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NEWS RELEASE

THE PASADENA ART MUSEUM

46 HORTH LOS ROBLES AVEMUE, PASADEMA, CALIF. - SYeamors 3.4147

FOR TMMEDIATE FELEABE

Recent paintings and graphic works by Liyn Foulkes will be
shown from September 19 through October 24 at the Pasadena
Art Luseum. Public opening and reception are scheduled for
Tuesday evening, September I8, from 8:00 pm to 10:00 pm at the

Lugeum .

This is the current one-man exhibition in the Museum's program

te present a varled series of individual exhibitions by artists
of Southern California. Foulkes, an artist in his mid=20"s,

whose early life and training was in the pacific northwest, has

in the last four years im Los Angeles developed 8 uniquely
independent personal and poetic type of symbolist art, [mages

of real and Imaginary persons, landscape vistag and emblems inter=
blend with qualities of abstract expresaionist technigue in a

may that creates a very explicit world and énvironment in this
artists imagination. Foulkes extends traditional means of painting
and drawing to include the contemporary technigues of col lage

and agsemblage. OF particular interest is the way Foulkes
includes actual photographic prints as an essential and integral

part of oil on canvas painting.

Through Octeber 7, an exhibition of experimental coler photography
entitled "Isolation” features the work of artist and Electronic
Engineer, Howard Smith of San (iego. B0 color slides in a
continuous 20-minute program of automatic projection, reveal
precise images of the real works taken removed from their usual

context and scale so as to become visions of great abstract beauty.

An exhibiticon of intaglio prints by the nationally known graphie
Mussuimn Howm
artist, Dean Meekgudubslch, fagtgpRs the artists recent direction
T Weskdays « 10 am. to 5 pas
in large, colarfulfeadgds | yr ¢ asstrhpbions in -
v g yrik o L . W be at the Pasa

dena Art Uuseum from September |7 through October 18,



Return Here, 1959 44 1/4 x 24 1/2x 4 in.
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Artisi; Liyn Foulkes, Anerican b.1934
Title: IN MEMORY OF 5T. VINCENT SCHOOL, 1960
Madium: 0i1, charred wood, plasticized ashes on

blackboard, with chair

66 x 72%", Chair: 26WH x 13 x 1240 "

Credit Lisei The Norton Simon Museum
Gift of Dr. and Mrs. Harry Zlotnick
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In Memory of St. Vincent School, 1960 66 x 72 1/4 in.
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By Heloise Welch
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Fl".lﬂ'. THOSE who have missed
the more drgary messages of
the age of anxiety — that we
may all dig togeither Instead of
w alone, that conformity iz a
~chaln thag kesps man from
3 linding himsell, that the mes-
@ sage of Christlanity cannot be
Z fully realized — the provoea-
» tive works of Lynn Foulkes,
currently on view at the Posa-
dona Art Museum, provide a
dramatic lesson,
£ SBome are paintings
: wome are assembloges, works
e incorporating rows of bottles,
heads of dummies, the carcass
of a muskrat, wax, photo-
i graphs, Mo motter what medi-
um he uses, the artists toch.
nique Is impeccable, He 18 a
highly skilled manipulator of
the t aa well as B
masier erallsman
Most  ariists are sorious
mbout theli work, but few are
as serious-minded ax Foulkes,
Eome may find his sobriely
verging on depression.  And
there is a problem hore, for
Jwhen one unfolds such a lack
of hope lor man, one beging
to feel that the sympathy with
life which was the initkal rea-
son for these oxpressions has
besn Jost. and roplaced by &
death-wish, For Foulkes® world
is a dark-brown world a black
world, T got a sort of Guernica
feoling from his sobricty. He
has seemed lo promise us that
he will -wenr otepe  wntll we
have all decided to live agnin,

o

IN USING old photographs
to express someé of hls more
cryptic messages, Foulhes
vells the fades with an opales-
cent white But the velling ap-
pears to be n shrowd, and het
the p of o mAan eMerg-
ing, Or, even more shocking,
ho attempis to arouss lndigoa-
lion by preseoling the face of
o man biasted off In some past
or future Bolocaust.

To me, hiy most poignanl
ploce Iz "Geography Lesson.
Fram far awsy 1 see a scries
of mountains side by slde
plong the top of the canvas,
and a small white spot, an ex-
plosion on all bul one of the
mountains, Below, T am close
o kA oarth Lhat is searved ard
scorched, covered with the
wolghtiess ashes of pages and
pages from letters writien by
the fragile hand of man, leters

e
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that tell ag they ke burned on
the breast of the earth how
lovely man was, to an carth
that does not oven remember
him. And then will come the
Wined,

*

FOULKES" pervasive social
protest does not deal with in-
justice In the usual sense, 10
doals with what the arfist con-
sklers 1o be e mMiserable focqs
which can enly be changed [f
mun has a change of heart,
not through legislatlon. And
alihoagh these prolonged
metaphors presont

quandaries
of the twentleth cenlury al-

veady posed the soclologist
amld the therapisi, this
does nol mean  that they

should nof be presented In this
fashion. ‘They may cven be
better sald, nnd becnuse of
their obvious symboliem may
be revelntory to  Individusls
in g way that verbal explana.

The World of Lynn Foulkes

thone coutd never be,

Perhaps these worka will be
met  individually, and each
viewer will be faced with a
sort of Rorschach of himsali.
‘What s reveated may help him
find answers, These works nre
not parnhles, Foulkes does not
have answers,

There 18 a feeling that Lynn
Foulltes may hove snerificed
himself for his fellow-man,
ihnt hi has chosen to live with-
In the heliish fears he has for
man in order o try to help
save him. There are certainly
always the glimmers of his
tender syoipathy which stand
fearleas beside tha demon-like
foelinge which exist among
these waorka as thoogh all the
forces of ¢vll thal Are in man
have chosen a batile ground.
The viewer must summoan the
powera of good that are within
him In ofder to sullocate the
estlal alements without.

. ETET
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Llyn Foulkes, Cow, 1963 43 x 62 in.

Rolf Nelson Gallery, N. La Cienega Blvd., LA
Andy Warhol, Cow Wallpaper, 1966

Ferus Gallery, 723 N. La Cienega Blvd., LA
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L Untitled, 1963, Lacquer on masnite, 96 x 1087,
Leng by Miss Maalic Sholo, San Francioo,

2 Kodak, [963. Cil on convas. 96 x 87",
Lens by the artiss, courresy Rolf Nelson Gallery,

1 The Campom, 1964 Ol on canvas, 63 x 108,
l.m:h'iliu Par Gregeon, Los Angeles

A Rose Mill, 1964, Qil on canvas. 65 x 1087,
Leun by ehee mrrise, oournesy Rolf Nelson Gallery.

Llyn Foulkes, b. 1934, Yakima, Washington,
MT You were a musician onee, is that right?

LF  Yes, | played drums, but | always paineed.
I ssudied ar the University of Washington and
then for two and half years ar Chouinard.
Richards Ruben was a very fine teacher there.
He murned me on to things | had never sten
before, 1 ssarted our as & sore of Abstract
Expressionist bug [ still had something else,
Between 19460 and now, my whole concept

of what a painting is has changed. But the imagery

has stayed che same. There was a period in
1960-61 when | went into constructions, some

with mulriple imuges, others with blackboards
and chairs. Buz there oo it was the same sore
of image. Other people say [ have a tendency
o define the grotesque with everything, no
matter what it i I'm not satished making
something just one thing and nothing clse.
That's why in your work a calf looks like a
momuntain of vice versa, What about your we
of multiple imagery?

Often when you mke one thing, it docsn't seem
t0 hold up by ielf. It nceds ancther one by it
Bt this has o do with the overall strocoare, In
a painting of mine with o double image, the
center — of what happens berween the owo images
in the ceneer — would probably be the most
important part of the picture,

MT

LF

MT

LF

MT

Whar about your fascination wich the qualities
of phowmgraphs?

A loe of ir is creared by the rexmere of the rag
You have to work on i When [ did one side of
the picture, | have had to do the other one
exactly the same. Nevertheless, the technique
looks sponmneous. But, I could never really
get it the way | wanted to. [ was always happiese
with the one thar came our Iooking most like

2 photograph. So now I'm silk screening
photographs that 1 took,

What painters have affeceed you mose?

Byder, Matisse — the cut-outs — and DeKooning,
Those three are the ones who really excire me.
‘They all do things thar hit you righe away, yer
there s much more depth. The last person

I really liked o body of work from was
DieKooning: his work of che late 19505 — the
large, direct paintings whete you see it righe
away. There's so much more bappening, yer
everything holds on the surface.






LLYN FOULKES

Bom Yakima, Washinglon, 1934, lives in Los Angeles.
Attended Central Washington State College, Ellensburg,
1953; studied art and music al University of Washing-
ton, Seattle, 1954, Served in United States Army in
Europe, 1954-56, Attended Chouinarel Art Institute, Los
Angeles, 1957-539.

ONE MAN EXHIBITIONS

Ferus Gallery, Los Angeles, 1961.

Pasadena Art Museum, 1962,

Roll Melson Gallery, Los Angeles, 1963, 1964,
Oakland Art Museum, 1964,

GROUP EXHIBITIONS

1960 Annual Exhibition — Artists of Los Angeles and
Vicinity, Los Angeles County Museum, 1960,

The San Francisco Art Institute 2nd Annwal Fxhibition,
San Francisco Museum of Art, 1963,

Director's Choice, Pasadena Art Muscum, 1963

Pop. etc., Museum des 20, Jahrhunderts, Vienna,
1964,

Four Califarnia Artists, Allan Frumkin Gallery, Chicago,
19464,

100 American Drawings, University of Michigan, Ann
Arbar, 195,

Contemporary American FPainting and Sculpture,
University of Illinois, Urbana, 1965

Some Aspects of California Painting and Sculpture,
La Jolla Museum of Art, 1965,

Art “A5, Lesser Known and Unkinown Faintrrsf'i’nung
American Sculpture — East to West, American Express
Pavilion, Mow York World's Fair, 1965.

Five Younger Los Angeles Artists, Los Angeles County
Museum of Art, 1965,

Sterling Hofloway Collection, University of California,
Los Angeles, 1965,

Los Angeles Now, Robert Fraser Gallery, London, 1966,

The Photographic Image, Solomon R, Guggenheim
Museum, New York, 1966

1X 530 Paulo Bienal, Museu de Arte Maoderna, 1967,
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Galerie 6 rue Jacques Callot vernissage
Darthea 75006 Paris le mardi 6 mai
S|pever Tél. 033-78-41 del8az2lh

6.5.-6.6.1975
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Made in Hollywood, 1983 53 1/2 x 59 x 7 in.
Collection of the Museum of Contemporary Art, San Diego
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O Pablo, 1983 82 x99 x 9 in.
Collection of Laurence Benenson, Greenwich, CT
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The Last Outpost, 1983 81 x 108 x 5 in.
Collection of the Palm Springs Desert Museum
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n are gone. Nothing means anything anymore. There seems little sense in
ng, feeling, or even praying. Loss of soul is akin 1o loss of self, and without

Livn Foulkes' Pop, 1985-90, is an extraordinary icon of dispossession. Part painting,
construction, part collage, it is made up of fragments of real clothing, real uphol-

real imitation wood, all coalescing seamlessly with the painted surfaces of
. The shallow, tableaulike picture space is strange and ambiguous, a kind
' S-D Its mingling of real and illusory :lmms makﬁ the image appear

.'.{t rmchﬁ out to you from the wall, th paradoxically r.]n: real materials
ke the picture seem startlingly remote, a dreadful fusion of illusion and solid
artificial, alien surfaces.

39



Pop: linerally proarsding eveballs staring into televisual space; an eerie juxtaposition
of clothing — Superman T, worn lumberjack shirt, and threadhare sweater; a real gun
hugged close to the body; a paper cupof Diet Coke held over an album of landscape
photos that lies fargotien on bis kap, Pop creates a sense of metaphysical unesse, even
Borror, His iwo children gather anound him, smothering him in the comfortable gur-
faces of Familal intimacy, and every other elemest of the picture space also converges
on this implesive center, It, or rather he, is like a fssare in the cabm, cosy world of
domesticity. The familiar vextunes of suburban space are transformed into the space
of mightmsare; into F. Scott Fitzgerald's “dark might of the soul.”

It's difficult o describe the space of the picture exacily. Foulkes has talked to me
about his artempt to produce a “space created by material difference,” and this is an
accurate description of the formal push and pull, 1he sense of both depth and shal-
lowmess, created by the combination of flat and three-dimensional elemsents in the
ineige. But it does mot convey the gravitational attraction that draws the viewer into
thie paychalogical arbit of the picture and the comespondingly physical repalsion out
of that orbin. The psychoanalytic theorstician R, D Laing, in his Folee of Experience,
1982, describes a woman's fear about boarding a plane:

She i in Sho Paoko Airport. Her plass i bours lae. 55 has drunk a fair amouni.

Time shows down. And siops. Everything. everyone siops, It stimeless and motionless study.
10 i 2l @ shell, She is by g shelll, She had been in her shell all her life, She has mever come oul
of her shell. The shell cracks. The walls start to cramble. The whale workd falls apart., She is
oul of her shell. She was now a ball of fire in an airport lounge, However, B0 one noticed.

Laing pevieals two sensations of horror: being lost in, smothered by, the fronen appear-
ances of the everyday world, and being disposusssed from that world, invisible in i
no mater what you do. Pop's pictarescape oscillates in the same double bind, A “hall
of fire,” be has broken into the fragile eggshell of the home, and seems to be both ex-
loding and imploding simubaneousty.

Metaphors of implosson and explosion extend like 2 diagonal bridge across the pic-
tare. To the right 3 the back is an atom-bomb calendar, at front left s a selevision
(we cannod see the scroen]: between them is Pop, trapped, a lightning-rod-Bke receiver
of past images (the Hiroshima clowd) and ongoing ones extending into the future {the
TV broadeast). There is no sense of time here, except maybe the temporal dimen-
sion of a disaster in which the transient surfaces of everyday life are petrified in 2
moment of termor. Like every other element here, the work's suspended moment is
fraughs with ambivalence, Does ik piece enact & coabescence between differend kinds
of representation of & everything about to fall apan? Is this a moment of desperate
trauma or of black comedy, of deliberate exaggeration and distortion Or is the con-
dition described mot a passing moment but a fearful yet ludicrous continwum? Pop
seems caught in & stasis between breaking out and breaking down, with mo gaarantes
that be will ever achieve cither action. In fact, since this is an unmoving work of art
{despite its several inbermal sources of light), we are asvared of the opposite: the scene
is permanent.

The diagonal foece feld between the television and the atom-bomb photograph
enakes & ¢ross or X with another powerful diagonal, the currest between son and
daughter. Pop sits 21 the X's cemter, In neat haircut, trendy, larid-colored sharts, and
the obligatory Walkman, the son, at front right, i the embodiment of contemporane-
ty. Simubtanecusly reading from the Creed of the Mickey Moase Clab ("] will be a
square shooter in my bome, in schoal, oa the playground. [ will be a good Ameérican”)
and Estening (o his tape, the boy Is separave and self-<contained., Enclosed by his own
inguts of soend and sight, he s desensitized to any buman presesce, (Actually, though
his Face is tarned away from us, we can see his check and temple, and he seems 1o
be eveless. ) He vividly symbolizes the role culture has imposed on men: getting the

job done while remaining a1 an emothonal distance from others. The daughter, on
the otheer hand, with her gesture of resssurance and concerned book toward her faibker,
i almast a simister caricature of the archetypal mother figune, Standing at back left
i an old-faskioned black granny-dress, her bead outlined against a dark picture—
the HOLLYWOOD sign —on the wall, she ssems 1o belong to the dark, nocturnal warld
cutside, which we glimpse oaly as a sBi of deep blackness in the nearly closed win-
dirw. Pop shares with her the cross-cut shadows of e area between rwa Eighl soances,
the TV and the lamp.

Foulkes has a remarkable ability to create a phiysically ambivalent space, and 1o
“wrong-foot™ the viewer by closing down the differemce berween fantasy and
nightmare, These qualities ane mirrored by the music that be uses as the soundirack
fior a viewing of the wark, Two songs, “America the Beautiful” and “Mickey Rat,™
play on a contineows 1ape loop. Each is accompanied by Foulkes playing his *ma-
chine,” a homemade instrument cossisting of dram w21, string bass, namerous rub-
ber car horns of differing sizes and timbres, and an array of wind instruments hung
strategically for exsy access. The maching creates its own unigue one-man-hand sound.
“Mickey Rat,” written by Foulkes and sung by him and his two children {danghter
and son), is 8 Deney drean turmed bad:

Once wpon a fime there was 3 mouse

He lived in every how

People did mou set traps fior him
Bevause it was & sin.

His jobs was 10 keep everyone clean

To run people tkeough bis washing machine
He had & white Face he kept the right pace
With his patriotic jive

Helter skelber nan Tor shelier

Tha's the way the cradle falls

Skinny Minnie with Albert Finney

Why be’s my favorite star.

Some people think he's just 2 cartoon
The one they shoudd bave sent 1o the moon
Bat he's o read bowie, not even a neal mouse
His name is Mickey Rat,

You may fail 1o recognize the sting in the tail of this merry song unbess you listen 10
the words long enough to bt them penetrate, but “America 1he Beautiful™ is more
aggressively soared in confrontation with Foulkes' icon of Pop. Between the riffs of
mythic America’s lost ancestral landscape and the lndscape of contemposary reality,
withiits schizophirenic misery and dubious joys, there is a dimensional skift, In these
coardinates of space and time, Pop can find no home,

Many Languages make a connection between “home™ and “woul,” seeming 1o refleet
a profound exchange between the paychic and the external centers of owr lives, Just
23 homelessmess can symbolize a boss of the soul, so Josing the soul can signify
homelessness, even as vou sit in your chair surrounded by family and TV, Severance
from ome can mean severance from the other. This is the terror of Pop. And though
Foulkes”icon of dispossession is disturbing, even intimidating, it is so for all the right
reasons. The workd we inhabit is in distress. The writer James Hillman might call it
a work] that abases the soul. Foulkes' Pop figure comses &s close 10 a picturing of this
abuse as anything I've seen. In these terms, Poy is also an icon of hope: as Hillman
wrines in his essay collection A Blwe Fire, “Through depression we enter depths and
i dzpehs find soul.” And *the call of soul convinees; it is a seduction into psychological
faith, a faith in Enages and the thowght of the bean, into an animation of the workd, "0
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WHERE DID |
GO WRONG?

Where Did I Go Wrong, 1991 71 x 54 in.
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CONTINUING THROUGH THE MONTH, 1969

DAVID STUART GALLERIES
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Route 77,2003 56 x 44 in.
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1 Got a Job To Do, 2003 44 x 56 1/2 in.
Collection of the Regis Corporation, Minneapolis
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Home, 2003-2004 43 x 38 in.
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Portrait of Walt Disney, 2004-2005 16 x 20 in.
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Dali and Me, 2006 33 x 26 in.
Collection of Hammer Museum, Los Angeles
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Five Postcards, 2006 35 x 40 in.
Collection of American Academy of Arts and Letters, New York
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You Would Not Listen When I Told You, 2006 17 x 18 in.
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Washingtonland, 2006 40 x 40 in.
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The Awakening, 1994-2009 40 1/2 x 44 x 7 in.
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