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Advertising and the Artist’s Multiple

by Kevin Concannon

Among the more ephemeral examples of
artists’ multiples in the Contemporary Arts
Center’s Multiple Strategies exhibition are
two magazine advertisements by artists,
both originally appearing in Artforum.
Linda Benglis’ 1974 ad shows the artist
naked and oiled, sporting a large dildo—a
virtual “screw you” to an artworld
pointedly, if only implicitly, accused of
sexism. In contrast to this aggressive
assault on the institutions of art, Jeff
Koons’ ad, one of a series of four made
fourteen years later, assertively illustrates
the very institutionalized sexism that had
provoked Benglis’ earlier work.

In a 1982 interview with Ned Rifkin
that provides context for her controversial
1974 ad, Benglis painted a picture of the
early 1970s artworld in a story about being
invited to lecture at CalArts in 1973:

When | got there, | was one of two women in a room

packed full of men; students, faculty, the whole bit. 1

learned that all the women were at "Woman's Space,”
an alternative space, and were being reviewed by

—

Time magazine that day.... Everyone was terribly
self-conscious, as with the Black movement of the
sixties. The same tensions exist in California men
and women, the sexual self-consciousness [ wanted to
shed, and the only way [ knew how to get rid of it was
to mock it. But in so doing, | made an issue out of it
even more.'

Even before the ad appeared, Benglis
found herself battling the magazine itself
for the right to publish the piece. In Amy
Newman's oral history of Artforum, the
various players in the episode—notably the
editors and publisher—tell a less-than-
credible story in which the point of
contention between Benglis and the
magazine is a supposed policy that
precluded artists from directly purchasing
advertising space.’ Benglis was required to
purchase the space through her dealer,
Paula Cooper, and was obliged to include
the gallery name in order to legitimate the
ad. But this seems to be more a pretext
than a policy. Artist Stephen Kaltenbach,
for example, clearly remembers purchasing
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his own earlier ads directly—and without
any such complications.’

In any case, the publisher's hesitation
proved justified. Objections were made,
not only by readers, but also by the editors
themselves, some of whom characterized
the piece as pornography. In retrospect, it
seems that Artforum itself was implicated
in the Benglis affair. For several years
earlier, in what is possibly the first
advertising work by an artist to appear in
the magazine, Ed Ruscha displayed exactly
the kind of *‘bad boy” behavior so pointedly
addressed in the Benglis ad. £d Ruscha
Says Goodbye to C ollege Joys, a captioned
photograph showing the artist in bed with
two women, appeared as a full-page ad in
the January 1967 issue of the magazine—at
a time when Ruscha (as "Eddie Russia")
still served as the magazine's art director
(or production manager).* While there
seems to be scant critical comment on the
ad (then or now), it hardly seems to be a
case of institutional critique. Ruscha's ad
seems rather to function as something like
a wedding announcement; he was married
the next month.

While Ruscha’s bachelor bravado can be
understood in the context of an artworld
(and a larger society, for that matter) still
largely oblivious to feminist concerns, Jeff
Koons® 1988 series of ads (of which the
Multiple Strategies example is one) was
greeted with (surely expected) indignation.
While the Artforum ad shows the artist in
the role of grade school instructor (chalk in
hand, in front of a classroom full of
children), in the three other ads in ;hc
series, in Arts, Flash Art, and Art in
America, the artist appears to revel in

(more obvious) sexist glory. The Arts ad
features Koons, in a crested robe, flanked
by two seals. Laura Cottingham describes
it in a devastating critique:

[T]he seals are visual subordinates. not equals.
Centrally positioned in a frame, Koons is constructed
as the ‘master,” perhaps the king, of a tropical
paradise; they are stand-ins for (black) slaves. In the
Artforum ad, Koons assumes another power position,
that of a teacher. He appears before a class of white
schoolchildren. ... In a forth Koons ad, paid for in Art
in America, women are added to animals and children
as another class subjugated to Koons. Koons 1s
dressed in artist black and two women are (un)dressed
in bikinis. One woman is seated, her legs open, on the
ground, her left hand holding open the mouth of a
miniature horse whose head 1s located in front of
Koons' crotch.®

Much of the controversy over Koons
and his work revolves not around the issue
of sexism, but around the question of
whether these strategies of playing (to) the
market are cynically or ironically
calculated (or both). Ultimately, the sexist
images are simply one of several strategies
by which he addresses commodification
and seduction—and their relationship to the
institutions of art. Speaking about the ads
with Katy Siegal, he tried to negotiate a
more neutral position for himself: “1 was
trying to compete as a cultural identity with
the Hollywood system.™ Placed in four art
magazines to publicize simultaneous
exhibitions in three cities, the ads were
intended to generate an aura of celebrity
around the artist, enhancing the market for
his work. Unquestionably, they generated
considerable discussion. And Koons’
extremely favorable market position would
seem to suggest that they were a Success.

However differently they may be




otherwise perceived. both the Benglis and
the Koons ads address institutional issues
in both the artworld and the larger society
in which they operate. Indeed, within the
genre of advertising art (art realized in the
medium of advertising) institutional
critique is a common theme.

While most recent histories of
Conceptual art include discussion of works
in advertising media as part of their broader
investigations, relatively little attention has
been paid to these works as a genre in and
of themselves. Anne Rorimer recently
examined some of these works in her essay
"Siting the Page: Exhibiting Works in
Publications—Some Examples of
Conceptual Art in the USA." In what
follows, I'll attempt to sketch a broader
view of the field.

While Dan Graham's Figurative,
published in the March 1968 issue of
Harper's Bazaar, is often cited as being
among the earliest examples of this type of
work. several others precede it, including
key works by Marcel Duchamp, Ray
Johnson, Yoko Ono, and other Fluxus
artists. Part of the confusion results from
the fact that Graham's piece is often cited
with a misleading date of 1965.

Graham's Figurative is reproduced, for
example, in the catalogue for the 1995
exhibition Reconsidering the Object of Art
1965- 1975 with the 1965 date.’ This
confusion may stem from the fact that,
while the actual advertisement did not
appear until 1968, Graham has dated a
related work, Scheme for Magazine Page
'Advertisement' to 1965 —in the same 1995
exhibition. This latter work shows a cash
register tape 'framed' in a drawn box with

title, date, and signature at the bottom. The
1968 publication of Figurative featured a
similar cash register tape with the title
"FIGURATIVE BY DAN GRAHAM" to

the right of the register tape.
In his 1985 essay titled, "My Works for

Magazine Pages: ‘A History of Conceptual
Art", Graham offers this explanation of the
work:

| became involved with the art system accidentally
when friends of mine suggested that we open a
gallery.... Atour gallery, John Daniels, we gave Sol
Lewitt a one-man show, and presented several group
shows that included all the proto-Mimimalist artists....
However, the gallery was forced to close at the end of
the first season due to bankrupicy.... Threugh the
actual experience of running a gallery, | learned that if
a work of art were not written about and reproduced in
a magazine. it would have difficulty anaining the
status of "art.” It scemed that to be defined as having
value (that is, value as "ant"), a work had only to be
exhibited in a gallery and then to be written about and
reproduced as a photograph in an ant magazine. It was
this record of the no-longer-extant installation, along
with more accretions of information after the fact, that
became the basis for the art work's fame and, to a
large cxtent, its economic value. Furthermore, with
few exceplions, arl magazines arc supported by
advertisements from art galleries. When the
advertisers’ exhibitions are reviewed and made a
matter of record in the art magazines. the works
shown are guaranteed some kind of value as "art" and
can be sold on the art market. Sales yicld profits,
which allow the galleries to purchase additional
advertisements and to sustain the art system in
general."

Observing a more evolved artworld
three decades later, Koons would simply
substitute the artist himself for the
work —brand awareness for product, as it
were. It is the artist himself who accrues
value through reproduction in the art
magazines. The critical edge lent to
Graham's work by his highly critical
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insights into the ecology of the art market,
however, is absent in Koons’ work. (Oris
it?)

Many earlier advertising works by
Fluxus artists likewise exhibited a critical
position relative to 1960s art markets. In
the March 1965 issue of the New York Arts
Calendar—3 years before Graham's ad
would appear in Harper's Bazaar—Yoko
Ono placed a full-page display
advertisement for "Circle Events" at the
IsReal Gallery.” The advertisement
offered "circle events" on "leather, silk,
glass, canvas, or other material to order, 3
1/4 " x 2 " to 40 x 24, about $250.""
Tellingly, no address was offered. The
listings section of the magazine provided
exhibition dates of March 3 - 31, noting
that the gallery was open 24 hours
(mistakenly listing it as Israel Gallery
instead of IsReal Gallery). Of course, the
IsReal Gallery existed only in the pages of
the New York Arts Calendar and in the
minds of the artist and her readers."”

The IsReal Gallery was constructed of
little more than the "accretions of
information” to which Graham refers in his
1985 text. Ono effectively conflated the
exhibition and its documentation long
before Graham wrote those words. ."Draw
Circle"—actually a blank rectangle—was
also reproduced in the New York Arts
Calendar as an illustration, documenting
this work available at an immaterial
gallery.

Ono's advertisement, foo, was borne of
frustration with the gallery system. She
had proposed to Ivan Karp, director of the
Leo Castelli Gallery, an exhibition of circle
paintings to be realized by gallery visitors
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themselves on blank canvases provided by
the artist. Not surprisingly, Karp
declined.’ Her characteristically humorous
response was to create an invisible gallery
to sell her bare canvases: a blank painting
to be completed by the purchaser, offered
by a gallery that exists only as
documentation in an art magazine.” Her
institutional critique, however, engages
very serious issues of
commodification—issues that would soon
come 1o the fore in the work of artists such
as Joseph Kosuth, perhaps the most
representative artist of the “official”
Conceptual Art that followed Fluxus.
Perhaps because of its preeminent
position among “‘serious” art magazines,
Artforum would become the venue of
choice for artists making works in
advertising media. Stephen Kaltenbach's
anonymous and untitled ad (A4rr), for
example, was featured in the January 1969
issue of the magazine. A “minimalist
sculpture” covered in what appears to be
Kraft paper on which the word “art” is
repeated, the image was presented without
attribution. Kaltenbach recently explained:

These are all "micro-manifestos.” In other words,
there is much content: for example, the packaged
word Art (1/69) is an argument supporting strect
works and other environmental conceptual work that
happens outside of the collections: gallery, muscum.
private collection. In my mind, it reads like this: the
word art (and therefore, Art) is covered (surrounded)
by wrapping (environment) which identifies it as art.
But in so doing, blunts the communication. hides the
meaning, etc. The art environment generates a
mindset and in a sense removes the possibility of
direct or natural contact between artist (art) and
viewer. For example, imagine viewing one of my
sidewalk plaques: BLOOD setin a sidewalk in an
urban environment, and then the same piecc In a case
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in a museum or gallery. "*

Art was one of a monthly series of
advertising works that appeared in
Artforum between November 1968 when
Art Works was featured and December
1969 when You Are Me appeared. Other
ads in Kaltenbach's enigmatic series
include Tell a Lie (February 1969), Start a
Rumor (March 1969), Perpetrate a Hoax
(April 1969), and Teach Art (September
1969). Most of the ads simply presented
the typeset text of the titles ina
conventional layout.

The same January 1969 issue that
featured Art also included an ad work by
Joseph Kosuth, ‘Synopsis of Categories":
CATEGORY ONE 'EXISTENCE', from his
Second Investigation series. As Anne
Rorimer explains,

For the realization of "The Second Investigation',
Kosuth anonymously published sections from the
'Synopsis of Categories' at the beginning of Roget's
Thesaurus in the advertising spaces of public media
from different countries, such as billboards and
handbulls, as well as in the advertising pages of
newspapers and magazines.'”

While many artists sought to escape the
institutions of art quite literally through the
use of advertising space as exhibition
venue (perhaps simply substituting one
institution for another), many also began to
make work that increasingly engaged the
social. Autonomous modernism gradually
gave way to a more socially engaged art as
the 1960s drew to a close. In December
1969, for example, Yoko Ono, in
collaboration with her partner John
Lennon, placed advertisements in
newspapers and on billboards around the

—

globe announcing: “War Is Over! If You -I
Want It. Happy Christmas from John and
Yoko."™ The legacy of the Civil Rights
and Anti-War movements of the 1960s
would soon inform the emerging feminist
art movement as well.

While Artforum would remain the print
venue of choice for many artists, others
sought less specialized media to reach
wider audiences. Ono and Lennon, for
example, used mainstream daily
newspapers for War Is Over. Artist Adrian
Piper presented works in the weekly
Village Voice. As part of her contribution
to Lucy Lippard's "Number 7" exhibition at
Paula Cooper Gallery in May 1969, Piper
placed her Area Relocation #2 in the
Voice's Galleries section. A conceptual
piece fairly typical of the genre, in plain
text it reads: "The area described by the
periphery of this ad has been relocated
from Sheridan Square, New York, N.Y. to
(your address).” In the 1970s, however,
Piper's work would shift its focus to issues
of identity. From September 1973 through
February 1975, Piper placed a series of ads
related to her Mythic Being project, in
which she adopted the persona of a young
Black male—with Afro, shades, and
mustache. The ads featured the same photo
each month, with a word balloon that
contained a different excerpt from her
teenage diaries each time. According to the
artist, the Mythic Being was intended to
elicit "unease, discomfort, or anger from
you...he is both victim and victor, subject
and object of the violence he embodies: he
is a catalyst for the violences of our
world—an alien presence in the art world,
but a familiar presence in the rest of the

ﬂ?lf!‘-’":l!!‘.'.!t!"l_n!] —

———
e —— i

L e

= I == ——




=

world."2! [t was, in short, a critique of a
racist art world.

In the mid-1980s, United Art
Contractors, self-described as "minor
conceptual artists,” ran a series of ads in
Artforum that humorously tackled
carcerism and corruption in the artworld.
We're Desperate: We Want to Buy Our Way
into a Show (March 1984) pretty much
sums up their enterprise. The piece
describes ‘“‘two desperate, middle-aged,
small-town, minor conceptual artists
without time or talent” who want to buy
their way into a large group show. In
September’s Brilliant New Work by United
Art Contractors, they revealed that they
paid for reviews: “Rave review by well
known art critic $150, medium review by
well known art critic $100, bad review by
well known art critic $50, dynamite review
by average art critic $75, ok review by
average art critic $50, poor review by
average art critic $25; any kind of review
by unknown art critic (it's all the same
anyway) $10.” March of 1985 brought
You Get What You Pay For: No Talents Buy
Their Way In. Michael Selic, president of
Works, San Jose, took the Contractors’
thousand dollars—along with their
stipulation that he spend it entirely on
himself, not the gallery. The show
consisted of “one hour of polite
conversation with wine and cheese (but
only polite conversation, we don’t want
any criticism.)"

While certainly done with considerably
more humor than many earlier works, the
United Art Contractor ads carried on the
institutional critique of the artworld that
was central to most of the earliest works

discussed thus far.

In the 1980s and increasingly in the
1990s, arts councils and public art
organizations organized curated exhibitions
in various types of advertising spaces,
ranging from billboards and print ads in
newspapers and magazines to short- format
works for television.* And while
representing an important shift from the
direct interventions of artists that
characterized early works in the genre, they
still seemed to operate outside the
conventional institutions of art.

Strategies of advertising intervention
have been adopted increasingly, however,
by more conventional museums and
galleries. Consider a project organized by
Vienna's Museum in Progress in 1994-
1995, called Vital Use, and produced in the
pages of Der Standard, a daily newspaper.
Among the projects presented was Yoko
Ono and John Lennon's War Is Over!
Interestingly, the page appears much as it
did when Ono and Lennon ran it in the New
York Times on the 21st of December 1969
as part of their original War Is Over!
campaign, made possible, of course
without institutional backing of any kind.
Curator Robert Fleck has explained the
establishment of Vienna's Museum in
Progress in an essay on the organization's
website:

Exactly at this point, that of the profoundly new
definition of the concept of the work of art provided
by Concept Art, is where museum in progress has
begun with the corresponding innovation in the
handling of art.... Atthattime, in the wake of 1968.
both artists and conservers of art undertook the
storming of the established museums which they saw
as the bastions of the bourgcois art business. They
wanted to completely revolutionize the museums in
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order to clear the way for non-alienating forms of art
production and reception. However [and this, I think,
is the heart of it], museum in progress is no longer
manning the polemical barricades but has simply
moved the goalposts. [nstead of seeking to reform the
complex and ... ponderous apparatus of the classical
museum it has redefined the concept of the museum,
taking inspiration from the newly-defined concept of
the work of art postulated by Concept Art.™

While the Museum in Progress has carved
for itself a rather liminal identity between
conventional museum and public art
organization, the concept of curated
advertising space has been adopted by
bricks and mortar institutions as well. The
University of South Florida Contemporary
Art Museum and the Tampa Museum of Art
collaborated on a similar project in the
pages of the Tampa Tribune in 1999.¢ Has
the institutional critique been co-opted by
its very object—the museum?

As it turns out, one of the pioneering
works in the genre of art in advertising
spaces is a collaboration between an artist
and a museum. Fora 1921 exhibition of
works by Alexander Archipenko at the
Societé Anonyme, Inc., a full-page
advertisement was placed in the February-
March issue of The Arts.”” The ad,
however, purported to pitch a revolutionary
new writing instrument manufactured by
the Archie Pen Co., a pun on Constructivist
artist’s name. Half of the page was devoted
to a photograph of Archipenko’s Woman
Standing of 1920, which looked
remarkably like a futuristic pen. The ad
stated, “Today an Archie Pen draws
automatically a line of accurate length such
as, for example, the hypotenuse of a
possible triangle in which the length of the
other two sides is given arithmetically. It

—

thinks for you.” In the event that the
readers of this advertisement failed to see
the humor, the magazine editors added their
own note to the bottom of the
advertisement: “This brilliant caricature of
a modern magazine advertisement is the
work of an artist well-known in many
fields who, unfortunately, objects to having
his identity revealed.”

As Ruth L. Bohan observed, “the
advertisement bears the subtle mockery and
ironic wit of the master of Dada, Marcel
Duchamp, who would clearly appear to be
the ‘artist well known in many fields’
responsible for the ruse.”* Francis M.
Naumann has suggested that the reference
to the pen’s ability to complete triangles
and think for you “‘can only be taken as a
specific reference to [Katherine] Dreier
[patron and co-founder of the Societé
Anonyme), whose mystical use of triangles
and pyramids has already been well
documented.”* It is generally
acknowledged that Dreier lacked a
sophisticated appreciation for the art she
championed. Duchamp'’s subtle mockery
may well have gone unrecognized by his
dear friend (and target). Or perhaps it was,
[n a 1948 lecture on the Societé Anonyme,
Dreier explained: “Few people realized
what an important part humor played in all
those early years before the dealers took up
this new form of art. Our attitude was, that
we also had a right to exist and so, we took
as our emblem the head of a laughing ass to
show that we too could laugh at
ourselves.”™ According to Bohan, Man
Ray proposed the name Societé Anonyme,

‘believing it to mean ‘anonymous society.’

Duchamp, however, informed co-founders
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Ray and Dreier that, in fact, it was
essentially equivalent to the American
business term “incorporated.” The group
not only adopted the strange name, but
legally incorporated so that they would
effectively be known as “Incorporated,
Incorporated.™' A spoof of
institutionalization was thus part of the
very (corporate) identity of the Societé
Anonyme. In one of the earliest examples
of advertising art, the institutional critique
had already been launched and absorbed by
America’s first conceptual artist and first
museum of modern art.
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