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Because my soclal circle is
undoubtedly and deeply
) populated with those
Disiids B ' knuckledragging, chauvinistic
types otherwise known as
musicians - yes, I'm

et course for wayward schemes, 2008 incriminating my own kind in

this post, and yeah, I'm

willng to take the late-night, post-gig heat from my simian brethren this time
around to prove a bright, shiny, wildly entertaining point - every so often,
conversation heads toward the thin herd of badass women i rock and roll, and
how there's a small cadre that al dudes In the game seem to gravitate toward
holding dear:. And 50 no audiophilc trvia geeks go into a fit of them dastardly
delirum tremens, i’ in no particular order, just offthe top of the noggin'.

o ]

Chrissie Hynde and Patti Smith always weigh in heavy. Thereafter, its scattered
with mentions of Joan Jett , Ann and Nancy Wilson from Heart , and Debbie Harry ,
with the conversation trailing off at (maybe) Grace Slick and Pat Benatar, and if
You go more contemporary, Ani DiFranco and P) Harvey get mentioned, t0o...as
women that possess a certain kind of middle-finger swagger that guys who play
music for a living perceive as authentic, legit. I ain't saying it's right, I'm just
saying itis...

(And for the record, even though it's blurring a genre line in the argument, T
always include Dolly Parton in the above discussion.)

I can tell you how this ends, 2007

And the other mention that's always intrigued me quite 2 bit is Janis Joplin . She's
the one in rock and roll that all the male sidemen I know love, even If they can't
stand her overwrought, occasionally manic approach to soul singing. Hell, I'm
occasionally one of those guys, depending on my mood. But there's a story that
was shared with me years ago about her that has allowed me and so many others
that have heard it to understand her spirit as an important fixture for both women
and men in contemporary music in popular culture.

As it was told to me, Janis had her picture taken on several occasions by some.
fancy pants magazine when she was on the road. And inevitably, there were many
snapshots post-show, when the crowd was no longer there and all the liquor had
been consumed, when she felt especially isolated and lonely, with a kind of depth
that not many folks understand. Amidst the prepared, controlled shoots, there
were candid moments of profound sadness caught by the lenses of the
photographers. Somewhere along the line, Janis’ management saw these photos
and attempted to stop the printing of the less flattering ones.

Janis’ response was Fuck that, people should see all of it. On some days, she just
felt Really Shitty. And on other days, she was Drunk and Pissed, maybe Lonely. At
a time before our culture reveled in this bizarre sense of digital voyeurism - as a
matter of course, technology available to the public today was a consideration of
science fictioners back then - that seems almost necessary for figures of popular
culture to maintain for the sake of market position, Janis' attitude strikes me as
beautiful defiance. So willing to bare herself on so many levels truthfully, with the
added weight of being a female performer during that period of time, showing the
world her low points was a level of transparency that has always moved the shit
out of me, If you'll pardon my lack of articulation.

What I'm getting at is the nature of transparency in the context of this modern
world we got in our slippery little paws here. Culturally, we've become so damn
drunk on the amount of given information we can consume online in our waking
hours there's this new form of theater (its most popular being the reality show, as
2 matter of course) that poses as transparency, this peculiar kind of voyeurism that
can best be described as The Phony Authenticity Era of our popular culture, with no
end in sight. Pretty taken with the whole process, us...which I gotta say, bums me
out something stinging.

— S
Fill it up and pour it down the inside, 2006

Which brings me to an antidote to said blues like artist Megan Geckler , whose
site-specific installation, ‘straddle the line, in discord and rhyme, is showing at
Women & Their Work until the end of the month.  First, for Ms. Geckler to work in
three-dimensional abstract sculpture strikes me as damned rock and roll gesture in
these days, when culturally we're so inebriated on the obvious and the

sensational. To create such color and shape, and what i can best describe as
playful grandeur on so many levels, in a realm that requires thought and
Interpretation out of its audience instead of clubbing one over the head with a
Louisville Slugger of efinition - well, it's gutsy. To me, it's definitely got 2 pretty
middle finger.

And second, in conducting a quick online interview with her just a few days ago,
Ms. Geckler's willingness to discuss her work and its evolution on so many levels in
such 2 personal manner, to have such clarity of purpose, and a genuine interest in
sharing this stuff so succinctly...well, let's just say this kind of transparency is a
glorious antidote to wondering whether or not most visual artists were as full of
shit as most musicians. In this case, ain't no way. Geckler balances on a beam of
academic understanding and childike curiosity in a way that has my undivided
attention, because I believe that the comfortable juggling of these premises makes
for art that gets people thinking...and due to the aforementioned Phony.
Authenticity, we need more artists that, like Geckler did with my interview, know
ther vision and can articulate it, and therefore share it on the phenomenal
platform that the digital world provides. My thanks to the artist for this exchange,
by the way...

Below is the interview transcript. Please check out her excellent website -
www.megangeckler.com - and be sure to go to the exhibit before it leaves town.
1 really look forward to seeing more of her work in the future...

1. 'm always intrigued by the journey upon which any artist arrives at his or her
medium and/or materials. In your case, I dig the juxtaposition between a formal
art education and the ubiquity of your material that I have certainly never seen
used to really drive the entirety of a creative application. Why flagging tape?

The discovery of flagging tape was part of my graduate school education at
Claremont. It was the 1999-2000 Y2K New Years and upon coming back to my
studio in the foothills of the San Gabriel Mountains in sunny LA I decided that it
was time for new beginnings. I boxed up all the "art supplies” in my studio, and
put them in storage. While I was packing, I came across random packaging
materials, plastic bags, little pieces of string, basically “trash”. These materials
were categorized by color and type, tacked all over my walls, delicately folded and
filed. T would bank serious hours at the studio, completing a number of mini
sculptures each day. They were sketches (or models) for bigger things, completely
formal studies using materials that were lowbrow, but unidentifiable or anonymous
due to their high level of saturation in our daily lives. I worked on these for
months, refining my material subset as I went along - weeding through paper to
plastic, away from yarn and toward synthetic plastic tubing. My concern was that
by using such common materials that I had to distance them as much from trash
as possible. Certain plastics could simply be wiped down with 409 or Goof Off;
others collected dust, insects, and debris. These observations and limitations of
each possible material guided my investigation. While collecting, I happened upon
flagging tape. It was the perfect material - non-adhesive, translucent, like rope or
yamn, but devoid of the loaded backgrounds of each when used in a fine art
context. Over the summer break at the end of my first year of grad school, I had
the opportunity to take over a 40x40x14 foot gallery. The result of this was the
first of the large-scale fiagging tape pieces. The work grew organically from there,
changing according to the site, becoming more dimensional and complex.

2. With this site-specific installation work, is there pre-meditation? OF do you work
improvisationally/intuitively (therefore, intentionally NOT considering the space
prior to the installation)? And If it’s the former, would you ever consider
approaching the spaces with the latter in mind?

1 have a formula that I follow when 1 am invited to exhibit my work at a space. I
visit to check it out, take measurements and photographs. It's not uncommon for
me to take over 300 photos while getting an idea of what I'm up against. A large
part of making work this large and labor-intensive is that I have to be hyper aware
and observant. Overiooking a small detail can later become an enormous
installation issue. Also, not  lot of exhibition spaces are cool with me drilling into
the floor a few hundred times. So I need to know any limitations or concerns that
the curator/director has before I even start dreaming up possible installations.

After being introduced to the space and making an accurate floor plan to work from
Iater. I spend some time alone with the space, just looking around and
experiencing it. I study the intent of the architecture, the intended use for the
space, the flow of foot traffic. The quirks and architectural features of each space
such as catwalks, soffits, or strange inconsistencies in construction become
opportunities for me to begin a dialogue that is specific to each place.

1 have a knack for envisioning how something will look and I dream inside my
head, pausing to reflect on certain ideas and roughly sketch them out. But usually
one idea will just *fit” with the space. From there, I go back to my studio and make
a model or maquette to be sure that the maximum visual impact will be attained.
Lately, this has been done on the computer with the use of 3D modeling software.
But up until the last hole is drilled, or piece of tape connected, there are little
things that come into play that alter and change the work in small ways. This is
always welcome, as otherwise it would simply be an exercise in execution. I have
to remind myself in the midst of frustration over a small detail that this is art and
that the material has a mind of its own, and I can't control everything, even if I
plan it all out from start to finish, trying to control all the variables is impossible.

3. Tlove this notion of
personalizing elements of art
and design that would
otherwise be deemed as
possessing a sense of digital
cool, and injecting an
undeniable humanity into it
by operating in three
dimensional space with hours e~ T
of hard work. Il be honest - Straddle the line, in discord and rhyme, 2009
T immediately thought of your

work as an allergic reaction to the superficial elements of southem California‘s
culture. Any comment to that, beyond s this fool out of his mind'?

I love the idea of something being handmade, but looking digital. I grew up a child
of a computer programmer; I used to dial up to local hubs, program in code and
spent high school being a math and science nerd who dabbled in photography. My
first year of college was spent in a pre-med program in New England. Transferring
back home to the Tyler School of Art outside of Philadelphia and then ultimately
ending up in Southern California was just something that happened. As an east
coast kid of the 80’ we grew up thinking that everyone in California was a Valley
Girl or a Surfer Dude.

But here I am, living a few blocks off Skid Row in downtown LA and it's nothing like.
1 thought it would be. Sure, you can go to Rodeo and get your fill of implants and
collagen, or into mid-Wilshire for a casual celebrity sighting, but I spend the
majority of my time in the urban oasis/wasteland that is the ever-transforming
Downtown Los Angeles.

1t's a world of razorwire-protected empty lots overgrown with dead weeds; next
door is a converted warehouse that now offers multi-million dollar lofts with gated
green spaces, bordered on all sides by shipping companies, recycling plants and
big rig washing stations. It's a land of inconsistencies and dualities. You can get a
‘gourmet sausage around the corner while you witness the latest filming of CSI:NY.
(In that episode the writers will refer to my studio as being in Hell Kitchen). Los
Angeles is the New York that you grew up watching on TV. It’s surreal.

How does it all relate to my work? In LA anything is possible, you can be anywhere
in the world with a few props. One night, I was transported to Shanghai when I
walked out of dinner, (Mission Impossible 3 was being filmed). I love that idea -
What are multi-million dollar productions if not products of hours of faux-finishing
and set dressing that is faking being real?

My work seems digital, and mass-produced, mathematical and slick. But it's really
the result of hundreds of hours of work, tens of pairs of helpful hands, and finger-
blistering repetition. It has that same double life/double meaning. Surface or
structure? Digital or handmade? Art or Design? I like exploring the space between
the gaps.

4. And while T may be fishing like hell for subtext in a pond where they ain't
nothing biting, I appreciate the gender implication of a woman working with
materials generally associated with environments almost entirely devoid of
women. Conscious on your part, or was it something as simple as the inexpensive
nature of the tape?

The gender implications to which you refer are certainly relevant when exploring
my work. Having been through two very rigorous and different fine art programs, I
can't claim ignorance for using the materials that I do. There is no way I would
have gotten away with that in grad school, not with instructors like Rachel
Lachowicz and Roland Reiss who are both artists who are completely invested in
art history, physicality and the loaded meaning of materials.

1 know my color palette is a bit girly at times, but my hope is that the attention to
detail helps to strip the work of sexual identity, or even human identity to a certain
degree. My installation team and I try to be robotic and identical in our methods
and make everything very consistent. All of the eyehooks are perfectly spaced and
angled, the knots identical, lines always level. My intent is that when the viewer is
confronted with such a massive undertaking (that maybe) it is overwhelming
enough to suspend your disbelief just long enough to be overwhelmed and not
immediately think about the process, but instead delight in the end result itself,
that moment in time.

If the eyehooks weren't so linear, or the tape was twisted, and looked "hand made”
those details would stand out and it would all come crashing down. I do not really
want the viewer to be thinking about "craft” when they initially come in contact
with the work, even though it is obvious that it is handmade.

1 think the decision to work with these industrial mass-produced construction
materials (adhesive vinyl, flagging tape, zip ties, etc.) are all part of my ongoing
investigation into the gaps between disciplines and gender rofes.

5. You refer to these types of installations as ‘drawings in space’. Did your artistic
curiosity begin two-dimensionally, as a drawer, and then added another dimension
with sculpture in your Master’s work? Or did you begin your process three-
dimensionally?

1 started out interested in Photography, Painting and Printmaking, taking a medley
of classes in two and three dimensional disciplines, art, craft and design. Tyler had
a very rigorous foundation program and encouraged us to branch out during our
sophomore year to experiment and come to our own conclusion and choice of
majors organically. I settled into Sculpture as my concentration after an instructor
‘asked me if Photography (plus) Time (equals) The Third Dimension? And if so, was
video really Three Dimensional work? In the years that followed I came back to
that notion regularly and have wondered, If that is true, then Sculpture (plus) Time
and Movement (equals) the Fourth Dimension, right? I was thrilled when LA Critic,
Shana Nys Dambrot, postulated that I had created a Fourth Dimension in her
review of "Set a course for wayward schemes, a corner piece that would appear to
shift and move when the viewer was in motion.

1 think of my work as drawing in space because it is composed of lines, and
typically sculpture has both mass and volume. These works are weightless, - yet
take up space. Without being attached to the walls, they wouldn't exist. The
existing architecture is what holds it all together.

Two points define a line; three points define a plane. A plane is a 3D space, but a
piece of paper is a 2D space. How is a piece of paper not a 3D space if itis
essentially a plane? These gaps between definitions and reality, the stories we're
told to explain and develop our categorical imperative as individuals exist to be
questioned and investigated. For me, that ongoing quest for the edges of definition
with adjacent concepts is territory that is ripe for artistic exploration.

6. What are your influences? I'm less interested in the formal WHOs, and more
Interested in the WHATs.

1 adore painting. For me, the layering, glazing, opacity, presence/absence is a true
source of inspiration. When I think of how many different works have been made
with “paint” as a material, I am overwhelmed. That simple realization makes me
want to continue my investigation of alternative materials and methods of
constructing art.

Iam a huge fan of minimalism and feel that its end may have been premature.
There continues to be so much to investigate in the pure physicality of materials. I
think that the combination of Design, Painting and Sculpture, Minimalism, OpArt,
and Light+Space movements along with the basics - like the elements of design
and color theory provide an interesting context that is universal to our human
experience and the practice of art making.

7. What other artists working today, if any, inspire you and why?

Tom Friedman , Tara Donovan and Tim Hawkinson for their whimsical use of
everyday materials. Erwin Red] and Richard Serra for their attention to architecture
and space and our pathways through it. James Turrell for his ability to challenge
our mast basic of assumptions about space by using light. I admire Ellsworth Kelly
and Karl Benjamin for their life-long exploration into color and shape. Pae White ,
Sarah Sze , and Shirley Tse for their ongoing exploration into the overlap between
Art and Design while maintaining whimsy and grandeur.

8. How did you come to the title of this installation?

‘Stradle the line in discord and rhyme” is a lyric from Duran Duran’s "Hungry Like
the Wolf" . I title my installations from song lyrics. It's poetic, lyrical, and poppy.
get a great deal of inspiration from music, rhythm, and language. I also like to give
2 nod to bands that I listen to during the hours of time spent installing. I try to
choose appropriate lines of songs that have a direct correlation to the piece that
I'm making, whether it is literal or a product of personal experience.



