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2 3From 1971 - 1981, I explored the possibilities for a cube shape to have form in nature.
The following is a story of my ten-year odyssey.

In 1971, several years before I began my exploration of a cube, 
I became fascinated by making a three dimensional cube shape from 
a flat two dimensional wedge shape. So, I began to make two dimensional prints 
that became three dimensional when bent at a 90 degree angle.
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6 7I loved the transformative experience of turning a flat triangular image into a
cube which appeared three dimensional by bending the print at a 90 degree angle.

I then made several images that were meant to be seen in three dimensions as corner prints. 
It is only now that I connect this initial exploration with the story I am about to tell.
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It is difficult to understand how a simple attraction for a glass dish 
in a Japanese restaurant could have led to the philosophical construct 

for the democratization of art at any historic moment. 

But it did.
 

The following is the story.

We had ordered sushi at a Japanese restaurant in the San Fernando Valley. 
I was in my early 30’s and had just started graduate school at UCLA. 
Pickled ginger came in a glass dish and once we had finished the ginger 
I realized that I loved looking at the little glass container. It was more 
finely articulated than most dishes and, for some unexplainable reason, 
I wanted that dish. 
So, I stole it. 
Later, reflecting back on this moment, I realized that 
I had never stolen anything up until that point in my life. 
However, at that moment I really wanted that dish
and the other dish like it on the table.

So, I took them both home. 
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Later, when I was telling this story to a colleague, trying to understand 
my impulse to take the dish when I had no use for it, she said that the 
philosopher Johan Huizinga had said:

    “Let my playing be my learning, and my learning be my playing.”

This dish became the basis for an eight-year all-consuming adventure.
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One day when I was looking for a photographic project, 

I decided to take the cube dish into the darkroom and make photograms using it. 
During that first session I made 28 5”x7” photograms. 
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The next day I looked at the images I had made the day before and decided to make 
a few duplicates for friends. However, when I went into the darkroom I found that, 

not only could I not make any images that I had already made, but that I discovered 
new images that I could not imagine. 

So, periodically I returned to the darkroom with this dish and made more photograms.

During this process I found that my mind likes to discover new images. 
So each time I went into the darkroom 
it was as an adventurer allowing the natural flow of my intuition 
to guide me as I worked. 

I had never before followed my own process of mind as I did while doing this work.
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Working in this way gives me the courage to not know, 
and that is its own reward regardless of the results. 

If I have the courage of not knowing where a project is going 
and the passionate curiosity to pursue it, 

I discover new ideas 
that I never imagined possible.

Curiosity supersedes my fear of failure.
So, I let go of being afraid to fail. 

If I stay present and continue to experiment, 
 I never fail.

Eventually, I make sense of what I am doing, 
even if I have to invent a new paradigm 
to contain my explorations.
In fact, this very struggle to find a new structure
is the vehicle for change in nature itself. The new structure
represents both my growth and growth in nature.
I began to feel that nature propels itself in this way, through 
passionate curiosity, and that if I learn to listen to 
my inner voice,  I discover far more 
than I ever imagined possible.
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36 37Ultimately, I made hundreds of unique photograms which I eventually organized 
as I imagined visual music onto an 8’ x 20’ wall. 
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the blue color of the emulsion made the images look ethereal, I found that I only needed 
to show four basic aspects of the glass dish. There was no need to make hundreds 
of images, as I had done using black and white photo paper. 

Before this project I had been working with cyanotype emulsion and so 
it occurred to me to make cyanotype photograms of the glass dish. 

However, because I had to coat each piece of paper separately and because 
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black and white photograms, This machine scanned for blue, magenta and yellow 
separately. I moved the black and white photogram after each pass of the Xerox 
machine and in this way added color to them according to the 
technological logic of this system.

As I continued to manifest the glass dish using different technologies, 
each technology seemed to have its own inherent character 

that determined the images I made.
For instance, I used a color Xerox machine to add color to the 



46 47



48 49

At that time computers were the size of rooms and many of the systems at 
USC used a card punch method for making images using a histogram to generate 
several alternative outputs of the same original image. At first I simply silk screened 
images using process colors for each overlay to maximize the color possibilities. 

I then took two of the black and white images to the USC School of Engineering 
Image Processing Laboratory. I had studied computer graphics with John Whitney Sr. 

at UCLA. The course consisted of weekly visits to graphics and computer facilities 
in the Los Angeles area to learn about their use of cutting edge technologies. 

Later, in 1976, I returned to USC Image Processing Laboratory, and talked a technician 
into digitizing one of my images so that I could silk screen it. I returned with the print 
and showed it to the head of the department who loved the idea of artistic explorations 

in that digital lab. He gave me the right to return to the facility whenever I wanted 
and assigned a graduate student to help me work with the technology.
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Using a punch card computer I was able to successively squash 
Leonardo’s Vetruvian Man, 

my commentary on the logical end of quantifying nature  
which his 15th century drawing symbolized. 
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I then photographed the color permutations of the digitized dish from 
the computer screen.  Ultimately, I projected these images into a Xerox machine 
and created a matrix of color computer generated images to show a spectrum 
of image and color variety possible using the computer. The matrix seemed 
the most appropriate form in which to illustrate 
digital color and form possibilities. 

Ultimately, I made a five-minute color sound film of these digital permutations entitled 
“Intuition” to honor Joseph Beuys whose work introduced me to 
the importance of acknowledging my deeper intuitive voice.

Then, we digitized two black and white cube photograms on a drum scanner.  
I selected several panels of vertical stripes of colors of varying widths. 

These colors were then assigned numeric values from 1 – 256, 
the number of shades of grey possible in this system. 

We were able to watch a kaleidoscope of color permutate 
through the grey levels of the digitized cube on the computer screen. 

As I watched these permutations I felt that I was in touch with my own 
intuitive mental processes.  I was amazed to find this experience in such 

a high tech environment in which everything seemed so counter-intuitive.
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The sound track was an original composition 
of water dripping, splashing, pouring, scored to be in sync with 

the visual sections of the film. The audio was slowed down two speeds and thus 
sounded like an original drum composition. At this time, during the mid 1970s, 

very few people had made computer generated films 
and such work had never been done at the USC Image Processing Lab. 

I could not find a camera at UCLA which had a lens with enough light collecting ability 
to film a computer screen. We tried filming from the computer monitor many times 

without success. Finally, we found a lens in the Department of Cinematography 
at UCLA which had one more F-stop of light than the others, but no eye piece. 

So we had to shoot the film blind.
 

I was lucky enough to find a film student, Jo Carson, who shot 
the film. She brought a prism to USC and was able to focus the camera using it. 

Once we closed the camera we shot the film blind. 
It was only when we got the film back from the lab that we rejoiced 

to find that the images were clear and perfectly exposed. 
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While using the computers at USC I saw a technology, Xeroradiography, 
commercially known as mammography, which is used to diagnose breast cancer. 

It is an X-ray technology that reveals 
delicate tissue density and internal structure of natural and human made things.  

Ultimately, I X-rayed the glass dish using this technology at the 
Xerox Medical Research Laboratory in Pasadena, California.
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Each technology I used had its own unique character and appropriate manifestation of 
representation: I filled a wall with hundreds of black and white photograms. On another 
wall were four cyanotypes of iconic aspects of the dish, a matrix of nine computer 
generated color images, several color Xeroxes of the black and white images and several 
Xeroradiographs of the glass dish. When I showed this work at Los Angeles Municipal 
Gallery Barnsdall Park I also projected my film “Intuition” on one of the walls. 

The gallery director, Josine Starrels, asked me to write a statement 
to accompany my exhibition. I had no idea why I had done this body of work.
However, as I attempted to write, I realized that something larger than an investigation of 
the cube had been revealed,  and that, in fact, this body of work embodied 
the abstract construct for the democratization of art at any historic moment. 

I experimented with the cube intermittently from 1974 - 1978. 
I didn’t know why it was so interesting to me except that I was in love with 

the idea that the simplest of things can have infinite form in nature. 
I didn’t believe that I had revealed all of the forms the glass dish was capable of, 

but what I made suggested infinite possibilities. This idea of 
infinite possibilities filled me with a sense of awe. 

However, at that time I could not explain my passion. 
I had no idea where I was going with this investigation 

or that it would amount to anything at all. 
My mentor Robert Heinecken couldn’t figure out what I was doing either, 

but he left me alone to do it since I was so passionately involved with it.
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If I change the language to:

Artness, the idea of art at any historic moment 
Plus mind, meaning cultural mind 
Plus the technologies available to or selected by each artist,
 
I then have a democratic model for creativity at any historic moment. 

In this construct by ‘cultural mind’ I mean art produced by Black, Asian, Latino and 
White artists in the Los Angeles area. Art history, especially as it was configured before 
the 1980s, was pyramidal in structure, with no places for a spectrum of artistic direc-
tions to be exhibited by the multicultural community. In Los Angeles, which is so 
culturally diverse, this pyramidal structure, especially in the late 1970s, meant that for 
the most part, mainly white artists exhibited their work. For instance, at that time very 
few venues showed work from the non-white artistic community of Los Angeles and 
most of those spaces were community or alternative art galleries. 

The construct is as follows:
 

Cubeness, my idea of the cube, 
Plus my mind

Plus the technologies I use, 
 

resulted in the series of works that I made.
 

Some other mind would have produced a different body of work. 
Each series was technology driven and assembled to reflect 

the incarnation of cubeness as manifested by that technology. 
For instance, I exhibited hundreds of black and white photograms 

because of the nuanced differences between them, four cyanotypes 
reflecting the iconic nature of the cube, a matrix of nine computer generated 

images, three color Xeroxed images and two Xeroradiographs to reflect 
 the manifestation of the cube in each discipline.
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To imagine this structure required that I used my background in social science 
research. I had worked as a researcher for The Joint Legislative Committee on 
Tidelands, a California State legislative committee, in the mid 1960s. 
I had also been a consumer analyst for two toy companies in the late 1960s and 
in the mid 1970s put myself through graduate school doing social science research 
for a company in the San Fernando Valley. I never imagined that this background 
would give me the tools to develop a project in the art world.

In 1979, the City of Los Angeles put out a call for proposals for exhibitions 
to take place during its bicentennial in 1981. My proposal was accepted for an 

exhibition entitled “Multicultural Focus,” a cross-cultural exhibition of photography, 
to take place at Los Angeles Municipal Gallery Barnsdall Park. 

I decentralized the curatorial function by inviting three curators from 
the four main cultural groups in Los Angeles, Black, Asian, Latino and White, 

or twelve curators total, to curate the show and spent a year going into 
diverse neighborhoods and cultural centers in Los Angeles to locate 

non-white photographers to submit portfolios.
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I was unprepared for the hostility I found in non-white communities because there 
were few opportunities for artists to exhibit. Artists were very protective of 
opportunities for their own work. Some resented a white person coming into their 
community to generate interest in a show curated by people from outside. 
I tried to defuse their concerns by discussing the decentralized multicultural 
composition of the twelve curators selecting work for this show. 

While going into non-white communities researching artists to 
submit portfolios, I discovered many unexpected things. 

In the late 1970s there were few venues for non-white artists: Brockman Gallery, 
Gallery 32, Studio Watts Workshop, William Grant Still 

Community Arts Center, Brockman Gallery Productions and the 
Gallery Tanner. However, most of these venues did not have great visibility. 
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The exhibition, which opened in January of 1981, was a blockbuster. 
It was the first time that many of these artists had an opportunity to exhibit 
their work. They invited family and friends to the opening, which resulted 
in an overflow crowd. Many artists have gone on to become very well known.

Josine Starrels, the gallery director, decided to place black and white work in one 
section and color work in the other section of the gallery. This meant that works 
predominantly by Whites and Asian artists were in one area and works by 
predominantly Blacks and Latinos were in another are of the gallery. 

The Curators: 

Ed Bereal • Darryl Curran • Judy Fiskin • Anthony Henandez 
Ulysses Jenkins • Duane Kubo • Edward Den Lau • Judy Miranda • Susan Rankaitas 

Joseph G. Uribe • Joan Watanabe • Roderick Young
 

The Artists: 

Ardon Alger • Don Anton • Stephen Axelrad • Stephen L. Berens • Ron Bernal  
Carroll Parrott Blue • M.L. Boyd • Gillian Brown • Elizabeth Bryant • Dennis Callwood   

Aldo Davanzo • Gil Garner • Todd Gray • Wayne Kuwada • Robin Lasser • Diana Lyn  
Daniel Martinez • W.R. Middlebrook • Patrick Nagatani • Robert Redding  

Peter Reiss • Joan Salinger • Rumio Sato • Rick Tejada-Flores • Robin Valle
Dan Vandivier • Nancy Webber • Carrie Mae Weems • Linda Wolf 

Mihoko Yamagata • Bruce Yonemoto    
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Wayne Kuwada, “In Hollywood It Has To be At Least 8” x 10,” 1979        Mixed Media, 30” x 40”

What emerged in terms of content was unpredicted. At that time I hesitated to 
catagorize the work since I didn’t want to unfairly simplify potential meaning. 
However, after thirty years, I think that some of my reflections can be shared. 

All of the Asian artists included were of Japanese heritage and most of them were 
doing work about the tension they felt being both Asian and American, reflecting 

their struggle with transnational issues. 

For instance, Wayne Kuwada made images 
of himself as John Wayne. When I asked him about this, he said that his parents 

had been interned in Manzinar during WWII. When they were released his 
parents wanted to adopt American culture as much as possible. So they named 

Wayne after John Wayne and their other son Gary after Gary Cooper.
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Bruce Yonemoto, “Califuji Style,” 1978     Diazo Print, 14 1/2” x 33”

Bruce Yonomoto was sensitive to the impact that the Japanese have had on gardens 
and architecture in Southern California. He photographed architecture and 

landscapes with Japanese motifs and made two prints of each shot, one untouched 
and the second with the Japanese influence painted out to remind us of Japanese 

contributions. In the “Califuji Style” image he shows us a Southern California 
shag roof made in the shape of Mt. Fuji, a recognized architectural style. 
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Mihoko Yamagata, from “Diary Series,” 1980
Cibachrome, 9 3/4” x 6 1/2”

Mihoko Yamagata photographed herself dressed in traditional Japanese 
kimonos with symbols of western women to address her inability to 

identify with either Japanese or American images of women. In the 1980s 
I found that almost without exception my female Japanese photography 

students were grappling with transnational issues in their artwork.
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Carrie Weems, Untitled, 1980                                                                              Silver Print, 5” x 7”

Many Black artists dealt with the universality of the human condition. 
When I asked Carrie Weems why she included a photograph of a woman standing 

in her driveway holding a loaf of bread, she said that it was because 
bread is the universal symbol for the staff of life. Carrie also included an image of 

a Native American family, further extending the cultural content of the show. 
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Carroll Parrott Blue, “March 8, 1980/Family Portrait, 1980  Silver print, 5 3/34” x 8 1/2”
(single image from  a wall installation of silver prints and color Xerox collage, 2’ x 12’)

Carroll Parrott Blue exhibited a sequence of 
the birth of a child, an experience

common to all people. 



84 85

Gil Garner, “America,” 1980                   Silver Print 10 1/2” x 8”

Gil Gardner, Dennis Callwood, Diana Lyn and Linda Wolf shot 
photographs of people and places in various communities. 

When I asked Gil why he worked in the medium 
of black and white, he said that although he had learned to do work 

in color at school, he preferred to work in black and white.
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Diana Lyn, Untitled, 1980                                                                               Silver Print, 5 1/2” x 8”

Dennis Callwood, “Life Is Transparent No. 5,” 1980
Silver Print, 8 3/4” x 6”
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Linda Wolf, “Bus Bench Mural Project,” 1980                                                Silver Print, 24” x 84”

The exhibition included concrete bus benches whice became the frame 
for the wide angle images of Linda Wolf. 
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Daniel Martinez, “Beauty Pagent,” 1980                                                     Silver Print 15” x 22”

Daniel Martinez exhibited photographs shot at a beauty contest 
which reflect how this event was viewed by a Latino male.
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Rick Tejada-Flores, “350 Miles From Los Angeles: Lettuce Thinning,” 1973
Silver Print 6” x 9”

Rick Tejada-Flores depicted farmworkers in California.
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Gillian Brown, “The Birthday Party,” 1980                                          Photo Installation, 5’ x 5’ x 8’

The work in the exhibition also reflected a spectrum of conceptual directions. 
Gillian Brown created a photo installation demonstrating the difference 

between two and three dimensional space included in a photographic image.  
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Stephen Axelrad, “My Body Grade School Exercises,”        1978-79
Cibachrome, 11” x 8 1/2”

Stephen Axelrad juxtaposed a page from his childhood primer 
instructing ways to identify hands 

with an image of his own hand transgressed by 
              a painted circle and X.
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Don Anton made a surrealist image of a dark male nude body 
in a parched earth landscape.  Arden Alger included an image 
of himself performing nude juxtaposed to electricity transmission. 
And, Willie Middlebrook included a nude self-potrait behind 
a woman’s body.  

Male identity was also explored by many artists and reflected a great range 
of approaches by people in the Black, Latino and White cultures. 

The following works share the feature of male nudity. 
The work of Elizabeth Bryant depicted vulnerable aspects 

of maleness by photographing men naked in the landscape. 
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Don Anton, “The Tide,” n.d.                                                       Silver Print, 9” x 9”

Elizabeth Bryant, Untitled, 1980                           Silver Print/Photogram/Mixed Media, 14” x18”
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Willie Middlebrook, Untitled, 1980   
Silver Print 8 1/2: x 5 1/2”

Arden Alger, Untitled, 19788-79                                                               Silver Print, 12 1/2” x 18”
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Stephen L. Behrens, “Fairchild Gardens, Florida No. 5” 1980
Type C color print with drawing, 30” x 40”

Artists from all cultures did some form of fantasy abstraction.
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Patrick Nagatani, “L.A. Bicentennial Piece,” 1980 
Cibachrome prints with hand altered surfaces and scullpted wires
60” x 47”

Todd Gray, “Desert Landscape No. 6,” 1979                                      Cibachrome, 8 1/2” x 12 1/4”
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Robin Lasser, “Those Left Behind No. 2,” 1979                                Toned Silver Print, 16” x 20”Robin Valle, “La La La,” 1980                                                                         Cibachrome, 9” x 13”
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Aldo Davanzo,  “Translucencies Series 9E,” 1980
Silver Print 13” x 10”

Aldo Davanzo constructed abstract images made of found detritus
which he meticulously photographed in his studio.
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This added to my understanding of how a tiny $250 grant 
for glass determined whether an institution could exhibit photos or not. 
The resources just weren’t there. 
I began to understand how fragile the art system was 
and that a little grant could make the difference between
whether photography was exhibited or not.

In addition to the show at Los Angeles Municipal Gallery I wrote a grant 
to the Cultural Affairs Department of the City of Los Angeles to have a satellite 

exhibition at Watts Towers Art Center. I had initially approached John Outerbridge, 
director of the Art Center, about exhibiting photographs from the Barnsdall show 

there and discovered that photographs were not exhibited there 
because they didn’t have glass to cover them.
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The exhibition made visible the broad base 
of work being done by artists from diverse backgrounds in the
Los Angeles area at that historic moment. By making these
diverse statements visible the exhibition gave voice to the spectrum 
and complexity of concerns of individuals and cultural groups 
normally not seen and usually forgotten by history.

  
The experience of following my own intuitive curiosity 

required conquering terror in the middle of the night
when nothing seemed to be working out. 

This experience was like unleashing a tiger and 
then hanging onto its tail for dear life. 

Having had this marvelous and terrifying experience, 
I will never settle for anything less in my life. 
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