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- Bl 313 axh it on
in the United States at the Galerie Perrotm in New ydrk
While in town, he met up with an old friend, the Amerlcan
conceptual arti t LAWRENCE WEINER for this mtervuew
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portrait by JEREMY LIEBMAN
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Fiery vears aco European and Amencan arusts came up with the
idea that simply thinking about art could lead to new ways of making it.
'l'h:::,' took art dl:cpcr into the mind than the eyes could pen:uiw.; straight
into the realm of thought. French artist Claude Rutault and American
artist Lawrence Weiner began as abstract painters, then started to make
art delimited by descriptive analogy. Weiner stenciled statements, such
as “To See and Be Seen,” directly onto walls and spaces, using Helvetica
wypefaces. Each conveved physical reladons in mental images about
space, time, and materials. Rutault stayed with painting, bur followed
his “de-finiton/method,” using store-bought canvases on strerchers
— circular, oval, and rectangular, and in various sizes — painted the
same color as the wall, and optionally but traditionally arranged. Strict
as their methods might scem, bath artists are stunningly aesthetic in
their use of space and marterial. Their approach to art is conceived for
the complexities of the Information Age to which we all belong, where
minds are already full of images and memories.

ALEXLS DAHAN — Clande, conld you tell ns when you first beard about Lawrence
Weiner?

CLAUDE RUTAULT — It was toward the end of the '60s or the early "70s,
through the curator René Denizot, at a time when conceptual art was
shown at Yvon Lambert, on the Rue de 'Echaudé in Pasis. It was then
I became interested in his work, especially in his well-known Declaration
of futent (1968):

1. The artist may construct the piece.
2. The piece may be fabricated.
3. The piece need not be built.

Later we would run into each other, but it was because of his Declaration
that | was more interested in Lawrence’s work than that of other con-
ceptual artists.

ALEXIS DAHAN — And Lawrence, when did you first see Claude’s work?
LAWRENCE WEINER — It must have been in "72 or 73, in a conver-
sation with other Parisian artsts like Michel Parmentier and Daniel
Buren. [ remember having seen his work in a litde gallery in the sixth
arrondissement. It was a time when Paris was quite open. Normally
it’s rather closed; each artist hangs out with his or her clique. But in
the carly "70s, perhaps because of the political confusion of that tme,
Paris was ardstically wide open, and 1 learned a lot abour French art.
Claude talks about conceptual art, but for me, at that ume, conceprual
art did not exist. [ was just beginning to ereate my sculptures, with their
possibility of being read and written.

ALEXIS DAHAN — How wanld you compare the art scene in Paris with the
New York scene of that time?

LAWRENCE WEINER — New York was stratified. It’s different. There
were many different kinds of artists, the Abstract Expressionists, etc.
There were different groups, bur they were not closed off to other
practices. Some Abstract Expressionists supported my work.

ALEXIS DAHAN — Cfam’e,. you came fo New York in the late 705 what did you
think of the scene bere?

CLAUDE RUTAULT — 1 had a painting studio at P51, but the art being
made there did not interest me in the least — except for some artists
from the previous generation, like Carl Andre or Donald Judd. And
younger artists such as Allan McCollum. There was a lot of “pattern
painting.” It took over the scene and reminded me of the French scene
and the groups like Support/Surface.

LAWRENGE WEINER Absolutely, and of course Support/Surface
was showing at Leo Castelli. At that tme in New York in the *70s,
it was possible to communicate with other artists. It was a more multi-
lingual situation, while today [ would say it’s monolingual, entirely lim-
ited to English.
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CLAUDE RUTAULT — That openness in Paris you mentioned before —
I experienced it more as a European openness. In Holland, Belgium,
[taly — you could be in touch with a whole circuit of artists that were

leaving painting while still remaining true artists. The peak being in *72,
74 — we actually had a lot of hope.

LAWRENCE WEINER — But it didn’t last, and now everything’s changed.

ALEXIS DAHAN — Lawrence, did you bave a simifar experience?

LAWRENCE WEINER — | began in "64 with a first show using painting
on 36" Streer, in New York. [ was fends with John Chamberlain and
Donald Judd, from the generation before us. Claude, are we the same
age? | was born in 1942,

CLAUDE RUTAULT — And [ was born in 1941,

LAWRE

CE WEINER — S0 we're the same age. Daniel Buren was four
vears older, but we started out ar the same time.

ALEX1S DAHAN — What were your influences, Clande?

CLAUDE RUTAULT — | was very influenced by the events of May '68
in France, and it was only after that that I gave up on images, and then
my approach changed radically in *73. But during this period, Daniel
Buren...

LAWRENCE WEINER — And Robett Barry....

CLAUDE RUTAULT — had gotten started way before that. As if two
completely different trajectories came wogether at a certain moment.

ALEX1S DAHAN — Let'ls talle wore about the particularities of both of your
practices. Lawrence, coudd you tell ns what interests yon the most in Clande's work?
LAWRENCE WEINER — Don't misunderstand me, but there is an arro-
gance in it that [ find interesting, [t means that people have to take the
trouble to enter Claude’s world.

CLAUDE RUTAULT — Yes, there are formal elements, but if you're really
looking o develop an interest in my work, you have to make an effort.
It's not a type of painting that opens itself up directly. Beginning with
the object, you have to also consider the consequences of that object.
And this requires attention and reflection.

ALEX1S DAHAN — A [Jittle like when you want te read philosoply, you bare fo
pay a sort of intellectual tax: to get into it.
CLAUDE RUTAULT — Absolutely. Even | had to wait while | figured out

what | was doing.

LAWRENCE WEINER — Irs the difference between American exis-
tentialism and completely French existentialism. When a Frenchman
gets up in the morning, he knows his own context, his history, his
world. When an American wakes up, all that matters is what he makes.
It's what 1 make, that’s it, that’s all I am. The other existentalist —
and this is why I used the word “arrogance” earlier — he tkes for
granted that there is a world out there that understands Flaubert or
Diderot. I don™ take that for granted in my life. I'm aware of it, but
I don’t take it for granted. And the work | make is placed in such a
context that you don't have to know anything. You don’t have o agree
to anything,

ALEXIS DAHAN — Does this bave something to do with your three rudes?
LAWRENCE WEINER — When I said “You may construct the piece,”
and such and such, it really was all about opening it up to the fact that
anyway vou get it is fine with me. And if I'm careful, 1 make some-
thing that cannort be used for sexist or racist purposes. For Claude, it’s
important how the work is used, which is fine. For Robert Barry, too,
this is important. I personally would prefer that these things be just in
the world, so that I can see what is done to it

ALEXIS DAHAN — [ caumat belp but notice 1his apparent similarity in_your
work: the artwonk exists before it is produced.

LAWRENCE WEINER — But it’s like that for all artists!

CLAUDE RUTAULT — Well, it depends on what “production” means.
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ALEXTS DAHAN — Oy, fefs say malerial production as opposed to single
[formulation or enunciation.

LAWRENGE WEINER — Formulating and enunciating i an object!

E RurAuLT — Lagree with Lawrence.

wiiNER — This is-why it is stupid to say that some forms
of art are *conceprual.” All artists are conceptual!

AUDE RUTAULT — The instant the work is brought 1o our knowl-
edge, it exists, | personally call that a “de-finidon,/method.” The differ-
ence berween us in eyms of the use of exe is thar Lawrence’s ext is
already the work, whereas for me the text is not the work.

LAWRENCE W & — | know

CLAUDE RUTAULT — Bur it is a significant difference. That is why
1 don't think it would be possible to confuse our two wa

of using

rext, Lawrence’s third rule...

LAWRENCE WEINER — “The picce need not be buile”

CLAUDE RUTAULT — Yes. For me the work must be executed. What
I praduce is-a painting. The work may be dictated with the intermedi-
ary of a wext, but thar text is nor yer the work., On the contrary, with
Lawrence, the exe conmins all the possibilites.

LAWRENCE WEINER— For me it's the opposite, The object is foreplay;
the text i the orgasm. That being said, the two practices function in
the same eontext with the same aspirations.

AMLEXIS DAMAN — s this agpiration analaguns to dematerializing the art object?
weinEr — Absoluely not For myself — and 1 think
Lalso speak for Claude — it's not a question of dematerializaton; it is
a question of objectificition.
CLAUDE RUTAULT — Lagree endrely.
LAWRENCE WEINER — With Claude, the objectification takes place
when an object is produced, But | create rexts that are also objects;
itis not the same thing. They are different decisions.

LAWRE

ALEXIS DAHAN — Al right, but there {5 souetheless a difforence of taygibifity
betiween a spoken exit and a merrbie soniptire.

crLAunE RUTAULT — | have often wondered if | should have been
ted just writing the definidons, not actually paindng my paint-
ings, saying, “1t can be done after | die,” something like that. In fact
I thought of that too late — as soon as [ started painting, [ had o
continug,

54

ALEXIS DAHAN — ny regreti?

CLAUDE RUTAULT — I'm not saying | regrer it! | have no idea, In any
case, this question exisis. In additon, whar interests me most is that
starting with the text, people are completely free o execute the paint-
ing, so it escapes me completely, I've never seen more than half of my
own pieces!

ALEXTS DAHAN — Anotber similearily in both your practices is the responsibifity
that is giten to the “receiver” for Lawrence, and to the “charge-luker” for Clasde,
LAWRENCE WEINER — Yes, the work only exists when it comes in con-
wmer with other people. And 1 think this applies ro all are. All art exists
with a receiver, Why shoulda’t Claude use the same words that | use?
He should because he is part of the same society,

CLAUDE RUTAULT — What [ o after is the painting itself, the finished
work. | speak of the “charge-taker,” beciuse without that person
my work does not exist as a painting. It is necessary for thar person,
the “recciver,” to take actions in order for the painting to exist.

ALEXIS DAHAN — e or she s an active receiver,

E RUTAULT — Exactly. 16s 4 problem of activity; and this is what
makes it somewhart difficult because the charge-taker may completely
betray my project, and if that happens it is probably becavse | didn’t
Tay out my ideas elearly enough. The work is completely open. The fact
that the work has no ending is a characteristic we have in common —

LA

ar different levels, because | am more about painting than sculpture.
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ALEXIS DAWAN — How abont you, Lawrence, does the acguiver or the collector
have an active funtion in the works

LAWRENCE WEINER — For me, very simp!-..; when the work i pre-
sented, it enters the world, It just has to be seen by more than one
person. As far as responsibility goes, 1 have a different atdude with
what you call the collector or the persons involving themselves, I'minot
having an affair with them. They don't have to know anything abour
me. Basically, I'm giving value to something, and [ don't think they
assume responsibility for it until the cash arrives in my bank account.
I’'m sorry, bur as far as use, there is no way that a person can own a
work of mine and tell somebody that he or she owns it without saying
whar it is.

/i

ALEXIS DAHAN — S0 the resp is mat in the ry
i its commnication ¢

LAW E WEINER — No, not in its communicaton, rather in its
declaration.

GLAUDE RUTAULT — In some w
1 have eontnued a conversation in which it is not necessary o acmally
e in contact.

LAWRENCE WEINER — In 2014, there is the possibility of having a
work by Claude or a work by me. All in the same context: fabulous!
Claude made a choice: painting, | made a choice: nomenclatare and

of the work bt

!

s, over the years, Lawrence and

sculpture,

ALEXIS DAHAN — Another major difference £ am pointmg ont is bow Lawrenee's
wordk fights up when it is instatied in a public space, whereas your work, Clande,
is mrore focised o the futimacy of a private space.

CLAUDE RUTAULT — Yes, the public space is not my priorty. Lawrence
may accentuate the idea of entering the world. I think Iam moreabout
rrying o feave it. My proposition is about exiting the picrorial conrext.
Getting away from the painting, Going beyond the insignificance of
the monochrome. For me, putting up paintings owside is a spectacle.
Bur I could create posters with my “de-finition/merhod” texts and
have them displayed outside.

LAWRENCE WEINER — Paindng requires rules. Sculprure in the “60s
eacically changed: they abolished the rules. 1 fel that | could work best
when there were no rules beeause | don't depend on art history o dic-
tate my existence. It was a personal choiee, This is why when [ first

met Claude, whenever it was, we spoke as colleagues who had made
different chaoices.

C1AUDE RUTAULT — Exactly.

LAWRENCE WEINER — And thar was considered a normal thing:
twor artists making different choices, [vs the same with Daniel Buren:
he made a choice about what the context of art is, and [ made another
choice. What happens is that all these different choices came together
and built another kind of culture.

ALEX1S DAHAN — Aid what about foday’s cutture?
LAWRENCE WEINER — We have a culture that is nor related to 1960,
bur v does relare to Now:

ALEXES DAHAN — Are you characterizing the cirreat period as one wbere artisls
dler ol wraietaie fiicndly dialogues?

LAWKENCE WEINER — There is no dialogue. The internatonal art cul-
ture that we have now is a sodety. It has ternble people in it It has
peaple in it that are even 100 good.

CLAUDE RUTAULT — S0 now we are talking about politeal problems,

We are dealing with a pulitical moment in art, norin the partisan mean-
ing, more in the economic meaning. There was some kind of gratity
in the actons of Lawrence Weiner with his wowds, or Daniel Buren
with his stripes, but that's all gone now.

ALEXTS DAHAN — Where do_yon place yonrself 7
cLAUDE RUTAULT — | feel doser to someone like Nicle Toroni, as he is

361
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more an “inside” painter than an “ourside” painter. We may summarize
his approach as being the first and the last gesture of painting, at the

S e,

ALEXTS DAMAN — [ fave to ask this, as yon are both now part of art bistary:
any thoughts on today’s art world?
LAWRENCE WEINER — We have a fairly healthy art world

ht now, but

the majority of the art is academic. And the

academy exists by giving

Art is not 2

answers. At the very least it gives solutdons out having

answers; it has to be about asking questons.
CLAUDE RUTAULT — lr is difficult 1o contradict yourself. You can

explain Malevichs return to the figurative by examining the precise

context in which it h.l;‘-;)um‘d. In any case, [ have no intention of put-

ting flowers on my canvases!

END

rop: Lauretce Weiner, Seattered Matter Brought 1o
a Known Density, With the W

+ the materials referred fo, photo conrtesy of Lawrence Weiner

ht of the World, Cusped

langiag
aited Mavian Goodnran Gallery

OPPOSITE PAGE, TOD: Lawrence Weimer, Niter & Brimstone Kepr Apart, 1993,
language + the materials referred to, photo courtesy of Lawrence Waeiner and Marian Goodman Gallery

OPPOSTTE PAGE, BOTTOM: Clande Rutanll, a saturday morning

on the grande jatte or at port-en-bessin, 2010,
painit on caniias, diniensions variable according to the actrilization
(actualization af Galerie Perrotin: 104 '3 X 144 inches

npisible rectanple of 81 X 122 Yo inches) nnigue
lituition Clande Rutawlt, Galerie Perroting New York,
November 2 v1 g — January

aromnd

e of the &
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de-finition /et hod:

kecping searat’s painting “a sunday afternaen on the island of the grande jatte” (1884-1886) in miine

it created aronnd ifsabsence, a frame that could frame it showld it happen Io stap By. Wois frame is actwally
m.l.uf\'r_cﬁi r;,f'.rf/r.u.l’.’ Tee 'fur,fum"w: Sefdeare, round, or oval canveses af yaried 3Es. te arvangement of these canvises

a frame

can
which they're bung. the frame containg o few gaps that alfow the gage to circnlate fram the fnside to the oudsice.

ange from dctialization to actualigation. all the canvases will be painted the same color as the wail on

1 Cllawede Rutawit phatos by Yachin Parbans and conrtesy of
Gualerie Pervofin
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