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ABSTRACT

This PhD critically examines the relations between objects in a selection of
installations, videos and video installations by affiliated artists with a shared
historical and geographical lineage in Los Angeles, including Mike Kelley, Paul
McCarthy, Tony Oursler, Jason Rhoades and Ryan Trecartin. The timeframe of this
research begins in the 1970s and continues into 2010.

The title of this thesis is influenced by David Cronenberg’s film Videodrome, and its
memorable rendering of the idea of the externalisation of objects from screens
(both physically and metaphorically).

Following an Introduction on the methodology of the thesis, the first chapter, titled
‘Horror Vacui’, proposes that the formation of what we can now see - through the
work of Jason Rhoades and, an introduction to the work of Ryan Trecartin - as a
new configuration of video installation was directly impacted by the transition of
works/objects that are presented in the core chapters.

The body of the PhD is presented in four core chapters, each focusing on a
particular ‘type’ of object, each of which has been ‘invented’ by the author through
their sustained historical/theoretical research, and which is examined in the artists’
works. They are: The Craft Object, The Gloopy Object, The Prop Object and The
Suburban Object.

In addition to engaging with art history, historiography, and the history of
exhibitions, this PhD considers the methodologies and theories of Critical Race
Studies, Feminist New Materialisms and Object-Oriented Philosophies/Ontologies
in order to examine and mould new applications for these approaches within an art
theory/art historical framework. Each chapter discusses these methods of analysis
alongside an analysis of how the type of object (The Craft Object, The Gloopy
Object, The Prop Object and The Suburban Object) is constituted and
externalised, and how it functions.

A new approach to considering the work of Kelly, McCarthy, Oursler, Rhoades and
Trecartin is offered alongside a contribution to the expanding field of object-
oriented research. This thesis forms a framework that can be used to speculate on a
future trajectory for video installation and the physical, metaphysical and
metaphorical relationship between the screen, the video and the object.
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Introduction

Origin:

In the summer of 2010, while driving to Venice Beach, | decided to stop by the
Pacific Design Center in Los Angeles to see whatever exhibition they had on view
that day. The exhibition | happened on, Ryan Trecartin’s labyrinthine multi -level
video installation Any Ever (2010), ended up being the starting point for this PhD. |
walked around the video installation for about two hours and then drove in a daze
to Venice Beach and sat staring into the ocean confused, confounded and
completely overwhelmed. | couldn’t tell whether | liked it or hated it, whether | was
overstimulated or anxious. | remember knowing for certain that it did elicit a major
response from me, and | wanted to explore that response. | was overwhelmed by
the number of objects being cast out from the videos and into the gallery space. It
was during my initial viewing of Any Ever that | also considered the idea of the
externalisation of objects coming from the video or screen into the physical gallery
space as a focus of my PhD. This sense of externalisation was influenced by scenes
in David Cronenberg’s 1983 film Videodrome. In particular | thought about the
depictions of objects, bodies and guts protruding or coming out of the TV screens
in the film. This in turn led me to devise the title of this thesis, ‘The Externalisation
of the Object’. | was also compelled by a connection or relationship of Any Ever to
the type of object in Jason Rhoades’ three-part series which includes Meccatuna
(2003), My Madinah. In pursuit of my ermitage... (2004) and The Black Pussy . . .
and the Pagan Idol Workshop (2005).

While | viewed Any Ever | was also reminded of the work of Paul McCarthy, Mike
Kelley and Tony Oursler because of their use of installation, video installation and
the objects in their practices. References to Trecartin’s practice from 2006-2016,

including articles and reviews of his work, include discussions of how his work
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aligns not only with Rhoades’ practice, but also with McCarthy and Kelley's."
Specifically, in a 2006 Los Angeles Times article reviewing Trecartin’s exhibition ‘I
Smell Pregnant’ at QED Gallery, Los Angeles, writer Christopher Knight referred to
Trecartin as coming from a ‘parentage [that] includes the work of Mike Kelley, Paul
McCarthy and Jason Rhoades’.? In 2010, a review by writer Jori Finkel in the Los
Angeles Times again referred to this lineage of artists in relation to Trecartin’s
work.? In a New York Times review of Any Ever, critic Roberta Smith wrote about
how Trecartin’s use of garden furniture, couches, seating and other objects helped
to create an atmosphere or experience that differed from traditional video
installation configurations that focus on single projections in a gallery setting. Smith
continued, 'As with the work of artists like Paul McCarthy, [...] these situations
effectively break the grip of the black-box video theater and forge a new

integration of video and installation art’.*

The 2016 exhibition ‘My House’, at the Presentation House Gallery in Vancouver,
Canada, presented the work of Mike Kelley and Ryan Trecartin. Curator Tobin
Gibson stated, ‘| wanted to position [Trecartin] within a historical dialogue that

highlights the lineage of performance, satire and critique in American video art’.” In

' See: Jori Finkel, ‘Ryan Trecartin takes over MOCA's Pacific Design Center’,

Los Angeles Times, 26 May 2010, available at: <https://www.latimes.com/archives/la-xpm-
2010-may-26-la-et-ryan-trecartin-20100526-story.html|> [accessed 13 May 2018]; Randy
Kennedy, ‘Sublime Jumbles, Reverently Reassembled’, New York Times, September 14,
2013, available at: <https://www.nytimes.com/2013/09/14/arts/design/jason-rhoades-is-
getting-a-solo-museum-survey.html> [accessed 13 May 2018]; Christopher Knight,
‘Transformation caught on video’, Los Angeles Times, 24 February 2006, available at:
<https://www.latimes.com/archives/la-xpm-2006-feb-24-et-galleries24-story.html[>
[accessed 13 May 2018]; Roberta Smith, ‘Like Living, Only More So’, New York Times, 24
June 2011, available at: <https://www.nytimes.com/2011/06/24/arts/design/ryan-
trecartins-any-ever-at-moma-ps1-review.html?pagewanted=all> [accessed 13 May 2018];
Jackie Wullschlager, " Jason Rhoades, Four Roads”, Baltic, Gateshead’, Financial Times,
February 27, 2015, available at: <https://www.ft.com/content/b6328fca-be36-11e4-9d09-
00144feab7de?> [accessed 13 May 2018].

2 Knight, 2006.

3 Finkel, 2010.

4 Smith, 2011.

> Beverly Camp, ‘Presentation House: “My House”, Mike Kelley & Ryan Trecartin Use Satire
in Visceral Reflections on Contemporary American Culture’, Galleries West, 2016, available
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her review of this exhibition, critic and writer Beverly Camp in Galleries West noted
the history of video art in Southern California, commenting on the collaborative
work of McCarthy and Kelley. In an article by Jackie Wullschlager in the Financial
Times that focused on Rhoades’ exhibition ‘Jason Rhoades: Four Roads’ (2013) at
the ICA in Philadelphia, the author writes about the impact of Rhoades’ work on
the aesthetics of film props in Trecartin’s work.” In the New York Times, writer
Randy Kennedy refers to Rhoades and the impact of the Internet on both his and
Trecartin's work, stating, ‘[...] Rhoades's influence, direct or indirect, can be seen in
the work of many younger artists in the United States, like Ryan Trecartin [...], who
grew up with the tangled multiplicities of the Internet that Rhoades’s early work
seemed to prefigure’.? Similarly, Chris Kraus, in the book Social Practices, makes
reference to the impact that the Internet and installations by Rhoades have had on
Trecartin’s practice.” Tony Oursler’s work has been shown in group exhibitions or
screenings with Trecartin’s work, such as ‘Clap’ in 2011 at the Bard Center for
Curatorial Studies in New York, which also included work by Paul McCarthy.'® This
exhibition broadly considered the role of sound and repetition in artworks in the
Hessel Museum of Art. Oursler, McCarthy, Kelley and Trecartin were included in
the exhibition ‘Number Six: Flaming Creatures’ at the Julia Stoscheck Collection in
Disseldorf, Germany, from 2012 to 2013."" This exhibition examined gender and

fiction. Both Oursler and Trecartin were also included in a screening entitled Warp

at: < https://www.gallerieswest.ca/magazine/stories/my-house-mike-kelley-ryan-trecartin-
use-satire-in-visceral-r/> [accessed 15 May 2018].

¢ lbid.

” Wullschlager, 2015.

& Kennedy, 2013.

? Chris Kraus, Social Practices (South Pasadena, CA: Semiotext(e), 2018), p. 195.

1% See: Bard College, Centre for Curatorial Studies, ‘Clap’, Bard College Centre for
Curatorial Studies, 2011, available at:
<http://www.bard.edu/news/releases/pr/fstory.php?id=2093 >[accessed 22 January 2019].
" Julia Stoschek Collection, ‘Number Six: Flaming Creatures’, Julia Stoschek Collection,
2012, available at: <https://www.jsc.art/wp-content/uploads/2019/06/PR_NUMBER-
SIX_FLAMING-CREATURES_EN_2012_13.pdf> [accessed 22 January 2019].
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Drives in 2013 shown at Electronic Arts Intermix in New York.'? This screening

broadly examined fictional narratives and science fiction tropes.

These articles, reviews and exhibitions at the time forged connections between the
content and format of the work of Trecartin, Kelley, McCarthy, Oursler and
Rhoades, drawing out connections in their practices. This PhD situates Trecartin
within this historical lineage. This line of influence and the connection of objects in

the artists’ work was something | wanted to explore in more detail.

In Chapter 1 of this PhD, | explore the connections between Trecartin’s and
Rhoades’ work that stem from my initial visit to Any Ever. | then examine a nexus of
objects in the work of Mike Kelley, Paul McCarthy, Tony Oursler and Jason
Rhoades in Chapters 2 to 5. Each of these chapters defines one of the types of
objects via a series of works by this group of artists who share a common
geographical and historical lineage. These chapters are formed of a series of
neologisms that offer an exploration of what | characterise as the externalisation of
a typology of objects: The Craft Object, The Gloopy Object, The Prop Object and
The Suburban Object.

The chapters of my PhD explore installation works, video projects and the
relationship of screen to object to space in video installations as a way to examine
tendencies or sensibilities that | saw emerging in the work of this particular group
of artists. | was able to examine a particular history and use of objects as a way to
question this tendency. My analysis of their work, and the alternative art-historical
histories and frameworks explored, are informed by Critical Race Studies and
Feminist New Materialisms, which are key theoretical lenses and methodologies for
this PhD. They will be explored in more detail as this Introduction progresses. Each

chapter of this PhD will foreground the object and consider the histories of the

12 Electronic Arts Intermix, ‘Warp Drive’, Electronic Arts Intermix, 2012, available at:
<https://www.eai.org/user_files/supporting_documents/0413_warp%20drive_pn_.pdf>
[accessed 22 January 2019].
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object and how an analysis of the object may lead to a different reading of the
artwork. | think of this PhD as object led, meaning that the object is a focal point
because it helps me foreground certain aspects of the artists’ work to help to fill in

gaps in the research on these artists.

The two centres of their work that are absent in the writing about it are gender,
specifically maleness, and race, specifically Whiteness. These gaps are something |
will address via Feminist New Materialisms, Feminist Critique and Critical Race
Studies. Each chapter explores art history and histories of exhibitions in relation to
these artists’ work, and this, along with my deployment of these theories, helps me
to offer alternative art-historical readings of the works examined in each chapter.
The main research questions explored in this PhD are: How can foregrounding a
type of object in this lineage of the artists this PhD examines bring about a new
critical reading of their work? How can a genealogy of works from these artists be
critically analysed through the lens of Critical Race Studies, Feminist Critique and
Feminist New Materialisms? My analysis throughout the main chapters of this PhD
is informed by Critical Race Studies, Feminist Critique and Feminist New
Materialisms. My analysis of the artists’ work and the role of gender and race, or
maleness and Whiteness, comes from the commonality of these artists as white
men. The methodologies, and the analysis that emerges from these
methodologies, stem from a critique of the alternative feminist histories that
intersect with these artists’ work in Chapters 2-5, and their work allows me to
propose a critique of gender and race, or maleness and Whiteness. This will be
explained further in the following sections of this introduction. | re-interpret the
work of these white male artists, and arrive at a different history, one which is
informed by race and feminisms in order to work towards a further level of

criticality.
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About the Nexus of These Artists

The artists this PhD focuses on in Chapters 2-5 share a common geographical and
historical background. They have collaborated with each other and share common
histories. Most glaringly obvious in the context of this PhD is that they are also
white heterosexual men. An overarching theme of this PhD is the nature of
California, whose political, social, economic and cultural forces have impacted on
the artists’ work. California is neither a dream nor a dystopia. It has existed in a
state of extremes throughout its history, from its frontier colonialist origins and the
dream of westward expansion to the stereotype of the dream embodied in the
counterculture of the 1960s and the dystopian horror of the Manson murders, and
contemporaneously to its transformation into the fifth largest economy in the
world." California and Los Angeles are central characters and forces in this PhD.
The artists in this PhD were based in California, and there are references or
allusions to the area in their work. This will be explored in the chapters of this PhD.
| took two research trips to Los Angeles in 2012 and 2013 during the course of this
PhD in order to conduct interviews with curators, writers and archivists who worked
with the artists. | will describe in detail the interviews that took place as this
Introduction progresses.'* During the research trips | examined archives and
libraries at CalArts (California Institute of the Arts), LACE (Los Angeles
Contemporary Exhibitions), the Getty Research Institute and LACMA (Los Angeles

County Museum of Art).

Los Angeles, as a city, as a character, has been written about in various forms of
fiction and non-fiction. Joan Didion has perhaps best been able to capture the
tensions and tenuous history of Los Angeles and California in her essays and books,

such as ‘Los Angeles Notebook’ and Where | was From, with a lyricism and

'3 Kevin Starr, California: A History (New York: Modern Library, 2005), p. 345.

" Interviews during the course of this research were recorded, transcribed, or annotated at
the time they were conducted. Interview details along with a consent form and interview
information sheet templates can be found in the Appendix.
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humanity that other writers strive to achieve.’™ | find Didion’s writing helpful to
consider in relation to the histories of Los Angeles and California because her
research methods and process of writing involve an engagement with the social,
political and economic factors relevant to the area and their impact on the history
of the area. This approach is something | utilised in my own research. Didion ends
her essay ‘Los Angeles Notebook’ with a passage about the Santa Ana winds that

are common in Southern California, as follows:

The city burning is Los Angeles's deepest image of itself: Nathanael West
perceived that, in The Day of the Locust; and at the time of the 1965 Watts
riots what struck the imagination most indelibly were the fires. For days one
could drive the Harbor Freeway and see the city on fire, just as we had
always known it would be in the end. Los Angeles weather is the weather of
catastrophe, of apocalypse, and, just as the reliably long and bitter winters
of New England determine the way life is lived there, so the violence and
the unpredictability of the Santa Ana affect the entire quality of life in Los
Angeles, accentuate its impermanence, its unreliability. The wind shows us
how close to the edge we are.®

This quotation from ‘Los Angeles Notebook’ reveals much about the incendiary
history and nature of the city. Conjuring images of the city itself actually burning
additionally brings forward images of rebellions and uprisings, such as the Watts
Rebellion in 1965 and the LA Uprisings in 1992. Moreover, the way Los Angeles
functions, how it evolved socially, politically, economically and culturally, are

questions that are addressed in the chapters of this PhD.

About the contradictions of California’s history, which can be extended to those of

the history of Los Angeles, Didion writes:

Yet California has always remained in some way impenetrable to me, a
wearying enigma, as it has to many of us who are from there. We worry it,

15 See: Joan Didion, ‘'Los Angeles Notebook’, in: Slouching Towards Bethlehem: Essays
(New York: Farrar, Straus & Giroux, 1968); Joan Didion, Where | was From (London: Harper
Perennial, 2004).

'¢ Didion, 1968, pp. 161-2.
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correct and revise it, try and fail to define our relationship to it and its
relationship to the rest of the country."’

The work and histories explored in the chapters of this PhD stem from all of these
clear contours and contradictions of California, and specifically of Los Angeles.
Federal funding, defence contracts and large aerospace companies supported the
state of California economically.’ Federal and defence budgets in the state were
reduced in the late 1980s and into the 1900s, which fuelled mass unemployment,
job losses and relocation during this economic downturn.' Commercial and
residential housing markets in Los Angeles in 1990 witnessed a significant drop
amidst these wider geopolitical changes.?® Reports by the State Finance
Commission state that approximately 800,000 jobs were lost within the wider LA
area between 1988 and 1993.?' These are some of the economic factors that
contributed to the backdrop of the period. The 1992 LA Uprisings were
precipitated by this state-wide drop in employment.?” This background history of
the social and economic forces that make up California impacted on the artists

discussed in this PhD and the work that they made.

It is significant to note the sinuous nexus and propinquity of the artists in this PhD,
because it informs my analysis of their work. This PhD began, as | mentioned, with
a trip to see Ryan Trecartin’s exhibition ‘Any Ever'. Trecartin was born in 1981 in
Texas, and is now based in Los Angeles. He designed costumes and sets for
theatrical productions when he was in high school. This mode of production carried

on to his video work, in which he writes, directs and edits the videos and performs

'7 Didion, 2004, p. 19.

'8 Peter Westwick, Blue Sky Metropolis: The Aerospace Century in Southern California
(Berkeley, CA: University of California Press, 2012), pp. 106-107.

' |bid.

% Blair Badcock, Making Sense of Cities: A Geographical Survey (Abingdon: Routledge,
2012), pp. 150-168.

21 Steven D. Gold, The Fiscal Crisis of the States: Lessons for the Future (Washington, D.C.:
Georgetown University Press, 1995), p. 48.

22 The 1992 LA Uprisings and the importance of Rodney King will be expanded upon in
Chapter 5 of this PhD.
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various characters.” The video installations that constitute the work studied in
Chapter 1 include his sculptural environments in the gallery space that mimic the
sets seen in the videos. Trecartin’s work is analysed in this chapter for its
relationship to gender, race and linguistics. While Trecartin has not collaborated
with or cited any of the main artists in the chapters of the PhD in his work, when
viewing ‘Any Ever’ | was reminded of the similar sense of accumulation and being

overwhelmed that Jason Rhoades’ work prompted in me.

Jason Rhoades was born in California in 1965. He has cited Paul McCarthy as an
influence, and this impact is explored in Chapter 1 of the thesis. Rhoades studied
with McCarthy, who taught at the University of California Los Angeles (UCLA).
Rhoades was awarded an MFA at UCLA in 1991 and his first solo exhibition was the
David Zwirner Gallery in New York in 1993; this was made possible in part via an
introduction from McCarthy. Rhoades would later collaborate with McCarthy on a
collaborative exhibition entitled ‘Proposition’, shown at David Zwirner Gallery

(1999), and ‘Shit Plug’ (2002), at Hauser & Wirth.**

Paul McCarthy was born in Utah in 1945. McCarthy began working in Los Angeles
in 1970 and was influenced by the course Allan Kaprow was teaching at CalArts,
which had at the time just been formed as an institution and was steeped in
pedagogies for conceptual and performance art. McCarthy was brought to teach at
CalArts by Judy Chicago, who started The Feminist Art Program (FAP) discussed in
Chapter 2. Chicago was responsible for bringing McCarthy to various performances
and courses at CalArts. McCarthy’s performances, discussed in Chapter 3, are

clearly informed by the methods of analysis and structures explored in the FAP.?

2 Kevin McGarry (ed.), Any Ever: Ryan Trecartin (New York: Skira Rizzoli Publications in
association with Elizabeth Dee, 2011).

2 Ingrid Schaffner, Martha Buskirk, Chris Kraus and Paul Schimmel, Jason Rhoades, Four
Roads, ed. by Ingrid Schaffner (Philadelphia, PA: Institute of Contemporary Art and
Domenico/Prestel, 2014), p. 14-15.

% See: Lisa Phillips and Dan Cameron (eds.), Paul McCarthy [exh. cat.] (Los Angeles, CA:
Museum of Contemporary Art; New York: New Museum of Contemporary Art; Ostfildern:
Hatje Cantz, 2000).
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During the course of my research | was interested in the connection between
McCarthy and Mike Kelley, not only in their relationship to CalArts but also in their
collaborative works. Kelley was born in 1954 in Michigan, and enrolled at CalArts in
1976. Kelley was introduced to McCarthy in 1985, and their first collaboration,
Family Tyranny/Cultural Soup (1987) is explored in Chapter 4. Chapter 5 studies
their collaborative installation and video, Heidi: Midlife Crisis Trauma Center and
Negative Media-Engram Abreaction Release (1992). Their other collaborative
group exhibitions include ‘Out of Actions: Between Performance and the Object,
1949-1979' (MOCA, LA) and Paul Schimmel’s ‘Helter Skelter: L.A. Art in the 1990s’

both of which are explored in Chapters 3, 4 and 5.%

Finally, Tony Oursler was born in New York in 1957 and graduated from CalArts
with a BFA in 1979, at a similar time to Kelley, who graduated with an MFA in
1978. Oursler collaborated on early works with Mike Kelley, and they created
various music- and performance-based work. Amongst the various collaborative
written projects and performances | study in Chapter 5 is their collaborative audio

recording that formed a central part of Oursler's Phobic/White Trash (1992).%’

Things and Objects

At the beginning of each chapter in this PhD is a list of things, or an inventory, that
is influenced by the vignettes in the introduction to Rosi Braidotti's The Posthuman
and the lists at the beginning of the chapters in Esther Leslie’s Liquid Crystals.?®
This form of writing, by creating an inventory of materiality at the beginning of

each chapter, allows me to situate the chapter, and the work discussed in that

% John C. Welchman, Isabelle Graw and Antony Vidler, Mike Kelley (London: Phaidon,
1999).

7 Elizabeth Janus, Tony Oursler (Milan: MACRO,; Electa, 2002).

8 Rosi Braidotti, Posthuman (Oxford: Wiley, 2013); Esther Leslie, Liquid Crystals: the
Science and Art of a Fluid Form (London: Reaktion, 2016).



chapter, by foregrounding a specific materiality.” It is from this point that | begin
to consider the transition from thing to object in the chapter. The ‘thingness of
objects’, as Bill Brown would say, and the objecthood of the objects, is explored

throughout each chapter of the PhD.*

Similarly, and not unconnected, this has its origins in Dinggedichte, or ‘thing
poems’, that formed part of Rainer Maria Rilke’s collection Neuegedichte (New
Poems).’’ These poems would focus on an object and attempt to communicate
from the object’s point of view. Thing poems provided an objective embodiment
of the object. John C. Stout, in Objects Observed: The Poetry of Things in
Twentieth-Century France and America, writes about a fundamental tension
between the thing to be captured in words and the linguistic processes aimed at
re-contextualising it.** Rilke's thing poems are more objective than his earlier
poems. By writing through the object, or through the internal qualities of the
object, the thing poem formulates externalities or externalisations.* The thing
poems oscillate from a human perspective to the perspective of the object and
explore external writing and internal writing of the thing itself. The thing reveals
itself between the balance of the external and internal qualities. This concept has

been helpful for the way | have articulated the concept of externalisation in this

24

PhD and started of each chapter with a list of things, then exploring the neologisms

in the chapter.

# In the Appendix is an index of the words from the lists in each chapter with the frequen
of occurrence noted in parentheses. The more frequently a word appears the larger the
font incrementally.

% Bill Brown, ‘Thing Theory’, Critical Inquiry, 28:1 (Things), (Autumn 2001), 1-22 (p. 4).

cy

31 Rainer Maria Rilke, New Poems, trans. Stephen Cohn (Manchester: Carcanet Press, 2004).
32 John C. Stout, Objects Observed: The Poetry of Things in Twentieth-Century France and

America (Toronto; New York: University of Toronto Press, 2017).
3 For examples of poems see: N. M. Willard, ‘A Poetry of Things: Williams, Rilke, Ponge’,
Comparative Literature, 17: 4 (1965), 311-324.
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Bill Brown writes about the ‘thingness’ of things and objects when he formed his
Thing Theory. He writes about how we look at things and how this renders them as

objects:

As they circulate through our lives, we look through objects (to see what
they disclose about history, society, nature, or culture — above all, what they
disclose about us), but we only catch a glimpse of things. We look through
objects because they are codes by which our interpretative attention makes
them meaningful, because there is a discourse of objectivity that allows us
to use them as facts.*

Brown creates boundaries between what an object is and what a thing is. He says
things are irreducible and reducible to objects.®® This irreducibility is echoed
contemporaneously in the writing of Bruno Latour and historically in the writing of
Martin Heidegger, and in the context of Object-Oriented Philosophy, which | will

explore as this section continues. %

Similarly, in Elizabeth Grosz's essay ‘The Thing' she writes:

The thing has a history: it is not simply a passive inertia against which we
measure our own activity. It has a “life” of its own, characteristics of its
own, which we must incorporate into our activities in order to be
effective, rather than simply understand, regulate, and neutralize from
the outside. We need to accommodate things more than they
accommodate us. Life is the growing accommodation of matter, the
adaptation of the needs of life to the exigencies of matter. It is matter,
the thing, that produces life; it is matter, the thing, which sustains and
provides life with its biological organization and orientation; and it is
matter, the thing, that requires life to overcome itself, to evolve, to
become more. We find the thing in the world as our resource for making
things, and in the process, for leaving our trace on things. The thing is
the resource for both subjects and technology.*”

3 Brown, 2001, p. 4.

* |bid., p. 3.

3% See: Graham Harman, Tool Being: Heidegger and the Metaphysics of Objects (Chicago,
IL: Open Court, 2002); Bruno Latour, We Have Never Been Modern, trans. Catherine Porter
(Cambridge, MA: Harvard University Press, 1993); Martin Heidegger, Poetry, Language,
Thought, trans., Albert Hofstader (New York: HarperCollins, 1971).

%7 Elizabeth Grosz, ‘The Thing’, in: Time Travels: Feminism, Nature, Power (Durham, NC:
Duke University Press, 2005) , pp. 131-145 (p.125).
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| find Grosz's elucidation of the subject of things particularly interesting. She is
considered a Material Feminist, or New Materialist, writer and philosopher because
she aligns the study of things with materiality and matter. She also approaches the
study of things as a way to write about the materiality of technology. My study of
things, objects and Feminist New Materialism (a branch of New Materialism which |
will expand on as this Introduction progresses), alongside Critical Race Studies,
forms the core methodology of this PhD. | will now address the study of things and
objects before | explore further the scope of Object-Oriented Philosophy and the

importance of Feminist New Materialism to my PhD.

Bruno Latour and Jane Bennett contend that objects interact with one another in
their own particular ways, and consider that the role of subjectivity is another type
of object. This perspective has been termed ‘flat ontology’, stemming from Manuel
Delanda’s theories, and as ‘posthuman’, stemming from the writing of N.

Katherine Hayles and Donna Haraway.

In We Have Never Been Modern, Bruno Latour writes:

In the first denunciation objects count for nothing; they are just
there to be used as the white screen on to which society
projects its cinema. But in the second, they are so powerful that
they shape the human society, while the social construction of
sciences that have produced them remains invisible. Objects,
things, consumer goods, works of art are either too weak or too
strong.®

Latour is also concerned with non-human entities, and refers to the thinking of
Michel Serres, who writes about the concept of ‘quasi-objects’.*” Quasi-objects are
objects that form in certain relations, drawing people into relations with nonhuman

objects while being irreducible.

As Serres writes, in The Parasite:

¥ Latour, 1993, p. 53.
¥Michel Serres, The Parasite (Minneapolis, MN: University of Minnesota Press, 2007).
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This quasi-object is not an object, but it is one nevertheless,
since it is not a subject, since it is in the world; it is also a quasi-
subject, since it marks or designates a subject who, without it,
would not be a subject [...] This quasi-object, when being
passed, makes the collective, if it stops, it makes the individual.
If he is discovered, he is "it". Who is the subject, who is an "I,"
or who am 1? [...] the collective; if it stops, it marks the "1”.°

Latour argues that objects are actants, and are more like participants than
recipients. As an instance of this, Serres used the example of a ball and a game
being played by a team of defensive and offensive members in order to write
about quasi-objects. The passage above is, then, both a way to write about social
construction and a way to write about human or social interactions. This begs
questions of the team players and who is playing, and why the relations in the
game with the ball are shifting. Quasi-objects configure and reconfigure human
relations. This is extended in this PhD as a way to think about objects and a way of
thinking about conditions, relations and the structure of social relations. The quasi-
object is between subjects and forms a collective via their circulation, and it also
mediates between subjects or quasi-subjects. The quasi-object is a social bond,
according to Latour, and this is how he frames Serres’ concept. Serres explains how
a collective is formed not from a previously formed ‘I of the individual, but from

the ‘we’ that is formed by circulations of the quasi-object. *'

Philosophers such as lan Bogost, Levi Bryant and Graham Harman have, since
around 2007 and increasingly from 2011 onwards, been writing about a branch of

philosophy known as Object-Oriented Ontology (often shortened to ‘O00Q").*

0 |bid., p. 225.

1 bid.

#2 This branch of philosophy had often been referred to earlier as Speculative Realism. This
term was coined in April 2007 at a conference in the Sociology Department at Goldsmiths
College, University of London. The participants were Ray Brassier, lain Hamilton Grant,
Graham Harman and Quentin Meillassoux, and it was chaired by Alberto Toscano. The term
was, however, rejected by many of these philosophers. None of the group adhere to this
label. Brassier and Meillassoux are not necessarily referred to as realist philosophers and
Meillassoux has said he is more aligned with Speculative Materialism.
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Such non-anthropocentric philosophies have been a part of recent artistic and
curatorial practices.*” These philosophers specifically write about granting status to
objects.* They write about the autonomy of objects, and theorise about the ability
of objects to extend beyond or transcend previously conceived of notions of
realism by writing about how objects can both exist and not exist at the same
time.* Since 2007, much has been written about OOO in its various orientations
that engage with and deliberate on art/aesthetics and its impact on art criticism

and contemporary curatorial practice.*

According to OOO, ‘correlationism’ is defined as a way to denote whether or not it

is possible to think being apart from thought, as conceived by Quentin

3 For perspectives on this see: Christoph Cox, Jenny Jaskey, Suhail Malik (eds.), Realism
Materialism Art (Berlin: Sternberg Press with Centre for Curatorial Studies, Bard College,
2015). For information on exhibition and curatorial strategies that have explored these
philosophies, see: Richard Flood, Laura Hopton, Massimiliano Gioni, Trevor Smith,
Unmonumental: The Object in the 21st Century [exh. cat.] (London: Phaidon, 2012);
Carolyn Christov-Barkargiev, dAOCUMENTA (13): The Guidebook (Ostfildern: Hatje Cantz,
2012).

* Harman's philosophy has some points of similarity with Bryant's thinking. In Harman's The
Quadruple Object, he writes about and develops Heidegger's theory of the fourfold and he
goes on to develop this by theorising and defining a fourfold structure of objects. Harman
theorises that his fourfold structure is a framework with which to consider encounters with
everything or all things in the world — both real and fictional, and both tangible and
intangible. Harman also uses this fourfold structure to think about objects’ encounters with
each other, because according to Harman we are just one more object amongst other
objects. Bogost's version of OOO, or his metaphysics, is about how infinite universes can
be found in or entailed in specific things. Harman's version of OOO, or his metaphysics, is
about objects that are able to hold contradictory qualities at different times. The qualities of
an object are able to change without the object ceasing to be that object. My thesis
includes four main categories of object types, but is not a direct translation of the fourfold
model. See: lan Bogost, ‘Why Time is on the Inside of Objects’, Bogost,, 2012, available at:
<https://bogost.com/writing/why_time_is_on_the_inside_of_o/> [accessed 14 March,
2015]; Levi R. Bryant, 'Relations and Withdrawal’, Larval Subjects, 2010, available at:
<https://larvalsubjects.com/2010/01/20/relations-and-withdrawl/> [accessed 02 April,
2018]; Graham Harman, The Quadruple Object (Winchester: Zero Books, 2011).

* See: Bogost, 2015; Harman, 2011; Graham Harman and Jon Roffe, ‘Propositions,
Objects, Questions’, Parrhesia, 21 (2014), 23-52 (p. 30), available at:
<https:www.parrhesiajournal.org/parrhesia21/parrhesia21_harman.pdf> [accessed 03
January 2018]; Graham Harman, Object-Oriented Ontology: a New Theory of Everything
(London, Penguin Random House, 2018); Andrew J. Mitchell, The Fourfold: Reading the
Late Heidegger, (Evanston, IL: Northwestern University Press, 2015).

4 See: Cox, Jaskey, Malik, eds., 2015.
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Meillassoux. He writes that ‘By “correlation” we mean the idea according to which
we only ever have access to the correlation between thinking and being, and never
is either term considered apart from the other’.* Bryant extends this to think about
how relations can be internal or external. He writes about relations between

entities, substances and objects.”® According to Bryant:

No matter how deeply you look into the parts that make up the
multiple-composition of an object you will never find the
objectness of objects. Likewise, no matter how deeply you look
into the qualities of objects you will never find the objectness of
object. The objectness of objects or, as | call it, the “proper
being” of objects, is something other than aggregates of parts
and manifested qualities.*

OOO is most commonly critiqued for rejecting human autonomy by speaking
about objects, and for claiming that humans are just one type of object among
other objects, while also asserting that humans tend to define objects, even within
this remit.® Theories of Object-Oriented Philosophy provide a framework within
which to consider the metaphysical relationship between objects, screens and the
stage, and the conventions of this metaphysical relationship are significant to the
way in which the objects in this PhD are understood to be externalised. In this PhD
| am interested in working with these object-oriented positions and philosophies in
an applied way in order to consider the way objects can be externalised. This
framework lets me think through and about objects, but | am concerned with the
concept of what the reduction of these objects to their material and relational
moments disturbs or means. | am, however, interested in the dynamics between
animate and inanimate things and their position in the world, which is something

these theories address.

47 Quentin Meillassoux, After Finitude: An Essay on the Necessity of Contingency (London:
Continuum, 2009), p. 5.

8 |bid.

49 Bryant, 2010.

%0 See: Peter Wolfendale, Object-Oriented Philosophy: the Noumenon’s New Clothes
(Falmouth: Urbanomic, 2014).
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Of the many criticisms of Object-Oriented Philosophies and Ontology, one is that
they do not engage fully with feminism and race.”” However, in this PhD | am
interested in the scope of, and ways to apply thinking about, exploring the tensions
between objects and the various ways that these tensions can be examined. The
metaphysics of OOO can help to bring about an understanding of how the objects
in this PhD function. These Object-Oriented Philosophies have impacted on the
ways in which | conceive of and theorise forms of externalisations of objects in this

PhD.

Object-Oriented Feminism (OOF) and Object-Oriented Philosophies

One of the main themes of this PhD has been the study and examination of
objects. The title of this PhD, ‘The Externalisation of the Object’, is in part about
putting objects in the foreground as a way to offer a nuanced critical examination
of specific artworks and theoretical ideas. | would like address recent critiques of
these Object-Oriented Philosophies, mainly in the work of a group of scholars
associated with OOO and a recently published collection of essays entitled Object-

Oriented Feminism, edited by Katherine Behar.

Object-Oriented Feminism, or OOF, is thought of as an intervention. The thinking
behind it emerged from a number of events and conferences held from 2010 to
2012.°% As a critique, OOF offers ways to rethink, reimagine and rework the politics
and theories of Object-Oriented Ontologies/ Philosophies that often lack
engagement with race, gender, sex, ethics and politics more broadly. Challenges
to this rethinking have come from some scholars in OOO, although Levi Bryant and
Tim Morton have embraced critiques of object-oriented thinking. If Object-
Oriented Philosophies veer away from the human, and fail to approach ethics or

politics, OOF is thus a way to think through this absence. Behar writes: ‘People are

>1 See: Katherine Behar (ed.), Object-Oriented Feminism (Minneapolis, MN: University of
Minnesota Press, 2016).
>2 Behar, 2016, pp. 1-14.
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not treated “like” objects when they are objects as such from the outset. By
extending the concept of objectification and its ethical critique to the world of
things, object-oriented thinking stands to evolve feminist and postcolonial
practices to reconsider how the very processes of objectification work’.>* OOF
considers what a feminist ethics could be when applied to object-based theories
and philosophies. OOF, then, addresses a wider political and ethical context, and

how this impacts on the material world.

Katherine Behar, in her Introduction to Object-Oriented Feminism, writes about
how OOF was formed as a ‘[...] feminist intervention or response to the debates
and discourse surrounding recent debates on OOO and new materialisms, because
these discourses consider [...] objects, things, stuff, and matter as primary’.>* The
term New Materialism broadly covers a set of theories about materiality, ontology
and ethics of humans and non-humans. New Materialism is interested in the
relationship between things, objects, bodies, humans, materialities and these inter-
connected relationships. Non-human materiality is questioned without a rejection
of the human, and in certain in ways there is an overlap with how OOO thinks of
correlationism and flat ontology in both of these fields of theory.> Behar writes that
the authors came together to question how to approach OOO and New
Materialisms in a politically embodied way. Behar comments that OOF is an
intervention that is intended to approach objects from [...] the inside-out position
of being an object, too’.*® This strategy is in part used to think about ways that the
authors in the collection open up the discussion about how objectification
functions and thinking about objects and things in terms of ethical critiques in
relation to feminist and post-colonial theories and artistic practices. This approach

is adopted in order to examine how objectification functions. Behar comments that

> Ibid., p. 8.

> Ibid., p. 3.

% Diana Coole and Samantha Frost, ed., New Materialisms: Ontology, Agency, and Politics
(Durham, NC: Duke University Press, 2010).

* Ibid., p. 8.
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OOF ‘"turns the position of philosophy inside out to study objects while being an

object oneself.”’

The authors of the essays are interested in progressing thinking around feminist
theory and the philosophy of things, as Behar would say. They do this is in three
specific ways: through politics, through ethics and by looking at entanglements
between things via an analysis of erotics and humour. How they frame their interest
in New Materialisms is interesting: they state that their interest is in the way
Feminist New Materialism seeks to examine the boundaries between the human
and the non-human in order to overcome an anthropocentric worldview. Further,
they question how this is aligned with OOF's view of objects — whether these
consist of organic or inorganic matter, and whether they are human or non-human.
They are interested in how they can analyse artistic and curatorial practices in this
framework, especially when artistic or curatorial practices question representational
or non-representational relationships between objects.”® OOF is then concerned
with the internal resistant quality of objects, or how objects carry an internal
resistance.” This is another way to think about feminist interventions into OOO,

related to feminist interventions in New Materialisms. Behar writes:

Materialism and object-oriented thought are popular now, for a
reason, and it is not because the linguistic turn rewrote
distinctions like gender as seemingly irrelevant constructs.
Rather, at this moment, paradigms like gender are all the more
worthy of our attention because they are in the process of
becoming something other than what we thought we knew.
Increasingly, we understand them as secondary qualities of
objects.®

In the speculative and ontological turn to objects in the last ten years, objects turn

away from us, they turn to us, we look back and around and through and along

> Ibid., p. 4.

%8 |bid.

9 Behar, 2016.
% |bid., p. 22.
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them. And OOF, at its core, opens a space for an intersectional approach to object
studies, and to questions of the politics and ethics related to the wider framework
of these object philosophies/studies and, more broadly, within specifically Feminist
New Materialist theories. The aligned perspectives of Object-Oriented
Philosophies and New Materialist philosophies address conceptions of human and
non-human objects, and a shared exploration and understanding of what matter

means.

Object-Oriented Philosophies and OOOQ influenced the way | approached the idea
of externalising the object. This, for me, puts into focus how | frame the role of the
object in each of the core chapters of this PhD. It is from this point that | then
consider the wider ramifications of the object in each chapter. This framework
provided me with a starting point for how to think about the object. The
intersections of Feminist Studies and Critical Race Studies, Object-Oriented
Philosophies and theories of Materialisms, have provided me with a foundation and
framework with which to explore the works this PhD addresses. A mission of my
PhD is to explore the potential of these intersectional methods, which allows me to
critique the objects beyond simply recoding or deconstructing what is already
there. These newer theories make it possible to conceive of the object-types that
constitute the chapters of this PhD. The object-types that form each chapter make
it possible to critique the work. The works' historicity and materiality make it
possible to conceive of the new theories. In this PhD | enable or promote

theoretical models, thereby reframing how certain artworks are understood.

Feminist New Materialism / New Materialism

Feminist readings of New Materialism and ethical and political subjectivities are a

key element in the writing of Stacy Alaimo, Karen Barad, Jane Bennett, Rosi

Braidotti, Donna Haraway and Nancy Tuana.®’ Their theoretical approaches are

¢! Coole and Frost, 2010.
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considered in Chapter 1, ‘Horror Vacui’, and in Chapter 3, ‘The Gloopy Object'.
Feminist New Materialists write about matter, and forge a pathway for ethico-
political questions and post-anthropocentric subjects and subjectivities, or a post-
human one. They also consider a materialist position and broach issues of agency.
They focus on human and non-human relations. Bodies and matter and
technological interfaces and mediations are part of their philosophical approach.
The interdisciplinary scholarly turn toward matter and the theoretical approaches of
New Materialism and Feminist New Materialism is one of the methodologies
utilised in this PhD. This PhD considers how interdisciplinary philosophies can
approach materiality and matter and their connection to human and non-human

worlds.

Significant to note here is Kate Mondloch’s 2018 book A Capsule Aesthetic:
Feminist Materialisms in New Media Art, in which Mondloch considers the
framework of Feminist New Materialisms and references the work of theorists such
as Stacy Alaimo and Nancy Tuana, who are also referred to in chapters of this PhD.
A Capsule Aesthetic focuses on new media installation art and technoscience. This
differs from some of the concerns in this PhD, but her framing of Feminist New
Materialist methods in relation to her study of embodiment, installation art and
new media work is a fascinating approach to working with these theories and
provides an interesting framework for these theories to be integrated with art-
historical approaches and art criticism. Here, Mondloch is looking specifically at
feminist theory and critiques of new media art: she explores human and non-
human relationships, as well as the idea of material and immaterial agency.®
Mondloch uses the interdisciplinarity of Feminist New Materialisms as a way to
write about the use of ethics and politics in this field. She writes that '[...] the
persuasive ethical-political motivations of feminist materialism helps us to

recognise the often-obscured critical-aesthetic potential of these artistic practices

2 Kate Mondloch, A Capsule Aesthetic: Feminist Materialisms in New Media Art
(Minneapolis, MN: University of Minnesota Press, 2018), p. 6.
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and their spectatorship’.®® | am influenced by the way she frames this, and | see the
usefulness of these theories in examining installation and video installation work
through the ethical and political life of objects and matter. Significantly, Mondloch
writes about what it is to think about these theories through the works and to think
about the works through these theories. This is an approach | have embraced in
this PhD. Affirming my own feelings and efforts, Mondloch writes that her aim in
taking this approach is: ‘[....] not to propose philosophy as a way to explain art, or
art as a means to illustrate theory. Rather, | aim to explore how these instruments
can work together, provoke each other, and even begin to unite in the interest of
larger critical and intellectual projects’.®* Older theories in New Materialism, and its
intersection with OOO, have often been often critiqued for their lack of approach
or engagement with race, or their lack of awareness of larger political systems or
politics, and my research seeks to contribute to the growing awareness of the

urgency of this debate.®

Methodology, Critical Race Studies

Critical Race Studies is one of the main theoretical lenses and methodologies
adopted in this PhD. Along with a reading of the alternative feminist histories that

move in parallel with the works and artists this PhD focuses on is a reading,

¢ lbid., p. 7.

% |bid.

¢ See: Mel Y. Chen, Animacies: Biopolitics, Racial Mattering, and Queer Affect (Durham,
NC: Duke University Press, 2012); Rick Dolphijn and Iris van der Tuin, New Materialism:
Interviews & Cartographies (Ann Arbor, Ml: Open Humanities Press, 2012); Michael Hames-
Garcia, 'How Real Is Race?’ in Stacy Alaimo and Susan Hekman (eds.), Material Feminisms,
(Bloomington, IN: Indiana University Press, 2008); Sonia Hazard, ‘The Material Turn in the
Study of Religion’, Religion and Society, 4:1 (2013), 58-78; Zakiyyah Iman Jackson,'Outer
Worlds: The Persistence of Race in Movement Beyond the Human' in GLQ: A Journal of
Lesbian and Gay Studies 21:2-3 (2015), 215-218; Chad Shomura, "Exploring the Promise of
New Materialisms’, Lateral, 6.1 (2017); Kim TallBear, ‘An Indigenous Reflection on Working
Beyond the Human/Not Human', GLQ: A Journal of Lesbian and Gay Studies 21:2-3 (2015),
230-235; Kyla Wazana Tompkins, ‘On the Limits and Promise of New Materialist
Philosophy’, Lateral, 5.1 (2016); Alexander G. Weheliye, Habeas Viscus: Racializing
Assemblages, Biopolitics, and Black Feminist Theories of the Human (Durham, NC: Duke
University Press, 2014).
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throughout Chapters 4 and 5, informed by Critical Race Studies. In particular, this
analysis focuses on the role of Whiteness- its invisibility, its visibility and its
connection to American culture and identity.®® This is how Critical Race Studies is

employed and deployed in this PhD.

Furthermore, | am interested in how Object-Oriented Philosophies and Feminist
New Materialisms sit within the context of Critical Race Studies as a method. | am
interested in this in part because recent discussions in Object-Oriented Philosophy,
and to an extent New Materialist philosophy, are limited, as they do not always
deal with race - but they do expand the ways in which we think about the status of
the object.®’” | will elaborate on the way that Object-Oriented Philosophy and
Feminist New Materialist philosophy have informed this PhD as this Introduction

continues.

Critical Race Studies forms an interdisciplinary field that offers a critical analysis of
race and forms of racism. Theories that make up Critical Race Studies consider the
role of systemic racism in different societies and institutional racism. Critical Race
Studies offers an analysis of power structures, and this field provides a way of
revealing the pervasiveness of racism. It also considers ways to analyse the impact

of race, theories of race and the role of race.®® Critical Race Studies, or Critical Race

% See: Richard Delgado and Jean Stefancic, Critical Race Theory: an Introduction (New
York: New York University Press, 2001) ; Matthew Frye Jacobson, Whiteness of a Different
Color: European Immigrants and the Alchemy of Race (Cambridge, MA: Harvard University
Press, 1999) ; Michael Omi and Howard Winant, Racial Formation in the United States, 3
ed. (New York: Routledge, 2015) ; Vron Ware, Beyond the Pale: White Women, Racism and
History (London: Verso, 2015).

¢ For recent discussions which are limited in terms of race yet expand the idea of the
object, see: Tristan Garcia, Form and Object: A Treatise on Things, trans. Mark Allan Ohm
and Jon Cogburn (Edinburgh: Edinburgh University Press, 2014); Wolfendale, 2014. For
recent discussions that are critical of the role of race and also expand on the idea of the
object in these theories, see: Behar, 2016; Cox, Jaskey, Malik, 2015.

¢8 Critical Whiteness Studies Group; Center on Democracy in a Multiracial Society,
University of Illinois at Urbana-Champaign, Towards a Bibliography of Critical Whiteness
Studies, ed. Tim Engles (Urbana-Champaign, IL: University of Illinois, 2006), available at:
<https://archives.library.illinois.edu/erec/University%20Archives/2401001/Production_websi
te/pages/Research/06-07/Critical Whiteness/Bibliography.pdf> [accessed 23 May 2018].
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Theory as it is referred to in different geographical and institutional contexts,
originated in the United States as a discourse stemming from the work of activists,
writers, scholars and legal scholars. Its origins lie in the examination of how racism
was part of a structure of the legal system and different governmental or private
institutions, and it theorised ways to change this dynamic, which was based on
white privilege and white supremacy, and which perpetuates the marginalisation of

people of colour.®’

Instrumental in the analysis of the wider structural forces of racism and the
progression of debates about race in America were Derrick Bell, Kimberlé
Crenshaw, Richard Delgado and Alan Freeman. Critical Race Studies was
academised and consolidated in 1989 at the first annual workshop on Critical Race
Theory at the St. Benedict Center in Madison, Wisconsin. The workshop was
organised by Crenshaw and included numerous participants, including Angela
Harris, Mari Matsuda and Patricia Williams.”® Critical Race Studies was originally an
offshoot of Legal Studies. The workshop and the subsequent rise of this field of
study created a discourse and a dialogue and a language that extended to

countries outside the United States from the 1990s onwards.

Currently, Critical Whiteness Studies have been increasingly gaining interest in
scholarship from those studying or writing about Critical Race Studies and
elsewhere across the arts and humanities. Critical Whiteness Studies is a field of
scholarship that emerged from Critical Race Studies. Prominent writers and scholars
who have examined the role of Whiteness and who have contributed to my analysis
of the wider field of Critical Race Studies include Les Black, Richard Dyer, Ruth
Frankenberg, Matthew Frye Jacobson, Michael Omi, David Roediger, Hortense
Spillers, Vron Ware and Howard Winant. This is seen in the approach to Whiteness

an analytical lens that is used in various chapters of this PhD. Scholarship and

9 Kimberlé Crenshaw et al., Critical Race Theory: The Key Writings that Formed the
Movement (New York: The New Press, 1996).
70 Ibid.
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writing focusing on an American framework of the social construction of Whiteness
have been significant for me in opening up or bringing to light an understanding of
its impact on American culture and forms of American identity. Critical Whiteness
Studies and its academisation in the U.S. from the 1980s onwards historically drew
on the writing of W.E.B. Du Bois, James Baldwin, Nella Larsen and others.
Recently, Critical Whiteness Studies has drawn on scholarship by more recent and
contemporary writers such as Claudia Rankine. This field of study considers the
invisible and visible structures that pave the way for white supremacy and white

privilege and explore the question of identity.

Feminist New Materialism and Critical Race Studies

| am interested in the way that Karen Barad's theories, and the terminology that
she uses in her writing, which stem from her knowledge of classical and quantum
physics, have been incorporated by writers in the arts and humanities and by other
New Materialist scholars, and the ways in which these terms impact on the
discourse. ’! Barad's ‘intra-action’ is different from the term inter-action. Intra-action
is about human and non-human organisms and machines, and their emergence via
their co-constitution.”? In Barad's intra-action, our non-human surroundings are
relational and entangled. Barad would say that her concept of intra-action is
between material and discursive analyses of the body.” Barad's intra-action is a
concept that considers that objects and different forms of agency can be conceived

within a non-hierarchical framework.

| am also influenced by Karen Barad’s use of term ‘entanglement’. In her book
Meeting the Universe Halfway: Quantum Physics and the Entanglement of Matter

and Meaning, Barad describes entanglement in this way:

71 Karen Barad, Meeting the Universe Halfway: Quantum Physics and the Entanglement of
Matter and Meaning (Durham, NC: Duke University Press, 2007).

2 |bid.

73 |bid.
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To be entangled is not simply to be intertwined with another, as in the
joining of separate entities, but to lack an independent, self-contained
existence. Existence is not an individual affair. Individuals do not pre-exist
their interactions; rather, individuals emerge through and as part of their
entangled intra-relating. Which is not to say that emergence happens
once and for all, as an event or as a process that takes place according to
some external measure of space and of time, but rather that time and
space, like matter and meaning, come into existence, are iteratively
reconfigured through each intra-action, thereby making it impossible to
differentiate in any absolute sense between creation and renewal,
beginning and returning, continuity and discontinuity, here and there,
past and future.”

For Barad, entanglement is not just how objects react to other objects, but more
about how objects differ from each other and how the boundaries of objects, and
their properties and meanings, can shift. This theoretical lens can be applied

to many other disciplines, and has been utilised over the last ten years in the arts
and humanities and other related disciplines such as various social sciences.
Barad's theoretical lens has been of particular importance to Feminist New
Materialists and the intersection of their work with Critical Race Studies. This will be

explored in the following section.

| am interested in some of the current thinking in New Materialist Studies that
focuses on critical engagements with the ontology of matter that are foregrounded
in politics, the possible future trajectories of the growing discourse surrounding
these questions, and in this intersectionality of Critical Race Studies and New
Materialisms. Feminist New Materialisms and Critical Race Studies have recently
benefited from interdisciplinarity and intersectionality. Emerging and established
scholars have been writing about New Materialism’s lack of engagement with
issues of race. Kyla Wazana Tompkins, in ‘On the Limits and Promise of New
Materialist Philosophy’, writes about New Materialist theories through feminist,

queer, and Critical Race Studies approaches. Tompkins argues that ‘race remains

74 Barad, 2007, p. ix.
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underrepresented in the scholarship of New Materialism’.”® This lack of
representation is critiqued as relying on references to identitarian thinking or
identity politics.”® Feminist New Materialist and New Materialist theories, more
broadly referred to as Material Feminisms, offer an approach to thinking about
ways to make race visible, and ways to dissect how it is embedded within the
production of cultural or social forms.”” Scholars in this field whose work has

impacted on my research include Chad Shomura, Mel Y. Chen and Dana Luciano.”®

There is a lack of representation in many New Materialist perspectives and
approaches in terms of concepts of race, ethnicity and gender. Areas that are
under-represented in New Materialist thinking include post-colonial and de-
colonial theories and Ciritical Race Studies. In terms of thinking of new pathways
and future trajectories, | am influenced by ways of thinking about racialised bodies
and how they matter within the New Materialist framework. Further, | am interested
in how to go about filling or approaching these gaps in Feminist New Materialist
and New Materialist thinking in order to form new pathways to identify how race,
ethnicity and gender may be considered in this framework, and within scholarship
in Critical Race Studies, as a way to consider the ramifications of what and who is
included and excluded from these discussions. Significant to note here is the
writing of recent scholars in this field who are working on the very matter that has
influenced my research into this potential future trajectory. This includes Michael
Hames-Garcia’s writing on identity and queer studies and Jasbir Puar’s writing on
gender and sexuality;”” in addition, Arun Saldanha has written on geographies of

Whiteness.® And when writing about becoming, New Materialist scholars such as

7> Tompkins, 2016.

76 |bid.

7 Shomura, 2017.

78 See: Dana Luciano and Mel Y. Chen, ‘Queer Inhumanisms’, GLQ: The Journal of Gay and
Lesbian Studies, special issue, 22:2-3 (Spring/Summer 2015).

77 See: Hames-Garcia, 2011 and Jasbir Puar’s The Right to Maim: Debility, Capacity,
Disability (Durham, NC: Duke University Press, 2017).

8 See: Arun Saldanha, Psychedelic White: Goa Trance and the Viscosity of Race
(Minneapolis, MN: University of Minnesota Press, 2007).
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Iris van der Tuin have considered how bodies, in a New Materialist framework, can
be assemblages.®’ Other notable scholars in this field include Kyla Wazana
Tompkins, mentioned above, Chad Shomura and Mel Y. Chen.®? These scholars
critique the way in which Feminist New Materialist thinking by Rosi Braidotti and
Elizabeth Grosz, for example, fail to encompass concepts of race.®® This recent
thinking and writing by the scholars mentioned above focuses on the lack of
interdisciplinarity and the absence of an incorporation of race, gender, ethnicity

and sexuality into this approach.

Future Pathways and Trajectories

The intersection of Feminist New Materialism and Critical Race Studies can be a
critical tool for practising art history and theory. | subscribe to the way Karen Barad
and Kate Mondloch advocate a transdisciplinary approach and intersectionality
within these theoretical frameworks.®* The main questions that | think are being
considered in these fields by the scholars mentioned above, and the questions |
investigate, concern whether New Materialist and Feminist New Materialist theories
can address the way race materialises — the basis for this, how it happens and what
happens to the way racialised bodies and matter are formed. Can looking at the
way race is materialised offer new critiques within Critical Race Studies, and
subsequently in the field of New Materialisms itself? Could these questions also be
helpful to the debates surrounding Object-Oriented Philosophies, because, as
mentioned above, Object-Oriented Philosophies do not always engage with
politics? Additionally, | am interested in how these questions could offer ways to
think about the potential for an anti-racist politics. If New Materialisms offer future

speculations about realities in which the human is not at the centre, then what does

8 See: Iris van der Tuin & Rick Dolphijn, ‘The Transversality of New Materialism’, in Women:
A Cultural Review, 21:2 (2010), 153-171.

8 See: 'Forum: Emergent Critical Analytics for Alternative Humanities', Lateral 5:1 (Spring
2016), ‘New Materialist Philosophy’; 'Forum: Emergent Critical Analytics for Alternative
Humanities', Lateral 6:1 (Spring 2017), ‘New Materialist Philosophy’.

83 Alaimo and Hekman (eds.), 2008.

84 See: Mondloch, 2018 and Barad, 2007.
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this say about Critical Race Studies and how we think about forms of systemic

racism?8>

Installation, Screen, Video

Amongst the overwhelmingly significant body of writing about video installation
and video art, some of the starting points for my research that helped me to form
the relationship of the neologisms of The Craft Object, The Gloopy Object, The
Prop Object and The Suburban Object, as well as the process of Horror Vacui,
include Yvonne Spielmann’s essay ‘The Visual Flow: Fixity and Transformation in
Photo- and Videographic imagery’.?¢ Spielmann writes about narratives in video
installations, arguing that video has formed as a type of art object. Her writing on
video as an object, and this kind of discourse on the types of objects in installations
and media-based works, has proven to be influential in terms of how | frame the
relationships of video to screen and objects in the physical gallery space in this
PhD. Crucial to my research into the role of screens in contemporary art is Kate
Mondloch’s writing in her book Screens: Viewing Media Installation Art, in which
she writes about media installations and different types of virtual space and
material space, and the importance of viewers as embodied subjects in the space
of the gallery or exhibition. The difference between looking at, or on, screens is

also key to her book. Writing about art objects in video she remarks:

Media installations, inasmuch as they are conceived and
experienced as hybrid spatial and temporal art objects made with
mass media screens, clearly exceed critical models that exclusively
rely on outdated theorizations of material specificity or of a single
medium. Instead, these works necessitate detailed consideration
of their institutional and discursive contexts.?’

85 See: Frost and Coole, 2010.

& Yvonne Spielmann, ‘The Visual Flow: Fixity and Transformation in Photo- and
Videographic Imagery’, in Raphaél Pirenne & Alexander Streitberger (eds.), Heterogeneous
Objects: Intermedia and Photography after Modernism (Leuven: Leuven University Press,
2013), pp. 101-117 (pp. 106 -107).

8 Kate Mondloch, Screens: Viewing Media Installation Art (Minneapolis: University of
Minnesota Press, 2010), p. 4.
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Erika Balsom'’s writing about the installation of film in her book Exhibiting

Cinema in Contemporary Art examines the exhibition formats of video installations,
including multi-screen installations and the relationship of screens to the gallery or
viewing space.® Vivian Sobchak’s writing about temporality and forms of electronic
media and space, in her book Carnal Thoughts: Embodiment and Moving Image
Culture, was helpful to my examination of the role of television in Chapter 4, ‘The

Prop Object’.®” Sobchak writes:

Televison, videocasettes and digital dims, VCR, DVD recorder/players,
electronic games, personal computer with Internet access, and pocket
electronics of all kinds form an encompassing perceptual and
representational system whose various forms “interface” to constitute an
alternative and absolute electronic world of immaterialized — if materially
consequential — experience and this electric world incorporates the
spectator/ user uniquely in a spatially decentered , weakly temporalized and
quasi-disembodied (or diffusely embodied) state.”

Impacting on my research into projections, video installations and a sense of
ontology is Marc Mayer’s book Being and Time: the Emergence of Video
Projection, that accompanies his exhibition of the same name in which he discusses
the exhibition and forms of consciousness.”” This exhibition featured the work of
Tony Oursler. Crucial to my research into installation histories has been Claire
Bishop's book Installation Art: a Critical History for its suggestions of categories
and ways to think about types of installations.” Tamara Trodd, in her introduction
to her edited collection Screen/Space: the Projected Image in Contemporary Art,

writes about ‘a quality of viewing intensity, [...] a new structure of spatial ‘interiority’

8 Erika Balsom, Exhibiting Cinema in Contemporary Art (Amsterdam: Amsterdam University
Press, 2013).

8 Vivian Sobchak, Carnal Thoughts: Embodiment and Moving Image Culture (Berkeley &
Los Angeles, CA: University of California Press, 2004), p. 153.

% Ibid.

71 Marc Mayer, Being and Time: Emergence of Video Projection, (exh. cat.) (Buffalo, NY:
Buffalo Fine Arts Academy, 1996).

%2 Claire Bishop, Installation Art: a Critical History (New York, Routledge, 2005).
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within the screen’.” Trodd's introduction suggested new modes of spectatorship,
and this was an important way for me to think about how | articulate the process of
Horror Vacui in Chapter 1. Amongst the scores of texts available on these topics,
these particular ones presented ideas about video, screens and installations that

resonated with me and helped to position these topics for me.

Chapter Overviews, Externalisations, The Originality of my Enterprise

In Chapter 1 of this PhD, entitled ‘Horror Vacui’, the work of Ryan Trecartin and
Jason Rhoades is analysed. The works studied in this chapter include Any Ever
(2010), by Trecartin and Meccatuna (2003), My Madinah. In Pursuit of my
Ermitage..." (2004) and The Black Pussy . . . and the Pagan Idol Workshop (2005)
by Rhoades. In this chapter, Horror Vacui is presented as a process. | address forms
of hoarding and collecting as a way to explore the sense of accumulation in this
process. Significant to note here is Renee Winters' book The Hoarding Impulse:
Suffocation of the Soul, that considers psychological frameworks surrounding
hoarding and collecting.” Considering the wider psychological framework was
helpful to the way | examined the role of hoarding in the process of Horror Vacui.
In this chapter | begin with an exploration of accumulation, hoarding and
collecting.”™ Alongside this approach | also consider Jean Baudrillard’s models of
collecting, collections and attachments to objects. ” Moving forward from this
research as a basis, | argue that the works discussed in this chapter encapsulate the
concept of a ‘worlding’ that engages with performances of gender and race

alongside a particular use of socio-linguistics. The process of Horror Vacui in

3 Tamara Trodd, Screen/space: the Projected Image in Contemporary Art (Manchester:
Manchester University Press, 2011), p. 17.

4 Renee Winters, The Hoarding Impulse: Suffocation of the Soul (Hove: Routledge, 2015).
% See: Fabio Gygi, Lecture, 'V&A/RCA History of Design Research Seminars’ at the V&A
Museum, London, 20 November 2014; Zoé Mendelson, ‘Psychologies and Spaces of
Accumulation: The Hoard as Collagist Methodology (and Other Stories) (PhD Thesis,
Central St Martins, University of the Arts London, 2015).

%6 Jean Baudrillard, The System of Objects (London: Verso, 1996).
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Rhoades’ and Trecartin’s work is examined as a way to explore how it can lead to a

sense of the externalisation of fictional spaces.

The originality of my enterprise in this chapter consists in part of an analysis of
these works within the framework of a worlding, which allows me to argue that they
lead to a new experiential and participatory form of engagement. This chapter is
influenced by concepts of a worlding within a New Materialist framework, such as
Donna Haraway's articulation of it as the combination of narrative and material
relationships.” Aligned with Haraway's approach is Helen Palmer and Vicky
Hunter’s use of a worlding as a way to discuss material relationships and non-
human and human storytelling.” | build on this framework of worlding by
extending it to include concepts of race and gender in Trecartin’s and Rhoades’
work. | extend and build on these frameworks in order to look at how psychological
impulses, hoarding, collecting and accumulation contribute to the forming of a new

configuration of video installation and installation in Trecartin’s and Rhoades’ work.

The analysis and research for this chapter was supported by visits to the archives of
the Los Angeles County Museum of Art (LACMA) in June 2012 and The Brant
Foundation Art Study Center in March 2018. Interviews were conducted with writer
Chris Kraus in person in London in January 2015 and curator Ingrid Schaffner in
January 2014 in person in Philadelphia. | viewed Rhoades’ work at the ICA
Philadelphia in 2014 and at The Brant Foundation Art Study Center in Connecticut

in 2018. | viewed Trecartin’s work in 2010 at MOCA in Los Angeles.

Curator Ingrid Schaffner has recently written extensively on Jason Rhoades’ body of
work and practice. Her exhibition catalogue Jason Rhoades: Four Roads is

important to the body of writing about Rhoades and includes Schaffner’s

97 See: Donna Haraway, Staying with the Trouble: Making Kin in the Chthulucene (Durham,
NC and London: Duke University Press, 2016); Donna Haraway, When Species Meet
(Minneapolis, MN: University of Minnesota Press, 2008).

% See: Helen Palmer and Vicky Hunter, ‘Worlding’, in New Materialism, available at:
<https://newmaterialism.eu/almanac/w/worlding.html> [accessed 10 July 2018].
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interviews, essays and archival research which informed this exhibition. Essays by
Paul Schimmel, Martha Buskirk and Chris Kraus explore the material qualities,
themes, concepts and connections to consumerism, mass production and
capitalism in Rhoades’ work. The catalogue also mentions cultural impacts and the
impact of California and suburban areas on his practice and the objects he used.”
In my interview with Schaffner we discussed the impact of craft and California on
Rhoades’ work, the concepts of Whiteness and maleness in his work and the impact

of different artists, including Paul McCarthy, on Rhoades’ work.'®

Important to the body of writing about Rhoades is curator Eva Meyer Herman'’s
dictionary, or glossary of terms and words, titled Volume: a Rhoades Referenz. This
book was a compilation of words used in Rhoades' installations or used by the
artist to describe his work. This book highlights the artist’s thinking process and
influences and offers insight into the many themes and ideas that constitute
Rhoades’ installations by exploring language in his practice.'" | will build on this

study of language by offering an analysis of socio-linguistics in Rhoades’ work.

In addition to this body of writing is Jason Rhoades’ Black Pussy Cocktail Coffee
Table Book, by Alex Israel and Kevin West, that offers an analysis of the
performances and concepts in Rhoades’ practice. In the foreword to the book,
West refers to the relationship of gendered words or language and connotations of
words in Rhoades' installations, as well as cultural influences from Islam and the

gendering of textiles and craft in reference to Rhoades’ interest in macramé. '

?? See: Schaffner et al., 2014.

1% |nterview, Ingrid Schaffner, in person, Philadelphia, January 2014.

91 Eva Meyer-Hermann, ed., Jason Rhoades: Volume, a Rhoades Referenz (Nirnberg:
Kunsthalle Nirnberg, 1998). For additional books about Rhoades see: Eva Meyer-Hermann,
Jason Rhoades: Collector’s Choice Vol. 9 ( Cologne: DuMont Buchverlag, 2009); Eva
Meyer-Hermann, ed. Felix Zdenek, Jason Rhoades: Perfect World, (Koln: Oktagon, 2000);
Ralph Rugoff, Paul McCarthy and Eva Meyer-Hermann, Jason Rhoades: The Big Picture,
(Zurich: JRP Ringier, 2012).

102 Kevin West and Alex Israel, Jason Rhoades’ Black Pussy Cocktail Coffee Table Book
(New York: Hauser & Wirth, 2008).



47

In an interview with Schaffner we discussed the lack of a critical examination of
Rhoades’ work. In particular, we discussed the lack of an exploration of gender and
race, or maleness and Whiteness, in his work. We also discussed potential
connections to Trecartin's Any Ever and she suggested that these were areas which

1% | aim to extend the critique of Rhoades’ installations

could benefit from analysis.
to include an analysis of these issues in particular. | will extend these ideas by
building on Rhoades’ particular use of language and the narratives in his
installations. | also offer an examination of the cultural connotations and impact of

the work and the relationship of gender and race to the textiles and mass-

produced objects in the installations.

In Social Practices, Chris Kraus writes about Rhoades’ installations as being
influenced and impacted by the structures of the Internet. Along with her writing
about Rhoades she refers to Trecartin as [...] the avatar of the internet age’. " |
will expand on this by offering insight into how the influence of the structures of
the Internet can be referenced to consider the ways in which these artists’
installations are participatory structures. Connected to this is Domenico Quaranta’s
Beyond New Media Art, which has been helpful to my research for its discussions
of web and Internet platforms.’® Lauren Cornell’s writing on Trecartin has
highlighted aspects of the digital, the virtual and the real, and has highlighted the
influence of language and interior design on Trecartin’s videos and installations. %

Both Lisa Akervall and Nicholas Ridout have written about Trecartin’s work,

referring to it as ‘sculptural theatres'.'”” Akervall has written about fictional spaces

193 Interview, Schaffner.

104 Kraus, 2018, p. 195.

1% Domenico Quaranta, Beyond New Media Art (Brescia: Link Editions, 2013).

1% See: Lauren Cornell, ‘"Medium Living’ in Kevin McGarry (ed.), 2011; Lauren Cornell and
Ryan Trecartin, Surround Audience: New Museum Triennia 2015 (New York: Skira Rizzoli,
2015).

%7 Nicholas Ridout, ‘Media: Intermission’, in Michael Shane Boyle, Matt Comnish, Brandon
Woolf (eds.), Postdramatic Theatre and Form (London: Bloomsbury, 2019), pp.96-112; Lisa
Akervall, ‘McMansion of Media Excess: Ryan Trecartin’s and Lizzie Fitch’s SITE VISIT’, in
NECSUS, available at: < https://necsus-ejms.org/mcmansion-of-media-excess-ryan-
trecartins-and-lizzie-fitchs-site-visit/ > [accessed 06 June 2019].
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in Trecartin’s videos, noting that the space in the gallery or installation is created in
part via domestic interiors.'® The incorporation of domestic interiors and furniture
in installation works has been written about by Akervall in ‘Networked Selves: Ryan
Trecartin and Lizzie Fitch’s Postcinematic Aesthetics’ and in ‘McMansion of Media
Excess: Ryan Trecartin’s and Lizzie Fitch's SITE VISIT"." Akervall also refers to
recent writing about subjectivity and self in writing about Object-Oriented
Philosophies.'™® Selfhood and the self is not only part of Akervall's writing but is
also a point considered in Brian Droitcour’s writing about the impact of the self in
modern technologies, platforms or webcams and the visual impact of this on the
self in Any Ever.”"" In particular, Wes Hill has written about the use of online or
offline narratives with the self and the viewer.""? Maeve Connolly has expanded on
this by writing about the spaces in the installation — the sound, objects and tone
created, including the impact of viewing and navigation.'"® Matthew Causey’s
Postdigital Performance refers to sculptural theatres in a similar way to Akervall and
Ridout, and he also defines his concept of postdigital performance, or postdigital
practice."'* He writes that Trecartin ‘draw(s) on the modalities of the digital,
whether or not they are computational or analog, technological or organic[...] and
that these practices [...] can be understood as thinking digitally’."™ | expand on this
idea by exploring how analogue and digital aspects and the performative, or

performance, is key to both Trecartin’s and Rhoades’ work. Tamara Trodd ‘s

18 Akervall, 2015.

197 |bid.

90 isa Akervall, ‘Networked Selves: Ryan Trecartin and Lizzie Fitch’s Postcinematic
Aesthetics’, Screen, 57:1 (2016), 33-51 (p. 48).

"1 Brian Droitcour, ‘Past and Future Camera: Lizzie Fitch and Ryan Trecartin's New Movies’,
Art in America, 15 April 2016, available at: <https://www.artinamericamagazine.com/news-
features/news/past-and-future-camera-lizzie-fitch-and-ryan-trecartins-new-movies/>
[accessed 09 May, 2015].

112 Wes Hill, “The Automedia Zaniness of Ryan Trecartin’, M/C Journal: a Journal of Media
and Culture, 21: 2 (2018), available at: <http://www.journal.media-
culture.org.au/index.php/mcjournal/article/view/1382> [accessed 10 August 2018]

3 Maeve Connolly, ‘Staging Mobile Spectatorship in the Moving Image Installations of
Amanda Beech, Philippe Parreno, and Ryan Trecartin/Lizzie Fitch’, in Amanda Beech, All
Obstructing Walls Have Been Broken Down (Belfast: Catalyst Arts, 2014) [unpaginated].

"% Matthew Causey, ‘Postdigital Performance’, Theatre Journal 68:3, 437-441 (p. 432).

5 lbid.
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articulation of forms of language in reference to tone and cadence in Trecartin's
practice have been helpful in my articulation of the use of upspeak in Any Ever."
The importance of scripts as Trecartin’s starting point for his videos, as noted by
Brian Droitcour, highlights the importance of language in Trecartin’s practice.""’
Similarly, Roberta Smith’s review of Any Ever highlights Trecartin’s use of
alliteration and linguistic techniques.”® | build on these ideas by addressing
Trecartin’s use of linguistic techniques, acceleration of language, communication
structures and formal aspects such as talking to the camera within the scope of

socio-linguistics.

In Chapter 2, 'The Craft Object’, the work of Mike Kelley and Jason Rhoades is
analysed. The works studied in this chapter include Kelley’s More Love Hours Than
Can Ever Be Repaid and The Wages Of Sin (1987) and the Arenas series (1990),
and Jason Rhoades’ Sutter’s Mill (2000) and The Creation Myth (1998). | address
the materiality of craft and the connections between types of craft-based artwork
and the hierarchy of fine art and craft. My use of the term The Craft Object in this
chapter refers to materials and processes utilised by Kelley and Rhoades. Both
artists created the works referred to in this chapter with found, sourced and hand-
made objects such as blankets, knitted materials, rag dolls, stuffed animals,
cardboard, crochet and macramé. The term The Craft Object also refers to the
status of the object/objects in the works on which this chapter focuses in
addressing their identity and origins. This is explored through the history of the
hierarchy between fine art and craft. The CalArts Feminist Art Program (FAP)

archive is examined as a starting point, and a specific lineage of exhibitions of

"¢ Tamara Trodd, Lecture, UCL, History of Art & the Centre for the Study of Contemporary
Art, 'Art in the Age of Real Abstraction, Ryan Trecartin’s Abstract Realism’, May 10, 2014,
available at: <https://artintheageofrealabstraction.wordpress.com/programme/> [accessed
10 May 2014].

"7 Brian Droitcour, ‘Making Word: Ryan Trecartin as Poet’ , Rhizome, 27 July 2011,
available at: <http://rhizome.org/editorial/2011/jul/27/making-word-ryan-trecartin-poet/>
[accessed 18 Apr. 2015].

118 Smith, 2011.
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craft-based works / the examination of historical exhibitions is analysed because it
lays a foundation for the way Kelley and Rhoades worked with certain types of
materials. The Craft Object is externalised in the work of Kelley and Rhoades via
their personal narratives, histories of craft, the role of feminist artists and a lineage
of artists who were working with fibre-based work and textile sculptures. The
originality of my enterprise in this chapter consists in part of the analyses of Kelley's
and Rhoades’ work in relation to the lineage of craft-based projects, the work of
particular craft-based artists and the evolution of the impact of this work on
installation art generally and in particular on the relationship of installation art to

the work of Kelley and Rhoades.

In this chapter | offer a re-appraisal of critiques of commodities and forms of labour
in relation to Kelley’s practice by writers John C. Welchman and Cary Levine. | also
analyse critiques by CalArts artists/educators who were involved with the FAP.
These analyses are supported by an in-depth interview | conducted in person with
Ingrid Schaffner, Chief Curator of the Institute of Contemporary Art, Philadelphia,
in January 2014, an in-person interview with Tom Lawson, Dean of The School of
Art, CalArts, in December 2013 and my research at the CalArts FAP and Getty
archives in December 2013.""” My interview with Welchman helped me understand
that a core concern of both his and Levine’s critiques was a Marxist approach to
consumerism and the role of work and labour.'® We discussed the existing body of
writing about these artists by Welchman and Levine.'" His contribution to this

body of critical and historical writing helped me to position my contribution to a

"% Interview, Schaffner; Interview, Tom Lawson, in person, Valencia, December 2013;
CalArts FAP Archive visit, Valencia, December 2013, Getty Archives, Los Angeles,
December 2013.

120 |Interview, John C. Welchman, Los Angeles, December 2013.

121 See: Cary S. Levine, Pay for Your Pleasures: Mike Kelley, Paul McCarthy, Raymond
Pettibon (Chicago, IL: The University of Chicago Press, 2013); Cary Levine, Mike Kelley:
Arenas (New York: Skarstedt Fine Art, 2011); John C. Welchman, Art After Appropriation:
Essays on Art in the 1990s (London: Routledge, 2011); John C. Welchman with Mike Kelley,
Minor Histories, Statements, Conversations, Proposals (Cambridge, MA: MIT Press, 2004);
John C. Welchman and Mike Kelley, Foul Perfection: Essays and Criticism (Cambridge, MA:
MIT Press, 2003); Welchman, Graw and Vidler, 1999.
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critique of this writing and how | could address the gaps in the research and writing
about the work of Kelley and Rhoades in the PhD. | build on Welchman’s and
Levine's critiques by expanding the focus on material histories, and | offer a deeper
analysis of the intersection of these artists’ work with that of feminist artists and

with craft and specific histories of craft practices.

Among the important texts on Mike Kelley’s work is Cary Levine’s Pay for Your
Pleasures: Mike Kelley, Paul McCarthy, Raymond Pettibon. In this text Levine offers
a Marxist interpretation of Kelley’s and McCarthy’s work, focusing on the issue of
emotional labour. Both Levine and Welchman write about commodity discourse in
their analysis of Kelley’s work. Specifically, Welchman writes about this and
appropriation, conceptual aesthetics and histories of ‘appropriation-based art’ in
his book Art After Appropriation: Essays on Art in the 1990s.'? Welchman'’s survey
of the artist, Mike Kelley, centres on his Marxist critique of Kelley's More Love
Hours Then Can Ever Be Repaid (1987) and considers affective labour and the time
involved in making gifts and a gift economy more broadly.'? He writes that ‘the
hidden burden of the gift is that it calls for payback but the price is unspecified,
repressed [...]"."** Welchman writes about mass production and commodity, which
is aligned with Levine's critiques.’® | build on these critiques by incorporating
Joshua Simon'’s idea of ‘the unreadymade’ in his book Neomaterialism as a way to
think about the role of symbols, commodities and readymades in the work of both
Kelley and Rhoades. In this chapter | will also write about the impact of, and
intersection with, feminist and material histories in Kelley’'s and Rhoades’ work. |
build on this idea by examining the history of feminist artists’ work, including that
of Miriam Shapiro, Mira Schor, and Faith Wilding, and by examining a lineage of
craft-based artists in order to explore the installation and material aspects of Kelley

and Rhoades’ work.

122 \Welchman, 2011, p. 64.

122 Welchman, Graw and Vidler, 1999, p. 26.
124 |bid.

12> Welchman with Mike Kelley, 2004, p. 52.
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In the exhibition catalogue Mike Kelley, curator Eva Meyer-Hermann interviews
Kelley, asking him about the role of feminism and CalArts Feminist Art Program in
his work. Kelley responds by saying he was interested in craft and was interested in
commodity discourse rather than gender discourse in relation to his work More
Love Hours or Arenas.'® | will be offering a deeper analysis of the impact and
importance of the CalArts FAP on Kelley’s work, and | will address the lack of a
deeper engagement with the history of the FAP and its artists in relation to his
work. In Welchman'’s Mike Kelley, the impact of ideas of craft, commodity and
labour are referred to for their affective value.'” Welchman considers the role of
craft in Kelley’s work in terms of his use of materials, but does not provide an
analysis of the role of the histories of the FAP and other craft artists.'?® | refer to
formal applications of craft principles and notions of the amateur. | expand the
critique of craft and how this can impact on Kelley’s work, and | extend this analysis
to the work of Rhoades. In Art After Appropriation: Essays on Art in the 1990s,
Welchman comments that there is a an ‘absence of craft’s formal location’ in
Kelley’s work. ' In contrast, | assert that there is a particular history of craft, and |
examine this in relation to the work of Kelley, as well as Rhoades, as a way to
explore the impact of the FAP and a historical lineage of craft as it impacts on the
installation formats of both Kelley’'s and Rhoades’ work. These material and formal
considerations are worth pursuing because they can offer a deeper exploration of
the materials and forms seen in both Kelley and Rhoades’ practice. This chapter will
also assert the impact of feminist practices on Kelley’s work by bringing to light the
gaps in critiques by Welchman, Levine, Ralph Rugoff, Elizabeth Sussman, and

Robert Storr.™°

126 Mike Kelley and Eva Meyer-Hermann, Mike Kelley (Munich: Prestel, 2012), p. 369.

127 Welchman, Graw and Vidler,1999, p. 50.

28 |bid., p. 56.

129 Welchman, 2011, p. 173.

3% Welchman, ‘The Mike Kelleys’, in Welchman, Graw, and Vidler, 1999, pp. 43-48;

John C. Welchman and Mike Kelley, 2003; Cary S. Levine, Pay for Your Pleasures: Mike
Kelley, Paul McCarthy, Raymond Pettibon (Chicago, IL: The University of Chicago Press,
2013); Ralph Rugoff, ‘Mike Kelley/2 and the Power of the Pathetic’, in Elizabeth Sussman et
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In Chapter 3, 'The Gloopy Object’, | analyse the work of Paul McCarthy and Jason
Rhoades. The works studied in this chapter include Hot Dog (1974) and Bossy
Burger (1991) by Paul McCarthy and PeaRoeFoam (2002) by Jason Rhoades. My
use of the term The Gloopy Object refers to items such as ketchup, mayonnaise,
loose meat or bodily fluids. The Gloopy Object suggests a tension between the
material and the relationship of performance to the body. | address the materiality
of performance and the role of the body within performance via the framework of
Feminist New Materialism, and analyse the work in this chapter by exploring the
discourse of hyper-abjection.®' The Gloopy Object is externalised via the
framework of the hyper-abject. In this chapter | draw from Mary Douglas and Julia
Kristeva's writing on the abject and material concerns in order to build on a
framework of Feminist New Materialism.'*? | expand on ideas brought forward by
Nancy Tuana and Stacy Alaimo and Feminist New Materialist philosophy as it
relates to stickiness, porosity or viscosity in order to examine what | refer to as the

Gloopy Object in McCarthy’s and Rhoades’ work.'?

| offer a re-contextualisation of the two exhibitions ‘Out of Actions: Between
Performance and the Object, 1949-1979', (MOCA, LA) and 'Performance Anxiety’,
(MCA, Chicago). These exhibitions outline the role of performance and its
relationship to the viewer and to installation work. The re-contextualisations of the
exhibitions situate the theoretical underpinnings of the work of McCarthy and

Rhoades in the context of Los Angeles-based performance art. My analysis is

al., Mike Kelley: Catholic Tastes (New York: Whitney Museum of American Art, 1993), p.
172; Elizabeth Sussman, ‘Introduction’, in Sussman et al., 1993), pp. 5-55;

Mike Kelley, Robert Storr, ‘An Interview with Mike Kelley’, Art in America (June 1994), 90.
31| will expand on this term in Chapter 3. | also cite Bethany Doane, ‘Hyper-Abjects:
Finitude, ‘Sustainability’ and the Maternal Body in the Anthropocene’, PhiloSOPHIA, 5:2
(2015), 251-267.

132 See: Mary Douglas, Purity and Danger (London: Routledge Classics, 2020); Julia Kristeva,
Powers of Horror: An Essay on Abjection, trans. Leon S. Roudiez (New York: Columbia
University Press, 1982).

13 See: Alaimo and Hekman, eds., 2008; Nancy Tuana, ‘Viscous Porosity: Witnessing
Katrina’, in Alaimo and Hekman, eds., 2008, pp. 188-213.
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supported by a historical examination of exhibitions in relation to an in-depth

analysis of these theoretical frameworks.

The originality of my enterprise in this chapter consists in part of these analyses of
McCarthy’s and Rhoades’ work, and offers a new approach to the vital relationship
of the work of Los Angeles-based feminist performance artists to the work of
McCarthy and Rhoades, and more broadly to the historical role of performance art
in Los Angeles. These analyses are supported by a discussion and an interview by
telephone with the curator of ‘Out of Actions’, Paul Schimmel, in March 2013."%
Cary Levine's critique of McCarthy's performance works from the 1970s and into
the 1990s focus on the role of the body, audience participation and audience
reactions.” Levine also explores the role and impact of pop culture, the symbols
and motifs of American fast food culture, the automotive industry and TV sitcoms in
the narratives in McCarthy’s video works and performances.” In Pay For Your
Pleasures: Mike Kelley, Paul McCarthy, Raymond Pettibon, Levine briefly alludes to
the impact of the CalArts FAP to McCarthy’s work and | expand on the significance

of this impact.'?’

The histories of performance in the Los Angeles area are central to the historical
framework of this chapter. Linda Frye Burnham has written about performance
histories and performance art in this geographical context, providing a

comprehensive foundational historical overview.”® Burnham has also written about

3% Interview, Paul Schimmel, telephone and email correspondence, Los Angeles, March
2013.

135 See: Cary Levine, 'You Are What (and How) You Eat: Paul McCarthy’s Food- Flinging
Frenzies’, Invisible Culture, 14 (2010), 51-62; Levine, 2013; Los Angeles Contemporary
Exhibitions (LACE), 'Press Release, Paul McCarthy/Humanoid, 6-24 January 1982, LACE,’
LACE Exhibition Archive, online catalogue [accessed 23 January 2012]; ‘High Performance:
The First Five Years, 1978-1982’, LACE, available at:
<http://www.welcometolace.org/archives/view/102245/> [accessed 29 August 2011].

13 Levine, 2013, pp. 119-127.
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138 Linda Frye Burnham, 'Performance Art in Southern California: An Overview’ (1980), in
Carl E. Loeffler and Darlene Tong, eds., Performance Anthology: Source Book for a Decade
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McCarthy's performances and the role of Los Angeles performance art. | build on
this critique by examining the intersection of gender and feminist histories.”” Eva
Meyer-Hermann, who curated the exhibition "Mike Kelley’, has written extensively
on both Kelley and Rhoades’ work, and has also written about the influence of pop
culture and references to it in McCarthy's video works and performances.'® Peggy
Phelan has written about feminist histories of performance art in Los Angeles and
has examined institutions such as CalArts for their historical significance.”' Phelan
has also written about socio-cultural issues in Los Angeles and how this impacted
on the funding of the arts in the 1970s and into the 1980s."** Meling Cheng’s
research also focuses on the role of social and cultural issues in LA and how it
impacted on the performance culture of the city by examining race, gender and
ethnicity.’” Amelia Jones, in the essay ‘Lost Bodies: Early 1970s Los Angles
Performance Art in Art History’, looks to archival research, interviews and histories
of performances in order to examine the intersection of feminist performance
practices and LACE , the FAP and the work of McCarthy by confronting the

inclusion and exclusion in canons of performance.’

In the catalogue for the exhibition Performance Anxiety at the Museum of
Contemporary Art, Chicago, that took place from April 17 to July 6 1997, curator
Amanda Cruz writes about how the viewer and audience are implicated in

performances.’® Cruz also writes about the role of horror and pop cultural tropes in

of California Performance Art, (San Francisco, CA: Contemporary Arts Press, 1980), pp. 390-
438 (p. 419).

137 Linda Frye Burnham, ‘Paul McCarthy: the Evolution of a Performance Artist’, High
Performance 8:1 (1985), pp. 37-41.

140 Eva Meyer-Hermann, ed., Paul McCarthy: Brain Box Dream Box (Eindhoven: Van
Abbemuseum, 2004), p. 70.

1 Peggy Phelan, Live Art in La: Performance in Southern California, 1970-1983 (New York:
Routledge, 2012).

142 |bid.

%3 Meiling Cheng, In Other Los Angeleses: Multicentric Performance Art (Berkeley, CA:
University of California Press, 2002).

144 Amelia Jones, ‘Lost Bodies, Early 1970s Los Angeles Performance Art in Art History’, in
Phelan, 2012, p.129.

%> Amanda Cruz, Performance Anxiety [exh. cat.] (Chicago, IL: Museum of Contemporary
Art, 1997), p. 14.
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McCarthy's work, referring to this as ‘absurd theatrics’.’* Cruz, and the exhibition
itself, questioned this more broadly and referenced the theatrical principles of
Antonin Artaud and to McCarthy's interest in these in relation to his own
performances by referring to audience interactions and reactions. Both Cruz and
Philip Monk have written about the use of set props and costumes in McCarthy’s
and Kelley's practice, which will | expand on this in chapter, and will continue to
expand on in Chapter 4 by exploring their role in the narratives and symbols in the
works studied in this chapter.'” Curator Paul Schimmel’s ‘Out of Actions: Between
Performance and the Object, 1949 - 1979’ (Museum of Contemporary Art
(MOCA), Los Angeles) provided a historical consideration of the connection
between objects in performances and the documentation of performance,
featuring a text written by Kelley and McCarthy that is examined in this chapter in
more detail. Ralph Rugoff's catalogue essay for Paul McCarthy, the first large
survey of the artist’s work, critiques the work Hot Dog, which | will analyse in this
chapter.”® Rugoff focused on the role of body, consumerism and references to pop
culture in the work. Lisa Phillips has also written about McCarthy’s work and the
symbols of consumerism, pop cultural references and the role of the body in his

performances.'

Important to note here is Harriet Curtis’s research into the relation between High
Peformance magazine and McCarthy’s work, in which she provides a history of
performance in LA, recognising the importance of feminist performance practices

in Los Angeles.™® The exhibition catalogue for PeaRoeFoam, with essays by Linda

14 |bid., p. 17.

%7 See: Cruz, 1997; Philip Monk, Mike Kelley, Paul McCarthy, Mike Kelley and Paul
McCarthy : Collaborative Works (Ann Arbor, MI: University of Michigan with Power Plant
Contemporary Art Gallery at Harbourfront Centre, 2000).

%8 Ralph Rugoff, ‘Survey: Mr McCarthy’s Neighbourhood’, in Ralph Rugoff, Paul McCarthy
(London: Phaidon, 1996), pp. 30-87.

%% Lisa Phillips, ‘Introduction: Paul McCarthy's Theater of the Body’, in Lisa Phillips and Dan
Cameron (eds.), 2000, pp. 2-5.

130 See: Harriet Curtis, ‘Restaging Feminism in Los Angeles: Three Weeks in January (2012):
Three Weeks in May (1977)’, n.paradoxa: international feminist art journal, 34 (July 2014),
77-85; Harriet Curtis, ‘Performance Legacies in Print and Practice: High Performance
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Norden and Julien Bismuth, remains a comprehensive and detailed photographic
documentation and historical exploration of this installation. Norden writes about
the material qualities of Rhoades’ work and the shift from the abject to mass-
produced consumer products.”' | expand on the role of references to pop culture,
products, consumerism and mass production in relation to both McCarthy's and

Rhoades’ work.

In Chapter 4, 'The Prop Object’, | analyse the work of Tony Oursler, Mike Kelley
and Paul McCarthy. The works studied in this chapter include Oursler’s The Loner
(1980) and Grand Mal (1981); Paul McCarthy and Mike Kelley's Family
Tyranny/Cultural Soup (1987) and Mike Kelley's Day is Done (2005). In this chapter
my use of the term The Prop Object is proposed to refer to an object that enters
and draws upon components of the theatrical dimension. This dimension is made
up of sets and performance structures. The performance structures include scripts,
narratives and re-enactment. This leads to a constructed reality of the worlds that
are represented in The Prop Object. The sets in these works revolve around their
relationship to television, the screen and/or to the projected image, in order to
form a constructed reality. The theatrical dimension engages with the boundary
between performance and theatre. The performance structures have fractured
narrative elements in their scripts that are informed or based on the principles of
theatre. The Prop Object refers to a variety of DIY cardboard or wooden sets,
store-bought masks and an assortment of costumes. It also engages with re-
enactment, and part of this is the re-enactment of the representations of trauma, as
well as the psychological roots of repetition in trauma. The theatricalisation of
trauma is something with which The Prop Object contends. The Prop Object in this
chapter engages in different ways with trauma and psychosexual development. |

address issues of trauma, repression and how this emerges in the work of

Magazine, 1978-1983', Platform, 8.1 (Spring 2014), 29-43; Harriet Curtis, ‘From Painting to
Performance: Figuring the Abject in Los Angeles Art’, (review of 'L.A. RAW: Abject
Expressionism in Los Angeles 1945-1980’, Art History, 35:1 (2013), 224-226.

31 Linda Norden, in PeaRoeFoam [exh. cat.] (New York: David Zwirner Books, 2016), pp. 4-
12.
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McCarthy, Kelley and Oursler. The re-enactment of trauma and its relationship to
television informs the way the object is externalised in this chapter. The work in this
chapter is analysed through theories of trauma, hysteria, theatre, the invisibility of

Whiteness and an exploration of the impact of television and theatre sets.

The originality of my enterprise in this chapter consists in part of these analyses of
Oursler’'s, McCarthy's and Kelley’s work and the importance of the role of trauma
and re-enactment in their work, alongside a reading of these works through the
lens of the invisibility of Whiteness. The analysis in this chapter is supported by in-
person interviews with Stacy Wolf, Professor of Theater at Princeton University, in
December 2013 and October 2014.™2 In addition to this, an in-person interview
with John C. Welchman in December 2013 supported my research into Oursler's

153 | interviewed curator Claire van Els at the

work and his use of sets and staging.
Stedelijk Museum in person in March 2013 when | visited the retrospective Mike
Kelley exhibition there.”* Screenings and viewings of McCarthy, Kelley and
Oursler’s videos at EAI (Electronic Arts Intermix) and Tate Modern also supported

my research. '

In Mike Kelley and Paul McCarthy: Collaborative Works, the two artists review the
many collaborative video installations or artworks that they have made together.'®
They also discuss the architecture of the installations, the audience participation,
the relationship of video to screen to exhibition space, and this was helpful in my
understanding of the scope of their collaborations.”™” Important to note here is Dan

Cameron'’s writing about repetition, patterns, masks and props in McCarthy's

32 Interview, Stacy Wolf, in person, Princeton, December 2013 and October 2014.

153 Interview, Welchman.

>% Interview, Claire van Els, in person, Amsterdam, March 2013.

1% See: Tate Modern, 'From my Institution to Yours: a Video Tribute to Mike Kelley’, 31
August — 1 Sept 2012; Tate Modern, Tony Oursler, ‘The Influence Machine’, Feb 2013;
Videos by Kelley, McCarthy and Oursler are available at Electronic Arts Intermix, New York.
136 Monk, 2000. This book also covers the impact of artists such as Bruce Nauman, Vito
Acconci and Allan Kaprow on Kelley and McCarthy.

%7 |bid.



59

work.™® In this chapter | write about Kelley’s Day is Done. The extensive catalogue
accompanying its exhibition was a helpful source because of its many images of
the performances and the full scope of the videos that constitute Day is Done."’
The conference and panel discussion, ‘Looking Forward’, at PST MOMA, New York,
in December 2013, was helpful in informing me about the relationship of Kelley’s
work to theatre.'® Wolf's research considered the role of amateur theatre
productions in relation to Kelley’s work. "' | expand on this in order to examine the
intersection of trauma, re-enactment and theatre in the work analysed in this

chapter.

| analyse the work of Tony Oursler in this chapter, and the writing of Simona Lodl
and Elizabeth Janus were key to my understanding of the scope of Oursler’s
practice and the specific works analysed in this chapter. Lodi’s description of the
role of mass media and technology in Oursler's work was helpful to my conception

of the impact of televisual structures in the work analysed in this chapter. '*

Lodi writes that:

[...] the individual is not considered a primary element, identifiable and
comprehensible in isolation, outside the system of relations that exist
between human, social and technological and mass media elements. Human
events are considered in the same way as natural events, observable from the
outside in such a way as to leave out subjective and individual perspectives.

The individual is thus the casual point of intersection of the social and mass

158 Dan Cameron, ‘The Mirror Stage’, in Phillips and Cameron (eds.), 2000, pp. 57-63.

%7 Mike Kelley, John C. Welchman, Mike Kelley’s Day is Done (New Haven, CT: Yale
University Press, 2007).

10 Mike Kelley, ‘Looking Forward’, December 15, 2013, Ps1 MOMA, New York, December
2013, Panel with lectures by Elisabeth Sussman (The Whitney Museum of American Art),
Stacy Wolf (Princeton University), and John C. Welchman (University of California, San
Diego; chair Mike Kelley Foundation for the Arts). Artists Rachel Harrison, William Pope. L,
and Joe Scanlan; Interview, Wolf.

%7 Interview, Wolf; Stacy Wolf, ‘Mike Kelley's Day is Done and Community Musical Theatre’
at Mike Kelley, 'Looking Forward’, December 15, 2013, Ps1 MOMA, New York, December
2013.

162 Tony Oursler and Simoni Lodi, Tony Oursler (Milan: Edizioni Charta, 1998), pp. 11- 14.
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media structures that pass through him. Therefore, the works of Tony Oursler
analyse how the image of the real world is spread through the media: this
process presupposes the existence of a structure in which the logical relation

between elements precedes it definition, as form precedes content.'®?

Robert Blackson’s writing about the terminology associated with re-enactment was
helpful to me in my definition and exploration of the re-enactment of trauma in this

144 ] found these articulations of terminology helpful in framing the often

chapter.
nebulous boundary between re-enactment, reconstruction and restaging in this
chapter. The writing of Amelia Jones, Sven Luttiken, Rebecca Schneider and John
Minkowski has been influential on my research into performance, theatre and re-
enactments, including notions of time, historicity and duration.'®® Milena Tomic
writes about re-enactment in both Kelley's and McCarthy's work.'®® | expand on her
articulation of re-enactment as: ‘[...] not a layering of images pilfered from
disparate ideological systems but a re-inhabiting of embodied scenarios, a literal
re-entry into events in all their lived texture [...]", by considering the re-enactment
of trauma in the works in this chapter and the ways that props, sets and theatre can
impact on this type of re-enactment.”’ Interpretations of the role of psychoanalysis

in McCarthy’s work do not explore the specific connection of the re-enactment of

trauma that is key to this chapter.’® | deepen this analysis by looking at the role of

162 |bid., p. 11.

144 Robert Blackson, ‘Once More . . . With Feeling: Reenactment in Contemporary Art and
Culture’, Art Journal 66:1 (Spring 2007), 28-40.

16> See: Amelia Jones, ‘The Artist is Present: Artistic Reenactments and the Impossibility of
Presence’, TDR: The Drama Review, 55.1 (Spring 2011), 16-45 (p. 16); Sven Liitticken,
‘Performance Art After TV', New Left Review, 80 (March-April 2013); Rebecca Schneider,
Performing Remains: Art and War in Time of Theatrical Re-enactment (London: Routledge,
2011); John Minkowski, ‘The Videotapes of Tony Oursler’, Spheres d’influence (Paris:
Centre Georges Pompidou, 1985)

*Milena Tomic, ‘Fidelity to Failure: Re-enactment and Identification in the Work of Mike
Kelley and Paul McCarthy’, Oxford Art Journal, 36.3 (2013), 437-56.

%7 |bid.

%8 For analysis of trauma in McCarthy's work see: Kristine Stiles, ‘Interview: Kristine Stiles in
Conversation with Paul McCarthy’, in Rugoff (ed.), 1996, pp. 8-29 (pp. 20-22); Amelia Jones,
‘Paul McCarthy's Inside Out Body and the Desublimation of Masculinity’; in Cameron and
Phillips (eds.), 2000, pp.125-133, and Anna-Lena Werner, ‘Architecture as Frame for
Trauma: Video Installations by Paul McCarthy’, Performance Research, 16:1 (2011), 153-163.
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trauma and performance in this chapter, in particular by building on ideas of
theatricalisation and memory suggested by Jean Charcot and Sigmund Freud.'®’
In the catalogue to the exhibition "“Tony Oursler’, Janus observes that the artist’s
use of immersive and sculptural space as critical to the formation of his video
installations."’® Janus also writes about the narratives in Oursler's work and the
creation of environments in his installations, referring to the kind of staging that
occurs. | expand on this in order to examine the system of sets and narratives that

coalesce in the works that | focus on in this chapter.'

In Chapter 5, ‘The Suburban Object’, | analyse the work of Mike Kelley, Paul
McCarthy, Tony Oursler and Jason Rhoades. The works studied in this chapter
include Tony Oursler's Phobic/White Trash (1993), Jason Rhoades’ Cherry Makita
Garage Renovation New York (CHERRY Makita) (1993) and Mike Kelley and Paul
McCarthy’'s Heidi (1992). My use of the term The Suburban Object in this chapter
refers to the way in which the works are products of their association with the
suburban, or critiques of the suburban, and to differing extents use the device of
fractured narratives in order to form an auto-critique of Whiteness. In Chapter 4 |
expand on the invisibility of Whiteness and in Chapter 5 | discuss its visibility and
how the artists under discussion form an auto-critique of Whiteness. The work in
this chapter is analysed through the lens of the concept of Whiteness in the
discourse of Critical Race Studies. The Suburban Object also addresses the social
and cultural role of the American suburb and the formation of suburbs throughout
the greater Los Angeles area. | address the role of the suburbs and its socio-
political implications in the work of Kelley, Oursler, McCarthy and Rhoades. My

analysis was informed by an in-depth study of the politics of the suburbs.

%7 See: Sigmund Freud and Josef Breuer, Studies in Hysteria, trans. Nicola Luckhurst
(London: Penguin Classics, 2004); Georges Didi- Huberman, Invention of Hysteria: Charcot
and the Photographic Iconography of the Salpétriére (Cambridge, MA : MIT Press, 2003);
Janet Beizer, Ventroloquized Bodies: Narratives in Hysteria in Nineteenth-Century France
(Ithaca, NY: Cornell University Press, 1994).

170 janus, 2002, p. 38.

71 Elizabeth Janus and Gloria Moure, eds., Tony Oursler (Barcelona: Ediciones Poligrafa,
2001).
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This chapter was informed by my telephone interview with the curator of ‘Helter
Skelter: LA Art in the 1990s’, Paul Schimmel, in March 2013."7% This chapter was
also informed by my in-person interview with the curator of ‘Jason Rhoades, Four
Roads’, Ingrid Schaffner, in January 2014.'73 In individual interviews with Schimmel
and Schaffner we discussed how the auto-critique of Whiteness can be a lens
through which these works can be analysed, and how this particular analysis or
critique has not been applied to this work to date. My research for this chapter was
supported by a Wertheim Study residency at the New York Public Library in 2014. |
also viewed archival material and installations by Rhoades at the Brant Foundation

Art Study Center in Greenwich, Connecticut in 2018.

In this chapter | offer an examination of the socio-economic issues in the Los
Angeles area during the period of the 1990s, including an analysis of the exhibition
‘Helter Skelter: L.A. Art in the 1990s". The Suburban Object is externalised by the
sense of anxiety and dispossession which existed in parallel with the formation of
Los Angeles’ suburbs.”* The originality of my enterprise in this chapter consists in
part of an analysis of the work of McCarthy, Kelley, Oursler and Rhoades in relation
to the way an auto-critique of Whiteness is used as a tool by these artists. By way of
Critical Race Studies and critiques of Whiteness it becomes possible to argue for

the work as a form of auto-critique.

| build on Maurice Berger’s writing about Whiteness and the ways in which it is

made evident in the work of McCarthy and Kelley in order to analyse how the

72 Interview, Schimmel.

173 Interview, Schaffner.

174 Ralph Rugoff's 1997 exhibition ‘Scene of the Crime’ at LACMA considered West Coast
artists and conceptualism and included works by Kelley and McCarthy. This exhibition
differs from Schimmel’s ‘Helter Skelter: L.A. Art in the 1990s’, which is discussed in Chapter
5. It is however significant to note for its wider inquiry into Californian art, as is a
subsequent book by Rugoff with Wollen and Vidler that looked at object-led analysis with
forensics and conceptualism. See: Ralph Rugoff, Anthony Vidler and Peter Wollen, Scene of
the Crime (Cambridge, MA: MIT Press, 1997).
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works in this chapter help the artists to form and support their auto-critique of
Whiteness alongside their use of symbols and imagery.'”® Helpful to this line of
thinking was Joanna Drucker’s book Sweet Dreams: Contemporary Art and
Complicity, in which she explores Jason Rhoades’ work Cherry Makita. Drucker
refers to the symbols in the work, alongside his use of materials. '7° | expand on an
analysis of Rhoades’ symbols and materials in order to support the identification of

how an auto-critique of Whiteness is articulated in his work.

This chapter concludes with an exploration of identity, race and Whiteness,
drawing from the fields of Critical Race Studies and Feminist New Materialism. |
examine ideas by Arun Saldanha, Elizabeth Grosz, Rick Dolphin and Iris van der
Tuin, Rosi Braidotti, Michael Hardt and Antonio Negri, Paul Gilroy and Claudia

Rankine."’

A Note on Structure

This PhD is formed of five chapters. Aside from being the starting point for this
research, the sense of accumulation, oversaturation and intensity of the number of
objects involved in Trecartin’s and Rhoades’ work is what led me to think about the
role and impact of a process that | call Horror Vacui, which will be explored in

Chapter 1. Chapters 2-5 explore a type of object in the work of Mike Kelley, Paul

17> See: Maurice Berger, et al., White: Whiteness and Race in Contemporary Art (Baltimore,
MD: Centre for Art & Visual Culture, 2004).

176 Johanna Drucker, Sweet Dreams: Contemporary Art and Complicity (Chicago, IL:
University of Chicago Press, 2005), pp. 93-103.

77 Arun Saldanha,'Reontologising Race: the Machinic Geography of Phenotype’,
Environment and Planning D: Society and Space, 24:1 (2006), 9-24; Elizabeth Grosz, ‘A
Thousand Tiny Sexes: Feminism and Rhizomatics’, Topoi, 12:2 (1993), 167-179; Rick
Dolphijn and Iris van der Tuin, ‘A Thousand Tiny Intersections: Linguisticism, Feminism,
Racism and Deleuzian Becomings’, in Arun Saldanha and Jason Michael Adams, Deleuze
and Race (Edinburgh: Edinburgh University Press, 2013), pp. 129-43; Rosi Braidotti,
Nomadic Subjects: Embodiment and Sexual Difference in Contemporary Feminist Theory
(New York: Columbia University Press, 2011), p. 84; Paul Gilroy, After Empire: Melancholia
or Convivial Culture (London: Routledge, 2010), pp. 153-168; Michael Hardt and Antonio
Negri, Commonwealth (Cambridge, MA: Harvard University Press, 2011), pp. 37-38.
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McCarthy, Tony Oursler and Jason Rhoades. Ultimately | selected artworks that
make the most sense of the object-types | devised for any given chapter, in order
to best extrapolate The Craft, Gloopy, Prop and Suburban Objects, respectively. In
each chapter there is an exploration of the main artists’ work within the framework
of the type of object that the chapter focuses on. In each chapter other historical
exhibitions are also re-contextualised, and other histories are brought into
conversation again or analysed in a new light. The ambition of this research is to
offer an alternative art history and new critical readings of the works or the types of
objects within the frameworks | build in the chapters. The chapters often uncover
other histories by exploring certain concepts or ideas within this specific remit,
thereby offering a new contextualisation of the work of these selected artists. |
selected The Craft, Gloopy, Prop and Suburban Objects because it was these types
of objects that | saw permeating the artists’ work. Chapter 2, The Craft Object, is
the first of the object categories because | started my research journey with a trip
to the CalArts archives and this chapter uncovers a lineage of material histories.
One aspect of Chapter 3, The Gloopy Object, is a focus on performance histories
of the artists stemming from Chapter 2. This lays a foundation from which to
explore performance structures, that are part of Chapter 4, the Prop Object, and
allows me to write about the invisibility of Whiteness. | then extend this in Chapter
5 in writing about auto-critique and Whiteness, or the visible structures of
Whiteness, before | conclude the thesis and postulate ideas on the future

trajectories of installation as a genre.
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CHAPTER 1
Horror Vacui

Thing 1

Meccatuna

tangled, ceramic, wire, metal tubes, racks, mass, brightly coloured plexiglas, Lego,
neon tubing, light, panels, aluminium, black stone, fibreglass, ceramic donkey cart
souvenirs, camels , saddles, pearoefoam

Thing 2

My Madinah. In pursuit of my ermitage...

floor coverings, ceiling hangings, towels, lights, neon, donkey cart souvenirs, clutter,
striped towels, brightly coloured towels, excess, brightness, light, surrounded,
many, full

Thing 3

The Black Pussy . . . and the Pagan Idol Workshop

blankets, donkey carts, lights, neon, clutter, overwhelming, dreamcatchers, cloth,
textiles, rugs, glass, macramé, steel, stones, hats, felt, hookah pipes, ceramics, white
sult

Thing 4

Any Ever

tables, chairs, seating, screens, multiple screens, rapid, anxiety, high-pitched,
sofas, messy, internet, virtual, posthuman, voices, hyper-real, hyper-speed, hyper-
material

Introduction

In Latin, the term horror vacui means fear of emptiness, or fear of the void,
although it has varied cross-disciplinary meanings in physics, psychology and art
and design."’® Historically, the fear of the void was an Aristotelian theory arguing
against the concept of a vacuum occurring in nature, because to Aristotle the
cosmos was finite, with borders."? Horror vacui was, as a result, linked to the

notion that nature abhorred a vacuum. This led to the thinking that empty spaces

78 Mads Soegaard, ‘Horror Vacui’, Interaction Design Foundation, available at:
<https://www.interaction-design.org/literature/article/horror-vacui-the-fear-of-emptiness>
[accessed 12 June 2018].

7% John Thorp, ‘Aristotle's Horror Vacui’, Canadian Journal of Philosophy, 20:2 (1990), 149-
166.



66

fill up naturally. Various experiments in cosmology and physics formally ended this
line of thinking, proving that a vacuum could be created in nature.'® However, the
concepts of filling the void and the fear of empty spaces continued in art and

design theory.

When | refer to Horror Vacui in this chapter, | am referring to it as a process that
has a particular function, which | will go on to define, that forges new experiential
and participatory forms of engagement between the viewer and the installation.
The works studied in this chapter include Meccatuna (2003) (Fig. 1.1-1.4, pp. 71-
73), My Madinah. In Pursuit of my Ermitage..." (2004) (Fig. 1.5-1.9, pp. 76-77); The
Black Pussy . . . and the Pagan Idol Workshop (2005) (Fig. 1.9-1.11, pp. 80-82) by
Rhoades, and Any Ever (2010) (Fig.1.12-1.16, pp. 85-88), by Trecartin. The sense of
accumulation, oversaturation and intensity of the number of objects involved in
Rhoades’ and Trecartin’s work is what led me to think about the role and impact of
a process that | call Horror Vacui. As | recounted in the introduction, viewing Any
Ever led me to consider the concept of Horror Vacui in relation to the sense of
overaccumulation and bombardment by images and objects in Trecartin’s video
installations. It is from this point that | then considered how | frame the concept of

Horror Vacui in relation to both Rhoades’ and Trecartin's installations.'®

| will also adapt the New Materialist concept of a ‘worlding’ that, in this chapter
and with these works, incorporates performances of gender and race alongside the
use of socio-linguistics. This chapter will begin by examining the connection
between Horror Vacui and forms of hoarding, collecting and accumulation. It will

then expand on the process and function of Horror Vacui by considering its

'8 Sylvia Berryman, ‘Horror Vacui in the Third Century BC: When Is a Theory Not a
Theory?’, in R. Sorabji (ed.), Aristotle and After (London: Institute of Classical Studies,
University of London, 1997), pp. 147-157.

81 About the role of accumulation in Rhoades’ work, Schaffner notes, in her essay ‘Systems,
The Creation Myth’: ‘Mostly, however, information just accumulates — accumulation being
fundamental to Rhoades’ art — as scattered fragments and fuel to bumn’. (Schaffner et al.,
2014, p. 56), and accumulation is noted throughout Eva Meyer-Hermann’s Jason Rhoades:
Collector’s Choice Vol. 9 (Meyer-Hermann, 2009).
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relationship to the New Materialist concept of a worlding as a way to understand

how gender and race, as well as socio-linguistics, function in the works.

Hoarding, Collecting, Accumulation

Horror vacui is frequently written about in relation to design as an opposing force
to minimalistic designs. It also refers to the desire to fill empty spaces with
information or objects. For design historians such as Paula Baxter, Dimitri
Mortelmans and Mario Praz, horror vacui is an approach involving leaving no blank
spaces, thereby filling a space completely. Horror vacui thus indicates the desire or
urge to fill an empty space with details, objects and things.'® The theoretical, as
well as the social and psychological, basis for horror vacui is the starting point for
the analysis of the sense of accumulation, oversaturation and intensity of objects in

the works discussed in this chapter.

This historical basis of horror vacui has connections to notions of hoarding.'® The
sense of hoarding can be aligned with a sense of accumulation and oversaturation
of objects, which is something the works in this chapter engage with.'® Victorian
interior design changed the way people related to the objects surrounding them.
This, then, altered their relationships with accumulation. Curated collections of

objects were a part of the Victorian domestic interior, and this was an assertion of

'82See: Dimitri Mortelmans, ‘Visualizing Emptiness’, Visual Anthropology, 18 (2005), 19-45;
Paula Baxter, ‘Thirty Years of Growth in the Literature of Interior Design’, Journal of Design
History 4: 4 (1991), 241-250.

Mario Praz, An lllustrated History of Interior Decoration from Pompeii to Art Nouveau,
(London: Thames and Hudson,1964).

183 See: Barry Yourgrau, Mess: One Man'’s Struggle to Clean up his House and his Act (New
York, NY: W. W. Norton, 2015); John O’Connor ‘To Hold on or to Let go? Loss and
Substitution in the Process of Hoarding’, European Journal of Psychotherapy & Counselling,
16:2 (2014), 101-113.

'8 | will begin with Victorian interior design rather than considering earlier collecting
practices because the sense of home, space, a connection to objects, collecting and
interior design is a focus of the writing by design historians cited in this chapter. This
context is aligned with the way | analyse the work of Rhoades and Trecartin and their use of
interiors in their work in this chapter.
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taste and class and evidence of disposable income, and formed indicators of one's
identity.'®> Shelves, walls, floor space and tables were always full with objects and
things, thereby forming layers within the home.'® For hoarders and, similarly,
Victorian interior design ideals, the accumulation of things and objects can offer
the ability to create a world constructed in a specific space.’® This world formation,
or construction of an altered reality, will be explored in this chapter in the section
titled Worlding. The functional and dysfunctional way in which people relate to
objects, and the irrationality of forms of hoarding and collecting in relation to
accumulation and our relationship to objects, is central to the process of Horror

Vacui in this chapter and will continue to be explored.

Hoarding can be a response to a basic desire or need to acquire things and
surround oneself in one’s home or personal space with things for various
psychological reasons, forming a protective membrane from the external world in
the home. The nature of Victorian interior design, as noted in a lecture by
anthropologist Fabio Gygi, influenced my conception of the ways that Rhoades
and Trecartin utilised interior design in their installations by working with store-
bought furniture and objects. Considering these aspects of Victorian interior design
will help me to contextualise how people relate to and deal with the consequences
of their possessions. | will relate this to Rhoades’ and Trecartin's installations as this

chapter progresses.

In 2013, hoarding was officially included a psychiatric disorder in the Diagnostic
and Statistical Manual of Mental Disorders (DSM-V), which is a standard and widely
used manual for and by specialists in mental health in order to classify and better

diagnose disorders. Hoarding was included as an independent disorder within the

185 |bid.

18 Fabio Gygi, Lecture, for 'V&A/RCA History of Design research seminars’ at V&A
Museum, 20 November 2014.

7 Thomas Richards, The Commodity Culture of Victorian England: Advertising and
Spectacle, 1851-1914 (Stanford, CA: Stanford University Press, 1990).
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wider category of obsessive-compulsive disorders.'®® This inclusion thereby
engendered discussions of the politics surrounding mental health disorders, and
how they are viewed by the public. ®” The terms and classifications employed in
mental health have political ramifications. Being classified in the DSM-V can, for
example, protect people from being evicted from their homes, a public policy

consideration also noted by Gygi.'”

Amongst the work of writers and scholars who have written about collecting | am
drawn to how sociologist and philosopher Jean Baudrillard’s System of Objects
remains prophetic and prescient, even fifty years after its original publication. In
one of the chapters in the book, Baudrillard writes about what it means to collect,
observing what it means to possess an object.'”" | argue that he writes of different
‘worldings’ as well. For example, he argues that a certain object refers to a certain
world and that a sense of possession comes from a subject relating to the object
outside of the original intention of the object. According to Baudrillard, when one
owns an object there is an abstraction from function that takes place. Moreover,
the primary relationship is to the subject. These types of objects make up a system
of objects, as Baudrillard termed it, and in this system the subject constructs a
world in which the object can relate to it differently from other contexts.

Baudrillard writes:

Every object thus has two functions — to be put to use and to
be possessed. The first involves the field of the world’s
practical totalization by the subject, the second an abstract
totalization of the subject undertaken by the subject himself
outside the world. These two functions stand in inverse ratio to
each other. At one extreme, the strictly practical object
acquires a social status: this is the case with the machine. At
the opposite extreme, the pure object, devoid of any function

"% Diagnostic and Statistical Manual of Mental Disorders of the American Psychiatric
Association-5th ed. (DSM-5) (Washington, DC: American Psychiatric Association, 2013).

% Gygi, 2014.

%0 |bid.

191 Significant to note is Zoe Mendelson’s research project ‘This Mess is a Place’ (2014),
about hoarding, forms of collecting, human relationships to objects and accumulation. See:
<https://thismessisaplace.co.uk/Research> [accessed 07 Jan. 2015].
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or completely abstracted from its use, takes on a strictly
subjective status: it becomes part of a collection.'”

He theorises that objects are mirrors and they reflect unreal, or less than real,
images back to the viewer, arguing that the affective emotional investment in
objects is potent because this type of investment is not always possible in human
relationships. The commodification of the object and its social and cultural forces
are part of the process of Horror Vacui that is constituted in the works discussed in
this chapter. Baudrillard would argue that this stems from the fact that the object is
owned and possessed by the subject. This lets the subject see a reflection of
themselves in the object, thereby forming a singularity. Intersubjective relations
with objects and the integration of object and person can lead to the formation of
a 'total environment’ and to the ‘totalization of images of the self that is the basis
of the miracle of collecting’.’” Collecting then becomes an extension of the self.
Objects with exchange value that also take part in a form of ritual, display or
collection can refer to the outside external social world, and this in turn also relates
to human relationships. For Baudrillard, collections of objects cannot let go of their
internal system, regardless of the external factors. Instead they reflect a tension
between internal and external factors. The starting point of the discourse is always
the self, extending out when the objects can engage with an external discourse.
Baudrillard argues, however, that it is still primarily a discourse of the self.
Baudrillard argues that the absent object in the collection is often what prompts a
social discourse. He asks, ‘Can man ever use objects to set up a language that is
more than a discourse addressed to himself?"'"* Baudrillard is ultimately sceptical of
collecting, arguing or proposing that the collector can never go beyond a
discourse formed of delusion or over-abstraction of the objects. It is a regressive
and limited state, and Baudrillard ultimately ends his chapter on collecting by

saying there is something inhuman about collectors and something tenuous about

192 Baudrillard, 1996, p. 90.
9 |bid., p. 91.
% |bid., p. 105.



71

the repetitive nature of collecting. The variations in the way people collect, gather,
hoard and therefore relate to their objects is central to the process of Horror Vacui,

as will be explored in the works in this chapter.

[REDACTED]

Figure 1.1: Jason Rhoades, Meccatuna, 2003.
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[REDACTED]

Figure 1.2 and 1.3: Jason Rhoades, Meccatuna, 2003, detail.



73

[REDACTED]

Figure 1.4: Jason Rhoades, Meccatuna, 2003, detail alternate view.
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Horror Vacui, Rhoades

The first group of works this chapter studies is a trilogy of installations by Jason
Rhoades. Meccatuna (2003) is the first in this trilogy of installations that
subsequently included My Madinah: in pursuit of my ermitage...(2004), and The
Black Pussy . . . and the Pagan Idol Workshop (2005). Rhoades referred to this

series as ‘The Pussy Trilogy’.'”

For Meccatuna, Rhoades wanted to take a live tuna on a pilgrimage to Mecca as a
ritual, and this idea could only be realised as a case of tuna cans being sent on the
trip. As someone who does not follow or practise Islam, he was not able to take the
trip to Mecca himself so he enlisted someone who was able to go who could
photograph the cans of tuna as they travelled to Mecca, as documentary evidence.
This process became a starting point for the installation, which was an assemblage
and collection of manufactured objects. The Meccatuna installation was a Plexiglas
one-third scale model of the Kaaba, built from Lego. It was constructed
incompletely with Lego fragments so that it could be added to and assembled
during the show. This active performative reconstruction of the installation is also a
part of Rhoades” Sutter’s Mill, which | will write about in Chapter 2, The Craft
Object. The installation also had a collection of multi-coloured neon tubing tied to
Plexiglas panels that displayed synonyms for female genitalia. The light was cast
from the Plexiglas panels onto an aluminium object set into a bottom corner of the
Plexiglas cube. This object was meant to resemble the Black Stone of Mecca. The
installation also included a series of life-size fibreglass casts of donkeys, groupings
of camel saddles, aluminium shelves, wires and a series of objects made with
PeaRoeFoam, a mixture of peas, fish eggs, and foam beads which Rhoades used in
various installations and which will be studied in Chapter 3, The Gloopy Object. On
the many wires and electronics that are a part of this installation, there is a gold
and black Meccatuna-branded, metal safety tested approval plaque. In Meccatuna,

the series of objects, including lights, neon, ceramics and performative gestures,

195 Schaffner et al., 2014.
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began to accumulate. Significant to note here is the use of cultural and religious
signifiers that do not characterise Rhoades’ background. In this trilogy of
installations there is a merging of religious narratives and constant references to
female genitalia. As a heterosexual man, who does not follow or practise the
religion of Islam, his approach of adapting religion and gendered terminology is
open to critique. There is a lack of critical appraisal of Rhoades’ work in general,
and there is a particular absence of perspectives from writers or critics of colour
who might be able to offer another lens on how this work can be considered as a

statement on race, religion and gender.

In Meccatuna, the forms of collecting of objects of social and cultural importance,
and the commodification of objects, including their branding, offered Rhoades a
way of trying to explore the role of religion in the context of the aftermath of the
9/11 attacks in America. | do not wish to comment on the quality or impact of the
socio-cultural pertinence, or lack thereof, in this installation; however, | do think
there is a way to offer a critical lens on the wider issues explored in this installation
when placed in the framework of Horror Vacui, the hoarding, collecting and
accumulation described in the previous section of this chapter. By exploring socio-
linguistics and the way in which worldings incorporate race and gender | aim to
offer further critical examination of this trilogy of installations by Rhoades. This will

be explored as the chapter progresses.
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[REDACTED]

[REDACTED]

Figure 1.5: Jason Rhoades, My Madinah. In pursuit of my ermitge..., 2004.

Figure 1.6: Jason Rhoades, My Madinah. In pursuit of my ermitge..., 2004, detail.
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[REDACTED]

[REDACTED]

Figure 1.7 and 1.8: Jason Rhoades, My Madinah. In pursuit of my ermitge..., 2004, detail.
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The installation My Madinah. In pursuit of my ermitage... was formed of 1,724
neon coloured lights (1724 being a reference to the year Immanuel Kant was
born).'”® For Rhoades, the reference to Kant was an allusion to the word C*unt, in
relation to his interest in collecting synonyms for female genitalia.” The neon signs
also depicted synonyms for female genitalia, and they were hung from the ceiling
throughout the exhibition space while the floor was covered in an assortment of
striped and solid-coloured towels in blue, yellow, green, white and black. Also
located in the space were wooden camel saddle stools and small ceramic donkey
figurines, scattered throughout. Some of the figurines were used as incense
burners. Rhoades sourced ceramic donkey cart figurines (that could be used as
planters), which had been produced in occupied Japan, online. Goods exported to
the United States from 1947-1952 were stamped with this indication. After sourcing
these objects, Rhoades then had replicas produced at a factory in Mexico for his
installations.'”® The role of production, consumption and made goods, or consumer
goods, is a theme in his work. The concept for this installation, according to
Rhoades, was a reconstruction of a mosque. My Madinah. In pursuit of my
ermitage... was intended to be a sacred place, or, as Rhoades referred to it, a

‘Pussy Mosque’."”” About this use of words he comments:

[I was] linguistically harvesting these things. They have to be
proven somehow. That's just a very simple relationship
between - it's a strange thing, what euphemism, analogies,
second word for something. Like in this cockney rhyming one -
Sigourney Weaver = beaver. | like the way it interacts with us
socially and sexually and intimately and yet kind of worldly. It
places us in the world and it places us with language where
we're situated.?®

19 Schaffner et al., 2014.

97 |bid.

% |bid., p. 82.

%9 |bid.

20 Jason Rhoades and Michele Robecchi, ‘Interview: Michele Robecchi and Jason Rhoades’,
Contemporary, 81 (2006), 42-45.
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With My Madinah. In pursuit of my ermitage..., Rhoades again works with
narratives informed by Islamic rituals and architecture or religious sites, and
consistently incorporates references to female genitalia. He also continues to work
with branded and manufactured objects and goods. The utilisation of words and

the sense of 'harvesting’ words will be explored as this chapter progresses.

The final installation in the three-part series is Rhoades’ The Black Pussy . . . and
the Pagan Idol Workshop, which was a series of ten events and eventually took the
form of an installation. The events were referred to as the Black Pussy Soirée
Cabaret Macramé, and were held over the course of six months in Rhoades’ Los
Angeles studio at the beginning of 2006. The Black Pussy also refers to the venue
that hosted events, the actual events themselves and the installation. The
participants were meant to add to the installation by contributing a new word for
his expanding archive of terms for female genitalia. Photographs of the events,
which served as documentation, were incorporated into the installation and then
later used to form images for a coffee-table book, extending the concept of
commodification. Sounds recorded from the events formed a soundtrack that was
also incorporated into the work itself. The events, or soirées, were intended to be
part of the making of the work.*" The installation comprised almost 200 neon signs
displaying synonyms for female genitalia. The objects that make up this installation
are balanced between mass-produced post-industrial consumer culture and the
crafted or hand-made: the authentic and the fake. Hundreds of objects arranged
on metal storage racks make up the installation, including rugs, hats, lights,
Egyptian hookah pipes rugs, small glass or ceramic sculptures, dream catchers and

macramé wall hangings.??

202 \West and Israel, 2008.



[REDACTED]

[REDACTED]

Figure 1.9: Jason Rhoades, The Black Pussy...and the Pagan Idol Workshop, 2005, detail.
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[REDACTED]

Figure 1.10: Jason Rhoades, The Black Pussy...and the Pagan Idol Workshop, 2005.
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[REDACTED]

Figure 1.11: Jason Rhoades, The Black Pussy...and the Pagan Idol Workshop, 2005, detail

of event.
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The density and intensity of materials found in The Black Pussy . . . and the Pagan
Idol Workshop and the audio soundtrack created a multiple, fractured narrative.
This multi-layered and fractured narrative is also evident in Trecartin’s work;
however, he enacts this via his use of audio and video elements. During the events
that made up the installation, Rhoades performed in a white suit. The suit was later

placed in the middle of the installation, soon after his death.

The use of the term ‘The Black Pussy’ in this particular series is intentionally vulgar,
as writer Kevin West argues. West says that the term oscillates between power and
vulnerability. The power of this phrase, according to West and Rhoades, connotes

Black Power movements and the violence or vulnerability that comes from the

fetishisation and eroticisation of Black women.?%3

In my opinion, and in my viewing of the work, as well as my viewing of the trilogy of
installations, this use of religion (ie. religious fetishes) and the terminology of, and
allusion to, female genitalia, specifically in relation to Black women, reads as
extremely facile. Critiques of the work have been written primarily by men, and the
catalogue essays in any official gallery-sanctioned texts are devoid of feminist
critique. | understand from interviews and in-depth reading of certain texts that it
could have been Rhoades’ intention to explore notions of masculine
heterosexuality, via socio-linguistics or the hoarding and collecting of words.
Rhoades was interested in theories about historical narratives concerning pagan
idols at the site of Kaaba.?®® This became the basis for the title of the installation.
Things being made, and destroyed, such iconoclasm, the roots of religion and
commerce and the selling of objects at religious sites was of interest to Rhoades.*
In the Black Pussy Soirée Cabaret Macramé he began by asking participants to add

a word to this growing archive of terms for female genitalia. Rhoades gathered

23 |bid.
24 See: Lucas Zwirner and Dylan Kenney, ‘Jason Rhoades Oral History Project’, 2014.
205 West and Israel, 2008, pp. 12-14.
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data and created a website, Pussy.is, that, when live, hosted the archive of the

words.2%

All three installations in the Pussy trilogy have homemade objects, bought objects
and mass-produced objects. Some were handcrafted and locally sourced, others
were produced at factories and some were referred to by Rhoades as ‘hand-made
readymade’.?” During the making of My Madinah: in pursuit of my ermitage...,
Rhoades used hot glue with a contraption that would mimic ejaculation. During the
events, Rhoades would use this contraption to excrete wax into the donkey carts,
turning them into scented candles, which were then given as souvenirs of the
events. Rhoades created an assembly line of making, with participants making their
own candles, and he also incorporated this technique into producing something

edible, using frozen yoghurt in the donkey carts for participants.

Macramé was a crucial element of this series. The title of the events was Black
Pussy Macramé Cabaret, and was influenced by the suburban, community-based
craft activity of macramé. The participants would be asked to enter the space
where the event was held, and they would bind fibre used in macramé-crafted
pieces displayed in the installation. This was literally a binding experience for the

participants.?®®

The Black Pussy and the three installations as a whole incorporated
performance, stages, craft and making, and was participatory, in the ways just

described.

206 |bid.
27 |bid., p.12.
208 |bid., p. 12.
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[REDACTED]

Figure 1.12: Ryan Trecartin, Any Ever, 2010.

Horror Vacui, Trecartin

Ryan Trecartin’s installation Any Ever also included the basis for participation. Any
Ever is a large-scale video installation that was curated by Helena Reckitt and Jon
Davies, first exhibited at The Power Plant in Toronto in 2010. It was then adapted
for a subsequent exhibition at MOCA Los Angeles, and a different iteration was
exhibited at MOCA Miami and MoMA PS1. Made during the period of the 2008
financial crash, Any Ever is an installation formed of two parts and focuses on a
series of seven non-sequential videos. The first part of Any Ever is called Trill-ogy
Comp (2009), and includes three videos; the second part is called Re'Search Wait'S
(2009-10), and includes four videos. The videos have patterns of recurring
characters. The plots focus on overarching transnational corporate powers and
narratives of digitisation in an increasingly corporatised and overstimulated world.
The audio from the cast of characters or performers is noticeably sped up or
accelerated. The recurring and revolving cast in the videos features Trecartin

performing in costumes.
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[REDACTED]

Figure 1.13: Ryan Trecartin, Any Ever, 2010.
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[REDACTED]

Figure 1.14: Ryan Trecartin, Any Ever, 2010, detail.
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[REDACTED]

Figure 1.15 and 1.16: Ryan Trecartin, Any Ever, 2010.
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The title, Any Ever, is a portmanteau of the words ‘anyway’ and ‘forever’ and this is
evocative of the repetition or looped patterns in the video.?”” Many of the scenes
or dialogues are filmed in domestic interiors, where characters converse with each
other while maintaining a frontal direction towards the camera.?’® Corporate and
individual branding and consumerism is central to the scripts in Any Ever, which
also alludes to speculative futures. Excerpts from the script include, ‘I love learning
about myself through other people’s products’; ‘I've been a CEO since birth’;
‘Well, | live in a right to whatever reality. Just meditate on the idea of water’; ‘I

totally cry real tears, | just haven’t designed them yet' 2"

The videos are projected in rooms with ambient music, with seating consisting
primarily of lkea furniture. Objects such as sofas, cabinets, bags, blankets and
drawers seen in the video or in the sets constructed for the video are placed on the
carpeted or rug-covered floors of the installation. There is a sense of participatory
viewership in Trecartin’s exhibitions, which is in part mediated by the incorporation

of domestic interior design in the installation.?'? The objects in the videos are store-

bought, and the emphasis of the furniture in the installation is not on the hand-
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made object. This is seen in the use of objects and interior design in which the
objects are externalised into the gallery space. Furniture from lkea and objects
from Home Depot create a type of domestic interior design aesthetic similar to that
used by Rhoades in several installations, in particular The Creation Myth, as | will

discuss in Chapter 2, The Craft Object.

Lisa Akervall has written about the concept of the interiors in Trecartin’s
installations being based on the domesticity of home interiors and configurations
of living rooms featuring mass-market furniture such as IKEA pieces.?” In Any Ever,
the interior gallery spaces are referred to as ‘sculptural theatres’ for viewers to sit in
while experiencing the video.?'* About the term ‘sculptural theatres’, Akervall
writes, ‘At first this term invites associations with sculptures and (movie) theatres;
however,[...] the U- and L-shaped seating arrangements featured benches, pillows
and a centrally mounted screen that recalled the classic family living rooms of the
post-World War Il American suburban middle class’.?"® This interior design aesthetic
is meant to evoke a sense of home or of personal space, but it is purposely sterile,
staged and industrial, achieving a more formal feeling. Akervall writes, ‘Trecartin
and Fitch use the same furniture in their sculptural theatres as appears in their
videos. As a result, the fictional space of the videos extends into the exhibition
space and, conversely, the exhibition space is integrated into the videos’ fictional
space’.”® Similarly, Kevin McGarry, in the essay ‘Worlds Apart’, in Any Ever, the
catalogue for the exhibition, refers to Trecartin’s installations as ‘sculptural
theatres’, commenting that they are ‘[...] environments that resonate with and
amplify themes significant to each movie. They actualise the virtual space of the
work in the physical space of the gallery’. ?' This is a way to think about how Any
Ever creates a relationship with the objects in the video and with the objects that

are externalised from the video into the physical space of the gallery. The objects

213 Akervall, 2016, 35-51.

24 |bid., p. 36

215 |bid.

216 Akervall, 2016, p. 48.

217 McGarry (ed.), 2011, p. 112.
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in the gallery space evoke staging and sets similar to those seen in the video, but

what is created is an artificial domestic interior.

Maeve Connolly writes about the cramped interior domestic spaces in Trecartin’s
installations and the sense of claustrophobia encountered by the viewer. Connolly
comments on how the characters in the videos gather and appear in the video's
domestic interior spaces and the impact this has on the viewer in the installation
when encountering or viewing the videos from physical versions of the video's
domestic interiors.?'® Similarly, Nicholas Ridout, writing about the viewer's or
audience’s experience, refers to Any Ever as ‘immersion as a theatrical
experience’.?"” Ridout comments that interiors allow the viewer to navigate
through Any Ever within a specific remit: they experience the installation as it is

mediated via the constructed domestic interior spaces.”*®

There is a sense of the constant in Trecartin’s work, resulting in the sense that it is
unrelenting, similar to the more analogue sense of unrelenting objects, references
and signifiers in Rhoades’ Pussy trilogy. The characters in the videos have
mistakenly been thought to be improvising; however, they have formal scripts
which are written and performed.?”" There is an accumulation and repetition of
identities and stories and narratives. In the videos, skin and hair are hyper-real, and
other ethnicities and subcultures are formed via Trecartin’s created landscape.?” |

will expand on this idea as this chapter progresses and particularly in the section

titled "Worldings'.

218 Connolly, 2014.

219 Ridout, 2019, p. 109.

20 |bid., pp. 106-109.

221 See: Lauren Cornell, ‘"Medium Living’, in McGarry (ed.), 2011, pp. 55-57.

222 With regard to the trajectory of Ryan Trecartin’s video work, | think it is significant to
note a historical lineage of the use of hyper-real skin and hair colouring in the video work of
Nancy Buchanan, Tom Rubnitz and Alex Bag.
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Akervall writes about Trecartin and identity, commenting that the performance of
self is a key aspect of his videos.?”® Similarly, Wes Hill writes that ‘Trecartin’s
scripted videos portray the self as fundamentally performed’.??* Akervall defines the
networked self as impacted by the use of screens, narratives, and the navigation of
multiple screen installations, as well as the reliance on digital altered sound and
video.?” In Any Ever, language, as well as the impact of reality television or social
media platforms on the presentation and performance of the self, as noted by
Ackervall, has also been observed by Brian Droitcour: ‘[...] characters sat in one
place and delivered monologues [...] the videos [...] use the frontal directness of
Skyping and vlogging, imagining the webcam'’s lens as a means by which selfhood
leaks into otherness and vice versa’. ?* About Any Ever Droitcour also comments:
[...] characters explore and transform their inner worlds by externalizing their
imaginations’. %’ Matthew Causey comments that Any Ever [...] replicate[s] the
digital and its constant state of connectivity and networked structures in order to
draw on its potential for radical models of identity, culture, and community
formation’.??® | will elaborate on the sense of community formation in the following
section. In doing so, Trecartin creates a space in the installation which enables a

participatory environment.

Worldings

The process of Horror Vacui involves viewers in becoming ontologically a part of
environments in the analogue and virtual realms of Rhoades’ and Trecartin’s work.
In suggesting this, | am influenced by the New Materialist framing of how a
worlding can be a way to think about different reality systems; and this is what |

think is being created in both Rhoades’ and Trecartin’s work. In order to define

223 Akervall, 2016.

224 Hill, 2018.

225 Akervall, 2016, p.36.
226 Droitcour, 2016.

227 |bid.

28 Causey, 2016, p. 433.
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how | am using the concept of a worlding, | will begin by exploring the ways that
this concept has been re-contextualised within a New Materialist framework. The
concept of a worlding is influenced by Heideggerian notions of the world and how
it is revealed by things.?”” Scholar Helen Palmer and choreographer Vicky Hunter

define a worlding as a place or environment that is

[...] an active, ontological process; it is not simply a result of our
existence in or passive encounter with particular environments,
circumstances events or places. Worlding is informed by our
turning of attention to a certain experience, place or encounter
and our active engagement with the materiality and context in
which events and interactions occur. It is above all an embodied
and enacted process — a way of being in the world-consisting of
an individual's whole-person act of attending to the world.*

Both Rhoades and Trecartin utilise socio-linguistics in their work. Tamara Trodd's
2014 lecture 'Ryan Trecartin's Abstract Realism’ focused on the use of language in
Trecartin’s videos, including Any Ever. In particular, Trodd discussed the impact of
reality television and American dialects used in the West Coast area on the tone,
cadence and accelerated voices of the characters in Trecartin’s videos. Stemming
from this, | am interested in building upon the idea of ‘upspeak’ and how it relates
to Trecartin’s videos.”®' In Trecartin’s Any Ever, the accelerated audio recording of
the actors performing in the videos, alongside Trecartin’s characters’ use of the
linguistic pattern of upspeak offers a specific use of language. Studies of this
linguistic pattern has connected it to aspects of pop culture, reality television
culture and American sorority culture, and it has been of interest to the fields of
both sociology and linguistics because it helps to establish communal speech

patterns.”? These social structures are evident in the worlds that Trecartin’s

229 Heidegger, 1971, pp. 163-184.

230 Palmer and Hunter, 2018.

231 Trodd, 2014.

22 For information on studies see: Robin Tolmach Lakoff and Mary Bucholtz, eds.,
Language and Woman's Place: Text and Commentaries, rev. and expanded edn. (Oxford;
New York: Oxford University Press, 2010); Yana Skorobogatov, ‘What's Up with Upspeak?’
Identities, University of California, Berkeley, 2015, available

at: <https://matrix.berkeley.edu/research/whats-upspeak > [accessed 06 March
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characters inhabit in Any Ever. Upspeak refers to the way the cadence of the voice
rises in pitch at the end of a sentence, with the final word in the sentence spoken
higher than the other words.?*® More recent studies of upspeak look at the way it
has merged with Californian dialects and their use in American reality television

programmes.”?*

Lauren Cornell, in ‘Medium Living’, writes about the scripts in Any Ever, noting the
acceleration of voices and the use of symbols and products.?> Cornell cites the use
of literary tropes such as prose or homophones in Trecartin’s scripts and videos.?*®
Similarly, Brian Droitcour suggests that scripts and the use of language are central
to Trecartin’s work, a point echoed in Akervall's writing in relation to the use of
accelerated speech and voice in the artist's work.?” Rhoades works with the
concept of harvesting words that form an excess. For Rhoades, the cultural and
social signification of the collected words for female genitalia are key to the trilogy
of installations, as is the performative act of harvesting them, or collecting them
from participants. The words produce an accumulation: the overwhelming number
of them helps to evoke the sense of hoarding and collecting and enables Rhoades
to create a worlding in his work. For Trecartin, his use of accelerated audio and

upspeak is key to his process of forming a worlding.

2018]; Miriam Meyerhoff, Introducing Sociolingustics, 3. edn. (New York: Routledge,
2018).

23 Skorobogatov, 2015.

24 See: Susan Murray, Laurie Oullette (eds.), Reality TV: Remaking Television Culture (New
York: New York University Press, 2009); Heejung Kim, ‘Culture and Self-Expression: Cultural
Differences in Verbal Expression Lead to Distinctive Patterns of Cognitive Performance,
Stress Responses, and Social Support’, Psychological Science Agenda, Science Brief,
American Psychological Association, June 2010, available

at: < www.apa.org/science/about/psa/2010/06/sci-brief> [accessed 06 March 2018].

2% For example, a character named after the software programme Adobe is part of the
script of Any Ever. Cornell, 2011, pp. 56-57.

26 |bid., p. 57.

27 Droitcour, 2016; Akervall, 2016.
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Erika Balsom writes about multiscreen projections, or ‘environments’, as a new form
of displaying and storytelling non-linear narratives as a part of video installations.?*
This sense of an ‘environment’, as Balsom notes, is relevant to Trecartin's work
because it helps him create a worlding with non-linear narratives, multiple screens,

multiple character identities and a range of interiors.

Worldings can offer a framework within which to analyse and think about the
formation and constitution of the reality systems that Rhoades and Trecartin bring
forth in their installations. They form assemblages of the many things that these
installations consist of, and the participatory nature of the installations offers the
viewer an ontological experience. Rhoades' installation may critique white
masculinity in post-9/11 America and Trecartin’s approach to gender and race
addresses notions of the posthuman by using characters with fluid gender and
racial identity. Trecartin’s use of upspeak, as well as his use of pitch and fractured
narratives, offers a conflation of human senses via these speech patterns and the
way they are altered digitally. Trecartin constructs a world inhabited by
androgynous or gender-fluid characters, using hyper-real skin and hair colours. This
is a form of imagination as a radical tool and signals the emergence of posthuman
characters. Curator Lauren Cornell has commented that Trecartin creates a
[...Jposthuman, postsexual, and post-linear time’.?*? She writes: ‘[...] transgender
identity is metaphorically merged with the distributed flow of the internet: The fact
that these characters are constant “transitions” is rendered normal [...]".24°
Ackervall has referred to Trecartin’s work as approaching what she terms a
‘oosthuman sensorium’.?*’ Ackervall writes, ‘[...] Trecartin and Fitch’s videos create
a posthuman sensorium by radicalizing and rendering spectacular a deconstruction

of the human sensorium via media technologies;|...]".?** She also remarks that the

% Balsom, 2013, pp. 157-165.
%9 Cornell, 2011, p. 55.

29 |bid., p. 56.

241 Akervall, 2016, p. 36.

22 |bid., 2016, p. 41.
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posthuman sensorium ‘depict(s) humans whose entire sensorium appears to have

been reconstructed by their interface with media technologies’. 43

Any Ever actualises socio-cultural configurations. Trecartin and Rhoades materialise
different forms of socio-cultural exchange and being. However, the worlds
represented in the videos Trecartin makes offer a provocation to the binaries of
gender. An alternative configuration of human society with collectivisation at the

core is interwoven in the social structures in the narratives that make up Any Ever.

Rhoades’ work is more heteronormative than Trecartin’s, and ultimately this chapter
does not offer a comparative analysis of the two artists’ work. The participatory
narrative and the rebuilding of the structure in Meccatuna, the act of linguistic
harvesting in My Madinah: in Pursuit of my Ermitage... and the interweaving, and
literal binding, of macramé in The Black Pussy . . . and the Pagan Idol Workshop
forms an alternative version of forging a collectivised, social structure that is
participatory. The processes in Rhoades’ and Trecartin’s work are similar in the way
they elicit this participatory structure. Their installations offer different entry points
into how to contextualise and analyse gender and race. It is this aspect that | see as

a potential pathway for the future of video installation work.

Rhoades'’ trilogy of installations were made in the climate of the post- 9/11
American landscape. The installations were made between 2003 and 2005, prior to
the mainstream use of Twitter and Facebook.?** The impact of social media, in
terms of the navigation and the fractured quality of writing and searching online,

can be seen in Rhoades’ and Trecartin’s work. Their work sits respectively at either

243 |bid.; and the discussion of gender by Cornell and Akervall has been impacted by the
work of Judith Butler and N. Katherine Hayles. See: Judith Butler, Gender Trouble:
Feminism and the Subversion of Identity (London; New York: Routledge, 1990); N.
Katherine Hayles, How We Became Posthuman: Virtual Bodies in Cybernetics, Literature
and Informatics (Chicago, IL; London: University of Chicago Press, 1999).

For further articulations, see: Judith (Jack) Halberstam & Ira Livingston (eds.), Posthuman
Bodies (Bloomington, IN: Indiana University Press, 1995).

244 Facebook was launched in 2004 and Twitter was launched in 2006.
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side of this technological cusp. While Rhoades’s work is constituted of more
analogue, immersive environments, Trecartin’s works is arguably more
encapsulated in the virtual and the screen. Any Ever addresses the relationship of
viewers to the screen. The space of the gallery is made from objects from the
videos, and the fictional space of the video is externalised into the gallery. There is
a tension between the fictional space of the video and the extension of this
fictional space in the gallery. The screen, and what it means to be a viewer in these
installations and the performances, all become more permeable, porous and

participatory.

The worldings presented in both Rhoades’ and Trecartin’s installations forge a new
formation of political, cultural and social discourse around gender, race and the
participatory nature of video, installation and video installation. They do this by
exploring the role of American identity during the emergence of social media
platforms. Both create immersive installations with narratives that emerge from the

different worldings they present.

Conclusion:

Unlike the neologisms that | created in Chapters 2 to 5 of this PhD, such as The
Craft Object, The Gloopy Object ,The Prop Object and The Suburban Object,
Horror Vacui is not a term that | made up in order to describe a type of object in
Rhoades’ and Trecartin’s work. The term horror vacui is in fact borrowed from
physics and art and design history, and this chapter situates particular works by
Rhoades and Trecartin within the history and theories of hoarding, collecting and
the accumulation of excess. Horror Vacui is a process that in this chapter is used to
analyse Rhoades’ Meccatuna, My Madinah. In pursuit of my ermitage... and The
Black Pussy . . . and the Pagan Idol Workshop, along with Ryan Trecartin’s Any

Ever.
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Horror Vacui is a constellation of The Craft Object, The Gloopy Object, The Prop
Object and The Suburban Object. The works in this chapter incorporate aspects of
the object categories. | like to think of this taking the form of elements or traces of
these object-terms, such as different materialities stemming from histories of craft,
to the impact of scripts or narratives, the role of race and gender, and the

evocation of suburbia through domestic interiors.

This chapter began with an exploration of the histories and frameworks that have
utilised the concept of horror vacui. It continued by using an examination of forms
of hoarding and collecting as an entry point into the sense of accumulation that is a

key aspect of the works discussed in this chapter.

A reading of aspects of Victorian interior design helped me to contextualise how
people relate to and deal with the consequences of their possessions, and how
people form relationships with their objects. These concepts, alongside aspects of
interior design, helped me to form a bridge through which to analyse the concept
of a worlding. A worlding, in the context of this chapter, is an ontological site or
realm. This chapter offered a reading of Rhoades’ and Trecartin’s work within the
framework of this New Materialist concept in order to analyse the role of gender
and race in the worldings: | considered the participatory structures that create the
worlds that are represented and inhabited: these worldings consider gender and
race in the context of the posthuman, hyper-masculine or gender-fluid. Through
the use of hoarding and archiving words, and the use of linguistic patterns, both
Rhoades’ and Trecartin’s work in this chapter can be analysed for their use of socio-
linguistics. With these frameworks | have been able to examine the performative
and participatory nature of the works. This constitutes part of the originality of my
enterprise in this chapter. Rhoades worked with participants to form active
performative reconstructions of his work. Trecartin formed participatory structures
in his videos between the characters. Both Rhoades and Trecartin formed

immersive installations.



99

The commodification of the object and its social and cultural forces are part of the
process of Horror Vacui that is constituted in these works by Rhoades and
Trecartin. Trecartin’s work considers the role of the corporate, in its use of store-
bought objects, and the role of branding, capitalist structures and consumerism.
Rhoades’ work considers the role of the manufactured objects, branding and
consumerism. Horror Vacui as a process offers experiential and participatory forms

of engagement and viewing.

This chapter is in part influenced by a term that is derived from physics. | consider
the process of Horror Vacui to present itself as an accumulation, resulting from
hoarding, or collecting: a worlding, an over-saturation and a bombardment, which
leads to a sense of terminal velocity in which all the types of objects reach their
highest velocity. Velocity increases whether acceleration is constant or whether it
increases over time. In the process of Horror Vacui explored in this chapter, | think
the change in velocity has terminated. Chapters 2 to 5 of this PhD identify the
collision that occurs after terminal velocity is reached. In Rhoades’ work this
functions differently from the way it does in Trecartin’s work. It is this sense of the
collision after terminal velocity that | was reacting to when | first viewed Any Ever,
as | recounted at the beginning of this chapter. This collision was my starting point,
and in Chapters 2-5 | aim to unearth the object to see what it is doing, saying, not
saying or re-saying. The works studied in this chapter are the starting point for this
PhD and this then leads me to begin to examine the intersectionality and
transdisciplinary nature of the externalisation of objects that constitute the chapters

of this PhD.
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CHAPTER 2
THE CRAFT OBJECT

Thing 1

More Love Hours Than Can Ever Be Repaid

tight tapestry, organised mess of brightly coloured stuffed animals from thrift stores,
knits, yarn, textures, buttons, afghans, dried corn husks act as pins holding the
tapestry on the wall. controlled excess, assemblage, collecting, rejects, found, sewn
together bound as a frame on the wall

Thing 2

Arenas

square formations on the ground. controlled scenes. staging the craft. brightly
coloured tattered, stuffed animals from thrift stores are placed on blankets on the
floor, in various scenes and in various groupings. they sit on square or rectangular
blankets. they are in communication with each other

Thing 3

Sutter’s Mill

a deconstructed mill is made of cold, tubular steel rods. performative, making and
unmaking, stage set, narrative, rural craft, a river of clothing is cut through the
platform of the mill. this is the steel, skeleton of a wood structure which would have
made the original mill

Thing 4

The Creation Myth

a mess of paper, buckets, scraps of magazines, a sewing machine, TVs, cables,
wooden trellises, tables and chairs. a studio scene of work. controlled explosion of
objects. the making processes. ready-made and man-made objects being digested.
a studio regurgitated

Introduction

In December 2013 | travelled to the neighbourhood of Valencia, a suburb forty-five
minutes’ drive north of downtown Los Angeles, to research the archives of the
Feminist Art Program (FAP) within the California Institute of the Arts Feminist Art

Materials Collection. From 1971 to 1976, the FAP was responsible for introducing
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feminist theory and feminist criticism to California Institute of the Arts (CalArts).?*
In its first year, twenty-five women artists participated in the FAP, which included

seminars, workshops, exhibitions, talks and group critiques.?*

At times with archival research, you enter the archive thinking that you will uncover
something significant. Perhaps some morsel of information, or a sparkling subtlety
of knowledge that no one has previously been able to find. | certainly approached
the CalArts Feminist Art Program archive with the feeling that | was performing a
special excavation in the archaeological site of the archive. As | mined through
boxes upon boxes of materials in folders, the initial imagined seductiveness of my

excavation faded quickly.

It faded fast because | began that archival research hoping | would be able to
pinpoint a concrete event, moment or direct line of influence from the FAP to the
work of the artists with which this PhD is concerned. Instead, | found more of a
disparate fog or mist that crawled through Los Angeles. | discovered that the
origins of the FAP’s history could not be so easily traced through the archive, with
the assortment of catalogues, images, printouts, memos and receipts that were
presented to me. What became evident was that these materials were my starting
point, a collation of traces of events whose influence spread across the Los Angeles
area during the 1970s. This archival exploration laid the foundation that helped me
analyse the wider milieu of the period surrounding the formation and eventual
dismantling of the FAP at CalArts. This starting point led me to a lineage and
history of craft and exhibitions of fibre or textile work which predated and impacted

on the FAP.

25 Faith Wilding, ‘'The Feminist Art Programs at Fresno and CalArts, 1970-75', in Norma
Broude and Mary D. Garrard (eds.), The Power of Feminist Art: The American Movement of
the 1970s, History and Impact (New York: Abrams, 1994), pp. 32-49.

2% |bid.
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It became clear to me during the archive visit that the FAP and its associated
projects around the Los Angeles area were varied and wide-reaching. Mike Kelley
attended CalArts shortly after the programme was dismantled. However, as this
chapter will explain, projects and exhibitions around Los Angeles, and to a degree
in the CalArts environment, were a part of the fabric of the institution and the wider
arts culture in Southern California. | began considering the work and use of
materials of other craft-based artists who created work before the formation of the
FAP, because | could observe tendencies in the way they used materials that
resonated with the work of the FAP. | could then begin to see a similar use of
materials in the work of Mike Kelley and of Jason Rhoades, who, although not
affiliated with Kelley, the FAP or CalArts, was imbricated within the crafts culture of

California.

The history and role of the artists in the FAP is analysed, as this chapter progresses,
in relation to the work of Kelley, and more broadly to that of Rhoades. Alongside
the CalArts archive, from which materials provided insight into the nature and
significance of the programme, including its broad-reaching national impact, | also
track a specific lineage to a history of craft stemming predominantly from the West
Coast of the United States that also reached the East Coast. Therefore, this chapter
analyses a trajectory of specific exhibitions of craft-based works exhibited in
America. It is important to introduce the tradition of these works within the cultural
climate of the West Coast of the United States because it laid a foundation for the
way Kelley and Rhoades worked with certain types of materials. This paves the way
for a critical analysis of how this wider milieu of the period contributed to what |
term The Craft Object of artists Mike Kelley and Jason Rhoades. The Craft Object
is a type of object seen in Kelley’s More Love Hours Than Can Ever Be Repaid
(1987) (Fig. 2.2-2.3, pp.113-114) and the Arenas (1990) (Fig. 2.6-2.8, pp. 120-121)
series and Jason Rhoades’ Sutter’s Mill (2000) (Fig. 2.10-2.12, pp. 124-125) and
The Creation Myth (1998) (Fig. 2.13-2.17, pp. 127-129).
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The particular type of craft and artworks covered in this chapter employed
materials and processes in a very specific manner. Kelley and Rhoades worked with
found and made objects, blankets, macramé, crochet and various volumetric or
three-dimensional forms in many of their works. It is important to note certain
exhibitions and works which could have laid a foundation for the use of these
materials, and the shape and form not only of the materials but also of the
exhibition layout, in Kelley’s and Rhoades’ work. It also important to understand
the perception of these types of work in the 1960s in order to analyse how Kelley
and Rhoades created their works with similar materials during the 1990s and into
the 2000s, paying attention to the debates about how and from where these

materials and their form stem.

The originality of my enterprise is in part made up of the following analyses of
Kelley’'s and Rhoades’ work in relation to the lineage of craft-based projects,
certain craft-based artists and the evolution of the impact of this work on
installation art, and moreover on the relationship of installation art to Kelley’s and
Rhoades’ work. By focusing on the material history of The Craft Object, | argue that
these artists used materials in a way that stemmed from a specific lineage of craft
artists. Material tendencies emerging from this lineage can be noted in the work of
the FAP artists, and can then be observed in the work of Kelley and Rhoades.
Therefore, this chapter offers a reappraisal of Kelley’s and Rhoades’ work by
considering a particular history, and by looking at how this historical precedent and
lineage contributed to their use of materials in their work. Doing this allows me to
consider ways to rethink the status of the object in Kelley’'s and Rhoades’ work. My
contextualisation, definition and framing of The Craft Object will allow me to form
a critique of the role of the commodity, the implications of craft histories, the

installation format and the role of the FAP in these artists’ work.
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The Craft Object

When | use the term The Craft Object, | am referring to the material qualities, form,
scale, installation and discourse involving commodity and labour in Mike Kelley's
More Love Hours Than Can Ever Be Repaid and Arenas, and in Jason Rhoades’
Sutter’s Mill and The Creation Myth. My use of the term The Craft Object refers to
materials and processes utilised by Kelley and Rhoades, both of whom created
their work with found, sourced and handmade objects, including blankets, knitted

materials, rag dolls, stuffed animals, cardboard, crochet and macramé.

The term The Craft Object is admittedly contentious, complex and ambiguous in
nature. It refers to the status of the object/objects in the works and its/their
identity and origins, and as such could be utilised to discuss works beyond the
specificities of Kelley’s and Rhoades’ work. There is ongoing history of a hierarchy
in existence between fine art (sculpture or painting, for example) and craft. | will
explore this dynamic in relation to installation art by examining how the actual
installation of certain fibre or textile-based work in galleries and/or exhibition
spaces may have led to a slight dissolve in this hierarchy and perhaps even opened
out and extended the context of the future of installation art. In order to discuss
The Craft Object, it is important to trace its emergence genealogically. This allows
me to consider specific material and process-based aspects of this particular
history.

Feminist artists around Los Angeles helped to legitimise fibre and textile-based
work and this progressed its classification as fine art.?”” The impact of the feminist
art movement on the legitimisation of fibre and textile as a material of fine art, and
on its exhibition as installation art, is significant to analyse in relation to Kelley's and

Rhoades’ craft-based installations. However, this chapter does not aim to form a

247 Such as Judy Chicago, Arlen Raven, Faith Ringgold, Mira Schor, Miriam Schapiro, May
Stevens and Faith Wilding. See: Norma Broude and Mary D, Garrard, ‘Introduction:
Feminism and Art in The Twentieth Century’, in Broude and Garrard, (eds.), 1994, pp. 10-
30, and Yolanda M. Lopez and Moira Roth, ‘Social Protest: Racism and Sexism’, in Broude
and Garrard (eds.), 1994, pp. 140-155.
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direct correlation between the lineage of artists in the history of craft and the FAP
artists, FAP projects or with the work of Kelley and Rhoades. Rather, this chapter
aims to flesh out and examine the cultural milieu of work which may stem from the
history of craft during the 1960s and 1970s in the wider Los Angeles area and

nationally.

Mike Kelley and Jason Rhoades worked with notions of craft differently in their
respective practices. Kelley joined the Masters programme at CalArts from 1976
t01978, coinciding with the closure of the FAP, which had by that time already
received wide media coverage and national attention.?*® Specific works by Kelley,
such as More Love Hours Than Can Ever Be Repaid and Arenas have links to the
lineage of both the craft and fibre/textile-based work outlined in this chapter and
to the work of artists from the FAP at CalArts. During the time that Kelley first
began studying, the FAP produced projects at spaces such as Los Angeles

Contemporary Exhibitions (LACE) and around the Los Angeles area.

The FAP hosted and produced projects around the Los Angeles area in various art
spaces, which coincided with the wider feminist art movement in Los Angeles (and
elsewhere).?” Its tangential projects, which heightened the visibility of the
programme, included High Performance magazine (1978-1997) (Fig. 2.1, p. 107),
Los Angeles Contemporary Exhibitions (LACE) founded in 1978, Miriam Schapiro’s
Anonymous was a Woman (1974) and Womanhouse/Womanspace (1972-3) (Fig.
2.9, p. 152).*° These projects and exhibitions formed connections with various
other arts-based organisations and non-traditional arts institutions. The FAP had
achieved the task of reaching out to various other sites, and its members and core

faculty, or founding members, had facilitated this.

248 Feminist Art Materials, CalArts Publications, Box B3 -FR19 Non CalArts Publications.
29 |bid., p. 47.
2% Broude and Garrard (eds.), 1994.
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Mike Kelley, in an interview as part of the 2012-2013 travelling retrospective of his
work, discussed the role of CalArts, craft and feminism with curator and writer Eva
Meyer Hermann. Meyer Hermann began by asking Kelley about ‘[the] cultural
climate’ at CalArts during the time Kelley was a student from 1976 to 1978.%>
Kelley comments, ‘[...] by the time | entered CalArts, the women'’s program was
gone. | didn't know about it so it did not affect my decision to attend the school.
[...] the Women’s Building in Los Angeles was very much a separatist organization,
so | was not personally familiar with what was going on there. [...] | really did not
become very aware of their work until | graduated from CalArts in 1978 and got
involved with the alternative space LACE (Los Angeles Contemporary Exhibitions),
where some of the artists associated with the Women’s Building and other feminist
groups presented work or were on the committees’.”®* The key point to emphasise
in this quote is that although Kelley attended CalArts slightly after the formation
and dismantling of the FAP, he was exposed to the work from the artists involved
with FAP by their projects in the surrounding Los Angeles area. This work by the
FAP artists fitted into the milieu of CalArts and the wider Los Angeles area, and in
the interview with Meyer-Herman, Kelley avoids discussing this impact. However,
Kelley does specifically refer to LACE, a project space where he notes that he was
more aware of the FAP work after graduating from CalArts. LACE and High
Performance magazine shared the same building: the High Performance offices
were located on the third floor of the building. The magazine and LACE
collaborated often.” It is also significant to note that High Performance and the
LACE project space were crucial to the work of the Los Angeles art scene at this
time. While at a residency at the Skowhegan School of Painting & Sculpture,

Rhoades was inspired by McCarthy's work featured on the cover and prominently

%1 Mike Kelley and Eva Meyer-Hermann, ‘Interview with Mike Kelley’, in Ann Goldstein, Eva
Meyer-Hermann and Lisa Gabrielle Mark (eds.), Mike Kelley: Themes and Variations from 35
Years (Munich: Prestel, 2012), pp. 366-7.

2 |bid.

253 Phelan, 2012.
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in the No. 29 (Fall 1985) issue of High Performance.”* Rhoades later studied at

UCLA, with McCarthy as his teacher and mentor.

[REDACTED]

Figure 2.1: High Performance No. 29 (Fall 1985), detail of cover with Paul McCarthy.

In an interview | conducted with curator Ingrid Schaffner, she comments: ‘It seems
that in terms of the feminist culture at CalArts, Jason would have been getting it
indirectly by being so much a part of a culture of teaching in California and what
was present and certainly he would have been getting it through Paul
(McCarthy)'.?* In preparation for the large-scale exhibition of the main body of
Rhoades’ work, ‘Jason Rhoades, Four Roads’, at the ICA, Philadelphia, which

254 |nterview, Schaffner.

25 |bid.
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travelled to the UK in 2015, Schaffner conducted research into the archives of
Rhoades’ estate. Schaffner comments that she located a study-guide or reader for
an art history class, with slides, and she identified that the reader was given to
McCarthy’s students, including Rhoades at UCLA, as a supplement to their studio
courses because McCarthy wanted the students to be aware of the wide breadth of
work being made on the West Coast and in California. Schaffner comments, "You
could use this pigeonhole study guide to tell an art history through Jason’s work -
it's all there as far as | am concerned and this to me was a sort of template or cue

1 256

to how much Jason (Rhoades) had absorbed of another art history’.

Jason Rhoades experienced a different relationship to the history of craft from that
which Kelley would have encountered. Rhoades' interest in craft became
formalised in his undergraduate education when he attended the California
College of Crafts in 1985 and then the San Francisco Art Institute, where he would
have been attuned to the wider crafts culture in the San Francisco Bay Area at that
time.?*” Within the literature on Rhoades, the impact of crafts history or his personal
history of craft within his background, including his education, and importantly his
childhood education, is not explored in detail.*® Rhoades had a particular
connection to craft, starting from his childhood, when he was part of the 4H Club.
Based on the West Coast of America, this was a group in which young children and
teenagers could study and work on projects about agriculture in rural settings.
Schaffner comments, ‘His 4H notebook charts him from age six to when he goes off
to college doing 4H projects. This is where he learns all of his crafts and skills. You
get to build a motor, you build a rocket, you sew, you do ceramics - all of this stuff

he learned how to do as a kid in 4H'.*? Rhoades’ relationship to craft stems, then,

2% |bid.

7 Interview in Jason Rhoades Oral History Project, 2014, and corroborated by Interview,
Schaffner.

%8 See: Meyer-Hermann, 2009, pp. 58-65; PeaRoeFoam [exh. cat], 2016, Eva Hermann and
Felix Zdenek, 2000.

27 |nterview, Schaffner.
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from his personal experience and from personal narratives of his childhood in

California and historical narratives of California.

In this chapter, | will offer a reappraisal of scholars John C. Welchman'’s and Cary
Levine's critiques of Kelley’s work, building upon them by introducing ideas
relating to Joshua Simon'’s recent conceptualisation of the unreadymade in his
book NeoMaterialism, in which he refers to Jason Rhoades.?® My use of the
unreadymade allows me to de-historicise the object and enables a discussion of
the curatorial affordances of craft exhibitions. | will continue by tracing the
emergence of craft-based work genealogically. This chapter then asserts the
terminology of materials in the history of craft in art and defines it as a means to
establish the relationship of this history of craft to the work of Kelley and Rhoades. |
will then analyse the history and lineage of craft-based artists and exhibitions and
conclude with an analysis of the role of the FAP, and a re-contextualisation of

critiques of FAP artists alongside critiques offered by FAP artists.?’

The Craft Object is a term | made up to describe a type of object that features in
the work of Kelley and Rhoades: | use their works More Love Hours Than Can Ever
Be Repaid, Arenas, Sutter’s Mill, and The Creation Myth to describe this type of
object. The Craft Object is an object that incorporates a history of craft and politics,
including the hierarchy of art and craft, material qualities, processes, volume, form,
shape, installation and curation, in relation to the lineage of exhibitions and the
FAP, as a way to show this process, or what it encompasses. This term allows me to
analyse such objects and the works in a reappraisal of art history in a certain
context in order to demonstrate how this framework can enable a different

understanding of the work.

20 Joshua Simon, Neomaterialism (Berlin: Sternberg Press, 2013), pp. 39-59.
21 Critiques by Levine, Meyer Hermann, Elizabeth Sussman, Robert Storr, Ralph Rugoff will
be considered in the section ‘The Feminist Art Program (FAP)'.
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Objects that Perform their Materiality as Commodity

Joshua Simon'’s book Neomaterialism focuses on the contemporary conditions of
commodities, and offers a theoretical discussion on the nature of commodity.
Simon's definition of ‘'neomaterialism’ and of the ‘unreadymade’ object is one that
focuses on artworks which perform their materiality as commodity.?*> Simon
proposes that the unreadymade is about exhibiting commodities as a product of
waste, garbage, trash or clutter, and he proposes that a ‘'new objecthood" is
therefore forming, as a move away from previous concepts of installation art.?*?
According to Simon, the exhibition format enables a way of understanding how the
art object functions as commodity or, as Simon says, ' a form of seeing that allows
an encounter with the art object as commodity’.** He writes, ‘In our prefabricated
world, one can claim that all things are commodities: objects, land , air, garbage,
debt, action, and so forth.’?*> Within the context of a Marxist analysis the
commodity consists of use value, exchange value and surplus value.?¢

Simon writes, ‘[...] while the readymade uses display to make things from the world
become art, the unreadymade uses display to make what is shown as art testify to
its existence in the world as a commodity. The undoing of the appropriation power
of the readymade is what allows us to see these things that come from the world as

something else, namely, unreadymades’. %’

22 |bid.

23 |bid., p. 56.

264 Simon, 2013, p. 22.

265 Simon, 2013, p. 38.

266 Marx writes:

‘In order to become a commodity, the product must be transferred to the other person, for
whom it serves as use value, through the medium of exchange. Finally, nothing can be a
value without being an object of utility if the thing is useless, so is the labour contained in it;
the labour does not count as labour, and therefore creates no value’. See: Karl Marx,
Capital, Volume 1, A Critique of Political Economy, trans. Ben Fowkes (London: Penguin
Books, 1992), p. 131.

7 Simon, 2013, p. 41. Examples of artists Simon notes in his book include Jason Rhoades,
Rashawn Griffin, Gedi Sibony, Michael E. Smith, and David Hammons. About these artists’
work, Simon notes: ‘All these diverse instances accumulate to an understanding of the
commodity itself as material’. Simon, 2013, pp. 55-56.
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In Simon’s definition of the unreadymade, the object can ‘give an object’s account
of what it means to be in the world. It is an understanding of the world on the part
of the commodity as a historical subject, rather than on behalf of humans’.?® The
unreadymade, then, according to Simon, is an object which may have exhausted its
role as a commodity within a market system, or it may be presented purely as a
commodity. These objects encompass a departure from previous notions of
appropriation because their status is imbued with concepts of waste, garbage,
trash or clutter, and this is the starting point for how these objects assert their

materiality and perform their materiality as commodities.

For Marx, human labour is invested in the commodity and it is also ingrained with a

set of social relations. Marx writes:

'[...]1So far as it is a use-value, there is nothing mysterious about

it, whether we consider it from the point of view that by its properties it
satisfies human needs, or that it first takes on these properties as

the product of human labour. It is absolutely clear that, by his

activity, man changes the forms of the materials of nature in such a way as to
make them useful to him. The form of wood, for instance, is altered if a table
is made out of it. Nevertheless the table continues to be wood, an

ordinary sensuous thing. But as soon as it emerges as a commodity, it
changes into a thing which transcends sensuousness. It not only

stands with its feet on the ground, but, in relation to all other commodities, it
stands on its head, and evolves out of its wooden brain grotesque ideas, far

more wonderful than if it were to begin dancing of its own free will." #°

Simon refers to the idea that symbols behave like materials and that brands are
commodities, with a shift of labour from production to consumption, amounting to
an understanding of the commodity itself as material, and the materiality of the
symbol.?”® The recent debates surrounding Thing Theory and NeoMaterialism to

some extent move beyond Marxist configurations of the object, with a shift from

28 Simon, 2013, p. 43.
29 Marx, 1992, p. 163.
#9Simon, 2013, p. 52.
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historical materialism — a Marxist theory that considers how different epochs are
defined by their material basis to NeoMaterialism.”" In Simon's conception of
NeoMaterialism, every artwork is primarily a commodity. And in order to
understand objects we have to contend with this proposition. Simon considers the
role of the commodity and its status as waste, garbage, trash or clutter after it is

purchased.

Simon'’s concept of the unreadymade can be used to re-contextualise Kelley’s
More Love Hours Than Can Ever Be Repaid and Arenas, as the following section
will explore. Kelley's More Love Hours Than Can Ever Be Repaid is a large wall-
hanging which consists of objects sourced from thrift stores or garage sales,
including handmade dolls, toys, blankets, pot-holders and stuffed animals, sewn
together.?”? The wall hanging is a cluster of brightly coloured knitted dolls and
stuffed animals, such as a bright blue octopus, a green crocodile and a smiling
walrus. Other knitted animals and dolls feature bright yellows, bubble gum pinks
and bright blues. Black and brown crochet blankets, or Afghan rugs, are the
backdrop that the items are stitched onto. Brown teddy bears made out of a
pattern are located throughout. The thrifted animals and dolls are sewn in several
directions. The two upper corners above the piece are adorned with bundles of
dried corn husks, similar to decorations found at stores during the American
Thanksgiving season, suggesting table settings at family dining tables during the
holidays.?”?

21 Recent debates since the early 2000s include those by Bill Brown, Graham Harman,
Bruno Latour and Michael Serres, but the origins go back a little further to Heidegger, and
ultimately to Marx.

%2 Half a Man, From My Institution to Yours, and Pay for Your Pleasure were presented at
the exhibition ‘Three Projects’ held by the Renaissance Society at the University of Chicago,
May 4 to June 30, 1988. Half a Man was itself a project conceived of by Kelley that included
a number of works such as More Love Hours Than Can Ever be Repaid, size 243.84 x
322.58 x 15 cm. Kelley said that Half a Man is concerned with craft and ‘issues of gender-
specific imagery and the family.” Mike Kelley, ‘Three Projects: Half a Man, From My
Institution to Yours, Pay for Your Pleasure’, in Welchman and Kelley, 2004, p.14.

273 Discussed in Interview, Van Els and Interview, Welchman.
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[REDACTED]

Figure 2.2: Mike Kelley, More Love Hours Than Can Ever Be Repaid, 1987.
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[REDACTED]

Figure 2.3: Mike Kelley, More Love Hours Than Can Ever Be Repaid, 1987, detail.

Figure 2.4: Mike Kelley, The Wages of Sin, 1987, detail.

The Wages of Sin (Fig. 2.4, p. 114) is exhibited alongside More Love Hours, and is
made of dripped and melted wax candles evoking an altar on a small wooden

table. The candles are made of bright tones similar to those in the wall hanging.
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John C. Welchman remarked that Kelley’s ‘post-appropriational work with craft
objects offers a subtle exploration of the psychological binds of the gift'.?”* Kelley
and Welchman, in an interview in the book Minor Histories, discuss psychoanalytic
theories about childhood experiences and children’s connections to toys gifted to
them, and the sense of guilt or expectation that arises out of a gift bought or made
for them from their parents, citing the ideas of Sigmund Freud, Melanie Klein and
D.W. Winnicott in relation to Kelley’s work.?”> Kelley stated that ‘[...] what initially
led to my interest in homemade craft items, [was that] these [were] [...] the objects
already existing in popular usage that are constructed solely to be given away. Not
to say that | believe that craft gifts themselves harbour utopian sentiment; all things

have a price’.’¢

Kelley has said More Love Hours Than Can Ever Be Repaid was mainly concerned
with notions of time, the gift, the value of owed time, labour, invisible labour and
affective labour.?”” In an interview with artist and writer Lynn Hershman, Kelley

discussed how he began working with unwanted gifts or craft items as:

[...] a response to the discourse of commodity culture and commodity art
that was really big in the early eighties, late seventies. And since these
things were gifts, presumably, they were not designed to be sold. | found
them in thrift stores. They were probably made by a family member, to give
to another family member, supposedly they could operate outside of the
economy or they were designed to operate outside of an economic system
and so instead | thought, the kind of economy operating here is emotional
economy. And so at first | naively thought that these materials could be
discussed kind of or be seen in this kind of Marxist discourse but instead

%4 Welchman, 2001, p. 171.

75 See: Mike Kelley, ‘Three Projects: Half a Man, From My Institution to Yours, Pay for Your
Pleasure’, in Welchman and Kelley, 2004, pp. 12-20. For additional references to
psychoanalytic theories such as these in Kelley's work, see also: Mike Kelley, ‘Dirty Toys:
Mike Kelley Interviewed’, by Ralph Rugoff, in Thomas Kellein (ed.), Mike Kelley (Basel:
Edition Cantz, 1992), p. 86.

276 |id., pp. 171-172.

217 Kelley and Meyer-Hermann, 2012.
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everybody saw them as this kind of comment about feminist art or as being
about kind of more psycho-sexual issues.?®

Welchman continued, ‘The piece focuses Kelley's retort to the 1980s debates on
commodification and the redemptive value argued for appropriation, which
sometimes saw its preliminary “taking” as the mere disguise of a “gift"".?”*

Kelley's work was sourced from second-hand, handmade items: often soiled or
dirty, having been gifted to children, they were surplus, junk or waste. Significant to

note is the confrontation of stains, an accumulation from children playing with the

dolls and animals that Kelley wanted to be visible in the work.?®

Kelley was interested in ideas about a surplus economy and notions of unused time
in relation to amateurism. It is important to note that although Kelley would have
wanted to focus this critique of his work via Marxist commodity discourse,
emotional labour and the economy of the gift, there is a place for a critique of this
work within a framework of feminist craft-based work and the use value of the
materials. This will be explored later in this chapter in the section on the FAP and

Kelley’'s work.

Writing about More Love Hours Than Can Ever Be Repaid, writer and scholar Cary

Levine notes that:

The work highlights the economics of gift-giving, in which pieces of
thread and fabric are invested with deep emotional content —
affection, adoration, sympathy, appreciation — to be passed onto
friends, family members, and acquaintances, who are then indebted
to return the favour. Offering too much sentimentality for one person
to take, certainly more than can ever be repaid, Kelley’s heap of

2’8 Lynn Hershman and Mike Kelley, Mike Kelley Interviewed by Lynn Hershman, American
Suburbx, February 2015, available at: <https://www.americansuburbx.com/2015/02/the-
late-mike-kelley-on-freak-culture-feminism-and-the-gender-unequal-art-world.html>
[accessed 10 June 2015].

%% Welchman, 2001, p. 171.
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discarded craft items underscores the ubiquity of that system and the
underlying social dynamics that sustain it.%"

Levine offers a Marxist interpretation of this work, underscoring the importance of
the emotional labour invested in the materials and in the objects that were
forsaken. Feminist artists in California were also working with craft materials, and
interpretations of notions of labour during the FAP’s existence and after its
dismantling. Although Kelley was interested in the Marxist interpretation of his
work, and was not as welcoming to the connection to feminist artists’ work with
craft, this chapter will continue to explore this type of work from this period and will
examine why combining a Marxist critique with a framework of feminist craft-based

work offers a way to re-contextualise Kelley’s work.

When Levine, Welchman and Kelley refer to craft objects they are referring to the
objects of craft. When | refer to The Craft Object in these works by Kelley, | am
referring to the shift away from 1980s commodity discourse and the discourse on
appropriation, and an engagement with a line of thinking more aligned with
Simon's definition of the unreadymade and Neo-Materialism. The Craft Object
performs its materiality as commodity — unlike previous iterations of appropriational
works. The Craft Object is involved in a wider feminist history of the use of these
materials and their implications. It is this type of critique which is lacking in the
mainstream published body of criticism of Kelley’s and Rhoades’ work. Levine,
Welchman and Kelley focus on a standard Marxist critique without acknowledging
that there is an intersection with a wider feminist use of these materials, in terms of
form, volume and display as well as with notions of labour, time and

emotional/affective labour.

%1 Levine, 2013, p. 87.
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[REDACTED]

Figure 2.5: Miriam Shapiro, Wonderland,1983.

In the essay ‘Backlash and Appropriation’, in The Power of Feminist Art, Mira Schor

writes:

Casual sexism and ripping off feminists and artists often seemed to
go hand and hand, as in the work of Mike Kelley. [...] his wall hanging
of colourful afghans and toys, More Love Hours Than Can Ever Be
Repaid (1987), seems derivative of Shapiro’s earlier celebratory
collage of lace, samplers and gaudy textiles, Wonderland (1983), yet
Kelley's ironic and strategic use of childhood kitsch gained him a
favoured place in the avant-garde while Shapiro’s genuine, un-ironic
embrace of kitsch as an aesthetic is consigned to the attic of modern
art. But rather than acknowledge a possible debt to feminist art for his
freedom to use toys and domestic textiles such as afghans as art
materials and subjects, Kelley, also a CalArts graduate, is said to have
jokingly termed his frieze of stuffed animals “my homage to Jackson
Pollock”. Thereby ensuring his place in the patrilineage.?*?

282 Mira Schor, ‘Backlash and Appropriation’, in Broude and Garrard (eds.), 1994, pp. 249-
251.

Schapiro also used thrifted and found items in her wall hangings: Norma E., Broude,
‘Miriam Schapiro and “Femmage”: Reflections on the Conflict between Decoration and
Abstraction in Twentieth-Century Art’, in Norma E. Broude and Mary Garrard (eds.),
Feminism and Art History: Questioning the Litany (Boulder, CO: Westview Press, 1982), pp.
315-329 (p.320). For writing by critics who align More Love Hours with Abstract
Expressionism, in the sense of its large scale and in considering it as a painting or the
messy knit and wax drippings as evocative of Pollock and thereby not citing feminist artists’
impact, see: Rugoff, 1993, p. 171, and Sussman, ‘Introduction’, in Sussman et al., 1993, pp.
24-27.
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| echo Schor’s concerns in my overall analysis of Kelley’s work, which incorporated
materials that feminist artists had been working with at the time. Critics such as
Levine and Welchman, and Kelley in his own words, tend to shy away from the
connections between the use of materials. However, | believe it is significant to
analyse these connections because it adds to the scholarship about the use of
these materials and the history of their place in craft-based work, fibre-based work

as well as with feminists’ work in California at the time.

Kelley’'s Arenas series comprises eleven floor-based sculptures of found stuffed
animals placed on or near well-used and visibly dirty or soiled handmade,
crocheted or machine-made afghans and blankets on the floor. In Arena #7, each
side of a blanket is surrounded by teddy bears and monkeys, seemingly in
conversation with each other. Stuffed animals are a consistent theme in Kelley's
work. Welchman comments, ‘Kelley’s assemblages are less about childhood per se
than its mis-representation in mainstream culture’.?®® Moreover, Welchman’s and
Levine's critiques of the Arenas series centre on concepts of commodity and gift
exchange/ the commodification of gifted craft items.?®* The guilt of the gift and the
labour instilled in the gift are key to critiques of Kelley’s work. The making process,
the time and the emotional responses in the gift-giving process contribute to the
guilt of the gift in relation to the concept of labour hours. These are the parallels

between More Love Hours Than Can Ever Be Repaid and Arenas.

283 Welchman, 2011, p. 7.

284 See: Levine (ed.), 2011, and Welchman, 2004, and for more on what informs Welchman’s
ideas on the gift see: Marcel Mauss, The Gift, the Form and Reason for Exchange in Archaic
Societies (London: Routledge, 1990), and for further elucidation on the role of the things
and gifts within a Marxist framework, and the social relations and transaction of these see:
Arjun Appadurai, The Social Life of Things: Commodities in Cultural Perspective
(Cambridge: Cambridge University Press, 1986).
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[REDACTED]

Figure 2.6: Mike Kelley, Arena #7, 1990.
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[REDACTED]

Figure 2.7: Mike Kelley, Arenas, 1990, installation view.

Figure 2.8: Mike Kelley, Arena #7, 1990, detail.
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Kelley, Welchman and Levine also specifically offer critiques of Arenas based on
Winnicott's theory of the ‘transitional object’, a toy or stuffed animal that assists
children in their early developmental stages as they gain independence from
parental figures. *®* These objects, importantly, are often dirty or soiled,
representing wear and tear, spit and drool marking the comfort children take from
the objects. Dismissive of the wider influences, Welchman again refers to Jackson
Pollock as a formal impact. Welchman refers to the Arenas series as coming from a
[...] lineage of floored production, stretching back to Jackson Pollock [...]".%%

The installation format of Arenas will be discussed later in this chapter, in relation

to histories of craft exhibitions.

Jason Rhoades’ works Sutter’s Mill and The Creation Myth are about narratives,
histories of craft and the personal relevance of craft to the narrative structures
within his work. In curator Ingrid Schaffner’s essay ‘Jason the Mason’, in the
exhibition catalogue for the exhibition ‘Jason Rhoades, Four Roads’, she offered
insight into the role of craft in his sculpture Sutter’s Mill, which is a historic
reconstruction of John A. Sutter’s sawmill in California, where gold was discovered
in 1848.2” The original mill was near Rhoades' childhood home. Rhoades’ Sutter’s
Mill refers to the way in which the history of the pioneer period in California relates
to notions of labour and craft.?®® The process of building this work also
incorporated performative aspects during the installation at ICA Philadelphia, in
which it would be deconstructed, rebuilt and reconfigured daily. The performative

aspects are indicative of labour and time; assembling, making and unmaking.?*’

285 D. M. Winnicott, Playing and Reality [1971] (Oxford: Routledge, 1991), p. 2.

2 John C. Welchman, ‘The Mike Kelleys,’, in Welchman, Graw, and Vidler, 1999, p. 67.

287 Schaffner et al., 2014.

28 Curator Ingrid Schaffner makes a connection between Rhoades’ sheds made of wood
and other similar sculptures with Sutter’s Mill, commenting that Sutter’s Mill is the ‘ghost’ of
Cherry Makita Garage Renovation New York (Cherry Makita), (1993), which is analysed in
Chapter 5 of this thesis, “The Suburban Object'.

289 Sutter’s Mill was concerned with performative restructuring and the making aspect of the
production process and this also alludes to the processes carried out at the original mill: of
searching, finding, sifting through water and dirt for gold. See: Schaffner, et al., 2014,
pp.72-81 and Meyer-Hermann, 2009, pp. 58-65.
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Sutter’s Mill is also part of a personal narrative, a personal history, with its reference
to the children’s book character Jason the Mason. This book features a pig who is a

builder, and Rhoades’ childhood nickname came from this illustration.

[REDACTED]

Figure 2.9 : Jason Rhoades, Sutter’s Mill, 2000. For the exhibition ‘Wahlverwandtschaften:
Art & Appenzell’, in Appenzell, Switzlerland, August 15-October 31 1998.
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[REDACTED]

Figure 2.10: Jason Rhoades, Sutter's Mill, 2000.

Figure 2.11: Jason Rhoades, Sutter's Mill, 2000, detail.
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[REDACTED]

Figure 2.12: Jason Rhoades, Sutter's Mill, 2000.

Rhoades’ work is very much about personal narratives and how this connects to the
materiality of the object. He engages with craft in a different way to the way Kelley
did, approaching it from a different history of its role in rural or suburban California.
Schaffner refers to Sutter’s Mill as ‘a shrine to childhood'. #° Sutter’s Mill is made of
scaffolding, aluminium tubing and clamps. Two large blue plastic drums are placed
at either end, away from the installation. The tubing sits on a wooden platform cut
in two pieces. In the middle of the platform is a river of clothing and t-shirts.
According to Meyer Herman, the stream, or river, of clothing consisted of 'knotted
fabrics, rags t-shirts, around the installation were strewn protective installation

equipment such as helmets, polishing or cleaning materials, and the piece was in ’

2% |bid., p. 72.
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constant production’.?”' This work also refers to Rhoades’ childhood in rural
California, and this childhood narrative is central to the work. Moreover, this work is
about Californian pioneer narratives, childhood, making, construction and the

construction of personal narratives.?”?

Prior to making Sutters Mill in 2000, Rhoades had constructed a wooden version in
1998 (Fig. 2.9, p. 125), inspired by a wooden watermill made during the Californian
Gold Rush period in Northern California in the late 1840s, for the exhibition
‘Wahlverwandtschaften: Art & Appenzell’, in Appenzell, Switzlerland, curated by
Harald Szeeman, August 15-October 31, 1998.% Sutter’s Mill had originally been
part of Rhoades’ 1999 exhibition ‘Perfect World’, and was subsequently exhibited
as an independent installation in the travelling series ‘Jason Rhoades, Four Roads’
and at the Brant Foundation, and at other iterations of the exhibition.?* As part of
the ‘Perfect World’ exhibition, Sutters Mill was built and reconstructed in a
repetitive, continuous cycle: the exhibition had a specific area designated for
polishing the metal poles. Solidifying the connection to his family childhood home
was the placing of a photograph of Rhoades’ family and their garden amongst pots

and ceramics from the artist's home.??®

#1 Meyer-Hermann, 2009, p. 125.

292/\lso see: Ken Johnson, ‘Art in Review: Jason Rhoades’, New York Times, 27 October
2000, available at: <https://www.nytimes.com/2000/10/27/arts/art-in-review-jason-
rhoades.html> [accessed 18 May 2015]; Harry Thorne, ‘Jason Rhoades, Four Roads’, Studio
International, 18 March, 2015, available at:
<https://www.studiointernational.com/index.php/jason-rhoades-four-roads-review-bizarre-
gleefully-vulgar> [accessed 15 May 2015]; Meyer-Hermann and Zdenek, 2000.

293 Meyer-Hermann, 2009, pp. 123-126.

294 Schaffner, et al., p. 177.

295 Meyer-Hermann and Zdenek, 2000.
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[REDACTED]

Figure 2.13: Jason Rhoades, The Creation Myth, 1998.
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[REDACTED]

Figure 2.14 and 2.15: Jason Rhoades, The Creation Myth, 1998, detail.
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[REDACTED]

Figure 2.16 and 2.17: Jason Rhoades, The Creation Myth, 1998, detail.
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The Creation Myth is a floor-based sculpture that includes three sections which
mimic human organs, starting from the ‘head’ of the sculpture to its ‘rectum’.?” A
mechanical element or contraption in the installation exhales large smoke rings
during regular intervals, which Rhoades intended to represent the anus or rectum
of the entire installation.?”” The middle section is the ‘digestive’ area.?”® The 'head’
or ‘brain’ section includes thirty of the folding tables organised to form a pyramid.
According to Rhoades’ notes on the installation, this area also includes a section
called ‘constructed reality’, which had wooden poles with photocopied images of
source materials that was part of the artist’s research for this installation, including
maps of systems and images sourced from internet searches.””” There is a section
of the installation in which cut wooden poles have been made into a pile of logs -
this is referred to as the memory area, according to Rhoades’ notes.*® The
installation is made of approximately twenty-five orange Home Depot buckets,
folding wood laminate tables and magazines. His use of craft evidences Rhoades’
interest in the status of objects and their social relations. Schaffner comments, ‘[t]he
thing with Jason (Rhoades’) work is that the things are so made. The fact that there

is a sewing machine in The Creation Myth [...] sewing the stomach’.*"’

Important to The Creation Myth is the role of consumer products such as orange
Home Depot buckets, extension cords and IKEA furniture and products, and the
performative act of driving to these stores and buying items and opening boxes.**
Julien Bismuth, in the essay ‘The Real World of Hoists and Holes’, writes that
Rhoades was ‘a prolific consumer when it came to his art, as can be seen by

looking at the list of readymade materials for any of his large installations’.*

2% Schaffner et al., p. 58.

27 Meyer-Hermann, 2009, pp. 57-58.

2% Schaffner, et al., pp. 56-58.

2% Installation notes, in Jason Rhoades Oral History Project, 2014,

300 |bid.

%7 Schaffner et al., p. 58.

302 \VVideo interview between Hans Ulrich Obrist and Rhoades, in Jason Rhoades Oral History
Project, 2014.

303 Julien Bismuth, ‘The Real World of Hoists and Holes’, in PeaRoeFoam, [exh. cat.], 2016,
p. 50.
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Ingrid Schaffner refers to the readymade, stating: ‘Rhoades understood the
Duchampian urinal in relation to his use of certain buckets. Rhoades came to deem
the five gallon plastic bucket as a “perfect sculptural object.””*** Rhoades stated, ‘it
can sit around a farm [...] suburban house [...] as a tool... [...] its very much about
the sculptural gesture of buying the objects and shopping and living in LA".3%

As noted, Simon observes that the unreadymade refers to symbols as materials,
and the idea of production and consumption. Simon refers to Rhoades’ work as
part of a ‘taxonomy of neomaterialist strategies, the new objecthood and
unreadymades’.** Simon also refers to the fact that Rhoades’ work incorporates
store-bought materials, and included ‘lkea art and lkea hacking strategies’. 3%

The importance of the unreadymade in an installation context lies in the way the
exhibition format allows us to see these commodities in a different light alongside
forms of immaterial, emotional and affective labour, rather than rendering the
object as art, as it would have done with readymades. Both Kelley’'s and Rhoades’
work can be re-contextualised with definitions of the unreadymade in relation to
the bought and found objects that are part of their work. They have overlapping
and diverging approaches to these concepts. The orange buckets from the popular
U.S. home goods store Home Depot which constitute part of Rhoades’ The
Creation Myth are not part of the circulation of commodities. The unreadymade
can then be defined against the readymade. This is why the unreadymade is not a
readymade. The Deleuzian stance on Duchamp is that the urinal doesn't yield a
significant amount to the viewer, as there is no act of creation. It is the
representation and re-contextualisation of an object, and we go to the gallery and

reflect on social relations, or a lack thereof.3%®

3% Schaffner et al., p. 56.

305 |bid.

3% Simon, 2013, pp. 55-56.

307 |bid. Other artists Simon notes are Maayan Strauss, Andrea Zittel and Clay Ketter. See
also: the exhibition ‘Lebensraum - or IKEA at the End of Metaphysics’, at NordNordiska
Museet, Stokholm, curated by Daniel Birnbaum for Arkipelag, March 16- April 26 1998.

3% Gilles Deleuze and Félix Guattari, Anti-Oedipus, 10th edn. (Minneapolis, MN: University
of Minnesota Press, 2000).
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The commodity in Marxism depends on socially necessary labour time, such as
working time. The Craft Object is about the differences and connections between
craft and the art commodity. Readymades are exhausted in the context of the work
of Mike Kelley and Jason Rhoades. Waste, garbage, trash or clutter is a commodity
in certain works, for instance, or is turned into a commodity, and Simon thus
extends the idea of the commodity because these things are exhausted as a
commodity. Kelley is using exhausted objects. In Rhoades’ work, he intends to use
commodities and shifts the object so that it comes to function as an artwork in a

different register.

The emphasis of the unreadymade is not purely conceptual. With the readymade,
to use Duchamp's urinal as an example, you can understand it or get the joke
without having to see it. Its use and exchange value are both dialectical: they are
both of these values at the same time. Exchange value is foregrounded when
selling, and when putting use in the foreground neither category is less important,
but rather always present. When presented as art, it is different: as Horkheimer and
Adorno write in ‘The Culture Industry: Enlightenment as Mass Deception’, art is the
ultimate commodity: we can enjoy use value and its worth. It is rare for the

commodity to have both things present at once.*®

| wanted to situate Kelley’'s and Rhoades’ work within the context of commodity
discourse and immaterial, emotional and affective labour and examine how the
idea of the unreadymade can help to build upon previous critiques of the artists’
work. It from this context, of forms of labour, notions of time, making and the
status of the commodity, that | would like to now focus on Kelley’s and Rhoades’
relationship to feminist art history, particularly in relation to projects in and around
the CalArts area, including the wider Los Angeles area, in order to pave the way for

an analysis of the way that this Neo-Materialist line of thinking intersects with the

309 Theodor Adorno and Max Horkheimer, 'The Culture Industry: Enlightenment as Mass
Deception', in Dialectics of Enlightenment, trans. by John Cumming (New York: Herder and
Herder, 1972).
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political and socially-based hierarchies that are afforded to craft. | will also consider

critiques of the political and social distinctions in craft.

History and Hierarchy: Craft and Art

In, String, Felt, Thread: the Hierarchy of Art and Craft in American Art, Elissa
Auther writes about the relationship of fibre-based work in the 1960s and 1970s in
relation to the wider definition and remit of what constituted art in America.’'® She
asks these questions: ‘What does it mean to elevate the status of a material? Who
assigns this differential status? And who polices it?"*"" The question of who polices
this hierarchy, and how craft is afforded its status, is a question that is at the core of
the debates surrounding the relationship or the distinctions between art and craft.
These questions are also important for the debates surrounding the works by

Kelley and Rhoades discussed in this chapter.

As Glenn Adamson writes, ‘Craft is more often conceived as a necessary “other”, a
useful disturbance that plays a necessarily unacknowledged role in modern art’s
critical apparatus’.*'? The ‘'unacknowledged role’ is in part due to the history of the
hierarchy of craft and art, mentioned above, and specifically how this hierarchy
works within the context of feminism.*"® The relationship of feminism to craft is
explored in Adamson’s Thinking Through Craft. In this book Adamson identifies
and discusses a foundational text that studied the history of the relationship
between feminism and craft. This text, Roszika Parker’'s The Subversive Stitch:
Embroidery and the Making of the Feminine, considers the role of feminism, class
distinctions and the status of the amateur. Adamson comments on the way Parker

questioned the role of feminism and the politics of amateurism, stating:

310 Elissa Auther, String, Felt, Thread: The Hierarchy of Art and Craft in American Art
(Minneapolis, MN: University of Minnesota Press, 2010).

1 bid., p. xii.

12 Glenn Adamson, Thinking through Craft (Oxford: Berg, 2007), p. 139.

313 |bid.
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[Parker] aptly characterised both the advantages and problems that
feminists knowingly assigned themselves in taking up amateur craft as
an artistic vocabulary [...] they acquired a ready-made alternative to
art history, and gained a language of form that summoned up vast
realms of women’s experience. On the negative side, they found
themselves confronted by the questionable notion that craft was
inherently female, and by the negative aspects of that gendering.*"

Concepts of skill and labour in relation to the hierarchical classification of craft and
art are not only key to the critiques of Parker and Adamson but are also central to
Kelley’s and Rhoades’ work. While Arenas has different considerations, Kelley’s
More Love Hours Than Can Ever Be Repaid is concerned with time, forms of labour
and skill. Rhoades’ Sutter’s Mill and The Creation Myth are explicitly about
narratives, but also encompass forms of labour and skill. Kelley’s recycled and re-
used crafted items come from and refer to a different economy from those in
Rhoades’ work, as noted in the section above. However, The Craft Object of both

artists’ is involved in a wider discourse of craft, art and feminism.

Parker's The Subversive Stitch: Embroidery and the Making of the Feminine is
concerned with the history of manual labour and class with regard to embroidery,
in particular. Parker specifically references the emotional gestures that are
inculcated in embroidery, and suggests that this ‘indicated a life “unsullied” by
manual labour [...] in that depending on your position or class, manual labour was
or was not a part of your status and life. Embroidery held specific connotations as
to who had the time to do or perform this type of craft’.*’> Echoing these concerns,
the relationship between labour, class and craft is significant to both Kelley’s and
Rhoades’ work in different ways. More Love Hours Than Can Ever Be Repaid and
Arenas are concerned with notions of different forms of economies and labour in

which objects are discarded, rebought, resold or re-gifted.*'® Making and the

314 Adamson, 2007, p. 151.

315 Rozsika Parker, The Subversive Stitch: Embroidery and the Making of the Feminine, 2.
edn. (London: IB Tauris & Co Ltd, 2010), p. 213.

316 | evine, 2011, and Welchman, Graw, and Vidler, 1999.
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process of unmaking and narratives of rural California are part of Sutter’s Mill in

particular.?'

Many of Jason Rhoades’ installations contain narratives about a revisionist
Californian history and the variations between Northern and Southern California. A
key historical belief of the Californian pioneers was the idea of travelling West,
adventure and gold-mining. Californian mill towns had a history of booming and
failing. This is evocative of narratives within Rhoades’ work.*® Histories and
narratives of the wider Los Angeles area have formed a part of his work. The
divisions of the Northern and Southern parts of California and their various
histories, the influence from Mexico and Central American countries, forms of
hidden labour, a pioneer-seeking ethos and the social irresponsibility that makes
up the history of California are key aspects of the Californian culture with which

Rhoades’ work is imbued.?"

The hierarchy of art and craft has been fraught with debates around the socio-
political and economic relationship of women to craft.?® By 1978, a historically
specific discourse about the hierarchy of art and craft had already been
established, and was featured in an issue of the feminist philosophy journal
Heresies which focused on a questioning of essentialist tendencies within feminist

art.*”" Elissa Auther recognises a gap in ‘recent scholarly reappraisals’ of feminist

317 |nterview, Schaffner.

318 Schaffner et al., 2014.

319 See: Ibid, p. 13-36, ‘Revving Up’, by Ingrid Schaffner, and Jason Rhoades Oral History
Project, 2014.

320 For additional information about the socio-economic relationship to craft (needlework
and embroidery), women and unpaid labour see: Roszika Parker and Griselda Pollock, Old
Mistresses: Women, Art and Ideology (London: | B Tauris, 2013); Roszika Parker and
Griselda Pollock, ‘Crafty Women and the Hierarchy of the Arts’, in Parker and Pollock, 2013,
pp.50-81; Carolyn Korsmeyer, Aesthetics: the Big Questions (Malden, MA: Blackwell,

1998); Melissa Mayer and Miriam Schapiro, ‘Waste Not, Want Not: An Inquiry into What
Women Saved and Assembled’, Heresies 4 (Winter 1978), 67; Pennina Barnett, ‘A Tribute to
Rozsika Parker (1945-2010), Textile: Journal of Cloth and Culture, 9:2 (2011), 200-211; and
the conference : ‘The Subversive Stitch Revisited: The Politics of Cloth’, 29-30 November
2013, V&A Museum, London.

321 Auther, 2010, p. 98.
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artists in the 1970s who appropriated crafts and fibre-based elements in their work
and/or who were interested in addressing or subverting gender norms in relation to
the hierarchy of craft and art.*?? She notes a concern about the ‘perception that
such work in the end reinforced the assumed natural equation between women

and craft rather than dismantling it'.3? There is a tenuous connection between the

distinction of art and craft in terms of how they are perceived, and their relation to

the fine arts.

Terms

By outlining the key terminology used in craft scholarship, such as the terms ‘art
fabric’, “textile sculpture’ and ‘fibre sculpture’, | am able to consider the importance
of how certain craft-based work transitioned from being displayed on the wall to
the floor, and how this work was more prominent in institutional settings, therefore
garnering greater visibility and critique. Moreover, this shift, which is a curatorial
one, expands the increasingly permeable boundaries between art and craft. This is
all, as | proposed earlier, part of the history/genealogy of exhibitions and craft
artists working with installations that moved from the wall to the floor and that used
various types of forms and volume in their installations. The following analysis of
Kelley’'s and Rhoades’ work in relation to such a lineage of craft-based projects,
certain craft-based artists and the evolution of the impact of this work on
installation art, and moreover on the relationship of installation art to Kelley’s and
Rhoades’ work, is part of the originality of my enterprise in this research. It is the
particular type of craft, the specific artworks covered in this chapter and the fact
that they employed materials and processes in a specific manner that is significant
or telling. It is important to note in relation to their work that there were certain

exhibitions that they might have seen/did see which could have laid the

322 |bid., p. 102.
323 |bid., p. 97.
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foundations for the use of these materials and the shape and form not only of the

materials but also of the exhibition layout observed in their work.

As such, a consideration of the history of, and basis for, craft-based work and its
relation to sculpture and curating is relevant because of the significance of the
transition from wall to floor that was made at this historical juncture. A starting
point for this discussion is the foundation for the terms used and the concepts of
hierarchies that are a part of debates about fine art and craft. Definitions of specific
terms will be useful when considering the types of materials covered in this
chapter. This will make it possible for me to distinguish the types of materials and
how they led to volumetric forms being exhibited and how this can be noted in the

artistic tendencies of Kelley’s and Rhoades’ work.

In Beyond Craft: the Art Fabric, Mildred Constantine and Jack Lenor Larsen
declare that craft objects, textiles and fibre deserve to be discussed in relation to
their autonomy in much the same way as art objects or works of art. Constantine

and Larsen define ‘art fabric’ as:

[...] a construction, individually created by an artist. It may

be woven on the loom or free of the loom or may be produced

by knotting, knitting, crochet, or other techniques. An Art fabric

is conceived and created by one artist whose personal involvements
and expressive potentials are integrated with his skilful use of
techniques and chosen materials.***

An additional clarification of this definition is that ‘[...] Art fabric exists in an almost
protean state; its definition is neither rigid nor finite, but belongs to the rich and
complex phenomenon that is art which goes beyond craft’.*** Constantine and

Larsen are concerned with the structural and aesthetic characteristics of the art

324 Mildred Constantine and Jack Lenor Larsen, Beyond Craft: The Art Fabric (New York:
Van Nostrand Reinhold, 1973), p. 7.
% |bid., p. 8.
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fabric as an art form.*?¢ Their definitions of the art fabric revolve around the
assertion that these materials are used in varying sculptural senses and the
processes the artists use to make the works set it apart from traditional amateur
craft status. In this context, artists are creating artworks using particular fibre

materials.

It is also important to note the definition of the terms "textile sculpture’ and fibre
sculpture’. Irene Waller, in her 1977 book Textile Sculptures, writes: ‘It has already
been noted that to some of the greatest of the three-dimensional work the word
‘sculptural’ is often applied, which would seem to indicate not only volume but
total honesty of the artist’s intent’.*”” Waller then goes on to explain she is using
the term ‘textile sculptures’ to hint at the evocative nature of the works, and to pay
close attention to the concepts conveyed in the works about which she writes.
Waller's book includes the work of artists Magdalena Abakanowicz, Claire Zeisler

and Frangoise Grossen, whose work will be analysed later in this chapter.

In the 2014 book Fiber: Sculpture 1960 - Present, Janelle Porter writes: ‘Fiber
moved from planar wall hangings to three-dimensional sculpture, from a weaving
restricted in size by the loom to the monumental, gestural forms that developed off
the loom’.*?® Porter then questions how this developed, and what happens to the
status of craft ‘when fibre leaves the wall?*?? Kelley's work, in particular, will be
examined in relation to the performative element of the earlier, historical work
discussed in this chapter, as it transitioned from wall to floor and entered the realm
of installation. This is useful and valuable because of how it sets the scene and
identifies the terms and concerns. Rhoades’ work will be analysed in relation to the
form and scale of the history of textile sculpture. Again, it is significant that these

differences in terms highlight the variations in The Craft Object, and to note that

2 |bid., p. 11.

327 Irene Waller, Textile Sculptures (New York: Taplinger Publications, 1977), p. 6.

328 Janelle Porter, Fiber: Sculpture 1960-present (Boston: DelMonico/Prestel; The Institute
of Contemporary Art, 2014), p. 15.

329 |bid.
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Rhoades’ use and particular historical engagement with craft differs from its
implications in Kelley’s work, a point that will continue to be raised and further

explored in the following sections of this chapter.

T'ai Smith, in the 2014 essay ‘Tapestry in Space: an Alternative History of Site-
specificity’, a contribution to Fiber Sculpture, 1960 - Present, identifies fibre art as
specifically relating to tapestry artists.** For this reason, | refer to the historical
work in this chapter as ‘fibre-based work’, and | use the term ‘textile sculpture’
when discussing the transition of this work in relation to its floor-based display and
exhibition format. My alignment with these definitions helps my analysis of this
transition of wall-based to floor-based work, because | think this part of the analysis
of the transition of applied arts to craft within a fine art context is central to the
debates around all the work discussed in this chapter. It also serves as a way to
focus on the institutional trajectory of this work and allows a discussion of how the
work was exhibited and the shifts that the status of the artwork went through
during this process. This also allows me to discuss installation art and how the
actual installation of certain fibre-based work and textile sculpture in galleries
and/or exhibition spaces during the period under discussion may have led to a
slight dissolve in this hierarchy and perhaps even opened out and extended the

context of the future of installation art.

Scholar Elissa Auther argues that ‘Coinciding with the rise of installation has been
the internationalisation of the contemporary art world and a related shift in
curatorial practice that has further dismantled aesthetic hierarchies and art world
boundaries previously limiting the way in which fibre could be viewed as a
legitimate medium for arts’.**' The analysis of fibre-based work and textile
sculpture in this chapter is in line with Auther’s assessment of the curatorial shifts

that elevated the status of craft.

30 |bid., p. 153.
31 Constantine and Larsen, 1973, p. 172.
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[REDACTED]

Figure 2.18: Claire Zeisler, Pom Pom Yarn Ball, 1972, detail with artist.



141

[REDACTED]

Figure 2.19: Frangoise Grossen, Inchworm, 1971.

Figure 2.20: Barbara Shawcroft, Grouping of 3 Interchangeable People, 1967.



142

Lineage

There is a lineage of fibre-based works and textile sculptures (specific exhibitions,
specific artworks and artists) from the West Coast and from America more broadly,
which laid the foundations for the use of materials, processes and other craft-based
objects to be exhibited as installation art, identifying and foregrounding them, or
putting them into place. This lineage will help me consider how fibre-based work
and textile sculpture was collected, fostered and exhibited in a series of specific
exhibitions. In this section | will explore how fibre-based artists from the 1960s and
into the 1970s (such as Claire Zeisler, Francoise Grossen, Barbara Shawcroft,
Leonore Tawney, Dorian Zachai, Sheila Hicks, Alice Adams and Magdalena
Abakanowicz) began experimenting with forms and the transition from the plinth to
the floor.**? The installation/exhibition of these works historically would have been
at the forefront of a curatorial process which was extending the visibility of

installation-based work. 333

Historically, during the 1930s and into the 1940s, the wider area around San
Francisco and towards Northern California fostered or nurtured fabric-based work,
focused on the Contemporary Crafts Association and the Pond Farm Workshops.?**
This is important to note because Rhoades was raised in Northern California and
attended the California College of Arts and Crafts from 1985 to 1986, where he
studied ceramics, painting and sculpture before transferring to the San Francisco
Art Institute, where he completed a BA in Fine Arts (1986-88). He then pursued a
MFA in 1993 at UCLA, Southern California, where he worked with artist and teacher

Paul McCarthy.**

332 See: Porter, 2014. and Elizabeth Bacon Eager, ‘Fiber: Sculpture 1960-Present’, The
Journal of Modern Craft, 8:2 (2015), 251-258; see also: Mildred Constantine and Jack Lenor
Larsen, The Art Fabric: Mainstream (Tokyo: Kodansha International, 1985).

333 See: Eager, 2015, and Auther, 2010; the conference ‘The Subversive Stitch Revisited:
The Politics of Cloth’, 29-30 November 2013, V&A Museum, London.

34 |bid., p. 29.

335 Schaffner et al., 2014.
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In the early 1960s, sculptor and weaver Claire Zeisler began working with knotting
and wrapping techniques to create three-dimensional, freestanding, floor-based
works. Zeisler's use of various techniques that embraced the role of sculpture was
influential.*** An important example of her work is the Pom Pom Yarn Ball (1972)
(Fig. 2.18, p. 140), a multi-coloured floor sculpture.®’ Zeisler worked with macramé,
ropes and knotting or wrapping in order to create sculptural forms, making her

work notable for its sense of volume.

In the late 1960s and into the 1970s, macramé knotting had become an
international hobby, and it was afforded a very particular status of kitsch in the
1970s. Claire Zeisler and Francoise Grossen are credited with elevating macramé to
the status of art. The status of craft was increasingly being elevated to enable it to
be included in fine art contexts, and this impacted on the way this work was shown,

curated and/or displayed.

Francoise Grossen, who was a MA student at UCLA from 1967 to 1969, was
awarded the UCLA Art Council Award. Her work would have been highly visible
and important to the UCLA arts community. Grossen created small macramé
hangings knotted from hand-spun wools and she worked with large manila ropes
re-purposed from shipyards and beaches.**® Some of the work she produced at
UCLA included found objects, and her work contained unsymmetrical, unfinished
or frayed ends. This was an important shift in the aesthetic consideration given to
the use of macramé and crochet, because she was making anthropomorphic forms
out of commercially available mass-manufactured materials.**” The concept of
labour and working hours put into the ropes, stemming from their historical origins
in shipyards, was evident in the work. This notion of the residual labour in the

actual materials is key to Kelley's More Love Hours Than Can Ever Be Repaid and

3% Constantine and Larsen, 1973, pp. 280-285.
3 |bid., p. 287.

8 |bid., pp. 165 -166.

339 |bid.
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to Arenas. The materials of labour that highlight the making process are also at the

core of Rhoades’ Sutter’s Mill and The Creation Myth.

Barbara Shawcroft was one of the first craft-based artists to create textile sculptures
by working with large three-dimensional forms. In Grouping of 3 Interchangeable
People (1967) (Fig. 2.20, p. 141), she incorporated design and social commentary
to form an installation and floor-based work of animal and human forms seated
across each other. ** Although | do not wish to draw a strict line of comparison,
similar qualities in relation to the display and exhibition format of this work can be
observed in Kelley's Arenas. This also harks back to Zeisler's floor-based Pom Pom
Yarn Ball, because both works were significant in highlighting the way textile

sculptures were displayed.

The specific exhibitions and artists mentioned in this section were at the forefront
of the way that fibre-based work and textile sculpture gained prominence in
America for its experimentation with floor-based or installation-based formats.
These artists were creating a lineage in their consideration of scale, volume,
experimental forms and the use of various types of materials to create fibre-based
works and textile sculptures. Kelley’s and Rhoades’ work is evocative of the
materials, processes and installation arrangements, involving formal placement on

the floor, as seen in the work of the artists in this section.

0 |bid., p. 60.
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[REDACTED]

Figure 2.21: Lenore Tawney's Beekman Street Studio in New York, 1962.

Figure 2.22: Lenore Tawney, Installation of works, Gewebte Formen,
Kunstgewerbemuseum, Zurich, 1964.
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[REDACTED]

Figure 2.23: Installation view, ‘Wall Hangings’, 1968.

Figure 2.24: Installation view of "Woven Forms’, 1963.
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[REDACTED]

Figure 2.25: Magdalena Abakanowicz, Black Cloth, 1970, detail as part of the exhibition
‘Deliberate Entanglements’, UCLA Art Galleries, 1971.

Figure 2.26: Dorian Zachai, Procession for a Dead Love, 1969, detail as part of the exhibition
‘Deliberate Entanglements’, UCLA Art Galleries, 1971.
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[REDACTED]

Figure 2.27: Magdalena Abakanowicz, Baroque Dress, 1969.

Figure 2.28: Magdalena Abakanowicz, BOIS - LE - DUC, 1970.
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Curatorial Strategies and Historical Exhibitions

Historically, a significant shift in the status of craft, as scholar Elissa Auther argues,
can be noted in Lenore Tawney'’s solo exhibition at the Staten Island Museum in
1962, the first major exhibition of American fibre-based work. Tawney’s work
deviated noticeably from previous notions of tapestry and woven forms. This
exhibition marked the beginning of a period from the 1960s onwards in which art
fabric was collected privately and by public institutions.**' Collectors and patrons at
this time began acknowledging the status of fibre-based work as fine art.
Moreover, this increased funding for larger-scale exhibitions devoted to fibre-

based work, which further elevated its status.

For the Staten Island Museum exhibition, Tawney experimented with ‘working off
the loom and in three dimensions’.**> She began to incorporate the idea of
installations of fibre-based works occupying a three-dimensional space. This
particular aspect of her work inspired collectors and curators to consider the
various ways in which fibre-based work could be exhibited, which is one of the
reasons why the status of this work was raised to join other art forms.*** In this way,
Tawney’s works moved away from other types of fibre-based work which were

being exhibited at that time, and approached the definition of textile sculpture.

Tawney was later included in the exhibition ‘Woven Forms’ (Fig. 2.24, p. 146) at the
Museum of Contemporary Crafts in New York from March 22 to May 12, 1963,
alongside artists Dorian Zachai, Claire Zeisler, Sheila Hicks and Alice Adams. These
artists each created woven three-dimensional objects. The popularity of this
exhibition, which travelled internationally, and the attention it garnered,
highlighted the creation of large woven forms and the way they were exhibited off

of the wall and situated in different parts of the gallery.

31 |bid., p. 45.
342 |bid.
33 |bid., p. 276.
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Significant to note, curatorially, is the 1968 exhibition ‘Wall Hangings’ (Fig. 2.23,
p.146) that travelled around colleges, universities and museums across the United
States, including the Museum of Modern Art in New York. Curators Mildred
Constantine and Jack Lenor Larsen wrote about the ‘inherent potential for
volumetric form’ in the 1960s and 1970s.*** In their curatorial projects they were
concerned with exploring the way that wall-based and fibre-based works were
transitioning to being created and exhibited three-dimensionally and in new forms
or formats. They were at the forefront of the debates about how fibre-based works
‘demand(ed) to be experienced aesthetically as Art beyond craft’.?* Much of the
work in this exhibition was neither hung nor woven, which further helped to
dissolve the hierarchy between art and craft. This helped to proclaim a certain
curatorial stance with regard to ways of installing and exhibiting fibre-based works
which could assert their relation to the wider field of art and separate them from

the restraining notions of status.3*

The 1972 exhibition ‘Deliberate Entanglements’ (Fig. 2.25 -2.26, p. 147) at UCLA
was ‘assembled to assess as art the recent conceptual, formal, and structural
developments in fabric forms’.**” The exhibition travelled to seven museums and
included a solo installation at the Pasadena Art Museum, California in 1971 as part
of the ‘Fibre as Medium’ programme. The museum had a week-long colloquium
focusing on the work of Magdalena Abakanowicz, who had originally trained at the
Academy of Fine Arts, Warsaw, in the 1950s. Abakanowicz's works were
installations, or, as she called them, “textile situations’, into which the spectator is
introduced and involved in various ways, including navigating around and
alongside the installed work. Larsen and Constantine wrote about the navigation of
the viewer in Abakanowicz's installations: ‘He and the space are metamorphosed

by his participation in the “object” created’.**® This quality is particular to both

4 |bid., pp. 68-76.
5 |bid.

#¢ |bid., p. 55.

*7 bid., p. 56.

8 |bid., p. 78.
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Kelley’s floor-based works and Rhoades’ installations. There is a sense of
participation arising from navigation and immersion that is part of Arenas, Sutter’s
Mill and The Creation Myth. In Abakanowicz’'s work a shift is seen in how fibre-
based work is displayed to create an immersive exhibition in which time, space and

narratives are central.

These four exhibitions demonstrate the progression of fibre-based artists working
with three-dimensional forms, how fibre-based work and textile sculptures were
exhibited and how their work was shown off the wall and in the gallery space, as
installations. The work experimented with incorporating larger scales, immersive
installations and a sense of volume or large three-dimensional form. The work in
these exhibitions was shown internationally and was part of a progression towards
the collection of fibre-based work and textile sculpture by large institutions. There
was increased funding for exhibitions, and increased international attention was
paid to this work that transitioned from the wall to the floor. This curatorial format
embraced and moved towards installation art. | argue that The Craft Object in
Kelley’'s and Rhoades’ work is influenced by this progression and the trajectory of

these exhibitions.
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[REDACTED]

Figure 2.29: Cover of the ‘Womanhouse” exhibition catalogue, 1972, pictured from left:
Judy Chicago and Miriam Schapiro.
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[REDACTED]

Figure 2.30: Faith Wilding, Crocheted Environment (Womb Room), 1972.



154

The Feminist Art Program (FAP)

The historical significance and importance of the nationally recognised Feminist Art
Program (FAP) at CalArts formed a part of the wider artistic milieu of Los Angeles.
Even if Kelley and Rhoades did not see specific shows in person, work and
exhibitions by FAP artists were shown in and around the Los Angeles area. The
associated projects of the FAP around the Los Angeles area were varied and wide-
reaching. These projects around LA, and to a degree in the CalArts environment,
would have been part of the fabric of the institution and the wider arts culture in

California.

Judy Chicago and Miriam Schapiro, both faculty members and artists at CalArts,
co-founded the CalArts Feminist Art Program (FAP) in 1971.3%° The FAP included
seminars, workshops, exhibitions, talks and group critiques. As | noted earlier, in its
first year twenty-five women artists participated in the FAP.*° The FAP was
responsible for introducing feminist theory, feminist art and feminist art history and

criticism to CalArts.®’

349 1n 1970 Judy Chicago was teaching as a faculty member at Fresno State College, where
she implemented studio critiques, workshops, discussion groups, and research because she
wanted to create a programme for women artists. The following year, in 1971, she
relocated to CalArts where faculty member Miriam Schapiro joined her as co-founder of the
CalArts FAP. For additional information about the FAP and adjacent projects see: Miriam
Schapiro, ‘The Education of Women as Artists: Project Womanhouse’, Art Journal 31: 3
(Spring 1972), 268-70; Faith Wilding, By Our Own Hands: The Women Artists Movement
Southern California 1970-1976 (Santa Monica, CA: Double X, 1977), pp.10-11; Faith
Wilding, ‘Gestations in a Studio of Our Own: The Feminist Art Program in Fresno,
California, 1970- 71", in A Studio of Their Own: The Legacy of the Fresno Feminist
Experiment (Fresno, CA: The Press at the California State University, 2009), pp. 98 — 99;
Laura Meyer and Faith Wilding, ‘Collaboration and Conflict in the Fresno Feminist Art
Program: An Experiment in Feminist Pedagogy’, in Jill Fields (ed.), Entering the Picture:
Judy Chicago, the Fresno Feminist Art Program and the Collective Vision of Women Atrtists
(New York: Routledge, 2012), pp. 45-63.

3% Broude and Garrard (eds.), 1994.

1 Wilding, p. 39.
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Even though there were a number of similar projects and programmes being
formed in the area, the FAP ended formally when its co-founders, Chicago and

Shapiro, left CalArts, in 1973 and 1975 respectively.®?

In the essay ‘The Feminist Art Programs at Fresno and Cal arts, 1970-75" in The
Power of Feminist Art, artist Faith Wilding comments: ‘The 1981, 10" anniversary
show of alumni included only two women (neither of them members of the
program) out of sixteen artists exhibited, and there was no sign of any of the
ground-breaking feminist activity of its early history’.*>® The 1987-1998 exhibition
and catalogue CalArts: Skeptical Belief(s) at the Renaissance Society in Chicago,
lllinois did not include significant projects from the history of the FAP, further

echoing a sense of exclusion.®*

My archival research indicates that there does seem to have been a growing and
continuing interest in the FAP. Evidence in the CalArts FAP archives shows there
have been panel discussions and projects about the FAP within the CalArts
campus, specifically focusing on student or faculty initiatives and bringing to light,
analysing and re-contextualising the work of FAP artists.** For example, The F
Word symposium at CalArts, co-sponsored by the School of Critical Studies, took
place from September 28 to October 3,1998. It consisted of a week-long series of
talks, exhibitions and reading groups. The F Word exhibition was a group show by
female artists influenced by the FAP and the Women'’s Design Programme

alumnae. The symposium considered contemporary feminisms and the legacy of

352 Broude and Garrard (eds.), 1994.

33 Faith Wilding, ‘'The Feminist Art Programs at Fresno and CalArts, 1970-75, in Broude
and Garrard (eds.), 1994, p. 47.

34 Susanne Ghez and Catherine Lord, CalArts Skeptical Belief(s) . Newport Beach, Calif:
Newport Harbor Art Museum, University of Chicago, (Chicago, IL: Renaissance
Society,1988).

35 CalArts, ‘The CalArts Program that Transformed Feminist Art, 2007, CalArts Publications
folder September Fall 2007; California Institute of the Arts, California Institute of the Arts
Feminist Art Materials Collection (1971-2007), Series 2-3 Box 1:11-1:22 and Box 2:1- Box
3:4; Interview, Lawson.
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the Los Angeles feminist art movement.** Through the archive it is possible to see
that there was continuing engagement with, and interest in, the FAP. The
September (Fall) 2007 issue of CalArts, a publication for current students and
alumni, referred to student exhibitions citing FAP as an influence and
projects/workshops or exhibitions about the FAP that took place in 2007.%*” The
public programme and exhibition series ‘Pacific Standard Time: Art in L.A., 1945-
1980’, produced by the Getty Foundation and Getty Research Institute, was hosted
at arts institutions across the city from October 2011 to April 2012 and included
information about the impact and history of the FAP and specifically about the

Womanhouse project.®®?

The artists and teachers associated with the FAP were and are nationally
recognised. Moreover, CalArts intended the programme to remain active. The
many strands of research, performance and art production at CalArts influenced
the FAP, and the wider CalArts community was in turn influenced by the FAP
projects, although this later influence was not often acknowledged.*? Highly
successful in securing broad pubilic visibility nationally for feminist art was
Womanhouse (1972),%¢° a collaborative art environment. Artist and writer Mira
Schor notes, in reference to a previous iteration of the FAP at Fresno State College,
that at CalArts "We were now exposed to a national audience, and we could see
how our work related to a social and art world context’.**" Another significant
moment, which garnered wide national attention, was the 1971 special issue of

Everywoman magazine and the March 2, 1972 special issue of Time magazine, with

3% California Institute of the Arts, California Institute of the Arts Feminist Art Materials
Collection (1971-2007), Series 2-3 Box 1:11-1:22 and Box 2:1- Box 3:4.

357 California Institute of the Arts, California Institute of the Arts Feminist Art Materials
Colleciton (1971-2007), CalArts Publications folder, September Fall 2007, CalArts, ‘The
CalArts Program that Transformed Feminist Art, 2007.

38 Rebecca Peabody, Andrew Perchuck and Glenn Phillips, Pacific Standard Time: Los
Angeles Art 1945-1980 (London: Tate Publishing, 2011). See also: Pacific Standard Time,
available at: <http://pacificstandardtime.org/past/artinla/index.html|> [accessed 10
December 2013].

%9 Broude and Garrard (eds.), 1994, p. 39.

360 |bid.

361 |bid.
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the title "'The American Woman', which discussed Womanhouse in detail, bringing

this project to a very wide-ranging national audience.*

In the CalArts FAP archive, a memorandum from September 17, 1974 concerning a
‘Proposal for the Future of the School of Art’, outlines a merger of the School of Art
and the School of Design and states that: ‘By including the high arts and the
applied arts as well as the crafts in one school’ they could achieve a more
structured programme at CalArts. The ‘high arts’ were defined as: ‘Painting and
Drawing, Sculpture, Environments and Performance pieces, Conceptual Art,
Feminist Art Program and Graphics’. The ‘applied arts’ were defined as ‘Graphic
Design, lllustration, Product Design, Photography, and Crafts: Ceramics, Metal
(jewellery), Fabrics (weaving, fabric design, etc.)’.** Included in the pages of the
memorandum on page 2, Paul Brach, CalArts Dean at the time, under point C,
Feminist Art Program, noted that, ‘Mimi (Schapiro) should be replaced by a woman
who can continue some version of the program. It has brought us considerable
national attention. In fact, if possible, there should be more than one woman on
the faculty’. To that end, the Deans at CalArts formally requested that the
programme should continue. They also acknowledged its impact nationally:
national magazines covered the FAP and CalArts. Schor, artist and FAP member,
notes that the FAP received national attention and was ‘the subject of excitement
and envy and curiosity at CalArts. Even students, male and female, who were
hostile to the program could not ignore its existence or remain unchallenged by its
aims’.*** From the internal memo and from the archival materials documenting the
reports on the FAP by many national magazines, it can be confirmed that the

programme was successful and the Deans formally noted that they wanted the

programme to continue in a new iteration. From the evidence of its success, we

32 |bid., p. 38. See also: Time, March 20, 1972 (New Woman), Iconographic, 6 (1973),
Everywoman, March 2, 1971, Feminist Art Materials, CalArts Publications, Box B3 -FR19
Non CalArts Publications.

363 California Institute of the Arts, California Institute of the Arts Feminist Art Materials
Collection (1971-2007), Series 1, Box 1:2.

34 Schor, 1994, p. 249.
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can also surmise that many people would have had exposure or access to or
knowledge of the FAP, its related artists and its exhibitions and projects in the

wider Los Angeles area and within the CalArts community.

Archival research folders in the CalArts FAP archives provide catalogues and
exhibition guides from the many projects around CalArts and Los Angeles. It is
significant to note that around this time feminist art-based workshops or projects
were fostered in the wider Los Angeles area. These include the Feminist Studio
Workshop (FSW) in 1973; the Woman'’s Building in Los Angeles in the same year,
and the Feminist Art Festival in 1974.3% Significant to note is that the archives of
FAP also include documentation in the form of photographs and issues of national
magazines which reported on Faith Wilding’s crocheted environments. Wilding was
primarily trained in weaving, as well as in other fibre arts. In Thinking Through Craft
Glenn Adamson remarks on the similarities between Wilding's crocheted
environments and Magdalena Abakanowicz's fibre environments (or textile
sculptures), which were shown in museums around the Los Angeles area in 1971
and 1972. Wilding recalls visiting Abakanowicz's exhibition in Pasadena, where the
former lived at the time.** A specific connection can therefore be made between
the role of certain fibre-based artists such as Abakanowicz and the work of artists
from the FAP who would have exhibited work in and around the Los Angeles area

and CalArts. A milieu was forming.

It is useful to consider the context in which Abakanowicz, Wilding and other fibre-
based artists created work, because | believe this supports the possibility of a
nuanced relationship between a particular group of fibre arts and textile sculpture
exhibitions and associated fibre/textile artists and the work of Mike Kelley and
Jason Rhoades. The relationship that | am suggesting here is that the artists in the

FAP produced a variety of projects, providing both local and national visibility for

365 California Institute of the Arts, California Institute of the Arts Feminist Art Materials
Collection (1971-2007), Series 2-3 Box 1:11-1:22 and Box 2:1- Box 3:4.
3¢ Adamson, 2007, pp. 154-155.
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their work. They were in part influenced by other earlier fibre-based artists who
exhibited work during the 1960s and 1970s, such as Abakanowicz. The projects at
CalArts and from satellite spaces around Los Angeles became a part of the fabric
of the Los Angeles art scene. Stemming from this lineage, | notice a use of
materials coalescing. There is also a specific transition involving work being hung
from the wall and then placed on the floor and into the gallery space, with
experiments in volume, form and shape. This started with the exhibitions discussed
here in the section titled ‘Curatorial Strategies and Historical Exhibitions’. | see a
continuity in the use of materials, however implicit or explicit it may be, between
the historical, earlier work and that of the FAP and the later work of Kelley and

Rhoades.

As noted earlier in this chapter, in interview with Eva Meyer-Herman, Kelley did not
fully acknowledge the impact of the FAP on his work In the same interview on the

work made in the Women'’s Building, Kelley comments:

[...] many of the works produced in that context were by-products of
consciousness-raising discussions related to prescribed material
usage in traditional decorating, etc. Some of my works of this period
are very related to this mind-set, the Birdhouse sculptures, for
example. These works were made specifically to comment on my class
status and on clichés of maleness. Building a birdhouse would be a
typical masculine pastime in the suburb in which | grew up but was
hardly the norm at CalArts. But these were not made as comments on
feminist practice.®’

Kelley has been clear that his artwork is concerned with the subversion of gender,
and that his particular use of craft was neither influenced by nor informed by the
work of feminist artists in and around CalArts at the time; however, there is an
overlooked history of how fibre-based artists, and artists who created textile
sculptures, used forms, volume and installation techniques, which arguably is

aligned with the way Kelley was producing his work. Moreover, feminist artists

37 Kelley and Meyer-Hermann, 2012, p. 369.
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connected to CalArts or wider feminist art circles in and around Los Angeles at the
time worked with materials such as various knitted items and toys in a way that

would have no doubt impacted on Kelley.

Kelley’s work has been critiqued by Schor in terms of the way the artist used
macramé, crochet, knitting, sewing, and needlepoint in his work without
acknowledging the wider role of feminist artists and practices at the time.**®
Significant to note is that both Mira Schor and Miriam Schapiro, artists from the
CalArts FAP, were working with various fabrics, clothing and appliqué in the
Womanhouse project and installation. FAP artist Faith Wilding, in the essay
‘Monstrous Domesticity’, writes of Kelley's craft works as a form of irony, and ‘a
mere reversal of gender signifiers’, and ‘without acknowledgment of its sources’. 3¢
Wilding also commented on the role of craft in feminist work in the 1970s saying,
‘much of it was highly critical of the institution of the family, and of the restriction of
women to the domestic sphere — as well as questioning the division of labor, and

the conditions of work itself’.37°

There seems to be an aversion to acknowledging these histories in connection with
Kelley's work by critics or scholars who have focused on his work, such as John C.
Welchman, Kelley in his own words, Elizabeth Sussman, Robert Storr, Ralph Rugoff,
and Cary Levine. Welchman, in the essay ‘The Mike Kelleys’, in Mike Kelley, and in
Kelley's book Foul Perfection: Essays and Criticism, as well as Sussman, in the
introduction to the exhibition catalogue Mike Kelley: Catholic Tastes, write about
or refer to similar influences to Kelley's work.*”" They position Kelley’'s work in

relation to the history of the Vienna Actionists, abstract expressionism and punk

%8 Schor, 1994, pp. 249-263.

39 Faith Wilding, ‘Monstrous Domesticity’ in Susan Bee and Mira Schor (eds.),
M/E/A/N/I/N/G: An Anthology of Artists’ Writings, Theory and Criticism (Durham, NC:
Duke University Press, 2000), pp. 88, 93-94.

39 Wilding, 2000, p. 93.

31 Welchman, ‘The Mike Kelleys’, in Welchman, Graw and Vidler,1999, pp. 42-47;
Welchman, ed., 2003, p 132 and Elizabeth Sussman, ‘Introduction’, in Sussmann, 1993, pp.
6-55.
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music, and they refer to the influence of conceptual practices and Kaprow's
teaching at CalArts.*”? The impact of the FAP was not referred to, and any attempt
at a feminist interpretation of his work was minimised or dismissed by these
authors. Welchman's interviews with Kelley, in which they discuss the role of
gender in the artist’s work, are transcribed in Foul Perfection: Essays and Criticism.
Welchman and Kelley refer to Kelley's interest in ‘artistic gender-bending’ and in
the subversion of gender and ‘male gender stereotypes’ more broadly; however,
they do not explore the impact of feminisms.*”? Ralph Rugoff's essay in Catholic
Tastes, ‘Mike Kelley/2 and the Power of the Pathetic’ and the 1990 exhibition "Just
Pathetic’ that he curated at Rosamund Felson Gallery refer to the term ‘pathetic
masculinity’, suggesting and defining it as an aesthetic in Kelley’s work, as a
subversion of masculinity which incorporates notions of failure, sadness, aloofness,

detachment and weakness into the work.3"*

Feminism is referenced by these critics and writers specifically or only within the
context of essentialism, which is utilised as a way to dismiss the impact of feminism
on Kelley's work. For example, Sussman’s brief reference to feminism in Mike
Kelley: Catholic Tastes is: [...] 'feminist art seemed to adhere to the same
essentialist utopianism as male modernism’.?”> Kelley himself similarly commented,
in an interview with Meyer-Herman, about a gallery in Michigan (the state in which

where he was born and grew up before he moved to California), “The work shown

32 For additional information on the impact of Kaprow at CalArts, see: Vivien Green Fryd,
‘Suzanne Lacy's Three Weeks in May: Feminist Activist Performance Art as “Expanded
Public Pedagogy”’ NWSA Journal 19: 1 (Spring 2007), 23-38 and Suzanne Lacy, interview
with Fiona Connor, available at: <https://soundcloud.com/fiona-connor/suzanne-lacy-on-
the- feminist> [accessed 16 Nov. 2017].

33 John C. Welchman, ed., 2003, pp. 10, 46, 53, 74, 32, 121, 125, 131, 132.

374 Rugoff, in Sussman, 1993, p. 172; The exhibition also featured the work of Chris Burden,
Jessica Diamond, David Hammons, Georg Herold, Mike Kelley, John Miller, Cady Noland,
Raymond Pettibon, Jeffrey Vallance, William Wegman, and Erwin Wurm. See: Ralph Rugoff,
Just Pathetic (Los Angeles, CA: Rosamund Felson Gallery, 1990). Similarly, Eileen Myles in
the book Afterglow: A Dog Memoir (London: Grove Press, 2018) also refers to Kelley and
his work such as More Love Hours and Arenas as part of the pathetic masculinity aesthetic
in the 1980s and 1990s.

375 Sussman, “Introduction,” in Sussman, 1993, p. 27.
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at the gallery [....] was primarily crafts-oriented and, in that sense, adopted a kind
of essentialist position’. ¢ In an interview with the critic Robert Storr, Kelley
commented without further explanation or discussion about feminist practices in
Lo