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Introduction: Where is it?  Point.  Right here?  That’s it? Hello.  I’m glad to see you all, finally.  
(unintelligible) times, and wipe the fruit off my glasses.  I’m under a mandate—I’m under a 
mandate… (laughter) from Christy to be funny. (laughs) It’s not that easy, but… thanks to public 
radio, something came up that I thought might be appropriate just to get me launched.  I have to 
read a part of it; I’m sorry.  But… I learned the other day that there’s a new chain of restaurants 
in America.  I don’t know whether they are already open, or there will ultimately be four 
hundred of them… but all they will serve is Jello. (laughter) I thought it was funny.  You 
know… when you get older, and you have to undergo a particular kind of exam, you become 
very familiar with Jello… but… you know, the clinical part aside… a Jello restaurant sort of 
strikes me as a kind of anti-restaurant, you know… and in that sense… is almost vaguely 
politically correct.  I think, you know, both Arnold Schwarzenegger and all those people on the 
back of Wheaties might enjoy it.  I was also struck by the fact because, years ago, in a class that I 
taught at Bennington called “Master Problems in Modernist Art,” I gave an assignment for a 
work in an unconventional medium.  It would be very difficult today to think of an 
unconventional medium, but  I—one of the students brought in a map of the United States made 
of Jello.  Okay…. (laughter) I’m definitely not Jackie Mason tonight. 
 
It’s ironic, in some respects, that I should be introducing a political artist, if only because… I 
personally am almost totally skeptical about the alliance of art and politics.  The last time there 
was a Social Realist movement in American art, it was a function of an ideological moment—
We’re speaking of the later Thirties and Forties, particularly—and not a cultural one; and it 
didn’t survive World War II.  I did, by the way.  On the other hand…. On the other hand, art has 
been a liberal art, since at least the Sixteenth century; in one way or the other the masses have 
been represented by it, even as artists serve both church and state.  The association of the avant 
garde—I think in some tenuous way we  all think that we are part of an essentially progressive 
and advancing movement in art—but the association of the avant garde and the idea of advance 
art has nonetheless been something of a myth, if only because more than a few artists have been 
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fascists and anti-Semites.  The futurist Marinetti became a fascist Senator; Degas was an anti-
Dreyfusard; and frankly, I know all the words of the “Star-Spangled Banner,” I can sing “My 
Country ‘Tis of Thee” in Latin, but “American the Beautiful” belongs to Ray Charles.   
 
Yet present-day activism looks to this vanguard tradition for validation; and this involves artistic 
validation as well.  And this is getting to the heart of the matter tonight, as far as I’m concerned.  
The current issue of The Art Journal, which is a secondary publication of the College Art 
Association—so it’s essentially an academic journal, but not as scholarly as… the main… 
journal—The current issue of this Art Journal is devoted to subject of art and ecology.  Its guest 
editor is an artist named Jackie Bruckner; and Christy Rupp, who is currently engaged in a five-
year public art project for New York City—and let me get this straight, it has something to do 
with the Coney Island… the Coney Island Sewage Treatment Plant—something about the 
picturesqueness of garbage.  And it involves a four hundred foot walkway; and this is a five year 
project…. Christy has been in the forefront of the Art and Ecology Movement for nearly twenty 
years; yet I cannot find her name in this issue, which is actually the first thing I looked for.  And 
I don’t think this is accidental.  I’m not meaning to suggest a conspiracy theory, but… like an 
artist who’s an intellectual, I look for motifs.  Ideology demands conformity; and Christy has 
always had a feeling for style, and an enchanting light touch that is detached from the spectacular 
type of projects favored by theorists who think largely in visionary terms.   
 
In addition to her many public projects, Christy has an exhaustive exhibition record.  Her most 
recent show was at the PPOW in New York just a couple of months ago, I think; and 
characteristically, her genuine anger over the issue of pollution was mediated by a growing 
mastery of an increasingly representational style.  Her situation in this respect reminds me of 
another poetical artist of yesteryear.  He was also regarded at a distance, if not with some 
suspicion, by artists who fancy themselves true Dadaists and that artist’s name was Kirk 
Schwitters. Christy has already told you how we met, at Colgate in 1973; and she always refers 
to having been my student.  We were actually introduced to each other by another student, 
“Daniel Wolf”, who has since become a big photography dealer; and I think she has been 
encouraged by my genuine interest in her work since then… to fantasize a tutelage with 
me…that she did not require.  In 1973 at Colgate I thought Christy was in a class by herself.  I 
remember walking in the first time, and there was this big soft sculpture; and I don’t know 
what… you know drew me to it; and she also indicated… we sort of—we didn’t drift apart; I 
frankly couldn’t reach her on the telephone, because she’s in the Catskills a lot, where she has a 
studio.  But several years ago, just as I was about to call her, I went into—I impulsively just 
walked out of my studio and decided the black and white TV had to go; and just walked into 
Newmark and Lewis.  And there was Christy trying to get her little dinky radio fixed; she helped 
me carry my color TV set to my place and… we’ve been in touch ever since.  So I give you 
Christy Rupp. (applause) 
 
Speaker: That was a great opener.  Is this the mike?  Okay.  I think we’ll just roll the slides; and 
any time anybody has something to add, just jump right in.  Oh, I’ve got to find the slide cord. 
 
SLIDE 
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Yeah, you can jump in.  Oh, this is the last slide.  (off mike voices, long pause) Is it first?  I 
thought it was—I didn’t know it was first.  Okay.  The work that I do comes out of the study of 
animal behavior.  When I was in graduate school at Maryland Institute, the aesthetic there  was 
so incredibly tired that I was sort of looking for a different framework in which to place my 
concerns.  And… came up with science and the study of animal behavior; and looking at it, it 
struck me increasingly that science and art had a lot in common, particularly conceptual art, 
which was so often presented as information.  I never really understood how conceptual art—or 
how any art—was really information.  Anyway, so that’s where the work starts.  And when I 
came to New York in ’79, we had a garbage strike going, and had a lot of wildlife living around 
the city, which I came to—I guess we’re not advancing on this thing—that… (long pause) 
Okay… Whoops!  Okay, anyway… we’ll hope for the best there.  Do you think it’s the carousel 
or the projector? 
 
Comments: (unintelligible conversation re: projector) Will it make your life easier? 
 
Speaker: No, I can just talk, you know.  Anyway, I live downtown in— 
 
Comments: (unintelligible re: projector.) 
 
Speaker: Never mind.  All right.  Pretty good.  Is this—It seems so loud.  Is there a good speaker 
(unintelligible) 
 
Comments: (unintelligible) 
 
Speaker: No, they’re offset posters.  There were four thousand of them; and with some friends I 
put them all over downtown Manhattan… to sort of celebrate the fact that garbage is a habitat; 
it’s worth something to somebody… and the fact that the city is… alive—It’s an ecosystem with 
a really delicate balance…. During the strike—I lived in Wall Street at the time; and it was 
interesting how garbage accumulated down there… because people really didn’t think that it was 
a residential area.  So… I put these things up to kind of… make visible something which was 
nocturnal; and have people sort of thinking about the fact, not only that people live down there, 
but that it was a habitat for other things besides humans.  It was never meant as a defense of rats, 
but really sort of an exploration into the question of… separating symptoms and problems.  I 
never felt that rats were the problem; they were just symptom, which was a dirty city.  And… 
nature abhors a vacuum; so any space that’s created for an organism that’s hospitable will be 
built.  So… I think this work was sort of a metaphor for alienation and anarchy… (laughs) It’s a 
life tome! 
 
Comments: (unintelligible) 
 
Speaker: (laughs) That might take a little while. 
 
Question: When you spoke of… art being a kind of information… would you perhaps elaborate a 
little? 
 
Speaker: Art being information? 
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Question: Well, (unintelligible) 
 
Speaker: Well, I never really bought conceptual art as a conveyance of information; it always 
seemed a little pretentious to me.  And… animal behavior, in some ways, was the same kind of 
silliness in that… you would sit—or a behaviorist would sit forever, counting like grasshopper—
you know, measuring how far a grasshopper hops, and it—and—you know—the accumulation of 
information is what really creates the theory; it’s not… anything that’s really interesting in the 
small picture, you know.  It’s the big picture.  And that sort of like reminded me of art too.  But I 
guess I was formally interested in the way it was presented, so clinically; and conceptual art was 
presented so clinically and… kind of irrefutably, in a way. 
 
Question: (unintelligible) 
 
Speaker: I’m sorry? 
 
Question: Did you draw the rats yourself? 
 
Speaker: No, that was right off a subway poster called “Starve a Rat to Death;” and it was… like 
seven ways to get rats out of your life. (laughter) And… I just really swiped it from the 
subway…. And… you know you always wonder with… postering if you’re going to get a ticket 
for littering, or… We did have a little trouble with the authorities, but never with the health 
department; they were really charmed.  In fact, I found that most of the time when you pull stuff 
out of real life, and even when you change the intent of it, the people—the original source is, 
more often than not, really delighted to see it, even if it’s intended as a…critique of the activity 
of the originator. 
 
Question: (unintelligible re: Rat Project) 
 
Speaker: Yeah, well I was getting to that before the power failure.  The—(laughter) wall that you 
almost saw was the last slide before it went out, remember? (laughter) The… That was a 
construction fence that had been erected about nine years before this piece, which was in ’79.  
That lot is still empty; it was an empty lot… on the corner of—let’s see if I can—Broadway?  
And Veasy? 
 
Comment: (unintelligible) 
 
Speaker: Yeah.  I don’t know if anybody knows where that is; it’s—Anyway, it’s a little corner 
lot that went through.  And during the strike it had filled up, not just to the excavated level, but to 
the top of the construction fence, with garbage….  So it was really this incredibly prolific habitat 
for the rats.  And I had put—‘cause I lived across the street—coming home every night I would 
see these rats kind of running around and… almost grew comfortable with… sort of feeling 
welcomed by them…and kind of this evidence that the city was in fact alive; it was really a 
habitat. (laughter) But I was really concerned that other people that didn’t live there would… by 
mistake… get into some trouble.  You know, it was sort of creepy; it was scary; and it was a 
health hazard.  But not being a residential area, you know, nobody was really aware of it.  So… I 
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put the… rat poster sort of jumping along the edge of the wall to keep people off that side of the 
street.  And… I was studying things like territories and home ranges; and the difference.  Like a 
home range is sort of Skowhegan, where we all… go to meals and walk up and down the hill; it’s 
an area that’s shared.  But a territory is an area, a small area that’s defended… like your studio, 
for instance. (laughter) And… so anyway, by putting those… We had a dumpster—Or there was 
garbage that was piled up against the wall, and I put all this—these posters on the wall; and the 
people at the restaurant nearby chose to get a dumpster and put in on the sidewalk side of the 
wall, which actually set up this little corridor where people had to walk, if they were on that side 
of the street, between the dumpster and the wall, which changed it from being a home range to a 
territory?  And I don’t know if anybody remembers, but in May of 1979, it was like all over the 
Post, with… this story that this woman had been attacked by a pack of rats.  And I think it 
happened because… there were so many of them, and… basically she probably stepped on one 
of them and they—Rats are one of the few animals that have a culture, if you define it that they 
can pass information through generations without direct experience.  And… Anyway the whole 
fear of man and everything… Are we going now? 
 
Comment: Yeah, you’ll have to tell us when (unintelligible) 
 
Speaker: Okay.  Anyway, I think that what happened was… this woman had somehow interfered 
with one of them; and the rat had made a shriek; and so the whole pack of them jumped on her.  
And she went screaming off.  I wasn’t home… at the time; and had nothing, absolutely nothing 
to do with this rat attack.  When I came home the street was cordoned off and it stayed that way 
for about two weeks; they called in the Health Department; they excavated it; and they… made 
fences and all kinds of little prisons to keep the—It was unclear if it was supposed to keep the 
people out or the rats in—Anyway, for the six o’clock news, they would—for that period they 
would try to zero in on the sanitation workers digging out a little nest of rats and bashing them 
on their heads, to make people feel like things were really happening, like they were really 
getting to this—fixing up this problem.  And… it was sort of fun being there as a voice of—not 
only just as an artist, but being the voice of the environment, talking about how… you know this 
issue of problems and symptoms, and how you don’t solve anything with… violence. (laughs) 
(laughter) Anyway… I guess this remote isn’t working.  Next. 
 
SLIDE 
 
I think that was backward.  Okay, this was some of the reaction to the rat posters; (laughter) 
rather than… clean up the garbage, they just found it easier just to white it out, which is like a 
nice, tangible example of denial. (laughter) A lot of this work is really about our culture, and 
how our culture looks at nature; and thereby how we regard ourselves.  It’s been often said and 
written that if you want to study a culture of the past, you study the way it regarded nature.  
Next. 
 
SLIDE 
 
After that—I can’t focus from here, either…. After that, I—It was so much fun being on 
television and getting to be a public artist by accident, which has never happened since, I must 
say, I was sort of focusing on people behavior and wondering, like what was it about rats that 
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was so incredibly terrifying.  Was it the way they looked, or their behavior?  Or… you know the 
fact that they were exotic.  Is this focused? I can’t tell from here. 
 
Comment: Yes. 
 
Speaker: Okay.  So I made a bunch of little installations and just sort of left them around. 
(laughter) These were exotically painted.  Next. 
 
SLIDE 
 
Okay.  I’m going pretty fast and skipping around, so I hope you’ll bear with me.  I guess by then 
I had separated the work a little bit from just being about animals to really a focus on habitat, and 
the role of waste in habitat.  And… had some time to spend one summer in the Adirondacks… 
And this was about twelve years ago… and… you know, we got up there and I immediately 
wondered what the problems were—What is the dark side of this place?  And found a natural—
or a biologist—and we talked a little bit about acid rain; and now-- this is, you know, twelve 
years ago—Now we really know a lot about acid rain, but back then it was sort of not proven… 
the sources of toxic emissions.  So I set about making a little suite of… sculptures that would 
kind of show the process… of environmental degradation or habitat degradation… because it’s a 
real insidious thing that you don’t really see fish floating around belly up; it’s just an interruption 
of the breeding cycle.  And after a period of about seven years, because trout can live a little 
longer than some fish—and they also spawn every year—You know, after a period of years 
there’s just no young any more.  Can you—Oh, so these guys were spawning in an area that was 
overgrown with algae, which competes with the eggs for oxygen.  And… brook trout were 
chosen because they live up really high, and all their water comes either directly out of the sky or 
from runoff melts—melting—the snow melts.  Next. 
 
SLIDE 
 
Another thing that happens is they go blind and they’re not able to look for a habitat that’s 
correct.  Next 
. 
SLIDE 
 
Can you--?  They lose their sense of smell; and, again, they can’t find each other; they’re 
disoriented.  Next.  If I tap on the mike, would that be better…than saying “Next?” 
 
SLIDE 
 
This is… one trying to spawn with a dead one.  Oh, that’s too loud, right? (laughter) I’ll just—
Should I just say “Next?”  Is that less abrasive? 
 
Comment: Yeah, it’s pretty loud. 
 
Speaker: What? 
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Comment: Do say next. 
 
Speaker: Okay, ‘cause we were talking about this at dinner, how there was no continuity with—
when you go to get the audio cassette and the slides, so—This’ll be the first one in which you 
hear “Next” each time. (laughter) This is an adult eating its young; and again the idea of how 
habitat degradation really affects the young of any species.  And I have to say, we’ve seen a lot 
of slides here in Skowhegan…. Incidentally, I’m delighted to be here.  I was a student eighteen 
years ago; and I didn’t really say anything when I stepped up here, because it’s a little bit 
emotional, but… it was a very special time eighteen years ago.  And… one thing that it was 
really punctuated by was when seventy of us all got together at the Red Farm and watched 
Richard Nixon resign… as a group; and it was really memorable… among meeting some 
wonderful people like Anne Arnold who’s here tonight, who actually… drew me to this place 
originally; so… thank you to Anne.  Okay.  We’ve seen a lot of work about… parents the last 
couple of weeks; and I have to say, I did not make any artwork about my parents…. And actually 
my mom is really supportive; but this was… This is an example of an adult brook trout 
consuming its own young; and… the idea was that habitat degradation really affects the young 
very… you know, the most severely.  All the little minnows have died off because of—They’re 
not as hardy as the brook trout.  Next. 
 
SLIDE 
 
Question: (unintelligible) 
 
Speaker: Well, they’re just cardboard set on rocks. 
 
Question: (unintelligible) 
 
Speaker: Yeah, just for the photo; they’re cardboard.  These are called cardboard—they’re 
cardboard—They’re emission fishes; and… they were inspired by Ronald Reagan, who actually 
was the source of much of this work… and who I also must credit, along with Anne Arnold and 
“Sidney Killam”, giving me lots me of great ideas…. A long time ago when Reagan—In his first 
term he said if people didn’t like regional economic policies, they should just vote with their feet 
and… quit And it got me thinking about the idea of, like when something lives in an area that’s 
polluted, why doesn’t it just leave?  And… so I wanted to make this… sculpture of fish sort of 
swimming around, even as fillets, unable to leave their habitat, because it’s home…. Next. 
 
SLIDE 
 
This is called “Polly Tuck’s Park;” it was commissioned by New Langton Arts in San Francisco 
in… I guess it was ’83…. I wanted to build a monument to build a monument to the legislators 
and scientists, or the experts in our culture who get to determine what the levels of acceptable 
pollutants are.  There are many, many pollutants for which there is no acceptable level; and the 
idea that it can be—you know you can up with it on a slide rule is of course ridiculous.  These 
levels are usually established by what’s within the levels—in the range of compliance more than 
what’s… really healthy.  So I thought that these people needed a monument to… sort of mark 
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this activity of us trying to feel better.  I called this “A Seething Heap of Tumbling Corrosion;” 
and it was supposed to look like a hastily buried landfill… on a lot.  Can you go to the next? 
 
SLIDE 
 
While we were working, a news crew pulled up, and thought that they had actually found a toxic 
waste site, (laughter) and was really unhappy; and actually they left after they were told it was an 
artwork.  This thing in the foreground is supposed to be a metaphor for the American people kind 
of playing in the muck, eating its own tail.  Next. 
 
SLIDE 
 
And then it was populated by these little rubble rats all around, which kind of jumped out of the 
mortar of these bricks.  I don’t know if you can see them from here. (unintelligible multiple 
responses) But—You know, again the idea of waste and habitat, and how things are alive when 
you least expect it.  Next. 
 
SLIDE 
 
Oh… Can you reverse that?  Also, the thing with “Polly Tuck’s Park” was that, as an artist, so 
often I’ve been called in to do composes or pieces for suspicious areas where there had been a 
history of chemical spillage or storage.  I’m from the Buffalo area, where Art Park is—I don’t 
know if anybody’s heard of Art Park; but it’s a former—There’s a lot of people here from 
western New York, so—I guess it’s kind of infamous.  There’s a real connection between 
sculpture and toxic waste, ‘cause often they get the sculptors in to sort of put a happy face on a 
suspicious place; and then a few years later it’s a housing development.  So I also wanted to 
make work about that experience of like being called—you know supposedly a great opportunity 
and then finding out a little more about the site… just sort of making choices.  This is called 
“Hire Intelligence,” spelled H-I-R-E intelligence; it was at the—at Dag Hammarskjold Plaza at 
the UN; I guess it was in ’83 also. 
 
Question: Christy, could you talk a little bit louder? 
 
Speaker: Yes.  I’m sorry.  It was placed at Dag Hammarskjold Plaza at the—near the UN in 
1983; and at the time I was just trying to—well, everything that—they selected the artist, and 
then they sort of looked at your proposal and said you can do it or you can’t, and—They really—
after they hired me, they realized that I wasn’t going to give them, like Bambis or something; 
and so they kept vetoing everything that I showed them as a proposal.  And… I just sort of 
wanted to make the most playfully oppressive sculpture that I could think of, that would look… 
right at home in an Eastern Block country; and that’s when I came up with this image.  And of 
course, one interesting issue that this raises is… when you make issue-specific work how times 
change; and you get left with these objects… whether or not you planned it that way.  Next. 
 
SLIDE 
 
This is just a detail.  Next. 
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SLIDE 
 
This is a scale shot.  These are like… regular file drawers; and I rolled some steel to look like 
fluttering paper.  Next. 
 
SLIDE 
 
This is a little model that I made of… --I had been to Nicaragua in 1984, I think it was, and was 
really impressed with this sort of spectacle of a tiny government pulling more than its weight to 
bring education, food and health to a very beleaguered people amidst the war that was being 
waged by this country.  Next. 
 
SLIDE 
 
And it grew into this thing, which was called “Social Progress,” which was out at 23rd Street and 
Broadway and Fifth Avenue.  I don’t know if anybody knows the site; but you might have seen 
the Flatiron.  I didn’t build the Flatiron Building.  That’s the site; it’s to locate it for you.  Fifth 
Avenue and Broadway go downtown pretty fast there; it’s where the term “Twenty-three 
Skidoo” came from; and they had to build this traffic triangle there to get people across more 
safely.  And it suggested to me a rushing river; and I thought to make something look 
struggling—look like it was struggling in the other direction.  So this snail was trying to pull this 
ear of corn uptown.  Next. 
 
SLIDE 
 
Question: What is that made of? 
 
Speaker: It’s “design-cast”…. 
 
Question: What’s that? 
 
Speaker: It’s like a man-made stone.  It looks and behaves like plaster, only it’s very durable, 
very dense…. With—it had a steel armature.  The corn is in about eighteen pieces; you can sort 
of see the seams.  And it had these worms on it, which were kind of racing the—They were 
supposed to be the counter-revolution.  And they were racing this snail… to see who was going 
to get it.  Next. 
 
SLIDE 
 
Question: When was that there? 
 
Speaker: Eighty-six… and it was really sort of nauseatingly popular, for all the wrong reasons. 
(laughter) Next. 
 
SLIDE 
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Speaker: (laughter) Next. 
 
SLIDE 
 
Next. (laughter) 
 
SLIDE 
 
Next. (laughter) 
 
SLIDE 
 
Next. 
 
SLIDE 
 
This is an older piece that I dug out a while ago, because it reminded me of how things are sort 
of now.  It’s a little parrot that I built a habitat for on a… camera… a tripod; and it’s this 
oppressed parrot with—You know, the idea of being that a parrot can talk, sure, but what does it 
say, you know—only what it’s… been programmed to say.  And it made me think a lot about the 
Gulf War, and where we’ve come in the thirty years since the Vietnam War, and… how the 
press—the ones that were allowed to go—You can go to the next one— 
 
SLIDE 
 
 
Kind of had the… agenda of the government on their minds.  So this was—Actually this was sort 
of an election piece too, because… Reagan had—Remember when Reagan came in and he had… 
all these rules for the press, and they couldn’t—they couldn’t ask questions anymore?  Next. 
 
SLIDE 
 
This is another old piece.  It was—It’s a turtle trying to get into its shell; but I dug it out again 
because…. (laughter) it also reminded me of the war, which is to say that this turtle… is trying to 
figure out—It’s sort of a metaphor for culture, and trying to figure out why this shell no longer 
fits.  You know, it used to fit; it used to be home… and for some reason it doesn’t seem to fit any 
more.  Next. 
 
SLIDE 
 
This is called “New Animal Patent for Brown Algae.”  Another old piece… which was inspired—I used 
to read the Wall Street Journal every day, looking for… reasons that the economy was just like nature… 
and, if you have an agenda, it’s amazing, you can find it in—You can find whatever story you’re 
looking for… and the headlines.  Anyway, Yale University had purchased a patent for a little white 
mouse that would spontaneously develop cancer—I don’t know if anybody remembers—and it set off 
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this whole debate about the ownership of life forms.  And I decided, well, I’m an artist; I can invent a 
life form if I want… and I thought of this fish which could survive pollution, with the idea being that 
you really didn’t have to clean up the environment; you could just continue to engineer new species.  
And when the run out of air or whatever—This one was equipped with air—you could just toss them out 
and order up some more.  See, it would really be a lot more cost effective than cleaning things up.  Next. 
 
SLIDE 
 
You can—You know, any time you want you can laugh. (laughter) This is the  
Spectacolor Board at Times Square…. Next. 
 
SLIDE 
 
You could just roll through these. 
 
SLIDES 
 
I created this thing, a tickertape where it was just, you know, a parasite.  Go ahead.  This little thing sort 
of gambled with our future….  
 
Question: When was this? 
 
Speaker: Eighty-seven, maybe?  And I don’t know really who looked at this thing; it’s not there any 
more.  There’s a much more high tech one, better resolution; but it was fun… doing this.  It ended with 
this little Marxist dogma which—I don’t know; I suppose if I was in Times Square I’d like to look up 
there and read about this stuff….  
 
SLIDE 
 
This is called “Insufficient Datafish,” and… I made it—It went in that pond at Central Park… a 
couple of years ago.  And I had been reading and studying a lot about wetlands… which are one of 
the most hotly contested Civil Rights things right now.  I don’t know if people are—It’s like a 
public—private property issue.  I don’t know how many people listen to NPR, but there’s a whole 
thing now about owning land that the government rules is not worth what you paid for it; and 
wetlands is a huge issue on the Coast, where people buy vacation property, and then the 
governments says no, you can’t build there.  And… in—in this process of… derailing the entire 
country they’re… kind of making it possible for private owners to sue the government and collect.  
Anyway… that’s sort of jumping ahead.  The idea is that wetlands are organisms which are studied 
ad nauseum, forever; and… the more information that’s collected, the more inaction seems to 
happen.  And so I wanted to create this sort of organism—I don’t know if you can tell, he’s covered 
with clipboards…. You can go to the next one. 
 
SLIDE 
 
Question: How long is— 
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Speaker: It’s about nine feet long… Or no, I think it’s eleven feet long; those are legal size…. 
Wetlanda are machine— 
 
Question: Can you speak up again? 
 
Speaker: I’m sorry.  This is just one of those nights…. Wetlands are machineries of life in which, 
you know, a lot of things come to breed and hatch; and they’re held in very low esteem by humans 
because they’re not accessible to us.  That’s why they’ve been filled at a really high rate and…. And 
now, of course, there’s all this remediation stuff where you can build a shopping center if you go and 
make a wetland somewhere else.  Anyway, it’s very interesting, the whole private property thing and 
how the government’s getting involved; and—we’ll get into more of that later.  Next. 
 
SLIDE 
 
This is the piece at the Coney Island Water Pollution Control Plant.  It’s a Percent for Art; I don’t 
know if the people know what the percent program is, but it’s basically—Many cities have them.  
New York City has it.  It’s a program which—when there’s a federal building constructed, one 
percent of the construction cost goes to art.  And this particular plant has been in construction since 
it was started in the Fifties.  It’s never not been in construction because of the growth of New York 
City.  And… this is called “Tidal Filter Fence,” and… basically the plant is in a wetland; and I was 
trying to sort of visually tell people what happens in the wetland and what happens in the plant.  In 
other words, they both filter water and regenerate it with oxygen.  So… you can go to the next one. 
 
SLIDE 
 
It starts where they’re clustered down there at about ten feet high; and ends up here where they’re 
longer, at about thirty feet high.  And the span here—the long span is about a hundred and forty feet, 
which is kind of a no-no in wood, but—Anyway, next. 
 
SLIDE 
 
So, as you walk through it… Oh, and it’s populated by these… colonies of barnacles, which are part 
of the following (fouling?) community—They live—You know, they follow (foul?) things; and… 
everybody at the sewage treatment plant really liked the idea that they would get these organisms 
that followed (fouled?), because the DEP—the Department of Environmental Protection is the 
biggest water polluter in New York City because of the way it’s built—the way our city is built 
we… clean water that comes from… the sky basically; we have a storm sewer.  And… every time 
we have a rainfall or anything, the sewage treatment plants are all overwhelmed.  There’s eighteen of 
them in the city.  And so they have to release the sewage out into the Bay.  So anyway, they really 
liked the idea that they would have a sculpture with these creatures that follow (foul?); and… the 
barnacles are—some of them are light fixtures; and the garbage cans are barnacles also…. Next. 
 
SLIDE 
 
And the structure … is… just meant to be like the marinas around there, with these things growing 
on it.  And—I don’t know—I was kind of hoping that as people walk through it they’ll get the sense 
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that they’re kind of going through… a filtering process.  You can’t see it really from these pictures, 
but… the plant is located on a wetland, and… this was kind of my idea to open up access to the 
water.  In this particular area, near Sheepshead Bay, there’s tons of waterfront, but there’s no access 
to it.  Next. 
 
SLIDE 
 
Question: Is this there in the compound? 
 
Speaker: No, it’s going to take—They’re going to start construction in winter of ’94.  This is a 
sculpture that’s getting built in Seattle right now… And—or it’s—in August it’s going to be built, to 
commemorate twenty years of the Endangered Species Act, which was passed the same year as Roe 
versus Wade… and it kind of marks—It’s meant to commemorate those species that have been 
saved by the Act, and remember those that haven’t.  It’s really interesting right now to compare how 
Roe versus Wade and the Endangered Species Act are faring.  They’re both—you know, as you—
We know a lot about Roe versus Wade because it’s really in the news; but the Endangered Species 
Act was up for re-authorization also, and almost didn’t make it.  And in fact the… Reagan/Bush way 
of doing things was sort of do one thing, say another, and hope nobody notices?  There’s a lot of 
comparisons between the way people regard abortion, or freedom of choice, and the right to protect 
biodiversity.  And the way—The way the opposition words the fight is really interesting.  For 
instance, the anti-abortionists always frame the pro-choice argument as pro-abortion, as though 
people want abortions.  And the… Endangered Species Act opponents always say that… I can’t see 
my notes, but—(laughs) I’m trying to remember what the thought was…. Oh, I know what it was.  I 
was like… the idea that the body is… useful for other things besides raising—or bearing—children; 
just like the environment is useful for other things besides, you know, plunder and making money 
off of.  And… there—You know there is a natural mandate to keep things intact for future 
generations, other than just making money… and they… The other thing that’s similar is… the 
whole way that both fights are framed as anti-family.  And obviously, in the abortion fight, it’s—you 
know, if you don’t want to raise children you don’t want a family; but in the—in this Endangered 
Species Act thing it’s—you know, loss of jobs breaks up families.  And really it’s just a cover, 
because big business wants to reduce the benefits that loggers are getting; and if they really cared 
about saving jobs, they would quit sending unmilled lumber out of the country, and… just be much 
more efficient.  So it’s interesting how both—you know, how these issues get framed with these sort 
of scare tactics.  Opponents of the Endangered Species Act love to focus on individual members of 
an endangered species, like saying that the Spotted Owl is not worth forty thousand jobs… but that’s 
really not the way the law was intended, because… the law was intended to protect the ecosystem, 
not the one little individual that happens to live.  I mean, anything that doesn’t share a range with 
another species…-- You know, they need—unlike the rats, the Spotted Owl needs about twelve 
square miles; so obviously it needs a lot more area protected.  And there are some cycles in nature 
that can’t be duplicated in a managed forest…. When the Act was written, it was really way ahead of 
its time, just like Roe versus Wade was, because, although women were very… organized in ’73, the 
push wasn’t necessarily reproductive rights; it was things like equitable pay, and day care, and health 
benefits.  And now the focus—‘cause the New Right has entered into things—has changed 
radically—sort of there’s new opponents.  And twenty years ago with the Endangered Species Act—
before it I mean—and even since it—a lot of the lumbering was on… your and my National Forest 
Service land.  And I don’t know if people know the difference between the National Forest Service 
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and the National Park Service; but they’re two different things.  Do people know this?  I don’t know.  
The Forest Service is in business—or exists to make money off of our primal forests.  And… at 
some point we’re going to have to stop cutting… you know, these old growth trees; it’s just a 
question of when.  And when they say that the Spotted Owl— 
 
(AUDIO BREAK) 
 
died and was reborn as money?  There’s four thousand dams on that river; and it’s meant the loss of 
a lot of salmon returning.  So… this is a dam; I don’t know if you can tell, and you sort of put your 
butt in the river bed, and sort of become implicated in it.  And these fish try to… get up past the 
dam…. Next. 
 
SLIDE 
 
This is a bike rack idea to accompany it, nearby.  Next. 
 
SLIDE 
 
This is just some other sculpture.  This is called “Life in a Landfill,” and it’s made out of 
newspaper… sort of before we did the—New York really made the recycling… push.  It’s about 
four and a half feet high.  Next. 
 
SLIDE 
 
This is called “99.4% Forgotten.”  It’s a couple of tusks made out of Ivory Liquid Detergent bottles. 
 
Question: What’s it made of, again.? 
 
Speaker: It’s two tusks made out of Ivory Detergent bottles.  Next. 
 
SLIDE 
 
This is called “Species Born Degradable,” and it was a comment on those wonderful plastics that are 
so green-friendly, that we all really want to buy; which is supposed, you know, to deteriorate.  And 
this sculpture was made almost four years ago, and this little—Next. 
 
SLIDE 
 
The little thing jumping out of it, this little frog, is still intact; it looks great.  It’s been under 
ultraviolet light almost constantly and it’s doing just fine. (laughter) I think that… you know, when 
we see these green-friendly products, what you have to remember is that these are brought to us by 
the same people that invented Napalm; and that we should really be aware as consumers what it is 
we’re buying.  Next. 
 
SLIDE 
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I started making some of these shell forms with the bottles… because I was fascinated with the way 
water is merchandised.  And I guess a lot of this work is about commodification of natural resources.  
I would just be fascinated, standing in the supermarket, by all the different kinds of water you can 
buy.  And the idea is kind of like you’re—You’re really buying the advertising, because they’re all 
pitched slightly differently.  Did anybody see The Player?  They had a wonderful sequence about the 
bottled water?  They kept switching them…. Anyway… I just was fascinating with all the different 
packaging and ways that… it was sold. Next. 
 
SLIDE 
 
And I guess I thought of them as sort of vessels that had come a long way, almost like a message in a 
bottle?  Something involving travel as well as something which is discarded after a few uses.  This 
is… a shell made out of Styrofoam peanuts and bottles. Next. 
 
SLIDE 
 
And this is a giant clam.  Next. 
 
SLIDE 
 
Question: What’s the scale of these? 
 
Speaker: They’re about—That one was about three and a half feet wide and a couple of feet high…. 
This is called “Who’s Sorry Now?”  It used to be an oil drum; and I made it into a sort of a fossil that 
was sliming black stuff.  Next. 
 
SLIDE 
 
This is called “Secret Spill;” this is a lot more subtle.  You can’t really tell, but the stuff—It’s also an 
oil drum, and the stuff is sliming out of the seams.  Next. 
 
SLIDE 
 
… What was this called?  This is called “Curse of the Innocent;” and it’s made out of… disposable 
diapers. (laughter) There’s a girl and a boy. (laughter) Next. 
 
SLIDE 
 
This is—What was this called?  This is “Deep Sea Dinner.”  I was—I have a cat; and I’ve always 
been interested in all the varieties of cat food that are available—especially since I hate to cook.  I 
mean, I sort of am jealous.  (laughter) Anyway, there are all these different kinds of seafood that are 
mystery meat from the sea, like Mariner’s Stew or Fisherman’s Supper, or… this one is Deep Sea 
Dinner…. There’s all these different kinds of components.  And, you know, with the drift nets, when 
they catch fish, ninety percent of it is throwaway; and it ends up in things like… pet food, which is 
an incredible—incredible thing to think about; this is actual life that—it just becomes garbage the 
minute it’s pulled out of the sea?  Anyway, next. 
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SLIDE 
 
So… I wanted to make this dolphin that’s (words lost in audience laughter) to kind of… I don’t 
know—talk about what things are and what they’re made out of.  Next. 
 
SLIDE 
 
This is the show that just came down on Saturday, called—What was it called?  “Nature Held 
Hostage.”  Next. 
 
SLIDE 
This is called “Surface Clutter;” and it’s a pelican made out of those six-pack holders…. “Tosh” 
today wanted to give me some six-pack holders; it was pretty funny.  And I guess with this I was sort 
of responding formally to how they sort of look like feathers, or something.  They—When you put 
enough of these things together they start to be alive; and of course they’ve caused a lot of 
destruction when they blow off of… barges at sea and things like that.  Next. 
 
SLIDE 
 
This is called “Hydromaze.”  I’ve been working in Seattle for the last year and a half and… have 
been—Have gotten real interested in the salmon issue, and how that relates to the endangered 
species…. Next.  You can just kind of roll through these; I think there’s a few of them. 
 
SLIDES 
 
So… I wanted to make… a sculpture that talked about this whole process of—Salmon are quite 
unique because it’s nutrients returning.  Instead of the river going out to the sea, this is one case 
where the nutrients come back the other way, and it’s quite metaphorical.  So I made these fish and 
shrink-wrapped them, stuffed them with poly…. Poly… Well, bags.  And… (laughs) (laughter) the 
females are really laden down with these eggs; and the idea that this culvert type was kind of a 
culverter’s dream.  I was interested in bringing the water above ground, something that’s often 
tucked away, like our storm sewer in New York, you know, cleaning the water that isn’t dirty.  
And… actually there was—Could you go back one slide?  There’s a couple of species here; you 
can’t really tell, but some of them are more open, and they were supposed to be the wild fish; and the 
other ones were supposed to be the hatchery fish.  And it’s interesting how the whole phenomenon 
of hatcheries has mushroomed as a way to… kind of forget about the fact that there’s no wild salmon 
that are able to return…. And the hatcheries basically just produce millions and millions of these 
little clones, and… they actually make it harder for the wild ones to survive.  They actually make the 
problem worse; but it sort of looks better on the surface.  And… it’s kind of like living off the capital 
of something and not the investment, because it just sort of—it depletes the whole ecosystem and 
doesn’t really help anything.  Okay, next. 
 
SLIDE 
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These are a couple of sea turtles made out of Tide bottles.  I was interested in the idea that so many 
detergents are named after natural phenomena.  And I’m keeping a list, if anybody gets any more, 
besides like Era, Downy, Tide, Cascade, Comet—I can’t remember all of them now.  Anyway, I was 
just sort of—I really didn’t like the orange color but— 
 
Comment: Sea Breeze 
 
Speaker: Sea Breeze… Bright Water… There’s a lot of them.  A lot of them are named after water—
which is sort of the opposite of what they do, which is—you know—Anyway, the sea turtles really 
need the tide to come in and breed, and then to get out again… as adults and as infants; so I thought 
it was an interesting… kind of… parallel.  Next. 
 
SLIDE 
 
I think there’s a detail.  This guy’s over on his back. 
 
Question: What do you with all the things that are in the bottles? 
 
Speaker: Well, I got these from the landfill where I was.  Incidentally, we have a possibility this 
summer of working with the Skowhegan landfill… as a group.  And we haven’t discussed it yet 
because we’re all so over-stimulated…. (laughter) But any day now, (laughs) (laughter) we’re going 
to get down and talk about it—I hope this week—about the possibility of us working together, 
maybe to collaborate or maybe individuals; and I guess it could be there or it could be here.  It’s 
wide open.  We have to—Barbara knows more about it than I do, but we’re going to find out more 
about it.  In this case the landfill people—or the transfer station people held on to this stuff for me, 
and… just sort of gave me a few bottles every week I went over there.  But—we’re really lucky here 
that we can just… dig through; that’s quite unique.  Next. 
 
SLIDE 
 
There’s some Surf.  Next. 
 
SLIDE 
 
These are some… cormorants.  You can show the next one… and then the next one and just leave it 
there. 
 
SLIDES 
 
These were made—originally sort of inspired by the Valdez spill… in Alaska.  Cormorants were one 
species that they mentioned that were really affected by it; and I found it really interesting when the 
Gulf War happened last year—You can go to the next one. 
 
SLIDE 
 



 18

This sculpture is called “Fossil Fuels Forever.”  And… when the Gulf War happened last year, these 
were really the only casualties that we were permitted to see from the war… which—I don’t know if 
you all remember that weekend when we saw those birds flailing and trying to get out of the oil… 
but it always struck me as a real… I don’t know—just totally deceptive that we never were permitted 
information about the victims.  Also I thought it was pretty interesting that this bird that had been so 
affected by the spill in Alaska was also… down there in the Gulf… And it shows you how 
ecosystems really are… transferable.  It kind of also struck me that it was very much about 
manipulation of who is a victim and why; because, you know, we’ll—we’ll never really know what 
those birds were doing there, but a lot of people said that that was an American bomb that had, you 
know, blown up some of those wells… And yet we were presented with these victims as opposed to 
the human victims of the other side.  So I think this work is a lot about sort of examining advertising 
and the media; and the media’s impact on what is a disaster and what’s not.  I have a little quote 
from George Orwell, which—I’ll just have to wing it, ‘cause I can’t see; but he said that that… the 
ultimate horror would be sitting in your living room and watching on TV while the other half of the 
world was destroyed, which we now have seen—Well, not that it was the other half, but it could 
have been, it was so far away.  But really what’s a much worse is to sit and watch that on TV and not 
do anything about it.  So I think it’s really clear there’s plenty of ways to become engaged these 
days; you don’t have to look very far.  And that’s it. (Applause)  Any comments or questions? 
 
Comment: I have to say it’s a pleasure to finally meet the person that put up the rat posters. 
 
Speaker: Oh, really.  You saw those? 
 
Comment: Yeah.  I remember being… 
 
Speaker: What did you think they were? 
 
Comment: I wasn’t quite sure, but it was like, you know, you’re kind of walking around you see it 
like… it—I guess things like that tickle me. (laughs) (unintelligible) They tickle me; but… it’s just 
interesting to hear how—what about… connecting it to something that you know, it’s like—I mean, 
striking New Yorkers—kind of people taken by—taking it, you know, in stride…. You know, you 
suffer through it, but you think, kind of, it’s like something that goes with the city; and I guess I’m 
just fascinated by the way that you were connecting these things up for people, that they have to kind 
of stop and take notice of it… that, yes, you have a garbage strike, and yes you have garbage, and 
therefore you have rats, and therefore you have all these things around… but because like you said, 
it’s a nocturnal kind of thing, it goes underground; and that’s a lot of things that happen in New 
York…. They’re there; but they’re underground… and it’s just a way of bringing it to the forefront 
of everyday folks…. I think it was wonderful 
 
Speaker: I see a hand…. 
 
Question: What’s your theory—you have said environmental destruction is one of the major 
problems facing… every last life.  Do you have a theory on why so few artists (unintelligible) are 
directly involved in (unintelligible) 
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Speaker: I really—I don’t have a theory.  I mean, it’s like the study of nature and the study of art 
have always been one thing for me… So I really—I can’t answer that question. 
 
Question: Doesn’t it seem surprising to you, or not? 
 
Speaker: Well… to me it is, yeah, ‘cause I always found it so compelling.  I don’t know; do you?  
Does anybody? 
Question: No, I don’t (unintelligible) 
 
Speaker: “Rudolph”…. 
 
Comment: I don’t have a theory, but it seems to me that this is part of a larger interest, that art is not 
directly involved in many other injustices… calamities…. Art functions in a roundabout way 
(unintelligible) (laughter) 
 
Comment: (unintelligible) get involved in these other issues, but… that aside, there’s many more 
people making art about… political (unintelligible) see as transgressions against their fellow man as 
transgressions against wildlife, for instance.  
 
Speaker: Well what—One theory is that—I mean, why I think that we need artists is that so much of 
this stuff happens over a very long period of time it’s really not visible.  You know, either it just 
takes too long, or it’s too small… to capture in—You know what I mean?  It’s like you have to use 
your imagination to kind of cope, or conceive like how—what the beginning and what the end is?  
And I think that’s why we needs artists to do this stuff. 
 
Comment: Yeah.  Art is sort of thought of (unintelligible) (laughter) 
 
Question: Suppose you make abstract paintings, and give the extra money to Covenant House? 
 
Speaker: To Covenant House? (laughs) Yeah, then what? 
 
Comment: Well, I’m just pointing out the fact that so-called, you know, formalism, and… social 
conscience are not mutually exclusive. 
 
Speaker: Oh, I couldn’t agree with you more. (unintelligible) 
 
Comment: I think that… there are a number of artists who work with images of the natural world… 
and consider themselves to be truly involved with ecology—on some level.  And I wonder what the 
gentleman has to say about her relationship to nature and how—and to Michelle Stewart who’s 
about… a deep concern with ecology…. And then there are the earth artists, and the people who 
work in the landscape that who—You know, people like Nancy Holt, or whatever.  And… I think 
that they imply a deep concern and love for nature; but it’s not doing the kind of thing you’re doing, 
which is very active and very direct… but there are some people that— 
 
Speaker: Yeah, I mean, actually I feel that there are a lot of people around; but it’s interesting that 
you don’t—you don’t perceive it the same way.  But I think what you’re raising is a really good 
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point, is that, in order to really be involved in something…. If you’re involved in it as an artist; you 
can be involved in it as a person.  Yeah, and it’s not really that different. 
 
Question: But don’t you… know from your work (unintelligible) and with public art projects, other 
people who are directly exhibiting things? 
Speaker: Yeah, the whole Remediation… School of… Public Sculpture. 
 
Question: Could you explain that? 
 
Speaker: Well, it has to do with artists actually going in and planting trees that will suck up metals, 
heavy metals… or… you know, working in landfills… You know, making artwork that somehow is 
involved in the process of cleaning up. 
 
Comment:  Mel Chin is an artist— 
 
Speaker: Yeah, like Mel Chin, the Harrisons, Merle Ukeles…. Remediation?  And… you know, I 
think that’s a really important way to work, although I do feel that it’s somewhat symbolic, because 
the nature of the problems are so large that… an artwork, you know, is really just saying that here is 
a site that needs to be examined.  And… it’s also really hard to get these Remediation projects off 
the ground; you need incredible good luck, and a lot of support from all over the place.  And… I’m 
not alone; there’s many, many artists who have found sites and done proposals, and just—it’s been 
absolutely impossible—Like at the sewage treatment plant we—You know, the original thing was to 
return it to wetlands; and I was told absolutely not, no way are we going to do that… and… you 
have to go work on another site.  And then what happened a couple of months later is that, because 
of the stink that was made about the art proposal, they are going ahead and restoring that area to 
wetland.  So I felt really lucky that, even though I didn’t get to, you know, leave my mark as an 
artist, I’d been there as a person.  Yeah. 
 
Question: There’s a sardonic humor in the pieces; and they’re also very colorful and kind of buoyant 
or something in a way; and I wondered how that… characteristic works for you, and how you came 
to using that as a kind of… leverage to developing work or comment…. 
 
Speaker: Well, I think the work that you do sort of reflects your aesthetic…. A lot of people say, 
“Oh, your animals look so happy,” you know.  And I think it’s just sort of an aesthetic choice how 
you choose to show them; and… for me I think the work comes from a sense of joy.  It’s real 
important to me that that’s… present in the work.  Yeah. 
 
Question: Are institutions like… Exxon doing any funding of art projects?  Have they been 
approached? 
 
Speaker: Exxon?  What do you mean?  For remediation? 
 
Comment: Yeah, or— 
 
Speaker: Well, in New York they certainly are.  Yeah, they’re deeply invested in cleaning up the 
New York Harbor, just because they’ve made so many spills.  They feel like if they—I they sink—I 
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mean what sounds to us a like a huge amount of money, is several billion dollars, really isn’t 
anywhere near what it costs when you have an oil spill.  So they’re trying to sort of get there first 
with the PR; so that when these spills do occur people aren’t so critical. 
Question: How do you feel about that, big corporations funding… projects that are environmentally 
correct?  I don’t know—things like sculpture… that (unintelligible)  
 
Speaker: Well, that was actually very positive, what happened with McDonald’s—you know the 
moving away of the— 
 
Question: But do you think that in a way that leads to a certain amount of guilt? 
 
Speaker: Well, I think all of this work—I mean all this of this sort of activity right now is a lot about 
guilt; and… artists really don’t have the luxury of choosing who pays for their work always.  I mean 
I think like in a place like Art Park there’s one piece that you can make, and it’s about… toxic waste.  
I mean, I think you make your choice sort of in how the work looks; and… if you’re lucky, you can 
get it funded.  And… in public work there’s a lot of compromises that you have to make.  And… I 
don’t think that we can just assume that money only comes from the right places.  It is, after all, 
money. 
 
Question: I’m just going to ask you something.  Even if they’re, you know, funding from guilt, you 
know at least they feel guilty, at least they’re funding.  And besides… If they’re feeling guilty they’ll 
actually at the very least (unintelligible) economically based.  It’s not moral guilt (unintelligible) 
 
Speaker: Right. (pause) Oh! Yes? 
 
Question: I’d like to know if you have any idea of what kind of control multinational corporations 
have within the (unintelligible) Ultimately they have (unintelligible) and they’re not (unintelligible) 
What issues that we need (unintelligible) 
 
Speaker: Well, it sounds like you answered your question. 
 
Question: Well, no (laughter), I don’t— 
 
Speaker: Things are very different— 
 
Comment: (unintelligible_ 
 
Speaker: Among some of the things that have happened since 1973 when Roe versus Wade and the 
Endangered Species Act were passed were things like, in ’73 President Nixon had the right to keep 
his private papers private—No, I’m sorry, he didn’t—he didn’t have the right to keep his tapes.  It 
was by law he had to release them.  And today we have something called plausible denial, which is 
like the escape hatch?  So—so many things have been constructed in the media, to sort of tell one 
story that… it’s kind of a different landscape, and the media is very much a player in our regard for 
the environment. 
 
Question: Do you know… particularly which corporations (unintelligible) 
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Speaker: No… (laughs) Yeah. 
Question: I’ve got more of a sort of… yesterday question; but when that (unintelligible) do you have 
a conception of what a piece will look like; or how much do you work from deliberation… or is it 
through the materials themselves? 
 
Speaker: It’s usually from an idea…. Like lining up the idea with the image, and then just sort of 
building the image.  Yes? 
 
Question: Addressing, you know, the idea of environmental… issues and that sort of thing, do you 
think like—do you agree with “Suzie Gablers?” Like it’s not just an environmental thing, but that art 
is—today sort of there’s no moral imperative in their work… or… is that becoming—people are 
more encouraged by that nowadays or… you know, like what do you think about morality… you 
know…. 
 
Speaker: I think morality is something you have to determine for yourself… 
 
Comment: …or Suzie will determine it for you. 
 
Speaker: (laughs) Right. (laughter) And, you know, whatever—wherever your passion lies is where 
your work will… originate.  I don’t know…. Yes. 
 
Question: That’s what I wanted to comment upon, passion—that… in the Women’s Movement we 
used to say the personal is political; and we usually forgot to say that the political is not the personal.  
I think that’s what you’re doing… that you make the political very much personal; so… there isn’t 
any more the issue of (unintelligible) or compulsion to do good in our (unintelligible) missionary 
sense.  Your work seems to be… very direct in that way; it doesn’t scream I’m to capture somebody 
else; it seems that you’re doing it because you have a passion.  So maybe my adjective turns into 
passion; but I don’t see and therapy…. 
 
Speaker: (laughter) That’s interesting.  Yeah, Rudolph. 
 
Comment: I don’t know how you feel about… art celebrates, and how it should be a part of 
(unintelligible) 
 
Speaker: Do people know what that looks like? 
 
Comment: Well, let’s say… (unintelligible) (laughter) It’s absolutely beautiful; and I think that 
(unintelligible) But I also wonder about another thing, about (unintelligible)  
 
Speaker: it seems that you’re doing it because you have a passion.  So maybe my adjective turns into 
passion; but I don’t see and therapy…. 
 
Speaker: (laughter) That’s interesting.  Yeah, Rudolph. 
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Comment: I don’t know how you feel about… art celebrates, and how it should be a part of 
(unintelligible) 
Speaker: Do people know what that looks like? 
 
Comment: Well, let’s say… (unintelligible) (laughter) It’s absolutely beautiful; and I think that 
(unintelligible) But I also wonder about another thing, about (unintelligible)  
 
Speaker: Yeah, very much.  I mean it’s—of course it’s wonderful to be able to play with materials 
and… 
 
Comment: (unintelligible) 
 
Speaker: Yeah, it’s kind of the old problem… with—you know, you’re not supposed to say 
anything…. You know, you just shut up and be a good artisan. 
 
Comment:  Well, you know, if it’s not pleasing to look at, people are not going to (unintelligible) on 
to it, aren’t going to stay and examine it and take your point.  So, in a way, you want them to support 
it, and the way to do that is to get involved in it… to do that…. 
 
Comment: Also, I (unintelligible) So I don’t see that as a negative at all; that’s what I liked about 
it… and I wouldn’t call that… a formal (unintelligible) 
 
Speaker: Yeah, I mean, I guess I’m kind of in love with plastic; and because there are so many 
species of plastic around… (laughs) (laughter) And so here things that are alive—No—I’ve always 
been interested in kind of making that jump with materials into transformation; and a lot of it has to 
do with things like compression… and I think the work looks like it’s a lot more fun to make than it 
really is.  You know, it’s actually a lot more—like those shells had to be packed and unloaded a lot 
of times to sort of get it right.  But it doesn’t really look like that; it just looks like they—got tossed 
in—which I guess is good. 
 
Comment: It’s also interesting that… just the difference between the image that you’re looking at 
and the items that you use… kind of adds to—I don’t know—I don’t want to say a sense of humor, 
but there is a fun-ness to it, as well as being a serious aspect to it… but… they’re really quite… 
elegant—especially when I look—like your (unintelligible), like the birds—like especially the last 
one that you… showed.  The fallen bird almost like took on sort of a heroic kind of—like a—I won’t 
say a fallen warrior, but that kind of heroic sense—just like—beautiful animals… you know, fallen 
(unintelligible) 
 
Speaker: Okay, well thanks a lot for coming…. (APPLAUSE) 
 

END OF RECORDING 


