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CUTAWAY VIEW

AN INTERVIEW BY MANS ULRICH OBRIST AND STUART COMER,
WITH AN INTRODUCTION BY JONN BALDESSARI

William Leavitt is finally having a retrospective show and in
his hometown L.A. There is some justice in the world.

| came to Los Angeles in 1970 - the dominant modes were
Ferus Gallery, Light/Space, and plastics. | felt isolated but
gradually met a few other arriére garde artists: Bas Jan Ader,
Michael Asher, David Askevold, Guy de Cointet, Ger van Elk,
Richard Jackson, David Lamelas, William (Bill) Leavitt, Allen
Ruppersberg, and William Wegman.

Bill’s subjects are almost everything that | hate about Los
Angeles: patios, sliding glass doors, tract homes, etc. I've
always said anything can be art and he has done what

I didn’t think possible. He may be the Edward Hopper

of Los Angeles. He is a master of the overlooked and
inconsequential.

My favorite Leavitt work is a tableau he did in the early years
of the now defunct Los Angeles Institute of Contemporary
Art in a darkened area of the gallery. Upon getting nearer you
saw a woman seated on a park bench situated on a grassy
mound dimly illuminated by a street light she was (almost
inaudibly) sobbing.

He showed at Metro Pictures in the gallery’s early years.
Some years later | was delighted to see a Leavitt painting in
Sherry Levine’s loft. Untarnished and uncluttered are words |
employ to describe his vision. I'm a fan.

(John Baldessari)

Outamay View, 2008
Courtany. the artist
it Marge Laavin Gallery, Los Asgoles
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MOUSSE 27 ~ William Leavitt

HANS ULRICH OBRIST

To begin at the beginning, I was wondering how it all started in the
’60s: how you got into art, if there was some moment of epiphany, or
if it was more gradual. i

BILL LEAVITT

Gradual, through college, then graduate school in art, and then
slowly...

STUART COMER
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What school was it?
Claremont Graduate School.
What was your first piece?

Well, I think the pieces that I did at Eugenia Butler Gallery in 1970,
which were these sound installations: one called Forest Sound, with
the artificial trees,which you’ve probably seen pictures of. The other
piece, somewhat redundantly called Garden Sound was shown there,
in the front room, and was a little fragment of plastic plants, like an
excerpt from a garden.

Could you talk about that period, did you have any heroes or inspira-
tions, or was it something you just found all of a sudden?

Yeah, everybody was pretty much around, and even though we
were in Los Angeles, I think the communication with New York
and Europe was pretty good because of publications; people flew
in and out, and also the LACMA museum did a couple of shows
that were helpful: “American Sculpture of the Sixties” and “Art and

Technology”. I think both tended to be big and theatrical. And the
idea that you could just put up a work temporarily in a space was
something happening at that time, you didn’t have to make it out
of steel and be permanent. I think it was kind of in the air that you
could do these things.

So the connection to theater and the stage...?

I think it really came through Kienholz.

And what about this piece Gorhic Curtain from 19702 It's incredible.
Yes, maybe some film influence from England there, like Hammer
Films: Dracula, and the curtains pulling back, and the light hitting the
vampire that turns into dust. But I wasn’t so much into the action of
it, more the mood. The idea that maybe with just the material and a
soundtrack, you could make the environment feel like you were part
of something Northern European, dark, rainy...

There is a Gothic strain in Los Angeles, a longing for that a certain

“Europeanness”. Where do you think that came from for you?

I think it was kind of a gradual thing of getting to know the city, and
maybe reading John Fante, Raymond Chandler...

So literature did play a role?

Yes, I think so.

In the late *60s, you edited the magazine Landslide with Bas Jan Ader...
how did you meet him and Ruppersberg?

1 met Bas Jan Ader through graduate school, he was also a graduate
student at Claremont. And Ruppersberg at Chouinard Art Institute,
when I was working there at the dean’s office, he was also part of the
administrative crew.

T read that you and Ruppersberg began a correspondence in 68 af-
ter he published 23 Preces and then 24 Pieces and 25 Pieces, all spiral-
bound books of snapshots of very ordinary things, and somehow this
connection started, is that correct?

Well, it’s probably not so clear what the connection is. I think Al’s
work was a strong influence, the fact that he was photographing... and
also the influence of Ruscha...

What about the participatory aspect of Al's work, especially with 4/’s
Café [1969] and those sorts of projects?

Well, I think there was also something theatrical going on.

They were stages.
Yes, they were stages, he set up this theatrical situation that we went to
be part of.

If we look at your works, there are paintings, installations, props,
theater work. Have these always been parallel realities?

Well, I thought I could make art with some kind of function that would
be a connection between them. The drawings would work as stage de-
signs, they would be illustrations, and the props would be part of the
stage, a painting would be a prop, so it would have a specific function
in the theatrical world.

I’m also thinking of Jack Goldstein, in addition 1o Al, and other people
who were around Los Angeles at the time. It seems there was a way of
working that fell somewhere between Pop and Minimalism, snd was
really bringing in a strong performative element; performativity in
LA meant something very different from New York. You were deal-
ing with images, but there was still a blankness there, you were erasing
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or shifting meaning.
The signs cancel each other out.
And what about John Baldessari? How did you meet each other?

He showed at Eugenia Butler Gallery, and I don’t know if T met him
through Eugenia... or another way, possibly, is that Ger van Elk was
visiting Bas for six months in LA, so at one point, I remember John
invited us to his house to show his work. That’s probably how we first
met.
I would like to know more about your dialogue with Bas Jan Ader,
and how this magazine, Landslide, was born.
The magazine started as a joke, another joke. I was working in the
mailroom at the time, mimeographing, so I had access to a printing
press; I had downtime, and I had a satirical bent. So I put them out —
there were only a few — and then Bas Jan Ader became interested.
And then the artists that you published in the magazine... I'd like to
know a little more about them. Robert Morris, Donald Judd, Sol Le-
Witt... these are artists who inspired you as a young artist. What were
the criteria for inclusion? Was there a manifesto? [Laughs]

Well, I think it’s just a fiction, a fictional line of dialogue, it was sup-
posed to be funny; I mean, not funny but at least not...

For you it was ironic?

Yes, like an ironic imitation of some character or something, you
know.

So in a way, it toyed with icity and anticipated some of the
works you did afterwards. What about Hillside in 1969 at Immaculate
Heart College, with hundreds of lights? I was very fascinated, because
it’s so much like a project that a young artist would do in 2010.

It was a Landslide project, with the traffic flares that you break open
and then put by the side of the road. They make this sound when
they're burning, so we miked the sound and had a PA system. Then
they slowly burned out, like a landslide moving down.

Like a happening?

1 guess so, yes, like a happening.

There was also this piece called Piece G at Mount San Antonio College
in 1970, which featured a pen full of sheep, an artificial waterfall, and
a women'’s choir...
Piece G was another Landslide project. It was done at night, in quite a
large field, fairly flat but right up against the hillside; there was water
pumped up this hill, in a kind of trough, and it was lit so you could see
the water come down at night.

This waterfall anticipates what you did later in galleries...

But there is this interesting idea of disaster.

Of natural disaster, yes.

Bas Jan Ader’s work was often about failure, your work was more
engaged with a sense of threat or disaster.

I think I wanted to get the spectacle out of it and the drama out of
it. I wanted to take away what Hollywood would put in; I wanted to
take that out so that it was back to the steady state of the ordinary,
and I think I found these things humorous. Look at this picture that
came out in the Los Angeles Times: because of the rains this hillside just
slipped down, this mud, and then there’s a car... I mean, it’s absurd.
And I think that was the icon for the magazine, this soft disaster.

I was interested in how you began to bring painting into the work,
into your installations. That started earlier, like in the early '70s. One
of the first ones I saw is a painted image from 1972, a wonderful image
of a dog [Painted /mage] and that painting becomes part of the instal-
lation...

Yes, | think that was the first one.

You said you like this discontinuity between traditional representation
and the modern world, so there is a tension between the two.

Yeah, you have this, but also I think you're taking the painting out of
the art-historical stream and then using it in some other social situa-
tion. For instance, as part of the stage set: it’s on the wall; it’s a neces-
sary decorative item, and nobody says “Oh, that was influenced by
Cézanne,” they say “Oh, this is a kind of house that has that kind of
painting in it,” so it has another social use, I think.

And you've always done these paintings... did you do them yourself?
1 did them myself. The first one maybe came from The Tropics. With
three panel images: the painting of the jaguar, the woman with the
pearl necklace, and the tree.

Could we talk about the jaguar?

To take the photographs, I would go to a Hollywood prop shop and
see if they had what I needed, but they didn’t have many paintings of
jaguars, so I just painted it.

1 wanted you to tell us about the horse, which is the most recent one.
Could you tell us about this piece [Cutaway View, 2008]?
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Moussg 27 ~ William Leavitt

This a two-sided piece. Its front side has a wall fragment with a base-
board and then a plant in the corner; there’s space for a painting, and
the painting is the horse. On the other side is the theatrical flat aspect
of the wall, so that you can see how it is made, as a standard theatrical
flat; and then there is a story on the back of the flat. It's like in Holly-
wood films... they always say “What's the backstory? What's under-
neath the story that we're telling? How did you get there?” Well, this
piece has a “backstory”, it's literally on the back of the set, so...

S0 it’s related to Hollywood films.

It’s kind of a joke about Hollywood backstories, that’s it.

Besides the paintings, there are the drawings. The earliest ones I found
were in the Amsterdam magazine Art & Project, where you had the
house and grounds located in a residential district of a large city in the
eastern United States in 1928... [ The House and Grounds, 1970]. These
are early drawings, right? Kind of architectural.

Yeah, but maybe they’re more like diagrams or illustrations, in terms
of their use. I mean, they do have a function: to explain what the
layout is of the place that’s described in words. And also what these
sculprural elements look like, which are extracted, in this case, from a
middle-class house and grounds that has its own kind of story.

5o it is an homage to this building. 1 love this text... and those little
stories lead me to your practice in terms of writing, because I'm very
interested in your writings. Do you have a regular daily practice of
writing, or do you only write on occasion, for such projects?

At the time, 1 think I only wrote for projects. I don’t think it was un-
common for artists to be writing about their work at the time, but
maybe it was more direct — describing what the work was about, not
some other social situation. T was interested in these reduced para-
graphs that could get as much information across as possible about a
place, a time and so forth. That could act as a kind of caption to a pho-
tograph or an installation; I thought of them as captions. And later,
after I did the two plays in ‘77, I decided I wanted to think more about
it, take more time.

Many of the drawings of yours have an architectural component. Al-
most like architectural visions, though I suppose most of them are un-
built. What's the status of these drawings? Do you do them regularly,
do you do them here in the house?

Sporadically. I mean, maybe it's a side interest in architecture that
comes from the interest in stage sets. And once in a while, because
of LA, you have interesting examples of Modernist architecture, or
more pop examples of architecture; it’s an architectural smorgasbord.
So when I see something I like, I think maybe I can use that, make a
drawing of it, capture it.

You did a recent show called “Molecules and Buildings”, and then
your latest one was “Warp Engines”. Can you tell us about these two
shows, maybe first about “Molecules and Buildings”?

I can't say much about that one. Somehow this molecule came into the
iconography, I think as a relief from plants and animals; it was some
kind of graphic image that was... I also just like the sculptural struc-
ture of the way molecules are presented.

But the show, I mean the title “Molecules and Buildings”, is like what
we discussed earlier about your drawings... this thing about buildings.
1 am very interested in that: you start with the stage sets at the begin-
ning, and then they become buildings of some sort.

Or fragments of buildings, or windows and apertures...

1 don't think I can say anything except that I appreciate them. It's
some kind of homage to my feelings about them.

5o they are an homage to existing buildings?

Yes, I think, the fact that they exist. I think it’s something very simple,
perhaps, not theoretical in any way.

There is always this link to architecture...

Historically, modern painting often uses geometry, and by represent-
ing architecture, one has a chance to present planar geometry without
saying “Ah, I'm making a modern painting, it’s about these rectan-
gles”, or something like that.

It’s not just about form.

1t’s not just about form. Maybe there is some kind of satisfaction in
straight lines occasionally for people: basic, interesting forms.

And then there was your show at LAXART called “Warp Engines”.
It was the most recent of your many domestic tablean. Could you tell
us about it?

I've worked for quite a while with sound artists and musicians, like
Joseph Hammer and Rick Potts in the late ‘80s and early “90s, They
invited me to play with them, we played some music for a while, and
we stayed in contact. A couple of years ago I worked on something
with Joseph. He'd taken the sound 1 made with a cello and made it
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sound like a windmill, then I added the groaning sound of a windmill,
kind of lonely. Then I added like some other sounds, like train sounds,
making it this environment out in the middle of nowhere, with a lot of
space... So I recorded this, then thought I'd make a setting for it, like
a house or something where these sounds were taking place. So that
was the work Warp Engines. Do you want me to play a little bit of the
soundtrack?

That would be wonderful... one last question I wanted to ask you:
Rainer Maria Rilke wrote this wonderful little book — one of my fa-
vorite books — which is advice to a young poet. I was wondering, in
2010, what your advice would be to a young artist.

Let’s play the soundtrack first... the sound came before the picture, I
don’t know if that’s significant or not.

That’s interesting, because when you started in the early 70s with
your early pieces, there was already a soundtrack. And I've always
wondered why exhibitions don't have a soundrrack; even group shows
don’t usually have one. So you could say that the soundtrack has al-
ways been one of your mediums, constantly.

Yes. Well, my advice to a young artist: pay attention to everything.
There could not be a more beautiful conclusion to this interview: pay
attention to everything. Thank you very, very much.

UN’INTERVISTA DI
HANS ULRICH OBRIST
E STUART COMER,
CON UN'INTRODUZIONE
DI JOHN BALDESSARI.

E finalmente in corso una retrospettiva di William
Leavitt nella sua natia L.A. C'& un po’ di giustizia
nel mondo. Sono arrivato a Los Angeles nel

1970 - i modelli dominanti erano la Ferus Gallery,
Light/Space, e le plastiche. Mi sentivo isolato, ma
gradatamente ho incontrato altri artisti arriére
garde: Bas Jan Ader, Michael Asher, David Askevold,
Guy de Cointet, Ger van Elk, Richard Jackson, David
Lamelas, William (Bill) Leavitt, Allen Ruppersberg, e
William Wegman.

| soggetti di Bill erano praticamente tutto cio che
odiavo di Los Angeles: i patio, le porte scorrevoli,

le villette a schiera, ecc. Ho sempre detto che ogni
cosa puo essere arte e Bill ha fatto cio che non
credevo possibile. Lo potremmo definire come
I'Edward Hopper di Los Angeles. Il maestro di tutto
cio che é trascurato e insignificante.

Il mio lavoro preferito di Leavitt & un tableau che

ha allestito nei primi anni dell’ormai defunto Los
Angeles Institute of Contemporary Art, in una

zona buia della galleria. Nell’avvicinarsi si vedeva
una donna seduta su una panchina da parco posta
sopra una montagnola erbosa, illuminata da un
lampione - e stava singhiozzando (in maniera quasi
inaudibile). Ha esposto da Metro Pictures nei primi
anni della galleria. Alcuni anni dopo sono stato
felice di vedere un dipinto di Leavitt nel loft di
Sherry Levine. Immacolata e precisa, sono le parole
che userei per descrivere la sua visione. lo sono un
suo fan.

(John Baldessari)



Symbolic Dhjects, 1974-2008
Courtesy. the artist and Mar
Leavin Oallery, Lox Angoles
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Below ~ Night-lighted Trees,
Courtesy: the artist and Narge Leavin

Gallery, Lox Angelos
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Per cominclare dal principlo, mi chiedevo come sia Iniziato if natmo
negli anni Scxsanta: come sei entrato nel mondo dell'arte? C'& seato un
momento di epifania o & avvenato tutto pil graduslmente?

E stao graduale, atcraverso il college, poi il dottorato € poi pian pia-

no.
STUART COMER
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Che scuola bai frequentato?

La Claremont Graduase School
Qual
Penso si tratti dei lavori realizzati per la galleria Eugenia Butler ncl
1970, S§ tranava di inssallazioni sonore: una di queste era Farest
Sound, ¢ aveva degli alberi arvificiali; probabilmente ne avete visto
delle fotografie. L'altra opers, chiamata in modo un po’ ridondante
Garden Sownd, era esposta nella stanza di frante ¢ consisteva in un
piccolo frammento di piante di plastica, come s si trattasse di una
poezione di ghard
Potressi dirmi qualcosa di quel periodo? Ci sono stati eroi o fond
dispirasio
Si. 'erano moltissime persone ntorno a me ¢, sehbene f trovassimo
a Los Angeles, penso che la comunicazione con New York e PEuropa
fosse, grazie alle pubblicazions, ottima; le persone si spostavano da una
parte all‘altra it verco; inoltre il musco LACMA organicab un paio di
mostre che s rivelarono di grande aiuto; “American Sculpture of the
Sixties™ € “Ant and Technology”. Ritengo che tendessero entrambe
verso ks magnitudine ¢ la teatralick. All'epoca si stava diffondendo
V'idea che si patesse creare un'opera pensata per esser exposta fempo-
i n c"era bisogno ehe fosse fara d'acchalo
e che fosse permanente. Penso che la possibilich di fare queste cose

1@ la tua prima opera?

© 8¢l ArTivato a uito questo improvvisamente?

rancamente in uno ¥

armai fosse nell'aria.
E il collegamento con il eatro e il g
I

lcoscenico...?
w0 che quello sia arrivato grazic a Kienhole.

E: che cosa mi dici di Gothic Curtaln, del 19702 & incrodibile.

i, for che influenza del cinema inglese, come | film
della casa di produzione Hammer: Dracula, le tende ti
che colpisce il vampiro che si trasforma in polvere, Ma Niscendente
n0n era tanso nell‘azione, quanto nell'aimosfera, Vi era l'idea che, ser-
vendosi semplicernente del matcriale € di una coloana somora, fosse
possabile ricreare un umblense che i faceva sentire parte di guake
nordeuropen, qualcosa di tenebroso e piavosa.

una corrente gotica a Los Angeles, un'aspirazione a una certa “eu-
topeita”, Da dove pensi che provenga nel wo caso?

Penso che sia avvemuto conoscendo gradualmente la citss, ¢ forse leg:
gendo Jobn Fante, Raynsond Chandler,
Quindi a letteratura ha avuto un ruoks in queseo sviluppo
S, penso di si

Alla fine deglhi anni Sessamta, hai diretto la rivista Landslide insics
Bas Jan Adkr... come hal incontrato hul ¢ Ruppersberg?

Ho incontrazo Bas Jan Ader grazie al dottorato perché anche lui fre-
quentava la Claremont, E ho incontrato Ruppersbeng al Choulnard
At Institute, quando lavoravo pressa l'ufficio del preside di facolsa,
dove anche lui faceva parte dello staff amminiszrativo.

Ho letto che tu ¢ Ruppersbeng avete initiato una cortispondenza nel
1968 dopo che lui aveva pubblicato 23 Pieces, ¢ poi 24 Pieces ¢ 25
Picces - libei di scatti di cose assolutamente ordinaric tilegati a spita-
le. E come se si fosse creata una connessione tra vol, E correnio?

Beh, probabilmente non & cosi chiaro di che tipo di cannessione si
tratti. Penso che if lavoro di Al mi abbia molso influcazato, con il fano
che fotografava... ¢ 'ern anche V'influcnea di Roscha

Che cosa mi dici dell'aspetto partecipativo del lavoro di Al in partico-
lare con Al's Café (1969) « quel genere di progeni?

Beh, perso che anche in quelll vi fosse qualcosa di tearrale.

Erano del palcosceni
Si, erano dei palcoscenici. Al creava una situazione teatrale di cul
findyamo pet diventare parte.

Se guardiamo ai toi lavori, vi sono dipins, installaziani, materiali
scenici, opere teatrali. Sono sempre seatc realta parallelc?
Pensavo di fare dell'ane che avesse una qualche funzione con
tiva. 1 disegni fungevano da progetti per le scenografie, crano illu-
strazioni; ¢ ghi attrezzi teatrali facevano parte della scena; anche un
dipinto cra un matcriale scenico, per cui aveva una funzione specifi-
ca nel mondo teatrale.

Oltre ad Al, penso anche a Jack Goldseein ¢ ad altre persone che ruo-
mvano intoreo Los Angeles all'cpoca, Sembra che vi fosse un modo
i lavorare, tra Pop Art ¢ Minimalieo, chie inttoduceva ua fore ele-

incoepora qu
ate ¢ fa luce

adi
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mento performativo. La performativith a Los Angeles era qualcosa di
molto diverso risperto a quello che cra a New York. Siaveva a che fare

con le immagini, ma vi era pur sempre un vuoto, una cancellazione o
uno slitamento dei significati.

I segni si anoallano a vicenda.

E che mi dici di John Baldessari? Gome vi siete incontrati?

Espaneya alla galleria Eugenda Buler, ¢ non so s |
mite Egeni... o in un qualche altro modo. Forse & stato gu
van EIk ¢ sta st mesl da Bas a Los Angeles. C
punto, ricordo che Jobn c'invitd
Probabilmente & cost
Mi piacercbbe sapere qualcosa in pid sul
do in cua & nata la rivista Landslia
La rivista & cominciata per scherza, un als

incorato tra.
ndo Ger

, @ un certe

52 sua, per mostrarci l 520 lavora.

he ci siamo incontrati L prima volta.
dialogo con Bas Jan Ader

< sul mos

o scheraa. All'epoca lavo-
ravo nella stanza adiblea alla raccolta ¢ allo smisamento della posta,

dove ero addeto al ciclostike, percid avevo ac
stampa; avevo dei templ morti ¢ una propensions per 1a satica, Cost
pubblicai akcunl numeri della rivista - solo alcuni - e poi llas Jan Ader
comincit a interessanene.

cs30 8 una pressa per la

pol e gl anistl chie avese pubblicato nella rivista... Voered sapere
qualcosa di piil s di Joro. Robert Morris, Donald Judd, Sol LeWi:
questi om0 personaggi che ti hanno ispirato quando cri un gi
atista, Qualt crano | criteri d'inchusione? C'era un manifesto? [Ride]
Beh, pensa fosse solo una finzione, la battuta di un dialogo
ginario, avrebbe dovuto csere diveriense; <o, non divertente, ma
ameno...

Per te era ironica?

vane

mma-

Si, come Mimitazione fron
capisci?

Cosi, in qualhe modo, giocava con il coneetto di auten
Ticipato alcune delle opere che hai realizzato successivamente. Che mi
dici di Hillside (1969) all'tmmaculate Heart College, con centinaia di
luci? Mi ha affascinaso moltissimo, perché somiglia molto u un proget-
10 che un glovane artista potrebbe realizzare nel 2010,

Era un progeno di Landslide, in cui wilizzavamo delle faccole per i
traffica. Quando b quelle fiaccole fanno

1¢, cosl abblamo le abblamo microfonate ¢ abbiamo diffuso il rumore

a di quakhe personaggio o di quakoss,

ith ¢ ba an-

rumo-

attraverso un sistema PA. Le fiacvole poi si sono lensamente consuma-
e, come una frana che scende verso valle.

1 stato come an happening®
Pemo di i, $i, qualcosa di analogy
Cera snche opera intitolata Picce G af Mount San Antonio College
nel 1970,
¢ an coro femminil..

Picce G era un altro progeteo di Landslide. Venne fatto di notee, in
un campa malto grande, piustasto piato, ma si picds di una col
« di av
scendere

he mastrava un recinio con delle pecore, una cascata artif-

na

dell'scqua veniva porspata s per questa colling, in una speck
vallamento, ed cra illuminata, cosi 5 poteva vedere Iacqy
di notte.

Questa cascata anticipa quello che hai fauo pi tardi in galletia..,
Ma ¢'¢ un'iea interessame di disastro,

Si, di disastro pas
1 favoro di Bas Jan Ader riguardava spesso il fallimen:
era piid incentrato s un senso di minaceia o disastro.
Credo che voless eliminare lo speacolo ¢ il dramma. Volevo o
e Hollywood avrebbe messo; volevo toglierlo in modo che
tornasse al livello dell'ordinario, € devo aver trovato questi dispasitivi
umoristiei, Guarda questa foto pubblicass sul Lox Angeles Times: a
causa dells pioggia, la collina & franaa, il fangn, € pe
china... Voglio dire, & assurda. E credo che quella fosse I'ona della
rivista, questo disstro (ramos,

M'interessa sapere come hai iniziato a portare ha pitrura nel o
nelle e installazioni. Iniziasti presta, all'inizio degli anni . Una
delle pritme che o visto cra unimmagine dipinea del 1972, la meravi
ghiosa immagine di un cane [Painted Image) ¢ quel dipinso divenne
parte dell'imtallazionc.
3, credo che quella fosse la prima.

Hak detto che 1l place questa discontinuiti tra la rappresentazione tra-
dizionale ¢ il mondo modamo, cost i crea temsione tra le due cose,

5, ¢'¢, ma per me si trarta anche di toghiere la pistura dal flusso ssorico-
artistico per poi usarla in qualche altra sinsszione sociale. Ad esempio,
comse parte del palcoscenico: sta sulla parete; & un oggetto necessatia
mente decorativo, ¢ nessuno dice: “Oh, 1i ¢'¢ I'influenza di Cézanne™,
dicono: *Oh, questa & tipo una casa con dentro una specic di dipingo™,
quindi ba un altro usilizzo sociale, a mio parcre.

E |3 hai sempre realizzaci personalmente questi dipine

il o lavoro

*& una mac-

o lavora,
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Lixisg Boom with Radial Celling, 1986. Courtesy: the

artist and Margo Leavin Gallery, Los Ange;

. Coartesy: the artist and Nargo
Angeles

Yarp_Engines, 2009
Leavin Gallery, Los

Ttesy: the artist and Nargo

Photo! Willism Leavitt

Painted lmage, 1972, Cow
Leavin Gallery, Los Angel:
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MOoussE 27 ~ William Leavite

Li bo fact 30, 1] primo forse veniva da The Tropics. Con tre immagini
su pannelli: il dipinto del ginguara, &i una donna con una collana di
perle, ¢ di wn albero.

Potremmo parkare del giaguaro?

Per fare ke foto, andavo in un negozso di arredi scenicl € vedevo se aves
vana quello che mi serviva, ma non avevano molti dipinti di giaguari,
cost I'ho dipinto o,

Volevo che ci partassi del cavallo, che & il piis recente. Potresti pararci
di quest’opera [Cutaway View, 2008)2

£ un’opera bifronse. 11 1ato anteriore & un frammento di parete con il
battiscopa e una piants nell'angnlo; dal momento che cera posto per
un dipinto, vi b inserito quello del cavalla. Sull'altro lato I'aspetso &
quello piarto e teatrale della parete, di modo che si possa vedere com’é
fatta, come un elsssico fondale teatrale; & poi 2 una storia sul retro
del fondale. £ come nes film bollywoodiani... dicona sempre “Qual &
lantefatto? Cosa ¢'¢ dietro la storia che stiamo raccontando? Come
sei arrivato li?" Beh, quest'opera ha un “antefaito”, sta lerteralmente
sul retro del set, quinli-.

Quindi & legata si fitm bollywoodiani,

£ un po’ una presa in giro dellansefanto hollywoodiano, tutso qua.

A parte | dipinti, o sona | disegni. I peimi che ho visto, pubblica nel-
la rivissa Art & Profect di Amsterdam, mostravano la ua casa e un
tetreno situath nel distretto residentiale di uaa grande cittd negli Stati
Uniti ochentall nel 1928.... [The House and Grounds, 1970], Risalgo-
no agli inizs, vero? Hanno un che d"architettonico.

Si, ma forse sl potrebd defi di illustrazioni, vel senso
del laro inspiegn, Hanno una fanzione: spiegare quale sia la planime-
tria del luogo che viene descritto a parale. E anche Iaspetto di questi
elementi seultarei, che sano prelevat, in questo caso, da una cass bor-
ghese con terreno che ha una sua propria storia

Quindi & un omaggio a questo edificia. Adoro questo testo... € quel-
e stocielle mi portano alls tua pratics della scrittura il cui contemuto
m'interessa molia. Serivi per quest progetti quotidianamente o solo
occasionalmente?

Mi pare che, all'epocs, scrivesst solo per | progeni. Non credo che,
allora, fosse insolito per un artista scrivere del proprio lavora, ma for-
s¢ 5i tratuava pids semplicemente di descrivere quale fosse il seso del
lavorn, non qualche altra sitazione sociale. M'interessava scrivere
questi brevi paragrafi che potessero offrite pid informationi possibiti
su un hiogo, un tempo ¢ via dicenda. Potevano fungere da didascalia
per una fotoggrafia o per un'installarione; §i pensavo come didascalic.
E piis tardi, dopo aver fatio le due opere teatrali nel 77, ho deciso che
volevo pensarci di pii, prendeemi pii tempo.

Molti dei ook disegni hanno una componente architettonica. Sono
quasi delle vision! architettoniche, anche se suppongo che Ja rran par-
1e 00 siaeno realizzate. Qual & la natura di quests disegi? Li peoduci a
casa abinalmente?

Sporadicamente. Forse & un interease secondasio per U'architettura
che proviens dal mio ierease per | pakoscenicl, E ogni anto, sian

doa L.A., trovi degli esemgpi di arch derni

o pils esempi pop; & un potpourri architeitonica. Cost quando vedo
qualcosa che mi piace, penso che magari posso usarlo, farne un disc-
gno, carpirlo,

Hal fareo una mostra recente intitolata “Molecules and Buildings™,
‘mentre ultima era *Warp Engines”. Puoi dirci di queste due mostre,
magari partendo da “Molecules and Buikdirgzs™?

i quell posso dire molto. lecola & entrata
onografia, credo come prelievi da piante e animali; era una sor-
2 d'immagine grafics che... Mi pisce anche 1a strustara scultorea del
modo in cui le molecole i presentana.

Ma la mostra, il titalo *Malecules and Buildings”, rimanda » quello
che sbbiarso discissso prima riguardo 5 tuoi disegni... questa cosa de-
gl edifici. M'interessa malro: all'inizio cominci coi pakoscenici, ¢ poi
diveneano degh edifici di quslche tipa.

O framment di edifici, o finestre ¢ aperture.

Non credo di poter dire nulla se non che mi piacciona. & una sorta di
omaggio ai sentimenti che provo nei loro confront,

Quindi som0 un omaggio a edificl esistenti?

i, al fatto che esistano, credo. Quindi una cosa molto scmplice, forse,
essun modo teoreticn.

& sempre questo legame co Iarchiscimura. .

Storicamente, 14 pittira moderna spesso usa b geometria, € rappre-
sentando architetrura, si ha I'occasione di presentare la geometria
piana senza dire: “Ecee, sto facendo un dipinto moderno, & sa dei ret-
tangoli”, o cose del genere

Noa si tratta solo della forma.
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Non ¢'& solo la forma. Forse la gente trova una qualche sorta di grari-
fcazions nelle Hince dritte: interessanti forme di base.
E pol ¢'era ha rua mosra 3l LAXART intisolata “Warp Engines™. Eca il

R RS

P
Ho lavorato per parecchio tempo con aristi del suono ¢ musicist,
come Joseph Hammer ¢ Rick Potts a cavallo tra ghi anni ‘80 ¢ X, Un
paio d"annf fa, bo lavorao & una coss con Joscph. Aveva registrato il
wwono che avevo prodoto con un vicloncello e Naveva faro suonare
come un muling, poi ho aggiunto ia il cigolio lamentoso e solitario
di un malino ¢ qualche altro swono, come il rumore di un treno, re-
alizzando un ambiente in mezzo al nulls, con tantissimo spazia... Ho
imeiea il tutta, poi ho peneato di aggiungere un'ambientatione, come
una casa o qualeona dove collocare questi suoni. Warp Engines eea
questo. Vaoi sentire un po’ della coloana sonora?

Sarchbe magnifico... un'ultima domsnda che volevo farti: Rainer
Maria Rilke ba scritto un meravighoso beiciao — uno dei miei libri
favoriti — di consigli 2 un giovane poeta, Mi chiedevo, nel 2010, che
consighio daresti a un giovane artista.

Prima ascoltiamo la colonna sonora.. il sonore ¢ venuto prima
dell'immayine, non wo ve sgnifichi qualcosa o meno,
Inseressante, perché quando hat comsineiato all'inieso deghi xnni
con be tue prime opere, 'era gi una colonna sonora. E mi sono sem-
pee chiesto perché Je mostre non abbéano una colonna sovora; netr-
mena le collerrive in genere ne hanno. Quindi si potrebbe dire che la
colonna sonora & sempre stato uno dei toi medium, cosantemente.
i, 11 mio consiglio a un govane anista & presta aenzione 3 nato.

Non poteva esserei conclusione migliore per quest intervista: presta
stenzione 3 tutta. Grazie mille

Sth_and Yestern, 1988. Courtesy: the artist and Margo
Leavin Gallery, Los Angelos. Fhoto| Williss Leavitt



