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MigARsl Heizer 119 Spring Street, L4/27/71 (966-5662)

Born in Berkeley, Calif. in 1944, son of an anthropologist at the University
(Robert Heizer) who studied the Northwest Coast Indians and also Latin

American history. Considersble travel as a child -- Europe, Mexico, etce.

Went through high school in Berkeley, no college. Has one older brother

and one younger sister. Spent some time at the San Francisco Art Institute(&%g;b
but never formelly enrolled. '"Always" Peinted, as child.

Cemp to N.Y. in sixties, continued peinting. Various styles, experimenting =-
"a typicel history." Stopped peinting rather abruptly in 1967 to begin work
with ezrth masses, but syys he's been dealing with the same problems he

was dealing with in paint. "Through the two dimensionsl problems I got

to the same problems in three dimensions." No experimentation with sculpture
-- "I'¥e always been, like, unaffected by sculpture.”

fte e'% been in NYC couple of years he "saw art here as really dead.
% H?%gs‘ﬁ“ﬂxgégﬁnﬁ %ed off at the same time, becsuse the forms
themselves were coming into question. I was lucky -- because I wasn't
really involved with that I was prepsred to desl with the new situation.”

First earthworks were done in Mojavg gesert in 1967. Set of four &k
"Essential Geometric Variations" - anxx:, cone, circle, inverted cone.
To be built in Cor-Ten steel and set in sunken space in one of the dry
lakes out there. Would have cost $#40,000 as feasibility study showed,

s0 hasn't been built. Made Emmm wooden models (versions), and fooled
sround with them in snowfall. %Zzlised to go out to the Mojave from NY
and build things in wood for 1i tle money -- $30 or so, most of which went
for gas and something to drink. These early works not really seen by
anypne, except a few friends. IHe had never been to the Mojave before,
but '"the idea of the dry lakes was present in my thinking" because he ljad
grown up on West Coast. Most of these early pieces don't exist now.

Robert Scull heard about the work and began helping financially in 1968.
Also Heiner Friedrich the German dealer. Scull commissioned his first
piece in summer of 1968: 570-mile long piece, with nine spots on dry
lakes all within 30 miles of state 1ineﬁg it was like a line thing."
th
Friedrich did a Heizer show in [{ o One piece was in Mojave Desert, which
i in Yermany, which he later bbught. Recently
Zuill éed w1th Dwen to buy the land containing
; 22 2 z 5 but Helzer didn't 1like the idea of dealers dealing
and fucklnw up his work snd so he cancelled the desl. He's now left Dwan.

'‘Nobody's ever bought any of my worklk except drawings." Dwan advanced him
money for Double Legatlv, and he signed the deed to the land ovef to the
gallery afterwards - 60 acpes on a mesa. The certificate of ownership is
the land deed. Heizer peid %75 an acre for the land, which he thinks was
pretty high considering its mostly cliff. "I'm not interested in owning
land, but just in gusranteeing certain things." Won't call this permasnence,
though. Double Negative will probably continge to crgmble along its edges.

After doing first earth pieces in 1967 he came back and did some more
paintings, but they were not the same as those he had been doing before =
a decisive change in his apppoach. "As my thinking sbout art became
clearer, 2ll my thoughts sort of seemed to come together." Says that his
previous work had rea . ly been "about' New York," but didn't reflect that.
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Heizer's father is a2 world authority on the moving of great weights
by primitive cultures - Olmec heads, etc.

Heizer is slim, rather nondescript looking, and fairly inarticylate.
Sofi, hesitant voice. Conversation thick in negations -- whathis work

is not. "I just cen't explain that," etc, Seems to have a degree of
hostility toward attempts to understand him.

Weber says Heizer is likely to burn himself out within five years, or
kill himself, Iremendous bgrner of energy. . Death wish shows up in
motorcycle cultism == he and his f£riend Hank have. super-high-powered
racing bikes, ride them flat out; had planned to do a show for several
European gslleriss that would consist of "motorcy le drawings'", but

Hank had accident on bike just before, broke leg badly, so never came off,

Both Heizer and de Maris very much into gembling. Title "Double Negative"
par.ly from double zero on roulette wheel.

M* 1/%@4:4 chunnley ) now Wé“ejgl&ﬂ o fp//aefafé%«
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Heizer =-- 2

Definitely feels that his work s exists within art history as a logical
development, "I think about the continuum (of art history). You can't
really be an artist without being a traditional artist. There's never
been an art like what I'm doing, but there are plenty of allusions to

it" -- he mentioned the stele, and says he's even going to call a vertical
sheet he sandblests Wsyele." Says his work also relates to a lot of things
that are not art, like architecture.

"I've been thinking very much in terms of size, not scale." Pollock's

big paintings in forties explored the problem of scale thoroughly - ypu
couldn't take that any further. "I really don't thinz.about my things

in terms of size because they're not really that big. But they're big
enough to give the ideae..." (This not clear to me; get more on size/scale).

Displacement idea? (No clear statement)

The idea of msking an object is not what interests him. "Every piece I
build is a different response to the problem.,® (And the main problem
seems to be the 20th cent chestnut of deciding what is or is not art).
WI'm interested in using what's where it is in such a way that I can usd
M )

New Piece (Vertical)

Heigter tried to do a vertical piece in Switzerland but ran into problens.
Now he wants to do it in the iest, has found and bought acreage in granite
range in Nevade. Actually, since piece is vertical, he needs only a small
surface area. "All it-s about really is how to mowe a very big block in

s very complicated way,¥ using no machinery." Heizer used heavy machinery
for several of Bis pieces but now wants to get away from that. "I like
the machines, but they cost a lot of money..." Feels he has to figure out
way to do these works on his own without dependence on others. UMaking use
of gravity rather than machines now. "Just like the Egyptians thousands
of years ago.'" Does use a rock drill, but considers that his "paintbrush,"
"You can't get away from some kind of device."

Nature
ature is more apparent in my work then metAfid in the Mona Lisa, for
example." But the interplay of nature 2nd art is no different in his work.

"I think very simply. If you look at the pieces, you'll see they're
quite simple.

Lack of spectators doesn't bother him, Xkm "A number of the people who
are really involved in new art Have seen the work, If I could do it right
outside here (NYC) I would, but that's impossible,"

Feels that to see Diauble Negative one should really take a full day, or
better still '"two sunrises and two sunsets.'" Light and shadows change, etc.
Part of his thing is to get awey from the "art-at-a-glanze" of New fork
galleries, etc, Can't see it right from helicopter, and photos give no
real sense of it.
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Heizer quotes (published)

"I think the only important limitetions on art are the ones imposed or
aggepted by the artist himself." 6&psfarumz (Avalanche, Fall 1970, No,1)

"I work outside because it's the only place where I can displace masse
I like the scale =-- that's certainly one difference between working in
a gallery and working outdoors. J'm not tryi to compete in size with
eny naturel phenomena, because it s technically impossible."

"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 amd allow a return to the idea of art as...more of 2 religion."(ibid)

"The reason I go there (to nature) is because it satisfies my feeling for
space, I like that space." (ibid)

"My work is closely tied up with my own experiences; for instance, my

personal associations with dirt are very resl., I really like it, I e
really like td lie in the dirt. I don't feel close to it in the farmer's
sensessesthe work I'm doing with earth satisfies some very basic desires."(ibid)

"I'm mainly concerned with physical properties, with density, volume, mass
and space. For instance, I find an 18 foot square granite boulder. That's
masse It's zlbeady a piece of sculpture. But as an artist it's not

enough for me to say that, so I mess with it, I defile it...if you're a
naturalist you'd say I defdled it, otherwise you'd say I responded in my

own manner, £And that was by putting some space =mmesmst under the boulder.

My work is in opposition to the kind of sculpture which involves rigidly
forming, welding, sealing, perfecting the surface of 2 piece of materizal,

I also want my work to complefe its life-span ek during my lifetime." (ibid)

"Everything is besutiful, but not everything is art." (Q. What makes it
art?) "I guess when you insist on it lon’ enough, when you can convincegd
someone else that it is. I think that the look of art is broadening.
The idea of sculpture has been destroyed, subverted, pgt down. And the
idea of peinting has also been subverted. This has happened in a very
strange way, through a proc:ss of logical questioning by artists. It
hasn't been like these various looks which appear every twenby years or
so; they're jusl minor phenomena within the larger one that will be
remembered" (ibid).

"It looks as though the whole spirit of painting and sculpture could be
shrugged off in two years' time perheps. It's almost totally inconsequential.
Of course it'll never hasppen, but it's conceivable, it could happen." (ibid).

"In the desert, I can find that kind of unraped, peaceful, religious
space artists have plwaysftried to put into their work. I don't want any
indication I've been herel at all. My holes should have no history, they
should be indeterminate in time and inaccessible in locale." (Satevepost,
HOV.E, 1968) .

"Man will never create anything reslly large in relation to the world --
only in relation to himself and his size. The most formidable objects that
man has touched are the earth snd the moon. The greatest scale he under-
stands is the distance between them, and this is nothing compared wo what
he suspects to exist." (Artforum, Dec. 1969).
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Heizer - works

Dissipate - (wood) 50' x 50' area, Black Rock Desert, Nevada, 1968
(grouping taken from random drop of five matches), Dissipate
is #8 of Nine Nevada Depressions, commissioned by Scull. The
others are called Displaced - Replaced Mass.

Two-Stage - wood in snow, 48' by 48' by 48', Sierrs Mountains, Nevada, 1967.

Isolated Masé§¥§gg%$£25120' x 1' x 1', Massacre Ury Lake, fxkxif Nevada,

1968. Commissioned by Scull,
Line Drawing - crayon on printed material, 35 x 2§'' - drawing was only
object hn exhibition at Heiner Friedrich Gall, Munich, 1969.

Munich Yepression - 1000 ton displacement, 100' diameter, 15' deep. Munich,
April, 1969 (coincident with Heiner Friedrich exhib).

Five Conic Displacements - Coyote Dry Lake, Calif., Jan. 1969,

Ground Incision/Loop Drawing - Coyote Dry Lake, Calif., Nov. 1968, Eight
50' wheel-cut loops and tracks on surface 800' long, 50' wide.

Bydrate - Blue Diamond, Nevada, J,ly 1968. ZEight wooden boards, 16' by
1' by 1' each, placed inside 2 dry wash (later washed awiy).

El Mirage Project, Mojave Desert, Calif. - "Windows," "Compresskom Line," etc.

Double Negative - 1500' x 50" x 38', 240,000 ton displacemeht. Mormon Mesa,
Nevada, 1969.

BEegzRIBCEZ¥X )

Dpagged Mass - orig. plenned 1969, in NYC with block of indigenous
granhte. Planned again with 100-ton block selected in Sierra Nevada
for placement in northern Nevadaj; block was under 10' of snow at
time planned and could not be moved. Rmkmxk Detroit wersion (March,
1971) used block given by Rock of Ages corp., wiaighing 35 tons, and
measuring 26' x 4¥'.
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Jne 15 Vegas

Flew in over Orand Canyon, Lake Mead. Bright sunlight and 105 degrees.
Slots at airport going sgirong., Vegas xiE baking in plain ringed with
mountains, shimmering in blue haze. Stardust Hotel had no record of my
reservation, or of several others arribing - Medical Technologists Con—
vention in progress. Lobby entirely filled with slots, at which women
predominate, Some with stdols to sit on. Paper cups for vinn ngse.
Different groups — poker tables staked out by older men, bald and fat

and glum; Keno's older women; roplette and blackjack attract the ypunger
crowd, honeymooners, young marrieds, No photos allowed anywhere, At the
other hotels on the strip, 19%0s entertainers making last stand —— Liberace
at Caevar's Palace, Durante and Jessel and Miss Peggy Lee. Atmosphere is

28

totally middle class vulgar, not evil, not even carnival.

Met Virginia Dwan ai hotel, and left town abt 4 PM to stée Heigzer's "“Double
Negative." Frceway north for abt 45 minutes, to Logundalu/Overton exit,
Asked directions in Overton. Headed back toward Morman Mesa (which Heizer
calls Virgin Mesa), a wery long, flat pr;mﬁgence north of Overton, with
large white "M" emblazoned on its :1d5; BIrEE road wp to the top, becoming
very steep and winding, with patches of soft sand in wh ich we nearly foun-
dered, Once on top, we drove siraight across the top of the mesa to the
other side, Dwan thought we'd found it, but proved wrong. We turned right
and drove along the mesa, heading east, stopping at each canyon to get

out and look for Double Neg. Car in danger of overheating — temp., still
blastingly hot. Low scrub growth in sandy soil, mesquite, sage; ground
full of holes for small animals. Dwan warned about snakes and scorpions —
walk around scrub, not through it, and listen,

After about an hour she grew discouraged, and deciddd it might be back the
other way. First indication that Dwan had very little recollection of how
to get to the piece, not having pa:d much attention when others drowes.

er[zzeizer was not available to take us out because he had left town, presumably
o go north to Wyomimg or Montana to look for site for his vertical piece.
Dwan called the Kona Kai Motel, found he'd checked out, left no message.
Hank, his friend helper, had gone off to ride in motorcycle circuit
races. Dwan says ; in a modd of being fed up with the art world
and that thi s typical behavior. He's very negative now. Impatient at

interruptions in NY -- s just not a studio artist" —- couldn't stand
P3eople coming to visit, interview hkm, see work, All ge,ﬂants to do is
work, and he feels he hasn't worked for a year because » been that long
looking for a site for the vertical piece., He looked around in Switzerland
but every place seemed too dangerous — rodk slides migh: hurt someone below.
Has to have pure granite to work with, otherwise the blasting would split
and shatter the rocke (Piece will inwvolve cutti ng out a large rock section,
moving it either down or across cliff to another pdacek blasted out fo
receive it., This will involve great peril to the artist, who must become
something of a rock climber in progess, especially because Heizer doesn't
want to use heavy equipment, would be happy to do it as close as possible

to methods used by ancient Egyptians etc. Part of his death wish, likely).
Dwan says "a private individual" is helping him nowe. No¥ Scull (she doesnlt
Lh:nk). Hd was under retainer from gallery until recently, but no longer.

Heizer and Hank were working here with a film-maker, making film on him,
Recutting the line piece with bikes Dwan surprised not to find hims
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Vegas notes

(from Ralph H, Peck "Cetaway Guide to Las Vegas")

Begdnmnings during gold and silver rush in 1870s, Nothing but a tent town unt%i
1905, when Union Facific HRR built a division point depot there, Land specukation
ensued, Real boom didn't start until 1940s, when military bases grew up

nearby, Nevada grew faster in 19£0s than any other state - 72,6%., More than
half the pop. lives in Clark Cpunty (Vegas),

Nevada ranks second to Alaska in amt of land owned by Fed Govt = %7,000,000
acres administered by Bureau of &nd Management, or roughly two-thirds of state.

Gambling legalized 1931, Now Vegas has 15 million vis%tors.;er year, Gambling
operatiions carefully controlled and mostly honest, Flastic chips *;s-ed.a.s
money in stores “nd restaurants. Visitors leave more than half a billipn
dollars vearly, (First leglized 1867, banned in 1900, re-legalized 1931).

Vegas has 19 marrying chapels along The Sprip alone.
Gross gambling winnings in 1969 totalled {522 million,
Each slot machine earns its owner something like $4000 per year,

Downtown Fremont Street's elechkrical signs comprise maybe 2 million light
bulbs and 42 miles of neon tubing,

Current military bases: Nevada Test Site; Nuclear 'Jorck-et Dev elopment
Station; Nellis Air Force Base (€ miles northeast of Vegas). Not far
from Yucea Flat, Jackson Flat, and Frenchman Flat, shown on man as
Nanger Zones (where niuclear bombs are tested),

—_——
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Heizer's recent drag piece in Detroit was something of a bust, After all
the preliminary difficulties in getting a block of granite (Heizer talked
Rock of Ages into donating one himself), the piece didn't really work as
planned. The ground was too hard, and it didn't dig up much earth. The
rock itself began to buckle and bend under the pressure, so they had to
give up, It was then offered to the Detroit Institute as a donation, but
the trustees refused - quite an insult. Rock now in storage somewhere,
"until it becomes a piece again,"

Another factor in Heizer's grim mood is his recent divorce. He was mafried
to very pretty girl, ex-model, who gol as much attention from Detroit press
as he dide No one would have noticed his show mach if it hadn't been for
the drag piece - small space in back reaches of museum. But the dragpiece
excited a good deal of highly unfavorable attention,

Re Double Negative: Bischofsberger, the German dealer, was the person who
wanted to buy it, for re-sale. Still thinks he's going to, but Heizer

J
considers the whole thing off, Rather sticky situation.

We drove all the way back to the place where we came across the mesa from

the south, and drove on the other wayes Tried a few places, no success.
Finally, at about 7 PM, we saw it. An umm_tﬁtakeable, clean, hard edge

cute "God Damn, it's really bigl" — Dwan. "Michael has surprised me again,"
We'd been looking for 1% hours since arriving on top of mesa.

There are two cuts, facing each other across a canyon,about fifty feet apart.
The back end slopes down sharply, so you have to pick your way from foothold
to foothold, or else slide on your rump, getting shoes full of sand either
way. At the bottom, you look up fifty feet to the rime. The sides are sliced
away cleanly, obviously by some great blade. But erosion has already changed
the surface, Striations and veins, yellowish streaks in the dull ochre earth,
and near the bottom shelves where the Zmwmzx earth has brpken loose in

large chunks. The sand very soft, Quite a number of graffiti, including
several renditions of the name "Willie Weed," peace signs, the ubigugtous
"Fuek," other names, and an oddly lifelike drawing of a shark. Dwan says
motorcyclisbs come up on mesa to ride. A beer can or two around. Dwan says
down at this level one may be thousands of ywars back in geological time,
Looking up, at walls, it almost looks as though there are carvings all along,
gargoyles and saints.

We walked out to the edge of the cut, looked acposs at facing cut and down
into the canyon where the earth and stone was pushed over by Bulldezer. In
the valley, marvellous naiural sculptures — turrets and towers., To the

north, a pleasant valley stretches between the mesa and the high mountains
further on., My impression that the scale and effort of the Heizer piece is
rather puny by comparison — Heizer must have felt that too, hence his
statements on scale as oprosed to natural scale. But the piece is impressive.
Dwan says the bulldozer had to be lifted out of the cut by a crane,

Land was privately owned, Heizer bought it ve deed to gallery. Dwan says

Sam Wagstaff exclaimed “"The earth is a fferent place because Double Negative
18 thwfw, by Godif"™ I'm not convinced. I zer thinks it may last a century,
feels it will be interesting to se 11 changes through eromiona.
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We went aceoss and Aesccnded into the oppos#te cut., This is the same depth,
but it 1s longer, Actually, after he'd made the piece and it had been on
cover of Artforum Heizer decided he wanted it bigger, went back and extended
depth of this cut to 100 feet, Willie Weed again,

Stillness of the mesa. Not another sound. Light golden befor: sunset.

Georgia O(Keefe colors — ochre, russet, sand. Decided we'd better leave

s0 as not to have to navigate road down mesa in darkes
&d]( 'SL"fb

On the way back, Dwan loif ( the editor of Avalanche “%p on an

earthworks show at Cornel } ahtagonized all the artists involved.

By mistake, Heizer rwc:;vad a bill for the labor involved in digging his

hole. He returned it angrily, saying he hadn't wanted to be in the show

anyway and demanding that the piece be fulled in now. But by this time,

loose dirt being scarce in Ithaca in winter, Heizer's di had been used

by DeMaria and Bob Morris to make their pieces., Heizer's hold was covered
over with a tarpaulin,

Also told about her trip to Yucatan with the Smithsons. Went to Palengue,
Bonampak, with guide, very primtive conditions, Smithson had 20 mirrors
along, was always working, looking for site to set them up (displaced
1marej), photograph th sult, then pick them up and move on. The
Smithsons always find places nobody else would think of going. Nancy is
an ideal wife, unflappable. "Bob is difficult for some people to under-
stands He alw 3 takes the long way around things, and the more he drinks
the more he talks, and the more difficult to follow." Interesting that
Smithson is nuarly always involved with displawed images, while Heizer

is into physical displacement of objects. Also, earth and water, Each
artistd seems to have staked out a particular element. This has contributed
to the bad feeli Smithson and DeMaria, which goes back several
years and related oauxcaLly to something Smithson said or didn't say about
DeMaria in a magazine article DeMaria was annoyed that Smithson had a
road leading to his Spiral Jetty, because he felt h® that roads were EEE
thinge

Conceptmal art © Dwan says she's always irritated when herfriends say
earthworks are conceptual. "200,000 tons of dirt moved is not a concept,
it's very rcalll

Coming into Vegas at night, the great neon monste ? Fremont Street like
a thousand Osakas. Golden Nug , Four ‘u.@n,, Binion's Horseshoe, etc.
Dwan says the boys really dig this, because is is whure we are right
J 3 J & y

now., This 1s what the country is really 11Ku.' Materialism and display
and vulgarity, and death and desolaiion just outside (the desert, the

issile bases, the nuclear t g = in :act uhU ollowing morning, at
TAM, a new test shot is scheduled, phe firs ince Dec. 18, 1970 at Nevada
Test Site «tham shot resulted in a radtaulﬁn leak that was measured in 18
western state when the earth cracked near ground zeroj tests suspended
since Tomorrow's to go off in a l1000-foot shaft at Yucca Flat
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Donald Droll (by telephohe, 6/28/71) - Knoedlers.

Proll wouldn't go so far as to say he "represents" Heizer, only that he is
working with him for the time being, He was very curious to know whether
I had s-en him, because he's been trying to get in touch with him for a
week an” can't get an answer at any of the three humbers he has,

"Everything ie sort of up in the air at the moment,"

Hopes Heizer will call
in one of these days, as he sometimes does,

Droll has known him for several years, liked his paintings when he first
came to NY., Interested in helping him now, "but it would have to be some
new kind of gallery relationship." What sort would that be? "I wish you
could tell me,"
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Walter De Maria - first invu 5/6/71 at 27 Howard 8t. (925-6061)

De Maria was recently returned from the West, where he bought 280 acres

of lend in Neveda, the lergest site yet acquired for earth work or, as

he prefers, " &and works.'" His lofl the usual barren expanse. ©On floor

in front room were his five sculptural pieces made of stainless steel

skikes honed to razor sherp edge. He showed them at Dwan earlier in

season, had relesse fomms for viewers to fill out absolving gallery of

blame in case of ingury. A museum Xm somewhere wanted to show them but
plannéd to rope them off, so de lMaria refused -- the element of danger,
provocation, is part of the piiece.™ They were covered by plywood slabs.

He said there had been several offers to buy them individualll, but hg cdhf’—

wants to keep the set of five together. ¥Qla dumearapd
C .3 e Yl a?"fw

De Maria is 35, delicately built, with curly hair cut fairly short, no
beard etc. Very pleessant and outgoing, telks easily. Clearly feels he
has not received proper recognition (as compared with Smithson, e.g.),
and considers that important now. He said he Dwan Gallery is closing
in June, folding up. Weber wants to open a new gallery downtown, and
is taking Heizer, but De lMaria won't go with him -- says Weber still wants
to sell dwawings, photos, etc., not commit himself wholly to the land
pieces. De Maria said that within nexi coupikd of weeks he was going to
make basic decision, whether to commit himself totaslly to land works; if
50 he will never have another gallery or museum show (he says), or at
leaspt he won't work with that in mind as » goal. 1

= 1472
Big projeck looming as possibility is in connection with next Olympics,in
“unich - a deep shaft in hill overlooking stadium, with bronze plate on
top (raised off ground) on which fifty or sixty people could stzhd. The
hole would be invisible. Olympic committee considering project now. If
they accept, it will be a premendous step for the whole movement.

This summer, in Nevadsa, he has sketches‘%w’three pieces he's# starting

to work out. "I don't know exactly what I'1l do with this particular piece
of land., That's still vague -~ I don't know whether I'll be working thag
or not."

Bought land sgfguction, with his own savings. He and “eizer have hired an
@ll-around field menager - can fly a plahe, expert mechanic, very good at
construction. He found the land. Worthless land, in between some silver,
mercury amd other mines. "I went there and bid on it, on the steps of

the county courthouse."

"It's just about three years since I really got going -- three and a half."

Munich piece: "It's the most important thing happening in my life right
now." Olympic site outside city with hills made of rubble from WWII. DeM
plans to drill 2 hole 12' diameter down through muksssiseie mountain, which
is 60 meters deep(200 feet), then continue into natursl earth another 60
meters. Hole lined with cement, to keep ffom collapsing. Capped on bottom.
Space shaft through mountein., Ifl accepted, would become sort of primary
symbol of whole Olympic games - the mountain is centrel focuse. "On the

top of the hole, we would build a solid bronze disk, 18 feet in diamater,
giving ou & ysrd on either side of the hole. This would be a foot to 18
inches high, off the ground. The whole piece would probably cost somewhere
between three hundred, three hundred and fifty thousand dollars. People would
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* Telephone cibnversation June 10 - DeMarias said his Germen dealer tells
him that the ehief architect for the Olympics r-slly likes the piece

and wants to commission it, but that there has been a lot of difficulty
persuading the finance and politicel committees. Several long discussions
on the subject have ended inconclusively -- they are frightenmed of public
opinion. De Maria now working to round up letters asnd statements from
museum people, critics, etc in support of idea. The mountain itself

is made of wer rubble, he says =~ why not turn the artificislity of the
mountain into sculpture? Make a statement about the earth... He plans

to go to Munich first week in July to fight for it in person, Very

touch and go right now.
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be able to step up on the disk and walk around -- up to fifty or a hundred
people. I wrote up a statement about the project that went into minimal
and conceptual art -- the disk being a sort of minimel piece, and the hole
being conceptual in that you cen't see it -- and 2lso the #holle being an
activating force for the whole mountain, because by placing such a core

in the mountsin you'we created such an ares of activity thet basically

the whole mountain becomes the pieccess

"The Germans have a way of being peculiarly interested in advanced theory.The
amezing thing is that I can propose a piece that would cost more than 300,000
dollars, of which 90 per cent would be invisible, and the architects are
taking it extremely seriously. Shkould this piece be accepted, the whole land
art idea would be terrifically advanced.®f they don't, well then it becomes
one of these theoretical pieces that goes into art books. Anyway, within
another couple df months my whole life would jump into another dimension,
where I would construct what would turn out to be the most photographed

piece in the world - or, I continue in this kind of independent, underground,
renegade, np-gallery, stealing=-government-land position.!f;t;

Theoretically, at least, deMaria's involvqﬁment with land art goes back

to 1961-2,when he made drawimgs for what.he celled # "Walls in the Desert'.
This wes to consist of two mile-lgggawa s, somewhere between 14-20 feet
tall, 4-5 feet thick, of cement, 8—16 feet wide. "As you walked through
them, you could look up at the skj; 28 you continued to walk through them,
as you get about to the half-mil# point, the perspective closesj and as
you come near the end, df course, the perspective opens up. The walls
would be construtted so that when you came out, you'd be facing sn Bnormous
expanse, and you'd really feel what space is. Now I feel I'm within

five years of having the reputetion and the means to actually build these
walls." DeM. thinks that if an individual doesn't want to buy it, maybe
small groups could get together and do so -- his new ideaj or, as with
Olymbics, a public situation; or combination of private and public.

DeMaria now feels he's obliged to come out of being a recluse and involve
himself in "z strenge form of politics" =~ get involved with social
situation, etc.

"I keep wantiﬂ§nﬁo say five things at once. That's the real reason you
meke art, I'® to say five or ten things at once, just like that!"

"'ime is a major factor kn this work (land art), and it will be the main
fazkwEx reason why I think this work survives. A new time awareness is
happening. I think you cen talk sbout style in art in terms of their

time span. Like, @ fourteenth century psinting, or an early thirteenth
century painting, had 2 kind of stkllness, whereas Baroque got into a

kind of very jumpy time sense. The earth works have a very extended sense
of time. The time is actusl, too, not figurative. If you go to see a piece
like the one I did with three different mile-long cuts in the desert,

it takes you five hours to see it. Actually it takes 211 day, because

you need sbout three hours to drive to the piece, a minimum of four hours
to see it, and three hours to drive beck. So you've spent ten hours involved
in the piece. There's no other piece of sculpture that cemands that of
you, If you take a piece kg of sculptures by David Smith or Brancusi or
Giascometii =- I'm naming only majof names, and there aren't many in
sculpture, it's amazing how few major names there are in sculpture comPared
to psinting -- anywag, you come into the gallery and maybe spend one minute,
two minutes, three minutes, rarely any more than five minutes. With an
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earth work, you're reslly in the piece?zggnggﬁally Wz 1h time. Your

whole personality cuts through the piece in & much larger way than with
anything else.

"E0, 11ke, 1f L make this kind of major decision, whji ch is very rigorous
—- it's saying I'm not interested in Sao Paolo, in t %1ennale, any
international group shows, any museum growp shows, gallery shows =-- when

I meke that statement, then I'1l peally be free to carry out this position
Ilve developed. Now the point comes where even if less people see it(the
work), that's O.K.. In enough time people will see it. It's quite all
right with me if I do one piece a yea ' for the next tem years, Why do I
have to do ten, or twenty? It's a different way of thinking."

Minimal art has somewhat same relstion to time. Cubist art concerned with
chopping things up, with collage == "I can't stand collage". .
With land works, "you're as close to a pure situation as you can get,
because ymeksmemex the work is not being teinted by the Social, psychological
environment of the gellery or museum, When you go into a gallery, you se¢e,
you're enormously influenced by the personality of the dealer. Leo's got
his own style, Janis has this kind of flashy style, Dwan had its own kind
of air and style. It's been very good, it's been nice to work in that,
but this is now oppressive. #And it s just as outmoded as night clubs."
| Imuxproanherzxbrnxdxnightxekukswanx
Quick Career Summary

Started doing a lot of plain wooden boxes in 1964-62, just plywood, not
painted gray or anything (like Morris/. EBrom there into what he called
invisible drawings' -- lightly pencilled drawings of mountains and things.
Then into his "steel period," which last 3-4 years. Then, starting in
1967-68, he started looking back to the drawings and the wood pieces,

and things began to come together, He meg Heizer, by chance, and began
moking trips to the West with him. Heizer did the Nine Nevada Depressions
in 1968 for Scull, That same summer, DeM was filling the gellery in Munich
with dirt, then Qoing to Sahara desert in Dec. 1968 to do first part of
Three ¥ontinent FPiece. "Then I returned to New lork, snd people expecte

me to fill the Dwan Gallery with dirt, but I did this piece (shikeam
instead, which more accurately reflected my feelings about New York at

this time,"

DeMaria feels he has a somewhat uhrecognized relation to Minimal Art,
"If Minimal was the major breakthrough in sculpture of the sixties,
then it has something to do with a younger person s notion of space
and time == his cobler outlook on the world. There wasn't allm that
expressionistic rage, all that slin zing of paint and wielding of the
blowtorch. What we felt wa { expressx' b something that seemed
almost anonymous." The ol - rndlins ﬂ

D8M, on 20th Cent Sculpture: "...you have to include airplsne designers
and people like Bugatti. Who else is there? Brancusi and Giacometti. That's
sbout the lot." (quotes in Ark, London, Spring 1970).

DeM has beeh featured twice in Time, has played drums with the Velvet
Underground and with LaMonte Young and Terry Riley. Writes musi@. Has
made 2 movie about China an: the Opium War.

SediTon cow du Aight', Gin, mlualien — afhin acha.
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Walter De Maria - bio

Born "right next to Berkeley, California, in 1936, in a town called Albany."
Grew gp in East Bay area of San Francisco., I was very influenced by the
San Francisco mystique, and looking st the Pacific Ocean, and thinking
about the Pacific, and China, and Japan and everything that laygm beyond.
A1l of Califormia is quite influenced by Japan and Zen and that type of
thing. We were quitte taken by poetry all through the fifties."

"Then I went to the University at Berkeley, and I studied hietory -- not
art, just history. Then I took a whole lot of art history as a sort of
minor, and then I realized I chuldn't write and was very poor at lang-
uages, I wa:. a v.ry bad scholar, so I started to paint and draw & lot.
When I graduated é stayed on for two more years painting, and I got my

| MA in painting.“q gmedietely after I graduated in 1959, I stopped painting
for good. Because I reslized that we had been taught what wes basically
a closed-end system. The system of pginting that was taught was_.to start

{ with plaster casts, to go on to Cezaﬁﬂe%iggg %geg %ocggﬁgtlfg efgggggéO,

{ to break them up a little more and get a little wilder, and then to go on

| to Hans Hoffman, who at one time had taught at Berkeley, and start to

| get 2 little more loose, but still keeping basic.lly some kind of a

| balanced picture -- a little green herey a little red there. And then

| they led you up to de Kooning, which was at that time to bring you right
up o date. Having gone through those stages, they considred you a bono
fide peinter, and threw you out into the world to become another teacher
like theme, I realized that thet system was doomed. I could have some
rapport with Rothko, and Newman, who were not taught at that school at
all, but I was so disgusted basically that I just stopped psinting, and

| started meking these little boxes. Which a2t that time was also a rejection
| of sculpture =-- which was dominated then by people like Stankiewicz,
Lippold, Ferber and these sort of welding people. I totally rejected
Cubism in eny form, including that kind of Cubist expressionism in de
Looning.

"Anyway, as a backgrcund I would just say thet it was California for my
first 25 years, znd always northern California."

Father small businessman - stores. First generation Amevican, both sets of
grandparents came over about turn of century, from northern Italy. '"Luckily
they came all the way to the West Coast. I'm sure if they'd only come to
New York I would neve - have been an artist, and I would hardly have become

a humsn being. People in the East are more intellectual, and I like that,
that was probably one of the mein reasons I came here, but on the whole
California is the leading cultural factor of The States. I couldn't live

there, though!"

Ceme to NY winter of 1960. No real contaect with art scene. Had met La

Monte Young at berkeley, who introduced him to drugs, advenced idess(shared).
'hey put on first hoppenings in Berkeley, at School of Fine Art, in 195§ ==
artists, dancers abstract theater. La Monte influenced by Cage. When

deM got to NY, Ha2ll I needed to know was La Monte and his ideas." Got to
know Judson dancers.

First NY period =-- 1960,61,62 - hed vefy smell loft on Bowery, #55 month.
Married a Sen Francisco girl. "I couldn'ty believe the coldness of New York
that first winter,"Built first boxes. Ewenty-six in 21l. "That was sort of
the beginning of minimal art. Bob Morris and I were very close friends at
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X Gt Bob Wlhman, who_howed
(® post & Tue fody i mergl

DeMaria - bio (2)

that time. We saw each other neerly every night. HMorris had started doing
these boxes, mostly painted a kind of Jasper Johns gray, and I wes doing
my kmx®Ex plywood boxes, and it wes a2 very interesting inte change. Morris
was five years older '‘han I was; being a little more politifally aware,
he was able to get an uptown show{ earlier than I was.

First show in January 1963$rin a storefront loft on,@reat Jones Street(No.9¥
Box pieces. 'Move the Ball Slowly Down the Row" partitions = when

he met Secull in 1965, he commissioned heving it done in stainless steel.
Shows "my interest in parsllel lines and in time." '"The inberesting word
is 'Slowly.'" Also @ sort of proto-Pop comic strip piece "Bhe Adventures
of iir Ball" =~ much too Pop for his teste, never did any more. Spectator
places ball in one hole snd it rolls in planned course through box. Pinball
geme piece. Participation pieces, but "much too Pop, too lively for my
teste." Interesting thing wses sound. Pieces called "Boxes for Meaningless
Work." Also included "Cage" for John Cage, which Scull alsoqﬁgfmigﬁiiggs '
in metaly deM. says it's "one of the best minimal pieces of >
(When he made it first in wood, he called it "3tatue of John Cage', but
when Scull commissioned it in 1965 he changed name to "Cage"). Made up

of eight, one-inch rods with end pieces, whole seven feet tall - was in
Primsry Structure show, 1966,

"It was interesting that the work of Morris and myself, and I guess Carl
Andre too, was going on in 1961 and 1962. Most people think Minimal Art
began about 1966 or 1967 because of Kynaston's show. A few things had
been shown in 1963 snd 1964, but it wasn't until 1966 that people became
gmzxszXx conscious of it. A lot of Morris' early work was so influenc:d

by Duchamp and by Johns; t it was Just slavish. People were so much in
love with Duchamp fﬁ§§5§é§%he that did snything that looked like it -=
like Jim Dine putting a shovel next to 2 canvas -- became the dominant
mode." DeM very impressei@g;xbui;im s but wanted to get away from puns,

A

back to simpler concepts. })/ww&-/ i o & Mariod O~

"Iy my own mind, I was resppnding to\£§§§§§96he same way that Cage and?—
the rest of thdm were.'" But wanted to be more involved in what he was
doing. #lso at the time he didn't understand what he wes doing the way
he does now. '"The piece that stands without a title is superior to

the piece that depends on the title, the literary title. If you go out
to the desert and see my piece, I don't have to# title it. It's just
there. I think that's where we ccn get beyond French lbgic. You get hit
by the sun, and you've lost your logic."

Secpnd show at Paula Johnson (now Cooper’/ Gallery in 1965. Veryff small
gallery at 109 E.69th. Had "Surprise Box" -~ involved two people, each
puts in something, tskes something out, thus use of time,

'hird show at Ekstrom in Dec. 1966, Steel pieces, mainly q%izoratipng
of wood pieces. Larly numericdl, systemic Pieces. Alo "uvisil d’“*?” ‘“‘f?

g%%%wii gggz %8 efa %n%ﬁ%&' After break with Ekstrom (lasted 6 months),
marriage breaking up too, Next show was at Nicholas Wilder Gallery in
LA, Hed a1l of 1967 to prepsre for it/- show weht on in April 1968.

"I drove across the country -- whjch is one of the best experiemces a
person can have, I would say it's the greatest sculptural experience of
my life,
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"Invisible Drawings'" - six fremed sheets of paper, each comtaining
one work, in block letters, in the exact center: TREES SKY RIVER
FIELD MOUNTAIN SUN

} L s
High Energy Bars- SQPGEE steel baps 14' long,,Sinscribed with that
title and accompanied by s certifigate affirming at it is a

"High Energy Bar." /M Ada "o ‘widhsul” Ceals .

16 9 bi prices eyl ppand ta oo s
Tl fpatf, Wo—nlnst
“anbo " — bec 27 Plows, nde

Dwan says that DeMaria has no intrinsic bbjection to photos. But feels
that he doesn't want people to get a rhotographic imsge of his big Nevada
piece (untitled), because it is important not to know what it looks like
when you get) there. You come into a deserted plain, don't know where
the track leads, experience a2 sense of mystery - this is an important
sspect of the work, which would be spoiled by photos.
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DeMario (bio -3)

Land Works

Three Continent Piececg§§§§§ﬁdin Janmuary 1967(conceptusl piece at first).
"It was to have its first realization in January of 1969, two years later.
The three continents involved were North America, India, snd North Africa.
In Africa, there was to be a pne-mile line in the Sahara extending from
north to south - a line cut with a bulldozer. In the western United
St.tes, there would be 2 one-mile square cut in fhe desert. In India
there was to be @ one mile line cut from east to west. When complete,

all three works would be photographed from the air, and the photographs
would be superimposed to create a2 cross within a square, I did the
Algerian piece, in l963.*’ﬁut we woere asked to leave the coubtry before

it was finished, so I'll have to go back sometime. The aubhbritites

there got sort of suspicious about a little group of Americans spending

so much time in this tiny village. It was partly a metter of our poor
French, I guess. Anyway, I'll have to return to the Sshara. I hope to

do the Nevada one this year, and go to India next year. And of course

the whole thing should be documented. It's gotten so you have to put

a patent on your pieces nowse.'" ¥ |ig o (2 o, 3 dugn -

Mojave Desert piece - April 1968, While the Nick Wilder show was on,

DeM, put down two parallel lines with chalk marker in the désert, 'neémt&—‘—
half mile emad in length, twelve feet apart. This was his first completed
land work. Done in e "dry lske', fantastic place * "so abstract." It

blew away within a month., Some land works will be very short-lived, he
says, while others will last as long as New York Ci¥yy.

Karl Shroher, the German collector, actually went out to _he desert to
see some of these works. Germen interest quickened by Heiner Friedrich
and Stroher.

Szkmhwrx
Munich piece done in October 1968 - DeM filled Heiner Friedrich's gallery
with dirt. Quite a sensation (but foreshadowed by Yves Klein?)

Desert Cross in white chalk, Nevada, late 1970. Lﬁ&o"’:ﬂ

DeM says he's going to move back to the west soon now. '"The land movement
is really best in the desert. The woods and mountains are too picturesque...!

Major land piece was done in November 1969, "slightly before Heizer's -¥¥
Double Negative4" Three miles of lines cut by bulldozer in desert (Nevada)
"in a certain configuration'" -- won't describe it in words. MWBagically
this piece is experienc=d by welking.” Expects it to erode within 8-10
years, then the guestion will be whether to re-cut it or not. Can't really
be shown by photos at all. ™A lJot of people got the idea that land art

was something ydu experienced by photos in magezines. There were a lot of
articles." DeM took a stand at this point, said no photos would be released.
"Ainy single photograph is invalid." Feels this stand was "probably to my
detriment," considering the feme Smithson got out of Spiral Jettye. "But I
felt that the turnaround had to happen -- we had to go back toward personal
experience, no matter what the difficulties were. 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 photod." "GZ/&W.TIMA’M Fw..SF-(Jl_

"Whether we hsve made & jump that is in a way a junp beyond stiyle --.that's
the real question. Lver;bogy talks sbout the art world as a succession of
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DeMaria (bio - 4)

styles-- Cubism, Surrealism, Expressionism, Abstraction, Kinetic Art, and
so forth. Hopefully, this is something beyond that, a quantum leap. I
think the experience of this art will make you feel different than you'wve
ever felt before in the presence of art.

"Invisibility mey be the mein/ common denominst®r of art. Science says
matter is composed of invisible particles called electrons. The notion
that things exist that you cen't see -- it's not reslly accepted, but
it s there,

Cross in Desert - done late last year, 1970. Dissppesred by now, blown
awaye

el wtlasy pip — Wlhie Mgy de o opfntplbiom fadct
s AG,:Z ?«fa, i Je;faomya;t/m e D/Oél our.uﬂri;?.

David Bourdon, in Art Internstiomsl (Dec 1968) seid de Msris wants to
produce what he calls "the single experience.'" Adds: "But de Masria is
endlessly intrigued by the conflict of idea and form. No matter how

pure I try to be,' he says, 'something always enters in, a stresk of
non-purity. It's at thet point, where warm meets cold, action meets
inaction, that's what interests me. And what goes on in people's minds.'"

Mlso quotes de M, that "the great appreciation for slow time is the
contribution of the drug sensibility of the sixties."

j[fn , Mb Murce s g oasyne vt weuld Gt vucrdl] Annnib ly, ﬁ&a
ma;l):ycﬁwir Pl m@m@m\(%&/& A, B i) X (ea,




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

TOMKINS “T.E 12

The Museum of Modern Art Archives, NY

De Maries - quptes

’"Heaninglass work is obviously the most important and significant art

| form todsy...Meaningless work csnnot be sold in ort gslleries or win
|prizes in museums...By meeningless work I simply mean work which does
|not make you money or accomplish & conventional purpose.' (e.g., "digging
i h .. - ’—II.
a hole, then covering it (from "Ax Anthology;® 1960)

"Whiether the mesaningless work, s an art form, is meaningless, in the
ordinary sense of thet term, is of course up to the individusl. Meaning-
less work is the new way to tell who is square," (ibid)

I don't think art cen stand up to nature.
Put the best object you know next to the grand cenyon, niagra falls, thewgggs.
The big things always win.,'"

("0n The Importance of Natural Disasters', 1960)

(Also note Nem June Paik, in "An Anthology," on art vs. nature):

"If nature is more beautiful than art is, it is not so because of
its intensity or complexity but beceuse of its wvarisbility, adundant
abundancy, endless mEx quantity."
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June 16 - Vegas
i S5 bl o
Nuclear shot apparently went off., Temp. 108 again,

Left town abt 1:45 FM, for deMaria's piece. Drove nortﬁagga-n on Freeway,
further out this time, past Glendale exit, nearly to Arizona border, getting
ff at "Carp-Elgin" exit amd onto dirt road into the desert., Walter had
drawm a rough map, showing turnoff, mirt road through hills, green trailer
and corrals, dirt landing strip, and right after thaﬁ'a road going off
sharply to the left which we were to take for oge mile, park, and set off

on foot.

DeMaria sometimes refers to the p as "Rip-off," because it's .on govt
lands Dwan said he was a very ";‘uurjeuw nerson, the only one of the three
likely to puander over something for a .ime befor: doing it. (As we
grew morc and more frustrated 1« g 1 : pieee, Dwan even admitted that
it was possible he had deli

Tock one wrong road not shown on map king us 10 opposite end of Valley. 7&&.%}
Dwan thohght she did recegnize the wvalle wide expanse ringed with

high, spectacular mf§y some with sn ed peaks Full of desert flowers

and birds buT not ano r human soul. W straced our course back to

the oter road and took il, going past green trailer a“d corrals as indicated.
Kept on that road until we left the valley again, passing abandoned mining
site not mentioned on map. Had missed landing strip. Went back, took a
washed out road to the left (map left) on which we nearly got stuck several
times in deep sand, kept h tting bottom of the Hertz. Got out, walked

guarter mile, saw n i Went back down the road. =Tkxm Took a better

dirt road off to 1 y one mile#; walked half a mile, saw nothing. Back

down road again, and suddenly we did see what seemed like an overgpomrn

landing strip, which meant that road we were just on mu have been the

one on map. Went back there and tried again, I did anyway. Walked a mile

at least. [ound te ullbone of cowe. OSaw jackrabbit. Lizards darting
underfoot, Slight eeze springing ul 21t like T was in a Hitchcock movie
(yesterday, on 'h, me s 11 seemed more ke An Od.Onl) Returned hot and
tired « No P‘p~o'f. | someone stolen Had it disappeared? Did

Walter intend for ms not to find it?

desert pkants, many in bloom, Brutal looking mountains. At seven
we called it g d headed home. "He might at least have put out
one little mamke n said glumly. Reminded that when deMaria was still
with Ekstrom, > iried to s s work but he wouldn't let her. For a
whole gear she was

Going back, she talked a little about her galle Started in LA, where she
showed New York artists. ul;‘. > 8 ally Reinhardt and hard-edge people,
but interested more in sculpturs when nimal came along she liked it
immediately Closed LA gallery 1966,

Delaria was divorced a couple of years agos Very secretive.

Back at the hote}, Dwan locked out of her room because she had only prepaid
one day. No credit carde Went over to Causar's Palace, where the waitresses
year one-shoulder togas a“d Liberace packs them in onstage. Joe Louis

ching the Baccarat ("Open 24 Hours").
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* Coming back to Vegas, Dwan described the de Maria piece. It is

a hollow square, one mile in each direction. You enter about the
half way point in ome side, walk to end, wurn corner. BHach cut is
about six inches deep, and ten or eleven feet wide. The turns are
at right angles, and you can't see them until yog're there, nor can
you see any other parts of the square. About half way around, you
realize it is a square. At the far corner, there is a small square
within the square, which is an optional walk. One must walk it
alone, and Dwan says that's a sort of scary feeling out in the middle
of the deserte

The problem I wonder about is that by the time one Rxmiw gets to the
piece,. assuming one does, one may be too tired to walk it with any
DPTOPEr Treverence,
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Robert Smithson - 799 Greenwich St,. 5/L/71 (WA 9-1947)

Quiet and soft spoken, but more articulate than Heizer. Husky. Long black
hair, no beard no moustache. Lives in roomy apartment with wife. Lots of
navigational charts on wells, lots of books. Honging on wall is tumbleweed
with salt crystels from Great Salt Lake; opposite wall has huge poster
photo of Spiral Jetty, his major work to date. We started talking about
that.

Spiral Jetty
Smithson said he started thinkmng about salt lskes a couple of years
ago, partly as result of reading book called "Lost Lakes of Bolivia."
An excess of salt in water gives it a red color and promotes the growth
of algae. He asked around, geologists and so on, and learned that the
northern end of the Yreat Salt Lake in Utsh was quite red - one geologist
said it was '"'the color of tomago soup.'" He went out and spent about twe
months scouting for a good locations. One problem was thet most parts of
the lake had mud flats extending out quite a way into the waterj; he had
to find a place where the water came right to the edge. Driving through
the valley to the location he eventually chose, he was excited by the
topography -- lots of brofen boulders, which meant he wouldn't have to
quarry any. The site itself more or less suggested the shepe of the
piece, althagh S. says he's alwa¥s.be%n inderested in spirals, and had
had them in mind for the airpor? miEE® he worked on in 1966 (never came
off)., With finencial support of the Dwan Gsllery and the Ace @Ballery in
; he took a EOavea lleasg on 10 acrestgf thg lake and shoreline. Xhm=m

AR oEpRrRELON . EEREY x%ﬁ%xﬁgxﬁg e some problem finding congractor.

szgggingzmpzzxzxanz eEEXENG

"The ,.tual building took two weeks." Found contractor in Ogden, Utah -
Parsons Asphalt Company. He agreed to take his egquipment out there --

two dump trucks, bulldozer, front-loader. "Actually he got guite excited
about doing the piece.'" Other contractoss approached afraid of lesing

their machines = there was a slight question, because heavy concentragion

of gumbo mud on site, but it turned out reef he'd chosen wes solid enough.
Smithson staked it out, they started working just about a year ago (April 1970). B
This is time of year when crystals grow best, because of water temperature.
""The water evaporates -~ them's no tide in the lake - and at this time of

year there's about two feet of water around the jetty. In the winter there's
more water, but it's too cold for the crgstals to grow." Also a kind of
sulphur content in crystels, which takes form of yellow striationse. In

late August and early autumn, you get a sort of white slush around jetty

as water evaporates and leaves very heavy concentrations of salt. Remains
like this until midwinter, when rain and snow causes water to rush in from
mountains, lake rises ( mt never under water). Very little wave actiom,
Rocks are vesicular, catch crystasls as they form.

"The site really influenced the form. I didn't want to impose 2 rectangular
shape on that site, where everything wes imsms=wsesx full of curves, and sort
of Bwirling effect. There are like three ways of looking at the jetty. When
you're on it, the rocks smwmssiem echo the horizon, so there's this back and
forth kind of scale change and it's all concentrated in this area of the
spiral. I took it way out as far as I could get (into the water). If you
walk up in the hills, the whole shape emerges. Then, if you fly over it,
there's sctually the possibility of whbrking with the sun, getting the sun
Eiﬁgi into ity so you get this kind of burn-off. So it kind of has a sort

of generating =mEm scale, it's not just one object - typical gestalt type
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l Eg%%§§ure single-shot view. It has 2 kind &f multiplicity of scale."
Contractor: Bob Phillips, of Parsons Asphalt, had done mostly esphalting

of roads, some dikeing. "But he just responded on 2 very gut level to

what we were doing. At first the worhmen were a little doubtful, but as

soon as they got into it the whole problem of moving those trucks -- backing

them out there -- they really got into it. The man at the Golden oSpike

Motel got interested too. I just liked Utah very much. I think it's

going througﬁigdcg?nge, becoming like a very attractive plece to goe

Everything is ®® accessible.

Spirals: First came up in Smithson's '"Gyro-stations," which were
triangulations of spirals, geometric versions of spirsls, which he

used in his abstract work. "I was never too happy with the kind of
Reinhartisn symmetries, I was always involved in a kind of irregular
mode of abstrection.'" Airport project was going to be geometric
ppirals out on the fringes of the airpopot. "It just sory of hit that
that was the place to do the spiral." One of me ture's basic shapes.
"You can take it from the nebula down to the salt crystsl itself, which
goows in a ;;iral. All crystals grow in a spiral, the DNA and the double
helix and ¥ thaty hurricenss, etc. I collected some information on
them from various writers. Fibubert was going to write a novel about a

spiral, but he never got around to it. Also there's a strange little
sketch that Brancusi made, it's called "Portrait of James Joyce,'" a

tiny sketch of Jasmes Joyce's ear in the shape of a spirsl -- and of course
people say the structure of Finnegen's Wake is a spiral.

How do you think of Spiral Jetty, as sculpture? "L just think of it

as art." Categories of art breaking down, can't reslly define self as
painter, sculptor. "There's @ certain serenity in knowing it's out
there. Ypu don't have to kmum install sculpture in a sculpture garden."

. "There's @ great sensitivity in my work to the pro erties of the site.
A painting cen't really exist anywhere -- it cen't exist out on the
street. The site determimes the ambiznce of a piece, you can't avoid
that problem."

Jetty has been on TV in Utah. It gets quite & few visitors, and one
never knows what may heppen., Yellowstone Fark gets hundreds of
thousands.

hotographs of work: "I have to consider photographs as material of
a different order. The camera actually a2ids perception in some sense,
it gives a kiid of objectivity, suspends and freezes your experience,
that's one of the good things about it. I think the use of film or
photos is not to be run away from, but you still have to confront the
problem of the natural world. Photography is like a world unto itself."

Sgale: "Scale to me is not so much a metter of measurement. You never
can quite locate it finslly. Big and large can reverse themselves..."
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Smithdon bio

Born Passaic, MI.G?E Moved to Rutherford, where William Carlos Williams
was his baby doctor. Then moyed to Clifton, went high school{ there. Came
to NY right after graduation, studied at Art Students Leagme while in
high school. Wanted to get right into painting. wat the artists at

Cedar Bar. First show at the Artists' Gallery (cogbékgtive) in 1959 --
kind of combination of delkooning, Dubuffet, Pollock, Rauschenberg, sort

of collage. Took about three years working through various styles.

Had jobg-- RAL. ) bukstres. Six worlls v Avmy ) e sic ot bilcl hikeg Manid 1963,

Started working with plastics about 1964, Instead of paint. Pre-cut panels.
"And got more into a sort of crystalline framg of reference, that was

moving toward the srea of abstraciion." Devekoped work with three-dimensional
plastic pieces (colored), crystalline forms. Got into working with these
crgstalline permutations.

First show a2t Dwan in 1966, "I had sort.of reached 2 level of asbstraction.
But abstraction in a2 funny way seems to §§%§ you very far froh any kind of
natursl problem. In a way I've 31@8%? geen rawn to natural problems,
there's been that kind of element nunngig§gﬁznngh my work. There's a
certain truth to the idea that the urge toward ebstraction involves a
gf fear of the natursl xmx¥s problem. There are, like, a hundred different
views of nsture, smdxthkexsrgEziewsxdxshskpaekimsx which presents a kind

of epochal situation, snd the urge toward abstrsction is a kind of renunciation
of that problem," This line of thought brought on the site-non-sites, which
came out of the abstract{ works. '"There seems to be a kind of dialogue

taking place between the orgenic world and the mentsl-perscnal world,"

ertain

Yucatan piece, involving twelve squares of mirror glass stuck into various
sites in Yucatan. Led right to Spiral Jetty, where the lake becomes the
mirror for the rocks and sediment.

"Then I did a lot of writing, too, which helped me to formulate the
ideas." (Artforum, etc).

Maps - "Arrived at that while I was working with my crystalline structures.
I realized that the way crystal structure operated essentially, was to

take @ crystal and them map it, or abstract it from the natural proper:y,
so that you'd have & sor of mental grid version of A xkx 2 crystal. It
geemed to me that within this area of crystsl structure, mapping procedures
were involved., In sn article I wrote for the airport project I even toyed

ki with the idea of taking the crytal structure and just stepping it up

to the geographicmik grids -- they both operate mm the same way, with

verticals and horizontals. I gradually got into that, I started seeing it
verywhere -- most abstractions were predicated on verticals and horizontals

®R grids, and the six basic geometric shapes. So the geometricizing

of the raw material »- you can tske that right up to 2 globel map.

n
"So I beganhcutting these grids up, ond making abstrac%l%%%ﬁ§%%§%g\§g§
non-sitgsfﬁere three d mensional maps that contain particles from
designated sreas. They're abstract, they're not representational maps.
I puess they represent a kind of personsl sxehemekszizwi archaeoclogye.
The preoccupation with pasint -- you teke paint back far enough, and you
get to the rew materisl used to make it.V

How he got involved with crystal str ﬁﬁ32$' «1yell, actuslly reduction
uc?

from a kind of sbiract expressioni == red ng out the figuratave element)
A
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"I begen as kind of an expressionist, and graduslly worked myself
to a greater consciousnéss of abstraction.," Met Ad Reinhsrt around
1965, stromg impression, Also Sol Lewitt, Donsld Judd, other
minimalists.

Speaks often of the "dialogue betwéen abstraction and neture, the
dialectic of the non sites."

Lately has become more interested in 211l different ideas of
nature in art.

Entropy == his use is
Layers of structures.

closer to Levy-Strauss view then to Fuller.

"

"You can't assign any morelity to natures
‘ "E'm just & geologic agent. Lach piece I do just concentrates the
geology of that area."

Use of water: interest in mirrors. Primordial combination of
water and earth, "T@rmless and formal dizlogus."

re is Jjust no mEx ¢ way of determining the value of this

"nmy
The
sort of work, It has to develop. There are no known sntecedentses."
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getting rid of ell the figuratidve forms, finally getting down to just a
crystalline form. Outof thet ceame all these permutstions, maps, non=-sites,
a kind of worKing with hypothetical problems having to do with the way

the world was before man appeared. Getting bafk to geologic map surfaces.

"As a kid, I used to have a museum in the bssement, where I had rock
collections and shell collections. I used to go on hints. I travelled
a lot with my parents, snd always looked out for fossils, Sort of a
Eﬁiggtﬁ interest independent from school., I wasn®t motivated by the
subjects, snd 1 had this private world that kept me going. At
the seme time I was interested in becomin: a zoologist, or a naturalist,
but graduslly I discovered 1 had more of an esthetic interest than a
scientific one. I decided to be an artist when I wes about fifteen.
Actually my great grandfather was en artist -- he was involved in orna-
mental plastering., Did Delmonicos, all sorts of fhizmxx interiors.

Non-Sites - %m%tgﬁfg}cut out from topflgrephical map, then used that
shepe as basis 16r his three-dimensional bins containing particles from
site, Mono Lake map looks like a frame - just traces of map as border;

bt - 31

made non-site after that, using mut-out map as drawing. fcrff‘ x P.‘-q
oSl , 1467 - Sasd 4 oat. Magaie 7 dunant T@%m
g{ﬁ%‘.*’m%, ixk rﬂfrnﬂ- d.""bf:df'i“iil 2 . /‘f”‘z?.

ther Earth Artists

In 1966 Spithson wented to do collaborative show. Only people interested
then were Carl Andre, Bob Morris, Sol LeWitt. They went down to Fine
Barrens looking for land. "It sort of fell through. It wasn't enough
of a2 context." B&mikhzen

Soon after, Smithson wrote article on airport projecte. 1967, Then Dennis
Oppenheim contacted him, and Hike Heizer., "I was sort of excited by what
they were doing, especially Mike. It turned out that Mike had been
involved in this, somewhat in them area of abstractions, working with
%%ngﬁg that were imbedd=d in the ground. Gug thinking developed, we

E more snd morekx involved with the earth., (cf "Sedimentation of gthe
Mind," in Artforum).

Airport Project - Smithson hired by TiEPet&, Abbett, McCarthy & Stratton,
big engineering company with offices ih Seagrem Bldg. Walter Procasch
hired gim. "I would go in maybe two or three times s month to talk with
the srchitects shout gy ideas for spaces around the airports Gradually
I just Bot away from the idea of the airport altogether, out te the
fringes. At that time my art wes still emerging from sbstraction, =mxik
bEcapEzreEessaryzkm reductive abstractione..”

g&@ Wit Termunal ran Forl (Jorth, Teras

SEEXGHGXIRCXORFXEEvENER
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Barth Art & the Ecology Movement

"I think the ecology thing has a kind of religious, ethical uncertone to
it. It's like the official religion., that's replaced all the old ethics
and Judeo-Christisn attitudes. There's one good book, it's called
Younsain Gloom, Mountain Glory, by Merjorie Nicholsiy,about man's attitude
toward the earth. She deals with menUs changing attitude toward the
earth, like through religions. It seems that in Shakespeare's time
nature was considered really corrupt. Shskespeare thought that mountains
were disfigurements, Johr Domne wrote about that too... People still had
the idea thet the world wes fallen and essentially corrupt. %You go back
to the classical period and find there were no landscapes in Greek art,
it's 2ll sort of enthropomorphic, with an dccasional tree or somethinge.
Suddenly we had the landscape psinters, preoccupied with landscapes..

"I think the ecology movement has an idea of scenery that's esthetically
based in the late nineteenth century., I don't think it s fially explored.
A kind of puritennical, apocalyppic, doomsdey attitudes I don't think
I'm imdependent of nature. In the puritan ethic there's 2 tendency to
put men outside of nature, so that what he does is ultimately unnatural.
There's this dualism lurking around_tg% subject. The Teddy Roosevelt,
John Muir period brought about this o-the-wilderness idea -- let's
go back to Eden, to an unspoiled world. To me, there are the three
different aspects -- thergs wilderness, and there's the country, where
m_n hes been, and then there's the urbzn area, and it's like a crystal
growth, the urben amea is no more unnatursl than Yellowstone Park.

And then there's the sentimental idea that nature is 211 good. They
always forget sbout the earthquakes, typhoons, all those things,¥

Ecology is interesting movement, but doesn't really look into its owa
sources enough. "When everybody egrees, you have to be kind of suspicious."

"As I say, the urge toward sbstraction is the flight from nature. That's

2 oy i e ) : . :
what we're coming into contact with now. ngggiﬁir%ﬁsl abstra€f10n, and

a lot of the so-celled conceptual art is atrophy, a kind
of Reinhartian abstraction taken to a kind ©f linguistic level,

1"I think we're just discoverinJ the multiplicity of nature's ways.
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Smithson (ideas)

Art as Commodity

"The way art has been displeyed in the sixties can't go on indefinitely.
I'm not that heppy with the distribution of portable objec§s, sculptures
and paintings. OUne is working all the time, and then to have someone
make currency out of your efforts is -- sort of questionable. The

whole business of things going from one white room to snother... Zimx
mepEzinkerexbedxinzkpyingxtazfindxnrexeraEept X onaxxX

"The whole museum situation is sort of ridiculous., The museum is a

kind of non-site. The moon shot was like a very expensive non-site,
going all thet way to bring back some particles from the moon. The

whole idea of gethering together remnants and then trying to make

sense of them -- I'm more interested in trying to find new perceptions."

Smithson does sell t ings from time to time. Photographs, non-sites,
etc,

Future Plans

Going to Holland this spring (May 1971) wo do piece in a peat bogﬂF W
peat bog is as good a place as any other.” No clear idea what shape
it will take because he doesn't know how peat is mined, but thinks it
will be sprawling, made up of clusters.

May go to Texass later in summer to do piece in & quartz mine.

Has just returned from Florida where he did two small pieces. Has new
idea for major piece in water off Floridas, called "Forking Island." It
would be made of fossilized coral and oolite (waste material from
marine growths), laid out in shellow water in snd around the Keyse.
Spidery arms spreadinﬁ out in 21l directions, in the bright green-blue
water., "I 1like to work in wakmx shallow water.™

*Returned from five weeks in Holland, early July. The peat bog idea
didn't work out, but instead hg did a piece called "Broken Circle" in
a sand quarry in east Holland ™ 4 jetty and a canal interlock - two
curves - half water and half land. The city will meintain it per=
menently. Smithson very happy about the piece, especially because of
the situation in Holland where land is so protected. Now getting
toge her photos of the work. Says the guarry was at the end of a
terminal moraine, snd that the water was an emerald green.

x oq; o{ Eriven .
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Smithson quotes (published articles)

On hbw he chooses sites: "I begin in a very primitive way by going from
one point to snother. I started taking trips to specific sites in 1965:
certain sites would appeal to me more -~ sites that had been in some way
disrupted or pulverized. I was looking for a denaturalization rather

than built-up scenic beauty. And when you tske a trip you need 2 lot of
precise data, so often 1 would use quadrangle meps; the mapping followed

the travelling." (‘mdSmmen ﬂ(w&vl[u () m,qn)

"I don't think you're freer artistically in the desert than you are
inside a room." (ibid)

"I fiwimk don't think we're dealing with matter in tergis of a back to nature
movement., For me the world is 2 musdum., 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 snymore. I'm totally concerned with making art
and this is meinly an act of viewing, a mental activity that zeroces in

on discrete sites. I'm not interested in presenting the medium for its

own sake. I think that's s weskness of a lot of conbémporary work."(ibid)

"It's an art of uncertainty because instability in general has become
very important. So the return to Mother Earth is & revivel of a very
archaic sentiment.' (ibid)

"You know, one pebble moving one foot in two million years is enough
action to keep me really excited." (ibid)

"Photographs steal away the spirit of the work..."

"T am convinced that the future is lost somewhere in the dumps of the
non-historical passt; it is in yesterday's newspapers, in the jejeune
advertisements of science}fiction movies, in the qﬁlse girror of our

r ejected dresms.," (From"The Monuments of Passasic, Artforum, Dec 1967)

n,_..one cennot avoid muddy thinking when it comes to earth projects...

One's mind and the earth are in a constant state of erosion, mental

rivers wear away abstract banks, brain waves undermine c¢liffs of thought,"

(A Sedimentation of the Mind, Artforum,Sept'67)|

"Art todsy is no longer an srchitectursl afterthought, or an object bo
attach to & building after it is finished, but rather a total engagement
with the building process from the ground up and from the sky down. The
0ld landscape of naturslism and realism is beingx replaced by the new
landscape of abstraction and srtifice.' (ibid)

"Pavements, holes, t enches, mounds, heaps, paths, ditches, roads, terraces
etc., 21l have an esthetic potential." (Artf@rum, June 1967)
"Abstraction is everybody's zero but nobody's nought." (Arts, Feb. 1967)

"Painting, sculpture and srchitecture sre finished, but the art habit
continues." (ibid)
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Smithson quotes (publiished) - 2

"Far from cresting a mood of dreadf,the power failure (1966) crested a
mo@d of euphoria. An a2lmost cosmic Jjoy swept over all the darkened
cities. Why people felt that way may never be answered,"
(Artforum, June 1966, "Entropy snd
the New lMonuments')

"Instead of causing us to remember the past like the old monuments, the
new monuments seem to cause us to forget the future.,” (ibid)

("Ebtropy is evolution in reverse' - Wylie Sypher)
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June 17 -~ Vegas to Salt Lake

Took 10:49 flight to SLC. Another city ringed with mts, really big ones,
lots of snow on top (still skiing at Durango)., Got car for drive %o
Brigham City, which turned out to be a lot further than 1'd thought(hn wi“d

Dwan megtioned Sm:thson's Vancouver project. He wanted to make a "Glass
Island," had permission from govt to completely coat a small uninhabited
island in the bay with broken glass. Another wauer/izland piece. The
ecologists stopped him, claiming it would hurt the sealsy Smithson fluite
put out.e "These boys think ecology is a dirty word,"

Stopped in Brigham City to ask directions from manager of Golden Spike
Motel. Couldn't find GS Motel for quite a while, which seemed a bad 8igne
The manager, when we did find it, said he hadn't been out s to the Jetty
since last fall but hoped to go scon. Not many locals even know about ity
he said, because of it's being on private property (at least road to it is).
He gave us copious directions, which seemed very conf singe.

Drove out mm toward Golden S > Natl Historical Site, abt 30 miles further.
Got to that OK - low bldg, two antis locomotives (the "Jupiter" and the
23x9# "119") meeting on little stretch of track, to commemorate linking

up of first continental RR link in 9, marker on spot (but no RR there now).
On Promontory Point north of Great t Lake.

=

After that, the promised landmarks didn't materialize. No "Dead End" signs

at all, Took one wro!? surn, came back, then Dwan sort of followed her nose,
softing out a suc on of farm roads and heading toward the lake, Really
lovdly rolling landscape, very empty, catthbe and sheep, birds of all kinds
inecluding a rvellous Izxgxm brown bird with a long, down-curving, very narrow

bille, Lots of s e 1d game birds - a refuge nearby. ﬁ§Pqugab ﬂ£L4;quﬁunum}a

vaier at las and there indeed were some 0il wells, out on /)
But no a through rocl to Jetty. However we
tty about mile down th so we walked., On the beach,
tar oozing in pla t ow PM by this time, hot sun
at = said the lake was unusually
1t bearly was.
several inches, and the
oot full of tar, and had to
['he water very warm, and so
of white as it dried. Water

h/JLtE hoeldina ¢ vesicular besell.

Walked back a ways 'he shoreline slopes gently up for a while, then
rises sharply to ridge. Stre with ;e, black, rather shiny boulders -
Dwan said the were volcanic Grass and heather. A kind of ehemical smell.
the Jetty emerged clearly

' 8C1 he underwater park dark shadow,
curli lelicate e ; i'rom here the gca is entiely different, much
smaller and more gemlike, and in proporbion to e vast lake not particuddrly
strong, The landscape itself is huge and desolate. Salt flats‘stretching
out for miles, 13 : bluish mountains all around,
looking immemori and old, not jagged & all here. Like Heizer's

itself,
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plece, this one seemcd cmaller than anticipateds But in that absolutely

still water, in the dense quiet, the motionless silence, a lovely and
almost comforting image.

Considered what a strange thing it was to be sitting on a black rock
overlooking the north end of the Great Salt Lake, where someons had made

a jetty in the form of one of those paper toys that children blow into

& birthday parties to make them unroll. What else would ever have brought
me here? Not at all sorry I am here, but seems odd

scended the hill, Dwan wanted to walk put to the edge of the salt
see 1f there were still dead pelicans, caught apparently in
She went, and said there were, The gxr odometer in the
registered 126 miles from SLC airport. Sun was going down. We
finally left about T:00.

Out at the tur off firom the main road, there is the "World's Largest

Solid Rocket Motor Research and Production Facility," th e Wasatch Division
of Thiokol Chemical Works. All in primary colors. Sign warns off the
curious, saying "Thiokol Chemical Corporation is not responsible for
injuries or damage or loss of personal property." The death industry

is everywhere in the West, all done up in pretty colors
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Christo Javacheff - 48 Howard Street (966~-4437) 5/14/71

Christo was just back from Hblland, where he did & piece (?). Of the
four, he is the only one with r-slly long heir. Thin, ascetic, scholar's
face, brillient smile., His English is still very poor, barely usable.
During interview he had phone c#ll from Jsn van der !erck, the Project
Director, in Coloredo, saying there wos @ new problem about insurance.

I'he entire costs of the Valley Curtain sre being paid by the sale of
Christo's own works{ == current works such as drawings, models etd fof
curtain itself, and older wbrks going back to 1958 or so, wkkzk of which
there ere about seventy in storage here and in burope. OLponsors are
allowed their pick. No money goes to Christo himself, but to the "Valley
Curtein Corporation." "Officially I em the only stockholder of the
corporation.® Shares sre sold, end shareholders get works by Christo.
More than half of cost will be paid by works relating to Valley Curtain,
the rest from older works. Chribsbo would like it if museums or donors
would jgst make outright groents, but seys this has never happened =--
some museum directors have been willing, but trustees never sre. The
corporation will be liquidated at the end of December.

Project was started &n March 1970. The engineering firm of Lev Zetlin
Associates, Inc., which was recommended by Armend Bartos, gave an initial
estimete of $250,000 for the job. About five weeks ago,this figure
Fummixkm jumped to more thsn $400,000, The construction firm is
Mofrison-Knudson of Boise, Idaho, a giant outfit.

k (about = .
ggﬂ%xggixggn a;eogn %Eg)sibe now, laying power lines etc. Wark on

foundations will teke some time - two foundations on mountains, ten

in the valley to attach bottom of curtain. he curtain itself will

go up in about three hours, once the main cable and pickup cable have been
stretched, Will take place between five and eight a.m., when the wind

is at its stillest, and will be done as fast as possible. On that day
there may be os meny as eighty people working on job. Originel timetable
was for this to take place July 1, but now looks more like July 8,

sponsoBs are European., Althoughthe Houston Museum recently came through,
and will exhibit photos, models bf curtain tracing its conception =
exhibition to open Judd@ 251; One of big problems will be with American
union regulstiens -- Christo has been werned never to get into ank sort
of argument with the workmen, becsuse they're likely to go out on striks.
"y 3 1+ n "

Never dispute with a worker... I%'Fﬁt

his is Christo first big AmericEn project. Ironically, most of the

The curtein idea is not a new one for Ghris7df//;n 1961-62 in Paris, he
did an "Iron Curtain'l piece consisting of a/wall of oil drums entirely
blocking e Rue Visconti for three hours, with permission of suthorities
(difficult to get because this was at height of Algerisn Waer). Then in

1964 he did his "Shop Window'" with curtain in it. The "idea of closing,

of stopping the circulstiom between two places'" has interested him. In

1969 he proposed a grandiosd project for closing off all East-West highways
in US by means of glass walls from 38 to 48 feet high; it was not clrried out.

Having decihded on "Valley Curtein" following his wrapped coastline, Christo
surveyed about 3000miles of the Rockies by airplane and Jeep. He had con=-
sulted his friend John Powers, who lives in Aspen, and decided on Rockies.
But it had to be im at lower altitude than Aspen because preliminary work
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Christo = 27

on foundations would have to be done in March and April, snd around
Aspen there whuld still be snow then,

Christo located eleven sites that would be sui‘zble, 2ll at sltitudes
between 5000 and 8000 feet., FHe tried to avoid National Forests and
Nationsl Parks, becsuse of difficulty in dealing with govt asuthorities.
The best site from this point of view was Rifle., The land there was
privately owned, by two individuals (a tiny portion is govt land, un-
fortunstely). One of them asked only a trifling sum, $400. The other,
a PanAm pilot, wanted $6000 rent. In the end they fented the whole
property for #9,000 for nine months -- $6000 to one and $3000 to other.

Christo and Van der Marck (who largely speaks for him) had three
meetings with the locals in Rifle -- Mayor, President of Chamber of
Commerce, Director of Country Club. 'We made friends, and they under-
stood that we were serious. They were very straight people. They
know the project will cost something, that there is power there." Absolutely
no problems with local people, Christo says.

The people in the state cepitel hed & different view - more complicatwed
politically. Hundreds of letters were exchenged., Van der MarcK can
give details. ©Something called the "Open Space Committee of Coloradaly
a conservation organizetion, also mede problems. Very much sgainst the
project, worried about the shadow cest by the curtain and its effect

on insects snd other creatures; a friend of a friend of Christo got

a Harvard biologist to reassure thems,

XEEXREREX
It will cost about $35,000 just to remove the project in September.
Christe hopes to sell the cloth, cables etc and get back some of this.

Orange fabric - the curtain materisl is very strong, but it also happens
to be highly sensitive to sunlight (infre-red rays). If it were white,

it would lose 15% of its strength after 3 months. Orange, it will lose

hardly any.

Specifics

Curtsin will span two mountain slopes, 1,250 feetam apart, at height warying
from 400' to 250', pertitioning Rifle Gap. <+his is in Grahd Hogback area
of Rockies, seven miles north of Rifle (pop. 2,150), 200 m. west of Denver,

Fabric is industrisl nylon polysmide mesnufactured by J.P. Stevens and Co.
18,000 linear yards needed for 250,000 square feet; 8,000 lbs. Has tensile
strength of 5,000 lbs/ft, Width: 1300-2000 ft. Height® 350-500 ft.
Suspended by three steel cables - two mein and one pickup - with length of
1,375 feet and weight of 30,500 1lbs each.

Land lezsed for 9 months. Colorado State Highway #325 which runs thru Gap
will be kept open by arched openin- 100' wide and 20' high. No tree cutting
or terrain clearin:.

Project Director: Jan vend der Marck, former director of Museum of Con-
emporary Art in Chicago. Contact: PO Box 1148, Rifle, Colo., 81650.

Consulting Engineers: Lev Zetlin Associsbes, 95 M_gison Ave., NYC

sl-dy i leg oof &ams,[

Porosity: Found you'd lose more in strength than you gain in wind factor, so made
it non-porous, urtain will belly out nearly 100 feet in wind.
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Christo - misc.

"I never think the finel product is the msin thing., The whole time I
spend working is what is important to me.,"

Christo has & plan for an enormous pyramid of dil drums, for Houston.
Would cost about $7 million, and so far 6here are no tekers. He has
drawings and 2 scgle model in his loft.

On earth artists: "The earth artists sre very esthetical, I think,

They are not interested in humen reletions., They treat the desert like
the studio -- they meke holes in it.mmixkkmkx I use the city, the stmet,
the parks, the ocean... The reason I chose the coastline to wrap is

that the coastline is where the earth starts snd the ocean ends."

Art as & kind of information -- "Everything exists by report of us,"

"I never believe art exists forever, t exists when artists need it,
and after that there is only the record."

On photographs: "I believe enormously in information.” The photos
provide that, and as a result one project leads to another, helps’ to
finance another. Photographs and documents '"do not give the same
verity" as seeing the work in person, but provide anothet kind of
information about it.

Quotes:

", ..Christo, like other artists of his generation, wanted to combine,
in 2 double focus, an untransformed object with & new object,; a work
of art."

Christo is snti-cpnceptusl., As VanderM, says, he "fully intends to see
his work executed." Congkrast with Oldenburg's proposed monuments.

When he wrepped tle museum in Chicago, “herman Lee, in NYT, consigned
VenderMarck among "the heathen who have defiled the temple." (NYT,

3/9/69).
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Wreppings include: bottles, boxes, furniture, stacks of magazines,
baby cafriages, cemeras, automobiles, roddsigns, trees, girls, oes—
w/fG.md«'m,%

VanderMarck lists some popular associatmons with wrapping: "notions

of conceslment, eksxvmekimmy death, transport, protection, construction."

Also,obstruction,.

C., weapped his first objects in Peris as part of @ room-sized work called

Inventory - bottles, boxes, cens, oil drums etc.
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Christo = bie

Father a well-to-dp mgr of chemical products; mother's family act®ve politically
Born June 13, 1935, in Gabrovo, Bulgaris. Studied at Fine Arts Acad in

Sofia, 1951-56, Studied theater design in Prague, 1956. Also spent one
semester at Vienna Fine Arts Acad. Came to Poris in 1958, to US 1964.

ﬂI believe very much in the sociologicel side of art. When I was in
Bukgarie I wes always involved in menifestations, propagenda sctivitiese.."

Says the two mathor influences on him were Meyerhold, and the team of
Vactango(?) and Andre Chekov, who did spectacles. Now, he tends to
stress the sociological aspects of his projects -- the numbers of people
involved, the politics of getting them done, the spectacle, etc,.

In 1950s in Bulgeria, like all young people, Christo spent one day a week

at compulsory labor on state ferms and public projects. Helpd prt u ; =
ropaganda billboprds, stack and gover hay in field to. Jeclst pe *'“fﬂ“z;b
Pﬁggtfprop” work fn vi1Tages ang factarf@g. ASEy Siss

"Christo considers his work in the theater the most formative of his artis-
tic experiences." (VanderM.) With Masselitino and Vesseliev, former
assistants to Stanislavsky and Meyerhold. In Fragme he worked with the

Burian Theater, one of most active in Last Burope. The Hungarien rising
prompted him to flee west, Fiarst to Vienna, then to Geneva where he earned
living as portrait psinter, then, in 1958, to Paris, _Jgined New Reaglists
about 1960, slthoush Restany didn't think hisﬂﬂngﬂreﬁﬁfz qualified.g&:D

: 1n 3 n 2 :

0il Drum Wall in Rue Viscgn%ifisgﬁagglgfﬁl?ﬂ%% %%hf%g%gﬁ)his status, He
alsb showed that fall in Janis Pop show,Nﬂﬁkamsﬂ Show windows and store

fromts in 1964, the year he moved to NYC,

)

"Temporary monuments" = stacks of oil drums along Rhine water fromnt, etc.
p ¥ ~

Air structures began 1966 = for first one-man museum show at Stedelijk

van Abbemuseum; another in Minneapolis, 2966 (32x64 foot tape-sealed
polyethylene hull stuffed with baelloons of verious sizes) Most spectacular

was for 1968 Kassel Documents IV - "5,600 Cubic Meter Package" with

height of 280 feet, diameter 33 feet, secgred by stekl cables(as high if

Seagrem Bldg in NY).% filled with helium. World's largest inflatable. 7‘?,5"’6&

In Germany in 1963 he wrapped a nude model in transparent palyethylene and
tied her into package with rope. Did i{# agein in Bishlses Minneapolis in
1967 and Philadelphia 1968,

Packaged buildimgs began as idea in 1961 - many drawings and photo montages
for projects in Paris and NY, Has wrepped two museums = Kunsthalle in Bern
(1968, polyethylene) and Mus. Contemp Art in Chicago (1969, canvas tarps).
Arranged to have two buildings in Spoleto wrapped as pert of 1968 Festival
theree. n 1969 wrapped Amerika house in Heidelberg.

Land Wraps - first proposal was for wrapping sculpture gerden at MOMA,

Not realized, nor was proposgl to wrap 15 miles of southern ?}' qQrnia

coast. bilﬂ&ll e&«uTJJ_'mfg G&y,Sy&v\u’ , 1469 - pre mfé) | wudlion. ’qu ,Bbhswf-;
Dbes not write about his work. "If I cennot meke art, I would rather go for

a walk than write about at."

Loves tb think of the Grest Wall of China, which je c,lls "marvellously
nonsensical,"
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Christo - David Bourdon monograph

"Inxg a1l his packsges, he transforms familisr objects into ambivalent
PresencesSses”

20th century preoccupation with "packaging. Objects "metaphysically
in transit."

Man Ray's "The Enigma of Isadore Ducasse" (1920 - no longer exists); cloth
and rope over sewing machine. "But despide the visuel similarity, Men Ray's
package sets out to be, deliberately mysterious, while Christo's packages
are mEk inténded to bekot so much mysterious as disquieting."

Never wraps neatly -- expressionistic. Cords crisscross erratjcally.

William S. Rubin, curstor of ptg & sculp. at MOMA, calls him "an artist
functioning more in the fealm of 'events' than in that of painting and sculptuwre”
Allen Eaprow dedicated a 1968 Happening to Christo = "Transfer', with metal
barrels loaded and unlosded, sprayed, etc. But Christo himself says

differente in his work is that it's always literal, never just theatrical.

"Spending vast sums of money excites Christ® nearly as much as dealing in
vast quantities of materials,''c

g%r%ggﬁ gﬁatghggo records of his work: "The book will be the only remaining
record and pooof that the art once existed, but the realization is more
important than the book-record."

MOMA wrapping project: Was to celebrate the closing of '"Dada, Surresgl ism
and Their Heritage" show in June, 1968, Concelled mzbxbzeaussxefzRirexwvimicx
¥wk because insuramce costs would have been prohibitive - not fire, but
fear of civil disorders.

Kunsthalle wrapping celebrated 50th snniverssry of museum - 27,000 square
feot of reinforced ployethylene, left over from skin of discarded Kassel
balloone.

Chicago Museum of Contemporary “rt wraspping begen Jan. 1969, Had been
headquarters of Playboy Enterprises. 10,000 squere feet heavy tarpauling
4,000 feet monila rope. Also inside, with peinters drop cloths. Sherman
Leef called it "catastrophe."

NIt is surely no accident that the proliferation of earthworks coincides
with the first menned spsce flights to the moon, which have stretched our
consckousness of distance, and the first lunar photos of the earth, which
have heightened our awareness of the planet as a coherengq)whole object."
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Christo and Jeanne-Clande
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First evening with Van der VMarcks, Aspen (6/20/71)

The Museum of Modern Art Archives, NY

Jan had been out to Rifle that day to oversee the moving of drilling equipment
from one side of the pass tb the other by helicopter, This was his idea; to
save time during rock test boring by Boyle Bros (see his log). The men =ik
from Morrison-Knudson came out on Sunday with their wives and kids - it was
Father's day,

E1l the workers are caught up in the project, according to Jan. The chief
engineer's wife told Ingeborg Van der Marck that her husband "may not under-
stand it, but he sure talks about it a lot!" Allan Kaprow, there for the
Design Cinferences, said after dinner how interesting i' was that the artist
is getting back into the social role that he abandoned 100 years ago, Jan
said he saw this as "the primitive beginnings of the new art." Lot of talk
about museums, vhich Kaprow wants to see abolished (Jan somewhat sympathetic,
having considered his own role for some years as a pueriila curator"),

Note: Jan said he had gome to ~alt Lake recently to see the Spiral Jetty.
Asked several people he knew in town how to find it, nobody knew a thing
about the piece, He looked unsuccessfully all one day, next day rented a
plane and flew over it. The pilot was astonished - "You mean thatgs it?"
From above, the jetty looked very much like all sorts of other underwater
formations,

To my question about costs, Jan conceded that the holdups, the overtime, the
helicopter etc would probably add at least $20,000 to overall budget,

(He gave m= xerox of his journal, which follows in excerpts).
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Erom Rifle paper "The Telegram," Marchy 4, 1971

Reprin’s article from Rocky Mountain News, in which Gov. Love
is gquoted as saying the VC project "doesn't appeal to me as a
great work of art, I'm not prepared to fight it, but I'm not tod
carried away with it, either." Article itself states that
"Christo's aesthetic antics over there in Xif¥e the Rifle valley
may well prove to be explorations as valid as the moon probe
of the astronauts,”

Same issue carries letter to ed. from Jimmy le Donne, saying:
"I think it's about time we as a community handle the
situvation without interference from state and federal government

T

Jan, 8, 1971, letter from Phyllis Lambert (Chicago, architect)

"This absurdity would create an ecologicsl disaster, I would

e |
consider it a criminal act." [

Feb, 28, 1971 letter from Edward Connors, Pres, of ! .ce Council,Inc.|

aid Council not advise’ of project and wanted information, inv:ﬁed
Van der Marck and Crristo to April & Board ofDirectors Meeting i

Denver, Ixpressed anxiety over effect of "the three month shadqw
cast by the Curtain” on plant-life, animal and insect life and
communities, Also: "How was vour site selected? Inasmueh as
most of your financial backing comes from Europe, vhz were the

Europeans deprived of the opportunity oFL%Viﬂg such (rt in thei
back yard? (&) Ple understand, 5ir, that I feel Colorado an
ite citizens are a ant garde 2s the rest of the country, as ffitnessed
by the effort ardd expense we re putting into our new Art ?u’eut n
love our mount2ins and their prigtine
its proper ;\lace. .'ur‘t, even ¢f a

r need to be draped in our mgintainsses.t

to say COSC had met Wi

1 meeting, and discuss

50 did support developmentz
landscape th reat use of the land. Ferhars in son
artistic eyes, e VALIEY CU:TANN good and conforms with the
highest and best uses of the land, We at COSC do nob COﬂFuP,.,"
Added he taught history of art and "fully realize the fall
placing strictness on artis expression." But added that

K presently planning any leg:l oprosition" to Cu tain,




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

TOMKINS TR 13

The Museum of Modern Art Archives, NY

2] G aﬁi Bt <l - | &w%;*_ z
, e il B éﬂfm / =

Pewre. . ?fmw Gl puon Tue. Smlp i

Wb Lrviionme el a&ﬁf‘ﬂ &LWW

m& peivd . Y fron ;254; ,u@&&ﬁ)"ékfrfl\
s @%i@ Svgcu

h%uih/a/{qm{*‘" %w‘ af ”‘“‘M v ,QLD:‘

i il fm 2 g&ww (Pencce), o

% e u&a_.,\ ;

vf«{:éc/ /ﬁff d"l @ Negn L. LU T

Vq‘\('w&% GL o ?ZWMM wilh. [ o ondl befo), g
“ & LAT e pael p47 A @ o pal ﬁ? it
W}‘*WC{'&A A e 1 el &{,ﬁﬁ?
Beosy < potiat Lot m%égmaﬁ Wj
C&w—»«ud’uﬁ Q@S /kfrul /Q f%WLXa) B

7”9 /Loféﬁ C%LMZO) . ‘ !
W w; /CJ /gggL(c{WL d[(&(,w‘) &é /er /O@ N We] @a@,l | ‘

VI Ctreduitss Ay . fousd ) Heonl] Lo,
l’mﬂ dn c? W% ﬂ&% 3110)4 (e /Jh Z/wgw,
ﬁ/t/w»a/‘zn cdd we by N Guseend.

e, gw 34% Bucil s e,
!’w'{ Covpan  Lni A did e yewde e, |




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY TOMKINS

ATl it
+

}‘ Py 1
H%;mﬁ;a& 2229,600 ‘f/{/m.“ Abesets B
ﬁé‘(’ et C&ﬁolﬂtu( /L[sm—a_ Wleess W
u‘agfy"*‘“j‘& Meveos — frudaon /2"9"-“’; Q/Q &z@ |
. W jo My 10 ﬁw i qzma),mg
;l;(,@n[( o
(-7 ﬁé’é’ [waﬂ Ontebs piey /rz Srﬁeﬁfrg

fwé od Pe ad pid 0 ot fuit cluck %

|/mﬂlﬁza) %M@L}fdxw

S (- / by f)
a& /ﬁﬁf%@%%ﬁ%aﬂ Dt el

wﬁ{c’ Vet a\ ﬂ»[&wm L«ucjm /4@«} ;é/m& @,LMM
;Mﬁ/q ) M-k [ f(/aza/luéu ot Qdcé AM %L/Q/
s 1 L D et 1 B

372«7 Lol Jad. Pﬂd/m/ wméa OAW{‘_
(99@ SGG fphes Jpl. 00 plast cld b m&ﬁm/ —

Wiﬁ& @—L’ Al

- gfﬂlﬂ‘(}t Q(.cm/ 7&/ lmﬁd?/mm ﬂumﬂé%g
W*” adie-6bue 0.0 /)ﬁff/ﬁ/dﬁm w«ﬂw




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

TOMKINS

The Museum of Modern Art Archives, NY

s

|

i . : . erdle
~ 116(&%1("0’“{&‘%&;‘{% fuX wua/ef\mg [ e /)a&__/!ﬂ{/_ i
e e : =
| (Al Soaesl TaT” st fod cone Plosigh
Gl Tl tsole 19 B 0B, ety on Futey bk
A~ <, : 7 n
\M«ﬁ o /L(L”“Cé‘j) /‘d? 2, )
_‘ bﬁ Z)@u“( L%{@um ‘7[37[ thda\é G o Mm’y, 2.272 S
e fﬂ o ofall o) 50 x 200 A@Ym %MW .
Vb w0 D ro-olyit pher. Dot pall o Bl

‘|| e /{Z%[(m &Mqﬂ& et W/Ec/ MK) 7
|

J i (3 (fope)

| | adiat fuok por dpovce bod Deliplenel ofove sl

f) &% | f3en %,1,/ /’/ffu%u~“9§ o Lot O:‘) KW
(Cotrulo peot fp fogG. i
/ﬁzm ﬁm)fm 7 33'\/6 q. &/,/g/[// /)/wm Caé%) ﬂﬂaqm
/27 /lav}fd?w') A3 )\gj'i:f»fw, &{ﬁ‘w Wﬁa WT&;)
| P /Ai'ﬂ// Lo n%ﬁmj Comunaletn g ol B2
| b Tl S (alll G rve, ol Bibed
WW’ ‘fj y :
Neaply ascce i Gunseud by oy Tocal 45, ok
éﬂmﬁ&ﬂ;f B, pid Hon e Gonne My Qarenedd Al =
i b7 T i, b dogened -
S o csud] ) bk s confoney oo SN




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

T.6. '3

The Museum of Modern Art Archives, NY TOMKINS

Mot &vwmmwdﬂq
va(fwﬂ@-‘wémuﬁw
i

| Qo e o pottr s B Jund M
ﬁf@!% bhes p N US er ’7W
ﬂ@&ew O dent Tl /@éMw@u(cf qu\m_dm,,,f

/Kmd,wc(‘# ) fmmf/wuw / %&j

Mﬂ/f@ [Mﬂc&/[ux(fﬂ/] A )@ ¥

-1% werw wHl enurpey o kA (0.0 ot ol
'\

oy 9&} ﬁjmwr 8 plog )1 dey o voccl, 2 g ¢ 2
WZ\/&(' ads (( ™ [panc f&ﬁnﬁ Pioad @07(0 C@hf
Lol ~ 370 e sk coad

5/»(% 1a | Lt h\gﬁ@am &, Cane Duaitr ol
CLA(‘ 44 e (obs. g‘EEU /JW/ /Héuaw (trm A Zuﬂatq.
fufmx cu{d ) Al al porisu Yol

f L wol acx&nm /Kiecf . Wzm.g

j plicy bovery | /)(pf (B 000, evd M Boeuintas
//2%427 Lo 7nﬁb;%,méwflc ﬁ’/%ém q fvap. d,,:l‘(,()
UG /&wa Aenvir oy st connllead (o /né, [/C)
715 Cleck lheren /ﬂt; | docn B et o Crod
iﬁécmm ety % Morncra awé«u »:D.wé? g

| Ml Cutlon . Ludy /%y S e WR_
o Wy 0 b foéﬁ i /u%/’ @L@}’WIAM

fifMM% MMW IZ‘%Q ﬂﬁ%ﬂ“m




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
TOMKINS

The Museum of Modern Art Archives, NY

| Nl BH (96&/\ xwwgzlﬁ cg :
|l dot= dea.mdb(,o\ Aty dan V',az, [)L—m i, -
Wﬁmm (ke guwm é how/@wi
MW

. GX /26(0 }9@[5 s hwen. 444
60/751(, i ey (‘ﬁ gMV"/JM @%Jj;;\

| e
@uﬁ;g sl 3/1 mzaﬁa sz%md @uéf«_ﬂlﬂ Sect

#@7% ,lem /kwiﬁuct /Uuﬁz o, Q{/) W@G%M
/55)@ gn Po @[ Y, dmlluj boudd. A bt

((La( Cleobed zdﬂc o /JML@V'/;WZ? ) 7

/,@LE‘/’LI‘-;‘M Cdém{ym wadd J_(ff Jud D be /MW
»ﬁm ol b 2Tl bl wnbelpfd.

frows T Mm sl cath by o7 T Al sl

% (o ; Dia/ s b Sogarsn, Cluaey SOeclcar Eogpmten O\
kek f2. dL(ME—@ 5 ///z/uww Q&y\i«m& //L’C/O b’ ﬂé&@-‘
_7 gl coudbrnre Sad ,(&f aaM/ he Ll [ rimdils SR
10Tyt purlon froe st Mbolec” S 7y 1€

ﬁ@.ﬁwﬁ pius Tl Loy, sl fren 2 Lnpins
%A/zmx 7 Mw/n foo. b el B e TF

e




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

TOMKINS TR &

The Museum of Modern Art Archives, NY

June 7 - letter from Copyright (ffice in Wash, , saying the
gurkatm request for copyright on curtain could not be accepted
becapse all the design elements of the article are directly
related to the useful functions of the article (see letter)
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Interview with Jan Van der Marck - 6/21/71

Van der Marck is just short of 41, Dutch, blond, attractive fellow whose last
post was Director of the Museum of Contemporary Art in Chicago., efore that
was Chief Curator of Walker Art Center in Minneapolis (1963-67), " Well looked
upon in museum circles, Has done some excellent shows, including Christo's
WRAP IN WRAP OUT of Chiecago musegm in 1969,
Ke met Christo in New Yori right after he came here in 1961, was immediately
interested in his work, Jan had been enthusiastic about the New Realists in
Paris, ccllected their work, and Christo was more or less a member of that
group(Arman, Klein, Ragsse, Tinguely etc), Jan's "The Ambiguous Image"
show at Walker Art Center included Christo. He also helped Christo get an
invitation from the Minneapolis School of Art for a projecy that had to do with
an air balloom, in the fall of 1966, Two years later he asked Christo to have
a documentary exhibition in Chicago., Christe changed thet into a wrapping of
the museum, in Jan. 1969 (see Arts Canada article by Jan, Feb 1969)

Jan's Chicapo earthworks show, "Some Evidence on the Flight o
(early spring 1970) included Smithson, Heizer, de Maria, Op
and Hutchinson, Mostly documentary, some films, Nobody seemed
by show, and it was not the cause of his leaving museum - earth
ready accepted in Ghieago, %=

uproar, however,

"It becomes increasingly difficult to show inside a museum what people
outside it are interested in," Jan says, adding ‘hat today the museum itself
is something of a "forced concept."

Jan resigned from Chicago museum this spring, pianned to spend the summer
writing intensively(se- list of publications). Christo had asked him pre-
viously to supervise the VG, and he'd said no, Put B=®Bkristo asked him
again, and he said he would. He's been formally connected with project
since Jan, 1, 1971,

working with Christo

A highly improvisat ) friendl pleasant relationship., They use the phone
= great deal, and < himself h logged at least 35,000 miles to and fro acmposs
the country.
ly effective" in presenting his ideas to the people of
Jenver, "He is very end-aring in speasking English not very
E grasp immediately his own enthusiasm and sincerity and dedication.
I felt rather like a P 5 coach, mmrmuimgxzkeeningzirzekzefx I saw to it
that things were « ized and s ta > of, Christo is almost
the exact opposite of Heize who hs alent for getting people enthused
about his work, And n of e Christo has Jearne-Ciaude, who always

kears a coo
Keer

In -1_f‘],-., the neorle just Hook it on faith tF i was a ST“E-‘&*. irtist
from New York (ance they realized he was paying for it himself), Jan said

that in talking sbout the piece he (Jan) would o %?mr}e language, tol b
them to "look at it as a big outdsocr wor! es painting and sculpture.
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VanderMarck - 2

Bugg mst ed also that they note the color of the curtain, the way it changes from
morning to evening grmlu]_ntlons in color). "Let them have a Beaux Arts slant,"
Althoush actually it is neither painting nor seulpture, The workmen én site
are always being aslked what it's going to be, and they've evolved their own
answers (see invus), " /henever vou get these construction people involved in
a non-functional project, they begin by being vefy sceptical, but then they
really enjoy it and do better work than they might have otherwise, and they're
also very proud of the attention they've been getting in the papers and so forth,"
Jan also makes pojint that such projects get the workers out of the routine
details of their jobs, often suggest interesting ne# solutions to old problems,
(see Hoffman invu - he says every job does this),

Christo's Career

The Americen art world in the 1960s was very chauvinistic, Chpisto has suffered
the results, He is a European amidst Americans, working in a very Amekican
aesthetic - the American glut and abundance reflected by Pop Art, Earth art
itself is very American, showing the vast scale of the country, the back-to-tre-
earth sentiment of the ecologists, and a kind of frontier romanticism that

many Europeans find admirable, "Europe is so tight, so filled up and small
scale compared with America," At any rate Christo was looked upon with a
certain suspicion by many here = looked upon as a Zuropean aesthete, out of
Dmchamp, and allied ?;isitualiyhit* the New fealists, Fop rivals,

Anothet deterrent was Christo's lack of a strong New Yorik Ballery. His main
support has alwgays come from European collectors and galleries, Leo Castelli
felt it would somewhat obscure the American-ness of his gallery to take
Christo, who had only one show there, Christo himself is still highly
cont overs:'l among Amer. artists of the new generafion, Kaprow, nauschenbérg,
Johns, Cldenburg are friendly, but not Flavin, Judd, Andre, delaria, Heizer,
The 3oungpw artists tend to crack nasty jokes about his work about the help
he gets from Jeanne-Claude (the dinmer parties, the appearances on art scene).
CGonversely, "I feel few artists of my aﬂﬂualntanCU are as fair or obgect_ve
about others' work as Christo is} I have never heard him make a snide
vieious remark."

There has never been an article about Christo in Artforum, the avantgarde
establishment 's magazine, He doesn't complain,

not toughf enough, He never spits in your face, the way
Heizer does or del aria iops, Tzcple seem to love that now, there is then
new mysticue of the slap in the face, Christo is always helpful and willing,
so people think hei is a self-promoter,"

"Maybe Christh is

Earthworks
Heizer likes to go with nature, Christo prefers to outwit nature, Heizer
brings his urban sensibility to bear on nature...

Jan sees esrthworks in gepral as st er means by which the artist can get
involved with society, He 0u]1 e to see more works that can serve as
models for this kind of involveme t that would brins artists into closer
relation witt their times (romewhat llk: BEilly Kluver's dream of having
artiste work with technologists and @l" es), But he feels that Heizer

and deMaria a both ver cerebral al
13

that so rt of thing (escteric as hell

have no apparent interest in

/e

jeMaria took to baiting Jan at a dinner party, xkox
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r his museum work., They expressed scorn of the most raking kind for every-

ng to do with society, which they clearly believe is in its final stages
on the way out. They con-lder their own work the "past serstchings" on
ondemned planet - condemned not by Vietnam or the bomb but by man's own

pid mess. Out of a final contem-t for mar and his society they have

urned to nature in a sort of aroca]y‘m'jeel way -- they seem to think thst

beir works will serve as“signals for some future (and better) civilization

0

o

3
= N

1

ctckckmm @ Dk
&+

There's a chilling arrogance here, They asked Jan which would last longer,
the Mona lisa or the Double llegatiVe — clearly they thought the DN would.

Jan feels they also have some sense that salvation will come ffrom the West,
from the California sensibility maybe, or beyond that to the sort of Vegas
frontier., (Note: Frarnk Lloyd Wright's remark that if you were to turn the
coungry on its end and shake it, everything loose would end up in California),

At the same time, "eizer is always on the run, He feels vulnerable to
fame (as Dwan said) - doesn't want to become like Rauschenberg), fears
being sucked into the vor_tex of the art world, hence does things like
disappearing act in Vegas, He acts out of a profound diisgust with our time?
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Scott Hodes (by telephpne, 6/29/71) (312) CE 6-9760

Hodes, @ lawyer, is slso something of an art collector. Has written book
on art and antiques, and owns a Christo =-- the 1966 Annual Report of the
Chrysler Corporation, wrapped. Has ofteh wondered how Chrysler would feel
about that. His firm in Chicago* handled the Picasso cese out there. They
argued that the statue had been given to the city and therefore could

not be copyrightedu~ it had become part of the public use before cppy-
right reugest filed. Irony there, in unsuccessful (so far) attempt to
copyright Valley Curtsin., (see below),

"Christo wants to involve everybody in the process of creating art ©-
lawyers, engineers, asdministrebors, everyone, Christo views my role as
a lawyer-artist becsuse I was involved. What I wes concerned with was
the vehicle that Christo used to protect himself...'" Decided that a
non-profit corporation was not the right vehicle, because:there might
turn out to be a future profit kn terms of enhanced reputation for the
artist, etc. Present setup foresees thataz all monies raised will be
spent in the process of creating the curtein. Christo is the sole
shareholder, "Christo doesn't understand this and doesn't want to

this is my problem." Christo is employed by the VC Corp.

The Colorado Highwey Yept. "blbody well wanted to make certain that

the curtain gammz@exm was going to come down by 2 c:rtein date. They

made us put up 2 bond, snd Morrison-Knudson made us put up a bond.

"Many, meny aspects of society were involved =- banks, insurance companies,
Emxizmuny staote officials, etc,”

Jeanne-Claude "is the driving force behind the whole project. She runs
the books, is responsible for making certain that everything gets done
and gets sent where it belongs when it's needed. She's an smazing
womaen, very level-headed. She iis as much responsible for the project
as Christo - without Jesnne-Claude this could not have been a reality.
Christo is reslly the one responsible for reising the money, but she
deals with 211 the other aspects."

Enormous smount of money to raise - quite smazing that he did it.

The greatest problem, from Hodes' point of view, was insurance. "Last
October, when Christo unfolded the project, I monticned that the hardest
hing was going to be to get insurance. Christo ssid 'Why do we need
insursnce?' I hed to explein that it was in cese something unexpected
happened -- thes cable snapped, or something." They worked through Marsh

McLennan, and finelly pleced the policy with Home Insurance Co. - $1 million.

Permission from Highway Dept was second toughest problem,

"The companies that provided us with steel and textiles were very unsym-
pethetic to the problems of the artist, in terms of delivery on time and

so forth. J.P. Stevens didn't went to give us any rights in theg event

the materisl didn't turn out right, etcs. They looked on it as , pne-shot
deal, thinly capifglized, having to do with the arts (all dubious qualities).
They 211 accepted hard dollars and gave very little in return.” (Note: When
Stevens was asked to meke curtain, their first question wes "How m ny?")

Many of the state officials felt simply "whi do it here?" Would bring in
hippies, disturb the environment, etc. "My suggestion that the news be
relessed from the office of the Liettenant Governor was very helpful --
if it had come from snywhere else, our problems would have been greatly
increased."

(Over)
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The local people of Rifle were the ones who really ceme to the aid
of the artist, and who negated the environmental arguments.

The legal problems were far beyond anything Christo had imsgined.

"But Christo's pxggi}g{x‘k is going to stimulate other artists to take
the environment snd give it aesthetic implications,"

The Copyright Office in Washington szid they couldn't copyright the
curtain because it was ¥kmE too utiliterian! Hodes has reworded the
request and is now writing to Wash. to exploin that there is no
utilitarian aspect whatsoever, "The government is perplexed by the
idea of a curtain across a velley." Hodes anxious to gain copyright
in order Jo prevent other people from exploiting the progect with
Velley Curtein ashtrays and souvenirs.,
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Christo - 6/22/71 (Taped)

En route from Aspen to Hifle in Charles Russell's Sasb, Russell is a graduate
student in comparative 1it, at Cornell, getting his doctorate (thesis on contemp/
French, German, and American writers) Christo met him when he was coming to

US for first time, on the boat, Theéy sat at the sage table, (Jeenme-Claude
couldn't come because only/ money for one round trip - Durand-Ruel refused offer
of Christo piece in exchange for r,t, ticket), The first thing CGhristo said

was "What do you think of Fop Art" (in French)., Russell nurrently serving as
principal assistant to Van der Marck, has been in Rifle about a week with his
young wife Susan, They will take care of Cyril, Christo's son, until Christo

and Jeanne-Claude arrive,

Money in hand so far is $370,000, Having trouble raising last $30,000. Jeanne-
Claude working on that in NY,

Country gets dryer as ;ou drive fromispen down to Rifle, Rifle is in he rt
of big game country, also oil shaleccuntry. Towns on way: DNewcastle, Silt,
Rio Blanco (18 miles other side), Glenwood Springs abt 20 miles east, Rifle
right on the Colorado River, swollen and muddy at this time, Also on the
Rio Grand- Railroad, and near the site of a spectacular derailment of freight
train two days ago - lots of people and enuipment on site dealing with
crumpled cars, Rifle has pop. of 2,380, elevation 346 feet, Iocal chamber
of commerce is housed in old railroad e»r. Drive north out of town, to join
t oute 325 - through lush meadows with horses, cows grazing along Rifle Creek,
nine hole Rifle Creek Colf Ccourse (in its Gt cason under Jimmy le Donne),
g

8] layered sandstone cliffs,

eek Museum, up to spectacular gap w
Christo talked about the project. They had hoped originally
sponsor it (Institute sent them 710,000 in
lesperately needed; out of gratitude they
. Institute wanted no pa € of this pieve;
s were evidentlymws outvoted. And neither Bartos nor
individually -- state of the market, etc,

Aspen everyone is very inte tgally conscious., When Christo said he
was going to do the curtain in Rifle, everyone jumped on him., "Thgy are
going to kill yiwx you, they're all hard haps and Nixonians down there,"
Cowboys who love to beat iy hairs, But Christo says they've hadm marvellous
relations with the townspecple and theworkers, trouble only with the KY engineers,
Wilson, the Panim pilot ad been to sustralia and seen the coastline project,
Thought he wa- dxdimpgx dealing whth big-time oper tion, so asked 46,000,
The other people got $2,400., Wilson lives in Calif,, has grandmother in Rifle,

Stuart Hodes, in gets much credit, (Call ')/

The xrwa iz XErORE MAX 7 XRK7 X7 000K

Got to site sbout 3 FM, met contractors crew, then climbed up the west bank

of canyon with Christo, Russel], Cyril. Boyle Bros. drillers hard at work,

and getting fineresults, Rock samples come out in long smooth cores like
salami,k are broken up , hammer to fit into sectioned cardboard boxes.
"That's as good is I've ever drilled,” VMr, Banks, the foreman, said

he'd be finished the fo wing morning.

isked Christe about the impermanance, whether it bothered him, DNot at all,
"You elimb Everest, but you don't want to stay there," The idea of vermaqlgpce

or imnprnanﬁrﬂcn is | 0 interest to him.

Over to gdlf club for interviews,
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Rifle Interviw8

Jack Webb : "I've hung cables before, and basically this is a1l it is, But
I'1l sure be glad when 1 can see it}" Asked what he tells people who ask what
it is, WebbW said: "At first I tried to ¥=XX explain that I think his idea

is somethinz like & mobile. They always have the impression that there's
something going to be painted &n the curtain, a portrait or a scene or some=
thing, Trouble is, after you explain it to them what it's for, they still

don't understand, and you're really in deep water,

Now I justk tell 'em

it's to fe=d my wife and children," (Box 52, Falisade, Colo.)

Jimmy ILeDonne: Froject controvers’al in Rifle? "Not any more,

were suspicious at first, but I told 'em you've got

A lot of people
to be a little broadminded

in this world, Different people do different things, Christo knew what he
wanted, he hadk the money to do it, he wasn't going to hurt anything, so why
not? It took a while to convined people,.,. I got so mad &t everybogy I wrote
that article in the paper., It takes a lot to make some of these old sand
farmers understand a thing lkke t!".i“:, they've never been confronted with

anything lite t'is before, 4 lot of people here have

n v":r been mr € than a

handred 1pq - home \fter t —-" ;i P derst s
;ht.nrl-(: .T.ﬂl]’ g from hon . r th had an L and gpt‘l} 1$£e%§dfin9 But
for a while they thought, 'le're rmn : a lot of‘ om’- aire

don't know nothing about in here,! sy’ iell, they're comin! an_,fhow,

they're human beings like the rest of us.

Jirry bern in Newcastle,
grandfather came as a
were building the

it saw the coa

so they star

smart

coal-working town. "My

1rmb'an time, when they

‘taldans working on
out of jobs,

But they weren't

1 in, At one time

there we ix thousand people living in Newcastie, and there was twmty-one
saloons and four cathouses! Can you imagin=? What was back in the 1880s or

1890=, up to about 1930,"

s Hoffman (Box 1218, Rifle - or Midvale, Idaho, 83645)

Boise home now, Was born and

sver since, for t: e last fift

raised in the midwest, but I've been in
een or twenty years,"

a hell of a challenge," Somewhat similar to putting a high line

except for problem of wind load, "Here the weight of the curtain

isn't important, it's the force of the wind Eox blowing against it you

have to consider." Would say the maximum wind velocity thkrough gap is approx.

LT

run up against unforsee hings almost

every day..

ull t"'"' f the reel xk at the bottom and attach one end,

st de 1 rul? up at attach other

side, "It's going to

n't damace the curtain dragring it across the

even want to guess how

On all jobs, "you get a lot of ideas, it's just
think will work the besg., Then if we see that won't
It's standard practice in our business. Scmetimes we
times befdre we get to the right one.

&

long it'll take/ to hang
e will lasten the curtain on the cable,

nd pull it up the hill

a aguestion of which one you
work, we go to another idea,

change our minds several
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Hoffman's last job was a bullﬂmg in North Flat, Nebraska, large enough to
ezez accomo-ate three football fields,

Cables have arrived. On siding in Rifle,

@ver to Rifle, Me's Cafe, for invu with Vayor Tadus, He is also owner of
Jewelry store in town, a sni}dvxzkixmx solid citizen, stocky, slightly red-haired,
in a red-figured st art. Has two more months to serve, What was his first
impression of curtain idea? "Well, like ,veryboﬁy else, I wondered why they
were going to do it, how they were rzoing to do it, and so forth, But I've been
for the project “ror the very beginning," Why? "We ell, I'm the mayor here,

and I'm responsible in a way for the we fare of the rnwwuni*", and I thought

this would give us a little boost in bke arm here, We need it, We haven't got
a'l the Fw»WWv"= in the world out here,

State
§ifle facts: Mostly farming, ranching, shesp-raising, Fish Hatchery closed
for years, but hope to 'ave in operation next ear(water nollution problem
solved by seware disposal plant), Cne o largest trout hatcheries in world,

Oppositéon early? '"Not much. Naturally there were a few sceptics."

Eastern vs Western slope, separated by Continental Divide, "We feel left out
over here, because Denver is on the eastern slope and so forth, and it seems
like they want to keep this country over here so they can come over on the
weekends,"

Tadus here ten years. Comes from New Mexico, raised in southern Colo,

"A 18t of people say, 'Well, it's pretty foolish, but cach one to his ow
I‘ & $ 3 3

Tony Macchione /ﬁ‘“‘ﬂ/ C)

(Owns Mc's cafe, Me's Boat ales, apa ﬂtMFth“tattl He vy, tough Ttalian with
pear-shaped face and body., Local stroggman, He had been "moving cows" when
we first tried to see him - had to wait until ncf-'t :‘,’3_‘,’}.

pioneer
Gave us history of Rifle., Some skxproxymekmes found an old rusty rifle here,
and vhen they were locking for name for bown that was it, Used to be real
big Puff21 and Indi erritory, Winter range for animals. Newcastle big
mining towvm in 1900. ¥Xplosion in early 1900s - ever since; half these
mountains have be=n on fire inside, That moun vhere you're hanging your
drape is i n fire," Over ! men still buried in mine that exploded
maybe 18 :

heard about ,
e new ( kind of curtain
explain it,! ] 17, Course I'm
to be people., Some say 'What good is
it's poni to d~ any good, It's going
the dollars it'll
that theret!s a
o somehing like
put it. Wt's

=

F o Qe
+ 5 o

got a decoratrr and a painting license,
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(Macchione - cont, )

in California, I could mix any cdlor of paints you want, Other people couldn't
visualize what this thing was going to look like, but T'11 tell you it's going
to be ruiteY a sight, Anjbody that doesn't have an appreciation of anything

beaytiful or anythine 4 fferent wouldn't appreciate it, But the world's
advanced so fast now ‘hat these things are fabulous,"

What people thought of Christo at first, "I'll tell you, I had a lot of
argurents over Christo, Some of them almést came to knock-out and drag-outs,
First thing the tax-ayers said was Well, what is this going to cost us in
taxes? I'd say it ain't going to cost you a,dime, He's told everybody in

the world that le piuts up his own money, He s not out here begging for money.
Apd I think as long as that's the case, in &ny country he ought to be able

to express his ideas,"

Macchione born down Colorado R, af Sl ~ came wamk to & fle in 1960, bought
cafe, put on new front, redid inside,

Cil Shale - "They tell me about ten years ago th:t it's about to open up, but
it never has,

Jimm Seaney

(Runs local radio station, KWSR, from lobby of Winchester Hotel, where
Teddy Roosevelt stayed once on a hunting trip. Bar of hotel has a strip
of cloth strung between two peaks on & mural, Seaney is originally from
Illinois 3 lived in Denver for ten years, in radio-tv, moved here
in 1967 because he wanted tc get out of the city. Trim, rather handsome
man with neat moustache),

Redined ke
Radio Survey: bi kel-dime stuff was going on, smz¥z and I beliesve in
direct action, wa red of messing around, I went on the air at ten

minutes to seven and stayed therc until eight-thipty, and I said do you

believe or don't you believe we should have the Oglle Chrtain. 1 also tock

the names, 1 got a very positive result, so I said there's no sense fooling

around, the next thing is teo call the Governor, I went down to the bank

where I could get on three phones, and put the Mayor on one extension and

the president of the bank on the other —- not because he's president of the

bank but. because he's ale the director of the Chamber of Commerce, I called

the Governor, and got right through, I said, 'Here's the results of a survey

that I've just completed,' The Governor's first thing was, 'Whir do you people

want thzt curtsin up?' Being an honest man, I said 'We are in a depresssd

economic situation over here, and ! eel that if nothing else Christo's

curtain will bring an influx of people tec our community.' He said 'I11]

accert that/' He a how the weather was and hung ur, and the next day he

got thrown of'f a horse, Ch, well urvey resuits: 123 in favér, 21 opposed.

Y=s or no answers no discussion everal people drove up, came in and gave
oneé point and school bus

wanted to vote for curtain (didn't

oil shale plant, run by
game hunting nel very goofl
rreject Huleson, two years
around
too

from zhale. (Feopl

e
shale dev, pub, 1912,
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(Seaney - cont).

kifle: When railroad came through, Rifle became one of biggsst rail heads
for cattle, later, lot of sugar beets raised here,

T oy Tl e Pirm in Nek TILHE 7,
(“ngineer in endgineering-surveying firm in Aspen. ﬂlon s tanned, friendly
man with quick humor, Originally frem Denver, Came to Aspen in 1946 first,
to skif. Christo says he's "very pragmatic, very good," and that he was
really the one who swayed the Cpen Space Council),

Nelson knows John I who called him one day to say that a friend of his

was coming out from New lfork to look around, and would Nelson show him the
Nelson agre-d, although this is not his

usual role, The friend turned out to be ukriaﬁk, 1is wife, and Shunk-Kender,

Just what, he a sked, did they have in mind, Christo said he wanted to find

a valley to hang a curtain in," Cnce the initi: hock was over, they started

to look,

Nelson says that the minute he saw Christo's drawings, he thohght of Rifle Gap.
But didn't mention it at the time because it was 70 miles west, and Chiisto
was talking about the Aspen area, Problem was thag most of the land around
Aspen was owned by the govt, which meant that it would take a2 lot of time and
red tape to get permits (Forest Servée very slow). They scouted several
possible sites, none of which seemed possible, and finally Nelson mentioned
the one in Rifle. It is one of the very few valleys around that have xmk such
vertical sides and such a narrow opening, As soon as Christo saw it he agreed
it looked right,

Route 70 will be ‘able to see the curtain,
P

and that as a result it w 7 of nurious.
Very little vegetaldon in Rifle Gap - mostly juniper, not
dow won't hurt anything. As for the bird prob-
over the curtain is in pretty bad shape."

Nelson says his dealings with Christo have been unifornly pleasant; feels he's
a very ni

idge in Arizona. "But this has to

with "
B

W1 LI

Mr, Mrs, Stanley K
Mrs, Kansgen has lived here for 6&f years, in cottage just cdown road from the Gap.
Peetty garden. Rif G useum Fuskzdewn adjeining, open Thurs—Sun, 1-5 FM,
Owns LO acres; used ovm land acros ‘oad but so0ld that to Wilson, Said that
when she first go letter from Scot! Hodes, "We didn't say anything about it
for suite a while cause we didn't want people to think we'd gone erazy." Mrs,
K imb ¢ over these hills as a ild, Says everybody in townis
I relatives across country about curtain. Both the Kansgens
see Christo, who was his usual warm self with them, Wrs,
ive 1 several yards of the curtain material when it's
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Jennifer Licht (MOMA Curator) - lunch 5/26/71

Jenny has been close to Heizer and de Maria for several years (not so
much to Smithson), She feels the Dwsn has had the most interesting
artists and has followed them personsally,

Last February (1971), she proposed three earth works to the MOMA purchasing
committee: Spiral Jetty, Double Negative, and de Moria's last Nevada
piece., Showed slides - very large projection -- and says the reaction
was '"fantastic." Trpustecs feally impressed., "I told them beforehand
that I knew they weren't going to buy the works, but that I thought this
was the most interesting srt being done now and what should the museum
do sbout it?" DNever did arrive at a specific answer. Dut Blanchette
Rockefeller and Bill Burden were more than enthusiastic, and agreed

that somethin: should be done. It was mentioned that several of the
trustees had mining interests in Nevada, and that it should be entirely
possible to arrange for the artists to have the space and the heavy
equipmegt made available to them for whatever they wanted -- not only
for creation of works but for later maintenance., Heizer and de Maria
were quite excited when they heard asbout that,.

Jenny hasn't done anything more since, but sags she plans to next fall.
She doesn't agree with Weber, though, that unless money is made available
soon the movement will collapse; says Walter and Michael will just

find other means to do what they want, without heavy equipment etc.
Double Negative was probably the most expensive work of art of the g0th
gent to create (check) - would have been impossible except for Virginia
Dwene. But now Heizer is working on vertical piece that will make use

of gravity rayher than heavy machinc-s,much as ancient Egyptians did.

Heizer is more involved with sculpture -- mass, volume, displacement.
De Marie with a kind of ritual -- religion, performaace, mystery. He
will not let snyone use his work in any way he doesn't approve. Is not
close to anyone, hard to get along with - but Jenny says she goes to
him whenever she has s»m& serious problem. Feels he's one of the most
important artists around.

Jenny says she tries to tell the MOMA trustecs that Xh®m museums in the
future should become agencies for helping artists to do wkatheir work,
Awfully hord idea to get across. Irustees cling to 19th century concept
of collecting precious objects and educating the public to a preciate
them, Still tend to look on purchases as investments -- hopefully,
blue chip. But museums are only a2 couple bf hundred years old, and

it is not unreasonable to think that the basic premise can and will
change: emphasis on artist, ratljer than on collections and public.

She went out to Nevada last summer and saw the work. Overwhelmed by it.
Came back feeling phenomenally knvigorated, so that even New York looked
entirely different to her. "You'll be different when you come back,

you'll see.'" Says one has to be in very good shape to see the work, thoimgh.
ot only physically exhausting, but you have to be prepered to become
deeply involved wibh yourself. Walter and Michael worried about her

low shoes -- danger of snakes., '"Don't go out with a hangover/"
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Dwan got into earth srt through Smithson, to whom theytd given shows
before -- non-sites, minimel. Smithson brought in Heizer, de Maria.
In last couple of years about 75% of gellery's activities have been
connected with earth art. Great problem rsising money. Some of the
pieces were commissioned (Scull), and meny are still for sale, but
collectors scared to death of it.

John Weber 5/19/71

Dwen closing this June. Weber opening his own gellery downtown in
"Gallery Homse" with Castelli at al, VWill have Smathson,  eizer
Long, Sol Lewitt, Carl Andre. Has to spend all summer "raising money
like mad." No backing, just his own #$$. "Unless we get some really
large scele private or corporate support mm I'm afraid the movement
is done for,"

Scull helped Heizer until Dwan tooh over. !May be helping him again now
-=- agk Heizer.

Jenny Liché presented three eamrhhworks to MOMA trustees at last meeting,
says they were fescinated. See her. Jetty, Double Neg., one other,

Ecology - Life mag,in its anniversary issue, had photos of forests
beinc ravaged, pollutiom, and Heizer's Double Negative. Lhey were
gll afraid they were going to get tarred with that brfish, have played
down the ecology espect ever since.

Weber has taken European museum people, others out to see works, by
car and by helicopter. Says "everybody who sees the work is just
bowled over by it. The strength, the power of it..."

Heiner Friedrich hes been very helpful. "He's a great Germen guy."
Has spent 2 lot of his own money, got nothing back. Now working to
get earthworks into 1972 Munich Olympics, which would be‘guge boost,

Weber sees no real connection with minimel art.

wWweber himself from California. Used to work for Martha Jackson,
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Virginia Dwan 1 W. 72nd St., 5/29/71

The movement started in the spring of 1966. Smithson seems to have been
the initiator. He and Bob Mofris and Carl Andre decided they wanted to

do something on the land, no specisl ideas. The three of them went, with
Virginia, to the Fine Barrens looking for & site. Looked at various
places on the way -- abandoned slate mine, round ttpne tower, graveyards.
Pine Barrens were all overgrown with scrub, would have required bulldozing.

Virginis thinks Smithson got into non-sites as result of this trip. There
were two other trips, one with Sol Lewitt, whom Virginis monsiders the

key conceptual artist. Lewitt had the idea of burying a cube., He later
did this in Holland. Carl Andre decided rather guickly that earth works
were not his thing; he was more involved with in8mstrisl prefabricated
objects, OSmithson's idea waes just "to find some land and build something
on it." Morris also went in another direction, more or less.

The talk was not very focussed ever. They were all interested in very
early, big scale things like Stonehenge, the pyramids, Easter Island
monuments. Somebody gave Dwan '"The Realm of the Great Goddesses" by

V. Cles-Reden. Interest was more poetic then theoretical -- gmf£x not
rezlly much of a movement deliberately away from gallery, commodity-art
setup, although Heizer (later) had and has considersble hostility to that.

Dwan's "Earth Works" show was not until Oct. 1968, To show that there was
such ap attitude. Smithson, De Maria (large yellow painting with plaque,
yellow the color of imkmx tractoes all over world) Morris, Oppenheim,
Keltenbach, Lewitt, and Heizer (who had been worklng on his own for a
couple of years). There was the excitement of having d#rt, real dirt,

on the gallery floor, and in Morris's case, axle grease; startling in

the context of pristine gsllery space.

Soon affer this, De Maria did his show at Heiner Friedrich gallery --
three rooms #illed with dirt, to depth of two feet.

Dwan doesn't remembei much $olk about the esthetics of it all. ”Nobody

talks about art any more The minimal people were always very qul
in contrast to Pops (and Pops quiet in contrast to AEs).

Double Negative - started in fall of 1969. Heizer was to have show in

Jan, 1970, He went out to Nevada in October,''and we didn't hear from him
for quite 2 while." Had no idea what he was doing; this how Dwan likes to
operste. Dwan went out to see it in Jan,, while show on. Found it "really
strong, in the way DeKooning wes strong - it brought back that impacf of
the early Defoonings."

One thing consistent with all three artists is that "afterm a certain
point they feel a distaste for X objectness." All that proliferation

and piling up of things in galleries, obstructing space. Heizer's pieces,
except for Drag Piece in Detroit, have all been cut out of the earth,
rather than built up. Negative form.

Feels there is also a ''spiritual quality" sbout the work, that peoplg\respgnd
to-- hence there will be continuing support. The Tremeines have shown
interest, in add. to Scull. And the workmen on the projects have become
really enthusisstic, involved. PFossibility of 2 public art? Dwan says

this would greatly please all 3 artists.

Enz¥exesyxiheysrukorhuixsNaipXenzasxnBtxsusranzafuaXsn2xoNer LEREX
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Dwan (cont)

They all reacted to Nevada with great enthusissm. Like & new frontier.
Liked the western aspect --bought western clothes, etc. New York still
seems very buropean bo Dwan, who is from West Coest.

The artists cut their heir when they go to Vegas, so as not to run
afoul of local sher#ffs who are very tough om hippies, marijauna.

Vegas a sort of "instant America." Instant marriage/dhvorce, instant
winning/losing, instent destruction (missiles nearby). Neon capital
of world?
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