ROOTS OF THE 1969 WOODSTOCK FESTIVAL

Nina Yankowitz Recalls Woodstock’s Group 212

December 30th, 2010 by Julia blelock

A 1968 Draped Painting by Nina Yankowitz: "Oh Say Can you See?"

The Woodstock Festival of 1969 was officially named the Woodstock Music
& Art Fair. According to Michael Lang in Roots of the 1969 Woodstock
Festival, the inclusion of “art” in the festival name was a nod to Woodstock,
NY’s status as an art colony—beginning in the early 1900s with Byrdcliffe
and the Maverick Festivals, and later with organizations like Group 212.
Recently | spoke by phone with Nina Yankowitz of nyartprojects about her
days at Group 212. A 1969 Fine Arts graduate of the School of Visual

Arts, Yankowitz doesn’t recall where she first heard about the fusion
collective, but she says that word about it was on the street in NYC’s
Greenwich Village. Nina loved Group 212’s fearless collaborative spirit, and
remembers that she first installed her draped paintings on the trees in the
surrounding Group 212 landscape. She says that Group 212’s propulsive
and adventurous style of mixing music, painting, sculpture, photography,
electronic sounds, poetry, and performance art opened her up to embrace
new technologies and emerging artistic disciplines. For example, she met
Ken Werner, a musician, at 212 in the summer of 1968, and she recalls
their collaboration. Werner made an audio rendition to realize Nina’s desire
to include sound that would mimic the musical score, Oh Say Can You See,
on her draped canvas. This embodied the concept of hearing and seeing
sounds as they unfolded from her draped paintings. The installation was
exhibited later that year at Kornblee Gallery in New York City.




Nina Yankowitz (in Foreground) Dancing at Group 212

Yankowitz remembers running to catch the bus to Greenwich Village from
South Orange Junior High School in New Jersey. She would sneak out of
school to attend performances by Dylan and Hugh Romney at the Cafe
Wha in the Village, returning without her delinquency having been
discovered. Her later Woodstock experience put her in touch with many
new and exciting musicians and artistic collaborators. She met people like
Sunny Murray, Dave Burrell, and Chuck Santon—an artist who spent most
of his time at Robert Wilson‘s Byrdcliffe, devoted to experimental
workshops/productions. She also met musician Juma Sultan, and it was he
who encouraged Nina and a friend to dance while Juma, Archie Shepp,
Sunny Murray, and Dave Burrell were jamming. She remembers the music
director wanting to “pull the cane around our necks!” Juma also took her to
Byrdcliffe to meet Bob Dylan, and they, with others from the community,
attended a Sound-Out at Pan Copeland’s farm. Yankowitz recalls people
jumping through the fences, lying on the grass and watching acts like Tim
Hardin and Ritchie Havens.

One detail eludes Nina about her time at Group 212. She remembers a
friend there who created marvelous performances based upon the myth of
Icarus. He also made beautiful photographs with his box camera.
~Weston Blelock
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NINA YANKOWITZ

Questo lavoro si basa sulla pittura, sui testi filmici e sulle
partiture sonore, come espressioni di forma.

Pannelli dipinti, aventi per tema suoni vocali, descrive-
ranno vari scenari sonori ¢ verranno appesi alla parete a
diverse altezze. | pannelli tentano di rivolgersi allo spetta-
tore giungendo, attraverso diverse aree del corpo, alla
sua percezione, Ciascun pannello avri contemporanea-
mente il proprio testo audio che parleri con le voci mul-
tiple che sentiamo dentro di noi durante una qualsiasi
azione. Queste voct multiple saranno rappresentate vi-
sualmente dal tono, dal colore ¢ dalla chiave musicale.

Ad esempio, un pannello strutturato visivamente per pe-
netrare il corpo dello spettatore all'altezza del ginocchio
avra simultaneamente sei bande vocali. Lo scenario che
creerd sia vistvamente che con gli audiotapes si delinea
come tentativo di provare le sensazioni create da suoni
visivi e vocali, profondi e risonanti Il testo audio sari
composto di tre scenari differenti ¢ simultanei con tema
il ginocchio, Una voce = veloce, dura, bassa, staccato —
dice: «Li piglio per i ginocchis. Nello stesso tempo si sen-
tird un'altra voce ampia, lunga ¢ ondulante: sLa pelle del
ginocchio pud essere morbida e.e. E ancora una voce dai
toni decisi ma bruschi ¢ concisi dirx «Il ginocchio & la
zona (segue la definizione del vocabolario).s. Le altre tre
bande trasmetteranno assieme 1 testi delle prime tre, imi-
tando attraverso un sistema di contrappunto, i suoni di
queste voci different.

Un'altro esempio & un pannello che entra nello spettato-
re attraverso le labbra. Questo pannello potrebbe servirsi
dell'applicazione di colore in modo altamente cosmetico.
Allo stesso tempo le voci, sia in modo letterale che imi-
tando questi suoni vocali, raggiungeranno una proiezio-
ne lunga, dolce, ampia, ondulante e languida.

In base allo spazio disponibile per I'installazione, ogni sin-
golo scenario, progettato per quel particolare spazio, po-
trd funzionare come una scena individuale di un'unica

sceneggiatura,

138

This work deals with issues of painting, filmic texts and sound
scorings, as embodiment of form.

Painted panels, all painted with sounds of voices as their theme,
will depict various scenarios of sound and will be hung at varied
wall heights. The panels will attempt to address the viewer by
entering his or her perception through different areas of the
body. At the same time, each panel will have its own audio text
that will speak with the multiple voices we hear within ourselves
during any partioular act. These multiple voices will be represen-
ted visually through pitch, color and key.

For example, a panel that is visually structured to enter the vie-
wer’s body at knee level will have six simultaneous voice tracks
The scenario that I create both viswally and with audio tapes
will be determined in an attempt to experience deep, resonant
visual and vocal sounds. The audio text will have three varied
and simultaneous scenarios of and about the knees. One voice-
Jast, hard, low-piched, staccato - will say: «Ill get ‘em in the
keneess.  Simultaneously, another woice will say in a long,
undulating, ing tongue: « The skin of the knees can be soft
and..» Still anolzr, a third, voice can be heard saying in shon,
choppy but firm tones: «Knees are the area (A dictionary defini-
tion follows)..» The other three tracks will run simultaneously
with the text(s) of the first three tracks, mimicking in a counter-
point system the sounds of these various voices.

Another example may be a panel that is designed to enter the
viewer throwgh the lips. This panel will perhaps make extremely
cosmetic use of color ication. At the same time the voices,
both literally and by their mimickry of these vocal sounds, will
achieve a long, sweeping, soft, undulating and languorous projec-
tion.

Depending upon the installation space, each individual scenario,
designed for that particular space, can function as an individual
scene within an overall senpt.



PRESS RELEASE For Immediate Release

AMERICA HOUSE CENSORS WOMEN ARTISTS;
CANCELS EXHIBITION IN WEST BERLIN

Anierica House, Berlin, a U.S. government sponsored cultural
center, has cancelled a scheduled exhibition of works by 47
leading American women artists. The cancellation came after

30 of the participating artists requested that statements
expressing their views on the war in Vietnam be displayed
alongside their works during the exhibition period. A majority

of the statements strongly condemned American policy in Indochina.

The exhibition was originally shown at the Kunsthaus in Hamburg

April 14 - May 14 and was opganized by Sybille Niester, president
of GEDOK, a German feminist artist organization, founded by
Kathe Kollwitz. ,

A general statement, reading

We, American women artists participating in this exhibition,
are outraged at the inhuman war the U.S. government is waging
against the people in Viet Nam, Laos and Cambodia. We can
exhibit in America House in Berlin only if this statement is
prominently displayed along with our work. We are willing to
show in this building in the spirit of cultural cooperation
between the German and American people. We are part of the
international cultural and artistic community which stands
for peace and against America's war in Indochina.

was signed by Cecile Abish, Alice Adams, Pat Adams, Lynda Benglis,
Blythe Bohnen, Maude Boltz, Mary Frank, Nancy Graves, Joyce
Xozloff, Jeanne Miles, Mary Miss, Louise Nevelson, Howgrdena
Pindell, Sylvia Sleigh, Joan Snyder, Nancy Spero, May Stevens,
Stella Waitzkin, Barbara Zucker.

Individual statements were signed by Lilly Brody,.Annick du Chgrme,
Agnes Denes, Martha Edelheit, Ronnie Elliot, Buffie Johnson, Lila
Xatzen, Kiki Kogelnik, Lil Picard, Hannah Wilke, Nina Yankowitz.

The cancelled exhibition was scheduled to open in America Houset
Berlin on June 15, and was then to travel to America House, Munich.

For further information call (212) 226-5304 or 226-2977
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- Cheops Would Approve

By JAMES R. MELLOW

T 59, Tony Smith is one
of the most impressive
of contemporary sculp-
tors. Originally an ar-

chitect, designer and paint-
er (he worked for a time with
Frank Lloyd Wright), Smith
began producing sculpture
relatively late in his career.
The large mock-up structures
. derived from geometric forms
and constructed of plywood
painted black, which Smith
began exhibiting in the mid-
sixties, however, clearly es-
tablished him as an important
figure in American art, an
artist with a talent for sculp-
turs that was monumental
in scal. and environmental in
its ambitions.

The Museum of Modern Art
is currently showing a large-
scale indoor sculpture which
Smith designed expressly
for the museum’s ground-
floor gallery fronting 53d
Street. Titled “81 More,” it is
comprised of a low triangu-

lar-shaped pedestal whose

measurements are governed
by a basic triangular module
—the module slightly over
four feet per side—its sur-
face scored and subdivided
into the 81 triangles from
which the sculpture derives
its name. Atop this, 15 tetra-
hedral forms, again based on
the same module, have been
positioned in a rigorously pre-
scribed order. The sculpture
is painted earthy red rather
than Smith’s usual black. (The
color, according to the
sculptor, relates to the red
in certain paintings by the
Mexican muralist Orozco.)
Although originally intended
for the indoor site at the Mod-
ern, Smith now envisions the
piece as being the scale mod-
el (one-fifth the size) of a
possible environmental sculp-
ture for an airport. - -

“81 More” is so inherently
rational, so rigorously disci-
plined in its forms that it
leaves one with a profound
sense of the ideal relation-
ship that can obtain between
geometry and art. There is
- no technological mystique in-
volved—the mathematics of
the piece are relatively sim-
ple and straightforward—but
the geometry provides a kind
of “faultless system which
makes the forms of the work

“compose” - perfectly from
every vantage point..

One has to make the effort

to visualize the sculpture in

‘its intended scale—a spacious

plaza with its pyramid-like
forms stretching down vistas
of broken lght and shadow,
a kind of surreal Egyptian
dream-scape. Smith’s inspira-
tion for the sculpture—and
for some recent projects
shown in drawings—is an ar-
cheological site closer to
home, however: the modular
architecture of the Pyramids
of the Sun and Moon in Teo-
tihuacdn, Mexico. In any
event, it is visually striking
as a sculpture and would be
awesome as an architectural
environment. Less wayward
in its forms than some of
Smith’s earlier pieces, it pro-
vides a handsome example of
that unusual combination of
strictly disciplined forms and
romantic . associations with
archaic sites that seems to
be one of the remarkable fea-
tures of Smith’s talent.
NASSOS DAPHNIS .

A similar rage for order and
purity of form marks the ex-

hibition of modular paintings:

by the veteran geometric ab-
stractionist Nassos Daphnis
now -on view at the Castelli
Gallery, 4 East 77th Street.
(Daphnis’s screenprints are
being shown concurrently
downstairs at Castelli- Graph-
ics.) The most successful
modular series here, I think,
is based on a hexagonally
shaped canvas unit subdivid-
ed into wedges of bright co-
lor (two reds, blue, yellow,
black and white), the color

sequence strictly maintained .

in each unit. The modular sec-
tions are joined together to
create quite different over-
all configurations, the largest
—a series of interlocking

star-shapes, open at “their

centers—measuring approxi-
mately 9 feet high by 19 feet
in width,

The formal variety that
Daphnis achieves in these
paintings, both with the ex-
ternal format and the inter-
nal structuring of the pat-
terns, is stunning. A second
series, shaped from a modu-
lar rhomboid in a narrower
range of colors, is somewhat
less effective~—the basic form
is not so adaptable. But both
series display a craftsman-

ship that is impeccable and

conceptual ideas that are
brought to a high order of
perfection, The exhibition, I

_to remind one that in an im-

. rather

think, is one of Daphm.u
strongest to date. Like -
Smith’s sculpfure, it serves

perfeet world, a radically

w i -'-..\Ml‘;:?;\.« RO T R
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“pure” art remains a kind ot

ultimate romance.

-NINA YANKOWITZ

The pmnungs of Nina Yan-
kowitz, who is having her
second one-man show at the
Kornblee Gallery, 58 East 79th
Street, present an entirely dif-
ferent order of experience.
Miss Yankowitz first paints.

or spray-painis her canvases

in usually soft, dusty colors

-or pale stripes. Then, with-

out benefit of conventional

wooden supports, the paint- ;

ing is tastefully draped and
stapled to the wall. The re-
sult is sometlnng more like &
decorative ‘wall hanging or
drapery, relating the work to
the kind of unusual modern’
tapestries one sees nowadays
than conventioml
easel painting.

As outlandish, as this type
of work might sound, there

is something seductive about.

it. The most effective piece
in the show is a 9-foot-
high painting of pleated can-.
vas in mauve-pink, fancifully-
draped, somewhat feminine—
a painting en déshabille, as.
it were. Less successful is &
stitched and pleated canvas
that looks a bit too much
like an elegant curtain left
to gather dust in an eban-
doned house. The pale, ghost-
ly colors are, one suspects,
necessary; anything brighter
would tend to make the work
fook too much like bolts of

. drapery fabric. Still the most-

interesting feature of the
work ds the manner in which’
the artist manages to hold.
the ground between old-fash-:
ioned easel painting and some
new species of handicraft.

Given the queer fate of
easel painting in recent years:
—canvases have been splat-:
tered, punctured, shredded,
shot at, twisted into every
conceivable shape—there isg
no reason why an artist
shouldn’t attempt to pleat and
drape his pictures. On th&
other hand, Miss Yankowitz’s-
present work doesn’t quite of-
fer convincing enough rea-
sons why anyone should. At
the moment, her paintings
seem to fall, a bit too mod-
ishly, into the bnght-xdea
category.

-



NINA YANKOWITZ, Kornbiee Gal-
lery; SAM GILLIAM, Museum of
Modern Art;

Ciearly, NINA YANKOWITZ shares
the acute sensibilities of the young-
er generation of New York artists
— one is tempted to say, of the
generation of the School of Visual
Arts’ artists — a sensibility which, in
a short time, three years at most,
has been subject to, in Yankowitz’
case, the purification of the devices
she came upon and claimed for her
own while still a student there.
These devices — non-stretcher sup-
ported canvas, peculiar methods of
joining, sprayed color, and Expres-
sionist maculation — if not entirely
immediate to the corridors and stu-
dios of SVA were also the issues
being argued in the galleries from
1968 on, issues which continue in
her work although, to the vast im-
provement of that work, she has re-
linquished the extraneous notes of
an abstract illusionism.

Granting art today as possibly be-
ing the objectification of a pictorial/
scuiptural sensibility, a concession
1 only begrudgingly make, then the
essential loveliness of Yankowitz’
work is beyond contest, although
the devices of her art seem to me to
be outmoded. Enlarging her eccen-
tric Constructivist postulates to now
include pleating, folding, and puck-
ering, her wall cloths present a kind
of drapery not divorced from the
procedures and effects of complex
curtain manufacture, Austrian shades
for example. It is intriguing that
Yankowitz can still convince us of
her ambitiousness while employing
her Constructivist ploys ornamentally
rather than structurally. The Olitski-
like flushes and exhilarations remain
in her work although they are now
keyed darkly, so that the conven-
tion of paint as light or atmosphere
which comes to us from the early
'60s, is only tenuously alluded to.
In certain works in which these cur-
tains are splayed or banded to the
wall, one sees that Yankowitz is
capable of real eccentricity but her
lack of aggressiveness indicates that
she remains on a sill which, once
crossed, will bring her beyond mere
stylistic hold.
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These remarks are apposite to the
draped and speckled color paintings,
SAM GILLIAM's project for the
smaller downstairs exhibition rooms
at the Museum of Modern Art which
have become, since this past sum-
mer, perhaps the museum’s most in-
teresting exhibition halls, what with
Mel Bochner following Keith Son-
nier and Gilliam now following
Bochner in this space. | note the
architectural problem presented by
these rooms because each of the
artists has attempted to answer in
some way the architectural riddle
posed by them, solutions which
have been reported on at length in
Artforum.

Gilliam has made a kind of snak-
ing bunting or twisted banner se-
quence for the corridor. The gen-

erally baroque configuration of his
work with its reliance on knotting
and large tying indicates that Gil-
liam’s solution is the one most im-
mediate to conception of the archi-
tecture of the room which functions
(in relation to his eccentric splashed
over Constructivism) as a container
or spatial frame for the artists’ ex-
tremely inherited artistic. syntax —
the painting as stage set or decor.
See the work of the Berman
brothers.

In the front chamber Gilliam has
set up a few “real” architectural
elements to support these drop
cloths of fat field painting: wooden
panels, a thick wooden rod. Again
one sees that these new elements
are placed there as a means of sup-
porting the drapery.

What is invalid in Gilliam’s work
is that fustian operatic effects are
superficially couched in the terms
of audacious modernity. Oddly, it
is not modernity which is betrayed
but baroque sensibility which, after
all, has been the only authentic note
of the numerous thin episodes of
Gilliam’s many museum-sponsored
appearances these last two years.

_-ROBERT PINCUS-WITTEN

Nina Yankowitz, installation view, Kornblee Gallery, 1971.
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ROSENQUIST AND SAMARAS
THE OBSESSIVE IMAGE AND POST-MINIMALISM

ROBERT PINCUS-WITTEN

During the Minimalist phase of the art of the
last decade sculptural form tended towards a
simple expression of planar shapes. Often, when
projected spatially, such forms satisfied an archi-
tectural condition while answering a pictorial am-
bition. In this way, painting, sculpture, and archi-
tecture tended to coalesce. It is the work of
Frank Stella more than any other painter that
provides the paradigm. :

Until about 1968 painting was assumed to be an
enterprise which was executed on a canvas surface,
a surface stretched or tautly supported. In many
instances, this requirement of a hard surface was
met by employing a smooth panel or, occasion-
ally, a wall. Subsequently, painting gradually lost
its exclusively drum-taut nature. just as the Mini-
malists questioned what constituted a composition
(often answering this query in terms of unitary
monochromatic images), so the canvas support
changed and became a more casual appendage
of the wall. At length, even the wall itself re-
ceived the direct application of a pencil line or a
pastel marking. Sol LeWitt is an example of the
latter and Sam Gilliam and Nina Yankowitz of the
former. Similarly, the brushstroke normally on the
surface of canvas could now be regarded as freed
from this traditional locus. It grew into autono-
mous elements often consisting of eccentric sub-
stances, such as neon, aerated plastic foams, rope,
earth, rags, and various gelatinous materials, es-
pecially as seen in the work of Keith Sonnier,
Bruce Nauman, Robert Morris, Richard Serra,
Robert Smithson, Joseph Beuys, and the late Eva
Hesse.
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NINA YANKOWITZ's (Kornblee, Now.
20-Dec. 9) pleated spray paintings show a

concern, as art writer Lucille Naimer has
noted, for the potential of canvas as a ma-
terial. Her canvasses tumble off the wall
into irregular shapes, shapes which are
derived from different processes—sewing,
steam pleating or folding. Yankowitz's
fascination for certain aspects of clothes
is incorporated into her latest work. She
thinks of clothes as paintings for the body.
In order for her to perceive this reality as
painting, she must distance herself from
three dimensional objects. Yankowitz's work
is perceived as painting, rather than sculp-
tural, three dimensional objects, because
the outline of the hanging image is per-
ceived as flat. In the steam pressed can-
vasses, the pleated physicality of the sur-
face becomes pictorial by creating an even
surface. The pleats gradually get bigger in
the areas of most draping so that they can-
cel out the jagged outline of the sides. As
a result, one is forced to perceive the out-
side line as straight, pushing the whole
area inside inte a two dimensional plane.
Nina Yankowitz has achieved a synthesis
of concept and sensual intimacy with ma-
terial. Her work offers a challenging and
highly rewarding visual experience.

DENISE GREEN



By PETER SCHIELDAHL 0L NEW YORK TIMES,

deplorable grab- bag

of an exhibition of

art works in soft ma-
terials that is currently at
the New York Cultural Cen-
ter. Destined to make the
rounds of museums in three
other New York City bor-
oughs, it is the second such
touring show sponsored by
the city’s Department of Cul-
tural Affairs. The first one,
called “Outsized Drawings,”
was & grab-bag, too, and in-
ferior in over-all quality to
“Soft as Art,” but maybe its
theme was sufficiently cas-
ual, & mere pretext for a
show, its unevenmess was tol-
erable, Not so in the present
case,
The use of flexible materi-
als — cloth, rubbeér, vinyl,
rope and whatnot—has been
an important feature of some
of the most original and in-
teresting art of the past sev-
eral years. It is also a still-
spreading phenomenon that
could do with some serious
attention to its characteristic
forms and most original pro-
ponents. Which is not to say
that the use of soft mediums
in itself constitutes a homo-
genous esthetic, But the very
diversity of recent soft-art
work would seem to guar-
antee an illuminating and en-
tertaining exhibition, pro-
vided that enough curatorial
rigor be involved to give the

“SOFT as Art” is a fairly

thing some minimum tasie

and balance.

“Soft as Art” fails for the
not very complicated reasons
that too much of the work in

it is bad and too much good

or at least representative

work—by established artists |

whose names come readily |
to mind—is mysteriously ab- |

sent. It fails, that is, to give
a decent account of its sub-
ject, The subject remains en-
gaging enough, however, to
maka one accept “Soft as
Art”
some reflection. Theme
shows being rare these days
in our impoverished muse-
ums, we m2y never get a
better one.

as the occasion for:

The contemporary use of
soft materials is usually
traced to ceriain assem-
blages made by Robert Rau-
schenberg in the late 1950s.

(Rauschenberg is represented.

at the Cultural Center by an
amazingly pepless self-imita-
tion of recent vintage) But
certainly the most significant
pioneer of the mode has been
Claes  Oldenburg, whose
flabby foodstuffs, appliances
and so on still exert a pow-
erful fascination. In Olden-
burg’s hands, softness takes
on a peculiar poignancy, a
kind of deadpan, sad-sack
humor with subtle erotic un-
dertones. Beyond their bla-
tant jokiness, his works ex-
ploit in an understated way
a psychological tendency in
us to identify softness with
living things, particularly
with flesh.

In the late sixties, Robert
Morris and a few other ar-
tists began using . flexible
materials in a more direct,
formal, abstract way, not zs
conveyors of metaphor but
purely as themselves. The
biggest and most satisfying
piece in “Soft as Art'"—a
new version of a work Mor-
ris did originally in 1968—
comprises three huge, over-
iapping sheets of thick felt
mounted on the wall, their
ends drooping with geomet-
ric symmetry onto the floor.
A collaboration, as it were,
between the artist and the

force of gravity, this work
straightforwardly enlists the
properties of felt to produce
an imposing, very physical
presence. Another fine piece
in- the show, by Richard
Serra, achieves a similarly
forceful effect even more
succinetly, with a single
thick sheet of vulcanized
rubber propped up on the
floor.

Oldeénburg’s visual - tactile
Mtry aﬂd th‘a “Pm”
formalism of Morris and
Serra, among others, repre-
sent two sources of inspira-
tion for contemporary work
in soft mediums. Another,
more diffuse source is a
widespread interest, among
voung artists, in craft proce-
dures like weaving and sew-
ing, sometimes with roman-
tic reminiscences of primi-
tive tribal batiks and such.
This craft business is treach-
erous, often giving rise to an
esthetic muddie in which
one’s only distinct impres-
sion is that the artist is in-
deed very deft. The imagery
in such works tends to seem,
if not repellently hokey, at
least vaguely second-hand,

Parhane tha mnst nrablem-
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atical of soft-art styles are
those closest to painting; fil-
ially related to the shaped-
canvas experiments of the
sixties—most of which were
preity problematical them-
selves. The ambition to “ex-
tend” or otherwise modify
the space of painting remains
a common - one, and the suc-
cess or failure of such ambi-

ceiling.

Interestingly, much of the
best (as well as, to be fair,
some of the worst) soft-art
work these days is being
done by women, and one
feels no hesitation in calling
it “feminine.” The sexual ori-
entation of Hannah Wilke's
“Yenus Basin” ~— sheets of
poured, pink-pigmented latex

snapped together and droop-.

ing from the wall in a sen-
sual Iotus configuration—is
cartainlv clear enough: what's

surprising is its extraordi-
nary loveliness and sweei-
ness. Rosemary Mayer's
beautiful “Veils VI" is alike
in effect, though not in imag-
ery. Its lyrical arrangement
of fragile, diaphanous veils
in pink, soft green, violet
and gold has, for me any-
way, an air of vulnerability
that is deeply touching.
“There are 23 artists repre-
sented in “Soft as Art” I
have mentioned those whose
work seemed to me to be
well above average. My list
would be longer if the organ-
izers of the exhibition -
Seena Donnesen of the Cul-
tural Affairs Department and
Mario Amaya of the Cultural
Center—had seen fit in their
wisdom to tap the talents of
John Chamberlain, Richard
Tuttle, Lynda Benglis, Alan
Saret, Ann Wilson, Christo,
Terry LaNoue, Nancy Graves
and Paul Thek, to name 2
few very likely candidates.
As it is, the character of
“Soft as Art” makes it a
nearly perfect specimen of
bureaucratic sorties into ths
arts; Idts of energy and not
an ounce of thought, It'z
worth seeing, but fust baralv,
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Hung, draped, and plopped

Sculpture is not what it used to
be. Soft warks, ether hung,
draped, or plopped, if they do not
predominate, certanly infest.
Soft sculpture has rapicly become
a favored mode, so0 rauch so that
it is no longet startling. Werks are
no longer of interest ~merely
because they are soft. The shock
of innovation has worn off and we
are left with an’ zlmost fully-
formed vocabulary. Soft sculp-
ture was an importart innovation,
opening up whole areas of expres-
siveness for sculpture, new mate-
rials, new forms, some close fo
painting and some. alss, too close
to craft. Sculpture ro longer has
to be self-supporting or of rigid
materials.

How did this come about?
Duchamp’s 1917 ““Traveller's
Folding Iem,’ & typewriter

cover, was lirst, hut there is no
doubt that (ldenbu-g's soft ver-
sions of ordinary objects were
what did it. His giaat soft black-
vinyl fan, currently displayed on
the new ground-floor gallery in-

‘i ard Serra’s arched slab of vul

Leissa' a grid of sisal of different

| Winsor’s

art

by John Perreadit

stallation at the Museum of Mod-
ern Ari, is a stperb example.
Soon, tco, Eva Hesse began using
string and latex ir her works, and
more abstract uses of soft materi-
als in sculpture Jr as sculpture
proliferated. You might say that
just as sculpture got off the pedes-
tal into the world of blunt objects,
it began to climb the wall and
hang in space like shredded paint-
ing.

At this point ‘‘Soft As Art” at
the New York Cultural Center is
{ an obvious show, probably just
what is cailed for It indicated the
recent aistory of oft sculpture by
judicious examples, and features
the work of youn;er artists work-
ing with soft or 1elaxed forms In
this context. Nct all the work
stands up when shown along with |
a Robert Norris felt piece, Rich-

camized rubber, and Oldenburg’s
1964 ““RBean Shices,” but encugh of
it does to make a visit worthwhile,

Half the artists in the show are
womer, which is a success for
those who have been insisting
upon such representation. More
important from ny point of view
lis that of the younger artists
represented the women come off
the best. Brenda Miller's “Abs-

lengths, includes a diagram that
reveals the sys.em; there is a
nice contrast between the concep-

{ tual ¢.arity of tie piece and the!
i sensuous  results. Rosemary,
{ Mayer’s ‘““Veils VII." aithough:
from 1971, 1s one of the best pieces
of hers I've se3n. Nina Yanko-'
witz’s stitched ar d sprayed canvas
wall piece offers the space of tex-
ture, close to pa nting, but a cloth
[ relief. I also lked Jacguelin
“Double Circle” and
' Jackie Ferrara’s “Four Balls 11 ™

The instailation is one of the
best T've seen at the Culiural
Center, which is burdened with
impossible spaces originally de-
signed for Huntington Hartford's
collection of 19th-century paint-
ings. Hannah Wilke's “Venus
Rasin’’ of pink latex and shaps,
for instance, suffers because it

1 could not be attached directly to

the Cultural Center’s fancy walls
and had to be mounted on a board.

“Soft As Art” is sponsored by
the Department of Cultural Af-
fairs, conceived by Cultural
Center Director Mario Amayo,
coordinated by Seena Donneson,
and will travel to various points
throughout the five boroughs this
coming year.
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Two seasons stacked for bulmg

The Whitney Museum sculpture | ¢

and painting Annuals, which used
to alternate, have now been com-

bined into a Biennial, the first of-
which is now completely installed |

on all five floors of the Whitney.
More than 200 art works are

jammed into the museum, on|:

every floor, on almost every wall
in the lobby, in the garden (whmh

I still think of.as the Whitney |-
moat), and, in two instances, in |;

the stairwells. As far as I could
tell there was no new art in the
lavatories, the elevators, or on
the roof, mercifully. It is all a bit

overwhelming, even to me, even | &

though I have already seen a
great deal of it in the galleries
throughout the past year. That
much art in one place is bound to
create some energy and some
confusion.

The installation is the best that
can be expected, given the situa-

tion, a large part of which no |

doubt involved fierce competition
for space. 1 would not have
wanted the job. ]

Everyone complains about
these Whitney surveys and I too
have done my share of com-
plaining, but the fact is that they
have always been lmportant
shows. If they did not exist, they
would have to be invented. The
exposure for artists is absolutely
necessary, for not everyone
covers the galleries religiously or
thoroughly. The Whitney surveys
afford a kind of condensed art
season that is of great service to
the general public. The opening
night celebration too is a kind of
art-world ritual that makes the
art world really feel like the art
world.

The rigid distinction between
painting and sculpture no longer
applies, has not applied for a long
time now, and finally the Whitney

H ton

Voice: Fred w, McDarrah

ALFRED LESLIE’'S “THE KILLING OF FRANK 0'HARA”

art

by John Perreault

has acknowledged this. Theoreti-
cally this should have made room
for the increasing number of
works that are both painting and
sculpture, somewhere between,
or neither. In the first two in-
stances there has not been much
difficulty, although now. the cura-
tors do not have to worry at all
about whether something is or is
not painting or sculpture. It is in
the'latter case that there is still a
lack. This time around, however,
there are videotapes by Robert
Morris, Joan Jonas, William
Wegman, Keith Sonnier, John
Baldessari. There is also Peter
Campus’s excellent video ca-
mera/monitor/mirror piece
called “Kiva.” For the first time,
there's an

architectural;

] redesigning a section of Bingh-

amton, New York. So things are
opening up a bit. Not one example
of Conceptual Art is included,
however. The -Whitney surveys
should be descriptive, rather than

proscriptive. It may be true that-
‘| Conceptual Art is hot the wave of
the future, but like it or not, a

number of artists are producing
valid works along these lines and
they should have been repre-
sented. Also, not one example of
Body Art or of Performances is
present. Ignoring these forms just

will not make them go away. It,

might be argued that the video-
tapes included this year -cover
these categories. I think not.

- form of validation. That's why the

It may be that some effort has
been made to play down trends
this year, to discourage trend-
sniffing and any charge of trend-
setting. When an artist’s work is
selected for the Whitney survey
there is no denying that this is a

pressure to get into the showis so
enormous. If a certain style ap-
peared to be in the majority, that
too would seem to be a validation.
It'is a difficult problem. Big mu-
seums have been accused of art
market impact. I think that is un-
avoidable. But there is a dif-
ference between taste-making
and commercial manipulation, a

charge that cannot be leveled at |

the Whitney as far as I can see.
The reason I am indicating this

anti-trend factor_xs that I see no |

Continued. ffom' précedmg page

other way to explain why photo-
realist and new figurative paint-
ing has been so slighted this year.
If, as stated, the purpose of the
show is “to survey the current
state of American art,” then this
slight is inexcusable. Perhaps the

curators responsible for the selec-.

tion just do not like this kind of
painting, but I find it hard to
believe that they can like the
acres and acres of fussy color-
field painting that they have in-
cluded. If the truth be known, the
Whitney surveys are in no way as
objective as they pretend tq be.
For all its faults, however, the
Biennial cannot be missed by any-
one interested in current Ameri-
can art. All of the work is profes-
sional—which is saying a lot these
days—and I'd say at ]east half of

e e ——————— -

it is “interesting,” a very higvh
percentage indeed. If any trend is

:| visible it is the one we already

know: a pluralism of styles. This
will make it difficult and con-
fusing for anyone not willing to
form a personal evaluaticn. One
can no longer say that the best
work is necessarily abstract. If
anything, it would seem other-
wise.

Sculpture is still going strong.
The Judd piece in the lobby is suc-
cessful and the huge works by
Ronald Bladen and Tony Smith on
other floors are spectacular Carl
Andre’s stairwell piece is not at
all as modest as it looks. Rafael
Ferrer continues to come on
strong, this time with an ice,
leaves, tepee, large-drawing com-
bination in the garden. Ira Joel
Haber's ‘“‘August in a Brown
Brick Box,” although oddly

‘placed and cramped by the in-

stallation (an almost universal
complaint), looks as good as it did
in his one-man show at Fischbach
this year. I could go on and on:
Nina Yankowitz, Brenda Miller,
Louise Bourgeois, Ree Morton,

| Ed  Shostak all have works of

note. I really liked George
Trakas’s new piece, too, a kind of
motionless Rube Goldburg con-
struction.
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Drawing Today in New York is an exhibition of the
work of forty artists who are currently living and
working in metropolitan New York. This project,
originally conceived as a teaching exhibition for Rice
University, has been increased in size and scope for
traveling. Each selection is the most recent drawing
available and is indicative of the artist’s current
concerns. While the paintings and sculpture of most
of these artists are well-known nationally, the draw-
ings are not often seen west of the Hudson.

This is not a School of New York show. In fact,
many artists generally associated with that school are
not included because they no longer live in the New
York area. This exhibition, rather, is a broad survey
of the drawings of a varied group of important New
York based artists. Many of these drawings have a
direct relationship to larger statements in painting
and sculpture. Still other artists in the show are
represented by works which are concerned with
drawing as a final statement. Whether these works are
studies or end products, each one can stand as an
independent work of art.

Although the definition of drawing recently has
been expanded to include all work on paper, we have
chosen drawings which are executed, in most cases,
with traditional tools: pencil, ink, crayon and pastel.
The drawings in this collection demonstrate skill,
invention and sophistication. We were attracted by
the presence of these works and shared the imme-
diacy of the artist’s perceptions. Furthermore, we
follow the artists’ thought processes and appreciate
their intuitions.

We are grateful for the generosity of the lenders:
Victoria Barr, Grace Borgenicht Gallery, Susan
Caldwell Gallery, Leo Castelli Gallery, Chuck Close,
John Civitello, Christo, Cunningham Ward Inc., Arne
H. Ekstrom, André Emmerich Gallery, Rosa Esman
Gallery, Fischbach Gallery, Allan Frumkin Gallery,
David Hare, Nancy Hoffman Gallery, lan Hornak,
Hundred Acres Gallery, Max Hutchinson Gallery, Will
Insley, Ray Johnson, Sidney Janis Gallery, Knoedler
Contemporary Art Gallery, Kornblee Gallery, Janie
C. Lee Gallery, Mariborough Gallery, David McKee
Gallery, Robert Motherwell, the Pace Gallery, Ray
Parker, Alice Neel, Deborah Remington, Joan Snyder,
Sperone-Westwater-Fischer Inc., John Weber Gallery,
Zabriskie Gallery, and William Zierler Gallery.

A very special thanks to John Civitello, lan
Hornak, and Ray Johnson who created drawings for
the exhibition.

Patricia Hamiiton and
Check Boterf,
Guest Curators



N ina Yankowitz's paintings

are not paintings about
painting; they are paintings
about sound and the language
of sound—a language that
speaks first to the eye and
then plunges to find its deeper
mark. Based on an intellectual
system, the form of these
paintings is determined by the
function of that language and
by the patterns of the par-
ticular dialogue. It would
seem ironic that in a decade of
almost excessive rejection,
Yankowitz should likewise
choose to challenge the tradi-
tional notions of painting and
yet arrive full circle at its most
primary and ambitious goal:
the communication of what it
means to be alive.

Paint Readings, or Voices of
the Eye, as the works are aptly
termed, command an immedi-
ate interest because of their
singular format and the un-
burdened clarity of their at-
titude and execution. When
this interest wanes because it
becomes difficult to under-
stand the reasoning behind
the images, the catalogue is
conveniently at hand to en-
sure that both the system and
the nature of their experience
are not misunderstood. Any
involvement with painting in-
stinctively resents and sus-
pects the necessity for ex-
planations; nonetheless Yank-
owitz takes that risk, and not
without success. With or with-
out the text the work takes
time, and though given the
time an understanding could
be reached without its aid, a
simple explanation of the
system and the experience
which motivates its discourse
is helpful and revealing. In-
stead of giving away some
secret, the text is a key to the
door out of which pours her
light. The work is decidedly
difficult, the result of an en-
tirely unique imagination: her
own invention. £

The paint floats on the sur-
face suggesting a movement
in space apart from that sur-
face; animated marks loose in
a spatial plane, directed ad
libitum. They lead the move-
ment of expansion and con-
traction from one frame to the
next; tuned to the song of the
heartbeat they record the im-
pulses felt through the cycles
of a human experience: rise
and fall, pound and purr,
dance and death. Yankowitz
has each frame following the
previous, left to right, so that
they can be read in sequence
in the conventional reading

manner. Together they make
up one image and one state-
ment.

As the shape, size, and en-
ergy of the marks are the
building bricks of this calligra-
phic tower, the color plays a
supportive role in further
defining the exterior which
houses their meaning. Here
the prismatic dialogue is
limited to a subtle range and
the emphasis is placed on the
degree of value. Darks and
lights cluster, setting up an
aggressive linear rhythm to
which the colors quietly har-
monize in their three- or four-
pronged processional song.

“My Paint Readings are
done on long, horizontal, por-
celain-enameled steel or wood
panels which are to be read
left to right like verbal texts or
musical scores. This proce-
dure is called scanning. The
paint is applied with brushes
and squeeze bottles of varying
nozzle widths. The paint is an
acrylic-based material with
special additives designed to
give an absolute matted finish
that reflects no light. The var-
ious ways | apply these colors
make the viewer's eyes read
or scan from left to right, from
place to place. Each panel is
divided into a number of
frames. Each of these frames
suggests a single frame

NINA
YANKOWITZ

Nina Yankowitz, Paragraph Voicings,
1979. Acrylic on wood panels. Courtesy
Stefanotti Gallery.

through projection, as in a
filmstrip or a cranked-out roll
of film. | attempt also to ex-
plore synesthesia as classical-
ly defined: the transference of
one sense impression into
another, such as light to
music. In my work it means to
see sound in color.”
Yankowitz has chosen to
use sound to define the
physical-emotional experi-
ence, and color and paint to
make that sound visual. Fol-
lowing the course of this com-
munication from beginning to
end to better observe its tran-
sitions, a simple outline re-
veals that there is first the im-
pulse, which becomes a con-
scious feeling or idea and is
then turned into sound which
gives it character and direc-
tion; from there it becomes
color and takes shape in a
variety of marks, to be reinter-
preted by the viewer who
turns it back into sound, into
feeling, into impulse. Whether
this is an unnecessarily dif-
ficult route (confusing the
identity of the experience by
first making it an audio and
then a visual end) with too
much distance between the
point of departure and the
destination is one question.
The work is certainly bound to
an equation: the impulse is
the variable while the con-

stants are subjectively limit-
ed. Insert an impulse, run it
through the equation, and
there is a tune that makes a
pattern for a painting by Nina
Yankowitz.

The only objection to these
paintings seems naive in view
of their intense power and in-
herent success. The paintings
glow and transcend the sys-
tem now weightless in their
light. The work is of high quali-
ty, integrity, and seriousness,
and the sincerity and science
of the system are admirable.
What is questionable is the
need for that system. Can the
outcome of such a system
ever rise above the ground
floor consciousness within its
present limitations? Where is
the jungle of feelings and
ideas, color and paint, risk and
revelation, out of whose chaos
is born the real paint exper-
ience, the spirit and form of
the adventure called art?
These pieces are alive be-
cause Yankowitz has the pow-
er to instill that force in her
work. Wouldn’t the result be
even more vital if she denied
the system, abandoned the
equation, and just realized the
variables. (Stefanotti, October
6-November 3)

Addison Parks
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Joan Braderman, The Heretics, 2009, stills from a color film, 95 minutes. Left: Detail of
Joyce Kozloff's Voyages. Right: Lucy Lippard.

“IT BECAME VERY CLEAR TO ME that everything in my life, in terms of my art, | was going
to have to fight for.” So says artist Nina Yankowitz in The Heretics, Joan Braderman’s info-
packed documentary on the groundbreaking feminist art magazine Heresies. The film
contextualizes the hurdles faced at the dawn of second-wave feminism: Prior to the 1970s, as
interviewees attest, one of the highest compliments a female artist might get from teachers
and critics was that she “painted like a man.” Published from 1977 to 1992, Heresies was
produced out of (still) scrappy Lower Manhattan by a sprawling collective of artists and writers
drawn together to support and explore women’s art in defiance of a curatorial and historical
vacuum. Herself a Heresies veteran, Braderman reconnects with former participants, now
living around the globe, including critic Lucy Lippard; flmmaker Su Friedrich; architect Susana
Torre; artists Amy Sillman, Miriam Schapiro, Mary Miss, and Cecilia Vicuna; and twenty or so
others, editing together their stories into a fast-paced, thematically chaptered montage.

Upbeat and affirmative, the documentary employs copious low-tech text and graphics
sequences in keeping with the style of Braderman’s canonical video-lecture projects like Joan
Does Dynasty (1986) and Joan Sees Stars (1992). Though The Heretics ends with a nod to
the present with a short sequence on third-wave feminist collective publishers LTTR, it’s
Braderman’s portrait of another era that drives the film. The stories these women tell envision
a radically different moment in art-world history, one in which questions of career and market
are barely mentioned, and philosophical arguments are firmly grounded in street-level politics.
Braderman’s take is unabashedly utopian and celebratory but looks to the past for lessons
rather than nostalgia. For as artist Emma Amos notes, “There are more women artists than
there are male artists. More of them will get into the best programs. And then what happens?
The boys still have the edge on us.”

— Ed Halter

The Heretics screens at the Museum of Modern Art in New York, October 9—15. For
more details, click here. A website devoted to the film and Heresies archives can be
found here.
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	1969_02_Sonorità Prospettiche pg 1of2_with John Cage-Nicolas Collins, David Behrman, Bill Hellermann, Jack Ox, Nina Yankowitz, Tom Marioni, Terry Riley, Paolo 'Silver' Silvestri, Walter Prati and Pauline Oliveros
	1970_07_1970's_AMERICA_HOUSE_CENSORS_WOMEN_ARTISTS_CANCELS_EXHIBITION_ WEST_IN_BERLIN
	1971_04_1971_NY TimesCheops Would Approve" James Mellow
	1972_03_1970_Artforum-PincusWitten
	1972_05_1972_Artforum excerpt_Robert Pincus-Witten_re Yankowitz Rosenquist&Samaras
	1972_06_1972_ARTS_MAGAZINE_Kornblee Gallery_DeniseGreen
	1973_08_1973_PETER_SCHJEDAHL_THE_NEW_YORK_TIMES
	1973_09_1973SoftAsArt_THE_VILLAGE_VOICE_John Perrault_HUNG_DRAPED_AND_PLOPPED
	1973_11_1973_TWO_SEASONS_STACKED_FOR_BALING_John_Perrault_Village_Voice
	1977_10_1977_DRAWING_TODAY_IN_NEW_YORK_PATRICIA_HAMILTON_CHECK_BOTERF
	1979_12_1979_Paragraph Paintings_Steffanotti Gallery_Arts Mag_AddisonParks
	About1970's_1_Heresies_The_Heretics_Artforum_Women’s_Work
	About1970's_3_1976_Heresies_Magazine Film_The_Heretics_Artforum2009_Ed_Halter
	About1970's_4_THE_LONE_RANGERS_BEYOND_EARLY_FEMENIST_ORTHODOXY_C.A.A. Panel_With Carey Lovelace

