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ANEXO A: DOCUMENTOS

Carta de Virginia Dwan a John Canaday con fecha 13 de Octubre de 1966. Dwan Gallery (Los
Angeles, Calif. And New York, N.Y.) records, 1959-1971.
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October 13, 1966

Mr. John Canaday
The New York Times
229 West 43 Street
Hew Yot‘k. “.Yo

Dear Mr. Canaday:

Because we were not able to get the ten artists im our
curreat exhibit$on, 10", to arrive at any sort of
manifesto (manifesto beling eppropriate oaly to ecohesive
groups with mutusl Intent) we were not able to sead you

a press relecase which would ln any way sua up this
aggregate of work, S$o much has already beem sald about
"Primary Structures", "ABC', "Reductive Art", ete., that

at first glance this show may appear to be simply enother
statement of these ldeas. Mot one of the artists parti~
clpating Ia 10" will Identify himself with these terms.
However, there are some thiangs Imhereat to all these

works which make them rest easily with each other. It

may be stllliness, msthodology, or ‘‘the mon-visual
(mathematical) made visible (comsrete)", as Mel Bochmer
puts It, Above all, It Is nos~expressionistie, sand, \
with the possible exception of Agnes Martim, Impersomal, {
It Is phenomenologlcal. It Is art asmaes without mystique, |
enpathy or readable content. , |
The exhibitéon was coordinated by Ad Reimhardt, Robert
Mmorris, Robert Smithson and myself. | feal that these

works have an lumuitsbz quality, a stubbora reallty

divorced from 'our times'', or jezzy pldgeon-holling

titles, donc "'10*,

| would like very much for you aad/or Nr., Kramer to
visit this show as, slthough the work mey be '"timeless',
the exhibition is not. It will be coming down oa
October 25th,

Regards,

Virginie Dwan



ANEXO B: ENTREVISTAS

1. Trascripcion de la entrevista realizada por Bruce Hooton a Donald Judd el 3 de Febrero de
1965, Archivos del Programa de Historia Oral que se inici6 en 1959 para documentar la

historia de las artes visuales en los Estados Unidos.

2. Trascripcion de la entrevista realizada por Richard Stankiewicz a Donald Judd de la que se
utilizaron segmentos para el documental Four Sculptors realizado en 1973. Richard
Stankiewicz papers, 1948-1984, microfilm, carril 3748.
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TAPE RECORDED INTERVIEW WITH DONALD JUDD
February 3, 1965

INTERVIEWED BY BRUCE HOOTON

Mr Judd
Mr. Hooton

I don't understand the new geometric art. Norman Mailer complained the other
day in the New York Times about the square look of things, you knowy, everything
is simplified and square, and too simplified.

Well, I really only know about myself, my reasons for doing it. They certainly
aren't connected with the old geometric art. My work isn't geometric in that
sense. One of the reasons, I guess, that my stuff is geometric is that I

want it to be simple; also I want it to be non-naturalistic, non-imagistic,

and non-expressionistic., The simpleness goes all the way back through my other
paintings, almost to when I first started working.

Where did you first work?

1 was born in Missouri and lived around the Middle West, moved to Philadelphia
during World War II - no, just before it, before Pearl Harbor, And then we
moved to New Jersey and I went to the Art Students League.

How long did you study at the Art Students League?

For about three years - three and a half years.

With whom?

With Louis Bouché the first two years; one year with Louis Bosa; about a year
with Will Barnet; and summers with several people - Marsh, Hale and Johnson.

I don't know i{f you remember him, he used to teach contour drawing. I don't
remember his first name, he's dead now. And Bernard Klonis. Yes, I went to
school here. I began studying art im '48 or go, then I moved here in 1953.
Before that I commuted in from New Jersey to save money because I was doing
both Columbia and the Art Students League,

Did you take a degree at Columbia?

Yes.

In art?

In philosophy. I figured I had a major in effect at the League.

You must - - Reénhardt, when did you first meet Reinhardt?

A couple of years ago.

Were you painting or working more or less the same way before you met him?

1 don't remember being directly influenced by him, 1 admired his work, but
also that of quite a few other people. One thing, I was a painter until maybe

'61 or '62 - 1'1l have to figure out the dates - and then I started doing
3 dimensional things. The paintings are not exactly geometric, but its there,
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DONALD JUDD, P.2

Geometric art as such doesn't mean all that much to me. A lot of the people
I admire aren't doing it. I don't feel the connection is that way.

A drawing I saw of yours had a kind of inverted Stonehenge feeling. There
was a certain monumentality even though - - -

It was blatant,
What?
It is a post and lintel arrangement.

There's no kind of philosophical point to the whole thing? I mean, what would
one say if one decides to cut out certain things in the same way? One decides
to throw paint; one decided not to throw paint; or to simplify things. I mean,
- - -what?

Well, I am not interested in the kind of expression that you have when you paint
a painting with brush strokes. It's all right, but it's already done and 1
want to do something new, I didn't want to get into something which is played
out and narrow, I want to do as I like, invent my own ;interests. Of course,
that doesn't mean that people who, like Newman, still paint are worm out, But

I think that's a particular kind of experience involving a certain immediacy
between you and the canvas, you and the experience of that particular moment.

I think what I'm trying to deal with is something more long range than that

in a way, more obscure perhaps, more involved with things that happen.over a
longer time perhaps. At least it's another area of experience.

In other words, you're trying to lay the foundation for sort of thought. I
mean, one might say that you try to kind of stop time for a minute, or stop
certainly Abstract Expressionism in its lesser form of a great teaching glmmick
across the country, because anybody can do it. It's like a great thought -
anybody can throw paint,

Well, that can be said of drawing or anything. It depends on - - anybody can do
it {f it isn't too good, But I'm not against Abstract Expressionism. I think
it's just as difficult and just as good as other forms have been. As usual, 1t
had a superfluous number of followers.

As any group does.

Yes, and that certainly helped to run it down.

IT gave agmunition to people who were totally against it,

Yes, and it was accepted too rigidly and I think that - -

That's actually what killed it.
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No, several of the main people failed. I think Kline's painting went down hill,
and de Kooning's. Pollock died, of course., And Pollock, Kline and de Kooning

are considered the typical Expressionists. But even if Pollock had lived and

de Kooning had kept up his work, new things would have come along. Those

people seem pretty tolerant. Now it's only some writers and followers who are
rigid. Newman, whose work I think is great, and Rothko, are not characteristically
Expressionist.

They include themselves.
And I don't think there's been any public reaction against them,
Against Abstract Expressionism?

Well, against Newman and Rothko, or that - they've been very influential with
a lot of people my age.

END OF SIDE #1
About the idea of simplicity?

Usually when someone says a thing is too simple they're saying that certain
familiar things aren't there, and they're seeing a couple maybe that are left,
which they count as a couple, that's all, But actually there may be those couple
of things and several new things to which they aren't paying attention. These
may be quite complex. At the moment when someone says it's too simple they mean
that it doesn't have the composition that the Abstract Expressionist painting,

or Cubist, or whatever - going back - had, It doesn't have a lot of parts working
against one another, a lot of colors working against one another, If it doesn't
have this it's simple to them. Now it may have other things which are really
pretty complex. They may be read all at once. This is important to most of the
best work going on now. It has to have a wholeness to it that previous work
didn't have, but still, within that, it's not all as simple as you say.

If you're going to do a box the line has to join at the right spot,
Yes. Boxes are pretty simple.

But I mean it has to join with something like - theré'sa Chinese phrase for it
that I can't remember, but the totllity'ﬁhlch ‘the line /does - it has to com-
plete itself.

The corners all have to join. Even in a box you hsve, after all, just on the
top four edges. And there are foyr more dcyn the side and four around the
bottom, It really isn't all that simple. And that's just plain box. But

one of mine has subdivisions in it - a trough!. is made of a lot of subdivisions.
Well, those subdivisions are progressive and the progression in there is really
pretty complicated., It looks like a trough with a lot of arcs along it and

it's very simple if you don't start to think about the progression and the
number of arcs. But if you take that into consideration it's reasonably complex,
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Just what little I saw of that box show last night and the Whitney show -
I hate to say that I was kind of impressed with both shows, and even the
box show, what little I saw of it, was very impressive. I meqn, it's kind

of overwhelming,

but you know the tremendous activity going on.

There's a lot of interesting things, pretty good work. I think if you say
a lot of very good work you cut it down quite a bit, but if you say there's
a lot of fairly good work = -

Fairly good work - -

There reaily is an enormous amount.

And it's incredibly varied, I mean, the whole - - -

Yes.

Did you see the Whitney show?

Yes.

What did you think of 1t?

Well, it was better than usual. More current.

I did too. 1It's silly to say this, but I think it looked like what a Whitney
Annual ought_to look like, even though I may or may not like it,

Yes, that's about the first time it has - - -

It's true. I really felt th™at too, but they need money now, you know. They've
got to be good now.

Yes,

1 mean, I went to George's for awhile last night.

whose paintings I don't like too much.

I don't either.

But his drawings I think are extraordinary and he has a whole drawing show that
is worth looking at, They really are kind of interesting. I mean, they are
really good. And then George pipes up and said he thought they were good too,
and he said, "If America had 60 more years of peace, or 50 more years of peace,
we'd produce an art that is overwvhelming,” and I think that is true.

Peace and money.

Peace and Money.
problem either.

Well, yes. Peace without depression. Well, that's not his
He really is kind of interested in art, he's an art lover.

Went to Beacham - Bob Beacham -
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I very much don't think the supposedly simple work is simpler in quality. If
anything it's perhaps more complex in qualicy.

But in what way?

I certainly think it's stronger in quality. The strongness is one reason
why they're somewhat simpler. They have to work all at once, The older
painting - well, it does have an effect all at once, I suppose, but it'as of a
lesser intensity than a lot of the American work in the last ten or fifteen
years. You only comprehend it after you look at it part by part. I think
most of the best new work is intended to have much more impact at once.

You certainly see things later. I think it's meant to be understood more as
a single thing - from Pollock's paintings on to the present.

Well, Pollock actually worked very simply and he worked very directly.

Yes. Pollock is not an ordinary painter, he's not an Expressionist in the
usual sense.

He's always been pulled in with them, but T think he's a much more radical
artist - more than de Kooning. As far as the second generation goes, I think
they missed the whole boat on his nature and importance.

Pollock?

Yes.

Wuat a out Gorky?

Oh, he's a nice painter, but - - - Some of the drawings are very nice, but 1
think he's a pretty old-fashioned painter. I don't think he did anything as

unusual as Pollock. Pollock looks unusual and radical even now.

Yes, there's no question about that. Well, a genius is a genius, there's only
about five geniuses in every fifty years.

Not so few as that.

Hopper may be one, and Homer one, and Eakins.

I'11 take Hopper out - I'11 leave the other two.

What?

Hopper's a good painter, but take him out of that rank,

Well, Eakins and Homer - -

‘Eakins and Homer, I think.

Eakins and Homer, Hopper, and maybe Pollock - there aren't many more.
Not Hopper.

Not Hopper? He's out?

He's too late on that and also - - -
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I think he's good, but I think he was too late to do what he was doing and do
it first rate, for a lot of reasons.

There's a point in that.

He's a good painter and I think he's got a lot that is pertinent to American
art generally and even to, oh, Newman, maybe, almost anybody. I think that
spareness and simplicity is pervasive. Not only Hopper, it goes all the way
back to Homer and beyond, There's probably more in the American tradition than
people give the place credit for. .1 think there are certain elements you could
probably trace back, maybe as far back as - I've forgotten his name - Feke, I
guess,

Feke?

Or those people. Or Copley, elpeciallyvsonpthing like Copley's portrait of
Paul Revere where he made a right-angle triangle. The thing is blunt and
relatively uncomposed compared to European work of the time., I think it would
have been somewhat irritating to Europeans of that time.

It didn't carry all the capitals.
Yes, it was too simple, too.

I've always kind of defended Hopper in the sense that if one had to find a
painter of, say, from 1910 to 1950 that really represented America, that really
described America, say, 60,000 years from how, ome would see in Hopper all

the literary series in art too, I mean like Dreiser, Hemingway, Wolfe, Dos
Passos, all the loneliness of America and the sparseness - - Hopper represented
what literature talked about, assuming that literature speaks the truth from

time to time, then Hopper is it. And I always akk who are the writers that are
describing what the Abstract Expressionists are about.

I don't think description is all that important as to art representing a period
much later., For one thing, you really don't understand very much about any
period from its art. I think you overestimate that,

Well, they either glorify it or attack it.

Well, I think even if you like it you're bound to miss a great deal that was
in it at the time,

That's true.

You see it considerably pared dowmn. You don't know its associations and what it
meant in all sorts of ways. But especially, you see the forcec of it and, I thirg
something more complex than just description. Well, for example, Asia House

has Chinese bronzes now,

I saw them-
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And they are thoroughly unintelligible as far as their reasons go. They don't
say anything about China at the time; but they're extremely powerful things,
Somehow there is something this powerful in the culture at that time; that's
all you know, I think that's all you can deal with and I don't think the fact
that Hopper shows what the place looks like is all that important,

Very good.

I sort of - I like it, I have a certain nostalgia for 1t. I recognize very

much in Hopper that it does look:like the United States; it looks like the

30's and my first impressions of everying, all of which I have to deal with

and which gets mixed up in my work and probably gets mixed up in everybody else's
work too. But I think it can come out in more complex ways. 1 think some

of the things I deal with, Hopper probably has dealt with also, since it's
somewhat the same environment and I have pretty strong reactions to what this
country looks like, 1t looks pretty dull and spare, and you like this and
dislike it and it's very complicated, 1'd like to present this more forcefully
than Hopper, but not as description. But I think you have to - whatever the
environment looks like it does enter into peoples'art work one way or another,
it's very remote or it isn't, It's remote in my work but it has to have a certain
degree of ordinariness. I admire work that is exotic, such as Bontecou's and
Samarss®, but I suppose I work in a way within 1imits of ordinariness. Those
limits come from what's around you, and you know what the range is. I think

an artist like Bob Morris may have this problem too; it may have something to

do with what everything looks like - simple shapes, and - - -

There'- a certain validity in what you say - in the Cupbist period the cube was
really what artists were interested ;in, not the look of Paris, which is what
really killed, the school of Paris, even though it looked like Paris, In
Hopper certainly a strip of road with trees (ouldn't be anything else than
America.

Well, I think there are artists who are more or less contemporary with Hopper
who are more relevant. Stuart Davis has more to do with what the United States
is 1ike than Hopper. But also you have the big problem that you don't very
exactly represent the United States, or the culture. You're in it and it gets
mixed up in what you're doing, but you're one out of the other 200 million and
you only know little parts of it and I think no one is going to represent it in
a very broad, grand way. Anyway, the culture is not only American.

1 guess that comes from being literary in nature. Tolstoy, to my mind, represents
Russia,

Tolstoy may not be showing that much of Russia at that time even. It's hard to
tell. You tend to associate the quality of the period with what's lasted - what's
still good. And that quality becomes the whole period. Whatever didn't get
written about or painted just goes and - but I don't much like the idea of re-
presenting the United States in my work. It's just that you live here and you

are involved in your sense of what's around you - your sense of what's ordinary,
for example, that I talked about.

P
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Is that true of most artists you know?

Is what true?

1 mean, about your feeling - do you think they would all agree with that?
Well, I don't think anyone now would say that they're painting the state of
the culture of America, I think that's too grand and pompous a thing for
anybody to claim., You're only dealing with whatever you know, which is a
very small part of it, and later on it'11 look like it has something to do with
the period, Obviously, the artists have something to do with one another,
They tend to set up certain common qualities among themselves.

Did you meet then, after you started painting?

After I started painting?

Well, I mean in this whole thing - Stella - I mean, for example, I remember a
few years back in ' 60 a kind of showing - -

Yes,
'60, '61?
I met him maybe - - -

Your first show was just last year, wasn't it? Did you meet painters working
in a similar manner before your show, like Frank Stefla or Dan Flavin?

1 might have met Stella four years sjo, but I didn't especially know him, I

got to know him somewhat in the last couple of years., I've known Flavin for

about four years, and of course he didn't show until last fall, I don't know
how it may look to other people, but I think their work looks pretty diverse.
Stella is opulent, for example, some other - - -7

Opulent?

- - some other area you know I don't - -

Silver paint and - -

And the purple, in general, and the weight and opulence of most of his paintings,
which I like very much but which is very alien to me,

What do you think of Louise Nevelson?
Nice but nothing special.

Quite an opposite to - - do you like her son Mike Nevelson? Have you 8een
his sparse pieces of wood?
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Well, they're all right. I don't think they're remarkable, There are some
other people along that line. He's not too far from Gabe Kohn and he did
those things a long time ago.

No. That's true. Raoul Hague, what do you think about Hague?

Nothing special. I don't think they're unusual artists. Nevelson's, they're
nice, I guess is the word. I think they're good secondary artists. I don't
know how to evaluate them.,

Pastiche in one way or another - sort of put together.

No, it's on the level, but I'm not interested in all that composition within the
little boxes, and then the black monochrome is a little swank and easy. I
like - I guess the things by Newman are the best around.

That's certainly a switch from what I heard in New York in the fifties, Newman
was not mentioned as much as Pollock, de Kooning and Kline.

Yes, I know. I don't know too much about that. It's sort of interesting. Well,
you see, I suppose he looked a little geometric. I guess that was against that,
But again, I don't think - I don't quite understand the different attitudes, for
example, toward him and Pollock. They probably thought Pollock was acceptable
because it looked like Expressionism.

Yes. And came out of Surrealism,

Yes. And that Newman wasn't, and yet to me Pollock is just as radical and un-
like Expressionism as Newman,

I never thought about that before.

And I sure don't think Newman has anything to do with old-fashioned European
geometricism, which I assume they linked him with. I think his development
at that time was connected with Pollock"s. :

You know they always say about Ad Reinhardt, who works in a purish manner, that
he is a kind of Lutheran minister., Is there something like a certain morality
involved in your attitude towards art?

Well, there's a morality in that you want your work to be good, I suppose. I
think most of the art now is involved with a denial of any kind of absolute
morality, or general morality., I think most of us in one way or another are
involved in ideas of a fairly loose world, however it's expressed, whether ob-
viously as in Champerlain or just accidentally, or, oh, like Newman - his paintings
are so open, you know, that they can't be read in the old ordered semse that 5
Mondrian and other European painters had. But I don't think that geometricism is
any more moral or serious than loose painting, or works like Oldenburg's, or
Lichtenstein's or Westerman's. I don't think there's anything pure about being
geometry.
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You remember Plato, of course, on art, about the representation of objects
as being the death of culture, or death of civilization, so in that sense
there could be a coinaidental morality implied. Oldenbugg making hamburgers
and trying - - because hamburgers we have, and tables, and they represent
things and they had them and he wanted to do away with artists,

Well, I am extremely uninterested in Plato's idea of form, pure form, I

don't think geometric art is - - I don't like to call it that, T don't think
it's any more pure than pop art ov anything else, It doesn't have anything to
do with purity., There's a certain type of quality {nvolved that can't be

gotten any other way. I haven't sufficient interest in objects or anything

I can see around me to do what Oldenburg does. Obviously Oldenburg's interest in
what he can see around him is more immediate than mine; he has to deal with

that sort of thing. I like his work a lot but Idon't have that kind of interest
and I don't want to be descriptive or naturalistic in any way - Oldenburg isn't
{n the :usual sense - so for the time being I am left with fairly geometric
possibilities, since ‘hey don't have any of these things, I can't tell, it
might prove, I don't know - - -

Yes.

The geometry is partly by default, I never worked that way; I never had any-
thing to do with the usual geometric art; I didn't know that much about European
development along that line - neo-plasticism, constructivism, or any of those
things.

T met - man in a show a long time ago in New York - three or four years ago -
who came in, I mean I talked to him. He had a little shop in North Carolina,

I think it was, and his family made furniture., He was the son of a weal thy
furniture manufacturer whose name I don't remember, even his, And he was very
open and straight and he started taling and he said, "I cracked up and I was in
Connecticut in a mental hospital and they taught me - part of the therapy was
making frames." And he said, "I knew when those two ends joined, I kaew I
found them." And he set up a frame shop, a little gallery in North Carolina
somewhere - Greensboro or something like that, As I say, is there anything

to that, I mean, two ends join, is that - -7 Do you enjoy building your pieces -
making a perfect joint?

Well, in any art there are a lot of technical things that you can get to like,
Building {s just skilled labor, I suppose., It's a lot of work. I don't mind
other people building them, but the way things go together and are made is
interesting to me; I like that a lot. I pay a lot of attention to how things
are done and the whole activity of building something is interesting.

When you do it actually do you feel the edges of the wood go together?

Well, it's very exasperating when you can't get it right. Usually it's just work;
occasionally fun, After all, the work isn't the peint; the piece is, I've

had a tinsmith make a few when I've gotten hold of some money. I am just as
satisfied with their joints - maybe more so, as I am with mine. Also, I can't
make as many as I could conceivably buy.

DONALD JUDD ILUSIONISTA
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Do you know the work of Ernest Trova?
Yes.
What do you think of it?

I think it's - - I didn't see the last show. I saw the one before that,
It's obviously being sold - a lot of money in bronze,

It's expensiva.

A thousand dollarss

I can get a pretty large galvanized iron piece for $150.

How does his work fit it? 1Is that kind of surrealist?

Well, I didn't see this show. 1 saw the one-last year. It was played up as
pop art.

I don't remember that ome,

But so far no particular invention.
It seems so easy.

T gues- so,

Even though {t's complex and difficult to do, it seems like anybody could come
in once you had the idea and do {t. That's not true of really good art, I think,

Well, it's good {f it's unusual, I don't know about difficult., Maybe it's

difficult to understand important things. I don't think it necessarily has
to be difficult to make, Obvifously, I think that's irrelevant.

END OF TAPE
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SN Yo, 2 weli, as far as anybody else goes

/\. 2 1 don't want to usc @ nn'ragonlsﬂc

=5

e ﬂ?HPWETD
]

@ik m;shle e it4l: Yoo wt,r‘—llke but a, Is fhore

i

Gome K@mi_ajfcnrrct:?vu eloment |n rnfaflon to ovary— i k]

bodg‘ glgﬁ} By Yeu knou? : S ' ;,
Eﬂé&k%f7ﬁL 1S Just the woy 1 do it, and to hell with SN
Tead i fion e cveryining olse, vell, i+ probably what

”m &xvgno‘wmamg 3T i has that aspect that doegn’j

WZéeﬁaﬂrf\& Wmeaa, it's meant (e aggressive.which is
olefirition in terms ot ovher people. A, the main +hi ing
Thinlk you can think about what other

Enco g Ghls you den't know that much

THihk.  You cont't know who'ls Jinvelved

NSy Think anyway. !'on!y know wha+ ?hrcc‘—
HShS THink and I'm not tco sure abouf.f
S i iisnts
i it's sormchow as with anybody’s~ar+{ :
it furns ou* +o be sorenhew partial iy
2 denst fnielligisle 0 other peonle.
Shies hat it's, | guess, it's
i Wil | be,
Y Vo % 5 )
£ Yoo won'w roaliy koow why i+ vorks that way.
QR faetlc vou daree that, a ng a conmunication the thing :
¥QORS (5 droncetica that afvour'resrcﬁscs are like other
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¢ .
pecples rather rhan different? iy i L B

. . ’l“" | '.v‘,‘
Yea, probebly vou knew, one thing is that people aren't:,

Nt o ierent from cre enother. So that, a dcsplfec‘

censiderote peculieritices, there's still alot of' ;,J/’*f
W‘lv\ﬁ' N cemron.

Feers et

. .

THa S Woriks, yod know, fer very old art compared tonew

rt aed e forihn BHhg itls mysterious tthet vou can

oot ﬁﬂwgquﬁ od i cut of it, ancient Chlnese art or e

sestinc g Bassunc Tnal peonte are pretty much @like,

- N

T \' ascupe That Tac peanle ere relotively similar:
Heasnesil s it Shaii i s sthel fhiing: thoughwithadt :
s e nEcnle forget c} cen't *hink about and alsc this
& very

agraed

N

Shale s : mEasure vhet procabiy the difference between geople, .
yiu 4now, or botween peeple who drédertist and people who 2

srooact ariists, - You krow, it's just a measured percentage!
¢ ’ JY 2d T g
o / k| .

i cis Csomathtag e very smalilipercents L T 3
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~

JLLD: f Buv %hm smail percent Jeeﬁs 1o be preH‘y"ﬁ
STANT Sl Yog S S hiin itols. Yen, but we all bclono 'I'o '}'he'san‘e
rage. Whek t@«'\eml v is the reason?’
Ao | Gewerpdl Yl yeu know, seme necessity for h#v,lﬁg' ‘ag.'a:'l'n 4,

1 RS

(m'wxwww*‘{* 20k Gt You—see—het—t—mman , 2
S Wiveas

e ﬁ' g \erq KMW#T AT IR Gbperielann ) sorething happens

)
s 5 o welk } know alot of people who hove seen, vour work 5
ol
and &, Qud mo*’avervbody bikes 4 and a i Lo
: . s i

el ¢ Aid alet thS'QC-PI': say well, i doo't sce anything rothing 5 :
i< &Mﬁr%%hﬁg&i Wﬁcf?s hespeninn?
Bk \ b Mesussther 4hink. ; :

ay fo,@haf, thai's fheir

haprening. | mean
Mioe’s nothirs vo¥ cen

jhﬁﬂwqcn«"doJ' lfi’l his rvr{ev* Y reasonablﬁ 2nd

)

(&}

Therals no answer fo THOT R qUESEUENE N

et N

Ty, -

sof gl e o owhavls your feeling about, 2 , the kind of sculpture,

That invelves ali kinds of cynavic rovements and asymetry 5\\;,d‘f:

ani a sheoting up lril r“cron' girections, a vour®much

»

3
C
5
=+
25 o
(]

+

Lt Y 8 | Gaaie | el ' i (et W 1 . : ‘
FE0ps 1ouns, yeu wnow, | oden't want to'do that k»nd of sculp?ure. 7

\
Tie o »

QERSEY Mr ‘f?\iA”.'r-‘.Erm \.us?"z'r""\ f‘M"\ »m /m" ¢
mcndplocn |

'
+

e, ey P 0 oy 2 ' : S o v .
i D, S e Ol érotrﬁ){y_xnf;w That | did naintings for 2 long

=
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mens!( :

WUy

wj riqht from the paintinas to fl\ree dl

c

O
~ad Ao

woth. fue it had very little tc do with any of tho" sculp‘furo- ‘

And | nover 't'hough‘f of myself 10

.im%jthi (U5 7 aSsial Raielliniol
i A A S ”aqphru . 3 il
Al ; My
SW : .m\orn: ' ]
&) QA L«\Leﬁ [ 1k David Sweeme vicrk and ,J"O"VFCI:.) ,, i
FR/M( &6 ﬁ‘)f‘/\ dng k ‘ & lom-- vrovs a great deal ¥+ 1‘31 2 Ay

. ‘ i .-J’Y G dnfiritian of what | didn't wani o ¢o m

'tg For 42 \"k&g c&ww‘%\x““' ¥OEk CB
f X T a—- vf i
Sty [V o il T 8 e o ttre :
Jangok Bt bou - has o ¢o with imitetien of moverent vM f\4

T{IWL Vg, e q;;:m-; crd all th
Vg » % Y m’%rm réatiy cotinvolved with G597

S PN TP PSSO W T

haa | e : y AR Sl »

SM S unte aRERs @y v seuls eazeaniforce conceived entirely, , i

-~

Juckdf [Vrelbi rwch = | T i
s aizief | Yo Sgnd %mnvr*“'” TS
& JEAERE veg, -hut @ wk do clot of talking sefere~it acfucI:vAge'fs
wwdé,”w:;vro we usually have aiot of Drobléms. ! ; ‘_;;_
ITREY fwWeE - : ; 0 R
.)y,,x.;\ _ T\& c) atshs ‘ac‘rcr.y“ and myself, £¢ Purnstein A

el c/’r'\.

3 e |
TR ?}ﬁ @R , ek about how it ._, supposed to Ionk ard then, b
= e B v hove +he provigm of how do you put it toagether. And :

i

; ~
+hat we have, how long it is.and how

e

2 W@}Q S :r-c‘_ hovw ‘cteen it ?:'rrmjbhow much does 1'1' cest

Ry
=
1
;
P i
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. @since thore "‘Ja“Y'rs't'_'""' én'v’;EoO’i +
it changn it while ;7'§ be‘hé‘médp, ;

all _f’«.ﬁ%ut‘ei‘::u"r aheud of +imer ht’ e
Do W@“’dmxjd;ﬁhﬁf you 05;:::22 miss—sdmofhfﬁg?”;f

/

“i@%,f@m‘%ﬁﬂéi7;u? fbgy’re.wfong. Eg*, S bqf §;;9é¥f .Eu
Vhﬁﬁﬁtﬁ<3uf§§ 3T &, vou tnow fhe.Droporfions.fhé‘moaéﬁfé;;
tWQW&QCUNJ\QJAGu Thick the matcrial éthId be and soffbfTﬁk'
‘I€K&6Uni%ﬂﬂ£fn i lsaal wrongl : R Es

e 05 wrong. Yell, we havé ali that sort .
St ST acTEa ol W, e the sizes can ¢ vreng,

LR E .
R WATE I

Wis

5 2oricating system that you have then Itls e Lo
RECTTY much oo for broke cvervtime, a you present vour Geslgnﬁn
ard The cuy’makes I+ and Yeu don't have “+he advontdrc-fhé‘.\;'
RCLicent. in'the procoss op chanoing your course in mid e Y
STruan somb to speak. st iy 3
: 15
v 3 Vst oy, p oo . i 5 81!
JlLt 22, i7 can't be cnanged while we are working on- i+, 2 § L
; i
s g - viea AT e
. 3 TS &
¢ . : 0 DR M %
RIS bR Pak, a sgel mano interestec in chanqing i1;g>fhcrﬂ Like, a, i
e e e e i+, it would 22 a correction, just 2 correcti
—~ 4 E = 3 PRSI ST
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R i S o\ & N e
AT ’ ViR M stake:.

| _;'*/':; B AR

H 16 carbainiy nos Sy of working on l'r’ e ;Anld the
M‘J{k’" 2 2 % WY 40U work or Trarsouve wor'k or Gm’l:rh

T‘\i HUQ&% of ectuaily working on i¥ te Cructa)l 7 i
(mm bmg e e
JeA)- )
Sy ’{’y@m@e sorething is Rapgening. a+ every n

/ &
HE S
Ut it sut,ta ‘ 3
‘a
SUT 2head of time, I

A o weflL o VW'\""qcc,-ss is what g
series of enbtarassments you don't

to heppen next and when I do it enly .
presants 2 prelicm that I have to solve. £
" <
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)
ce el
NERRY

“rimyes
ACLUR DA

And so T stusble on from one energency to the'he){t
unt'ﬂ it's finished then, 7 your process is -r.aé,ljfc:;l}y""
“Gifforent, o by tie time your done thinking abc'ut‘ &
e Weing, presorable then it's predetermfﬁed and;'

‘L&,LwAmw@bis it of your hands. :“'
ﬁ#&v 0 s semeiof et 9n thinking_about;r

\L\yf\e:: I firse think of the picece, well, like tha‘t“.ﬁ"
RCe: )&w;‘c w2t will probably rake the Cogc-nhir‘:::
NM%{{MM A e 2T the whings thet T don't Inow alout
.({. Hs Just a sur: of ceporal Hideo that ?inaTIy l '_‘

gert of cores tocether. fnd then JOU may not know '

We 2ize, meterint a alot of thincs have to he firured ]

A g winkine is 1ike the DROCESS, s
8N il : :
setually verkive on a niece, and cnancine it. Cxcept .

! A \

JOboGenT e rave enytiing there to to see yet and vou

verv vrang, it vay turn up to be very wrone, ek

Eraeepaeng | lich jt'c finishec.

3

2210, 1t would seem to me that since you do plan every-

thine in advance in the makine and you know there nust

not Lo any mistakes, ideally, a it would seen to me
thic hind of pre-determination vould limit 2, the amcUnAt"_'
of complication in the work. iy T should think that .

thevire 3 very restricted a amount of a conipiication

-

-

-~
Yesm well a see I'm not interested in ther anyways so, .

=1 Tame - ——
B R, .. 2

anc inter-relaticnshinsof narts that you cfpjredict.
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IR ‘{‘E ‘\f &
e ga

.

RO
;s

DR

JUBL: Yeé. o) 1L wou1d be that vay an

TA: If you wadc them Ain c1ay
D3 :
JQDD; Yea

sort of a ng aIuminurhbox wit
And first made 1t and. r,";thoagh‘

inch sheet of a]uminuﬁ to be fhré 0

3 3 :‘.'. > - '.‘A‘ EH
the box. 1011, when ve set it up it was terrible
STAN:  VWhy? : ‘

JUCD:  Well, it was the space it just didn*t'work. It was

enorrous space the second top looked too thin and

sert of shrank back from the edqe of the tubes." From' R b

tne edge of the. bpx so that instead of it comwnq out

as a hox it sort ef came out of hc box with an inwaf

slore at the very top.
STAIi:  ha, um.

ulib:  So, a

i : i 03]

» 1t was in storage M@ a Tonq time and then, a Qi!?

Coyale ,'.. i

We seot 1t un a few months ago. I started to move the s |

gt
ton up and down then a couple of inches and one inch & i
vl i 23 v‘
: then 3/4's and 1q}1gﬁe 1/4 inch then I finally decided ???

it had to be 3 half inch sheet of aluminum. S0 all

that monkeyin g with it, in a way is sifilar to the

Way you would vwork or f?ausouvcrow or somabady,

Ve Blvae Shce Chiplisne thaw ene, TS A vare glasa
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and sensitive concern with rclationships,

Yo, but tha

ut doosn't show finally. Like that no_’v”
She v the piece s
j,monKeyeaiaround with it al thiE,/'The brocess of
gy;fvf oh it and thoe way of thinking docan;t shOW;""

1&@&;*? what I wvant.

o

FEER Gt iy

B8 A Y | 2 ~ Fia Ay e S e tHal e ¢ € 4n3

}M 54'4 «(Ry Tie peints in «e Vork that Sert cof Liing
ARrrors

el

4 Mot dntorestec in corplicated art.l can see that™ " :

197

»
'

o
purs

hat's not sp different. Blrtia arnyvay °

>tneone ceuld rake o very colplicated king of art
L L) .

uxg@ “idn't irvolye cornosition or part by part.
WErEing or the Rrocacs T af working. tut, . Frobahly

¥Su i nge somebody will byt 5 it isn't within vhat [ i

P D you weite g riece once about -a relational and
n:nre?etiona],norh? A E

X10: It yasee atmeral article. L AS NIn the Yeapw6d

\ T Arts Maaazy I nk.

GWOR: It wag’D LW generaNuecaus thoy wented moNo Sorg. e o

" calk aboutNGAT vas gemng on, at the mement, (1ich

Cavered quife. alet - ground., s

STAI: T 4T YOU care ‘to sop Q' charac et ide

of relational. .. g

-
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JLubr in the thing can't be taken out of the context 1t s
H's the wey of working: and 50- forth. But it drove /
e nuﬂ;..bv I was trying you know I'didn t cot dinto |
/;“UT'UW scuinture but wien I fipgt tarted painting Py
l'f/»w‘ﬁ\/n fori of varunly fanorant or # cubist or sono-
R =S :
J’“"“D GQ,WL 2 50 D-W },".qhnr and

;Mw%”" avtas in relaticn to one ancther and all

"ﬁ(\ﬂ': (v\\LL 2 avantually 3£ deveioned a c.'%s‘likc for ail
/'t\m*ﬁfx v ing around.
JTNL gNw’

C’rp(d.) ""\. } Zon sen ‘."'nt JE con ent <‘0'To.q ressy, &
LY

(o) e e T

m fUJtU - wnere ore other kinds of velationshing besides
A, Zhe relaticsshins of sizes.and divections of narts

ThICuRiere anc G calloed visunl dynariics, Mnohle ol
2ce introducing thinas Jike moverent, souncd, 2 proximitiesf
sing and reaction and so on, do you have any notions

200UT that?

I
I
~

-

tiatrfine; it denencs on how vou use the word
2tion, and corbesition and so forth. " I just alvays
usec them, 2 in connection to the previous work S0

1]

. 3
w2t 2 I didn't use ther for Imy own -work, !/.'hich a, in

ight or sense had relations too, I guess. I know °

Lo procortions and = sizes a ara’y very impertant. A,

I Zon't know it's Just anv end of conrectwonﬂ, I quess

. C SR el 2 b fest voncered vhas your thinking vas .a.‘wout.the'

7
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/?/ ;

ATA ’introductions of other elerents. Like s1qht lfght i

Seend and | ooverent, Cnn you 7maoine yourse?f ever ..f
worfine, lots say with novoncnt. moving?
fﬁid Iuo szf’ 's fine fnr other ncople to do it. ‘ o
\)G&i*,%* [ don' ¢ koo Cuite vihy ¥ st byt I wanted to be
2 glnixL,L?rarkn:Jv '
C@YKNJ fLﬁn%pg) 'our anti-novement and anti-relationad.

\§Liéki Ul the. original anti-roverent vas the jpis

~r

=ion

rJ

movement es-asain in the previous raintine an<

Setinture < pnd. g 1t ceriainly ant acginst neopie

“%U&QM%SSCU7?CUYC that FOVES, wiich I-think is 2. areat s

iCeg, and PrCLably sometine will ¢ "nlon far Leyvond,

D e Apd, as far as light £0es I think that Flaven is the

Lest artist arceunc,

CUEN: AL it's Just a case of my not undnrstgnd1ng it net,
“eing able to use it. so,- that has no pr1nf1nles or
'awthing involved that' s "ust a matter of what I can

do.

-

<This . Hany sears ago,’ I rcmemlered Lasole was talking about
tie est use of rockets beinq used to take luminous

Lodies oyt into space and to compose great sculptures

Ardothen you take vieekend rocket excursions through -
g Ay Kiey < i . .
g S codplre. (Tourtiine) EellsThote yn a secnnd
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JULLE | I —hrimiemtb—toies 1et that taue care of 1tse1f 4"

!

STAN: I'm dry here, for a minute.

ROLL 3 SCERE 2, ACTI ON

ST \thi iL appears” that the use of cIewents 11ke light
sound. poverent, so on, are not Jour thing to'do aq;~

vou £eed Tt ond yot presumable you won't always bhe
by X x - o bl

Worki e exactly as you do now. Uo you have any. a i
amyition for future work or “Ha; d1*ect1on do you
it 111 tane”or would you tike it to take.

Ciiune (elks 1R pretiy much anclined to vork in the present

& : : T A
so ‘nat e o I.usuelly con'tihave nredictions. :
A -
STRA: Yoy don't2. '

Scuof {8 v vwork has sleuly changed and i£'s very'so?rbf '
uneventiul sortof thine. I never feel that I.h:VC . \\

tu charge it never scers o bc a I con't know some

surt of peint you're working toward er which you have

‘?ﬁ:gfd cr sonetiiing Hike that. 'So. it just sort of /.'

c2@s along. . < J

-

)] ce, you can, a you feel you can p1an:ycur'individua1“3?’
works Lut a, you don't try to determine yecur evolution . |

thrmjnﬂ. Large a..

STRif |7rigint. What goal has a Loredom got in your scheme

Qs 1 ;
Jublf Jliell, a obvicusly you get hored with a certain fyﬁg | \

of vork.. : :
CTAY pum,.um ' :

< hud {80, you cdon't went to do it anymore. ‘And, a if so
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Jbulis vou can't even thirk about it anymore 50 it doesn t
Lﬁgt do:b anyvay. 1Ins eac it moves you along a ‘H:t'lcx

57/5(?\\5 \'/j“m =8 . : , “

};&QUi Y%L['%haé heppens prctﬁy naturally. I'd say, sort of%,jﬂ?
e i

rWME, avic A cerpices ov cort of a qroup of ideas
‘53\/ wrar e ; 1 1T the nicces’ don'.t'(.ct mace, which 4

°FL@&\ "ch Lecavse of the roney invelved, then it

(\\Pﬂvfﬁ they booin to seew teo alien to thirk about.
B YW et 1 suce Lenucred about thas.

A
”w\ yeu Laver't thought very ruch about it becavse

T

2. 2. & a feel rathor warmly towards the idca of Loredom

20 2 creative force.

WEN (Gaveis) . :
)md\g( gaﬁgo HeLUlG dgrec with that, I “hink YOu zan. you
h&ﬂw‘ Jeu can <o just 50 nuch in a certain. . 711 sort
of have, I alwayvs iave a crcup of related picces. -
ST U : i
JULl: M. & when it's finished that's it. Like the a in 60 S. ‘%
= y I don't know 'ea or '65 I did a ;oupI‘e of vhat \e call . o l

ngrcssions. And a leng horizontal pieces on the.v:a"l1';}_' ¢

anc at the time there wasn't ‘much money se That vas
- 1% -one small one and one la arge one got made and one
. e~
/ E QUL of '.-.'cod, I think an¢ r.'..al fnd there'W!a areat
e oty
many posswﬂmms toth m-emng r'atcrml and a the
Rindsof pérgress icns, the numbers invo1ved.
/ el . :
{Pause in tape) » o~
. One sr.:r?‘:' ene ana one jarge one. oot mace :,r*d one out
"W?wm%ﬁ*mh 2Ra mekal.  And tr.cre's-a’ creat ran/
: |
T Sy ST PR e o ’
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P &
20N e S el HAre— . 125 ) Gl sa
i RECRE RE 6 T Rty 10V Coemitis unconscious is EA

wnev: lvhat I'n doing and a, a it sounds a 11tt1e

it funny in relation to your work, maybe, but a;

E 1 voutd 19 o ask you what do you think the role .

U Jof tie uncenseious is in in the making of yeur: works;i g
Zad !

cenceiving of?

SRS

t Le tOu cwu

and dry or it isn't interesting

Gy if the pieces yeu

rident or a jne Ly vou re too sure-of it

v

Len your not going te be interested

AN 1E, pecause

really-the thinking about jt that's interestfng.
//—M‘TT“'->~—->._ i w3 7' - e —

A Ui, Loun i
T csnceia?]y‘ficurcc out vhat's unconscience ‘_fE :
3 and consciots Lut throy iGh my idca of it 1 that a % ¥
= 1
i WiCll your ceveloping YOur work, after a while alot ég
o fof finally alet of thin 795 that all seemed to be

ki
P

T
2o

S - A
,;‘?’-g‘.:,‘v :r SR

eparate, vouldn't didn't work together finally sort o

’

HESE

ed. Anda, it cecing to make sense and

many tnings you con': <now alout which

|
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s QRN ot
6:/ 1t's very difficult and highly unnatural and when I. -

e S
5 O{’J_,J,AM/ ? R { X ot MR oR %y T S gt B

f\L@ren'* the same things I 1iked and you can never |

§/| tocetior so that it was sort of a square wheel going. '

I ayess is tie unconscious part. [Cut, alot of it

229 {

ﬁ% colacicus and it!s just history and you just settlé€;
-UT awd it's disappeared. /fud, it becomas, just say,?
Auw" crdivary vuay of vorking. Dut, alot.of thinns i
Ahak sore crucial prellens for e at S Sivel,

éﬂif.. srantoveslilanielsthups . '.';“
Rl

ol nahbered Sraction.

Periaans ihe wncle peint iz te a for your way of

woseine de toucet te the point wﬁerc it is nadural. :
o, thet a 14's ro% o case of extramely. exirveme 3
praslems fron point to neint, . Lhich when I-wes
| coing n2 mEines vies alays the case. Treyre was
><cnu painting by one painting and each one & was sort . {
B

a7 a separate thing and wouldn't lead te similar®™ v .,

£r25 0r Theke—wENmiaihkore@asTogwmcontext nover

civelopee in which-you coulc think. |And, in each

= et e AT .

nainting woulcé have things that I liked a great
‘2al and things that I thcught were*FEEessary and . . @S

the next painting would be tie same thing but they

cut the two things the two sets of things you liked :

-~

on, you knovi.

charkad Lo 'do thves dimersienal werk® 1t alsc ccties
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weacther anu seemed %o be a1ot‘of'possib151tiést hf

)
ad_alot of veom to think. !
S ‘ wc.i-‘-i;-—:r’-a-.w,,,_ b , R ! }
Uiy interested in the in the idea of a trepidation’
i rn’:; rgtsculpture, a, tie'idea of terrible fears " ‘
: PO e
and courace and so 0. Part of it is the way you do il
17 voulhave ambitions. Lgt, having the courage to' i
Wgﬁé 3 you work recardiess, you nNCW, and a, a, the ' :
Uﬁhgr i5 a kind of irnternal courcge of the kind
A : : Lo : o
irdicated in the story of P1cas§/,»ﬂ/7431 when he i
Was in 2. jam abeout a painting he would decice. what | ?ﬁ,
. . i
it vas he liked about’it end whot he didr't Vike i 5
it painting then it wos a sitple matter ¢ erasec Y
WL ,_ﬂkﬁé?r‘“‘ ) B . 8
TUNETHAD That Wt his rch1n~ process

2, kot gt be individua] te him, but a, a t%‘n

. 2 - :
.7”c_u.At Lgu‘ﬂqllot of courace because you're really -
i.aneing on the clifi when you do that., fnd, I wonder

T yeu nad tiiese crisis, surely you must have, but

what are tiey 1ike?

Nee] 2

JUbb: ¥ell, a. I never think it's too arcat of a crwsis,
Ltut a you do get to know .nat you like and yo-!lnn

vouRcanbe wary of that, alsay L think ae far as

ricasso gees, you have to he wary in both d1rcctions.‘

wb(kcqa,,yau‘aevcjkd }’ﬁ Pt sort of‘cestrny what

Py \-.»
| you like just to try soretiiing NEV/ Aty ,
STriv: L, well, you can reduce it 'to'a kind of a Togical
ruzzie, came, or gare of some sort. lhere you‘can'say

thet well in that case You can say e likes wiat he
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,4‘:_:“,.;." The J!‘.O‘.’L‘.__Egill‘;,_j{}‘,_ ., _think, hat you don t reaH_L
" o v Play szt all the time. y |
i E oa- ih; myserk, I think probably mo*t pecple d1dh‘£
deeiop by rlaying safe a and if it's r"]htnd o) uoredod &
{bo. YU Just den't vant 3 sure thina,
it

sure “inq}#‘rsur“ Ceath.
A bt T ogonte know yeur carly vork or anything 1ike
iite Was dtt simplier, if it's possible, or nore
cerplicated then it is now. and a,

e m e et st
Weil, the patrtines befere the end of the painting

-

o pretiy sirple:  The rea) early work vas 2, as [

vefor e, sor+ cf ha]f ba&ed cub1c1

STAIl: Half wWay whot? ‘ ok

JLil: Cubisn:, sort of neturalistic half baked 'cubism._ A

Lut, tie paintings for the last coun]é of years

tefore 1 quit doing tﬁem vliich vas '61 or S0 were

protity sinple and tertain1V'were connected to the

pa mt.n that vas qt}Tng on. But that sort of, I
lar— sl

qus 5f waumy that eort of s1mpHc1ty

that I'nm especially 1nuereoted in. . »

Sihiv: o you think 2 in gcncra]]{z for most reople do” you+ "
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T

N

]
'

Ao
|

el

whatever vou're telking about is highly complex. -

“uch more than his earlier work.

think that the natural tendency is to work‘f-f‘from‘

iecuztion? : Y
U not really; a, it looks that W},you re
waveloring your vork because your ear'ly yiork 1s‘

wicar and therefore conrvon]v crcateq with com-

ritt, when it Lecomes clear then almost everybedy's
work seems te be simnle. @n ear]y%is muddled -

¢
an¢ ¢ the middie one is c1ear_%one.

S0, that loom 1me complexity is simplicity. ‘But

3 @35 Tar as what's a_ctuaﬂy say in my vork or I

think anybody's verk once it's underway. That

the attitudes and the conscious. unconscious or

»
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Y

Second Tape 3 Judd’

o I A
Qe

JUUU:[ t's rather hard to get an/th1ng into what you re

'l
ceing. So, and also I think that’ any art that :
all nood art is about the same as far as comp?exity T
or like the same cenree roqard]ess of mhether 1t- 1sf§*¢
vizually complex or visually simple. 4 which meanﬁ,ﬁ

at is if someone came along and did €xceedingly

”owacv tork, visually, that finally 1t would have

1

vt fame degree of simplicity or complexity that a

705t work has. It seens to be some point at which

1 1SS intelligitle or makes sense to you,

N

4 certain quality _hat You a see in the work vhich
s inteiligible to ¥oU regardless of whether it's
comn 14400k o simple work. |

In other words, do I cet it r1ght that a it can be
cr\rodery but its main 1maresin!-4r lwke]y‘s1rp]e

‘I think it g unfair to it perhaps to say that
its embrodenodﬁ’- kit

b RS Jushe 40 taki®g .
the Horthwest coast art.of which we had 3 bia copy
upstairs. [t's highly complicated work.

Are you tiinking of Tobby and Graves?

dor=is

Mo, ne
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c scmothiug. You Tike to think,

JULDAART Tike 1u‘§S;IL I 111@ to think alot about it before}-'"

daine it. Yea, I quess so. b

Vi, your notion about the process of maﬁfng your
scuipture ‘as long as You cet what you imaginq in the
ency 1t doesn't matter whether if you make it or the {f
Taciory makes it or anything of the sort. kell., alopgf‘

e i1 : ey g
-sbul aslialot-mexe is@lote~ . o

\_/ ‘G‘L\— \//\// f
Sl fakflmefc~+s\inyol cd Tn-precess. PR .

JWL:\m;,yofbemgwdhﬁFﬂ@ih. -

vesecertainly different from re, want theijr:
J

2icces to last awhile, 1ike you do or Drauseauvro:s

>SS

ar rersumably David. .

Yca, vea .I'm sort of 1nuwffercnt to a things 7ast1ng.,,”~”"

_;1J_Lllluc_IQ_ﬂ££ﬂQ__;he death of my sculpture (1augh)

and ‘the ceath of anything else, but (cough)

TR Rt o

cUbL:

(mumbling) They, actually, people k111 at an awfu11v

'qreau rate because a it vears out 1n al] of theASho‘j-

' So, a, but that only last, you know, as things do

last which is for awhile.

Yea, well what I was starting to get at, thbuqh

was a yoa -seem not to:be ‘concerned with the process

—~—

of the actual making of the sculpture. Seme sculpturersi"'

JULL: You know, I guess not.

e - . 1

_ 21l Aredinvoived in in the material and- the modeling of
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\dd bidkredun o :\71:4/\ ILLQ{[‘JQ@ -]

STAN:

JUDD:

STAN:

JuDD:

STAN:

Your work, 1t would appear to be conceived
entirely before 1ts fabrication.

Pretty much so.

You send it out and have 1t made for.'you,

But we do alot of talking before it
actually gets made because we usually
have alot of problems.

The guy at the factory and myself,

Ed Burnstein

I think of how it is suphosed to look
;;d then, a we have the problem of how
you put it together. And is the ma- f
terial available and how wide is it

andlhow c]eén is it and how much does

it cost and all that stuff,

But, since there really isn't any Foom-

to work on it, change it while it's

being made, you have to get it all

figured out ahead of time. _
Well, with this fabricating gystem thaf

you have then it's pretty much go for

broke everytime, you present your design
and the guy makes it and you don't have ‘\
the adventure the accident in the process |
or of changing your coﬁrse in mid streah

so to speak.
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JUDD:

STAN:
JUuDD:
STAN:
JuDD:

STAN:

Sog

: )
Yea, 1t can't be chahged while they're

-working on it is crucial to the .thing.-

e

working on ft. 4 {
But, see I'm not interested in ‘changing
it either. If I were to change it, 1t

would be a correction, just a correction

of a mistake,

Bt 1t s certéin]y not a way of working
on it. And the way you work or DiSuvero

works or Smith a, the process of actually

“ny.

Because something is happening at every
point.
Yea

You're thinking about it., But

iy

y @
—)

Yea, well, a yéu

I want to think it out ahead of time.

The advantages in my own work, a, my

process is what I ,. describe as a series

of embarrassments because I don't know

what is going to happen next and when I .
do it only presents a problem that I have

to solve.

And so I stumble on from one emergency to

the next until it's finished then.r

a your process is radically different, a

by the time your done thinking about your | A~
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STAN: thing, presumable then it's predeterm1ned
and the mak1ng 1s out of your hands.

JubbD: Yea, there s some of that in thinking about
it. When I first think of the piece, well,
like thét plece there that I will p?obab]}

make the G&genheim Museum.

A one of the things that I don't know about
1, ~itls. Just a sort of general 1dea'that
finally sort of comes together. And then
‘you may not know the size, material a'alot
of things have to be figured out especially

how to make it.

\'so some of that thinking is 1{ke the process,v

actually working on a piece, and chan§1ng it.

!Except you don't have anything there to to

; see yet and you maybe very wrong, it may turn

:\yp to be very wrong, when it's finished.

STAN: I did intend to come to the point of movement
at some time and just ask you what -- in a very
general way, what you feel about kinetic art --
sculpture that moves, or is adjustable by the

audience, whatever,

SEGAL: I 1ike it enormously. You see,

~

I have in the standard traditional sculpture
which 1s on a pedestal the idea of movement

is implicit in the movement of the spectator.
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