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T he challenge of the future 

We will begin by talking about a new museum that 
is being developed in Los Angeles, California. The first 
slide is a view of Los Angeles, which is one of the great 
American cities. It's a city of roughly. seven million 
people; it 's a city that has had a diffi.cult and frustrating 
history with regard to the function of a contemporary 
museum. 

The new Museum in Los Angeles is going to open 
in the mid- 198o's, roughly July 1984. The city of Los 
Angeles has an aggressive art community, one that has 
been highly inftuential throughout the world. One of 
the major collectors of California art is an Italian who 
lives in Milan, Dr. Giuseppe Panza di Biumo (TAv. III, 1). 
He is on the Board of Trustees of the Museum of Con
temporary Art. For the Museum, Pontus Houlten has 
built an international Board of Trustees which includes, 
in addition to Dr. Panza, Dominique de Meni!, one of 
the major collectors in the United States; Dr. Peter 
Ludwig, an inftuential collector in Germany ; and Seiji 
Tsutsumi, a noted museum supporter and collector from 
Japan. Pontus wanted to build an international Board 
because we felt it was appropriate for a museum whose 
collection and program are going to be international in 
scope. Primary emphasis will be on new work by living 
artists from throughout the world. We have an active 
artists community in Los Angeles and we will follow 
that activity. We will present it to our Los Angeles 
audience in new and innovative ways. Los Angeles did 
have the Pasadena museum which was dedicateci to con
temporary and modern art. It didn' t survive and has 
become the Norton Simon Museum of Art for an out
standing old master collection. So the Los Angeles com
munity, the West Coast, and I think also the United 
States, is desperately in need of a new museum for con
temporary art. When we talk about contemporary art, 
we're talking about the period roughly from 1940 to the 
present. We want to develop a museum program for 
Los Angeles that is unique, one with a special identity, 
one that's appropriate for Los Angeles. 

The new building for the Museum is being designed 
by Arata Isozaki, an architect from Tokyo (TAv. III, 2). 
He has just begun work on the conceptual design for the 
new structure. It will be wo,ooo square feet of space, 
of which 5o,ooo square feet will be for exhibition -
25,000 for the permanent collection, 25,ooo for tempora
ry exhibitions. The Director of the Museum will be 
Pontus Houlten, who is leaving the Musée National d'Art 
Moderne- Centre Georges Pompidou in Paris. His last 
day in Paris is tomorrow, and he will be coming to Los 
Angeles to be the Director of the new Museum in Sep
tember. I will be the Deputy Director and Chief Cu
rator. 

Pontus and I have talked extensively about the new 
Museum, and what kind of Museum is needed for Los 
Angeles. We feel that the Museum should be a research 
center for the living artist. We feel that the contem
porary living artist working in dose collaboration with 
the staff should be assisted in producing new work. The 
format of the exhibition should be related to the artist's 
work. 

l'm going to outline with slides a series of exhibi
tions and projects which l've organized which I hope 

will give you some indication of the kind of program 
and the kind of approach we're going to be developing 
in Los Angeles. We want to develop an approach to 
the Museum that searched out new solutions for the 
production and presentation of contemporary work. We 
are writing a series of books on the Museum plans which 
we cali playbooks. We've finished the first, and it talks 
about the collection, the exhibition program and per
forming arts, the support program and so on. The first 
project I would like to talk about is a theme exhibi 
tion, ' The Great American Rodeo ' . W e' re going to be 
organizing thematic shows, the first of which relates di
rectly to Los Angeles, such as: ' Automobile and Cul
ture ' and ' Hollywood: The Factory of Style '. ' The 
Great American Rodeo, exhibition relates to Texas 
where I was before coming to Los Angeles. It involved 
the artist in documenting an historic event of the city 
of Fort Worth, Texas. Across a large parking lot from 
the museum in T exas was the Rodeo Arena, and every 
year the life of the city of Fort Worth focused on the 
Rodeo. Every year for ten days over 6oo,ooo people 
carne to this Arena, 6o,ooo people a day to see the Rodeo 
events and they never when into the museum of contem
porary art. So we decided we would commission a series 
of artists working in ali media to document this impor
tant city activity. We commissioned painters, sculptors, 
photographers, video artists and film-makers, to docu
ment the Rodeo. They carne out the year before, and 
compieteci their research work - photographs, drawings, 
tapes. They had one year to produce a piece or series 
of works that recorded some aspect of the Rodeo, which 
we showed the following year at the museum, attracting 
a major part of the audience that was going to the Arena. 
We also took the exhibition on tour with the Rodeo, so 
that when the Rodeo was in Denver, this exhibition was 
at the nearby museum - it followed the tour of the 
Rodeo cowboy. 

What is involved here is the creation of new work. 
It might be for a specific space, or, as in this case, it 
might be based on a specific theme. The museum pro
vides the funds, the space, the materials, and the techni
cal assistance that the artists need to produce the work. 
In Los Angeles we pian to have an aggressive similar 
program. I t will be one aspect of our total program. 
The artist' s involvement will be an integrai part of the 
Museum's program. At this early stage we have two 
artists from Los Angeles who are Trustees at the Mu
seum. I' m told that the first time that this happened 
was at the Metropolitan Museum in 1876. They had 
three Hudson River School artists on their Board. We 
have two, Robert Irwin, who has shown extensively in 
Europe, and Sam Francis, who is another Southern Cali
fornia artist with a major reputation in Europe. 

This is the construction of one of the pieces designed 
by Red Grooms, a New York artist. He works in a 
expressionistic figurative idiom, and he was commissio
ned to do a piece entitled, Rukus Rodeo for the Rodeo 
exhibition. There were 15 artists in the exhibition. Red 
Grooms worked on this piece for one year. He reconstruc
ted the complete Rodeo Arena. Inside the Arena, he re
createci the five major events of the Rodeo. The ftoor 
of the Arena is made out of burlap which is stuffed 
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with foam rubber, so that as you walk through the piece 
you get the sensation that you' re walking on dirt. He 
painted the people in the bleachers. The exhibition 
attracted a tremendous crowd from Fort Worth. 

This large-scale work was produced by Robert Raus
chenberg, who was born in Texas. It is called 'Rodeo 
Palace ' and it 's one of the first of a new Spread series 
(TAv. IV, 3) . He feels that this piece is critica! to the 
work he's clone in the late '7o's and early '8o's. 

We also comrnissioned photographers to document 
the event, including Garry Winogrand who took approxi
mately r ,ooo photographs in two weeks of the Rodeo. 
We showed a selection of the photographs documenting 
the Rodeo, and these photographs bave recently been 
published in a book by the University of Texas Press. 
We also documented the Rodeo with video tape. 

This is a piece which we did in a vacant exterior 
space adjacent to the museum. We're going to be doing 
similar projects in Los Angeles, reaching outside the 
museum walls for a wider and broader audience for the 
museum. This project was clone by two artists from 
Oklahoma and they considered it to be the world's largest 
belt buckle. The cattle fences were shaped to follow the 
form of the state of Texas and it encloses live longhorn 
Texas cattle. When you dea! with museum registrars 
and you bave to ship live cattle and take care of them, 
it causes very special problems. 

What you saw was roughly five projects of 15 that 
we did for the exhibition. We even commissioned Red 
Grooms to do the cover of the catalogue for the exhibi
tion. This idea of involving artists also in the design 
and production of their catalogues. 

Another artist who we bave worked with was Dan 
Flavin. The idea for this show was to turn the com
plete inside of the museum over to one artist for an 
exhibition. He could work in the hallways, the office, the 
entrance to the museum and the gallery spaces. He used 
a standard circular fiouorescent light fixture (TAv. IV, 4). 

This is another project by Stephen Antonakos that 
utilized the exterior walls of the Fort Worth Museum 
as exhibition surfaces. J ust as you view an exhibition 
installed o n the gallery walls by walking aro un d an in
terior space, we comrnissioned an artist to do a series of 
works that related to the exterior architecture and you 
walk around the outside of the museum to see the ex
hibition. The artist is currently working on other large
scale neon projects (TAv. V, 5). 

One of the reasons that we selected Arata Isozaki 
as an architect for the Museum was that we needed a 
museum that had great fiexibility. 

If we select an artist to do a project at the Museum, 
we should never bave to say no to bis needs. W e want 
a building where we can change doorways, or where we 
can install works of art on the exterior of the building. 

This is the back of the museum and with a 
neon work that relates to the curvature of the theatre 
backstage. 

This installation was clone by Curator Julie Brown 
for the Hudson River Museum in New York. It in
volved an artist, Richard Serra, who was commissioned 
to do a gigantic piece for a specific interim space. He 
is planning a series of such actual bridges. The ex
perimentation and the research that Richard Serra was 
able to do with this piece within the museum could pos
sibly lead to a whole new body of work for the artist. 
This steel plate, which weighs approximately 40 tons, is 
one of the two steel plates that had to be brought into 
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the museum for the exhibition. One steel plate is being 
lowered in this slide to the lower leve! of a two-story 
gallery space. Its placement involved a gantry crane, 
fork lift vehicles and steel riggers. A second plate was 
placed above, that's an open well that you see to the left. 

The artist feels that it would bave been extremely 
difficult to do this piece without the museum's assistance. 
Another thing we did in New York, and which we're 
going to attempt to do in Los Angeles, is to utilize the 
museum spaces of other museums throughout the United 
States and Europe. An exhibition of the work of a 
major California artist, John Mason, is an example of 
this procedure. The exhibition was curateci by Catherine 
Conn. John Mason, on a tour of the United States, 
studied the spaces of museums. He selected six spaces 
for which be wanted to design new works. We made 
arrangements with these museums. The plan was that 
the exhibition in six different cities would open over a 
short period of time. This is the installation in process 
at the Minneapolis Institute of the Arts in Minnesota. 
The materia! the artist used is common firebrick which 
was donateci from brick companies in each city. He 
had two weeks to do the first installation, then be would 
get on an airplane to the next museum and do another 
installation within the next two week period. The ex
hibitions lasted roughly twelve weeks and be had six 
large-scale pieces on exhibition simultaneously at six dif
ferent museums, utilizing six different spaces. This is 
San Francisco. This is Des Moines where John De
metrion is the Director. This is the Corcoran Gallery 
of Art in Washington D.C. At each museum be did 
between one and ten pieces - it depended on the spaces 
that be found interesting. But all of these installations 
commissioned by the Hudson River Museum utilized 
the spaces of other museums throughout the United 
States. 

We're also going to be commissioning architects and 
designers to do projects for the new Los Angeles Mu
seum. This is a project that uses an innovative architec
ture firm in New York, Hardy, Holzmann & Pfeiffer, 
did for The Hudson River Museum. The museum was 
located in a ghetto situation near the Bronx in the lower 
section of New York. The street on which this building 
(which was a large food store) was situated ran adjacent 
to The Hudson River Museum. The store had been 
burned out in a riot and it was partially destroyed. So 
we commissioned the architects to design a community 
activity center. The reason we did the project is that 
we found that if the museum did not do something 
about changing its immediate neighborhood, the museum 
would go out of business like the corner store. In Los 
Angeles, we bave a similar situation, where the Museum 
is going to be constructed downtown. We feel that we 
can commission architects (the Museum again being the 
sponsor) bringing the public in contact with creative 
people, to possibly focus on neighborhood design pro
blems and opportunities. 

We've commissioned dance performances, and we're 
going to continue this in California - as opposed to just 
presenting the work of contemporary dances, contempor
ary musicians - we're going work with artists to com
mission new work in the areas of painting, sculpture, 
graphics, photography, film, dance, music, theater, design 
and architecture. 

These are examples of the graphics designed by 
Massimo Vignelli. In Texas the plan was to commis
sion a different graphic designer to do the complete 
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I - BIUMO (VARESE), UN'OPERA DI DAN FLAVIN 
AMBIENTATA DALL'ARTISTA NELLA CASA DEL CONTE PANZA DI BIUMO 

2 - OITA (GIAPPONE), FUJIMI COUNTRY CLUB HOUSE - PROGETTO DI ARATA ISOZAKI, 1972-1974 
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TAv. IV 

3- LOS ANGELES, RODEO PALACE- THE GREAT AMERICAN RODEO- PROGETTO DI ROBERT RAUSCHENBERG 

4- FORT WORTH, FORT WORTH ART MUSEUM- UN'OPERA DI DAN FLAVIN, 1976 
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5 - FORT WORTH, FORT WORTH ART MUSEUM - PROGETTO DI STEPHEN ANTONAKOS, 1974: ESTERNO 

6 - WASHINGTON, BOOK STORE DEL HUDSON RIVER MUSEUM1 ISPIRATO AL MENDOZA'S BOOK STORE DI NEW YORK 
PROGETTO DI RED GROOMS : INTERNO 
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graphic look for the museum each year. Each year a 
different graphic designer will redesign the lago of the 
museum, the letterhead of the museum, the calendars 
and the posters. And we put what he does into the 
permanent collection of the museum. The idea is that 
if the Museum of Modern Art beginning in 1929 had 
commissioned graphic designers to do the graphics each 
year and put one of everything they had dane into the 
permanent collection, they would now have an impor
tant index of graphic design in the Twentieth Century 
as a part of their collection. 

For the permanent collection, we will search for 
new ways of building the permanent collection through 
commissioned work. In California we are going to ex
plore that possibility, and we're going to explore the 
possibility of acquiring project concepts of environmental 
works by artists from California. One of the charac
teristics of contemporary art in California is its stress 
on environmental installations. One of the people who 
have set the primary example for this kind of museum 
function, that is, working with artists to do new work 
for specific spaces, has been Mr. Giuseppe Panza di 
Biumo. His activity has had a major infiuence on con
temporary museums in the United States, of which Los 
Angeles will be one of the new ones. 

This is a project that we did at The Hudson River 
Museum when we commissioned an artist, Red Grooms, 
to do the bookstore for the museum. The idea was that 
we wanted to have a unique bookstore and to improve 
the contemporary collection of the museum. We did not 
want to acquire works for the contemporary collection 
that needed to be put in storage because such space was 
limited. So we developed the idea of commissioning 
artists to do works in spaces that aren't used for tempor
ary exhibitions and that do not require exhibition storage 
space. One of the first projects was to commission Red 
Grooms to do the bookstore and we accessioned the 
bookstore into the permanent collection of the museum 
(TAv. V, 6). It's the only museum that has its bookstore 
in its permanent collection. We've also dane this with 
other works, exterior lighting for the museum, which 
was a project by Dan Flavin. This is one of the en
trances into the bookstore which is based upon the 
front façade of the J.P. Morgan Library in New York 
City. Red Grooms is impressed by the classica! charac
ter of the library façade. This is the second entrance 
into the bookstore, which is based on an existing 
bookstore, Mendoza' s, located in Greenwich Village in 
New York City. It is widely rumored that J.P. Morgan 
bought some of the first books for his collection at this 
bo0kstore. This is the interior of the bookstore, and 
it's modelled partially after one of the rooms of the 
J.P. Morgan Library. 

In California we expect to commission artists to do 
new works for the collection. ., 

The educational system that the new Museum is 
going to develop in Los Angeles is one which uses the 

public media. We expect to make extensive use of the 
radio, television, newspapers and magazines in Los Ange
les. The idea being that the public media which already 
exists today reaches an extremely large audience. The 
Las Angeles Times newspaper reaches aver a million and 
a half people every day. It is delivered every day, it's 
delivered on time, and people are comfortable reading 
the newspaper every day. We tested this idea in Texas, 
where we did a series of newspaper-catalogues, for which 
we commissioned writers, curators and art historians to 
write on exhibitions and the collection for the generai 
public. It's quality information and it's published as one 
full page of the newspaper the first Sunday of every 
month. Accompanying these essays are a biography of 
the artist, a biography of the writer and a line that says, 
" please tear this newspaper-catalogue out of the news
paper and bring it with you to the Museum of Con
temporary Art and compare the writer's ideas to the 
originai works of art , . W e fin d that the public does 
respond, the public does read it, and at the end of the 
year, we published ali these catalogues, plus transcripts 
from lectures and installation photographs in a hard
bound volume for museum members and libraries 
throughout the United States. But the idea is that 
we' re going to use the media as our classroom, so to 
speak - our means of reaching the generai public with 
quality information. Another way of doing this is to 
use radio, something we experimented with in New York 
city. This is the lecture series we did in New York, 
and it featured such people as Germaine Greer, Thomas 
Hoving and Edward Larrabee Barnes. Each lecture was 
at an auditorium with a live audience of roughly a thous
and people. W e also broadcast the lecture li ve aver 
regional radio and we reached another additional ten 
thousand people with this same information. 

If we go to the trouble of commissioning artists to 
do origina! works, if we go to the trouble of building 
this Museum and developing a program for it, the Mu
seum should not be the best keptsecret in Los Angeles. 
We feel that accessibility is an important theme of the 
'8o's. The Museum has a responsibility to reach out 
with the information, never sacrificing quality, to give 
that information to the public with systems and means 
that they're comfortable with. 

We're looking for new solutions to museum problems 
and Pontus Houlten, J ulie Brown an d I ha ve been holding 
discussions in Europe and Los Angeles and we'll be doing 
it again next week in Germany on how we can develop 
a new plan for this Museum. How we can relate this 
Museum, which deals with contemporary art, to the work 
of contemporary artists. W e find that a museum can 
learn a tremendous amount from the artist. W e also 
feel that commissioning new work by artists is a con
servative approach. It's not radica!. What we're doing 
is extending tradition. We help the artist develop new 
projects and it's something a contemporary museum must 
do in the '8o's. 

SERGIO RoMANO : Il signor Koschalek ci ha trasportato in un viaggio verso il futuro. Forse avrebbe dovuto dirci di allacciare le 
cinture perché qualcuno di noi probabilmente non ha ancora superato il momento di vertigine che ha provato ascoltandolo, ma gli siamo 
molto grati di questa esposizione. Soprattutto gli siamo grati di averci descritto un museo che in modo così intelligente riesce a mo
bilitare il talento e gli interessi della comunità internazionale : un grande collezionista italiano, un direttore svedese, un architetto 
giapponese. Ci ha colpiti inoltre la sua capacità di inserirsi nella realtà locale della città di Las Angeles e della California sfrut
tandone miti, storia, leggende, inclinazioni, mettendosi al servizio della comunità e trasportando allo stesso tempo una comunità intera 
verso gli obiettivi che gli sono propri. 
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