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EXTRACTS OF A DECADE

San Francisco | Janice Ross

In a main gallery of the San Francisco Museum of
Modern Art, a black telephone sits on a pedestal
belowachart of phone numbers. Next to each number
there Is the title of a different Linda Montano
audiotape which the listener can presumably hear
after dlling he prone. The catch e tha ol o the
phone numbers are the same, and that after lifting
rrecatar,ane s aparenty Ity conpoclod
with a single, ongoing taf

In the frustrating of one's expectations, this
dysfunciional telephone might well stand as a

represented makes the work look misleadi
lar — like twenty-one different phone fines to the one
great performance of the sev

text. Aside from the videotapes by nine ar
roups andthe instalations oy Bonnis Sher, Peter
D'Agostino, Paul Kos, Jim Melchert, Howard Fried
andSeve i, the mormation 1 th show seoms 1o
have already been condensed into catalog format.
“The paradoxes that arise when alternative art is
surveyed by an established institution have aiready
been eloquently sod by Judith L. Dunnam
(ARTWEEK, January 12, ot anoher issue — tha
of modes of representation and documentation — is
also involved. Performance art and, 1o a lesser
degro, intalations are temporal forms. As in
ntent

g i
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STEPHEN LAUB: COG, fra ltu ngsare, i
tape of a 1975 at Mandvie & An

75cpercopy

ILLUMINATION
OF SEEING

Los igules! Acann sl
Poter Lodato acknowledges the infiuence of light-
and space-lusions arthte, particulaty Pobert
I o s s Thr i 0 goilderce tha e
skylight-lluminated_ mai he Rosamund
e Catlr; dsiead by vk it s sitedd

tion
e e
Lodato’s dependence on light for his daring, one-
color paintings. On each side of the room, painted

Lodatoclarifies the power of color 28 an flusory force.
itz sgee. Mors Inporantset 10 8
time, Lodato uses no dematerializes
painting. No Inngl’ et enier
e

e room corrs seh rasangl’s
trong oot rflcted by he aconing whie wal,
inted

Geery UG San Diego, at 1 San Francioco M
of Madern Art. Photo: Megan Walker.

nce (read theater) rather than as art (read
sculpture and painting).

there by the artist. In Lodalo’s words, he is *‘doing
onething to produce many things.” This, of course, is

process
seeing. Lodato's piece exploits effects that fool our

dance, itual cor
e o catemchcunarioton ooy
flattensout the three-dimensionality of performance,
deflating it

has solved this dilemma by incorporating
iheactalarfcts of 8 performance — costumes,

Hollats Hosoll b e i xiine
jich were in th form of hospital admission siips,
2nd 3 coupe of oversized Syringes and ter
ters,or perhaps even a partial re-creation of the set
and soundrack, viewers could ““experionce’” the

propertie, progra

companies
reras. Musoums,onthectherhand, arescusiomed
1o deuig il spectc dicpiies, et ey be

e until hey realze 1t I 8 work s
perormance ar 1t shoud be documented s perfr-

PAUL KOS: rEVOLUTION: Notes for the Invasion —

mar mar
Francisco Muset
Arthur.

march, 1974, video installation, at the San
/m of Modern Art. Photo: Michael

some Kind o lar and persuaive
urgnmzu\mna\ structure for arranging the part
pants also would have helped to elucidate the iorh
focus. Ina highly informative lecture complementing
the show, Moira Roth noted that Bay Area perform-
ance artists active in the 1870s have been preoccu-
pied with four central concerns: meditation, humor,
theater, and characters and costumes. Had the
ve ts according to
their demonsirated involvement with these or related
‘aspects, the notion of performance as an art form
might have been given some shape and credence.
One o the pieces that does work in the museum,
Paul Kos' video Installation, rEVOLUTION: Notes for

constructed within the gallery. In order to approach
this setup, the viewer must traverse a series of
placed parallel and at even intervals covering the
loor. The purpose o this task becomes apparent only
after one leaves the monitor and finds that these
plar foca oe o lep n 8 marh n time (o the
ypeurir hyima on e’
Rl Handersors Yellow Gabs (1969) and Cows
(1973) are among the few pieces that lend themselves
photodocumentation. Infact, theaerial perspective
of Yellow Cabs — a piece that involved the simuita-

neous summoning of 100 taxis o a certain intersec-
tion in San Francisco — likely provides a better
Continuedon back page

senses as well. up by the edges of
the huge paintings against the
contagious. The colors appear to shift up and down
iheval the morere s, Afeinages of comple-
mentary colors affect our vision, their dialog altering
the space of the room.
A second room offers a more subtle installation,
Here a glossy enameled floor extends the reflections
Continued on back page

PETER LODATO: BLACK AND WHITE #4, 1960,
e on’ shes ruck and enamel on il two

enam
rectangles, 11'x 9' each, ‘PRosamund Felsen
Gallery, Los Angeles. oy

e




