
































Robert Kushner 

I f irs t met Amy Goldin while she was teaching at the 
Universi ty of Californ ia, San Diego in 1969, when I 
was an undergraduate there. She, Kim and I became 
good friends. She had studied philosophy and aesthe­
tics at the Un iversity of Chicago and later had painted 
with Hans Hoffman, quitting in the early 1960's out of 
frustrat ion. Her interests as a critic centered on areas 

of visual express ion that had not been fully mined. 
She wrote about grids, decoration, Matisse, Is lamic art, 
women's art, the work of B artists, craft, folk art, as well 
as offbeat treatments of well-known artists (Morris 
Louis's color and Jasper Johns's pattern making). 

ISSUES 

Valerie Jaudon 

In the early 70's, just as my new painting syntax 
was developing, Romaldo Giurgola invited me to work 
part-time in his architectural offices in New York and 
Philadelphia as, for lack of a better term, an artist-in­
res idence. My first assignment was to plan and insta ll 
an exhibition of Giurgola's work at the Pennsylvania 
Academy of Fine Arts in conjunction with the archi­
tectural work of his Philadelphia colleague, Robert 
Venturi. For fi ve years Giurgola and I collaborated on 
plazas, courtyards, wainscoting, facades and floors in 
brick and stone (including Louis Sullivan's Wainwright 
bUilding) , and in 1977 I designed a 90' ceil ing pain­
ting for his new INA building in Philadelph ia. Giurgola 
and the fifty or so arch itects in his office, as we ll as 
the early encounter with Venturi's work , had a pro­
found influence on my development, and resulted in 
an intense curiosity and attraction to the theoretical 
side of both arch itecture and art. 
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vidtspcendende diskussioner om tcepper, handvcerk, 
dekoration og andre kulturer. Der var ogsa en udtalt 
optimistisk holdning til maleriet, som var forfriskende 
i Iyset af den kampagne, som minimalisteme og kon­
ceptkunstnerne 10bende f0rte mod maleriet. Den 
pludselige medgang og opmcerksomhed, der sam­
lede sig om gruppen, kom som en overraskelse for 
aile. Mellem 1976 og 1980 blev der vist omkring 50 
udstillinger, som udforskede emnerne "det dekorative" 
og "m0nstre". De blev arrangeret af mange forskellige 
museumsfolk, kunsthandlere og kunstkritikere, hvis 
udstillingsmcessige indfaldsvinkler og forklaringer af 
fcenomenerne var lige sa forskelligartede som kun­
sten selv. 

Robert Kushner 

Som gruppe var vi ret disciplinerede. Folk troede 
ofte, at vi kritikl0st lante aile vegne fra. Vi gik da 
ogsa efter en sa bred geografisk og historisk ho­
risont som muligt, men der var altid en fcellesncevner 
i det, vi lante, nemlig det visuelt komplekse og spcen­
dende. Der skulle vcere et vist mal af det uventede, 
det sofistikerede, det "anderledes", og ikke kun soc i­
ologisk konfrontation eller nostalgi for nostalgiens 
egen skyld . Vi pr0vede hele tiden at identificere og 
definere forskellige dekorative traditioner, samt vores 
egne scerlige interesseomrader - om det sa var vceg­

tapeter, kvindehandvcerk eller centralasiatisk vcev­
ning - og derefter skabe klarhed over, hvordan de 
forholdt sig til vores individuelle made at arbejde pa i 
atelieret. 

Amy Goldin (1925-1978) var vores meget livfulde 
kunsthistoriker og Islam-ekspert. Vi forsikrede hende 
om, at vi forstod konsekvenserne af at ga ind for "det 
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Somehow it was much eas ier for me to understand 
the impl ications of Modernism and spec ifically the 
working ideology of abstraction through the more 
obvious model of architecture. Venturi's concept of 

"both/and" trans lated directly for me into art as well 
as architecture. In my work of the 70's I would con­
scious ly use standardized conventions of arch itectural 
presentation in combination with structural devices 
of ornament, not so much as specific or historical 
sources, but as critical tools for abstract painting, the 
idea being that the viewer would be encouraged to 
"read" the artwork in complex and unforeseen ways. 
In retrospect the mixing of categories and disregard 
of the self-referential mandate in abstraction was a 
serious violation of modernist aesthetics. 

Joyce Kozloff 
It was the right moment to see ornamental art that 
had been previous ly unavailable. The Metropolitan 

Museum opened its Islamic wing in 1975, displaying 
manuscripts, miniatures, carpets, glass and ceramic 
objects that had been buried somewhere in storage. 
The Cooper-Hewitt (the Smithsonian's decorative art 
museum) opened in New York in 1976. In 1977, 
the National Gallery of Art in Wash ington staged a 
grand exhibition of Matisse's cutouts, featuring the 
late "wallpaper" pieces. For those of us who were 

moving off the canvas and onto the walls, this was 
a "high art" antecedent. With in the ferment of that 
time, individual bodies of work by decorative artists, 
those already mentioned as well as Richard Kalina, 
Ti na Girouard, Kendall Shaw, Mary Grigoriadis and 
Scott Burton, were developing fast. 

Being a literalist, my art has usually fo llowed my rhe-
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toric. We claimed to be break ing down the barri ers 
between high art and craft, so I decided that either 
I had to follow the log ic of my statements, or stop 
making them. In 1977, I f inished my last paint ing on 
canvas (until 1997). In 1978, I began making ceramic 

tiles by rolling slabs of clay and cutting out interlock­
ing shapes with cookie cutters. I visited Barce lona 
and Istanbul, two of the most tiled cities anywhere, 
and was especially taken by the stretches of Izn ik ti le 
in the mosques of Sinan and how they activated his 
surfaces. 

That year, I began an installat ion ("An Interior De­

corated") composed of a hand painted ceramic ti le 
floor and pi lasters, and screen printed silk wall hang­
ings. I found I could paint whatever I wanted on indi­
vidual ti les, so the floor piece became a compilation 
of motifs from decorative arts all over the world. This 
discovery allowed me to put more and more images 
and references into my art, a process I've continued 
to this day. 

We all were pushing the high art/ low art boundaries. 
Bob Kushner was very early, with his fashion shows, 
his ties and hats and floating chadors . Beginning in 
1976, Cynth ia Carlson made "wal lpaper" installat ions 
with paint squiggles attached directly to the walls. 

Jane Kaufman crocheted highly refi ned, shimmering 
beaded screens and curtains. Kim MacConnel painted 
vintage furniture and lamps from flea markets and 
yard sales. 

I was (and am) a direct appropriator, never modifying 
or disguising my sources so that they cou ld not be 
identif ied. My hope was that by recontextualizing 



dekorative". For sit eget vedkommende sa hun det pa 

den ene side som en kompleks provokation, der maske 

ville forsteerke marginaliseringen af det dekorative, 
men samtidig som et positivt, ligefrem beundringsveer­

digt, kunstnerisk forehavende. Det harmonerede med 

den ambition, hun leenge havde neeret, om at skrive et 

sammenfattende kunsthistorisk veerk om hele verdens 

kunst som alternativ til den mere begreensede vestlige 

kunsthistorie. 

Jeg mQ)dte Amy Goldin for fQ)rste gang, da hun under­

viste ved University of California i San Diego i 1969, 

hvor jeg var i gang med fQ)rste del af mit studie. 
Hun havde studeret filosofi og eestetik ved Univer­

sity of Chicago og havde siden malet sam men med 
Hans Hoffman, hvilket hun ophQ)rte med i starten 

af 60erne. Hendes interesse som kunstkritiker sam­

lede sig om de billedkunstneriske omrader, der ikke 

var blevet fuldt udforsket. Hun skrev om griddet, 

dekorativ kunst, Matisse, islamisk kunst, kvindekunst, 

kunsthandveerk og folkelig kunst og tog velkendte 

kunstnere under utraditionel behandling (Morris 

Louis's farver og Jasper Johns's mQ)nstre). 

PRDBLEMSTlLLlN GER 

Valerie Jaudon 

I de tidlige 70ere, netop som min nye, maleriske 
syntaks var ved at udvikle sig, inviterede Romaldo 

Giurgola mig til at arbejde pa deltid pa hans arkitekt­

kontorer i New York og Philadelphia som - i mangel af 

en bedre betegnelse - fast tilknyttet billedkunstner. 

Min fQ)rste opgave bestod i at arrangere en udstilling 

pa Pennsylvania Academy of Fine Arts af Giurgolas 

egne og hans Philadelphia-kollega Robert Venturis 

arkitektoniske veerker. Igennem fem ar samarbejdede 

Giurgola og jeg om torve, indre garde, veegbekleed­

ninger, facader, og gulve i mursten og natursten (bl.a. 

til Louis Sullivans Wainwright-bygning), og i 1971 de­

signede jeg et 30-meter stort loftmaleri til hans nye 

INA-bygning i Philadelphia. Giurgola og de omkring 50 
arkitekter pa hans kontor - samt mit fQ)rste mQ)de med 

Venturis arkitektur - fik stor indflydelse pa min videre 

udvikling og bevirkede, at jeg blev meget optaget af 
den teoretiske side af bade arkitekturen og kunsten. 

Det var pa en eller anden made nemmere for mig 

at forsta modernismens implikationer, iseer ideolo­

gien bag abstraktion, ved hjeelp af arkitekturens mere 

tydelige model. Venturis ideer om "bade/og" kunne for 
mig at se overfQ)res direkte pa kunsten lige savel som 

pa arkitekturen. I mit kunstneriske arbejde fra 70erne 

brugte jeg bevidst arkitekturens traditionelle preesen­
tationsformer kombineret med ornamentale opbygnin­

ger - ikke sa meget som specifikke eller historiske 

forleeg, men som kritiske redskaber for det abstrakte 
maleri - hvor tanken var at opmuntre beskueren til 

at "afleese" kunstveerket pa komplekse og uventede 

mader. Nar jeg ser tilbage pa det, var denne sam­

men blanding af kategorier og min tilsideseettelse af 

pabudet om, at det abstrakte skal veere selvhenvisende, 

et alvorligt brud pa den modernistiske eestetik. 

Joyce Kozloff 
Det var det rigtige tidspunkt med hensyn til at se 
ornamental kunst. Metropolitan Museum abnede sin 

islamiske afdeling i 1975 og udstillede manuskripter, 

miniaturer, teepper, glas og keramik, som havde ligget 

gemt veek i et eller andet depot. Cooper-Hewitt 

(Smithsonians museum for kunsthandveerk) abnede i 

New York i 1976. I 1977 satte National Gallery of Art i 
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them and form ing unexpected juxtapositions, they 
would become alive and accessible. However, the 
word "appropriation" was not wide ly used during the 
early 70's - it became common art world jargon in 
the 80's. Appropriation was part of our increasingly 
complex and evolving political dialectic. In response 
to th is practice, I was f irst accused of "cultural impe­
rialism" in the middle '70s. It was the opposite of my 
intention - to acknowledge and ce lebrate difference, 
I don't believe that there are many people who stil l 
today would confine artists to sources from their own 
ethnicities in a world flooded by images from every­
where that are all part of our co llective consc ious­
ness! 

Robert Kushner 
There were many different issues swirl ing around in 
my work. One was humor, I always t ried to make seri­
ous art that was also goodnatured . Th is was parti cu­
larly true of my performances - but it was also applied 
to my paintings, through the add ition of strongly asso­
ciat ive materi als, such as a white fox cape, borders of 
crochet and beads, big swags of dotted Swiss chiffon 
or blatantly trashy flora l prints. Once paintings were 
off the stretcher unconventional things cou ld happen. 
Fabric paintings, even huge ones, could be shaped, 
collaged, sewn, cut out, embro idered, crocheted on, 

added to, f ringed. 

Exploring bad taste was another provocative agenda. 
My mentor in vu lgarity was again Amy Goldin. She 
took a lusty delight in locating a piece of fabr ic or a 
thrift shop treasure whose gaudy co lors or overly bold 
des ign would repe l a tasteful matron, the enemy, but 
would thri ll and edify us, the cognoscenti. The more 

Washington en stor udstilling op af Matisses papirklip, 
bl.a. de sene "tapet-vcerker". For de af os, som var pa 

vej vcek fra lcerredet og over pa vceggene, reprcesen­
terede de en forlQ)ber indenfor den "fine" kunst. 

Da jeg er meget bogstaveligt anlagt, har mit arbejde 
som kunstner altid fulgt min retorik. Vi hcevdede, at vi 
var i fcerd med at nedbryde grcenserne mellem finkul­
turel kunst og kunsthandvcerk. Jeg besluttede, at jeg 
enten matte fQ)lge logikken imine udtalelser eller 
holde op med at komme med demo I 1977 fcerdig­
gjorde jeg mit sidste maleri pa lcerred (indtil 1997). I 
1978 begyndte jeg at lave keramiske fliser ved at rulle 
store plader af ler ud og skcere sammenpassende 
former ud med dejknive. Jeg besQ)gte Barcelona og 
Istanbul, to af de mest flisebelagte byer overhovedet, 
og blev iscer betaget af iznik-fliserne i moskeerne i 
Sinan, og af hvordan de aktiverede fladerne. 

Samme ar pabegyndte jeg en installation "An Interior 
Decorated", som bestod af et gulv af handmalede 
kakler, samt pilastre og silketrykte silkevcegtcepper. 
Jeg opdagede, at jeg kunne male lige hvad jeg ville 
pa hver af fliserne, sa gulvet blev en sam ling kunst­
handvcerksmotiver fra hele verden. Denne opdagelse 
gjorde det muligt for mig at bruge flere og flere bil­
leder og referencer i min kunst, en proces jeg har 
arbejdet videre med lige til nu. 

Jeg var (og er) en direkte "Ianer", som aid rig cendrer 
pa eller maskerer mine forlceg sadan, at de ikke kan 
genkendes. Jeg habede pa, at jeg ved at bringe dem 
ind i en anden sammenhceng og skabe uventede sam­
menstillinger, kunne gQ)re dem mere levende og til­

gcengelige. Men udtrykket "Ian", eller appropriering, 
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vigorously vu lgar, the more aggress ive ly al lurin g. We 

wanted to open people to a wider range of poss i­
bil it ies and flaunt the catholic ity of ou r own taste, I 

was never interested in the prissy side of ki tsch. But 

if tastelessness could give me new horizons, colors, 

sizzie, panache - all the better. 

In the 60 's there was a lot of talk about how quickly 

a painting could be perceived and understood. Imme­

diacy was a virtu e. We were very opposed to that. Ou r 

art requ ired an analytic vi ewer accustomed to look­

ing at a complex object for a long t ime. When our 

work was dismissed, it was often because it appeared 

superficial ly jazzy and busy. We wanted the unco ­
ding of ou r patterns and juxtapositions to be extended 

and pleasurab le. We hoped the viewer would take as 
long to decode ou r paint ings as it had taken us to 

create them. For my own work, I found the grid a little 

boring because of its infallibil ity. A grid expands itself 

automatically across the surface and keeps the eye 
pleasantly and eve nly engaged. All pattern s have a 

grid as thei r structure, because they are based on 

a repeated interval (if they were only repeated ele­

ments, they would become scatter and not pattern). 

So any pattern or grid wi ll yield an interesting result if 

the scale is adjusted correct ly to the format. 

I wanted instead to chal lenge myself by constru cting 

works that looked decorative but was not strict ly grid­

ded. In late Matisse cutouts, there is rare ly a grid . 
More often there is movement echoed and repeated 

across the su rface. Japanese screens engage the eye 
in a simi larly dynamic, endlessly innovative manner. In 

both of these sources, overall composi t ion is usually 

ung ridded, which was extremely interest ing to me. 
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DECORATIO N 

Valerie Jaudon 

Phi losophically identifi ed in the 18th century, aesthe­

tics, the sister of log ic, manifests itself as a spon­

taneous, functionless, uncoerced, unmed iated expe­

rience. Consequent ly, set aside as an experience, 

it cou ld be isolated from social pract ices, without 

access to discourse or lang uage. The social funct ion 

of decorative objects serves to fatally com prom ise the 

pu ri ty of the aesthetic experience of those objects. 

The separati on of the decorat ive from the fin e arts 

(and its Renaissance hierarchy of painting, sculpture 

and arch itecture) has a long and arbitrary histo ry. It is 

in the 20th century that the term "decorat ive" moves 

beyond its connection with craft and the mechanical 

arts, and extends itself to the low/popular art of the 

"masses", fo lk art, the ve rnacu lar, as wel l as the "femi­

nine". In the aesthetic-political system of modernist 

aestheti cs the individuality and unity of the mascu­
line, the ori ginal, is framed by, and resists the femi­

nine, that is, the co llective, the multiple, the hybrid , 

the orn amental and the decorative. For its part, the 
decorative, whose "essence" is repetit ion, counte rs 

the notion of the spontaneous, the unique, and the 

essential. The "decorat ive" is Modernism's "other" and 

its subordinate status is necessary as a defining com­

ponent. 

Exami ning the goal of se lf-defin ition or se lf- represen­

tation in moderni st painting, the first thing we encoun­

ter is the decorative or the ornamental that frames it. 

Because the decorat ive and the orn amental are ve ry 

rich sign systems, they do not necessari ly represent 



var ikke sCErlig brugt i starten af 70erne - det blev 

f0rst almindelig kunstjargon i BOerne. Appropriering 

var en del af den stadig mere komplekse politiske 

dialektik, der var under udvikling. Som reaktion pa 

denne arbejdsmetode blev jeg omkring midten af 

70erne f0rst beskyldt for "kulturimperialisme". Det var 

stik mod mine intentioner - at erkende og hylde for­

skellighed. Jeg tror ikke, der er mange, som i dag 
stadig ville begrCEnse kunstnerne til kun at s0ge inspi­

ration i deres egen etniske baggrund i en verden, der 

overSV0mmes af billeder aile vegne fra, som allesam­

men indgar i vores kollektive bevidtshed! 

Robert Kushner 
Der var mange forskellige ting i omdrejning imine 

vCErker. En af dem var humor. Jeg pr0vede altid pa 

at lave seri0S kunst, der ogsa var sjov. Det gjaldt 

iSCEr mit arbejde med performance - men ogsa mine 

malerier blev tilf0rt humor i form af meget associa­

tionsrige materialer, for eksempel en stoia i hvid rCEV, 

kanter med hCEklinger og perlebesCEtninger, vCEldige 

draperinger af prikket chiffon eller himmelrabende 

smagl0se, blomstrede stoffer. Da maleriet f0rst var 

kommet ud af sin spCEnderamme, var der abnet op for 

utraditionelle ting. Stofmalerier, selv de meget store, 
kunne formes, blive til collager, sys, skCEres ud, bro­

deres, hCEkles pa, tilf0res ting , fa frynser. 

At udforske den darlige smag var en anden provoke­
rende del af dagsordenen. Min ICErermester i vul­

garitet var igen Amy Goldin. For hende var det en 

Iystfyldt handling at opspore et stykke stof eller finde 

noget hos en marskandiser, hvis skrigende farver eller 

outrerede design ville vCEkke afsky hos en person 

med god smag, fjenden, men ville begejstre og opl0fte 

os, kenderne. Jo mere vanvittigt vulgCErt, jo mere hef­

tigt tillokkende. Vi 0nskede at g0re folk modtagelige 

for et bredere spektrum af muligheder og paradere 

det alsidige i vores egen smag. Jeg har aid rig vCEret 

interesseret i den sippede side af kitsch. Men hvis 

smagl0shed kunne give mig nye horisonter, farver, 

brillians, stil - sa meget desto bedre. 

I 60erne blev der snakket meget om, hvor hurtigt et 

maleri kunne opfattes og forstas. Umiddelbarhed blev 

reg net for en dyd. Vi var meget imod dette. Vores 

kunst krCEvede en analytisk beskuer, som var vant 
til at betragte en kompleks ting i lang tid. Nar vores 

vCErker blev affCErdiget, var det tit fordi de pa over­

fladen virkede urolige og overiCEssede. Vi 0nskede, 

at afkodningen af vores m0nstre og sammenstillinger 

skulle tage tid og VCEre en behagelig oplevelse. Vi 

habede, at beskueren ville VCEre lige sa ICEnge om at 

afkode vo res malerier, som det havde taget os at lave 

dem o 

Til mine egne vCErker fandt jeg brugen af griddet lidt 

kedsommelig pa grund af dets ufejlbarlighed. Et grid 

breder sig pa en automatisk made over billedfladen 

og holder 0jet roligt og behageligt beskCEftiget. Aile 
m0nstre er bygget op over et grid, fordi de er baseret 

pa gentagelse af intervaller (hvis det kun var ele­

menter, der blev gentaget, ville de VCEre spredte og 

ikke danne et m0nster). Sa ethvert m0nster eller grid 

vii give et interessant resultat, hvis st0rrelsesforholdet 

er tilpasset formatet pa den rigtige made. 

Jeg ville gerne udfordre mig selv ved i stedet at frem­

stille vCErker, der sa ud som dekorativ kunst, men 

ikke var strengt base ret pa et grid . I Matisses sene 
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themselves, but denote multiple qualities and charac­

teristi cs . Looked at in another way, the use of formal 

elements alone in early abstract ion could be seen as 

a sign of sel f- representation as well as an emblem 

of Modernism . Threatened with the "end of paint ing" 

by 19th century photography and mass production , 

painting began refin ing its status in a search fo r purity, 

essence, and a true perception. In modernist aesthet­
ics, the further that one is led away from th is authen­

t ic act of visual perception by reference, ideas, or 
in fo rmation, the more one must deal with other orders 

of experience. 

Robert Kushner 

One of Amy's last theoretical projects was to put 

together her own condit ions fo r the decorat ive. We al l 
agreed that we were looking at decorative materials 

with different expectat ions than we would have for 

high art. She began to ask what qualities were neces­

sary to bridge our huge array of sources. 

The dictionary is litt le help because decoration is pri­

marily a nonverbal set of conditions that imbue certain 

objects with the ir own ornamental f lavor. She hypo­

thesized three speci fi c quali fi cat ions. If the object 

embodies these three criter ia, it is decorat ive. If it is 
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papirklip er der sjeeldent noget grid. Som regel er der 

en beveegelse, som genlyder og gentages hen over 
billedfladen. Japanske skeerme holder (l)jet beskeef­

tiget pa en lignende dynamisk, uendelig opfindsom 

made. I begge disse inspirationskilder hviler den over­

ordnede komposition ikke pa et grid, og det var for 

mig meget interessant. 

DEKDRATlDN 

Valerie Jaudon 
Som det 18. arhundrede definerede det eestetiske, 
s(l)ster til logikken, manifesterer det sig som en spon­

tan, funktionsl(l)s, utvungen, uformidlet oplevelse. Som 

f(l) lge deraf kunne det eestetiske, betragtet som en 

oplevelse, adskilles fra det sociale liv, uden adgang til 
tale eller sprag. Den sociale funktion, der knytter sig 

til dekorative genstande, umuligg(l)r den rene, eeste­

tiske oplevelse af demo 

Adskillelsen af den dekorative kunst fra de sk(l)nne 

kunster (med deres reneessancehierarki af maleri, 

skulptur og arkitektur) foregar historisk over lang tid 

og er preeget af tilfeeldigheder. F(I)rst i det 20. arhund­

rede bliver betegnelsen "dekorativ" ikke kun brugt i 

forbindel se med professionelt handveerk men udvides 

til at omfatte den lave/populeere "massekunst", den 

folkelige og lokale savel som den "kvindelige". Inden­

for den modernistiske eestetik er det individuelle og 

enhedspreegede i det maskuline - det originale -
indrammet af, og modseetter sig, det feminine, det vii 

sige det kollektive, det mangeartede, det hybride, det 
ornamentale og det dekorative. Pa sin side danner 

det dekorative, hvis "essens" er gentagelse, modveegt 

til forestillingen om det spontane, unikke og essen-

tiel Ie. Det "dekorative" er modernismens "andet" og 

dets underordnede status er n(l)dvendig som en defi­

nerende faktor. 

Det f(l)rste vi m(l)der, nar vi ser pa det modernistiske 

maleris malseetning om at veere selvdefinerende eller 

selvrepreesenterende, er dets dekorative eller orna­

mentale indramning. Fordi det dekorative og det 

ornamentale udg(l)r meget rige tegnsystemer, repree­

senterer disse to ting ikke n(l)dvendigvis sig selv, men 

kan angive mange forskellige kvaliteter og egen­

skaber. Brugen af udelukkende formelle elementer i 

den tidlige abstrakte kunst kan bade ses som tegn pa 

det selvrepreesenterende og som et typisk kendetegn 
pa modernismen. Stillet overfor den trussel om "ma­

leriets endeligt", som det 19. arhundredes fotografi 

og masseproduktion udgjorde, begyndte maleriet at 
forbedre sin status i en s(l)gen efter renhed , essens 

og en sand made at se pa. Indenfor den modern is­

ti ske eestetik geelder det, at jo leengere man af aile 
mulige referencer, ideer eller informationer f(l)res veek 

fra den autentiske handling at se, jo mere har man at 

g(l)re med andre oplevelsesmader. 

Robert Kushner 
Et af Amys sidste teoretisk-orienterede projekter var 

at opstille sine egne betingelser for, hvad der udg(l)r 

dekoration. (Lees artiklen f(l)rst i kataloget). Vi var aile 

en ige om, at vi sa pa dekorative ting med andre for­
ventninger, end vi ville have til den finkulturelle kunst. 

Hun begyndte at unders(l)ge, hvilke egenskaber, der 

skulle til for at speende over vores enorme meengde 

af kilder. 
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not, at least one of these three conditions wil l always 
be strongly counter-indicated. They are: 1. Flatness -
there can be no convincing evocations of landscape 
or deep space in the decorative world. 2. Expansive­
ness - decoration has the desire to break past the 

frame and keep going, whether out into space, or 
racing around the edge of a dinner plate. All patterns 
or grids are decorative no matter how bold or icono­
graph ic, because of their literal repeatability. 3. Sub­
ordination of subject matter - this is a tough one 
for many people, but if the meaning is too strong it 
is no longer decorative. Picasso, for example, was 
nearly always a mediocre decorative painter because 
he simply had too much to say about the content of 
his paintings. To remain clearly decorative, subject 
matter and iconography must always remain secon­
dary to the overall experience. 

Over the years I have applied these qualifications to 
diffe rent objects or paintings (whether the artist con­
siders his or her work decorative or not). They ele­
gantly define decorat ive intent. I continue to consider 
a successful, sophisticated, surprising work of deco­
rat ion one of the highest and most difficult achieve­
ments within the panorama of visual expression. 

TODAY 

Joyce Kozloff 
In 1979, I moved into the worid of public art, devoting 
most of my time for the next 20 years to large-scale 
comm iss ions (for trai n and subway stations, airports, 
schools, etc.) in ceram ic tile and glass and/or marble 
mosaic. This was a natural step for a soc ial ly engaged 
artist who wanted to reach beyond the art world audi-
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ence. Pattern and decoration could not be contained 
within the frame of the canvas, and the art context had 
become increasingly conservative and inhospitable. 
In the early 90's, I began to use cartog raphy as a 
source and a system. There were always maps at 
public sites, and I would sometimes layer my ideas 
onto them. Eventually, I real ized that mapping could 
become a vehicle for adding information and political 
analysis to my private work. 

Robert Kushner 
Sometime in the mid SO's irony became de rigeur in 
contemporary painting . What had begun for me as fun 
and provocative had become confused with a sense 
of institutionalized skepticism and ennui. Leaving bad 
taste aside I began to pursue non-ironic approaches. 
Over t ime, I have learned about the diverse and arcane 
traditions of Chinese and Japanese decorative pain ­
ting , I am incorporating those ideas more and more 
centrally into my working aesthetic. I am sti ll making 
decorative paintings - just with more control and 
finesse, and hopefully more subtlety and range. The 

biggest change occurred in 'S7 when I began to paint 
on canvas for the first time, choosing to link my work 
more closely with the Modernists whose medium was 
oil on canvas, to see what those materials would be 
like for me. The unstretched and sewn fabr ic support, 
although ideal istic and provocative in the beg inning, 
had run its course and was now fee ling like a formula. 
I also wanted to experience the full range of chro­
matic poss ibilities that only oil paint can offer. 

Joyce Kozloff 
Valerie suggests that we were either bad modern ists 
or very early post-modernists. We were certain ly not 



Til det formal er en ordbog ikke meget bevendt, fordi 

det dekorative primrert udgQ)r et uformuleret sret af 

betingelser, som forlener visse genstande med deres 
eget ornamentale prreg. Hun opstillede som hypo­

tese tre specifikke kriterier. Hvis genstanden opfylder 
disse tre kriterier, er den dekorativ. Hvis ikke, vii mindst 

en af de tre betingelser altid vrere strerkt modindik­

eret. De er: 1. Fladhed - der kan ikke vrere nogen 

overbevisende fremmaning af landskaber eller rumlig 

dybde i den dekorative kunsts verden. 2. Ekspansivitet 

- det dekorative vii gerne bryde gennem ram men og 

fortsrette, om det sa er videre ud i rummet eller rundt 
og rundt langs kanten pa en tallerken. Aile mQ)nstre 

eller grids er dekorative, lige meget hvor usredvanlige 

eller ikonografiske de er, fordi de bogstaveligt talt kan 

gentages. 3. Underordning af emnet - dette punkt har 

mange mennesker det svrert med, men hvis betyd­

ningsindholdet er for strerkt, drejer det sig ikke lren­

gere om det dekorative. For eksempel var Picasso 

nresten altid en middelmadig maier af dekorativ kunst, 

fordi han simpelthen havde for meget at sige om ind­

holdet i sine malerier. For at vrere dekorativ kunst, ma 

emnet og det ikonografiske altid vrere sekundrert i 

forhold til den overordnede oplevelse. 

Igennem arene har jeg anvendt disse kriterier pa 

forskellige genstande og malerier. De definerer ele­

gant den dekorative intention . Jeg betragter stadig 

et vellykket, raffineret og overraskende eksempel 

pa dekorativ kunst som noget af det fornemmeste 
og svrerest opnaelige indenfor hele panoramaet af 

visuelle udtryk. 

I DAG 

Joyce Kozloff 

I 1979 bevregede jeg mig over i den offentlige kunsts 

verden, og de nreste 20 ar brugte jeg det meste af 

min tid pa bestillingsarbejder i stort format (til tog­
og S-togsstationer, lufthavne, skoler, etc.), udfQ)rt i 

keramiske fliser eller som mosaikker i glas og/eller 

marmor. I starten af 90erne begyndte jeg at bruge 
kartografi som inspirationskilde og som et system. 

Robert Kushner 

Pa et eller andet tidspunkt midt i 80erne blev ironi 

de rigeur indenfor nutidskunsten. Det, der for mig 

var begyndt som sjov og provokation, blev blandet 
sam men med en fQ)lelse af institutionaliseret skepti­

cisme og livslede. Jeg lod den darlige smag bag mig 
og begyndte at sQ)ge uironiske tilgange til maleriet. 

Med tiden har jeg faet kendskab til de mange for­

skelligartede og hemmelige traditioner indenfor det 
kinesiske og japanske dekorative maleri. Disse ideer 

inddrager jeg mere og mere centralt i min restetik. 

Jeg laver stadig dekorative malerier - bare med mere 

finesse og kontrol , og forhabentlig stQ)rre nuance­

rigdom og sprendvidde. Den stQ)rste forandring skete 

i '87, da jeg for fQ)rste gang begyndte at male pa 

lrerred og valgte at lregge mig trettere pa modernis­

terne, som brugte olie pa lrerred, for at se hvordan det 

ville vrere for mig at arbejde med disse materialer. 

Joyce Kozloff 
Valerie mener, at vi enten var darlige modernister eller 

meget tidlige postmodernister. Vi var bestemt ikke 

de fQ)rste postmodernistiske kunstnere, men maske 
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the first post-modernist artists, but we may have 

been the first post-modernist art movement. In fact, 

all these categories are flu id and the term Post­

Modern ism was not part of art world parlance in the 

1970s. Today, one must question the hegemony of 

Modern ism anyway. There always were curious and 

unexpected side creeks to the mainstream, which 
our group was actively investigati ng. The absorption 

of whatever had been non-art into high art was a 

device of artists throug hout the modernist period, 

from Manet to Duchamp to Warhol, and we were fol ­

lowing in that tradition. Everything else apart from 

Modernism appeared retro by comparison then. Now 

however, no one believes in "the future", and Moder­

nism is beginning to look like another period style. 

Valerie Jaudon 
It is difficu lt to say that my interest in painting, as well 

as the "decorative", is even stronger today, but it does 

seem that way. Making art, painting, for me is ulti­

mately a social activity and a practice of representa­

tion. From 1977 on, over a hundred artists, incl uding 

sculptors, performance, installation, site-speci fi c and 

conceptual artists, as we ll as painters, participated 

at various times in the P&D exh ibi t ions. The group 
shows functioned almost as pluralist performances, 

resisting coherent sty listic or art histor ical categoriza­

tion. One artist becomes an exception to the rule, but 

hundreds of artists develop ing in this direct ion must 
have seemed like a mass breakdown - a plural ist 

explosion. Before their articulat ion became a reali ty, 

familiar questions that concern art today were raised 

then : origi na li ty, autonomy, transcendence, appropria­

tion, representation, the function of language in art, 

and percept ion. 

var vi den f0rste postmodernistiske kunstnerbeva3-

gelse. Faktisk er aile disse kategorier temmelig fly­

dende, og betegnelsen postmodernisme indgik ikke i 

kunstverdenens sprogbrug i 1970erne. Der har hele 

tiden Va3 ret ma3rkelige og uventede, sma sidegrene til 

hovedstr0mningen, og dem udforskede vores gruppe 
aktivt. At bringe alt det, der f0r havde va3ret ikke­

kunst, ind i finkulturen, var noget kunstnere havde 

benyttet sig af igennem hele den modernistiske peri­

ode, fra Manet over Duchamp til Warhol, og vi la i 

forla3ngelse af den tradition. Vi fik nogle ting ind i 

kunsten, som aldrig vii forsvinde . Vores a3stetik fandt 

vej tilbage til den folkelige kunst, og nar f0rst nyt 
materiale far adgang til den finkulturelle kunst, eksi­

sterer disse gra3nser ikke la3ngere. 

Valerie Jaudon 
Pa den ene side blev vi m0dt med stor entusiasme, 

iSa3r i Europa, men kritikken fra den etablerede 

amerikanske kunstverden var ret voldsom. I arene 

fra 1977 og frem deltog over 100 kunstnere inden­

for skulptur, performance, installation, stedsbestemt 

kunst og konceptkunst, savel som malere, pa for­

ske llige tidspunkter i Pattem & Decoration-gruppens 

udstillinger. Gruppens udstillinger fungerede na3sten 
som en slags pluralistisk performance, der ikke lod 

sig kategorisere hverken stilistisk eller kunsthistorisk. 

En enkelt kunstner kan man betragte som en undta­

geise, men de hundredevis af kunstnere, der udviklede 

sig i denne retning, ma have virket som en plura­

li stisk eksplosion. Nogle af de velkendte sp0rgsmal, 

som optager nutidens kunstnere, blev rejst dengang, 
la3nge f0r de blev formuleret: originalitet, autonomi, 

transcendens, lan, sprogets funktion i kunsten - og 

hvad det vi i sige at se. 
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