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STATEMENT OF PURPOSE

The New Art Examiner is a publication whose
purpose is to examine the definition and
transmission of culture in our society; the
decision-making processes within museums
and schools and the agencies of patronage which
determine the manner in which culture shall be
transmitted; the value systems which presently
influence the making of art as well as its study
in exhibitions and books; and, in particular, the
interaction of these factors with the visual art
milieu.

EDITORIAL POLICY

As the New Art Examiner has consistently
raised the issues of conflict of interest and
censorship, we think it appropriate that we
make clear to our readers the editorial policy
we have evolved since our inception:

1. No writer may review an exhibition origi-
nated or curated by a fellow faculty member
or another employee, or any past or present
student, from the institution in which they
are currently employed. The New Art Exam-
iner welcomes enthusiastic and sincere rep-
resentation, so the editor can assign such an
exhibition to other writers without the burden
of conflict of interest.

2. There shall be no editorial favor in re-
sponse to the puchase of advertisements.

3. The New Art Examiner welcomes all let-
ters to the Editor and guarantees publishing.
Very occasionally letters may be slightly ed-
ited for spelling or grammar or if the content
is considered to be libellous.

4. The New Art Examiner does not have an
affiliation with any particular style or ideolo-
gy or social commitment that may be ex-
pressed or represented in any art form. All
political, ethical and social commentary is
welcome. The New Art Examiner has actively
sought diversity. All opinions are solely of the
writer. This applies equally to editorial staff
when they pen articles under their own name.

5. The general mandate of the New Art
Examiner is well defined in the statement of
purpose above.
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To Our Readers

The editorial staff of the New Art Examiner regrets
our oversight in not including any female art critics
in last issue's introduction. Roberta Smith of The New
York Times should have been noted, among others.
We tried to find any photo of the New Art Examiner's
co-founder, Jane Addams Allen, to no avail.

Like many other areas, art criticism has been tradi-
tionally dominated by men. But as the contents of our
recent issues have shown, that has started to change.
We are sure that there are numerous female and non-
white male art critics of more than local reputation
that should be acknowledged. Therefore, we will be set-
ting up a special page on our website (newartexaminer.
org) to list these writers. We call on you, our readers,
to help us lift up their voices by adding to this list. For
a person you would like to have included, please send
us the name, photo (if possible), and a link to a sample
of the person’s writing to nae.segard@comcast.net. We
would like to have this open-ended list up on our web-
site by early January, 2019.

The Editorial Staff

A COLLECTION-BASED GALLERY
OF CONTEMPORARY ART

4755 M. Clark Chicag

law andclark.com

50 Years of Chicago
Contributions to Art and
Architecture: Introduction

ifty short years ago, Chicago was seen as a rel-
Fative backwater in the arts. Over the past

half-century, though, the city has blazed to the
forefront in the fields of theatre, music, food and Art.
New York remains the center of the art world but it may
now be looking over its shoulder.

In the 1960s, Chicago’s art world, by comparison to
New York’s, was very slow. As Rhona Hoffman, noted
contemporary art dealer, has written, “There were only
a handful of galleries in Chicago showing contempo-
rary art. The great Chicago collectors bought their art
in Europe and New York. Things changed in 1967 when
the Museum of Contemporary Art opened.”

Things changed even more when a motley group of
six artists, called the Hairy Who formed. Building on
the efforts of Surrealists and the prior Monster Roster,
the Hairy Who began exhibiting at the Hyde Park Art
Center in 1966. The art press saw their work as an outré
example of art from Chicago and a direct attack on
New York abstraction.

Over the next half-century, Chicago has been the
art breeding ground for the outsider art movement,
the art fair phenomenon, graphic novelists like Chris
Ware and advances and reevaluations of Black artists
from AfriCOBRA to Theaster Gates and Kerry James
Marshall.

There is an air of excitement and new energy
coursing through Chicago and its art scene. While the
once-solid art community of artists and not-for-profit
institutions is no more, a rich variety of diverse voices
and DIY spaces is taking shape that will determine the
direction that the city pursues in future decades. The
New Art Examiner will be watching and reporting on all
these exciting developments. We invite you to join us in
following those efforts and seeing us as your credible
source for the latest information.

The Editors
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The Hairy Who?: The Ones Who Started it All

wo years before the 1968 Democratic National
I Convention—three years after a young Bernie
Sanders was arrested in 1963 at a South Side
protest—while Claire Zeisler was weaving and knotting
fiber to minimal fanfare—just as Henry Darger affixed
his 10,000th cut-out cherub to a watercolor backdrop in
his darkened apartment to the distant accompaniment
of Richard Nickel’s pickaxe—the Hairy Who sprouted
up at Don Baum’s Hyde Park Art Center.

Educated at the School of the Art Institute of Chi-
cago and associated with a larger set known as the
Chicago Imagists, the Hairy Who (not to be confused
with The Who, the Guess Who, or New York pop art)
were unmistakably a product of the aesthetic, psycho-
logical and political forces unleashed during the ‘60s.

And yet “Hairy Who? 1966-1969,” an ongoing sur-
vey exhibition currently at the Art Institute, feels
remarkably timely. At a moment of radical conflict
within our own culture, the works of Jim Nutt, Gladys
Nilsson, Suellen Rocca, Art Green, Karl Wirsum, and
Jim Falconer demonstrate how artists can respond to
strange times without losing themselves to convention,
impersonal irony, or, worse yet, some sort of narrow-
ly-defined ideology.

by Nathan Worcester

Nutt, Nilsson et al. all have their own things to say
and their own ways of saying them. Still, there are com-
monalities within the group. Their pieces are usually
funny, sometimes angry, and unabashedly sexual. In
general, they do justice to the spirit of their age without
sacrificing their individual points of view or down-to-
earth Chicago-ness.

Though the Hairy Who’s output may superficial-
ly resemble pop art, their mode of engagement with
popular culture distinguishes them from the likes of
Warhol and Lichtenstein. Chicago doesn’t really do
clinical detachment, and neither do its artists. Nutt’s
cartoon-influenced “Officer Doodit” paintings, for
example, reflect a playful give-and-take across the
arts; better that than another humorless highbrow dis-
section of popular forms. Green’s Occupational Hazards
seems like a close cousin of Bill Plympton’s efflorescent
animations. Meanwhile, Nutt’s exuberant PFFFPHTT
brings to mind the frenetic line work of cartoonist John
“Derf” Backderf.

Speaking of PFFFPHTT, it is one of many pieces that
are best understood within the context of the times.
The “wet bombs” being launched from the face’s anus-
like aperture register as a kind of Yippie-ish burlesque

(Left) Jim Falconer, Untitled, 1968. (Right) Suellen Rocca, Bare Shouldered Beauty and the Pink Creature, 1965.
Images courtesy of the Art Institute of Chicago.
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(Above) Gladys Nilsson, The Great War of the Wonder Women, no date.

(Right) Art Green, Consider the Options, Examine the Facts, Apply the

Logic (originally titled The Undeniable Logician), 1965.

Images courtesy of the Art Institute of Chicago.

of the very real bombs being dropped on North Viet-
nam during Operation Rolling Thunder.

Along similar lines, Green’s Consider the Options,
Examine the Facts, Apply the Logic scores a direct hit
on the hyper-analytical Establishment attitude epito-
mized by ColdWarrior Robert McNamara. Along with
Green’s civil engineer father (insert leftist-with-Dad-
dy-issues joke here), McNamara served as the model for
the seated figure in the painting. In retrospect, the late
‘60s really were the twilight of the Organization Man.
Appropriately enough, in Green’s painting, the under-
lying base on which McNamara rests is collapsing.

Green’s painting achieves an odd unity between the
(visually) logical and illogical, reinforcing the piece’s
underlying themes and recalling Cubist experimenta-
tion with perspective without being crudely imitative
of it. McNamara/Green Sr. is a data-driven idealist
attempting to impose order on a chaotic world; even his
shadow is three-dimensional. Importantly, however, its
three-dimensionality conflicts with that of the speech
bubble overhead and of other objects in the painting.
As with the Hairy Who themselves, perspective and
logic give way to perspectives (refreshing) and logics
(less refreshing than troubling).

Viewed from 2018, certain other features of the
Hairy Who’s drawings and paintings intentionally or
unintentionally recall a bygone Zeitgeist. By 1966, psy-
choanalysis had reached a zenith of popularity and

scientific credibility among the United States’ cultural
elite. It is possible, if at times speculative, to observe
imagery, forms, and processes influenced by psycho-
analysis or psychology in the works on display.

The inky shadows in Wirsum’s Untitled (Study for
Broken Balloon Series) resemble nothing so much as
Rorschach blots. The hair of Nutt’s Wiggly Woman has
a similar Rorschachian quality. Less speculatively,
Nutt’s and Rocca’s pieces often amount to an external-
ized thought process, the thinker shuffling or sprinting
through that well-trafficked intersection of urban ano-
mie and ambient young person horniness. Pretty
universal, pretty true, and, thus, pretty effective. Inci-
dentally, Rocca’s later pieces such as Bare Shouldered
Beauty are more effective in this respect than her
sketchy early contributions.

Nilsson’s comes close to free association in Unti-
tled (Reach), The Floating Audience, and other works,
offering her own window onto the relation between
psychological processes and artistic creation. A cap-
tion for Nilsson’s Two Ladies provides additional
context: “Unlike her husband, Jim Nutt, who created pre-
paratory drawings to guide his painting, Nilsson worked
spontaneously directly on the painting, first delineat-
ing her figure’s outlines and then sealing them behind a
monochromatic background.” Nilsson’s cartoony ink or
acrylic figures flow into and out of each other, creating
a weightless, densely human world all her own.
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(Left) Jim Nutt, Untitled, 1966. (Right) .Karl Wirsum Screamin’ J Hawkins, 1968. Images courtesy of the Art Institute of Chicago.

The literal marriage of Nutt and Nilsson points
up another distinguishing feature of the Hairy Who
and of Chicago more generally: namely, a willingness
to enter into conversation or collaboration with each
other or with others on the local scene. Green’s Ques-
tioning Tower echoes (or was echoed by) the famous
towers painted by Roger Brown, another SAIC-er and
Chicago Imagist operating at the same time. Inter-
estingly, Brown and Green collaborated on the 1973
piece, Roger Brown and Art Green, which is also in the
Art Institute’s collection, though not on display in this
exhibition. In keeping with the Hairy Who’s penchant
for visual humor and puns, the two artists appear to
have “stitched together” their respective halves of the
artwork.

In short, “The Hairy Who? 1966-1969” is a clear
success, and not just because it gives critics a jump-
ing-off point for talking about the ’60s. Its relatively
simple chronological arrangement lets viewers trace
the development of each artist and of the group as a
whole. For example, in one of Falconer’s untitled piec-
es, a grotesque collectress exclaims, “We just love
your paintings.” It therefore comes as no surprise that
Falconer chose not to participate in all of the group’s
exhibitions.

“Hairy Who? 1966-1969” is on exhibit at the Art Institute of
Chicago through January 6, 2019.

Nathan Worcester is a writer and assistant editor of
the New Art Examiner. All comments welcome via
nworcester@gmail.com.
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Past Time Has Come Today

“ he Time is Now!,” a new exhibit at the
Smart Museum of Art, invites viewers to
take a deep dive into the history of modern

art that unfolded locally on Chicago’s South Side. The
museum sits on the University of Chicago campus and,
under the new direction of Alison Gass, seems to have
become more conscious of its role in the Hyde Park
community. “The Time is Now!” is a milestone exhi-
bition that extends the cultural reach of this museum
and the community it inhabits.

Without getting too deeply mired in institutional-
ized white guilt, it is worth noting that the University
of Chicago has played a significant role in stifling the
cultural growth of this community (and still does in
some ways) in spite of its efforts to make up for it. So,
it is understandable that those aware of, and who feel
affected by, this history may have bittersweet emotions
about this exhibition.

But the work should be elevated and celebrated, and
the power of this project is far greater than any apol-
ogy. Curator Rebecca Zorach is a historian of activist

Marion Perkins,
Standing Figure 1940’s.

by Evan Carter

Wadsworth Jarrell, Neon Row, 1958.

art from the 1960s and ‘70s (as well as 15th - 17th cen-
tury European art) and has written on Chicago-based
art projects and movements such as the Art & Soul art
center and the AfriCOBRA collective. The aesthetic
breadth of “The Time is Now!” is framed through this
historical lens.

Two large galleries of the Smart are divided into
roughly five rooms that address various topics relevant
to the South Side’s artistic and cultural history. “Cri-

» «

sis in America,” “Gender and Feminism,” “The Street,”
and “Black Publishing” are just a few of the many paths
this exhibition invites viewers to take. It begins with
examples of work that feel plucked from the art his-
torical narrative of the mid-twentieth century. Upon
entering, we are greeted with ventures into social real-
ism, abstraction, and surrealism. There are even a
few pre-1960 pieces, such as Marion Perkins’ Standing
Figure dated from the late 1940s or a 1946 print by Eliz-
abeth Catlett from a series titled “The Black Woman.”
The artists of this time were thoughtfully engaged
in artistic modes of expression and material explo-
ration. Wadsworth Jarrell’s Neon Row stands out as
a masterful encapsulation of the vibrant nightlife on
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Nathan Wright, Bound, 1971.

63rd Street in 1958. This atmospheric painting sits on
the wall above a 1975 print by José Williams depicting
the same street 17 years later, after the elevated train
tracks were constructed. The juxtaposition of these
two works speaks to the dramatic changes in the South
Side during this time period.

Jarrell’s free yet meticulous hand generates an
image imbued with the richness and complexity of
what he saw. Williams’ print is stark and mechani-
cally tight in its photographic rendering and limited
tri-tone palette. The relationship between these two
works embodies a sense of loss, transition, and cold
acceptance.

The internal psychology of this bleak narrative
is further explored with adjacent works like Nathan
Wright’s 1971 oil painting, Bound. Wright deployed sur-
realist methods and aesthetics to depict a male black
figure literally tied down by the overwhelming con-
straints of history, religion, politics, and modern-day
consumerism. The symbols are heavy and abundant,
but the scene is set in a spatial void, further emphasiz-
ing senses of isolation and futility.

Art historical tropes are used more overtly in Nor-
man Parish Jr’s Gyrations of American Gothic, which
depicts the iconic Grant Wood figures as younger
and black. Curiously, the male figure foregrounds the
female figure. She seems to be eyeing her supposed
husband somewhat blankly. Perhaps it is suspicion,
doubt, or maybe admiration. Parish is a loose painter,
but the other black figures wear clearer expressions of

fear, paranoia, and anger. An American flag divides
them from a group of white figures that stand by
blankly with little emotion other than contentment,
implicating their privilege, apathy and complicity in
an oppressively racist system.

The role of women and the feminist movement
during this time begins to make its appearance in this
exhibition with works by Carolyn Lawrence, Barbara
Jones-Hogu, Christina Ramberg, and Suellen Rocca,
to name a few. Jones-Hogu’s contributions include
Black Men We Need You, a 1971 screen print depicting
a mother and two children with the words of the title
bursting with colorful urgency in the background and
foreground. Silhouetted faces in profile make up signif-
icant portions of the composition, as does more text in
the lower right corner that reads ‘Black Men, preserve
our race. Leave white bitches alone.

This loaded and urgent call to action speaks to the
skepticism of white feminists held by black women
during this time. Though this division is mentioned
in the wall text, it is less apparent in the inclusion of
Chicago Imagists Suellen Rocca and Christina Ram-
berg, whose paintings grapple with how the female
form functions in mass consumer culture and sexual-
ly repressive social regimes. Works like Jones-Hogu’s
suggest these issues were not as pressing to black
women as the issues of solidifying a familial structure
and being heard in their community.

Though some of the aforementioned work posits the
black male as a central figure, the works of the AfriCO-
BRA movement express a greater sense of unity in
their mission to portray the black community in a way

Norman Parish Jr., Gyrations of American Gothic, 1969.
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that was altogether more honest, positive, unified and
progressing toward a brighter future. Made up of men
and women, this movement continued to utilize the
print methods a number of these artists were already
exploring, and a reoccurring use of text evocative of
the psychedelic designs of the countercultural appeals
to utopian ideals.

The AfriCOBRA artists did not shy away from
addressing oppression and the struggle for equality.
One fascinating artifact is embedded in the surface
of a screen print by Gerald Williams titled Wake Up. A
page taken from the John A. Williams novel The Man
Who Cried I Am describes the King Alfred Plan. Though
this excerpt is a work of fiction, it was circulated as not
only a kind of subversive marketing strategy but as
fictive expression of something very real: the practi-
cal failures of the civil rights movement in the face of
soaring political rhetoric.*

While John A. Williams’ novel gets a mention
in the description of Gerald Williams’s print, it has
far greater resonance with this work than one might
guess. When the fictional King Alfred Plan was circu-
lated amongst activists in the late 1960s, the extent to
which it was real was debated. One young civil rights
activist and member of the Black Panther Party, Clive
DePatten, testified to the effects of the King Alfred
Plan before the House Committee on Internal Securi-
ty. After he spoke, a congressman informed him the
plan had already been investigated by the FBI and

Frederick D. Jones, The Lady and The Bird, Early 1960’s.

Elliot Hunter, Grasshopper.

proved to be fictional. But the young activist, and oth-
ers who testified in years to follow, argued that the
King Alfred Plan, in spite of its fictional nature, was
representative of the institutional and systemic racism
being perpetrated in America years after civil rights
for all American had supposedly been achieved. As is
often the case, art can elucidate a greater truth.

Activism and organizing, in conjunction with cre-
ative expression, is what generated such a potent
collection of movements and ideas during this period
on Chicago’s South Side. The show goes on to present
not only more artworks but an archive of documen-
tarian photographs by Bertrand “Bert” D. Phillips and
others as well as histories and artifacts of the South
Side’s publishing and public art institutions.

There is far greater ground to cover here, and the
far greater course would be to go and experience it
yourself. A lot of history is on display that has been
unavailable to a larger public for nearly a half century.
This exhibition seeks to change that. It is about time.

* Emre, Merve. “How a fictional racist plot made the headlines
and revealed an American truth,” The New Yorker, December
31, 2017. Accessed 10/18/2018. https://www.newyorker.com/
books/second-read/how-a-fictional-racist-plot-made-the-
headlines-and-revealed-an-american-truth

Evan Carter is a contributing editor of the New Art
Examiner. He earned his MFA degree in 2017 from the
University of Chicago and wrote about Documenta 14
in a prior issue of the Examiner.
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Outsider Art: An Issue of Nomenclature

Why (not) Chicago?

Chicago has evolved into the center for the recogni-
tion, scholarship, promotion, collection, and exhibition
of non-mainstream art, historically and institutionally
as well as geographically [Ed. Note: Such recognition
and collection began in earnest in the 1980s].

The city is the southern node of an axis of artistic
inclusion along Lake Michigan’s western shoreline,
culturally and regionally connected to Milwaukee and
Sheboygan, Wisconsin. The Milwaukee Art Museum
and John Michael Kohler Arts Center, respectively,
have embraced folk, self-taught and vernacular art
through exceptional collections and exhibitions.

A brief overview of Chicago’s postwar-to-the-
present art history helps set the stage for Chicago’s
receptivity to art from outside the academic main-
stream. In his exhibition, “Art in Chicago: Resisting
Regionalism, Transforming Modernism” (Pennsylva-
nia Academy of the Fine Arts, 2006) Robert Cozzolino
wrote about artists, and the city, and succinct summa-
tion, “anti-mainstream instincts” as “the leitmotif of
20th century art in Chicago.”

While Chicagoans had firsthand access to what has
been considered canonical modernism, its art world
consistently fostered assertive individuality rather
than a codified style as a measure of modernity. Chi-
cago artists, critics, and collectors valued risk-taking
and a dedication to authentic self-expression as evi-
dence of an avant-garde mindset. Many of the city’s
artists derided the emulation of fashionable trends
and established styles, organizing alternative groups
to aggressively reject the status quo. They expected
innovative form but demanded that art convey an emo-
tional intensity that approached the visceral.!

We can look to the histories and legacies of the Art
Institute of Chicago and the School of the Art Insti-
tute of Chicago (SAIC), and the city’s cultural climate
of risk-taking. Origins of the environment of inclusion
must include the renowned art historian and educa-
tor, Helen Gardner (1878-1946), known for her radical
Art Through the Ages, the first history of world art in

by Lisa Stone

one volume, published in 1926 (with many successive
versions).

In teaching the history of art at SAIC, her approach
was to encourage artists to focus on the aesthetic
details of the art of the past before learning the his-
torical details and to study art history so they could
be their own art critics. Professor Harold Allen recalled
his beloved teacher and colleague in his essay “Helen
Gardner: Quiet Rebel™

“Gardner was in the vanguard of a generation of
art historians who learned to appreciate not only
modern art with all its surprises but also primi-
tive, aboriginal, and folk art, and the previously
overlooked arts of Russia and Hispanic Ameri-
ca, which, in spite of high aesthetic quality, had
been largely disdained by earlier scholars.”?

In the same essay, Allen described Gardner’s
protégé, artist and art historian Kathleen Blackshear,
who taught at SAIC from 1926 to 1961:

“Where Miss Gardner was solid in Classical and
Renaissance, Miss Blackshear was an enthu-
siastic missionary for Modern and Primitive.
Together they taught History of Art to a genera-
tion of SAIC students.”®

Blackshear was a progressive teacher who encour-
aged her students in expansive studies and to explore
cultures and genres outside their own, particular-
ly non-Western cultures. Following in Gardner’s and
Blackshear’s footsteps, artist/art historian Whitney
Halstead and artist Ray Yoshida were profoundly
influential as artists, teachers, prescient thinkers,
and collectors who exposed students to a wealth of
non-mainstream art as art, unqualified.

Longtime art critic and booster of Chicago art,
James Yood (1952-2018), encapsulated the cultur-
al, intellectual, art historical placeness of Chicago to
which these educators and many others contributed,
writing:



NEW ART EXAMINER

“..it all comes down to an expanded conscious-
ness of what constitutes culture here, the sense
that its possibilities are everywhere embedded
in lives all around us, that culture is not some-
thing that sits on its ass in a museum, its status
confirmed by professional cognoscenti, but
can happen anytime anywhere, with its great-
est energies coming from the streets, not the

boulevards.™

Artists

Reflecting on the historical receptivity of Chicago’s
people and institutions to art from beyond the academ-
ically-sanctioned, self-identified center, the question,
“Why so many great self-taught artists lived and
worked in Chicago?” is often raised. The short answer
is: non-mainstream artists live and work in many
places, but art from outside the academic mainstream
has been recognized and, to varying degrees, robustly
embraced in Chicago and the Midwest. The exhibition
history supports this receptivity.

An extensive (albeit likely incomplete) exhibition
chronology, from 1941 to 2018, can be found in Chicago
Calling: Art Against the Flow (2018, Intuit: The Center for
Intuitive and Outsider Art, 158-169). An incomplete list
of extraordinarily original non-mainstream artists that
lived and worked in Chicago and the vicinity includes
Henry Darger, William Dawson, Lee Godie, David Phil-
pot, Aldo Piacenza, Pauline Simon, Drossos Skyllas,
Gregory Warmack (known as Mr. Imagination), Derek
Webster, Wesley Willis, and Joseph Yoakum.

This is not to mention the large number of artists
from beyond Chicago whose work has been exhibit-
ed, interpreted, and collected in the city, including
the internationally acclaimed artists Emery Blagdon,
James Castle, Sister Gertrude Morgan, Horace Pippin,
Bill Traylor, Martin Ramiréz, and Adolf Wolfli, to name
just a few. Many of the Chicago-area artists became
ensconced, to varying degrees, in Chicago’s elastic art
scene, and several have become known, appreciated,
exhibited, and collected in wider national and interna-
tional spheres. Being outside the mainstream need not
always imply ignorance of it. A few of the above-men-
tioned artists, particularly Godie, Skyllas, and Simon,
had magnetic relationships to the Art Institute of
Chicago, reframing the supposed impassible chasm
between non-mainstream artists and the academy.

The Collectors and Collections

Many Chicago artists have engaged with all manner
offolk art, objects from material culture, and non-main-
stream art. A kind of “artist’s museum” collecting
sensibility emanated from the SAIC, where assembling
collections of source materials and living with objects
of interest in great density was encouraged. In Chicago,
this legacy is preserved and still performing at SAIC’s
Roger Brown Study Collection, which Brown referred
to as the Artists’ Museum of Chicago.

Yoshida, who preferred the identity of responder,
rather than collector, assembled an outstanding home
collection, which he dubbed the Museum of Extraor-
dinary Values. Yoshida’s collection was the progenitor
of Roger Brown’s and likely many other artists’ collec-
tions and is preserved at the John Michael Kohler Arts
Center (Sheboygan, Wisconsin).

Collectors have played and continue to play a critical
role in the self-taught scene in Chicago. Myriad private
collections are filled with work by self-taught, outsider,
and folk art from many cultures. There’s a very non-for-
mal, non-Miesian, living-with-art approach that favors
salon-style, more-is-more arrangements, where genres
are mixed and objects are in conversation.

What to call it

Definitions for non-mainstream art vary wide-
ly and have recently evolved, as the approach to art
from places other than the academy, or not specifically
made for a mainstream art audience, is being reconsid-
ered and recalibrated in an attempt to rectify the many
descriptors. While it would simplify matters to sidestep
the issue of designation, a discussion of the terms is
necessary to understanding this tradition's history in
Chicago. “Self-taught” and “outsider” have been the
most widely used and debated.

The term “self-taught,” introduced by the New York
art dealer, Sidney Janis, in his 1942 book, They Taught
Themselves,® is the most benign of the many terms in
use. It’s arguable that all artists are to a certain extent
self-taught, and those with academic training aren’t
fully formed and determined by their studies or their
exposure to the history of art and contemporary prac-
tices. Indeed, the artistic process itself is not inherently
formulaic, and all good artists rely on internal well-
springs of individuality and intuition.

The term “outsider,” introduced unwittingly by
the British art historian Roger Cardinal in 1972,° was
intended as an English equivalent for Jean Dubuffet’s

11
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term art brut, referring to artists who are uninformed
by mainstream culture due to a variety of circum-
stances, in many cases confinement due to psychiatric
illness or developmental disability. The term has been
used indiscriminately and comes under particular fire
as an exclusionary term, implying a false dichotomy
devised by self-identified insiders, who control the
terms of engagement, and so-called outsiders, who in
most cases neither choose to engage nor self-identify
as outsiders.

Most art from other genres isn’t hobbled by the ques-
tion of what to call it or where to place it in the scheme
of the larger art world(s), and nor do definitions for
other genres and categories cause more confusion than
clarity. The firewall between self-taught and academ-
ic art, never completely effective, is becoming more
porous. Currently condoned terms include “non-main-

» «

stream,” “outlier,” and just plain art/artists, which I
prefer. Peter Schjeldahl, in his New Yorker review “Old
South: The extraordinary work of Bill Traylor” (Octo-

ber 8, 2018, p. 76) wrote:

“How should Traylor’s art be categorized? What
won't do are the romantic or patronizing epi-
thets of ‘outsider’ or ‘self-taught,” which belong
to a fading time of urges to police the frontiers
of high culture. These terms are philosophically
incoherent. All authentic artists buck prevailing
norms and develop, on their own, what matters
in their art.”

Curator Lynne Cooke wrote:

“No all-embracing, neutral descriptor fits its
wildly eclectic creators. ‘Self-taught’ has been
ubiquitous largely because of its straightfor-
ward descriptive tenor... Each of the monikers
identifying it subsets—folk, ‘modern primitive,
naive, visionary, vernacular, isolate, outsider,
and more—is also problematic or inadequate.
Why then, do I introduce, as I propose to do,
yet another—‘outlier’—into this minefield of
nomenclature? The specifics of time and place
are always relevant to both the choice of a term
and how it is expected to perform. To the basic
dictionary definition of ‘beyond the statistical
norm’ should be added colloquial inflections
in current usage: typically today’s outlier is a
mobile individual who has gained recognition by
means at variance with expected channels and
protocols. Having no past usage in the field and

so not freighted with negative associations that
cling to so many earlier terms, ‘outlier’ is also
unmistakably of our era; it situations the project
in the present.’

Outlier/Outliers was formally introduced 10 months
ago, and it’s too early to determine if it will supplant
any or all of the other terms. I have argued for years to
use “artist” unqualified, and then consider an artist’s
work and situate in contexts, as is necessary, to under-
stand and interpret it. I would make one exception and
refer to Chicago’s own Lee Godie—as she described
herself—as a French Impressionist.

This essay is culled from the longer essay, “Chicago Called,
Artists Answered,” co-authored by Stone and Kenneth C.
Burkhart, in the exhibition catalogue, Chicago Calling: Art
Against the Flow, accompanying the exhibition of the same
title now at Intuit: The Center for Intuitive and Outsider Art,
through January 6, 2019, which then travels to Paris, Heidel-
berg, Lausanne, and Amsterdam.

Lisa Stone is curator of the Roger Brown Study
Collection and senior lecturer in the Department of
Art History, Theory, and Criticism, both at the School
of the Art Institute of Chicago.
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Two Top Sculptors Recall their

Time in Chi-Town

Neil Goodman is a noted contemporary sculptor who
arrived in Chicago in 1979. He taught at Indiana University
Northwest in Gary, Indiana for thirty-eight years, where he
is currently Professor Emeritus of Fine Arts. He divides his
time between studios in Chicago and the Central Coast of
California. His current exhibition, “Close Proximity,” is a ret-
rospective of both indoor and outdoor works at the Museum
of Outdoor Arts (MOA) in Denver, Colorado.

Richard Rezac lives and works in Chicago. His sculpture
and works on paper have been shown nationally and inter-
nationally since 1975. His recent solo exhibition, “Address,”
presented at the Renaissance Society at the University of
Chicago earlier this year, is currently on view at the Blaffer
Art Museum at the University of Houston through Decem-
ber 8, 2018. Rezac has received fellowship grants from the
Guggenheim Foundation and, in 2006, the Rome Prize from
the American Academy in Rome. He is an adjunct professor
at the School of the Art Institute of Chicago.

Neil Goodman: Tell me about the early ‘80s for you
in Chicago. I remember first meeting you and [Rezac’s
wife] Julia [Fish] through Richard Deutsch at the loft
you were subleasing from Ron Cohen and JoAnne Car-
son on Hubbard Street in Chicago. At that time, there
were several alternative galleries in the vicinity, and
this was a bit of an artistic hub for many young artists
as they were attempting to get their foot in the door.

Richard Rezac: We came here together in 1985. My
wife, Julia Fish, was teaching for three semesters at the
University of lowa, where she met Richard Deutsch,
who was there as a Visiting Artist. Through Richard,
we met his partner Bruce Clearfield, and then Ron
Cohen and JoAnne Carson, as well as Diane Simp-
son and other artists in Chicago. At the time, Ron was
teaching at the University of Chicago. Even with very
few connections initially, I felt that Chicago was a wel-
coming city and larger and more expansive that any
place I had lived before. The museum collections and
exhibitions were a compelling factor for us in being
here, as they are especially important and accessible.

in New

By comparison, we witnessed life

York, visiting often while we were in graduate

Neil Goodman (left) and Richard Rezac.

school in Baltimore. And we knew, instinctively, that
the fast-paced, crowded and expensive nature of New
York did not suit us. And while we had numerous artist
friends in Los Angeles, that also was not right, so the
size and structure of Chicago had much to offer.

Neil: How did your rural roots affect you, and what
influence did they have on your work?

Richard: I was raised in a suburban environment
actually, at the edge of Lincoln, Nebraska. But most of
my relatives did operate farms, and my family visit-
ed them regularly, and as an adolescent, I did spend
summers on my grandparent’s farm in Kansas, and
certainly that experience of nature and open landscape
resonates still, and perhaps an attention to subtlety
was formed there.

Neil: Tell me about Hudson and Feature, Inc. In the his-
tory of Chicago art, Hudson seemed to be a dealer that
opened doors for many artists and signaled a counter-
point from the dominant regionalism of the time.

Richard: I became represented by Feature, operated
by Hudson, even before we moved here, and we only
met in person while installing my first show there. For
many artists, I think, Hudson was a pivotal figure in
Chicago, and his gallery and the exhibitions he orga-
nized were a point of contact at that time because his
shows were surprising and thorough. He was remark-
able, completely honest and responsive, as professional
as one could wish for, and his visual memory or recall
was photographic—as clear as anyone else that I have
known.

13
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Neil: Yes, I remember your first show at Feature gal-
lery well. For many years, I kept the postcard from that
show—a veiled sculpture—in my hall of fame—a col-
lection of hundreds of announcements that I turned
into a large-scale installation in the entrance to the
fine arts building at Indiana University Northwest. I
always loved both the hardness and softness of that
image as well as the ambiguity of scale.

Feature must have been a natural fit as both you
and Hudson had a stylistic independence that was very
different than the prevailing aesthetic identified with
Chicago at this time. Perhaps your confidence and clar-
ity as an artist, like Hudson as a dealer, was implicit in
your professional relationship. Also in the context of
Chicago sculpture at that time, your work seemed to
ask questions that were uniquely yours. Hudson in that
regard seemed to be the right dealer at the right time
in Chicago.

Richard, in the course of close to thirty years, I
have seen numerous exhibitions of your work. What
has always impressed me has been the singular focus
and clarity of each sculpture. From an outsider’s per-
spective, your work transitions from one sculpture to
the next, and although the images vary, your signa-
ture seems embedded in each of your works. With this
thought in mind, do you ever get stuck and struggle to
find new images?

Richard: There were certainly periods in the begin-
ning when I had serious doubts about what could, or
should, follow, but in the last fifteen to twenty years, I
would say, this has rarely happened. Because drawing
is always the first step in my process, this allows me to
search for possibilities in a deliberative and open-end-
ed way, leading to an idea worth pursuing.

Neil: Both you and Julia are well-known artists with
both long careers and a long marriage. Although you
live and work in the same building, yet with separate
studios, the obvious question is how much do you talk
about each other’s work.

Richard: Very little. We talk about the art that we see,
particularly when we travel, and sometimes that is in
connection to our own work. But within our ongoing
studio work, finished or in process, we do not have reg-
ular discussions, mainly because we understand that
decisions made need to be respected, especially given
the private and deliberative nature of our work.

In certain cases, and often that is in the selection of
a particular work, or works, for an exhibition, we will
solicit an opinion from the other, like an editor might.

Neil: Yes, that is always an interesting question, as
sharing a space has both the obvious advantages of
a shared voice, yet there is a certain autonomy and
reserve which also occurs when living in such close
proximity. Interestingly, and perhaps it has something
to do with aging, that the voice that you hear becomes
mostly your own, both parties seem to acknowledge
that solitude is an essential fabric of the creative
experience.

Is teaching an inspiration? You started teaching at
SAIC in their continuing education painting program
when you first moved to Chicago. Since then, you have
taught on a part-time basis at the School for all of your
career in Chicago.

Richard: I have always found teaching to be pleasur-
able and satisfying. But it has also been independent of
my own studio work. I certainly appreciate the rewards
that come with teaching when I feel that I am contrib-
uting to someone’s education. Also, the affiliation at
SAIC has connected me to a broad and diverse commu-
nity of people at the School and Museum, and if I was
not teaching, my circle of colleagues would be much
smaller.

Neil: What is different about Chicago now?

Richard: Well, if you are referring to the 1980s and
now, so many things are different. In the visual arts,
numerous institutions are larger and more active, more
international in reach. The non-profit, artist-run spac-
es, like N.A.M.E. and Randolph Street, are now largely
gone and replaced by a good number of energetic, mod-
est galleries opened mainly by artists themselves. Then
many galleries that have long-standing status here
contribute to the city just as they have for decades.
More young artists remain or move to Chicago than in
the recent past, which I take it as a promising sign. The
relative expense to live and work here, paired with the
city’s cultural benefits, is an encouragement.

Neil: Alan Artner was perhaps the longest-running
newspaper critic in Chicago. He wrote for the Chicago
Tribune and he had two columns each week. The one
on Friday reviewed gallery exhibitions, and the Sunday
column was devoted to mostly museum exhibitions.
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Alan seemed to be hugely supportive of your work, and
without pause, covered all of your Chicago exhibitions.
Was his writing important for you?

Richard: Yes, I certainly paid attention to his criticism.
He gave thoughtful consideration to his reviews and
articles and clearly cared about Chicago art and was
able to cover so much during those years that he wrote.

Neil: How do you feel about contemporary criticism?

Richard: My reading in this regard centers on artists’
monographic books or exhibition catalogs, and that
writing is less critique and more in the realm of schol-
arship. The contemporary criticism carried in daily or
monthly publications is so widespread, it is difficult for
me to summarize or assess. I read it mostly online, and
that easy access must make for a much larger audience.

Neil: What sculptors or other artists do you look at?

Richard: That is a very long list, and I hesitate to start.
But some constants for me are many of the European
Modernists, such as Mondrian, Schwitters, Brancusi
and Matisse; the American Minimalist artists general-
ly; many of the Italian Arte Povera members; and too
many contemporary artists to begin listing. However,
other works of art by anonymous artists or artisans
have had a profound impact on me, including Asian
ceramics [and] sculpture from antiquity.... In fact, we
have a New Guinea yam mask that has taken a promi-
nent place in our living space since we bought it in 1973,
and very few art works have affected to me as much.

Neil: What is your ideal scale?

Richard: Well, human scale, but each sculpture, by
way of its drawn study, demands a specific size and ori-
entation, so human scale is usually in there, at least by
inference. I can identify a process of making and the
outcome of the object, and most often their size is at, or
less than, torso size. I take that term to mean not only
measured size—close to our bodies, but also the impli-
cations of structure and reference.

Neil: I always appreciated the inconvenience of how
you made a sculpture, as there is a certain middle-class
work ethic behind each of your sculptures. Although
the forms were often referential, the ambiguity of
meaning seemed rooted in labor. For sculptors of our

generation, hand and touch seemed to connect us with
form, yet perhaps that is an increasingly romantic
notion. Would you have someone else make your work,
and do you have an assistant?

Richard: No, it is essential to me that I do everything
myself, as much as possible. I do have the actual cast-
ing of bronze and aluminum sculptures done at an
outside foundry, with all of the preliminary and finish
work done by me.

Neil: We are both at a formidable age, with hopefully
long histories in front, yet when we look at the roster
of artists and dealers we started our career with, we
most definitely see that the landscape has changed.
This past year, both Jim Yood and Dennis Adrian died,
as well as Richard Gray, Roy Boyd, and Phyllis Kind.
You mentioned that Jim Yood was also important for
you. You were in Rome together and spent time togeth-
er at the SAIC.... He also wrote about your work. This
perhaps leads into the next question, particularly as
we first met when we were young artists beginning our
career in Chicago: do you like getting older?

Richard: Not necessarily, but what can you do? The
benefit with time is experience and, for artists, I sup-
pose, a wider perspective.

Neil: How do you think your work will be seen in one
hundred years?

Richard: Well, who knows, but I suppose understood as
largely abstract, as the sources in most of my works are
oblique and quite personal. And obviously grounded by
both the art and architecture of the past and present
that I know has influenced me.

Neil: Often with artists, a major exhibition is both the
catalyst for a large shift or some kind of reassessment
of the work. How has this affected you?

Richard: After this exhibition organized by the Ren
[Renaissance Society], at least for now, I don’t see a
recognizable shift in approach or emphasis. [ am eager
to continue with several works that are in process, to
resolve or finish those, as well as initiating new work.
But I also do welcome the cause for reflection that the
realization of such a show brings, the sense of a clean
slate and quiet time.

Continued on page 19.
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Chicago Art Splinters in Search

of New Directions

hen painter Derek Guthrie and Jane Addams

Allen launched the New Art Examiner in 1973, the

magazine was but one of many new art institu-
tions around town. That year, N.A.M.E. Gallery and feminist
spaces Artemisia and ARC (Artists, Residents of Chicago)
also opened their doors, with other spaces soon to follow,
like Randolph Street Gallery in 1979. Artist-run and federal-
ly funded, these alternative spaces energized Chicago’s art
scene in the ‘7os and ‘8os.

The culture wars that followed over the next decade and
into the early 1990s dismantled these art spaces. In 1991, two
years after a Robert Mapplethorpe retrospective featuring
photographs with homosexual themes sparked a public and
political uproar, Senator Jesse Helms proposed an amend-
ment forbidding the National Endowment for the Arts from
funding projects that might be deemed offensive.

The Senate passed it, and federal funds soon dried up,
affecting individual artists as well as galleries and other
spaces that had relied on grants to support their full slate
of exhibitions, performances, and other art activity. The

Edited by Maggie Taft

government’s efforts to regulate culture shifted the tenor
of the art world across the country and weakened local
communities.

Institutions that had formed the bedrock of Chicago’s art
scene began to disappear. In Chicago, Randolph Street Gal-
lery shuttered in 1998. Five years later, Artemisia closed too.
New Art Examiner ceased publication in 2002, gutting Chica-
go of one of its primary mouthpieces for the arts.

The following excerpts offer snapshots of the transfor-
mations that took place during the 1990s and 2000s. All
are culled from the final chapter of Art in Chicago: A Histo-
ry from the Fire to Now (University of Chicago Press, 2018),
the first history of Chicago art from the nineteenth century
through to the present day.

This excerpt, from the final chapter, presents a chorus
of artists, critics, and curators explaining what’s happened
in Chicago since the 1990s through a series of conversa-
tions, interviews, and reflections. As the remembrances and
observations suggest, the history of this recent period is still
being formed and written.

John Corbett: In the mid-’90s...I asked myself, why do
I know so much as an amateur art historian about New
York’s art history and even Los Angeles’ art history,
and I know so little about Chicago’s? So I started look-
ing around and quickly figured out that the reason was
that there was an underdeveloped infrastructure. Art
historians hadn’t turned their attention to it, but that
didn’t mean that there wasn’t a rich repository of mate-
rial. I also just have the collector gene, which sent me
out into the world. I realized there was still a lot of stuff
in secondhand shops that was primary source materi-
al for this history....And then there was the fact that a
lot of the people who were part of Chicago’s art history
were still alive. It turned out that all you needed to do
was call them and they would say, “Come on over. I've
got an attic or a basement full of whatever.” I did that a
number of times.

You also have to figure Jim Dempsey into that whole
mix. We had a mutual fascination, and we started
talking to one another. That’s basically what we started

Dawoud Bey, Lauren, 2008.
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the gallery for—to explore the history of art in Chica-
go. ...Part of what worked in our favor was that there
was a latent need. Institutionally, there was almost no
interest. But there were a handful of rabid collectors,
and a lot of people who were interested in having the
story of Chicago art told to them in segments.

Peter Taub: The focus of MCA programming went
beyond performance art—we prioritized the content
and quality of artists’ expressions, but in terms of form
we focused on interdisciplinary dance and theater,
as well as experimental music. And from early on we
aimed to produce and present about a third of the proj-
ects in collaboration with other Chicago organizations.
We always wanted to make the institutional resource
of the MCA into a shared platform that attracted and
served a broader public....My sense is that a generation
of artist-run galleries in Chicago, places like Randolph
Street Gallery, N.A.M.E. Gallery, Artemisia Gallery
were very much part of the culture wars. We wanted
to be visible and powerful as organizations—similar
to how individual artists were claiming space for their
diverse identities and visions. That played into the
decision to buy our own building. Other organizations
took an opposite approach, saying, “Screw that. We’re
just going to focus on programming.”...those organiza-
tions lacked viability for the next generation of artists
after the intensity of the culture wars—and that’s why
it made sense to close in the late ‘90s.

Lin Hixson: Randolph Street closed in ’98. And the
same thing was happening all over the country, in
every major city — experimental, artist-run organiza-
tions were closing. Randolph Street brought together a
lot of different forms and people into one space, one
room even. It was a meeting place. After it closed,
things became more distributed in the city.

Karen Reimer: What emerged to pick up some of the
slack after Randolph Street and N.A.M.E. folded were
a group of small galleries known collectively as the
Uncomfortable Spaces: the Ten in One Gallery, Tough
Gallery, Beret International Gallery, and MWMWM
Gallery. They weren’t committee-driven like RSG and
N.A.M.E., but many of the artists from those commit-
tees showed with them. I showed with Beret, run by Ned
Schwartz. They were ostensibly for-profit, but I don’t
think they made much money. The four of them coor-
dinated publicity and openings, and their shows were
important in maintaining a critical art community.

Amanda Williams, Ultrasheen, 2004-2016.

There continue to be small galleries mostly run by art-
ists who are paying for it out of their pockets. But there
are other organizational structures and financial solu-
tions too—-curating collectives and crowd-funding and
stuff like that.

Temporary Services [Brett Bloom and Marc Fischer]:
We started working together after the culture wars of
the ’80s and ’90s, when Republicans stirred up contro-
versies about arts funding as part of an attack on the
country’s broader welfare safety net. This produced
massive cuts to arts spending, for which artists and arts
administrators were ill prepared. Experimental spaces
across the country lost their funding, and many dis-
solved. In Chicago and nationwide, the infrastructure
supporting non-commercial, experimental, and social-
ly engaged art was crumbling. We did not want to make
art for commercial purposes; we wanted to experiment
and push at the boundaries of what art is and what
it could do. We needed to create our own infrastruc-
ture for making work in these ways and sustaining our
community. Around the time, in the late 90s, artists
were becoming increasingly engaged in global politi-
cal contexts like anti-globalization movements. There
was a very healthy, large community of people doing
actions in the streets, organizing massive gatherings.
Groups like Pilot TV, Version Fest, and the Department
of Space and Land Reclamation staged public inter-
ventions and jam-packed discussion and screening
programs to facilitate the kind of radical conversa-
tions that the gallery and museum world would never
accommodate. Chicago became an important center
for making art outside of the gallery system. Mess Hall,
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an experimental cultural center that operated out of
a small storefront in Rogers Park, hosted exhibitions
and events that explored the intersections of art, urban
planning, collective action, food politics, skill-sharing,
alternative economics and much more.

Michelle Grabner: In the winter of 1999, my husband,
Brad Killam, and I began hosting exhibitions in a small
concrete-block (in Oak Park) situated between our
stucco house and our two-car garage....Nearly 20 years
later, the Suburban has hosted more than 350 artists’
exhibitions and projects.

Friesenwall 120 in Cologne, Thomas Solomon’s
Garage in LA, Dogmatic and Bodybuilder & Sports-
man galleries in Chicago, Matt’s Gallery in London,
and Bliss in Pasadena each served as inspirations for
the Suburban. But its grounding and longevity is fos-
tered in a working combination of critical theory and
a conventional family life in the Chicago suburbs....
The Suburban’s marginality and smallness allows it to
have ambiguous edges while staying rooted in the cus-
toms of Chicago’s vicinity. Its Oak Park locality and its
Midwestern regionality reterritorialize and reimagine
art’s official discourses. In a vernacular landscape, the
Suburban has dodged commercial and not-for-profit
exchange, offering instead a range of associations
far removed from the power of predictable cultural
transactions.

Faheem Majeed: I arrived in Chicago 