had been carefully furled, One end of the pick-up cable was attached to the top
anchor on the east side of :c:!:e;l Galéwt:, 'Elb zz:’isf-to a.t.ta:h t.hﬁ r ond M m)‘h
the appropriate anchoer on tBe 26 ide,www
to the four main overhead cables by means of huge clamps that had previously
been installed there, The Curtain itself, wrapped ip tarpaulins to protect
the nylon fabric while it was being raised LA (a precaution
that Wes Hoffman had not thought necessary; the tarpaulins were ordercd at the
last minute) would be left overnight in its furled state, Then, on Sunday, it
would be unfurled gredusally and secured to &i seven ground anchors by
supplementary cables,
Christo was merbous abdgt the plan that Hoffman had worked out to lower
awrtain, The long ropes that laced the tarpaulin and the Curtain itself
wore sccured by vhat the engineers cdled "magic knots," which were supposed
to come unfastened, on: by one, when the men Mekmx on the ground pulled the
rope ends that dangled from the Curtain at intervals, Christo lacked faith

in the magic !mots, and his anxiety increased when he learned that the workmen

on the east cliff, having run out of the special tape that they used in tying

ome
the knots, were makin: do wigh,‘_used tape that they mappened to find on the

tarpaulins, Communications betwee: Christo and loffman were almbst non-
existent at this point, At four o'clock in the afternoon, thourh, when Hoffman
let it be known that his crew was going to cuit work at four-thirty, even

thow b th- Curtain on its pickup cable had been raised only about two-thirds

of th v to the top, communicaticns kmxsmm suddenly became very heated indeed,

il
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Christo and Jeanne-Claude argued with marked vehemence that to leave the Cur-
tain in that state, without seccur ng it in any way to tie four main cables,
would jeopardize the emtire project, What if a strong wind came up, as dikunedt
often happened in Rifle Gap? They begged and implored Hoffman to keep his men
on the job until the pickup cable was sccured, Hoffman said $hat it would be
dark before they could seamre it, and that the lives of his men were more im-
portant than Christe's Curtain,

At four-thirty sharp, the comstriction crew knocked off for the day, Christo,
Jeanne-Claude, Van der Marck and a few others worked frantically for the next
hour or so, trying to make everything as secure as possible, When it got too
dark to do anything more, they all went to Jimmy le Donne's golf club down the
road for a drink, At six ofclock, Van der Marck and two friends of his wh. had
driven own from Salt lake City for the hanging decided to walk back for a last
look at the site, As they ABRESAESS I UL L woy suddenly
saw a fold of orange curtain naterial come loose from its shroud and begin to
flap in the wind, "It was amazing,” Van der larck said afterwa d, "You somechow
never expect to be there when disaster strikes -- you're uswally somewhero else,
But we saw the whole thing happen before our eyes., One of the maghc knots had
come loose, up there on the cast side of the valley. Then a lot more of the
orange material came cut, and more and more, as other knots gave way, It was
astonishing and frightening and also strengely Leautiful in a way =— the sky
wasn't absolitely dark, it was 2 sort of deep blue, and in that 1; htﬂw
orange fabric bidiwadmy looked like flames, and the noise it made sounded like
some huge conflpagration, About half the Curtain came loose in all, and it
reached all the wgy to the grou d on the east side., Althoush there was not much
wind —— only eight or ten knots, I'm told — the Curtain moved with such force
that it picked up boulders and flung them around, it Lurmed over heavy equipment ,

and once it nearly overturned a man's car, Fverybody came -unning back, of
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course —- you could see what was happening from the golf club, Some people saw
it from further away and thought the Curtain was going up after all, There was
nothing anybody could do, We drove up to the top of a hill nearby and watched
until ten o'clock, and then I went back to Christo's apartmentiwm in Rifle and
we called our lawyer,"

Christo had wert openly during the destruction of the Curtain, more than
£ifty per cent of which was irreparably damaged, and he left Rifle four days
later without saying goodby to Wes Hoffman, At the press conference held at
Jimmy Le Donne's clubhouse on Tuesday, October 12th, however, Christo and Van
der Marck, on the advice of their lawyer, blamed the accident on " a smll
gust of wind" and refrained from saying what they really thought about the
construction crew, The press conference was well attended by Rifle citizens,
most of whom joined in a standing ovation for Christo following his statement ,
in which he W@ promised to retum the following June to finish the project.
‘ne woman, a member of the City Couneil, got up and said that until the accident
most people had tended to look on the Curtain as a cmzy idea that might just
help the town, but thot since Zabmrday sceing how beautiful fkx it had looked,
even during its death throes,the Valley Curtain had become their project as
well as Christo's, and that they all looked forward impat icntly to his return
next y=ar. Christo was moved, It was as though the town of Rifle had become,

through his efforts, a community of artists,

= Calvin Tomkins




