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Design Firm Commune Creates a Dramatic
Boutique For Menswear Line Mattison

Mayer Rus

In terms of high-end fashion addresses, Melrose Place is separated from Savile Row and Avenue
Montaigne as much by sensibility as by physical distance—Los Angeles is, after all, a city where
board shorts and flip-flops still constitute a legitimate interpretation of “business casual.” Los
Angeles—based entrepreneur turned menswear designer Derek Mattison is looking to change all
that. His new boutique, Mattison, strikes a blow for fine tailoring and serious haberdashery in the
laid-back land of endless summer.

“My clothes are constructed as well as, and in some cases better, than the most respected menswear labels
in the world. But they have a distinctly American sensibility that feels neither preppy nor retrograde,”
says the 36-year-old designer.

When it came time to open his first shop, Mattison turned to Pamela Shamshiri of the L.A. design
collective Commune, who had recently renovated the couturier’s 1960s Buff & Hensman home in
Nichols Canyon (Architectural Digest, March 2011).

http://www.architecturaldigest.com/blogs/daily/2013/01/mattison-commune-menswear-boutique-los-
angeles





“We asked ourselves what a Dior boutique would look like if Dior were based in California,” Shamshiri
says of the design inspiration. “The shop had to express the ethos of Derek’s clothes, which are attuned to
the more urbane, sophisticated facets of L.A. culture.”

In practical terms, that spirit is expressed in brass walls, minimalist display fixtures that riff on Mattison’s
logo, and bespoke hanging planters of Hindu rope that add an organic flourish to the pristine aesthetic. At
the back of the shop, a private dressing room outfitted with antiqued mirrors and a Royére-style sofa
allows customers to try on the apparel in a comfortable, residence-like setting as handsome and refined as
any Mattison blazer.

http://www.architecturaldigest.com/blogs/daily/2013/01/mattison-commune-menswear-boutique-los-
angeles
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[ have a turntable and a large collection of :
records. Do I need to remove them before
e showing my home to buyers?

A “When you're preparing an apart-
« ment for sale, the goal is to create an
inviting and clean environment as much as
possible,” said Udi Eliasi, a senior vice
president at Citi Habitats in Manhattan.
“Part of my job.is explaining to owners
that they have to part from some personal
items while the apartment is being
shown.”

In general, he said, that’s because “few-
er items will create the impression of more
space.”

But when it comes to stereos and music
collections, “it really depends on the situa-
tion,” he said. “If you have a 1980s stand-
ard Sony from your teenage years, it’s just
a dust collector.” It should probably be
moved out along with the record collection.

If you have attractive high-end stereo
components from a company like Mcln-
tosh, however, they project a kind of status
that could be desirable, he said. Your ster-

eo and record collection could probably re- -

main, but care should be taken to minimize
cord clutter and to organize the records as
neatly as possible.

Roman Alonso, one of the partners at the
Los Angeles design firm Commune,
agreed that a good-looking turntable and
record collection could make a positive
statement about the owner’s lifestyle.
“These days, a record collection is like a
book collection,” he said. “It’s a library.”

Mr. Alonso and two of the other partners
at his firm have turntables at home, and

Commune has put them in the homes of
numerous clients, as well as the guest
rooms at the Ace Hotel in Palm Springs,
Calif. He recommended wireless speakers
to cut down on cord clutter and a glossy
turntable from a company like Music Hall.

In terms of pulling it all together, he
said, “the best way to keep everything or-
ganized is to use something that can con-
tain your records, which you can also put
your record player on.”

In his home, Mr. Alonso uses a series of
custom crates that his firm designed. The
crates have integrated cleats that allow an
endless number of containers to slot to-
gether; set on their sides, they hold
records while creating a long surface for
stereo equipment. But an appropriately
sized vintage crate or small table with a
shelf underneath would work just as well,
he said, and keep the records from looking

like clutter. “Everything is digital these

days, so you don’t need to have records,”

he said. “You have therm because you love

them.” 4
And they might just make your living

room look more stylish: “It is hip, yes, to

have records,” Mr. Alonso said.

TIM McKEOUGH

Questions about repairs or redecorating before
putting a home on the market may be sent to
marketready@nytimes.com. Unpublished ques-
tions cannot be answered individually.

GETTY IMAGES
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January 9, 2013
Commune: Happy 2013

COMMUNE: HAPPY 2013- 01.09.13 NRTRRTINEROL RN 8

Commune - you just made my

i cant s
'th br

difficult to put it do

s, just found out you can buy the Good Mix at the Valerie Confections boutique on Wes

http://www.notcot.com/archives/2013/01/commune-happy-2013.php





’

THE FUTURE AIN'T

WHAT ITUSED TO BE.

http://www.notcot.com/archives/2013/01/commune-happy-2013.php
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Style Compass: Commune

Erika Heet

INTROSPECLIVE.,

STYLE COMPASS

COMMUNE

Erika Heet

Meet the exciting, interdisciplinary Los Angeles-based
design firm behind such buzzed-about spaces as Palm
Spring's Ace Hotel and the Hollywood restaurant
Ammo.






STYLE coMPASS: COMMUNE by Erika Heet
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s an interdisciplinary firm that offers residential and
commercial design, graphics, branding services,
furniture and products, this can be a lot to juggle.
But for Commune, it's the only way, one that
reflects the distinctly holistic principles upon which
the partners founded their company in 2004, "We're
really a family business, with diverse backgrounds and
experience,” says the Venezuelan-born Alonso, who
met Johanknecht, a New Yorker, in 1988 when they
worked together at Barneys — Alonso in publicity and
Johanknecht in store design and display. The Shamshiri
siblings, meanwhile, spent their youth in their native
Tehran, whiling away the hours at their parents' Italian
furniture showroom (their mother was born in Italy).
“That's where we would play after school,” says Pamela
Shamshiri. After heading to L.A., the siblings worked in
production design before opening their own firm.

JUNE 2012
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takes as egalitarian an approach to design as its name
suggests. Four partners — Alonso, Steven Johanknecht,
and sister and brother Pamela and Ramin Shamshiri —
begin each project with a clean slate and a level hierarchy.
“The way we function is slightly different from other firms,”
says Alonso. “Whether you're a Commune architect,
interior designer or graphic designer, we consider you
a lead or support, so your role constantly changes from
project to project.”






he Shamshiris met Alonso while

collaborating on philanthropist Lilly

Tartikoff's Fire and Ice Ball in 2000, for

which they transformed the Bewverly

Hilton ballroom, “one of the ugliest
ballrooms in the world” says Alonso with
a laugh. The evening's entertainer, Burt
Bacharach, stopped singing during sound
check to admire their work. "We hadn't
slept in four days — we almost passed out
when he did that,” says Pamela Shamshiri.
“We learned how to do events completely,”
says Alonso, "from the matchbooks to the
outfit for the cigarette girl, and even how
she fit with the chandelier”






he firm's first project together was the redefinition
of the popular local L.A. lunch spot Ammo. Here,
says Alonso, "The owner needed a new identity
grounded in her old identity. She needed to expand
a little, and grow up.” High-backed booths, abacklit
wine wall and touches of bright red helped catapult this
favorite from daytime dive to crowded nightspot. And,
to further hone the restaurant's individuality, Commune

completed the design of its graphic identity, too, from
the menus to the style of the staff uniforms.
It was that project that helped spread the word about the

firm, which now has an extensive roster of high-profile cli-
ents and projects. These include the Ace Hotel & Swim
Club in Palm Springs, whose distinctive retro-chic look —
comprised in large part from some 1,500 pieces of vintage
furniture and objects the group sourced from local vendors
— received plaudits from just about every design publication
when it opened in 2009, Currently the team is putting the
finishing touches on the Ace's newest outpost, set to open
he end of this year in the former United Artists building
in white-hot downtown Los Angeles.

The team at their office in
Los Angeles. Photo by Amy
Meusinger

their signature touches to every proj-
ect — and still do so. “It's a good way

Spanish-style door just past a window
filled with impossibly high Chri n

nitially, Commune set up shop in a
tiny office across the street from

the Capitol Records building in Hol-
Ilywood. The windows were blacked
out, save for one high opening that
framed the iconic building. "We could
only look up,” says Johanknecht. They
spent a year there building their clien-
tele and their base of "Communists,” as
the team called the growing collective
of artisans and craftspeople who added

of keeping things fresh,” says Pamela
Shamshiri.

Five years ago, Commune moved to
a space tucked between retail show-
rooms amid the robust design enclave
on MNorth Robertson Boulevard in West
Hollywood. The office is accessed via a
somewhat incongruous wood-and-iron

Louboutin stilettos. The entrance evokes
a modern speakeasy, and inside, a ff
of 30 buzzes away at open works

ions,

sharing resources and balancing roles on
their myriad projects. "We're influenced
by the Bauhaus school — in the way they

did furniture, interiors, weavings —
what we wanted to be able to do as a
company,” says Johanknecht.






The team reimagined the San Flancisco
store of Heath Ceramics, a company with
‘which, in true Commune fashien, theyve

h collaborated on other prajects.
Photo by Leslie Willamson

his sense of unity extends to the firm's clients, many

of whom have embraced Commune's comprehensive

design approach. For example, the team has created

custom work and showrooms for Heath Ceramics,

which has in turn designed Do Mot Disturb signs for
the Ace in Palm Springs. For Oliver Peoples, Commune not
only created several store concepts, it became the eyewear
company's ad agency, too, producing promotional online
videos through its small, in-house photo agency. “All of
our clients become part of a network,” says Alonso. “They
are our clients and our collaborators.”

As evidenced by their varied body of work, impressive
for a firm that will mark only its first decade next year,
Commune does not have a set style or genre. "We focus
on what's best for the client, the architecture or the
space,” says Ramin Shamshiri, the most taciturn of the
quartet and the in-house triple threat: designer, project
and construction manager, finance guru. “It's not about
pushing our style or design.”






nd those projects continue to flourish. In addition
to developing new lines for Exquisite Surfaces, ER.
Butler & Co. and Environment Furniture, the team
is reimagining a 1907 building as a hotel in the
burgeoning Casco Viejo district of Panama City,
which Alonso describes as something "bigger than itself
— it's not only the revitalization of a building, but the
revitalization of a neighborhood,” he says. There's also
the new Farmshop restaurant in Marin County, California
(the original is in Santa Monica), two major multiuse
residential developments — one in Hollywood and one in
downtown L.A. — and, says Alonso, "a million residential
projects.” For all of these, Commune insists on maintaining
its homegrown feel. "We hate waste, and we feel that a
project is truly successful if it lasts for a long time,” says
Alonso. “We want to design spaces that look as fresh five
or ten years down the line as when they were just finished,
that grow old gracefully. Though we try to impose little on
our clients, you could say we impose that.”






COLOR:

We love vintage or "old lady" color combinations.
The colors of the buildings in Havana a Le
Corbusier palette,

RESTAURANT:

AXE, Farmshop, Cortez, Ammo and Farmshop,
inL.A., and Chez Panisse, in Berkeley

GARDENING & FLORAL:

We like extremes. A crazy overgrown garden or
one by Jacques Wirtz. Lots of something wild
thrown in a vase or ikebana. Lotus Land in Santa
Barbara and Lisa Eisner's garden in Bel Air are a
constant source of inspiration.

MUSIC:

The four Bs: Bach,
Beatles and Burt
Bacharach

Style Compass

HOW GREEN ARE YOU?

‘We hate waste of any kind. We believe in investing
in antiques and that one should buy things one
wants to grow old with. Keeping things local as
much as possible is a must. In our projects we keep
and enhance as much of the original architecture
as possible. We love natural finishes and embrace
a patina.

FABRICS:

‘We love to hunt for vintage textiles and then mix
them with ethnic prints for alayered loock. We have
a weakness for mohairs, horsehair and Belgian
linens, We use a lot of “work wear” fabrics like

as a window treatment is kind of a signature at
this point.

TRAVEL:

A road trip up the coast on Highway 1to Big Sur
or San Francisco is always a favorite. But as they
say, “You gotta leave L.A. to love L.A." so once
a year we try to see ancient things: Rome, Paris,
Mexico City, Vienna.

APPS:
Uber, Yelp. Flashlight

ara Ik
ART & DESIGN: B

Donald Judd's interiors: his great sense of space
and the way he integrated his collections. The
world of Charles and Ray Eames because of their
limitless creativity in a multitude of disciplines.
Tony Duquette'sfantasticassemblages. Noguchi's
shapes. De Kooning'ssenseofcolor. Mongiarding's
excess. Everything Austrian Secessionist that is
at the heart of modernism.

HOTEL:

The Ace Hotel, in Portland; the Chateau
Marmont, in L.A.; and the Park Hyatt Tokyo

denim, twill and army drab for upholstery. Burlap

MUSEUM:

The MAK in Vienna, Fondation Maeght in the
South of France; Louisiana Museum of Modern
Art in Copenhagen; Centre Pompidou in Paris.
GIFT:

An Alma Allen sculpture, table linens by Commune

JOAN DIDION
C————

FASHION:

Pam loves Dosa and
Maria Cornejo. Ramin
is a Maison Martin Margiela and Acne guy. Steven
likes a uniform of A.P.C. jeans, Gitman Brothers
shirt and Red Wing boots. Roman is inte vintage
denim and custom-made suits.

BOOK:

The White Album by Joan Didion, any biography
written by Stefan Zweig.

ENTERTAINING:

‘We live in Los Angeles, so entertaining is casual
and mostly outdoors. Keys are great food, lots of
tequila and a good mix of people.

SHOPS:

Merci, in Paris; March, in San Francisco; RTH and
Free City, in Los Angeles Totokaelo, in Seattle.
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Commune

UN COOL CERTAIN

PARCOURS. Ils sont quatre. Quatre
apotres du cool que I'on aimerait enlever
aux Californiens. On les a découverts

a travers ’hotel Ace de Palm Springs

et adoré leur travail dans quelques villas
sur les hauteurs de la Cité des anges.
STYLE. Des références qui se nourrissent
de l'univers de la mode, de la musique,
et des voyages ; des motifs de kilims mélés
aux cuirs des fauteuils Eames, du bois
interrompu par des murs de céramiques.
Leurs interventions sont délicates,
pronant P’art du bien vivre.

AcTUALITE. Ils viennent de terminer

la décoration d’une villa des années 1950
a Beverly Hills. Toujours a Los Angeles,
dans le quartier d’affaires de la ville,

ils prévoient de livrer le nouvel hotel

Ace au mois d’octobre, ainsi que I'hétel
Trade a Panama City et le restaurant de
I’hotel Standard a Miami. Sans compter
les projets privés, comme une villa a
Napa Valley, haut-lieu de I'industrie
vinicole californienne. s.P.

CALIFORNIA COOL

PROFILE. There are four of them—

four leading-edge style gurus whom

we’d like to steal away from the lucky

Californians. They first came to our

attention with the Ace Hotel in Palm

Springs, and continued to impress us

with their houses in the Los Angeles hills.

STYLE. Their references come from

the worlds of fashion, music and travel:

kilim motifs mixed with the leather

of Eames chairs, wood interspersed

with ceramic surfaces. Their compositions

are odes to the art of living, embodying

a graceful elegance.

WHAT'S NEW. Having completed the

decor of a 1950s-era villa in Beverly Hills,

Commune is working on the new Ace Hotel

in the Los Angeles business district, which

is set to open in October, plus the American | SO - ] W
Trade Hotel in Panama City and the _/l 1 3
J

restaurant of the Standard Hotel in Miami. ‘ B
stau ’ A B Kl PR SReS IWEEM

And they have no lack of private projects, r e
including a house in Napa Valley, the hub LO

of the Californian wine industry. s.p. T s |‘| '“I%EHL.-I” i
1 & JONES | P

PHOTOS : JASON SCHMIDT (1); JONNY VALIANT (1).

A gauche et a droite, une maison - g
! CHARLES BhE

de John Lautner a Los Angeles. . T e L '-

Left and right: John Lautner ; Fiamr THE AGE OF ADOLESCEMCE

house in Los Angeles. ]
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hen the industrial designer Dieter Rams said “good design is as little
design as possible,” he could have been describing Commune’s work. Since hanging out its
shingle in 2004, the Los Angeles interior design collective Commune has left its indisputably
cool mark on restaurants, residences, shops and hotels from Palm Springs to Tokyo. While the
firm has quietly been transforming homes in L.A. with its warm, modern, no-design approach to
design, its recent spate of commercial projects—in particular a shop for Heath Ceramics in L.A.
that opened in 2009—announced Commune’s aesthetic to a much larger public. This year alone
will see a luxury hotel in Panama City, a furniture line with Environment, and, following on the
very successful heels of its Palm Springs sister, L.A. will get its own Ace Hotel Downtown.

Commune's partners—Roman Alonso, Steven Johanknecht, and sister and brother
Pamela and Ramin Shamshiri—approach each project collectively, something that is vital to
the firm’s collaborative spirit, which now includes 30 architects, interior designers and graphic
designers. The partners come from diverse backgrounds in interior and retail design, film pro-
duction design, public relations and event planning. When they first came together almost 10
years ago they realized that with their pooled expertise they could fill a void in L.A. for design-
ers who wanted to work on projects of varying scope and scale. While each partner brings a
particular experience to the table, the firm’s work has a holistic and relaxed aesthetic. Each
interior has its own identity and the design of each new project develops from its own partic-
ular sense of place. Yet there are distinct elements that have come to define Commune's cool
California aesthetic philosophy.

Eclectic inspirations range from the clean lines, textures and patterns of Bauhaus design
to the intricate, eccentric work of Tony Duquette and from the rugged beauty of California's coast
to the rustic refinement of Donald Judd's Marfa, Texas, compound. There is a distinctly personal
touch to the work and, indeed, Commune believes in working with local craftsmen and artisans
and in bringing the hand into everything they do. “We support community,” says Roman Alonso.
“And we want our projects to be tied into the culture that they are part of.”

Their design for Farmshop, Jeff Cerciello’'s popular restaurant and market in L.A.'s Brent-
wood Country Mart, features tables by the Joshua Tree artist Alma Allen, dishes by Heath and
candleholders by L.A. potter Adam Silverman. “Whenever possible we prefer to work locally
rather than globally,” adds Alonso. Commune Is working with Allen, Heath and Silverman again
and with the furniture makers Tripp Carpenter and Michael Boyd on a Marin County Farmshop
that is slated to open in April. “Not only do we want our interiors to have a warm, human touch,”
says Alonso, “we want all of our products to have the heart and soul that comes from the hand
and not from a machine.”

Mattison, a boutique for menswear designer Derek Mattison, opened in L.A. in 2012 along
with a San Francisco shop for Heath. At Mattison, Commune introduced some of Alma Allen’s
sculptural wood furniture along with custom planters filled with Hindu Rope, a flowering succulent
also known as Krinkle Kurl, to offset the hard surfaces of the shop’s mirrors and chrome fittings.
The tile and flooring is from Exquisite Surfaces, with whom Commune will collaborate again this
year on a new collection of tiles.

"WE WANT OUR PROJECTS TO BE TIED INTO
THE CULTURE THAT THEY ARE PART OF."
—ROMAN ALONSO

CULTURED 109
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" Founded byfour friends, Los Angeles's design firm of the moment,
Commune, combines West Coast sophistication with an-airof boho
cool. By Hamish Bowles. Photegraphed by Francois Halard. .
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t started over an epic dinner a decade ago when four
friends, each ready for a significant life change, realized
that they shared a common viewpoint about the way they
wanted to work. By the end of the meal they had decided
to join forces and create “a collective focusing on enhanc-
ing life through design™—a laboratory of ideas that they
named Commune.

Roman Alonso and Steven Johanknecht had met in the
late eighties, when they both worked at Barneys during the
exhilarating Pressman-family years under the Creative
Services umbrella—a department whose members col-

laborated on “advertising, publicity, in-store design, a special
event, or windows,” as Alonso recalls. “Hermés one day,
Comme des Gargons the next,” adds Johanknecht.

Siblings Pamela and Ramin Shamshiri, meanwhile, were es-
teemed production designers whose own chameleon skills car-
ried them from movies to commercials to money-is-no-object
party decor. The Shamshiris met Alonso when they worked
together on one of philanthropist Lilly Tartikoffs legendary
Fire and Ice Balls. Charged with transforming a ballroom of
the Beverly Hilton hotel, they worked 48 hours straight to turn
itinto a mirrored white wonderland, When they were finished,
remembers Alonso, Burt Bacharach interrupted his sound
check to announce over the microphone, “ “Whoever did this
room, if you're out there, it’s the most beautiful room I've ever
played in.” Pam and I looked at each other and literally started
crying.” It was the beginning of a beautiful friendship.

But that party also seemed like a last hurrah; damn-the-
expense galas were melting away, film productions were
moving to Vancouver, and the Shamshiris were tiring of
their relentlessly peripatetic lives and wanted to settle down,
Johanknecht, meanwhile, having departed a position at
Gap’s headquarters in San Francisco, yearned for a return to
decorating (after working with the architect Peter Marino on
store design at Barneys, he had joined the studio of decorator
Bill Sofield, who was then developing the va-va-voom Gucci-
store concepts for Tom Ford).

The group was inspired by the Bauhaus ideal. “We thought
about Terence Conran and the way that he built his company,”
Alonso explains, “and we always wanted a studio that felt like
the Eames studio, where there were all sorts of different things
happening: film, photography, product, or an interior—this
interdisciplinary thing.” Although Commune is known pri-
marily for its interiors and store design, its consultancy reach
is now extensive. “Sometimes it’s a carpet, sometimes it’s

- stationery, sometimes it’s chocolate,” Alonso says. “But in the

end, it’s all design.”

Commune reveres émigré Austrian architects and design-
ers including Rudolph Schindler and Richard Neutra, who
moved to Los Angeles “and injected their aesthetic into the
openness of the West and the California lifestyle,” says Alonso,
who also cites influences as disparate as Vladimir Kagan,
Donald Judd, the whimsical designer Tony Duquette, and
the High Hollywood-style decorator Billy Haines. The four
blithely mix old and new, and organic and ethnic touches (the
Shamshiris are Iranian, Alonso Venezuelan).

During that first dinner, the four realized that each part-
ner had connections to craftspeople and artists and arti-
sans through their varied lives, and they assembled a dream
list of possible collaborators (whom they dubbed the
“Communists”) to provide “a completely holistic and unique
approach to each job,” says Pam Shamshiri. “People on that

286

HOT ROD
Ramin Shamshiri
in his 1969
Maserati Ghibli.
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list are people that we still work with today,” says Alonso,
mentioning art director Doug Lloyd; Cathy Bailey and Robin
Petravic, who revived the forties Sausalito company Heath
Ceramics; Rhett Butler of the custom hardware company E.
R. Butler; the landscape designer Matthew Brown; and the
furniture artisan Alma Allen, whose pieces appear in nearly all
their projects. Although each Commune partner has areas of
specialty, the work is as collaborative as their name suggests:
“The great thing is we respect each other’s opinion so much
that we watch each other’s backs,” says Johanknecht. “It’s
codependency,” says Pam Shamshiri, laughing. When they
are all together, the four have an endearing way of completing
one another’s sentences.

Commune’s hotel work includes partnering with the Ace
Hotel Group on its Palm Springs outpost, originally a How-
ard Johnson motel. “The mantra was ‘hippie camping,’ ” says
Alonso about the Ace, recalling how the firm spent a year
sourcing more than 1,500 pieces of vintage furniture from
vendors in the area. “The economy had tanked,” Alonso says,
“so this project became a focus for a lot of these dealers out
there. It really worked out for the hotel, because they got great
community support.”

ommune is working with Ace again—
this time transforming the United Art-
ists building in downtown L.A. into a
180-room hotel. Built in 1927 by the
winsome actress and savvy business-
woman Mary Pickford, the imposing
structure, apparently inspired by the
sixteenth-century cathedral in Segovia,
was once the headquarters of the late television evangelist
Reverend Gene Scott (the iconic neon JESUS SAVES sign that he
installed is being preserved).

In its narrative, Commune imagined that Pickford and the
California modernist architect Rudolph Schindler had had a
child—a punk flapper. So the cement ceilings will be left as
they are, the facade has been restored, and local collaborators
include a fifth-generation art-glass company. “The best part of
what we do is working with these kinds of people and learning
how this happens,” Alonso explains.

The Commune aesthetic is reflected in the inspiration
boards in its studio—for projects as disparate as a Tuscan-
style villa in Napa that was originally decorated by the distin-

. guished Mark Hampton (typically, much of his original work
will be preserved), to a shagadelic Beverly Hills estate filled
with high-glamour seventies furnishings. “Every project is
really different. We don't dictate; we just help them,” explains
Alonso. “A lot of decorators impose their style,” Johanknecht
adds, “but it’s more fun to work this way. It keeps us agile.”

But it is their respective home environments that act as
their collective manifesto. Alonso lives in a dark-paneled
1908 Craftsman cottage in the now trendier-than-thou Echo
Park neighborhood. It has the ironic-chic vibe of a sophis-
ticated sixties counterculture student’s lair—Bauhaus-style
furniture, turned-wood stools, and bright Indian embroi-
dered rugs. Che Guevara and sixties Pop Art Cuban film
posters crowd the walls.

Johanknecht is cradled in a similarly eclectic mix nearby
in a picturesque cottage set in an ersatz olde worlde village
complex built in the 1920s by Disney, reportedly to inspire
its writers’ fevered imaginations. (continued on page 315)
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CALIFORNIA DREAMING
(continued from page 290)

A garage in back has been converted to
an art studio where Johanknecht creates
his bright, geometric abstract works
with motifs that inspire the group’s sig-
nature fireplace screens, and their rug
and tile designs.

Pam Shamshiri and her film-editor
husband, Haines Hall, meanwhile, em-
barked on an epic hunt for an iconic
architectural statement that could be lov-
ingly brought back to life—and found it
in a house clinging to the side of a hill in
Studio City that proved to be the penul-
timate project of Schindler.

The house had been renovated in the
eighties, but Shamshiri peeled away the
seventeen layers of paint and the dry-
wall to find the original pale plywood
paneling, as well as Schindler’s dramatic
trapezoid fireplace. Its spiky angles are
reflected in the dynamic lines of the room
and the slivers of glass beneath the raked
roofline. Together with the latticework
ceiling detail—conceived as an indoor
pergola for clinging vines—which Sham-
shiri has re-created from the original
blueprints, the place seems like a light-
flooded tree house.

The artist John Williams worked on
the renovation for two years—in par-
ticular the dining area in the Great Room
(added at the insistence of the original
owner, as Schindler considered a din-
ing room redundant and preferred to
eat his meals from dining carts) and the
den. The Dutch furniture artist Piet Hein
Bek’s salvaged pieces add a twenty-first-
century spin.

Shamshiri’s brother Ramin lives with
his wife, Donna Langley (the dynam-
ic cochair of Universal Pictures), and
their sons, Paolo and Adello, in a 1920s
Hispano-Mauresque house in the Los
Feliz neighborhood and a storied 1908
bungalow in Ojai.

The couple had just returned from
their honeymoon in the Yucatan, and
Ramin and Pam had recently visited
the Alhambra, when Commune began
work on their Los Feliz house, and these
references were channeled into the de-
sign. The Langley-Shamshiri family’s
frequent entertaining also dictated its
flow, through a living room and a spa-
cious kitchen into a balmy courtyard,
where the ceramic artist Stan Bitters cre-
ated panels for the chimneypiece (with
the flavor of an eroded Mayan temple
mural), and Moorish mosaic tiles fill the
Hispano-Gothic arch of the fountain.

The Ojai house was built by Edward
Drummond Libbey, the glassware

VOGUE.COM

magnate and cultural philanthropist,
who commissioned Myron Hunt (dis-
tinguished creator of the Rose Bowl and,
with Elmer Grey, the Huntington Li-
brary) to build him a house with stirring
views across plantings of California oak,
spindly palms, and orange-flamed agave.
The westward-running valleys bathe the
house in singing pink sunsets.

The original paintwork of the Lib-
bey house’s Great Room has been pre-
served—a ground of baked-earth color
with the fretwork of beams picked out
in ivory and charcoal motifs thought
to be by Native American artists. Its
interior is a play of textures—a stone
chimneypiece with a massive log man-
tel, Navajo textiles layered with Anato-
lian or Moroccan rugs, Calder string
murals, and contemporary and 1970s
furniture. The original deck had been
enclosed as a sunroom; now it’s filled
with Paul Frankl 1940s bamboo-framed
sofa and chairs, along with Andrée Put-
man stools set around a 1930s bar found
in a Paris puce.

“It’s the detail and the big picture,”
says Johanknecht. “You're telling a sto-
ry,” adds Alonso.

“The thing about being in California
is that it’s the Wild West!” says Johan-
knecht. “There is more freedom. .. .” In
classic Commune fashion, Pam Sham-
shiri finishes his sentence: “You see the
horizon every day.” O

ANEW LEAF
(continued from page 292)

Purslane’s crunchy leaves have a
pleasantly lemony taste; but the more
mature plants have spindly stems that
call for a little denaturing. Usually I'll
dress the plant separately and drizzle it
with vincotto (sweet, syrupy, and made
with grape must), then add the leafy
greens on top. Since purslane stands up
to strong flavors, I'll sometimes add slices
of nectarines or plums, a pinch of sea
salt, some toasted hazelnuts, a little blue
cheese if there’s any around.

1t’s a good salad to have in the arsenal.
Because almost any kind of fruit, nut,
and strong cheese will do, it adapts to
what you have on hand. One summer,
my wife and I were spending the week-
end with friends in Brookhaven, New
York, and I noticed some purslane grow-
ing between the flagstones by their pool.
“Want me to make a salad?” I asked.

Kostow uses richer flavors with red
and green orache, which have arrow-
shaped leaves that taste like seasoned
spinach. At Meadowood, he serves them
with lardo and caviar warmed over a fire

as a part of the 20-course tasting menu.
Carlo Mirarchi, the chef at Roberta’s
(the ascendant Brooklyn restaurant
that was one of the pioneers of urban
gardening) and Blanca (which earned
its first Michelin star shortly after its
opening, in 2012), also plays with stron-
ger dressings. “A lot of people consider
leafy vegetables to be a light flavor, but
you can get some deep flavors that make
them as satisfying as anything else out
there,” Mirarchi told me. “There are a lot
of ways to think about vinaigrettes. Like,
I love nut milk. Nut milks can take on a
good amount of acid. Use whatever you
want—Banyuls vinegar, lemon juice—
and some olive oil. It thickens almost
like a buttermilk.” Mirarchi makes his
own nut milks for his dressing, but then

he would; you can use a shortcut and -

buy them fresh. (Try Organic Avenue in
New York City.)

Sometimes Mirarchi will dress a sal-
ad, then dot it with a quick salsa verde
made out of shiso, garlic, white balsam-
ic, and olive oil, so that the tiny, explo-
sive touches of flavor play off the strong
flavors of dogtooth violet or chrysan-
themum or celery-like lovage. Or he’ll
sneak in fruit: green strawberries, ripe
strawberries, huckleberries, blueberries,
ground cherries, persimmon. Roberta’s
has a fig tree that Mirarchi drags indoors
during the winter, and in the late sum-
mer he will freeze ripe figs for an hour,
then shave them over the salad with a
microplane rasp. “It gets fig flavor every-
where,” he said.

These are strange combinations,
bright and herbaceous flavors you find
on the other side of the spectrum from
pork belly, 21-day aged burgers, and the
other meaty, chest-thumping dishes that
are understandably popular right now.
Anise hyssop, purslane, orache, lovage?
Not macho. But they’re original-—at
least they are at this moment in food—
and they will dazzle even the most sea-
soned palate: They remind you that
there are still flavors out there you have
yet to experience.

“When you have a salad like that,
it’s like you're some woodland creature
jumping around eating all this weird
stuff,” Mirarchi told me. “It’s really
fun, and it gets you excited to have your
next course.”

If the ideal shelter-magazine kitchen gar-
den is as crisp and stylized as a new hair-
cut, the garden outside the house that
Madeleine Fitzpatrick shares with Evan
Shively north of Point Reyes Station,
California, is  (continued on page 316)
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A Modern Beachside Trailer Home In Malibu

Erika Heet

Once a classic trailer-park scheme of mint green and white, the exterior of Commune Images
owner Sofie Howard’s 500-square-foot Malibu trailer was distinctively repainted. The gate is a
patchwork of scrap wood pieces. Partly inspired by 1970s Vans slip-ons, Howard’s boyfriend,
artist Grant Shumate, painted accent lines on the side of the trailer. The porch houses a seating
area with handmade Marrera Work Boxes from Commune, and a new outdoor shower. The
entrance is beneath the wood-framed canopy.





Howard and Shumate in the living room, where Commune designer Steven Johanknecht
introduced custom built-in daybeds with storage beneath. The carpet-fragment pillows are from
Commune, as is the table, designed by Joshua Tree—based sculptor Alma Allen. The poster is by
Mike Mills.

The main room serves as a living/dining/kitchen area, where there is just enough room for a
Saarinen table surrounded by Nakashima chairs. Johanknecht added the cork floor, and the
custom stained-glass design on the Dutch door is by artist Steve Halderman.





The kitchen cabinetry echoes the new blue ceiling. The brick tile is from Heath Ceramics, as is
the dinnerware. Behind the Viking stove is powder-coated corrugated metal (“Very trailer,” says
the designer). The refrigerator is from Big Chill. On the table is a bowl by Victoria Morris.

The blue ceiling continues into the bedroom, filled with art by Howard’s friends. The yellow-
and-white poster is by Mike Mills, and the signed Rolling Stones drumhead was a gift. “It feels
like a New York apartment at the beach,” says Shumate.





The bedroom allows for a tiny niche for a built-in wood desk. The target painting is by Alia
Penner.

More fragment pillows adorn the bed, which is covered in a reversible bedspread by artist Jane
Kifer. To the left of the window is a painting by Shumate
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DEMET MUFTUOGLU
ESELI

ISTAMBUL, TURKEY
More From This City

Demet Muftuoglu Eseli is a boldfaced name in the Turkish art and fashion worlds. She founded
ISTANBUL ’74, the first Turkey-based international arts and culture platform, in 20009.
Muftuoglu Eseli is also the cofounder and creative head of the Istanbul International Arts and
Culture Festival, a free public festival that brings together creative minds offering a cultural
exchange program between countries and various creative formats; past participants including
Tilda Swinton and Carine Roitfeld. A longtime consultant for the Turkish luxury fashion retailer
Vakko, Muftuoglu Eseli developed the V2K Designers concept store, in 2000, and has since
collaborated with Zac Posen on an exclusive collection for Vakko. She divides her time between
New York and Istanbul.
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Beauty and the Bosphorus

Christina Ohly Evans






The programme of events for the Istanbul International Arts and Culture Festival taking place
from June 6 to 9 is action packed, featuring lectures, screenings, performances and exhibitions
by leading lights from the worlds of art, literature, film and music, such as Tilda Swinton, Zaha
Hadid and Gareth Pugh. But an especially exciting element will be a selling exhibition of works
by photographers Inez Van Lambsweerde and Vinoodh Matadin, curated in conjunction with
Gagosian Gallery (prices from $10,000 to $30,000). The beautiful, often bizarre and nearly all
unseen images — many selected from the photographers’ archives — include pop-culture portraits
(think Hollywood starlets and fashion icons such as Gwyneth Paltrow, first picture, and Michelle
Williams) juxtaposed with stark floral works of dahlias, roses and white berries on haunting
white backgrounds that recall the artistic heritage of their native Netherlands.

Presented at Istanbul *74 gallery, a multidimensional art space founded by festival directors
Alphan and Demet Miiftiioglu-Eseli, the work in the Inez & Vinoodh exhibition provokes and
enchants in the manner of photographers such as Robert Mapplethorpe or Irving Penn. Kate with
a Beard, 2005 (third picture), contrasts with 3 Yellow Roses, 2013 (second picture), while a
prone Lady Gaga is positioned beside a sparse anemone and calla lily study. From edgy nudes to
curious tableaux, the exhibition creates dynamic, playful links between oddly paired people,
objects and eras. The disjunction is dramatic, intense, unsettling — and ultimately captivating.
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Karakoy, Istanbul's coolest new hotspot

Sevil Delin

Karakdy, near the Golden Horn, is Istanbul's latest upcoming neighbourhood. Our city insider finds the
area's 10 most exciting new places to eat, shop, sleep and explore

Read more about Istanbul in our city guide, and more about holidays in Turkey and Greece in Saturday's
Travel section

Karakdy hotspot ... head to Kili¢ Ali Pasa for luxury Turkish pampering in this beautiful restored 16th-
century hammam

Once a thriving port, Karakdy fell on hard times in the 20th century, and magnificent commercial edifices
were divided into workshops. The opening of the nearby Istanbul Modern art gallery in 2004 sparked a
renaissance that has gained momentum in the past couple of years. Now, hardware stores rub shoulders
with galleries, restaurants and boutiques, creating a dynamic blend of urban grit and glitter. Hoping to
cash in on this cachet is a swath of soon-to-open hotels, so Karakdy's days as an "in-the-know" hideout
may be numbered.

Istanbul'74





Power couple Demet Muftlioglu Eseli — long affiliated with Turkish luxury fashion label Vakko — and
filmmaker Alphan Eseli established Istanbul74, a thriving international arts and cultural platform, in late
2009. Headquartered at its art gallery and office in Karakdy, Istanbul'74 organises world-class
exhibitions, workshops and festivals such as Istancool, each May. The latter has attracted luminaries such
as Gore Vidal, Tilda Swinton and Zaha Hadid. Istanbul74 itself has helped put Istanbul on the global
artistic map, exhibiting works by Tracey Emin, Robin Rhode and Angel Otero.

Kili¢ Ali Pasa Hamam

Designed by Mimar Sinan — architect to Suleiman the Magnificent — this hammam dates from the 1580s,
and had fallen into ruin before it was saved by Ergin Iren, who devoted seven years to its meticulous
restoration. It reopened in 2012 as a luxury hammam with an unexpectedly minimalist interior. After a
revitalising bath, wrap up in fresh towels and rehydrate under the stunning 17-metre-high dome with a
cool glass of sweet serbet.

Karakdy Rooms

A boutique guesthouse with just nine bedrooms, Karakéy Rooms is in a renovated building upstairs from
Karakoy Lokantasi — one of Istanbul's finest Turkish restaurants. Both are run by husband and wife team
Aylin Okutan and Oral Kurt. The retro-styled rooms are elegant, rates are reasonable, and the traditional
Turkish breakfast served downstairs is a snip.

Elipsis

An ellipsis is the three dots (...) that follow an incomplete statement. Sinem Yoruk, the young and stylish
founder of Elipsis, Istanbul's only dedicated photography gallery, chose the name to reflect her desire to
leave visitors speechless. Born and raised in London, Yoruk can date her passion for photography to her
family's professional photo lab. Founded in 2007, Elipsis moved to Karakdy in summer 2012, and
represents both internationally renowned artists and emerging Turkish talents.

Ops Cafe

Nautical touches such as a hanging rope ladder and lanyard curtain ties reveal that the proprietor, Yasin
Kalender, was a sea captain before opening this relaxed cafe last year. His wife, Esin, designed the
interior, and named it Ops after the Roman goddess of plenty. The simple yet hearty menu includes a
traditional Turkish breakfast, classic cafe fare and wines. All dishes prefaced by the "Ops" name feature
the house speciality: delicious Albanian smoked beef.

Atolye 11

Located below the bell tower of the Turkish Orthodox church, this two-story boutique opened in
December 2011, and sells a range of decorative objects, clothing and accessories by Turkish designers.
Most popular are the embroidered silk cushions with Anatolian kilim motifs. Atdlye 11 also sells Take





Away lIstanbul, a tongue-in-cheek line of souvenirs that includes Turkish tea glass, shot glasses and
clever, Istanbul-inspired T-shirts.

artSumer

After founding artStmer in December 2004 on Istiklal Caddesi, Asli Stimer moved her gallery to Karakoy
in September 2011. A second-generation gallerist, Sumer fosters cutting-edge, Turkish artists who share
her belief that art has the power to surprise and transform. The current astonishing site-specific
installation by Gozde Ilkin runs until 30 March, followed by a show on antique dealers by Elif Oner in
nearby Cukurcuma.

Kagithane

Located in the period French shopping arcade (Fransiz Pasaji), Kagithane shares a space with Bej, one of
Karakdy's first cafes. Meaning "house of paper", Kagithane is a concept store full of quirky paper objects
and souvenirs inspired by Istanbul's cats, street signs, fish and architecture. Established in 2011 by
designer Emine Tusavul, the creative line includes coasters printed with traditional Turkish motifs,
caricature postcards, and wrapping paper featuring sesame-encrusted simit bread rolls and triangles of
cream cheese.

Karabatak

Named after the Bosphorus's bobbing cormorants, Karakdy's most popular cafe opened in June 2011.
Julius Meinl, the Austrian coffee brand, created Karabatak as an office and hole-in-the-wall training cafe.
Customers enjoyed Viennese coffee and cakes at extremely reasonable prices. Word quickly spread. The
menu remains very limited (try the cappuccino-like weiner melange and the Sachertorte) but the space has
grown. The vintage decor includes a converted tractor/bar. Upstairs is a quiet room with free Wi-Fi.

Unter

This cafe-bar opened in October 2012, serving hearty fare from Istanbul's three favourite cuisines:
Turkish (panfried liver and grilled octopus), Italian (prosciutto and lasagne), and American (mini burgers
and pulled pork - a rare find in this city). With your stomach suitably lined, try Unter's signature Bloody
Mary or draft Turkish Tuborg Gold. Open late into the night, Unter attracts urban upmarket locals, and
the top two floors often host arty after parties and private events.

Also Picked Up By:

Turkish News
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New Exhibition: Vision in a Cornfield at Museum of
Contemporary Art Detroit

Tamara Warren

N
¥

While Detroit has recently piqued the imagination of artists who are moving to the city, it’s long
served as fertile ground for conceptual and avante grade art clique to produce work that reflects
on the post-industrial nature of the Motor City. Destroy All Monsters and Ogun are two such
collectives that have explored the outer reaches of social issues through their work dating back to
the 1970s and 1980s. Vision in a Cornfield is a new exhibition at the Museum of Contemporary
Art Detroit that brings these perspectives together in a quirky meditation on the spiritual aspect
of abandoned automobiles within a contemporary framework.

Ogun has decorated these abandoned cars — which appear to include a Ford Pinto and a Chevy
Caprice — to transform them into “Urban Monumentz.” But these are no ordinary abandoned art
cars. They talk to each other. Apetechnology, has installed robotic functions so that the cars are
capable of interacting. The concept for the exhibition is based off of a chance encounter had by
Destroy All Monsters’ Mike Kelley and Cary Loren in Fowlerville, Michigan cornfield.

Destroy All Monsters was an art punk rock band that included members Ron Asheton and
Michael Davis who were best known as members of the MC5 and the Stooges. Artists Kelley,
Jim Shaw and Niagara founded the group in 1973.

Activist Aaron lbn Pori Pitts founded Ogun over 30 years ago. Several mixed media works
provide context for his perspective and involvement with groups including Black Graphics
International, Kcalb Gniw Spirit Band Unit #10 and the League of Revolutionary Black
Workers.

http://www.forbes.com/sites/tamarawarren/2012/09/07/new-exhibition-vision-in-a-cornfield-at-museum-
of-contemporary-art-detroit/





Artists and curators M. Saffell Gardner, Lester Lashley, Pitts, Dianetta Dye, Loren, Kelley,
Chip Flynn, Leith Campbell and Brad Ballard are credited as producers of the exhibition. The

site specific exhibition opens Sept. 7 with a ceremony and runs through Dec. 30. The Detroit
Free Press reviews the exhibit here.

Also Picked Up By:
Big News Network.com
Artron.net
Topix.com
TopNewsToday.org

http://www.forbes.com/sites/tamarawarren/2012/09/07/new-exhibition-vision-in-a-cornfield-at-museum-
of-contemporary-art-detroit/






ARCHITECTURAL DIGEST

April 29, 2013
Summer’s Must-See Outdoor Art

Michael Slenske

From enchanting sculptures to magical one-of-a-kind design installations, we spotlight this
season’s must-see alfresco exhibits

Mobile Homestead, by Mike Kelley, at the Museum of Contemporary Art Detroit

Before his untimely death 16 months ago, Detroit native Mike Kelley was one of the most
successful artists living in Los Angeles, but in many ways his work always reflected his Motor
City roots. “A lot of his art came out of growing up here—it was kind of a love-hate
relationship,” says Museum of Contemporary Art Detroit founding director Marsha Miro.
Kelley’s installation Mobile Homestead, an exact replica of the artist’s childhood home in
Westland, Michigan, will serve as a visitors center and library on the museum’s campus. The
sculpture comprises a movable section that will travel to local schools and a permanent (and
private) portion that will also include subterranean work spaces for visiting artists. “There are no
windows, no doors, the ceiling heights are all different—I think the idea of working in this
strange space is what interested Mike, and I think it’ll interest a lot of other artists,” Miro says.
“Who knows what they’ll do?”

Opens May 11; mocadetroit.org
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Mike Kelley's

Mobile Homestead:
a re-envisioning of space in public sculpture

TEXT / RANA EDGAR

Mike Kelley's highly anticipated first permanent
public sculpture and final project, Mobile
Homestead, opened in May 2013 at the Museum of
Contemporary Art Detroit (MOCAD)' Mobile
Homestead is a full-scale replica of the 19505 ranch-
style home in Westland, Michigan, a metro Detroit
suburb, where Kelley was raised. The lot neighbor-
ing MOCAD s the permanent home of the installa-
tion, which will function as both a public and
private space. The project exists in muitiple seg-
ments; it consists of a mobile home that imitates
the facade of Kelley's childhood home and a per-
manent structure, built on a lot next to the
museum, that replicates the floor plan of Kelley’s
childhood home. Each segment of the project will
serve a range of functions. The mobile section of
the project will travel within the city and outlying
areas of Detroit, providing a transportable space
where numerous social services will be offered A
documentary video that Kelley made in the fall of
2010 accompanies the public sculpture and
includes footage of the journey taken by the trav-
eling portion of Mobile Homestead—from
MOCAD's location in downtown Detroit, along
Michigan Avenue to the site of Kelley's childhood
home, and back to the museum, a pilgrimage of
approximately 4o miles round-trip, passing
through disparate areas of urban renewal and
decay on its way to the blue-collar suburbs of

Detroit.? When it is not mobile, this segment of the
project will remain stationary at MOCAD. The per-
manent portion of the project houses a community
gallery on the main floor, an area that will prima-
rily function as a space for artistic and cultural pro-
gramming and reflects the interests of the greater
Detroit community? The community gallery sits
directly above an ambiguous maze of permanent
underground rooms that will remain closed to the
public, functioning primarily as an enigmatic
space available, on occasion, to artists as a site to
realize concealed endeavors® As envisioned by
Kelley, Mobile Homestead will provide a place for
Detroit community members and artists to push
the boundaries of contemporary art practice and
address a broad range of social and political issues
Mary Clare Stevens, executive director of the Mike
Kelley Foundation for the Arts, notes that the proj-
ect will function as a living artwork and is enthusi-
astic about the potential outcomes to be realized in
the spaces

The Mobile Homestead project has evolved quite
drastically in terms of its spatial concept and con-
text since its inception, as Kelley had initially envi-
sioned it as a personal rather than a public project
His earliest concept required the purchase of the
actual home where he grew up, but circumstances
beyond his control did not allow this acquisition. In
2005 Kelley was approached by London-based arts
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organization Artangel,® and from that point the
work took a new turn in its journey by trans
forming into a public project. Once the work had
been commissioned, MOCAD came on board to
assist in bringing the project to the city of
Detroit. Marsha Miro, acting director of MOCAD
at the time, regards the project as a means for the
community to become involved in a work of art
and as a way for an artwork to become part of a
community.” It is intriguing that Kelley became
so engaged with the Mobile Homestead project,
as he had expressed an unyielding opinion that
public works were unsatisfactory, a view he
made clear in his essay on Mobile Homestead,
stating, “Public art is a pleasure that is forced
upon a public that, in most cases, finds no pleas-
ure in it"® Regardless of Kelley’s initial misgiv-
ings about the potential success of the work, a
significant accomplishment of Mobile Home-
stead is that it buttresses a new social realm in
Kelley's often privatized ceuvre.

Mobile Homestead represents both an impor-
tant transition and fulfilling culmination of
Kelley's work, which for more than 35 years tra-
versed drawing, painting, sculpture, installation,

video, and performance. His range of media was
varied, yet the implications of Kelley's personal
experiences with coming of age in a working-
class family in Detroit resonate deeply and
darkly throughout his portfolio. Works such as
the architectural model Educational Complex
(1995) and the film drama Extracurricular Activity
Projective Reconstruction #1 {Domestic Scene)
(2000), included in Kelley's retrospective at the
Stedelijk Museum, Amsterdam, are prime exam-
ples of his investigations into chilhood memories
and issues of identity. The exhibition encapsu-
lates Kelley's visual explorations with issues of
family, class struggle, and the inner workings of
the psyche, which seem to culminate in Mobile
Homestead, and, like much of his work, chal-
lenges viewers to look beyond the popular cul-
ture paraphernalia presented and to put aside
the feelings of sentimentality typically associ-
ated with the innocence of youth, to consider the
effects of repression, suffering, and loss that are
intimately tied to childhood and adolescence.
Kelley's works resonate universally with one'’s
own secret inner childhood dreams, nightmares,
and desires by presenting the familiar in unex-

pected ways and by articulating the hauntingly
veiled visual cues of suppressed memories.
Although Kelley never intended for Mobile
Homestead to act in any way as a shrine to his
upbringing, family, or life, nor to have a resonat-
ing sentiment attached to it, one almost can’t
avoid experiencing feelings of nostalgia upen
viewing this work. Perhaps Mobile Homestead
would yield different reactions if the fact were
not offered as public knowledge that it re-creates
the facade and floor plan of Kelley’s childheood
home. This knowledge forces us, however, to
investigate the work through a set of precon-
ceived notions of what home means to us and
ultimately to Kelley, as the specificity of the deci-
sion to replicate this particular home suggests a
direct correlation between his life and work,
Mobile Homestead oscillates between familiarity
and function to re-envision a site of public and
private purpose. Unlike homes featured in living
history museums—particularly Greenfield
Village at The Henry Ford, a metro Detroit attrac-
tion®—we are not given a view of what life was
like for Kelley through display of objects or his-
torical context. Instead we are presented with

INSIDE FRONT COVER: Mike Kelley, Mabile Homestead, 2010-ongoing, mixed media, 13 1/2 x &4 1/2 x 8 feet [courtesy of Kelley Studio and MOCAD, Detroit) / OPPOSITE, LEFT TO RIGHT:
Mike Kelley, video still from Mobile Homestead: Geoing East on Michigan Avenue from Westland to Dewntown Detroit, 2010-2011, three videos running time approx. 3.5 hours total; video still
from Mobile Homeslead: Going West on Michigan Avenue from Downtown Detroit to Westland, 2010-2011, three videos running time approx. 3.5 hours total / ABOVE: Mike Kelley, Mobile
Homestead parked in front of the original Kelley home on Palmer Road, Westland, Michigan, 2010 [phate: Corine Vermuelen; courtesy of MOCAD]





ABOVE: Digital renderings of Mike Kelley's Mobile

empty rooms that imitate the footprint of the
Kelley home, and while not meant to function as
a homage to the artist, in a unique way the art-
work does.

Mabile Homestead contributes significantly to
discussions in contemporary art that examine
the roles, relationships, and proximity of public
art to notions of public and private space. In most
instances public sculptures are located on the
grounds of a museum or other highly trafficked
areas in city centers and function as accessible
institutional or civic extensions of these spaces
This is not the case with Mobile Homestead.
Instead visitors are seeing only part of the larger
whole—below the main gallery is a subter-
ranean, multileveled space where select artists
will work on projects in secret.' This element of
mystery is very much in the spirit of Walter De
Maria's The Vertical Earth Kilometer (1g77), where
viewer's only see the circular top of a brass rod
that lies flush with the earth, and although the
work implies that a full kilometer length of the
rod continues straight down into the earth, we
can’t be certain unless we try to dig it up. This
element of the unknown perpetuates a mystique
similar to Kelley's inclusion of unsettling and
unknown domains below the ground in Mobile
Homestead, Kelley's secret space reveals a sense
of the uncanny in that this work invigorates the
disparate concepts of a private sphere concealed
within a public site. The labyrinth hidden deep
below the earth metaphorically takes on the role
of the inner psyche; it is an underground area
containing various chamberlike structures
carved out solely for the purpose of realizing the
inner mind's workings and hidden desires. These
guarters below the surface may in time, like a
basement, contain the remnants of memories
and materials stored or left behind by those who
once inhabited them. By carefully planning and
executing the space himself, Kelley inserted his
own psychology, as in many of his works, at the
core of this public sculpture.

This monumental installation introduces a
new public space specific to Detroit, and signifi-
cant to Kelley’s practice. Ultimately, it prompts a
reinvestigation of Kelley's ceuvre and may pro-
vide alternative perspectives on the otherwise
private discourse that his work conjures.

Rana Edgar holds an MA in art history from the
Savannah College of Art and Design, Savannah,
Georgia, and a BFA in photography from College
for Creative Studies, Detroit, Michigan.

d at the M

underground sections [images courtesy of Kelley Studio/Escher GuneWardena Architecture|

NOTES

1 Mohile Homestead was commissioned by Artangel
and spearheaded by James Lingwood, in asspeia-
tion with MOCAD, LUMA Foundation, and the
Mike Kelley Foundation for the Arts with the sup
port of the Artangel International Circle. Mobile
Homestead is the first project produced by
Artangel in the United States. The project was
overseen by Kelley's studio and the Mike Kelley
Foundation for the Arts, The public project opened
at MOCAD on Saturday, May 11, 2013.

2. Kelley's Mobile Homestead documentary was
included in the 2012 Whitney Biennial. The docu-
mentary i to be shown at MOCAD May n-luly 31,
2013

3. Kelley addressed his wish for the community
gallery in his essay "Mobile Homestead " Kelley
envisioned the space to operate independently, not
as an extension of MOCAD galleries, and to func-
tion as a place where the community would dic-
tate and facilitate the activities.

4 Kelley's original intentions were to use this space
as a personal studie and occasionally allow other
artists and groups to use the private area for secret
projects.

5 Mary Clare Stevens (executive director of the Mike
Kelley Foundation for the Arts), in discussion with
the author, March 27, 2013.

6. This project was realized with support and contri-
butions from Artangel

7. Marsha Miro (president of MOCAD board of
directors), in discussion with the author, March
27,2013

0

Mike Kelley, "Mobile Homestead.” 2011, www.
mocadetroit.org/Moblile-HomesteadEssay html
g. Henry Ford's Greenfield Village is a living museum
located in Dearborn, Michigan. consisting of 83
historical homes and structures that housed
important figures from American histary. In his
2011 essay "Mobile Homestead,” Kelley described
his structure as having a “parasitic relationship
with Henry Ford's collection”
10. The first artists to have access to the underground
level will be Jim Shaw and Cary Loren, friends and
former Destroy All Monsters bandmates of
Kelley's. Shaw, Loren, Kelley, and Niagara formed
the proto-punk band in Michigan in 1973. Shaw
recently had his first retrospective at the BALTIC
Centre for Contemporary Art (BALTIC)

of € porary Art Detroit, Michigan: TOP: Mobile unit with ground level plan; BOTTOM: Ground level and





a discussion on
“regionalism”

The term “regionalism” is about site-specificity—it emphasizes
the role of place, the specific qualities of particular geographical
environments, and the significance of socially embedded or
artistic practices. According to an important 1982 essay by

K h Frampton, “regionalism”™ has often been positioned as
a response to contemporary art or a presumed “contemporary
art world” that privileges a global language free from the idio-
syncrasies of a specific geosocial vernacular.

For this discussion, our distinguished contributors have gath-
ered to continue a conversation on this topic that started in
March 2013 during a panel at The Armory Show in New York. By
posing a few broad questions to the contributors | hope we may
continue to examine, critique, clarify, and perhaps shed a bit
more light on the seemingly elusive concept of “regionalism” by
engaging and debating a myriad of ideas about the definitions,
validity, and perceptions of this topic, with specific reference to
the United States, and the diverse contexts that exist across the
country in relation to contemporary artistic practice.

| welcome these est d arts professionals, who rep t
several institutions around the United States: Stuart Horodner,
artistic director of the Atlanta Contemporary Art Center,
Atlanta, Georgia; Sandra Jackson-Dumant, deputy director of
Education and Public Programs/adjunct curator, Modern and
Contemporary Art Department, Seattle Art Museum, Seattle,
Washington; and Dominic Molon, chief curator at the
Contemporary Art Museum, St. Louis, Missouri.

featuring
Stuart Horodner,

ISOLDE BRIELMAIER: First, 1 wondered if each of you might touch on
how you have come to know/appreciate/resist/challenge the regions
that each of you work in (since many of you move around and inherit
various traditions and histories upon arrival), keeping in mind your
respective institutions and practices as they engage both your local
vision and audience.

DOMINIC MOLON: I am very much “of” the American Midwest, and
my professional career has been centered in this region for nearly
two decades. The region has always seemed to possess a weird
dichotomy between a strong sense of identification with values of
straightforwardness, practicality, and (religious, read as primarily
Christian) faith and a deep-seated inferiority complex and defensive-
ness in cultural matters—particularly in the visual arts. Though
many are proud to claim their Midwestern heritage, strongly associ-
ating themselves with the heartland’s qualities of earnestness and
“authenticity,” it remains a place that many feel a need to escape
from—either physically or culturally. As a curator born, raised, edu-
cated, and employed within the Midwest, I have increasingly grown
to appreciate the regional particularities of the work being made
here—both on its own terms but also in the larger context of visual
arts practice and discourse. Yet [ have also felt an urgent necessity to
advocate for and present work from abroad that registers as strik-
ingly “other” in order to expand perspectives and inspire critical dia-
logue. It is [as] important for the Midwest curator to bring in
discordant art and culture as it is to export or redefine the regional
and local within a larger national and global context.

Sandra Jackson-Dumont

& Dominic Molon
moderated by
Isolde Brielmaier






STUART HORODNER: Yes, I think that it is a question of how we
understand our jobs—whao are we working for and what needs doing?
Curators often move from one 1egion to another, from one institution
to another, each with ... unique burdens and blessings, We all establish
trust with constituents and colleagues, and try to assert some kind of
rationale for what we are going to present. I did not know much about
the context of the South, or Atlanta specifically, before | moved here.
Once | became aware of exhibition histories and artistic legacies in the
area, and the specific goals of the center where I curate, | formed a
plan. And it is always evolving. The Atlanta Contemporary Art Center
is a 40-year-old noncollecting institution, and, like many grassroots
organizations that began in the early 1970s, it grew over time to
become more engaged in networks and dialogues beyond the local. |
try to generate opportunities for artists and audiences, by choosing
people and works that I think are significant—from different genera-
tions, expressing a range of philosophical or material sensibilities, and
examining varfous subjects and sites. Often these are practitioners
who have not had sufficient exposure in the South, but who are being
shown at what [ consider to be our peers in the field—The Kitchen,
Yerba Buena [Center for the Arts], LAX [LAXART], Mass MoCA, MCA
Chicago, ICA Boston, The New Museum, and so on. We've done solo
and thematic group exhibitions and commissioned projects with
artists from Atlanta and beyond, including Jennie C. Jones, Laura
Poitras, Corin Hewitt, Alix Pearlstein, Paul St yom, Craig D

Scott Ingram, Jessica Jackson Hutchins, Dave McKenzie, Judy Linn,
Amanda Ross-Ho, and Jack Whitten, to name a few.

SANDRA JACKSON-DUMONT: With the experience of moving to
Seattle/Pacific Rim/Left Coast from New York City {the perceived
center of the art world / universe), I have come to believe that every
place has an inherent interest in creating a “moment/movement,”
irrespective of location. | have also come to understand that while the
gravitational pull of NYC is tremendous, the center is a moving target.
My curatorial practice looks at the tension that erupts when a set of
requirements dressed up as local flavor dictates how one should
accept the inheritance of various traditions and histories without
question. This is where one comes to know/appreciate/resist/
challenge the regions we work in. "What is local?" and "How do

we highlight local artists?” are two questions that seem to be ever-
present, The Seattle Art Museum (SAM) is one museum with three
uniquely different sites—Seattle Art Museum Downtown (interna-
tional in scope), Seattle Asian Art Museum, and the Olympic Sculpture
Park (a g.5-acre outdoor facility focusing on modern and contempo-
rary art). While many artistic associations with Seattle have been
shaped by Northwest Coast Native American art and noted Northwest
artists [such as] Mark Tobey and Morris Graves, the contemporary
artist community is constantly evolving with the push and pull of
being simultaneously local and global. SAM strives to engage, explore,
and support the local art scene in all aspects of the museum’s practice
while placing it in a broader, more global dialogue.
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What do you think constitute definitions of place; the
relationships between the local, [the] regional, and the
global; ideas around “critical regionalism”; and connections
between the regional and the flows of creativity and
capital in contemporary art?

1think a regional association—like any other association—
is a bit of a double-edged sword. On the one hand, there is
a great desire to allow a region to define a particular cul-
tural practice for the sake of visibility and association—
the way that certain artists’ names may individually draw
a pause, but saying “Chicago imagism® immediately con-
jures an image or identification with that specific style
and sensibility. Yet those same regional associations have
historically and counterproductively constrained recogni-
tion of the broader impact of many artists whose wider
influence is only realized later. This tendency seems to be
changing. The increasing number of institutions focusing
on contemporary art in a broader range of regions in the
United States has provided greater opportunity for artists’
work to be validated alongside that of their international
peers: The expanding role of art fairs and the Internet in
offering wider commercial potential and visibility for
regionally based artists and galleries has been significant
in this regard as well. Finally, the growing number of
residencies for artists has redistributed talented individuals
outside ... what are typically considered the cultural centers,
further complicating conventional notions of regional
associations.

It is always a challenge to try [to] define what is happening
locally or regionally while being a part of it, or for that mat-
ter, to clearly assess one’s place within conditions of cre-
ativity and capital that are happening around the globe.
There is often an envy of elsewhere, imagining that what-
ever we seek—freedom, respect, validation, audience, fund-
ing, community—is better in other places. You deal with
what you have and what you care about. | think the best
question is, "What am I doing to make it better?”





sip
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These days, defining what constitutes or defines place is
challenging, given the impact of the web, soclal media,
travel, etc., on bodies of work, discourses, collecting trends,
and the economy at large. | am always grappling with
the connections between the regional and one’s artistic/
curatorial practice because they tend to be, at once,
mythical, fictional, real, and constructed. As a result, the
flow of creativity is often shaped by a host of issues that
tend to make people critigue and/or celebrate their local
scene through filters of other places like NYC, Berlin, LA,
Chicago, that are also desiring other locales given their
myths and realities.

While noting that ideas of “regionalism” may be separate
from the realm of what is deemed “local,” | would like

to discuss whether the concept of “regionalism” poses

an alternative or whether today it may seem to be an
ever-evolving branch of "global” or broader practices/
perspectives. Essentially, by continuing to use this term,
are we presuming a geographical “center” against which
contemporary art and culture is being measured and/or
conceived in relation to contemporary artistic practice,
presentation, and audience? Or is the notion of a "center”
also a part of a regionalist space, practice, orientation, etc.?

The LA post-punk band Minutemen has a great song title:
“Do You Want New Wave or Do You Want the Truth?” ..

I think that as much as many would like to wish away
New York's sustained position as the center of the contem-
porary art world, it still in truth functions as such, at least
critically and commercially (although Berlin seems to
possess an increasing critical mass of artists who are
leading the discourse). I'm not convinced that it's an
either/or question but rather arguments for how regional
practices, again, balance the establishment of a dialogue
between that region and the larger world Regardless, one
must [keep] sight of the immediate local context, if not
demonstrate how the local relates to the larger global on
a level playing field. It's counterproductive to “circle the
wagons” and disproportionally valorize regionally pro-
duced work as some sort of “alternative™ to a perceived
modishness of the centers, but it's equally problematic

to disavow regional or locally developed sensibilities as
irrelevant or trivial in relationship to a more centralized

SH

S

discourse. One of the seeming drawbacks of a more
accessible and widely distributed culture is a growing
homogeneousness of that culture, and a very great
virtue of the regions is the maintenance of certain
styles and sensibilities that remain impervious to
shifts in the larger art world. The challenge would
seem to be resisting either a fetishization of those
tendencies or allowing them to be relegated to repre-
senting a sort of "quirkiness” or “eccentricity” of what
happens in the provinces and instead to recognize
their sophistication and ingenuity.

The "center” is a concept of hierarchical agreement,
right? A short list of museums, dealers, curators, critics,
schools, art magazines, auctions, art fairs, and bienni-
als that are deemed crucial to careerist life on the
planet. But these persons and venues, as consequential
as they are (And they are!), do not represent the total
picture, now or at any time in the past. The top 100
lists of whatever are always partial and can't do justice
to the important efforts taking place in unfocused
regions/institutions/places. But we all believe in the
butterfly effect, right?

The center is a psychological, financial, and power
narrative. It's slightly colonial in perspective, given the
tremendous desire to discover, locate, and convene
resources from unknown territory to create a critical
mass in another. | would posit that regionalism and
the global are ever-evolving extensions of each other,
creating good tension and, hopefully, accountability.
One question [ often ask is, is the center a necessary
place of convenience, hierarchy, and power display, or
would diffusion of the center ignite and invigorate
creative production while fostering varied capital
interests? Again, is the center where and when you
make it? I really think that this is the key question.

This conversation evolved out of a panel discussion on “regionalism” presented at The 2013 Armory Show in New York. The discussion featured
the above contributors as well as Ruba Katrib of SculptureCenter, Long Island City, New York, and was moderated by Isolde Brielmaier, PhD.
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The Gehry-designed BioMuseo, outside Panama City, is the
architect's first building in Latin America.

%y in Panama

* A man, a plan, a museum,
Panama. An imperfect
palindrome, perhaps, but a
fitting one when describ-
ing the latest work of Frank
Gehry, master of asymmetry.
BioMuseo, scheduled to open
this fall just outside Panama
City, is particularly significant
for Gehry, whose wife, Berta,
is Panamanian. The architect
has never designed a building
in Latin America before, and
museum communications co-
ordinator Margot Lépez says
it required years to convince

him to take on the task: “He
resisted because this is his
favorite place to vacation, and
this would turn it into work.”
Gebhry set several conditions,
the most crucial being that
the $60 million project had

to be something important

to Panama. The expansive,
angu\ar structure may be
trademark Gehry, but the col-
orful fagade, an allusion to its
tropical locale, is a departure
from his usual neutral, metallic
color palette. The eight galler-
ies inside, created in conjunc-

tion with Bruce Mau Design as
well as the Smithsonian Tropi-
cal Research Institute and the
University of Panama, tell the
story of how the Isthmus of
Panama's emergence three
million years ago marked a
critical moment—connecting
two continents and dividing
the Atlantic and the Pacific—
that forever changed the
planet while setting the stage
for today’s global climate.
At Bldg 136, Amador Cause-
way; 507-314-0097.

ANTHONY ROTUNNO

HOME
AWAY

FROM
HOME

After years on the lam in Detrott, the
last work of late contemporary artist
Mike Kelley is finally complete.

When Mike Kelley, whom The

T * New York Times called “one of

148 departures.com

the most influential American artists
of the past quarter century,” commit-
ted suicide last year at 57, he left a
major project unfinished: the Mobile
Homestead, based on his childhood
home. The porch on wheels (left, in
front of the abandoned Michigan
Central Station) made its debut in
2010, touring much of Detroit and
visiting the Kelleys' original home in the Westland suburb (bottom left) before returning to
the city—a symbolic reversal of the white flight of the 1960s. Kelley envisioned the Mobile
Homestead joining a full-sized replica of the Kelley home to form a permanent community
center, and the Museum of Contemporary Art in Detroit, with a $150,000 grant from the
Robert Rauschenberg Foundation, intends to complete his vision. It will open to the public on
May 11, says MOCAD curator of education Katie McGowan, “with installations and a free lend-
ing library, followed in subsequent months by an ad-hoc bike repair center, concerts and other
neighbor-initiated presentations.” At 4454 Woodward Ave.; mocadetroit.org. —ERIC SPITZNAGEL
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How Khalili almost sold

collect

ion to Abu Dhabi

Fine works of Islamic art at centre of dispute with former business partner

London. Nasser David Khalili, the bil-
lionaire property developer and cal-
lector of Islamic art, has won a court
case against a Dubai-based businessman,
Farbod Dowlatshahi, his former asso-
ciate and a one-time member of the
board of his family trust. The case has
revealed that he lent large amounts of
money to Dowlatshahi for art deals
that never materialised, among them

May 2013

and credit worth a total of $55m to
Dowlatshahi for their joint investment
venture, through a company owned by
Khalili called Nour Collection Ltd. This
involved buying art as an mvestmem
as well as, to D«

Nahmad arrest
leads to call for
more regulation

New Yorlk. The federal raid on the Helly
Nahmad Gallery in New  York last
month - part of an investigation into
alleged illegal gambling, money laun-
dering and racketeering — has reignited
calls for greater regulation of, and
transparency in, the US art market.
“Money laundering in the art world
should be considered a big problem,”
says Judge Fausto Martin De Sanctis, a
federal judge who is releasing a book
on the subject this month. In Money
Laumimng through Art: a Criminal Justice

seeking the sale or longterm loan of
the Islamic art collection to a museum
in the Middle East.

Dowlatshahi claimed thar Khalili *

he argues that international
jusnce systems, regulatory bodies and
police forces are inadequately equipped
to detect and investigate such criminal

activity “Praceade fram varinne rrimae
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Return to Detroit rock city

Mike Kelley’s first and last public sculpture, developed shortly before his death last year, finds its place in his home city

CONTEMPORARY ART

Detroit. The childhood home, whether
a refuge or a hell hole, leaves a lasting
mark on us. It is the building that can
keep us close or push us away. Return-
ing to his home town of Detroit, Michi-
gan, the Los Angeles-based artist Mike
Kelley turned the house in which he
was raised into a public monument.
Mobile Homestead, which was close to
completion before his death, apparently
by suicide, in January 2012, is a full-
scale replica of his 1950s home. It is
Kelley's first and last public sculpture.
“He didn’t want to create a grandiose
project,” says John Welchman, the co-
director of the Mike Kelley Foundation
for the Arts. “In fact, what Mike disliked
about public sculpture was its grandios-
ity, monumentality and pretension.
[Mobile Homestead] was always meant
to be low-key and dovetail into the
needs of the local community.”

The sculpture, which will be located
next to the Museum of Contemporary
Art in Detroit (Mocad), was developed
with the help of the museum, the Lon-
don-based arts organisation Artangel
and the non-profit Luma Foundation.
After Kelley's death, the work’s com-
pletion was overseen by his studio and
the foundation. James Lingwood, a
co-director of Artangel, says: “We could
have inaugurated the project in 2012
but after [Kelley] died we took a deep
breath and didn't want to proceed with
undue haste. But there was an overriding
feeling that we should carry on.” The
first stage of Mobile Homestead was un-

veiled in 2010. It was a mobile recon-
struction of the house’s facade, travelling
across the city on a lorry performing
social services. The trip, which ended
at the original Kelley home, was docu-
mented in a trilogy of videos, which
was first’shown at last year’s Whitney
Biennial and will be on view at Mocad
and London'’s Tate Modern.

The permanent installation, unveiled
this month, has been conceived around
two levels: the public, above-ground
side of the project and the secretive
basement. The publicly accessible area
will host exhibitions, community meet-
ings, workshops and performances by
members of surrounding communities
and neighbourhood organisations.

Thanks to a grant from the Robert
Rauschenberg Foundation, Mocad's De-
partment of Education and Public En-
gagement will oversee the public ac-
tivities in the long-term. The inaugural
occupation of the house will include

buddies”, Lingwood says. Kelley planned
to invite artists to the subterranean
space to create art that would possibly
never see the light of day. “It's' an ex-
pression of the different urges that lie
behind cultural expression,” Lingwood

“What Mike disliked about public sculpture was
its grandiosity, monumentality and pretension”

the Mobile Homestead Free Library, a
trading-post called the Homestead De-
pot and an immersive sound collage
created with community members as
they tour the house.

The basement, meanwhile, was re-
served for Kelley and “his artistic

says. “Kelley dug very deep into the re-
pressed, the disregarded and the de-
valued. He journeyed into the less
recognised forms of vernacular culture,
shining a light into many shadowy
parts of it.” The first people to work in
the space are Kelley's bandmates from

Kelley's Moblle Homestead Installation
at Mocad In Detroit, Michigan

the proto-punk group Destroy All Mon-
sters. According to Jim Shaw, the LA-
based artist and founding member of
the band, Kelley had said in a recent
interview that he wanted to devote
the rest of his work to failure and
being middle-aged. The first project in
the basement will therefore follow this
theme. “I had a batch of songs that
Mike wanted me to sing; they seemed
to fit with this whole genre,” Shaw
says. They include a group of middle-
of-the-road songs from the 1960s “about
past desires and being old and lonely”
and a few early songs by the Bee Gees,
Kelley had a conflicted relationship
with his home city. “He wanted both
to honour the blue-collar culture of
which he was a part, but also rebel
against some of its conservatism and
its repression,” Lingwood says. Much
of Kelley's work was based on the sites
where he had had formative experi-
ences, from early performance pieces
to the works he made under the theme
of repressed memory syndrome. Mobile
Homestead is a “tomb, a Taj Mahal”,
Shaw says. “There is a certain survivor's
guilt involved in getting out of Detroit
and the Midwest and knowing that
most of the people you grew up with
were not fairing so well.” Now, Kelley
has come home and he's bearing gifts.
Julia Michalska
© Mike Kelley: Mobile Homestead, Museum
of Contemporary Art Detroit, opens 11 May;
Mobile Homestead video trilogy, Tate
Modern, London, 22-26 May

The Cloisters celebrates 75 years

New York. When the Cloisters, the branch of the Metropolitan |}
Museum of Art devoted to Medieval Europe, opened in 1938,
its major benefactor John Rockefeller had already given the
museum a set of seven Medieval tapestries depicting unicorns,
including The Unicorn in Captivity, 1495-1505 (right). The cele-
brated works are the centrepiece of “Search for the Unicorn”,
an exhibition marking the Cloisters' 75th anniversary (15 May-  |§
18 August). What the works allude to—themes of matrimony, or £

perhaps the Passion of Christ—is not entirely clear. "I don't think we are ever likely to know
their full history or to be able to reconstruct the circumstances of their commission,” says the
show's curator, Barbara Boehm. Still, she hopes that the show can offer some understanding
of how the unicorn figured in Medieval and Renaissance art, "not only in Western Medieval
Europe, but also beyond". Around 40 pieces depicting the mythical animal will be included in
the show, including a 14th-century Persian text and Jewish manuscripts. P.P.

Mapplethorpe by Smith

TRIBUTE

Cincinnati. Patti Smith is creating a
show called “The Coral Sea” for Cincin-
nati’s Contemporary Arts Center (CAC),

" as a tribute to her close friend, the late

photographer Robert Mapplethorpe. It
is described as a “rumination on the
life and death” of Mapplethorpe by
Justine Ludwig, the CAC curator, who
organised the show. Named after a
poem written by Smith following Map-
plethorpe’s death from Aids in 1989,
which she recorded with guitarist Kevin

Shields, the show has added meaning
for the museum because in 1990 it suc-
cessfully fought obscenity charges
brought against it for the Mapplethorpe
retrospective “The Perfect Moment”.
“I have long had a respect for Patti's
oeuvre and was interested in presenting
the wide range of her artistic practice,”
Ludwig says. The show, which includes
installations and drawings in addition
to photography, “deals with larger
themes that are universally familiar
such as loss, remembrance and tran-
scendence”, she says. “Just as the col-
lection of poems by the same name

presents a metaphoric and dream-like
meditation on the passing of Map-
plethorpe, the exhibition sets out to
do the same.” Smith (above) will recite
her poem at the museum on 18 May.
Steven Rosen

o Patti Smith: the Coral Sea, Contemporary
Art Centre, Cincinnati, 18 May-November
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KELLEY: PHOTOGRAPH BY MICHAEL . MCELROY. THE (LOGTERS: © METROPOUITAN MUSEUM OF ART, NEW YORK. SMITH: © EDWARD MAPPLETHORPE. 2007
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Randy Kennedy

This Ranch in Detroit
Is Not for Sale. It’s Art.

\ By RANDY KENNEDY

DETROIT o The sight of an eynpty bouse on i bas-
rent 1ot In faw too Damiliar in parts of tis struggling city,
whoch) wus recently placed

under the control of

Homestend,” & work of public art, will have multiple uses whet it opena at the Museom of Conteenporary Art Detroit in May.

A model of Mike Kelley's
childhood home is his finale.

provecative and unclussfiabile in America when it
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THE ESCAPE
ARTIST

Last year, the infloential artist Mike Kelley committed suicide.
The news shocked the art world. Aler all, his works were selling for millions.
and a major retraspeelive is still sel 1o trvel to the US, this vear.

Here, an account of his extrordinary life—and his troubled kst days.

BY RELLY CROW
PHOTOGRAPHY BY CATHERINE OFIE










AST DECEMBEN. on & cold night in

Amsterdum, & crowd packed nto the newly

oxpandod Stedelijk Museum for the open:

Iny of & major retrospective of Los Angeles

artist Mike Kelley. The ifth-century insth
tution had just undergone & nine-year, $172 milllon
avarhaul—much of it poured into the construction of
a creamy hew wing dubibed The Dathtub. Inuugureting
the spoce with a stiow of Kelley's work was designed to
send & signal (o the contentporary art world that the
museum was hack, and smartly so.

These :
Tham Can Ever Be Repaid, & cheery yet umnerving
tapestry he created by sewing togetber dozens of cro-
cheted dolls and handmade stuffed animals he found
at flea markets—objects of hamespun affection that
had been tossed out.

Nearly yveryone who played & role in Kelley's
three decade career came to the opening party

“HE DIDN'T LOOK
LIKE A CALIFORNIA
DUDE, BUT
INTELLECTUALLY
HE WILLED HIMSELF
INTO BECOMING

THE PARADIGM FOR
WHAT A YOUNG L.A.
ARTIST COULD
BE—AND HE HAD
NO INTEREST
IN EVER LEAVING.
~PAUL SCHIMMEL

that night, from multimedis artist Tony Oursler—
Kelley’s longtime friend—tamajor German collector
Harald Falekenberg and New York collectors Etleen
and Michae! Coben. Even Dutch Prince Constantijn
stopped by.
hail committed suicide in his South Pasadena home
nearly o year earlier at the age of 57,

1nn Seld that reveres greatness and immortalizes
115 ow, Kelley's denth stunned the contemporary art
world—and haunts it still. Almost immadiately after
the news of kis death broke, cryptic signy started
popping up on Manhattan lampposts that read “1 Saw
Mike Kelley Today" In Highland Park, California,
where Kelley kept his studio, an empty carport half
# block away transformed into un overnight shrine.
The artist's staft and friends fielded weeping calls
from Korea and grief-stricken emails from Londan,
Cologne and Tokyo, where galleries and suction
houses have sold his warks for up to $3 million apiece.
‘Within months, at least eight US. museams paid

wo

tribute with their own pop-up shows of his art,

Kelley matters 1o art kistory in part becuuse be dis-
covered 4 potent way 10 pick up where Pop art left offt.
When he was growing up in o Detroit suburb, the art
establishment reveled in Andy Warhal's slick appropei-
ation of soup cana and Hollywood stariets. But by the
time Kelley reachod adolescence in the 1970s. Detroit's
car factories were shuttering, and whatever pap cul-
turn b encountornd didn't gleam—it sneered: Iggy Fop
and the Stooges; Sex to Seaty, & cheeky comic; school
hazing ricunls; and solled stuffed amimals. Could fise
art really be made from middle-class vernacular? Did
mw«mmmmﬂ»
say? Kelbey was amang the first (o seek an answer.

Cursler said, “He looked a2 Fop and thought. "'Why
did they stop there? Why is it all so tastaful® Why
didn't they go.all the way down becanse M are
plesty of sublevels in sockety to evplare. *

At time when rising-star artists exrned their

stripes in New York, Kelley also stood apart for cham-
ploning Los Angsles, & coce-sleepy art scene that

tion, but b was the ploneer.”
The retrospective that began in Amsterdam will

travel 19 Paris’s Centre Pompidou in May and thes

on 10 New York's MoMA PS1 in October before fin-
Mﬂmmluwmd

the public-art house in Detroit will offer audsences
mumnm»mmm
layered swoep of his oeuvre,

Yet Mike Kelley remains something of an enigma.
even 10 his closest friends and family. Short and foul-
mouthed, with blue eyes anda boisterous cackle, Kelbey
m-mmmummm

He hated to drive or fly—his agoraphobia and anxiety  glass

ErOwing warse over the course of his life. His artworks
earned hima fortune, yot he shoppod mainky at second-
hand stores and wore & palr of his futher’s red loafers
for years. He painted just about every bedroom be over
had a particular shade of cucumber green.

Uintil pow, fow details have emerged about the nsun
‘ner and possible rexsons for his death. Even frieads
who knew it say they are still sifting for cfues. He
was tepressed and drinking heavily, they say, but was
tha source of his pain & recent heartbresk or some-
thing that steetched further back? He was working
furiously on several ambitious projects right up to the
end, and aome say he felt enormous pressare to keep
pace with his ideas and the wrt world's eapectations
of him, To a few, he confided he wax even atruggling
to keep faith in art itself, an existential crisis all ity
own for » man who had always prized the pursuit of

urt above all else.
Kelley's studio manager, Mary Clare Stovens, wishes
everyone would stop parsing his death altogether and

fncus on the art he created—and the charitahle founda-
tion he farmed to help artists oo the rise,

Grief rarely churns out neatly or quickly, though.
In most art circles, Kelley's absence still causes
consternation. At ane point during the party in
Amstordam, Datch art historian Petronella Zeeman
sunmnsed up the sentiment in a whisper: “It's terrible,
bat why 1sn't he here? Why, when his career was
RoIng strong and be hod this big show conting up, did
be kill himsalf?™

of Los Angeles sits o a busy street

behind & high wall, The juxtaposition

ftting because the diviakon between

maﬁkuﬁmmm

what they do at home where wo one is watching—is s

major theme in Kelley's art. When he intially bought

the property on Figneros Street a couple decades agy,

it doubled a5 his home. He pained its eaves and kitchen

cabilnets green and Alled the backyard pool with avil so
e could plant & cactus garden atop it inatead.

The cozy rooms of this stucco houss still brim with
hints of him. There is 2 cactus-shaped floor lump Ln the
living room made from horseshoes (he koved national
mu.-mx A nearty wall displays his vast CD

collection (heJoved Sun Ra). There's also a white, unas-
stming baillding out back, behind the *pool.” where he
W“MWW&WW
home 3even yesrs ago in nearby South Pasadenn.

Home s & motif that threads all the way 10 the
baginning of his srt. Michsel Duffy Kelley was born
in Wayne, Michigan, on October 27, 1054, His father,

~ Henry, was a devout Catholic who managed janitoes for

a public school system. His mothet, Rita, worked as &
convenience-store clerk and later as a cook for the Ford
Company’s executive canteen. The Keiloys slipcov-
ered their Hving-room sofa in clear plastic and hoped
Mwmmumuuhmu

withart, Pretty yoon, the fumily’s glass studio became
his crestive “refuge.” says George Kelley, his vider
brother, Kelley startod tolling svaryone he intended
1o be an artist.

Tha news didn't go over wel) with his parents, bat by
adolescence, he had developed a stubborn streak, his
brother says: In high schoal, Kelley taught himself to
sew and once wore & thrift-store dress to class mainly
toanmnoy his parents. He and his friends also spent long
hours inventing their own comic-book series featuring
animpish hero, Turd Man,

By the thme artist Jim Shaw met Kedley vutside  fig-
munmmmum
Artior, Shaw recognized kim immediatety as 2 “follow
wekrdo,” In cluss, they studied Abstract Expressionism
with teachers who sported crew cuts, But after bours,
they hung out with anything-goss guys like Cary
Loren, & hippie-haired masician who bullt fanciful
paples-miché thester sets in his loft. n 1673, Kelley,
Shaw, Loren und Locen's girlfriend, Lynn Rovner, who





callod berseld! Niagarn, formed a band named after one
of their favorite B-msovies Destroy All Monsters. During
their first concert, ot a cantie-book convention, they
100k to the stage and played = viokin, coffee can, saxo-
phone and vacuum cleaner, Ten minites and one Bad
Sabbath song later, Lores said they were asked to smaw.

HHEE YEARS LATER, Kelley and Shaw took

thelr guirky sensibilities to the California

Institute of the Arts, » Los Angeles

art schoal whose foculty was enviably

stacked with sucosssful conceptual art-
ists like John Baldessari and Douglas Huebler and
maverick performers like Laurie Anderson. Shaw says
that once Kelley set his mind to stodying at CalArts,
be quickly developes a flerce sffection for Los Angeles,
# laid-back city that didn’t spook him like the art-
world capital, New York. Curator Paul Schimumel, the
former chief curatoe at Los Angeles County Museum
of Contemporary Art, recalls meeting Kelley at a roof-
top barbecue. “He didn look like 3 California dude,
but intellectually he willed himself (nto becoming the
parodigm for what a young L.A. artist conkd be—and
he had no interest in ever leaving " says Schimmed

Kelley also impressed Richard Armstrong, now the
director of the Solaman R Gugggenhelm Museumn in New
York, who then ran the La Jodla (now San Diego) Musenm
of Contemporary Art, which was then the region’s top
contemporary At mmiseum, Armstrong seys he pur
chased an artwork from Kelley's senjor show: Catholic
Birdhouse, s strangely shaped white birdboass ln which
the artist had carved two hales, one large and one small.
with corresponding signs that read “the easy way”
and “the hard way” Armstrong lked Kelley's sense of
Iernaar so mruch be invited the astist to do a performance
at his museum s few months later. Oursler, a classmate
of Kelley, drove him there and watched, grinning, as
the 20+porsan audience trivd to make semse of Kelley's
style. At the rime, performance art was all about action:
Vito Accanci roliing. naked, benesth 4 ramp in a gallery;
Chris Burden asking o friend to shoot his arm with 4
nfie, Kelley stood beside & houseplant and delivered a
frenetic 45-minute monologee about & man who was
convinoed that the plant was controliing his thoughts.
At the end, Kelley's charucter exacts revenge by rip
ping one of the plant's leaves. Several membecs sudibly
gasped. "You couldn't see him perform without feeling
|avigorated and confused” says Oursler, *You real-
ized you were caught up in a tide-pool of Frendlan and
Jungian misnomers with & punk overtone to it ali—he
was chaos and wtter brilliance.”

By 1982, Kelley had ssgned with two of the country's
top young gelberies, Metro Fictures in New York and
Rosamund Felsen in Los Angeles. Right away, Felsen
said Pussdena real estate developer Robert Rowan and
Lowe Soat producer Douglas Cramer paid $600 or more
for Kelley's blackand-white paintings of monkeys
and symmetrical shupes. Three years after that, he
exhibited his work in the Whitney Biennial, an artistic
endorsament he would scoept sevon more times over
the course af his career.

10 1887, he began teaching ar the Art Conter College
of Delgn In Pusadena, a sign among his peers that he
bad “arrived.” That same year he started toying with
the material that woald earn him un international repu-
tation: stuffed antmals. (n all kis yoars rooting through
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fea-market bing, he had grown 1o feel 2 particular
curioaity sbout the handknit dotls and dhand

hix stepped-up workload might be exacerbating his
ugoraphobia. When the pair flew 1o New Yok for the

sock monkeys he always found oo offer, The question
Kelley asked hinged om the economics of exchange:
How muany hours of love did the grannies who sewed
vach creatures hope 10 engender—and had they been
pald in full? Few artists at the time were interestod in
Iooking closely at the canses and uneasy consequences
of familial entanglemants, The fact that be wos 4 man
Inturested In handicraft struck othees ay odder still. A
few sew these stuffed animals as evidesce of something
nefarious and wondered |f be had suffered scune form
of child abuse, sn allegation he comsistently denled to
friends throughout his life even though it continses to
crop ap in public discussions of his art

Felsen, his dealer, wasn't sure how cotlectors would
react when he splayed blankets across her gallery floce
and aryayed tartered animals around them in formal
groupenga, ke they were attending a picaic withoot
people. The biggest paece in the 1987 show, Mary Love
Hourx Than Car Ever Be Repaid, was composed of anis
mals and sfghans and stretched 10 feet wide. He hung
thin om the wall mext to The Winges of Sin, & pedestal
table drippeng with candles in rainbow hues, as though
autbiences were standing befor a haly shrine at mass,
2 wod o his Catholic upbringing. The show didnt sell
especially well but afver Mfore Love and The Wages of
Sirdebuted i that year's Whitney Blenadal it never left
The museum bought both pieces for $5,000~his high
et price at the time.

In 1991, the Hirshhorn Museum (n Washington
devoted a show 10 these same plush pleces. and for
the first time Kelley invited hin brother George and
sister-in-law Debbie to take a Jook, The invitation wis
significant~according to his girifriend ot the time,
the choreographer Anita Pace, Kelley told his relatives
Littie about his burgecaing art career becaase he didn't
bedieve they would sppreciate his artwork. George says
his brother was probably right—it omly mattersd 1o
thedr parents that Keliey hod secured a teaching job
For his part, George says he guffawed when he walked
into the Stuffed ani later, 4
local reparter approached Geoarge and asked i hia lictle
brother had ever been sexually abused. George tearly
threw s pumch. Thedr parents were strict and so were the
nuns ot school, but be knew of no such trauma. George

1< WE

told his brother what had kappenod. He also apologized
for chuckling at first glance, Kelley siapped him on the
back: “Good, It supposed 10 be funsy.*

From thett on, the art world demanded awobiog
rapiy from Kelley. Rather than queil the scrutiny, ho
stopped fully Into the rale of provocatenr—toyitg
with erithes and waffling cantinually between mem-
ory and myth n his life. In an essay first poblished in
Archifecture New York in 1096, Kelley wrote, *1 had to
ahandon working with stuffed amimals for this rea
son. There was simply nothing [ could do to counter
the pervasive psychn-autoblographic interpretation
of these materials. [ decided, instead, t0 embeace the
sucial role projected om me, to become what people
wanted me to become: & wictim,” When the Wiitrsey
gave hum his first nid-career sarvey in 193, he called
the show “Catialic Tastes™ and posed on its cutalogue
cover dressed in 3 janitor's jumpsuit, mog in hand-—~a
reference to kis father's profe Tt was also d
thin time that his dealer, Felsen realized the steess of

“Catholic Tastes” opening, she said Kelley made their
driver stop four times between the girport and the
Botel, oatensibly o he could use the restroom. She sus-
pected It had more 10 do with ansiety

Ironically, friends say these were soome of his happi
251 years, 1 2000, he and Puce broke up, bt the pair
remained close friends. Soon Kelley began dating a
cherry-haired Rtalian curatar, Emi Fontana. He threw
legendary perties at his Figueroa Street home and
studio each Thanksgiving and Fourth of July. He was
a8 outspolien as ever, and often ended these meals by
regaling friends and seighbocs with tall tales sbout his
wppesedly hardserabble childhood, secording to art
ists Dians Thater and T. Kelly Mason, who Hved next
door. Thater's fnvorite Kelley story: He told her that to
get 10 school, he had to step across an open sewer. 1
wan so gullitle, F abways belleved him,” she says, laugh
ing. (Eventually, she learned that Kelley had actually
Krown up in & sanitary middie-class neighborhood )

Around 2004, he switched from Metro Fictures to
the bigper Gagosian Gallery, (n large part becawse he
wanted room to display cotsize arrworks. Gagosian
also phedged to pay his production costs for the first
five years after joining up. Kelley plunged in by orches-
trating one of his most immersive environments ever,
Oy s Done, For years, Kelley had scoured yearbooks
for images of those curious rituals and rites of passage
that tnvariably crop up in American high schools, like
4-¥ Club and prom. Then over the course of & sumanar
he hired dozena of extras and restaged at least 30 of
the captured moments, scripting scenes as though the
oct of participation in the rituals had wreched psycho-
logical havoe on its members.

Day I Done way 3 bl it for G !
with sections of his imstallation selling to buyers
ke Los Angeles biltiomaire EEi Broad for between
$225,000 wnd $500,000 apiece. Friends say Kelley
was pieasantly surprised by sl the attention. That
samw year, he stopped teaching telling Art Center he
had grown 100 busy.

N JANUARY 30, 200 -roughly # yoar
before Kelley died-—-Gagoslan Gallery in
foverly Hills threw & dinner for the art-
st following the opening of his latest
show, “Exploded Fortress of Solitude.”
The show amounted to a new Blend of two mijor bod-
les of work be had heen developing for years. There
were toga-party videos iacent of the rep d
iremory series Extrocvurricular Activity Prajective
Reconstruction of which Day & Doue is & part, And
there were also neon-hued cityscape scuiptures and
tardike grotto inatallations referencing coe of his
Other ungoing series, Kendar, named after Saperman’s
home city. In comic-book lore, the superhero’s home
planwet 13 destroyed but bot before by able to ahrink
his city and feery it 1o his earthly fortress,

Several people at the dinper after the opening say
they were approached by Kelley's girifriend at the
time, Trulee Grace Hall, a destgn student he'd met sev-
eral years after he stupped teacking. "Mike doesn't see
enough of his friends,” she sald, to sttendees such as
Pace, Kelley's ex-girifriend, and artist Marnie Weber,
wi s married to Kelley's nogtime friend Jim Shaw
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Hard things had happened in the past few yoars
Kelley™s odder brother Gary, & retived policemun, hed
commutted suscide; Kelley oaly told a few peaple
including his longtime friend Cary Loven. His cider
pister Nancy and mother died shortly thereafter, iy
remaining brother, George, and others around him
soticed that Kelley was drinking gin and vodka pretiy
bravily, something be hadn't done to excess since his
yoath. He alsy saffered from betrt (isease and o mild
case of gout, and increasingly he depended on Hall to
drive kim around town.

On September 7, 20IL the Guardian came o
with 3 scathing review of Kelley's show st Gagostan's
London outpost, a continuation of the hybrid pieces e
ot begun in Beverly Mills. With the headline “Plames
Bankem,” the review ended with » searing disnuissal of
poth the man and his latest Superman-themed peeces
“Kelloy has been thinking about this stuff for mons
than 20 years. What does it all add up to? You almoss
expect to seée o dead horse up there on screen, getting
agood flogging. Kelley overdoes it, time and again AR
you might say, but that s the point. It's witar he doos, e
the sound of all that cinematic thrashing

Rufuel Jablowka, Kelley's dualer basod in Colugie.
saw the artist the following night ar the Londos
opening and realized he was in “destructivo shape®
Arinking heavily and acting temuely toward lis girk
friend. Jablonka says he and the artist had made
tontative plans 10 meet again in the Austrian Alps &
fow days later 10 check out u company that speciak
faen In crystals—something Nelley was curious s
mull over for Nuture work—but the artist backed out
Another groap af friends, inciuding Shaw and Oursier.
had invited Kelley and Hall to join them for & revumis
weekend in Paris, Oursler says be even tried 10 sssuags
Kelley's agorapbobis by reminding him be wouldny
have to fly; he could ride the trakn from London,

Bt when Oursler arrived in Paris, he got word that
Ketley had changed his mind and had flown stralght bk
10 LA, Oursler wan disappointed sand confused, “Thee
was our first collective sign that something was realdy
wrong” e says. Just after thear return, Hall broke up
with Kelley snd moved out. For days after. Kelley called
Shaw und his wife sewking solace over hours-Jang con
versations. Few dlamed ber 1or leaving —Loren sod U
*caretaking role was x lot for her 1o shixldur After the
breakup, kis friends decided to circie round more oftes.

Om Novemnber 29, 2 Los Angeles art space calied
PRISM opemed a survey about Kelbey's college-ers
band, Destroy All Monsters, which had regrouped sev-
wral times in the years since, Loren, ome of the orlgina!
band members, who now runs & bookstore in Detrolt,
g0t netvous after the artist gave bim a big hug at the
opening and said “he Joved me; really hapgy, like be
way saying goodbye.” Loren Jooked dows and noticesd
Kelley had scrawled 3 note an the backside of one of his
hands that read. “Kesp your mouth shut,”

With the halidays spprosching, Kelloys friends and
staff instituted an Informal “Mike watch” to check on
him daily. Sometimes these visits led 10 lengthy conves
satioms when he admirted his drinking was making ks
depression worse; othier Uines, be was defensive, Loren
tried to convinee Mim 10 spend Christmas in Detrat,
and Oursler imvited him tn do the same [n New York. Be
spent 11 in Los Angeles, at the home of longtime coliec
tor and oceaslons] collaborutor Khourosh Lartzadel





Somutime after New Year's, Keliey agreed to try rehub
ot & San Diego facility that specialized in treating aloo:
holics. But being stripped of kis prescription sleeping
pilla—and the withdrawals - left him wide swake and
secoexl guessing his decisior. Exght days in, the artist
checked himsel! out and came bame.

It is a testament to Kelley's devotion to the Los
Arigeles art scene that in his final days be continved to
pop Inte the vecasional art opening. On January 14, he
turned up at o show und bumped into Sterling Ruby, his
former teaching sssistant. Ruby says he was shaken
when he casually ssked Kelley how be was. “I'nt hoe
ridde, I'm depressed,” Kelley told him. Ruby suggested
he take a vacation—with the Stedelilk retrospective
already in the works, Kelley was often spending week
ends at his studio trying to catch up. The pair made
plans to meet &t Columbo's, Kelley's favorise Stalian
plano bar, for dinner & couple weeks later.

From thore, things continued to spirak: On Jamuary
24, Kelley went to Junch with Johs Welchman, an art
historian who marned Kelley's exgirifriend Anita

“"YOU COQULDN'T SEE
HIM PERFORM
WITHOUT FEELING
INVIGORATED AND
CONFUSED. YOU
REALIZED YOU WERE
CAUGHT UP IN A TIDE-
POOL OF FREUDIAN
AND JUNGIAN
MISNOMERS WITH

A PUNK OVERTONE
TO IT ALL—HE WAS
CHAOS AND UTTER
BRILLIANCE"

=TONY OUSLER

Pace and now serves as president of the artist’s foun-
dation. Xebley told him ho was overwhelmed by the

Diana Thuter and T. Kelly Mason noticed him pad-
ding around and they said & brief hello

Sametime after that, either late Ssnday night or the
[ollowing Manday. be went back to his green house an
the hill and stepped into the seconid-floor bathroom.
With him, be carried u heartbreaking arsenal that
Included a Smith & Wesson 38-caliber revolver, Xanax,
vodka, soda pogy peppermint-flavored liquid saap—
and a barbecue grill He covered a pair of ceiling vents
with duct tape to make the bathroom alrtightand then
Lit the grill's charcoal briguettes, As the grill's toxic
carbon-monoxide fumes began to baild, he tossed
some pillows into the tub and climbed atop them to
breathe und wilt, # photograph of ex-girifriend Hall
tapod low oo the wall beside him.

On Toesday morning, Kelley's college friend Shaw
called the house and got no answer, Later that after
noon. Kelley's therapist called the studio to let them
know he had missed an appoint ment, The studio catiod
Weber, and together with Welchman and another
mutual {riend, Pred Nilsson, they agreed to go over 1o
Kolley's house, it was about 530 pom., already dusk,
o no lights were on, Welchman hoped briefly that
Kelley was out because he had met a woman. Nilsson
scrambled up the drainpipe of the two-story home
and peered Luto several windows. When he made it 10
the bathroven, he saw Kelley's legs in the tub. Weber,
distranght, called 911, The coroner later ruled the
death a suicide by carban-monoxide polsaning: thy
revolver was mever used.

LITTLE MORE THAN A YEAR later, the

atudio where Xolley foit mast at home is

still trying to recalibrate. Since he loft

N0 note, Stevens and ber stafl of sight
had to improvise.

First there was the upending of the Stedelijk show,
witheh had to be rewnrked so it would feel more Jike an
ultimate survey of Kelley's groatest hits, The art Joans,
the catalogue, the layout of the pleces in the galier
les~wverything suddenly had to be reconfigured. On
the night the exhibit opened, the studio staff intended
to ambie over to s nesrby bar 5o they could toast their
leader on their own. But by the time the reception
ended, they were 100 yxhausted and went 10 bed,

Now, they've turned thelr attention to fintaking
N even more ambitious project in Detrait, Mobile

prospect of helping curatoes finish the ive
He spoke about pessibily starting fresh (n New York or
Berlin, where be wouldn't bave 10 drive. Welchman
was surprised by the confesaipnal bent of their conver-
sation, particularly when Kelley mentioned how he had
been mulling the consequences of his long ago deci-
sion never to marry or have children of his own. “I've
given my whole life to being an artist, every ounce, s
that there's nothing beft.” he told Weichmar. “Now 1
meed something eise, but I'm emptied out.”

On Saturday, January 28, Pace was perform-
ing a plece of choreography along & staircase at the
Welcome Inn in nearby Eugle Rock, California, as
part of acitywide exhibition called “Pacific Standard
Time.” During the 5:30 pom. performance, she noticed
Kelley standing nearby, staring intontly at her “like
» proad father.” By the time the performance ended
and she had changed her clothes, she Jooked around
for him, bat e had already left. The foll day.

Hu d Years ago, Kelley tried and failed to buy
hia chiddhood kome on Palmaer Road in Westlake.
More recomtly, be msked the city’s new Mussum of
Contemps yArtithe 3 build a replica of it on thelr
groutids, and the musenm agreed. This house, onoe com-
phetad in May, will be wsed to showcase socal artias, the
aseam sald, A pair of stacked bassments underneath
wiil also be used for occassonal artistic events,

Im a design twist, the front section of Kelley's rep-
lics can also be detached and driven around Iike a
mobile home, Xelley insistad that this doppelganger—
with its matching white siding snd green door—be
constructed first, so that be could ilm it winding its
way froen downtown Detrolt to the house in the sub-
sirhs. Om the day of Its malden voyage, the mobile
home made it Jess than a mile aloag its route before
turning » corper too tightly and falling over. The
facade has since been repaired. but friends say Keliey
always warried over it ke an omen. o

LEGACY:
THE MIKE KELLEY
FOUNDATION
FOR THE ARTS

THE CHARITABLE ENTITY that Kelley
started in 2008 to sepport artists
has taken on added significance— und »
high-profile board of trustees—eince
Hiis death, Chalrman Pauk Schimmel,
former chief curator of Las Angeles's
Museum of Contemparary Art, 1ays
the artist used to give away his own
money. but now the board plans to
|leversge occasional sales of ks art
to deilver direct grants to artists,
curstary, eritics; musicians and cul-
turad groaps that Kelley might have
admired, particularly outside the
Artkstic maimtrean.

Kelley was only 54 when he created hils
foundation, making him one of
the youmgest artists ever 1o do no,
behind others formed by Kelth Haring
and Robert Mapgletharpe, says
Christine Vincent, an Aspon Institute
expert on artist-endowed foundations,
1t also appears 1o be well stocked:
Schimmel says its haldings inclade at
beast 500 of Kelley's artwocks.

Alvowes Members of the arthet's setate trust
wnid M frmndatins (ncude, from lof.
Jubin C. Weirhman, Marsie Weber, sl
Schimmel, N Shaw, Mary Clase Stevans,
Joan Wetnatein anid Gary Cypres
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In pictures: Architectural Review Project Awards

The Museum of Contemporary Art Detroit by Rice and Lipka Architects and James Cornerfield
Operations was described as "an inspirational project that combines past and present in a well
resolved and convincing manner"”. "It creates new space for new creativity in a post-industrial
city," the judges said.

Also picked up by:
BBC Brazil
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Curator Jens Hoffmann on Harald Szeemann's
Legacy and Today's Neo-Conceptualism

Alanna Martinez

In 1969 Swiss curator Harald Szeemann organized a ground-breaking exhibition on the up-and-
coming movements of the time for the Kunsthalle Bern called, “Live In Your Head: When
Attitudes Become Form: Works-Concepts-Processes-Situations-Information.” The show brought
together young artists whose work was highly process-based, out-of-the box, and fit within
today’s notions of post-minimalism, Arte Povera, land art, and conceptual art. Inspired
Szeemann’s legendary exhibition, curator Jens Hoffmann,is staging a modern-day
sequel. “When Attitudes Became Form Become Attitudes,”includes over 80 international
contemporary artists whose work belongs to the direct lineage begun by Szeemann. After first
opening at the Wattis, the show opens today at the Museum of Contemporary Art Detroit and
will be on view from February 1 — March 31. En route by taxi, Hoffmann took the time to talk
to ARTINFO about his the line-up for his neo-conceptual sequel, highlights from the show, and
why Detroit is the perfect experimental venue for his vision.

What made the original show so groundbreaking?

I think one of the reasons is certainly Harald Szeemann as a figure, who was the curator of the
original exhibition. He has been mythologized over the last 40 years, and he’s really the father of
modern curating — or creative curating, if you will. It was really the beginning of his career; it
made him a famous curator, and the show itself has been mythologized just as much. There have
been so many articles written about it and people in curatorial programs all over the world study

http://www.artinfo.com/news/story/862473/curator-jens-hoffmann-on-harald-szeemanns-legacy-and-
todays
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that exhibition, | felt that | wanted to look into it further. Since | make exhibitions as a curator, |
wanted my investigation to take that form.

I met Szeemann in 2002 when he was doing the Venice Biennale, and we talked about the
original show from ’69 a lot. | have a particular relationship with a lot of artists in their early-to-
mid-thirties, similar to the ages of the artists’ in the first show. I look at this period in 69 as the
last moment when real radical change and expression could happen in art. It is that period that
has inspired a lot of younger artists of my generation, and | wanted to collectively look back at
that with them.

What inspired this sequel exhibition to the original 1969 show? How did you go about choosing
the artists?

I was interested in looking at artists who had been influenced by not only the artists that were in
the original exhibition, but also inspired by the discourse that emerged from it. A lot of things
were introduced through the original exhibition in Europe: American conceptual art, post-
minimalism, arte povera, body art, land art, and all sorts of other things that emerged in the
moment and were also quite radical but hadn’t been explored as much. So, there was a huge
amount of material for artists to work with, and engage in a dialogue with. | was looking for
exactly those kinds of artists.

Why did you choose MOCAD for this show?

I was very interested in having this exhibition tour, and MOCA Detroit is one of the more
experimental places in the country. | noticed that a number of artists | selected for my show have
previously shown at MOCAD. | felt they had the right understanding for what we were trying to
do.

What are some pieces in the show that stand out to you?

One of the pieces that I like a lot is by Fernando Ortega, and it’s a piece that consists of a crate
that he placed a digital recording device inside of, and then sent to San Francisco from Mexico
City. During the transport, the recording device was recording all the noises that around it. It’s
sort of like the noise of the transport becomes the work of that piece. The device plays the sound
inside the crate and as you walk past you hear rumbling, the sounds of drills trying to close the
crate, and various other noises.

That sort of references a piece by Robert Morris that was a box with sounds of its own making.
He built a little wooden box, and recorded the sounds that were made in the process. Then he
placed a speaker inside so you could hear the sounds of the making of the box.

Any others?

One of the interesting things about Szeemann’s show was that the artists were not very
international. That show consisted mostly of artists from Western Europe and North America. |
included a lot of Latin American, Asian, and even a few artists from Africa.





That is the biggest difference in the way that we experience the art world today. Now it’s
extremely global, information flows very quickly, and it moves around very fast. At that point, in
the late 1960s, information traveled much, much slower. To get a sense in Europe of what was
going on in America was already an enormous task.

One of the artists that | invited to participate is Abraham Cruzvillegas from Mexico. He made a
piece where he scratched a very large map into the wall that outlines where the original artists
came from. He made a diagram of that, and it became this extremely abstract wall drawing of
lines and little dots that represented the cities and places where they were coming from.

Would you say that the artists in the show represent any new, specific artistic trends?

I would say that over the last 10 years there has been an extreme move towards what | would call
a neo-conceptual trend. A lot of those artists found their way into this exhibition, and | feel the
show is a bit of a summary of that process. Of course, it’s really difficult to say “ok, that’s neo-
conceptual” or “that isn’t,” but I think that all the artists who are in the show relate to that term in
one way or another — even if their work is itself quite different. But what they all have in
common is that it’s all very idea-based.

Who are some artists we should keep our eye on in the future?

One of the wonderful things that I noticed when | was about to finish it up, | went to the opening
of documental3 and many of the artists that | had chosen for our show were presented there, so |
noted that there was clearly recognition of this particular generation of artists. I’m thinking of
Ryan Gander, Adriana Lara, Allora and Calzadia, Cevdet Erek, Roman Ondak, Mario Garcia
Torres, Tino Sehgal, who all work really conceptual, and who all made stand out works for last
year’s documenta.

Avre there plans for the show to travel anywhere else?

Not right now, but I hope that we’ll still be able to bring it to Europe. | spoke to the Kunsthalle
Bern, where the show was originally held in 1969, and the director said that he really liked the
idea, but his problem was that everyone who comes and talks to him always wants to talk to him
about Szeemann and that show. He’s actually working on some form of exorcism to get the ghost
of Szeemann out of the building so he can actually establish a program that finally moves on —
even though that exhibition took place over 40 years ago. | wanted to have him write about it for
the catalogue because | thought it was pretty hilarious.
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Studio Visit: Joshua Light Show

Karen Day

Meeting Joshua White and Gary Panter is like stepping back in time. Not because White is
responsible for creating the Joshua Light Show—the beautifully psychedelic backdrop that
entertained thousands at Fillmore East concerts for Janis Joplin, Jimmy Hendrix, The Who and
more in the 1960s—but because they continue designing experiences with the same childlike
nature they likely possessed as creative young kids decades ago. This skillful, ingenuous
approach is evident in their retrospective-like exhibition currently on view at the Museum of
Contemporary Art Detroit, where Panter's playfully simple illustrations and hypnotic graphics
glow under White's tightly orchestrated theater lights.

While kindred in spirit, the two are actually from slightly different eras. Panter neatly sums it up
when he says, "Free love didn't happen to me." White began synthesizing music and lights in the
late '60s, making a name for himself among the rock 'n' roll crowd in New York shortly after
graduating from USC. Panter, who grew up in Texas, read about the Joshua Light Show in
magazines at his local drug store. A trained painter and genuine magpie, after graduating college
Panter moved to New York and began hosting small shows at record shops in Williamsburg,
where he would wiggle a flashlight behind a shiny piece of film while making weird noises with
abandoned beat boxes. White saw one of these shows, thought he could help Panter streamline
his production, and their friendship and working relationship began.

http://www.coolhunting.com/culture/the-joshua-light-show.php
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We recently visited Panter's studio, an airy space on the top floor of his Brooklyn home, filled
with random shiny objects, stacks of records, acrylic paintings, sculptural mobiles and around
200 sketchbooks. The duo calls much of this miscellany "light show potential”—things that can
be thrown in the mix to modify the already trippy liquid light show. At its foundation, the
spectacle's lava lamp quality is as simple as colored water and colored oil continuously moving
around on top of an overhead projector.

As the MoCAD show demonstrates, their approach has expanded in concept and size over the
years, but really only in a sense of refinement. The DIY vibe still lingers, evident in the shoebox
mockup, sketches and sculptural models Panter created for the exhibition. The fun house effect
Panter lends the show is likely a nod to his days working on the sets of Pee Wee's Playhouse,
which now provides the perfect environment for White's immersive light show installation at the
museum. Whether in a slightly more static setting like the Detroit exhibition or in their
performative light shows that reflect the music playing at the moment, White and Panter's work
always stems from their art first.

Their candid analog style isn't without any digital elements—they often distort computer-
generated imagery in their light show performances—but you definitely won't catch them doing
a laser light show. "l have two problems with lasers,” White explains. "One is that it is a very
strange repurposing of something that is so magnificently pure. And the other thing is the
colors—well it's not a rich palette. Kind of cold.” Instead they employ a "less is more" approach
to their work, which keeps the shows from becoming what White calls "too soupy or too speedy”
while allowing the audience's minds to wander. "We have people coming up to us going ‘were
there camels carrying giant bears?' or something, and we always say "You saw that? Good for
you!" They toy with synesthesia, giving freedom to the people watching to interpret the visuals
how they like.

Together they continue to put on performative light shows, working with bands whose musical
style closely matches their own experimental nature. Separately they both work on personal
projects, and soon Panter will begin a residency at the Cullman Center at the New York Public
Library, which is funding the third installment and paradise version of his Divine Comedy
graphic novels. Panter painstakingly dipped a chopstick in ink to draw the first two intricately
detailed books, "Jimbo in Purgatory” and "Jimbo's Inferno".

The most obvious realization that comes across after spending any amount of time with White
and Panter is that they are both highly intelligent and their work is a distillation of their
hyperactive minds. Their ability to funnel ideas into various artistic forms speaks to their innate
creative talents, and the results are entertaining as well as enlightening.

"Joshua White and Gary Panter’s Light Show" is currently on view at MoCAD through 29 April
2012. Panter shows his fine art work at Fredericks & Freiser gallery in NYC and performs with
his band, Devin Gary & Ross at venues around Bushwick in Brooklyn.

Also picked up by:
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