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View of Martin Kersels’s installation “Charms in a Throne Room,” 2006. Courtesy ACME, Los Angeles.

bit, and now I just want to be able to keep on doing
what I do. I live off my work. Few of my collectors are
in L.A. I try not to think about the future, not to feel
the pressure of all the newly graduated art students,
but the pressure is there,

It can feel like being on a very long rope ladder
climbing up toward some helicopter that keeps
moving, and you've got these fuckers coming up
underneath you. Since I started showing when [ was
really young, I didn't feel that I came out fully formed.
[ still don't feel fully formed, but that’s always been
important to me: an artist should be allowed to grow
in public. I've always liked Bruce Nauman’s approach
to being an artist—there’s kind of an independent
goofiness to it. The way Larner leaves options open
also appeals to me. You should allow yourself license
to move around.

Liz Craft

I'm from California; I went to art school in L.A. and

1 guess there was a buzz then about UCLA. T knew
aboul the teachers indirectly through “Helter Skel-
ter,” which did a lot to introduce me to the art here.
I'went to the UCLA grad program in '95, when it had
alot of really good teachers. Charley Ray made a big
impression on me. A couple of years back, there were
things I wanted him to see and he was happy to come
out and look at them.

I never even thought of moving somewhere else.
Right out of school T got a studio and quickly started
showing with Richard Telles. I sold a piece, and then
the next piece, and the next, and it went like that.
Things kept going from there. Nathalie Obadia started
showing me in Paris in 2001,

Redling Fine Art 6757 Santa Monica Blvd. Los Angeles, CA 90038 t. 323.378.5238 e. Office@redlingfineart.com

I had some odd jobs, and worked for Charley Ray as
an assistant for a while and for Liz Larner for a little
bit and taught kids and various things, You learn a lot
being an assistant; you get sick of it real fast, but you
learn about how to get things done. I tried teaching,
It was really bad. I might get better at it; right now [
don’t care about doing that. If [ need money real bad I
might do it, but it was like torture.

I have been able to more or less live off my sculp-
ture. I make more stuff out of bronze now, Here it's
easy to have space and privacy to make art. It's not a
big social scene. That's bad, but it’s also good if you
want to get work done, I always wonder if T moved
somewhere else whether the work would change. 1
definitely get ideas from the landscape. Some of my
sculpture has been really connected to the city, the
way it's laid out, involved with fragments of what I see
around, mixed with memories and sort of dreamy ver-
sions of things.

The city is getting more expensive, for sure, and it's
getting more crowded. Not so much where I am, in
Highland Park, but the west side and downtown are
getting more populated. It's still vast here, and there
is always something new to see, At the same time,
everyone sort of knows everybody, the scene is still
not that big.

I draw a little in sketchbooks. I get an idea of
something I want to make and then figure out how to
do it. The hairy figures sort of came from having made
this piece called Ballad of a Hippie. That was a figure
with a guitar, but then, in the next piece, it became
more abstract—just the hair, with these arms that
stick out of it. I'll get one idea and then wait, and it
connects to other ideas. Some pieces do start with a
drawing, It's different every time.

[ think my work is more abstract than narrative,

but when I say that people don't believe me, so I don’t
know. Like now I am doing this sort of couch. That
probably does come from this city—in some neigh-
borhoods there are couches on every street corner—
but the real idea is just out of my head. It's like a love
seat with two cushions; the texture is a floral brocade,
raised up. It will be cast in bronze. I bought the couch
at a thrift store and sculpted the fabric in high relief,
so it's almost like starfish and barnacles crusting over
this love seat. T had the notion that the pattern would
become like 3-D mapping. Then there are these 3-D
birds sitting on the couch. I don’t know yet if it will be
polychrome, that's always the hardest part.

Maybe each place—L.A. and Europe—serves
equally in my career. Showing in New York was the big
deal. It helped me with the LA, collectors. | used to
make these mega-dense pieces. It was like | was try-
ing to put everything I knew into one monster work.
Finally, when [ got older, I was able to separate ideas
and make them into separate pieces, That may have
made it easier for more people to buy my stuff.

My work is studio time, instead of just getting this
idea and executing it. My work is pretty open and
impulsive. I don’t know if that's good or not. People
don't really know what you're doing, but it may not
matter, really.

Martin Kersels

I've lived in L.A. all my life. I started my undergradu-
ate studies at UCLA in '78, under the old regime. [
applied to go to film school as a junior and did not
get accepted, so I went into art history. But I am a
horrible writer, so I decided that's not for me and
took some art classes. I enjoyed them very much,
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Chris Burden was there, Charley Ray had arrived in
81, but I did not take classes with him. [ was tak-
ing new-genre classes; Mike Kelley was there for a
semester or so; it may have been his first teaching
job out of Cal Arts. I graduated in '84. I took eight
years out of school and went back in '92 to UCLA
graduate school. I had started working there in
'89 for Paul McCarthy and Chris Burden as their
lab assistant, as an employee of the state, which
was kind of a great job: I liked the space and the
facilities.

I knew a lot of the artists that were in “Helter
Skelter.” I had no idea that people would pay
attention the way they did to that show, but a lot
had to do with that choice of a title. Paul Schim-
mel, the show’s curator, is a genius at generating
excitement. What was important to me in the
show was how hard the people I respected worked
to do their art. When they're working, they're
really single-minded about it. It's maybe a lunch-
box work ethic, a blue collar ethic—"You gotta
get this done.” And the production of works was
not necessarily just about that singular vision of
the artist in the studio; rather it happened in a
community way.

When I went back in 92 the faculty accepted me,
but they said I couldn’t do the performance work 1
had been doing with this group called the Shrimps,
s0 that's when I started making objects. My perfor-
mance work was movement-hased, very few words, a
high level of slapstick, comedy based on the fallibil-
ity of the body. I knew of the Kipper Kids; we shared
an evening of performance once: where they went
more scatological, we kept it more on the pathetic.

A lot of the people we were looking at in the
'80s were in dance, like the Judson Church, Trisha
Brown, Simone Forti and Rudy Perez, who's in LA.

I saw a lot of Mike Kelley's performances; they were
amazing, more about poetry, not so much about
activity. Our performances were like this mishmash
of Manzoni—well, I never saw Manzoni—but it's
this idea of Manzoni or Yves Klein mixed with Buster
Keaton. We were working through this weird kind of
filtration—of compiled, layered bits and pieces.

Doing the rounds in the schools here over the
past decade and talking about my work in lectures, I
talked a lot about performance and the performative
object within my practice, but I had not done perfor-
mance in a long time. So when I did a show aft Galerie
Vallois in Paris in 2005, “Orchestra for Idiots,” on
the opening night I conducted the orchestra, whose
instruments were these objects I'd constructed,
based on research about how sound effects for radio
programs were made.

For my new show at Acme in L.A. [Mar. 18-Apr. 15,
2006], T began by building a throne, cannibalizing
all this furniture and starting from a beat-up white
chair, turning it into this really weird fucked-up
throne, taller than the body. [ was thinking about
delusions, and ideas of power—how one tries to
keep it, how one fantasizes about using it, how it has
been enforced. So I am starting with this swag lamp,
2 feet wide, like a death star made of wire, then
I'm making a Little Boy swag lamp, like the bomb
that was dropped on Hiroshima. T am working with
these five or six icons: the atomic bomb is historical,
and the death star is fantasy, but all that research
about Reagan’s Star Wars program is still going on.
The throne will sit in the room with these delu-
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sions floating above it. The
methodology is part tramp
art, part delusion, part home
fixture. I have no idea how
it's going to go.

It seems that sculpture
out here is more free-wheel-
ing than back east. There is
not just one single school of
thought. But there are art
schools. That's the differ-
ence: your affiliation in New
York would be with your gal-
lery and the circle that goes
with it; here it has to do with
the school you went to or
teach at. Teaching is impor-
tant to me for two reasons:

I like to have a structure in
my life, to have a certain
anchor and place and com-
mitment, buf not for more
than two or three days a week.
And I really enjoy the energy
the students have, and seeing
some of their harebrained
schemes come to fruition.

I don't know if this sums
up L.A. sculpture, but the

Mindy Shapero: Almost the exact feeling one has when staring at the blinded
by the light for too long just alter everything begins to happen, similar to

the images that you see when you open your eyes after closing your eyes and
pressing into your eyeballs (whiteness), 2004, wood and acrylic, approx. 36
by 40 by 38 inches. Courtesy Anna Helwing Gallery, Los Angeles.

attitude is like, “I am just

going to go ahead and do

this, even though I know it won't get me anything

but joy for myself and maybe some people thinking
it's cool.” People just go for it—they try these things,
and the schools have workshops and tools, and you
learn some tricks. And you can go to Paramount
studios, the one that produced The Godfather, you
can hire their props department, they'll fabricate
things for you. You can go right to the heart of the
fantasy factory to get something made, and that’s
kind of freaky, isn't it? There's a thin line between
entertainment and art. The artist might have differ-
ent motives, but his work is made in the same places
as the work of people who may have more greedy,
corporate motives.

Like any metropolis, L.A. offers its sculptors this
wealth of resources. Artists who move here from
other places don't understand L.A. for a year or so;
they don’t understand the car flow, but when they
get the hang of that, it turns out to be a good place.
Studios are fairly cheap. You can be in Eagle Rock,
or Silver Lake or in the Valley, and once you say,
“Well the car is now my new home and I can go and
meet those people,” T think it works.

L.A. sculpture may come from the performance
and time-based activities of the '70s and '80s. Paul
Schimmel’s show “Out of Actions” [1998] captured
a lot of what’s shaping L.A. sculpture now. It's about
rethinking the gallery space, which in the "70s was
like a mausoleum. How you could bring it back fo
life was with those actions, remnants of actions,
potentials for action, as in Charley Ray’s pieces
where he inserts himself into the sculptures. He
photographed the pieces, but he also created these
rooms with two doors, one for the audience and
one for him, He had a guide that would bring you in
and you'd see Charley with his arm hanging out of
something, and you'd go out and wait in front of the
next room and he'd go out of the back door and go

into the next room and have the thing on his head.
It happened in a warehouse on the west side that
Charley rented in 82 or '83; it was his own thing.

Performance is definitely still part of my work,
and in fact this last December, we reunited and
revived the Shrimps; we did a concert for three
nights. We built furniture that we'd wear, have holes
cut out for our bodies. It's very physical work. We're
all in our 40s at least; we don’t bounce back as much
as before.

[ want people to laugh at what 1 do, but then to
also cry. [ want if all, Comedy is a hook in order to
put viewers slightly off kilter, so then they can maybe
question other aspects of the piece, or of the world,
for that matter. The work also may be cruel-funny.
Humor is enlivening, even if you're not sure you
should be laughing—it raises an emotional bubble. I
had this kind of emblematic success with a series of
photos called “Tossing Friends.” People really liked
these photos. I thought, “Well, would I like to keep it
up and make more of these, tossing this and tossing
that?” Because of my size, I could just toss the world!
Tt may not have been a smart decision business-wise,
but I said, “Hell no. I did this once, but I want to do
something else now.”

Mindy Shapero

I came here from New York City in 1999. [ had just
finished undergraduate school at the Maryland Insti-
tute College of Art, and T was trying to find a studio. I
came out to L.A. just to visit a friend, and the energy
seemed real. I just saw an apartment and took it.

I found a huge studio, and I paid next to nothing
for it. For the first two-and-a-half years I lived here,
it was hard to meet people. You'd go to openings
and everyone knew everybody from school; they'd
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