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1. Transcript

1.1. SESSION ONE (July 21, 2014)
MOON

Okay. So this is an oral history interview with Jean Milant. The interviewer is Kavior Moon, and today’s date 
is July 21st, 2014. And we’re sitting in Jean Milant’s home in the hills of Echo Park, right? 

MILANT

That’s correct, yes. 

MOON

So we’ll just start at the beginning. [laughs] All right. So where and when were you born? We can start 
there. 

MILANT

Right. 1943, and December, in Milwaukee, Wisconsin. 

MOON

And can you tell me a little bit about your family background? 

MILANT

Well, we don’t know a lot about it. My father was born in Paris, and my mother is American. And I think my 
father came over to America in 1930 or something like that as a very young—I think under sixteen or 
something like that. He was sent to America to stay with his sister in Michigan, and somehow from there it 
was not a good situation for him, my understanding is, and he either ran away or left, and he got somehow 
to Wisconsin, to a small town called Sheboygan. So that’s kind of like how he started, and he worked for 
Kohler, which was the major bathroom fixtures, and he learned—

MOON

Still around. 

MILANT
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Yeah, still around. And he learned the machinist trade, and he had sort of a sponsor, someone who had a 
furniture store in Sheboygan and that he rented an apartment from, or space. And then I think at one point 
during the Depression he went back to France, because maybe he wasn’t working at Kohler. We’re not 
quite clear on how it progressed. But then he didn’t stay there long, and then he came back and eventually 
got to Milwaukee. 

MOON

Wait. You mentioned that he was sent to America by his parents. 

MILANT

Right. 

MOON

Do you have any idea what your grandparents on that side did? 

MILANT

We have no idea. In fact, we didn’t learn a lot about my father until really when he was in his eighties. 

MOON

Why was that? Was he just reticent or—

MILANT

Well, when we learned later what happened is sort of, I guess, that—I don’t remember how many children 
were in the family. He had like four or five siblings. I met one of his brothers in my first trip to Europe in 
undergraduate classes. It was the first time I’d actually met any relative from that side of the family. But we 
were all told that during World War I, he would say that, like, the children were sent out of Paris to protect 
them from bombs or whatever, and they were sent to the country. So in reality what happened is his 
mother had given him away, and so I don’t know what the reasoning was behind that. We don’t know. Then 
at another point, she wanted him back because of his tax advantage. The tax advantage was the more 
children you had, the less taxes you have to pay or something, we were told. 

MOON

You were told by your father later or just other relatives and—

MILANT

I don’t remember exactly. I think my sisters got some of this information, I think. Anyways, I think that was a 
situation where he didn’t really have this French heritage that he related to, and he wanted to kind of 
divorce himself from it. And since my mother was American from German descent, she was not from 
Germany, and I don’t know if her grandparents were. I remember my great-grandparents on that side. I’m 
not clear whether they immigrated or not to America. So we never spoke French. We never were brought 
up to speak French as children right away. 

So we really never knew much about that side of the family at all. I was trying to think when my father’s—I 
think when I was in high school, my aunt came to America to stay with us. It was her first trip to America, 
and that was kind of, I think, the first time I met one of the relatives, and then the second time was when I 
took a trip in undergraduate school and met my uncle. They sort of organized dinner for me and stuff like 
that, but it was really kind of nothing about the history of the family, and they themselves, I understand, 
don’t know much about where the name came from or all this other stuff. I think it was like three or four 
years ago I had a relative that we didn’t know existed and somehow he contacted one of my sisters, and he 
wanted to come to America. My one sister Jackie was living in Jackson Hole, Wyoming, and he wanted to 
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come to the West and to, like, the Wild West of America. So he came over and he stayed there for, I guess, 
three or four weeks, and I went out to visit. He didn’t speak very much English, but my sisters, we took 
French in high school, but, you know, it did somewhat come back. So he said he didn’t know much about 
the family and didn’t really kind of relate to each other either, you know. So that’s that side of the family. 
And my mother’s side, I don’t know that much either. She had two brothers and—

MOON

Where did she grow up? 

MILANT

Wisconsin. Milwaukee. Right. And my grandfather on that side of the family, from what we were told, at one 
point his parents, I guess, were quite well off, and they owned a lot of property in Wisconsin, Milwaukee or 
something like that. But when he was very young, he was dressed with ruffles, I guess. [laughs] I don’t 
know if it’s Fourth of July or whatever, but somebody threw a firecracker over the fence near the stables 
and he picked it up, and it lit up the ruffles and he was, like, permanently scarred for life. He had a scarred 
face. He worked for Harley-Davidson motorcycle company all his life, I think. So that’s kind of all I know 
about that side of the family. 

MOON

So the extended relatives on your mom’s and your dad’s side, as far as you know, did any of them have 
anything that had to do with the arts or crafts? 

MILANT

Not that I know. 

MOON

So you grew up in Milwaukee. 

MILANT

I grew up in Milwaukee. I remember in the city, and we were on the top floor of maybe a duplex or 
something like that in town. I don’t remember exactly where. I sort of remember it being across from a 
school because I remember a big playground in front on the street, in front of the apartment house. My 
father built a house in ’48, and we moved outside of the center of the city north to sort of like a suburb area, 
and pretty much that’s where I lived most of my life until I went to University of Mexico. It was in that area. 

MOON

So did your father work for Kohler his whole life? 

MILANT

No, my father—what I can remember as a young child, probably before moving to the suburb, was that he 
was working for David White Instrument Company and that he was probably pretty well situated there. He 
was running their factory as a supervisor or something, and they manufactured surveying instruments and 
drafting equipment and also were one of the earliest to produce the 3D camera called the Realist. I 
remember sometimes going on Saturdays to the factory and being toured around and stuff like that. So I 
remember him there. Then later, I’m not quite clear whether it was before we moved to the suburb or after 
we moved to the suburb, but he started another business with somebody else and was in the machine 
trade and making screws and things like that. I remember the couple that was his partner, him and the guy 
and his wife and stuff, being socially involved somewhat as a kid. But that didn’t work out well, and so they 
split up. Then he formed another company called Scientific Instruments, Incorporated, and that company 
still exists today, and he actually formed it with the son of the man who owned David White Company, the 
first company, the one company that he worked with. So all of that was sort of very influential to me 
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because I worked in the factory and kind of like had all these experiences from that, which we can talk 
about later, I guess. 

MOON

Well, you said that you worked in the factory, so—

MILANT

In high school, yes. High school. Sort of like—

MOON

To make a bit of pocket change? 

MILANT

Right. [laughter] But I think it was formative in later years. So then he actually was—I don’t think any of my 
parents had any involvement with the arts at all, and we were never—I think we had great childhoods, like 
we were never restricted from doing anything that we ever wanted. For instance, we always were 
encouraged to do things, I think, so even though they were not involved in the arts, they were sort of 
supportive. 

But at one point when I wanted to go to graduate school, they didn’t want to pay for it because I was going 
to go into art, and my father expected me to take over the company. And that was a big disappointment, I 
think, to him that I wasn’t going to do that. He sold the company later, his share in it. 

MOON

Got it. Wait. So can you tell me a little bit about your mother? Did she work or did she stay at home with the 
kids? 

MILANT

She didn’t work. She was an at-home mom, and I think that was also, like, great. [laughs] I mean, I like 
cooking a lot, and I think that started very, very young, just my mom and my grandmothers, because we’d 
be over at my grandmother’s house a lot, and there always seemed to be cooking involved somehow. I 
think she had sort of an artistic ability. She was very smart. I think she was valedictorian of her high school. 
She did do craft things, actually, now that I think about it. You know, a lot of the, I guess, families that were 
in our economic situation at the time kind of did a lot of canning or sewing or all kinds of home stuff, so I 
was around that all the time. 

MOON

And in terms of your parents in school, so they graduated from high school. Did either of them go to—

MILANT

I don’t have any idea what—I don’t think my father even went to high school. I have no idea. My mom did, 
but she didn’t go to college. 

MOON

And siblings. So you have a sister and—

MILANT

I have two sisters. 
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MOON

You have two sisters. 

MILANT

Right. Jackie and Susie. 

MOON

And where are you in the family order? 

MILANT

I’m the oldest. 

MOON

Did either of them end up doing something related to the arts or—

MILANT

No, not really. I mean, my sister worked for me. Jackie worked for me when—they both taught for a while, 
and Jackie taught for most of her life here. When she moved out to California, she first came to Pomona 
and she taught grade school. So she was at one point going back to school to get extra credit, and she 
started to take a business degree. So she came to work for me and kind of like worked in the office and did 
the books and stuff like that just to get some experience. 

MOON

This was when Cirrus was—

MILANT

That was probably in the early eighties, the eighties. I was downtown. You know, they’ve both been very 
supportive. We never really saw each other that much. My other sister lives in Seattle now, but she, I think, 
was first in Oregon. She more or less somehow was involved because she was more athletic in school, 
and I think her background was sort of like health and wellness kind of stuff early on in Wisconsin at La 
Crosse. I think she went to La Crosse. So I think she at one point was working for a company that—it’s 
interesting because it sort of relates to instruments and stuff from our childhood—that made sort of 
thermometers and stuff that were used for humidity control and things like that, so it’d be museums and be 
shipping, for food products and stuff like that. She worked for them for a long time, and she was quite good 
at what she did. So they never really advanced much, that company, and then she was always getting 
offers to go someplace else. So she finally took something, and it was more in the tech business up there. 
She got into a tech business, but it was software or something for hospitals, that involved hospitals. Then 
she left that and subsequently went to a really huge company that was a major web company. Already at 
that time she’s much older than anybody that works there. [laughs] But as the tech industry goes, I think 
that company just dissolved very quickly. It was huge, millions and millions of dollars, hundreds of 
employees, and just kind of dissipated. 

So she ended up now currently she’s at a job that she works for HTC, which is one of the major telephone 
manufacturers in the world, a Taiwanese company, and their first office was established in Seattle. So 
she’s in marketing for them, and she still holds that position. She’s doing very well there. So she’s more in 
business. 

MOON
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So what were you like as a little kid? What would you spend your free time doing? Did you read a lot or 
draw? 

MILANT

I liked reading, yeah, drawing. I remember drawing a lot when we were really little, because most of the 
social activity was with our immediate family and their kids, so my aunts and uncles. I only had two uncles 
and they lived in Wisconsin, Milwaukee, and then the kids, we could be together and we were always doing 
stuff like that, drawing. I remember lots of coloring books and liking reading. I just liked to make things with 
my hands, so that that was kind of—

MOON

Early on, yeah. 

MILANT

Early on, yeah. 

MOON

Would you hang out with the neighborhood kids or—

MILANT

That was the other thing. Most of our life was probably pretty much—because when we moved out to—I 
guess it was called Glendale. The areas were Glendale, Fox Point, and River Hills. So we were, like, right 
on the corner of them, so it was still somewhat rural, but also there was a very wealthy segment. Like 
across the street from us lived the people who built the American Motors body frames for the American 
Motors Car Company. That side, I remember, to the left of our house was huge estates, and then to the 
right was sort of upper-middle-class, sort of, and then there was still wheat fields and there were cows. 
[laughs] So it was kind of like we hung out with all the neighborhood kids, and it was sort of playing in that 
kind of more rural environment, which was great, I mean, to have that experience. It’s sort of like there 
wasn’t much out there, so it wasn’t like you had big stores or anything like that. So it was just mostly 
playing as kids in the backyards and stuff like that. 

MOON

So you were talking about this is the house that your father built when you moved out of the city into the 
more suburban area, would you say? 

MILANT

Right. 

MOON

And what about school, elementary school? 

MILANT

Elementary school, I went to St. John’s Elementary School. It was a parochial school, Lutheran, and it was, 
like, two blocks from the house. It was like a one old house, kind of in a way, so there were many grades in 
one room. I remember that it was—so it wasn’t like— [laughs] 

MOON

So it was small. 
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MILANT

Very small. Right. And as kids, we played a lot there, too, because it had a big playground and stuff like 
that, so we’d all meet there, even though not during school hours. So that was where I went to elementary 
school. Then later I went to—it was a public school called Nicolet, because I didn’t want to go to another 
parochial school. My parents didn’t want me to go there. They’d actually taken my sisters out of the St. 
John’s Elementary School, and they went to a public school in the neighborhood. I went to this school 
called Nicolet High School. It was a brand-new high school, and it was amazing and it had everything. So 
we’re already up to high school. I didn’t think we were going to get—

MOON

Well, your high school sounds like there’s a lot to unpack there. So if we can just pause that and stick with 
just sort of what’s going on in there in terms of your environment and the family. You went to a parochial 
school. Were your parents religious at all? Was religion important? 

MILANT

Well, my mother was religious. She was raised Lutheran. My father obviously was raised Catholic, from 
France, but he didn’t practice, and so he was not religious in that sense. But I think in the early years, 
before high school, elementary school, I mean, obviously it was very involved with the church because the 
school and church were next to each other. So, yeah, we did have that upbringing. 

MOON

So in terms of how things were taught at the parochial school, was it heavily inflected by religion or—

MILANT

Well, you know, in a way it was, in a way it wasn’t, because you had the church and you had the school. So 
it wasn’t that it was like the school was just giving you a heavy religious background. You’d get that more 
by being involved in the church services, and they sort of kind of intermingled a little, but I don’t remember 
it being the major force behind educating us. 

MOON

So, for example, if you did Bible study, it would happen with services relating to the church more—

MILANT

I don’t remember having Bible study in the school. 

MOON

So in this one room, about how many kids would you say there were? 

MILANT

I don’t remember. 

MOON

Twenty-something? Twenty? 

MILANT

I would think twenty, yeah. 

MOON
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And in terms of the other kids that you were going to school with, their families—

MILANT

I would say it was mostly people from the area, so a lot of rural—

MOON

Upper-middle-class, upper-class? 

MILANT

Yeah, middle-class, upper-middle-class, lower probably more—some kids had farms. 

MOON

And primarily probably children of families of German descent? 

MILANT

That I don’t remember. So I just never remember that being talked about or anything. 

MOON

Any close friends from that time period of influential teachers or activities or classes that stayed with you in 
some way? 

MILANT

It’s so hard to remember. 

MOON

Well, maybe the answer is no. [laughs] 

MILANT

I mean, I remember. I can say there’s anecdotes. I don’t know that they were influential or not, but this was 
a time when they still hit you in school. 

MOON

Oh, corporal punishment. 

MILANT

Corporal punishment. And I remember in fourth grade, I think, I had one friend, Roger. And I loved the 
teacher. She was a beautiful teacher. [laughs] But Roger was not being able to solve this math problem on 
the blackboard, and so she got so frustrated with him, she picked him up by the ears and pushed him into 
the blackboard. So, yeah, it was a different time. [laughs] I do remember the other influential thing that was 
kind of like—and my parents made me do it. It was interesting. So I don’t know what year that—I think I 
might have been in sixth grade, but it was in a political science class or something, and I guess it was just 
when the Philippines were being backed by America, and—I’m blanking on their name now. Imelda 
Marcos. So they were initially installed or something, so we had to choose someone to write to in the world, 
kind of that level, so I wrote a letter to Imelda Marcos. [laughter] And I actually got a letter back, 
handwritten from her, and the teacher kept it and wouldn’t give it to me, and I was really upset. 

MOON
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Oh, no. It was your letter. [laughter] 

MILANT

Addressed to me. So my parents made me go over to his house and demand it back, by myself, and he still 
wouldn’t do it. [laughs] 

MOON

Do you remember what you said in the letter or—

MILANT

No. It was probably something just cookie-cutter or whatever that we were told to write or something like 
that. 

MOON

Actually, well, you know, that brings in this whole historical element of what was going on politically in 
terms of the war. So you grew up in ’43. Did World War II have any visible effect on your family or extended 
family? 

MILANT

No, I don’t think it did. I mean, all I know is that my father—the French don’t deny your citizenship, so 
during World War II, my father was called back to service, and obviously he wasn’t going to go. And he was 
exempt from service here because of the company that he was working for and what they were 
manufacturing. So he could never go back to France, because if they knew you were coming, you’d have 
to either serve the military or go to prison. So that did affect him. At one point, I think it was when we were 
in high school, I was in high school, he wanted to take Mom to France and meet all the relatives and stuff 
like that, and he wasn’t getting a visa. So I told him to write to the senator and just tell him—you know, 
explain to them and make sure it’s okay. So they did have our congressman, I guess—I don’t know which 
one—to get him a three-month visa or something like that to go back. So that was the last time he went 
back to Europe. 

MOON

Wait. Around when was that when he went back to Europe? 

MILANT

That was probably in the fifties, late fifties, yeah, when I was in high school. And I think during the war, too, 
it affected him also, from what I remember him talking about, that he was kind of upset because he was 
trying to help the relatives in France, and so he sent them packages of stuff, and blah, blah, blah, and they 
just wouldn’t really believe that he had this stuff. They didn’t believe him for some reason about—

MOON

That he had this lifestyle? 

MILANT

That he had this life, yeah. Well, that he had this life and whatever. So it kind of, I think, was another 
reason he didn’t want to really associate with them. Then I was also in high school when his mother died, 
and she left him a house and he wouldn’t take it. I was very upset. [laughs] I told him. 

MOON
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How could you say no? [laughs] 

MILANT

So he wouldn’t take it, and he gave it to my cousin Giselle, and the family still has it today. It’s in this 
amazing place. My younger sister, Susie, has been there to visit. It’s on this island in Brittany called Île aux 
Moines, which was owned by monks for many, many hundreds of years. It’s [unclear] island. You can’t 
have any cars on the island. 

MOON

Wow. 

MILANT

There’s a five-bedroom house right on the water there. [laughter] 

MOON

So there was family tension, I guess, between—

MILANT

Well, I guess because of the situation with his mother giving him away and then wanting him back and then 
sending him to America, you know, it’s another era. So pretty much it’s an amazing success story on his 
side of what he was able to accomplish. 

MOON

And then you mentioned earlier that your parents took your sisters out of the—

MILANT

Parochial school. 

MOON

—the parochial school early. Was there a reason? 

MILANT

I don’t know. I just think—you know, maybe—I don’t know. 

MOON

Decided it was time for public school. [laughs] 

MILANT

Right, right. 

MOON

So you were in this parochial school until right before high school, then you went to this public high school. 

MILANT

Right, went to the public school, right. 
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MOON

Which was called Nicolet, you said? 

MILANT

Nicolet. 

MOON

Nicolet High School. 

MILANT

Right. A famous French explorer who came down. 

MOON

Oh, and was one of the first to settle. 

MILANT

Yeah, Jean Nicolet or something. I think it was named after him. 

MOON

And so you said it was new. 

MILANT

It was a brand-new school. When I actually got there, it was the first year they had all four classes, and I 
think that was kind of the first time I really got to experience a lot of different things. I mean, when I was 
younger, the sort of neighborhoods were mixed, and I would kind of like have a lot of different experiences 
with different—you know, with the bikers’ kids, with kids who were highly educated from parents who were 
highly educated. So this school had that kind of mixture because it drew from all the areas. So that was 
kind of very exciting for me, and I think that’s where I got involved with kind of art and theater, was 
interested in that. I did take French there and I read a lot of French literature. So I was kind of like, you 
know, part of all these various little groups, but never probably solidly in one in the high school kind of 
arena, where you have your groups. So that was kind of interesting. 

MOON

So on the social scene, you were the person who could easily fit into many different groups and was 
friends with many different types of people. 

MILANT

Right. 

MOON

You weren’t part of one clique. 

MILANT

Right. I never felt like I was part of one clique. I mean, if the one I wanted to be part of it, maybe they didn’t 
want me to be a part of it on that level, versus the others, I don’t know. But, I mean, it wasn’t like a real 
negative-type thing. But it was just great to have all these different experiences. I was in a couple of plays, I 
remember, and so that was a whole kind of one group of type of kids, theater kids. The art department was 
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very kind of advanced, I would think, for high school. So that’s where I had my first brush with lithography, 
hand lithography, because we had lithography presses and stones, and we had silkscreening and we had 
etching and we had ceramics. We were taught all the different things. Painting, we would just have easels, 
and you could paint, do whatever you wanted. So I think that’s where I really kind of got really involved in 
art. 

MOON

Were you already thinking then that you had found your identity as an artist, or was it not as firm as that? 
You just really liked doing these art classes and making things? 

MILANT

Well, I guess I enjoyed them versus history classes. I would enjoy being in the theater and being in the art 
department more than the other aspects of the school. I wasn’t that athletic. I did end up on the swim team. 
I remember when I was very young, I think it was before we moved to the suburbs, so I was probably under 
five or something like that, I remember my dad signed up for a thing called the Boys Club or something, 
and it was like a—

MOON

Like Boy Scouts? 

MILANT

Boy Scouts or something. And I remember jumping into the pool and, like, practically drowning, so that was 
like it for me with the water. Then I think it was probably in high school, either before I actually went to the 
high school, they had swimming lessons that you could go to there. You didn’t have to be in the high 
school. So I think that’s when I think my parents sent me there to learn that, because we used to go 
camping a lot as kids when we were children, because that’s what a lot of people did in Wisconsin, up to 
the lakes. We did a lot of that. I learned kind of how to swim, and that was cool and I really liked it. Then 
when I was in high school, I was kind of like studying how to dive, a diver for the swim team. Then I don’t 
know what happened, if it was a coach or whatever, ended up I guess I started trying out for swimming, 
and then, like, he said, “Well, you can’t do both, so you either have to choose diving or swimming,” and I 
chose swimming. So I was on the swim team in high school. But that’s pretty much it, other than in 
elementary school playing basketball or baseball and stuff with the kids. 

MOON

You brought up going to the lake and camping. What else did you do as a family? Did you go to the 
Milwaukee Art Museum or—

MILANT

No, I don’t think we ever were taken. I don’t remember if we were. 

MOON

Or any activities? Camping? 

MILANT

I mean, I don’t think when I was that age, I don’t know if there even was a Milwaukee. I mean, there might 
not have been a big museum at that point. It was mostly kind of more rural kind of stuff. It wasn’t city stuff. I 
remember going to the library a lot, downtown Milwaukee. 

MOON

After school? 
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MILANT

Well, probably outside of school times, yeah. 

MOON

Not during school. 

MILANT

Right. [laughter] So I remember that was cool. 

MOON

Do you remember what you were reading? Was it literature or was it art books or just—

MILANT

I don’t really—I don’t think anything really stands out. I think it was more or less having to do with 
schoolwork, having to go down to the main library and do research for school and stuff like that that I 
remember. I remember obviously things like National Geographic I loved reading, I mean, seeing those 
magazines that we had subscription to, so you got a little bit of everything in that. I remember I liked 
speech class. I had speech class in high school. I liked that, which I guess related to the theater. 

MOON

Was your high school known for having a particularly strong arts program or—

MILANT

I don’t really know. 

MOON

Because that seems like a lot of offerings in terms of the different types of classes. 

MILANT

Right. I guess other schools were jealous. I mean, we found that out with, like, in the swim meets and stuff 
when you compete with other schools. They called Nicolet the “Gold Coast” school. So, I mean, like we just 
had amazing facilities, and we had so much offered to us compared to a lot of the other schools and it was 
this great small—it’s only fourth year when I started there that it had been operating. 

MOON

Do you have any sense of the class size, like how many students were in each grade level? Was it about 
maybe like two classes of thirty students or larger? 

MILANT

I don’t know. I’d have to look in my yearbooks or something. 

MOON

But did you get the sense that everybody knew each other? 

MILANT
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Yeah, everybody knew each other, right. I mean, you know, when you first got there, you didn’t know the 
seniors, right, but, like, you knew everybody in your class and maybe the next class up, some people. 

MOON

And was this high school located relatively close to where your parents were living or—

MILANT

Yeah, it wasn’t far. We still would be picked up by a bus. 

MOON

What about any teachers that you remember from that time period, or friends, other students who were 
interested in art? 

MILANT

I have lots of sort of memories of people that kind of were in theater. I don’t know where they all are today, 
but some of them have passed on already. The main teachers in the art department, they were the painting 
teacher Wachols and Peterson, I guess, was the sort of—I think he was the printmaking, ceramics teacher, 
so they were very influential to me, and I just think they just sort of like were very supportive. It wasn’t like a 
class structure in a way, but you did have to make work. I remember some of the kids that were in the 
painting class. Then some of them—I guess it would have been college. I don’t think anybody that went to 
my high school went to University of Mexico from Milwaukee, not that I can remember, that I still stayed 
friends with from high school. I just don’t remember their names. But I think reading plays, the English 
teacher, theater, that was really very interesting to me, and, of course, I was very interested in French, so I 
enjoyed that class a lot. Don’t remember the teacher’s name. That was pretty much what I can remember. 

MOON

Then in terms of your art classes, was there an emphasis on developing technical skill or was it [unclear]? 

MILANT

Yes. You were taught technique. We even had to do calligraphy and all that stuff. So, you know, all the 
techniques in printmaking. Painting was a little bit less so, but I think it still probably related to, like, kind of 
looking at older art and then kind of like not copying it but kind of getting clues from it. 

MOON

Learning from the more traditional techniques. 

MILANT

Right. But I do remember the painting teacher, who was always playing “Madame Butterfly” in class. 
[laughter] 

MOON

Oh, man. That sets a certain tone. [laughter] 

MILANT

But then we all had to be silent to hear the knife drop. [laughter] 

MOON

Oh, man. Wait. So what was seen as good painting? Was it like French Impressionism or was it older like 
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Renaissance art or—

MILANT

You know, I never ever thought we were—no, I don’t think I was ever directed in a certain direction. I don’t 
remember that, like it was something to head towards or something like that. I don’t remember that. I don’t 
remember much what I painted either, though. [laughter] I did win an award for, like, silkscreen, though. It 
was some contest, and they sent it in and I won some national award or something on it. 

MOON

Maybe we can talk a little bit in depth about what you were learning in these printmaking classes. So you 
said that there was silkscreen, lithography with stones. 

MILANT

Right. Etching. 

MOON

Etching and—

MILANT

Well, those were the three main things, right. Well, we might have done woodcut too. I’m sure we did. I 
mean, I think it covered everything. 

MOON

And do you remember really liking those classes? Oh, you said ceramics and printmaking. 

MILANT

I did like printmaking, but I think I liked painting more at that time. I’m just trying to remember high school. 
Was I going to my father’s factory then? I probably was. I’m not sure. But I know that the building that the 
factory was in, the first floor was a printing company. So I remember always wanting to hang around the 
printing presses and watching them, and they let me in there, because I think they rented from my father or 
something like that. Anyways, I remember we had a huge basement in that building, and I remember one 
day being down there and discovering all this wood type that they weren’t using anymore, you know, where 
they had hand-carved the letters out of wood to print from for like grocery store announcements. 

MOON

Was that letterpress or—

MILANT

Well, I guess it was kind of a letterpress, yeah, but the type was wood, made from wood. I do remember 
asking if I could have the type because they weren’t using it anymore, and then I remember building 
furniture out of it, tables and things. 

MOON

Did you keep those? 

MILANT

I think my sisters have a couple of them, right. So I was involved in that kind of stuff, too, like, you know, 
making things and renovating things. 
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MOON

During your free time? 

MILANT

I remember some woman paid me to make some tables for them using those letters when I was in high 
school. 

MOON

Wait. So did you take sculpture classes in high school too? 

MILANT

I don’t remember that in high school. 

MOON

Or did you learn it from your father? Because you said that your father had built that—well, did your father 
actually help manually at any capacity to build the house that you guys were living or just—

MILANT

Oh, yeah, he built it himself. 

MOON

He did build it himself? 

MILANT

Yeah. 

MOON

Did you help? 

MILANT

Not really. I was probably too young. He built it himself. 

MOON

So in high school you just had this sort of knowhow in terms of building things? You were making pieces of 
furniture. 

MILANT

Right. I’m trying to remember if it was—it’s so confusing. I’m sure it was like—I guess when I was in grade 
school and always watching my father make things. He was always building things and repairing things at 
the house, and he was also very interested in things like Popular Mechanics magazines, so he was also 
always very involved in the newest methods that were coming out and stuff like that for various things. 
We’re talking from building instruments to, like, building a camping trailer. And I do remember going to—I 
don’t think they had a Boy Scouts thing, but they had a thing called 4-H, because it was still pretty much 
rural. So there was agriculture that you could get involved with and all these other things, and I remember 
him helping me make things for my projects there. He had a workshop in the basement of the house, so he 
was always piddling around doing things there. That’s where I actually first started getting involved in 
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cooking, was in 4-H, because I took a cooking class, and the cooking class was taught at this young girl’s 
house who was part of the club 4-H. I was the only guy in the class. It was taught at her parents’ house by 
her mother. They had horses, so it was really cool because we would, like, take the class and then go 
riding. And my father was also very creative, I mean very involved in cooking in a way, not physically so 
much, but I think it was a passion of his mentally. And actually I have a cookbook that I didn’t know was a 
first edition, but we had an event here at the house for LACMA many years ago. It was when they were 
doing these dinner things, and I had these chefs cook here in the kitchen, and they were going through my 
cookbooks, and the one guy said, “Oh, my god, you have this first edition of Larousse Gastronomique.” 
And I remember that book when I was a kid, because it was my father’s book and it was in French. So it’s 
one of the first great cookbooks, and so he must have brought it over when he was young. 

I remember when I was in high school and taking French, I was looking at that book and trying to translate. 
It’s more like an informational book. It’s not like so much a recipe book. So it’s alphabetical and gave you 
sources of how things were created, how did this dish come into being and the history, stuff like that. So I 
do remember being very involved in cooking, or thinking about it, and through high school too. 

MOON

Wait. Do you think that your father, he loved food and he had this interest in it, but he didn’t actually often 
cook himself, do you think that it had to do with time? 

MILANT

Probably had a lot to do with time. Right. 

MOON

It didn’t have to do with sort of like gender stereotypes or—

MILANT

No, I don’t think it had anything to do with that. Right. And also, in our neighborhood, I mean, he was 
French and so, like, that was a bringing up of a way of eating, which, you know, all the kids in the 
neighborhood, they didn’t eat that way. So not like we had courses, but he wouldn’t put all his food on the 
plate at one time, because that’s not the way that was done, and he had courses. So we did grow up 
with—not having that, no, but I mean he still would eat one thing at a time, kind of. But like he also brought 
his background of foods that the neighborhood people wouldn’t eat. 

MOON

Such as—

MILANT

Kidneys and—you know. [laughter] So we had a palate developed different than the neighbors, I guess. So 
otherwise, it’s the Midwest, so it’s pretty meat and potatoes. 

MOON

Wait. So you’re taking this cooking class. You’re on the swim team. You were involved in theater, did a lot 
of different types of art classes. Oh, actually, I’d love to talk about this more. You mentioned your time 
spent at your father’s factory and also observing the printing press that was on the first floor. Was that 
offset color lithography or—

MILANT

Yeah, it was offset. Yeah, but it was still kind of like one color at a time, I think. It wasn’t like a four-color 
press. The whole thing about being involved with my father’s company and being there was also, you 
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know, experience where I worked on punch presses. I worked on milling presses. I worked on lathes. I 
disassembled surveying instruments. We repaired. There was a whole repair section, so you’d take a 
whole instrument apart and then we even would repaint them for them. Then just seeing the kind of, like, 
way things are made, you know. I think that’s a formative kind of formal training in a way, and shapes and 
this and that, not an art training, but I think it did relate, just seeing if you were making 1,000 things or 
10,000 things or whatever, just how they stack up and their forms. It was really part of—I think very 
interesting to me. 

MOON

And in the company, did your father have more of an administrative role, or did he ever actually get to use 
his hands at all? 

MILANT

Of course he would use his hands too. It was very hands-on. So it started out with only three or four 
people, and I don’t know how big it was when he sold it, because I was already gone from Wisconsin. 

MOON

When you were working there in high school, had he already expanded? It was more than three or four 
people in the company by then? 

MILANT

Yeah. Not a lot more. It was still pretty small. I remember one of my best friends in high school was Keith 
Schall, and he was very, very smart, very bright, very intellectual kid. I remember I think it was one or two 
summers he also worked in the factory with me, so he had that learning experience of working on all these 
different machines and stuff like that. It’s hard because we’re going all over the place here. If I had stayed 
into one really narrow thing—in high school, Keith and I, I do remember somehow—I don’t remember him 
being in the art classes, but I remember that either his father had paid for a space in a building downtown 
Milwaukee, and it was like our studio and we would paint. I think Keith was really into the Surrealists. 
[laughs] But there we were, in our studio, painting, living the life of an artist in high school. Keith got 
married very early on, right after high school, and I had no contact with him. I don’t know if it was five years 
ago or something, all of a sudden, he found me on the Internet and he emailed me. He was coming out to 
California, and so we had him come over for dinner. He ended up he was teaching. His wife, one of them 
was teaching medieval literature and the other one was Renaissance or something—I forget—on the 
southeast coast someplace in Virginia or something like that. Then they ended up contracting for the 
military and buying all the military books and everything. It’s sort of interesting. Then when we met here, 
then he got into wines, so he had a huge wine collection. I was just thinking how the two of us ended up, 
and he was always saying, “Hey, I knew you were going to be somebody.” [laughs] 

So he was kind of my best friend, I think, one of my best friends, and I can remember him saying he had a 
hard time in high school. That was his worst experience in his life, which I didn’t know, but I think he told 
me that when we last met. 

MOON

In what ways? 

MILANT

I think socially and everything, he just didn’t fit in, and I had no idea. 

MOON

Did you have any problems in high school in any way or any conflicts that you can remember or struggles? 
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MILANT

Well, I’m sure there’s the normal—

MOON

Rebelling against parents in various ways. 

MILANT

Not so much rebelling against parents, but, like, the whole kind of like the art world is now high school. 
[laughs] Are you in the right group or not? 

MOON

Yeah, a sort of cattiness. 

MILANT

Well, you know, it’s all groups. Are you cool, not cool? [laughter] But I think that’s what I was saying earlier, 
I somehow managed to navigate around a lot of different types. So obviously Keith was somebody that we 
became friends. I had no idea he was having those issues. 

MOON

So you would spend some free time in this studio space downtown Milwaukee as a high school student. 

MILANT

Right. 

MOON

What would you do with the paintings? Did you even think about selling them or—

MILANT

I don’t remember. I just don’t remember. 

MOON

So you were just doing it to make it? 

MILANT

Yeah. Right. Then later I had another studio closer out in the suburbs someone had. A bunch of us had 
gotten together, and I guess I was using the money from working for my father. I don’t remember. Also at 
one point I became a lifeguard in high school, so, like, I don’t know how many days that was, but I think I 
had Wednesday off or something like that, because you had to work on weekends, and then Wednesday I 
had to go work at the factory. So I think that might have been—I’m trying to think if that was—yeah, that 
was high school. 

MOON

So you really overcame that first swimming experience trauma. 

MILANT

Right, right. [laughter] 
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MOON

Wait. So in high school were you—I think you mentioned earlier that your classes would take trips to 
Chicago. No? Or was that later? 

MILANT

That was in undergraduate school. I don’t remember taking any art trips in high school. 

MOON

Okay. Well, how about your life up until the end of high school? Did you travel outside of Wisconsin at all? 

MILANT

Yes. Well, we did, yes. Me and my parents would go—sometimes during winter we’d go to Florida to Fort 
Lauderdale, I think, and we did a lot of—those would be within Wisconsin, but I guess it would have been, I 
think I was in the sixth grade, elementary school, and my Uncle Allen and my cousins moved to Merced, 
California. So I remember we took a big trip, camping trip, with my father. It was before you had these like 
camping trailers and stuff like that. It wasn’t, like, kind of an Airstream. It was sort of more like a wooden 
trailer which would open up and have a tent on it. So now they’re very common, this kind of thing, but my 
father built one from Popular Mechanics before they were manufactured. 

So we took that out, went through Denver, I remember, and came out to visit my cousins in Merced. It 
actually was the first year—it was when Disneyland opened that summer. My father had a friend, she 
owned a motel in Santa Monica, so we stayed there, and we didn’t get to go to Disneyland because she 
said it was going to be too crowded. So that was the opening summer of the Disneyland Park. Then we 
went to Knott’s Berry Farm, though, but anyway. [laughs] 

MOON

Oh, but you didn’t get to Disneyland? 

MILANT

We didn’t get to Disneyland. But then we went up through Yosemite, and we went to stay with my cousins, 
and I remember that being such an amazing effect on me, just their lifestyle and the country. I loved 
California. 

MOON

Wait. So out in Merced, your Uncle Allen, was he going into—what was the industry? Was it agriculture? 
Was it on a farm? 

MILANT

No, he actually was involved in—he had a company or worked for a company—I don’t know if he had 
ownership or not—called American Partition. It was a huge box company. So they would build packing 
cartons to specific custom sizes for industry. So that’s what he was involved in. 

MOON

I see. 

MILANT

It was the only time we went to visit them, and I was never close after my cousins moved from Milwaukee 
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to Merced. Then it was just that one trip, and we maybe met once or twice someplace here or there, but 
nothing—we really didn’t have a close relationship. 

MOON

And how long was that trip out west to visit California? 

MILANT

It was probably weeks, because then we went through the Badlands and to Mount Rushmore and came 
back that direction. Then another year, we went to the East Coast, so went to New York and Cape Cod and 
that whole kind of trip. Canada. We went to visit my—I had a cousin. That was Giselle’s brother, Uncle 
Pierre’s son, who moved from Paris to Quebec, and he was an opera singer. So we went to visit him that 
trip. I guess that might have been the impetus of it, why my father wanted to go see his nephew. 

MOON

But it was California that left a really big impression on you? 

MILANT

Right. I don’t really remember much of the—I don’t even remember Quebec. I don’t remember that. I don’t 
know why, but. My sisters do, I guess, but I don’t. 

MOON

So what was it exactly about California that struck you? I mean, I guess in part it was the landscape. 

MILANT

It’s the landscape, right, and just the fact that there were mountains and snow and swimming at the same 
time and things like that and the ocean. I mean, we lived near Lake Michigan in the suburbs, so it’s a large 
body of water, so I was used to that, but the ocean was like another thing. 

MOON

Scale. [laughs] 

MILANT

Right. I mean, we saw it in Florida when we were kids, too, but still just California just made an impression, 
I guess. 

MOON

Yeah, despite not having gone to Disneyland. [laughter] 

MILANT

Right. 

MOON

So during that trip, how long did you spend in the Los Angeles area itself? So you were in Santa Monica—

MILANT

I don’t think that many days. Probably only a few days. 
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MOON

Just got a taste of it? 

MILANT

Right. 

MOON

And any other trips or travel outside of Wisconsin around this time? 

MILANT

I don’t remember it, but my sisters said that, like, we went to Minnesota, someplace in Minnesota, St. 
Duluth or St. something often, and I don’t remember that for some reason. 

MOON

Wait. So I find it so interesting that even as a high school student you were working in studios—

MILANT

Right. 

MOON

—in the city. Just the idea of being a painter, I mean, for example, did someone like Jackson Pollock mean 
a lot to you in terms of being impressed by the art but also maybe how you might have come across him in, 
like, Life magazine? 

MILANT

Right. I don’t remember Abstract Expressionism being something of a big influence. It probably was related 
more to like the Surrealists or kind of even like the Impressionists. I mean, sure, yes, I think that probably 
that kind of art had more of an influence. I don’t know if I was even that much aware of Jackson Pollock at 
that time in a way. I just don’t remember that. I just remember I really kind of—it’s interesting what you can 
and can’t remember. [laughter] I just remember more the experience than the actual physical painting that I 
might have painted. 

MOON

The experience of painting and living a certain way. 

MILANT

Right. Being in the situation, going to the place, talking with my friend. 

MOON

And you really enjoyed the experience of painting alone but then also being able to converse with your 
friend about what he or she was doing? 

MILANT

Right. 

MOON
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Were there female students in these art classes? 

MILANT

Yeah. Quite a few, actually. I remember two of them in particular that were pretty into it, and one of them I 
wasn’t very close to, and the other one, we were friends and she lived not too far from me. I’d have to look 
it up. Yeah, I think she did go to UNM too. Yeah, right, she did go to UNM. 

MOON

Around the same time as you did or—

MILANT

Yeah, right. 

MOON

So in your high school, did most people think about going to college? Were you thinking about going to 
college? Did your parents think that you should, or did they have an opinion? 

MILANT

I do remember that discussion of going to school, yeah. Yeah, I think most of the kids were talking about 
getting into colleges, yeah. And, I mean, it was interesting, because when I applied to the University of 
Wisconsin-Milwaukee, I didn’t have the best grades in high school, but because I came from that school, 
they raised every grade a level because it was such a good school, and so then I got in. 

MOON

Did you have a portfolio at the end of high school? 

MILANT

I don’t remember. That I don’t remember. I don’t think you applied—I think I applied for a B.A., I mean, 
bachelor of arts, but I don’t think they asked at that time, you know, like, “Show us your work.” I don’t think 
that was it. I think you had to take the tests. 

MOON

It was more of a regular—

MILANT

Based on the tests, yeah. 

MOON

—just a general entrance or—yeah. 

MILANT

Right, right. 

MOON

For general studies. 

MILANT
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Right. 

MOON

Did you apply to other colleges or—

MILANT

No, I think that was the only choice I had because I couldn’t leave town. [laughter] 

MOON

Because you didn’t want to or because—

MILANT

No, I think I wouldn’t have had the finances to do it. 

MOON

So did you go to college right away after high school? 

MILANT

Yeah, right. 

MOON

And what was college like? Was it a lot larger than your—

MILANT

Of course it was a lot larger, yeah. I mean, it was a pretty big campus and it was situated in between where 
we lived and downtown Milwaukee, sort of on the edge of downtown Milwaukee near the lake. It was kind 
of a beautiful campus area. I guess basically I don’t remember much other than the art being the most 
interesting thing for me there too. All the kids that I was kind of involved were like the art students. I don’t 
remember having many friends that weren’t in the art world, kind of. So, yeah, I really enjoyed it. And it was 
the same thing there, they had a big printmaking department, and that was a big focus, and, you know, you 
took all the classes. I had ceramics, I had jewelry, I had painting and drawing. It’s interesting, because you 
asked about sculpture, I don’t really remember having sculpture classes. It’s interesting. Maybe you could 
choose. I don’t remember. I remember painting. And I do remember, that was another thing, there was sort 
of like a group of us that I sort of fell into, sort of more like the fringe group. [laughs] 

MOON

Wait. What type of fringe? Because you all were artists and then there was everybody else? 

MILANT

Yeah. [laughter] And I remember there was this one woman, an older woman who lived near the campus 
who I think rented rooms to some students. Her name was Bo, and that was the place to hang out away 
from your parents. [laughter] So we’d hang out a lot there, and those were where these other friends hung 
out. 

MOON

Did they live there? Did they rent rooms there? 
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MILANT

Some of them. I think a couple of them did, yes, that’s how I found out about it, but not all of them. 
Sometimes after class we’d walk over there. It was right near campus. Probably that would not exist in 
today’s times. [laughs] 

MOON

Wait. What do you mean? In what sense? 

MILANT

Just I don’t think it would be the best influences for kids. [laughter] These are the friends that we organized 
a trip to New York with. 

MOON

Wait. So did you live at home? 

MILANT

Yeah, I lived at home. 

MOON

All four years? 

MILANT

Yeah. 

MOON

Was it a four-year program? 

MILANT

Yeah. 

MOON

When you fell into this crowd, that was pretty immediate, like by the end of the first year? 

MILANT

I mean, I think that somehow you just identify with the people you like in your classes, right, and then 
socialize. 

MOON

And you knew pretty much from the beginning your major—you majored in art or what did they—

MILANT

Right. 

MOON

Was it a major in visual arts or painting, or how did they—

Page 25 of 160Interview of Jean Milant

10/12/2016http://oralhistory.library.ucla.edu/viewFile.do?itemId=3049741&fileSeq=6&xsl=http://or...



MILANT

I don’t know if it was separated. It was just a bachelor of arts degree. But I think then in sixty—I’d have to 
look at the year, but I did want to go—they offered this summer European trip, and so I wanted to do that. 
So I remember my father said, “Well, if you want to do it, you’ve got to pay for it.” So then I did have the 
money from working at the factory, and I did pay for it. So that was my first trip to Europe, and it was a 
pretty long trip, so we did all the major countries. I remember Serene Sendak [phonetic] from my high 
school, she was on it. It was interesting because I remember getting on the plane, and then as I’m leaving, 
my dad presses this money in my hand. [laughs] So we were brought up to be very independent, and we 
could do whatever we wanted as long as if we wanted to do something and they didn’t want to pay for it, if 
we could pay for it, fine, you can do whatever you want. But they were very supportive. You know what I 
mean? 

MOON

Mm-hmm. 

MILANT

After the fact, maybe, or something, but if you really wanted it, you had to—

MOON

Work for it. 

MILANT

—work for it. 

MOON

Earn it. 

MILANT

Earn it, yeah, and to spend your money on what you want. 

MOON

So your parents were never really—they never really offered a lot of resistance in terms of you going into 
the arts or—

MILANT

No, right. 

MOON

But did they encourage it at all? 

MILANT

I think they did. When I was in high school, it probably didn’t matter, but I think in college, yes. Then, I 
mean, obviously the trip, was kind of supportive of that. And that was a great trip for me. That was a great 
trip as far as, like, experiencing all these great sites and places and cultures. You had to work. I mean, it 
was run by the teacher who was the drawing teacher, Mr. Rathsack [phonetic]. He was, like, amazing. He 
was blind in one eye. [laughs] He only wore gray every day. His main thing was watercolors, so we really 
had these watercolor for the whole trip. We had to do watercolors on the trip. We went to all the great 
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places, so it was really great. 

MOON

Was it during the school year then? 

MILANT

No, it was summer. 

MOON

So where did you go? What was the itinerary? 

MILANT

Well, first I think we landed in Edinburgh, it was the first stop, and then we had one of those buses that took 
us on the whole trip. So we went from there to, like—I don’t remember going to any small English towns. I 
think we just went right to London, and then from London we flew to Amsterdam, and then we got a bus 
there. I don’t know the exact order, for instance. I know we went to Rotterdam, went to Amsterdam, visited 
the Van Gogh Museum, Stedelijk. Then I think we went to Germany, and we went through Germany, 
Cologne probably, I remember the Cathedral, ended up in the Black Forest area, Berchtesgaden, I 
remember, which was amazing. Munich. I somehow don’t remember Switzerland. I don’t know. I’m sure, 
but I remember Vienna, going to Vienna and going to Spain, Toledo and Madrid, going to Italy, so Pisa, 
Rome, Florence. I mean, I’m sure it was kind of a—then we went to Ravenna. 

MOON

Ravenna, to the mosaics. 

MILANT

To see the mosaics, right, and the Giottos, I think. And then from there we went to Yugoslavia. It was still 
communist at the time. Tito was in charge still. So we went there. I remember driving through there and 
seeing—it was interesting. So did we go to Yugoslavia and then Austria? 

MOON

Did you look at artwork when you were—

MILANT

Not in Yugoslavia. I don’t remember what we looked at there. There must have been some reason they 
went there. I just would just have to think back. I do remember a bust of Tito in the restaurants. That I do 
remember. And people still using horses and carriages, kind of, and carts and stuff like that. So that was a 
great trip. 

MOON

Yeah, it sounds like it covered a lot. 

MILANT

Paris, France. I think we went to Chartres and then Paris. I don’t know if we went to Lyon. Because that’s 
when I first met my uncle on that trip, in Paris. 

MOON

He was living in Paris? 
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MILANT

Yeah. Then he had a shop on Rue de Sèvres, which is the Bon Marché area. It’s sort of like a good 
shopping district. They sold fine crystal and Limoges china. I guess I spent two days. He took me to a 
couple places, and then they organized a big dinner at the Eiffel Tower restaurant with the rest of the 
relatives I remember meeting, but it was all just, you know, first time. 

MOON

Were you able to communicate adequately with them? 

MILANT

A little bit, yeah. 

MOON

And was that experience really revelatory just in terms of being exposed to so many different types of 
artworks and—

MILANT

Yeah, I mean, just all these great pieces, you know. I mean, all the stuff that we saw in the books, right, to 
actually see it, it was pretty amazing. 

MOON

So your teacher at the time actually had you guys work, and you had to do watercolors as well? 

MILANT

Mm-hmm. 

MOON

Of being out sort of like en plein air or—

MILANT

Yeah, sort of, yeah. Right. Or if you wanted to do something from the museum or whatever. So we actually 
had specific places he would—like in landscape-type things were he would take us, and then we were 
supposed to work. [laughter] 

MOON

Little assignments. Well, that sounds like an incredible trip. 

MILANT

It was great, yeah. 

MOON

And you covered a lot of—

MILANT

A lot of territory. 
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MOON

Yeah, a lot of countries. 

MILANT

I don’t know how many—there were maybe, what, twenty of us or something, or less. 

MOON

Did everybody seem to enjoy the trip or was it difficult for some people? 

MILANT

I don’t remember anything about that. 

MOON

But you were doing just fine. 

MILANT

Right. [laughter] 

MOON

Soaking it all in. Wait. Sorry. So this happened do you remember exactly when in college? Was it 
towards—

MILANT

It was either my second year in college. I think it might have been my second year in college. So, early 
sixties, I would think. 

MOON

Did you notice the effects of—I mean, maybe it’s not like you would be looking for this necessarily, you 
know, as a young adult, but could you feel the effects of World War II just as you were going around the 
different countries? I mean, I’m not sure when exactly—and I guess it’s different for different countries—
building were rebuilt and the landscape was—

MILANT

Well, I remember being in Spain and Franco was in charge, and everything was, like, very poor, and even I 
remember in the breakfast at the hotels, some of the hotels we were at, they was like a little saucer of jam 
set out on the table, and, I don’t know, there were four or five or six of us at a table. Then they would cut it 
into little segments. That’s how much we could have, you know. But I wasn’t a political history student, 
wasn’t interested in politics, so kind of oblivious to it, I guess. But I didn’t really see—I don’t remember any 
effects. I think it was more just like, “What’s Rotterdam like?” I mean, I don’t remember. I don’t really 
remember seeing bombed-out buildings or anything like that. I think the most effect that it had on me was I 
think Rotterdam was almost 100 percent destroyed, so when we got to Rotterdam, it was all contemporary 
architecture, which is kind of amazing, you know, to think that a whole city had rebuilt. I do remember that. 

MOON

Wait. So maybe we can take the college years sort of like one step at a time. So first year, you’ve fallen in 
with a crowd and you’re taking a lot of art classes and you’re really enjoying yourself. And what about the 
second year? 
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MILANT

You know, I can’t—

MOON

Memory doesn’t work like that? 

MILANT

Yeah. [laughter] It’s all just a continual thing. That was that period. I can’t think what did I do in ’60 and ’61 
and ’62 and ’63. I just remember that I think they were very good teachers. They were very conscientious. I 
think there was some rigidity there in terms of, like, having to get the techniques and do this and do that 
right. But also, like this watercolor teacher who kind of like took us on that trip, and then the other guy, I 
forget his name, but he was the art history teacher, so the two of them led the trip. So he was the one who 
would fill us in every place we’d go about the history and yada, yada, yada. But I remember Mr. Rasack. 
He sort of like lived in the suburbs near me, another suburb. But, like, he was the kind of teacher where, 
like, you could always go and talk with him. And I remember, like, the drawing classes were extremely rigid, 
and he taught drawing and really it was very academic and then also kind of loose in a way. You had to 
learn it, but then you could adjust it to whatever you were thinking, I guess. But he was very kind of one 
who I would have a lot more intellectual discussions with, and a lot of times I would just, because we lived 
closer or whatever, just go over to his house and we’d just talk about things. And it wouldn’t be talking 
about art. This was talking ideas, whether it’s art or whether it’s nature or whether it’s in the cosmos or 
whatever. So he was very influential and someone who would listen to my ideas, and then we could banter 
back and forth about them. So I think that way. Does it make any sense? 

MOON

Yeah, yeah, yeah. 

MILANT

It’s not like I don’t have this rigid thought process. That’s why I don’t particularly enjoy being around people 
who think they’re intellectual, because I think it’s just sort of an exercise and it’s not really intelligence. It’s 
sort of like exercising somebody else’s intelligence. So then who do you talk to on a peer level that you can 
just go with it? So he was very influential in that way, so he was like really sort of like a foundation, I guess. 

MOON

Do you remember some of the ideas that you were thinking about then? You just remember sort of the 
approach and—

MILANT

Sort of the big ideas, I guess, about who we are? Where we come from? What or why are we here? What’s 
it all about. 

MOON

Drawing upon classes you were taking in different fields like philosophy or psychology or history or—

MILANT

Yeah. I think you just bring it all together. Right. But it’s more intuitive-based too. 

MOON

And were you recognized as really sort of a promising art student already in high school and that continued 
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in college, do you think, in retrospect? 

MILANT

I think in high school I probably was kind of one of the top students there. And undergraduate, I don’t 
remember being thought that way, thinking that. I just think I was one of the kids. I don’t remember. 

I mean, the other graphics teacher, he was sort of like the other teacher I would kind of talk to a lot, and 
then a couple of the other fellow students. One student was older and he didn’t associate because he 
actually lived at a town below Milwaukee and he would commute to school. So I remember there was a 
café across the street from the school, from the art building, let’s say, and a bunch of us would always 
meet there between classes and after class, stuff like that. It was like even with the kids from the group that 
I had in the house that we would all hang out at, I wasn’t that close to them. It’s just sort of, I mean, it 
wasn’t this long-lasting thing. I don’t know if that makes sense but—

MOON

You all just hung out with—

MILANT

But I mean I didn’t stay with that group over four years or something necessarily. See what I’m saying? 

MILANT

Yeah. 

MILANT

So I don’t really feel—I don’t know how your question about what others thought of my art or what I was 
doing there. 

MOON

What about from the perspective of professors? I mean, it seems like you had a developing and intellectual 
relationship with some of your art professors, which is something. 

MILANT

Right. 

MOON

So, wait. So then, I guess, hanging around—what was this woman’s name who was renting out rooms? 
Bo? 

MILANT

Bo. Everybody called her Bo. I don’t even know her last name. [laughs] 

MOON

So hanging around with the kids around Bo’s house, was that earlier on in college then, or did that—

MILANT

Yeah, I just don’t know how long that lasted. I think if I’m bringing anything to my mind, I’m bringing that 
she kind of got shut down by the school or something like that. [laughter] 
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MOON

Too much fun. Got it. Yeah, I mean, yeah, I guess we’re also getting—this is the sixties. 

MILANT

Right. [laughter] 

MOON

Well, so, earlier you mentioned this trip to New York. Was this like right in the middle of college or—

MILANT

Yeah, I think it was after that trip to Europe, so that would have been maybe the third year. 

MOON

And you and your friends were sort of itching to go to New York? 

MILANT

Right. [laughter] 

MOON

And so that would have been the first time you had been to New York. 

MILANT

That would have been the first time I was in New York, like kind of with my friends by myself. 

MOON

With your friends, okay. 

MILANT

Yeah, just out there doing stuff. And I remember walking up and down 57th Street, because that’s where all 
the—there was no SoHo, there was no—the whole thing was 57th Street and the eighties up further, these 
sort of townhomes. 

I remember meeting Sidney Janis, but I remember it was very—not Sidney Janis, Allan Stone. It was just 
the weirdest gallery. I remember when you walked in, you had to walk through all this African sculpture, 
kind of, and then you got to the exhibition space, which was like, you know, he showed Thiebaud and just 
sort of a weird combination. None of the other galleries had that situation, I remember. And then Castelli 
Gallery. I don’t remember. André Emmerich, probably. It was interesting, because I do remember they had 
their opening all at the same time, and you were out in the street with drinks, which you wouldn’t see today. 

MOON

Couldn’t do today. 

MILANT

Walking from one gallery to the next. [laughter] 
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MOON

Wait. So how did this plan get hatched in the first place? 

MILANT

I don’t know. I think this guy Terry, the guy who was on crutches, and Michael—I don’t remember their last 
names—and they were friends with guy who was our male model for figure drawing, and he had an 
apartment or something in New York. So I think that’s how the discussion sort of started. 

MOON

Wait. So your friend Terry and this other person, were they art students then? 

MILANT

Yeah, they were fellow students, yeah. And then I can’t remember her name—I can see her, but I can’t 
remember her name. I think she was sort of part of it. I just don’t remember. I remember spending a lot of 
time with her on the trip itself, and we had one interesting event happen where we were—I’m sure her 
name started with a P, Paula. Anyways, we were having dinner at a hotel around the corner, the two of us, 
and we got seated. It was sort of very New York-y with the banquette with the little tables, and so we were 
seated, you know, table for two. And then there was this older woman sitting by herself at this table next to 
us, and we were very close to each other. She had this big turban thing on, and she started talking to us 
and she was going on and on about how her life and her husbands, and she was married to this guy in 
England, and they had oil wells or something like that. I remember the conversation and that, blah, blah, 
blah, blah, like she was, like, some major wealth person, right? So she goes, like, “Well, I’d like to take you 
guys to a film tonight.” 

So we go—I said to my friend—she didn’t want to do it. I said, “Well, look it, if she’s really who she says, 
we’ll get into a limousine.” [laughter] So I said, “Okay, fine.” So we’re walking out, and the maître d’ goes, 
like, “I’m really sorry I sat you next to her. I didn’t realize that she was going to be like that. I hope she 
wasn’t a problem.” So anyways, we get out, we don’t get into a limousine, there’s no limousine out there, 
and we went out to the bus, the city bus. I think it was late. I don’t remember many people being on the 
bus, very few, and I remember her trying to convince the bus driver to let her drive it. [laughter] Then we 
got to the theater, we get in the theater, and it’s a theater that shows newsreels, World War II. [laughter] 
And then we’re walking back, and I guess she lived in a hotel around the corner from this hotel that we 
were having dinner in, and she had to stop in a store and bought us jellybeans for our way home. And I 
remember getting back from the trip and looking at Life magazine, and there she was on the cover of Life 
magazine with Christina Ford and like all these major ladies. 

MOON

Wow. 

MILANT

Her name was Lady Ann Orr Lewis, I remember that. But I guess that’s New York, you know. [laughter] A 
great New York experience, I’ll always remember that. 

MOON

Oh, man. Wait. So, for the record, do you want to talk about how you first met Andy Warhol on this trip? 

MILANT

Oh, right. That was the same trip, yeah. Yeah, that was the same trip. It was Terry and probably Michael 
and two other people, and we were—I think Michael was the one who was the instigator of a lot of stuff, so 
I think he must have known about the kind of what was happening. 
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MOON

He was the person on crutches or—

MILANT

No, that was Terry. So I think they’re the ones that said, “Well, we should go and try to go and see this 
thing at the Dom Theater down in the Village. It’s going to be this band playing.” I don’t think it had the 
name Velvet Underground, from what I found out just recently, looking through an old book about the 
history of them. As I said, we were five of us, so we had to get a Checker Cab because they had to big 
enough to take five people. So we were on Fifth Avenue and trying to get a cab, and this limousine pulls up 
and said, “Hey, kids, where are you going?” And we told him we were going to—there was a passenger in 
the limousine. It wasn’t just an empty limousine, and it was sort of weird. We were going like, “Well, do we 
get is this or not?” or whatever, and we decided, okay, we were going to do it. So we get in and the guy just 
drove us down to the Dom Theater and dropped us off. [laughter] I have no idea who it was, nothing. 

I remember I think you had to walk up some steps, and it was very seedy and kind of smelly, and there 
was, like, a large table with like big gallon jugs of wine that you just would pour for yourself, and then got 
into the actual theater part, and it was like sort of regular—it was a theater that had a dance floor and the 
stage was above the dance floor, so I don’t know if it was like for big bands or something, because it wasn’t 
like a theater which was like a normal theater. I guess a lot of theaters did have the raised thing. So, 
anyways, nothing was happening. There were some people in there just sort of sitting at tables and we 
were at our table. There was nothing formal. There was no food. There was nothing, no program, just 
people. 

MOON

Jugs of wine. 

MILANT

Right. I think there must have been some records playing, but I don’t know if anyone was really dancing. 
Then some people kind of came on the stage and they’re walking back and forth, and just nothing was 
happening. I do remember, I guess it was Malanga, like, he had a whip, and then he was, like, whipping the 
whip. They weren’t really singing or doing anything, and then finally I think they did start and we were 
dancing. As I said, my friend had crutches because he’d just had a car accident and had some pins in his 
leg, so he was still on crutches. Then he must have gotten totally out of it crazy or something, but anyways, 
he was rolling around on the floor and waving his crutches around and everything. [laughter] Then we got 
invited to Andy Warhol’s table, which we didn’t even know he was there. I just don’t remember—you know, 
just saying hi. I think he just wanted to meet us, say hi, and that was it. So I really didn’t have any 
conversation with him or anything. 

MOON

Did you know who he was then? 

MILANT

Well, we had been to the show, yeah, the show with the cow wallpaper at Castelli. 

MOON

Oh, right, because that was up at the same time. 

MILANT

That was up during the time. 
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MOON

But did you recognize him? I mean, did you recognize his face? 

MILANT

Yeah, I recognized his face, but I probably wasn’t—I mean, it might have been the first time I actually first 
physically ever saw the guy, so I don’t how many photos I would have seen before. So I probably didn’t 
know really. And I don’t know if, like, he was at that opening of the gallery or if we were in the gallery during 
the opening or what. I don’t remember that. 

MOON

This show at the Castelli? 

MILANT

But I remember the cow wallpaper, right. 

MOON

What did you think about the cow wallpaper? 

MILANT

I thought it was cool, yeah. 

MOON

Wait. The cow wallpaper, was there also the silver balloons or was it just—

MILANT

There might have been. I think there might have been. I don’t really—just the thing that stood out was the 
cow wallpaper, to me. 

MOON

Was there any initial sort of how was his art kind of reaction or you just sort of were taking it in? 

MILANT

Well, I guess, you know, now that I think back, I mean, I probably was doing it at the time, but like what I 
was doing for my paintings at the time, because I was kind of drawing cartoon people, like Batman, and 
painting them in assemblages, and I did three-dimensional things with them, but they were wall pieces and 
I’d paint them. So I remember doing something that was like the NBC peacock in black and white with 
the—you know. So I was into Pop, yeah. I guess it was related to it. I don’t have any photos. I was 
wondering. I don’t think I have any photos from the artwork at that time. 

MOON

Were you reading magazines about Pop Art already then, like with Lichtenstein and Warhol and—

MILANT

I’m sure, yeah. I’m sure we were, yeah. 

MOON
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Do you remember any other exhibitions or artists—well, artworks that you saw during—

MILANT

That trip? 

MOON

Yeah. So there’s Warhol—

MILANT

Yeah, obviously, I mean, I’ve always loved Magritte, so I remember seeing Magritte and Rousseau and all 
the great paintings at the Modern. I mean, that was more to me interesting than like the Met. So, yeah, 
those were great, seeing those for the first time. I just really kind of like—I just look. So it’s not like I go into 
a museum or something with predetermined ideas of what I’m wanting to see or what I should think about it 
or whatever, challenging it. I just look, and then whatever seems interesting, I look more. So I think that 
way I just kind of like—that way I kind of, like, you see the piece. You don’t see about the piece. That’s kind 
of how I approach going to things. 

MOON

And when you were in New York, were you hanging out in the West Village or—

MILANT

Well, it would have been the East Village, I think. I’m not sure. I think there was a Thelonious Monk 
concert. I think we went to that. So I don’t remember. Is that the East Village? Is that the East?? 

MOON

Well, anyways, downtown. 

MILANT

Downtown. Right. 

MOON

People were hanging out downtown, but a lot of the galleries were still uptown. 

MILANT

Right. 

MOON

Did you hang out around SoHo then or—

MILANT

Well, SoHo—I don’t think SoHo started until ’69, and then there were only a couple of galleries there. 

MOON

Yeah. But you, like, would have had to know Eva Hesse to go see the artwork down there in her studio or 
something. 
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MILANT

Right. I remember being impressed by Eva Hesse’s work or what it was about or whatever, but I don’t 
remember when I first actually physically saw it. That might have been later. Did she show at Paula 
Cooper? I don’t remember where she showed her. I mean, I don’t remember. 

MOON

Wait. So you’re in New York. This was in the mid-sixties. I mean, did you hear about Minimalism? Did you 
go—

MILANT

I don’t remember that. 

MOON

So New York left a big impression on you or—

MILANT

Well, yeah, it was very [unclear]. 

MOON

Did you have this feeling like you wanted to live and work there someday, or not necessarily? 

MILANT

I never really had that feeling about New York. I mean, I was really just—well, at that time, I didn’t have any 
concept of where I wanted to live or whatever at undergraduate school. I mean, I was just at school. I think 
I just, in the back of my mind, I suppose I always was thinking about California because of that trip in grade 
school, but not seriously at that time. 

MOON

But you’re remembering it fondly. 

MILANT

Right. So I mean versus New York. 

MOON

We have about an hour and forty-seven minutes. Do you want to keep going and talk a little bit more about 
college, or do you want to—

MILANT

I don’t know what else there is to say unless you have some questions. 

MOON

About college? 

MILANT

Right. 
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MOON

Let’s just stay in college for a little bit. 

MILANT

I mean, I was very involved in printmaking there, so that was a big thing, and I loved lithography and so 
that kind of was a—at that point, there was one of my fellow students, Tony Stoeveken, he had applied to 
Tamarind Lithography Workshop, and that’s where I first learned about Tamarind. So the party might have 
been sort of near the end of my years there, maybe it might have been the fourth year, I’m not sure, that I 
had heard about Tamarind. So I guess there is kind of a thread of graphics from high school to 
undergraduate to where I go later, Tamarind, etc. 

MOON

What was it about lithography that you really liked, or even printmaking in general? 

MILANT

I guess it was the idea of building up layers, more or less, because you could—like there was the changes 
of color with the transparencies and the overlaps and then how drawing on top of another color would 
change color and how you could kind of work all that out together, and then it’s all one flat surface, versus 
like painting. So you had to kind of—I don’t know. I don’t think it was something I was thinking about, but it 
has more of a structure than painting on canvas in a way. 

MOON

In terms of its process? 

MILANT

Yeah, right. So you had to like pre-think it out. And on the other hand, it had still the possibilities of 
changing and reworking and doing various states of an image where you could print an edition and then 
you could rework the various plates and stones to change it and print another edition so you could keep 
making different states of the similar idea or similar piece which existed in final form, where if you change a 
painting, it’s changed. So I think that was interesting. And probably just the process of, like, you know, 
being able to do the various—lithography is a lot more versatile than a lot of the other mediums, so it 
accommodates many different kinds of mark-making, and I think that was interesting versus some of the 
other mediums. 

MOON

In terms of the range of—

MILANT

Well, it could be like very fluid. You could be very watercolor. You could be an Abstract Impressionist. You 
could be a Minimalist. You could be hard edge. You could be, you know, whatever, where woodcut, you 
can’t do that. 

MOON

Yeah, it’s very graphic, linear. 

MILANT

Right. 

MOON
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So when you’re in college, was there any sense of a kind of hierarchy between the different mediums? 

MILANT

I’m sure there was. I’m sure painting was the god, and then sculpture, and then probably printmaking—or 
drawing and then printmaking. There was, definitely. And then the crafts, jewelry and ceramics. They had 
weaving classes too. 

MOON

Oh, wow. 

MILANT

Yeah, they had weaving classes. So it was a lot more craft orientated during those years. 

MOON

And you had a very strong interest in printmaking, but you saw yourself as a painter, or you didn’t—you 
also did a lot of painting in undergraduate? 

MILANT

Well, yeah, I did these, like, you know, a lot of drawing, because we had those classes, very formal, 
figurative, still life, etc., etc., and landscape, a lot of background. There was a lot of work in drawing. I 
mean, I did enjoy the craft classes. I did not like ceramics, but I did like jewelry making and a little bit of 
weaving. I guess painting wasn’t my favorite, in a way, probably. I might have struggled more with painting, 
but I think I really got into it when I started doing these sort of like kind of shaped canvas-type things and 
using objects and painting over them, like I said earlier, with kind of Pop references. To me, it wasn’t just 
like painting on a flat surface. 

MOON

What about—I mean, I know, for example, at least in Los Angeles, and this is earlier but around the 1950s, 
Abstraction and European Modernism was seen as communist or socialist. There was a huge sort of—it 
was a point of contestation. Was that at all present when you were growing up in Milwaukee? I mean, was 
Abstraction seen as something that you shouldn’t be doing or be interested in? 

MILANT

No, I don’t remember that. 

MOON

Were people making—I mean—

MILANT

Yeah, they were making abstract work. 

MOON

So in terms of the students. 

MILANT

I think we were doing that in high school. [laughs] 
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MOON

So either was never really a problem there or it had already passed, that moment. 

MILANT

Right. 

MOON

And In terms of—I mean, if you can remember, do you have any sense of where you were drawing ideas 
from or imagery? So I guess it was popular culture around this time or—

MILANT

I think popular culture, and I’m trying to think of, like, whether there were things I did were kind of abstract 
in printmaking, because most of it was abstract in printmaking. I don’t think I was doing figurative things, or 
if it was drawn from kind of things I’d seen in abstract art in museums or whatever. But I don’t remember 
making any prints with the same thing I was doing in the sculpture, painting things I was doing. They didn’t 
kind of correlate. I kind of remember my prints as being more abstract, kind of like cosmic in a way, not like 
star systems or whatever, but just sort of forms and shapes and lines and things that are [unclear]. 

MOON

And what about photography? 

MILANT

I never really—even though my father built cameras—

MOON

Your father built cameras? 

MILANT

The Realist camera, the 3-D camera. 

MOON

Oh, right. You mentioned that, yeah. 

MILANT

Yeah, remember when he was working at David White. I mean, yeah, they manufactured them there. So all 
of our history is in 3-D. [laughter] 

MOON

Wait. Can I—this is a little deviation. What is a 3-D camera? So it’s like you take two different images so 
that it’s like a stereoscopic? 

MILANT

It has two lenses. Yeah, stereoscopic. It has two lenses on it, and it takes pictures simultaneously, slightly 
different angles, and then you have to view it through a viewer and it brings it together. 

MOON
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So your father was building those cameras and manufacturing them. 

MILANT

Right. 

MOON

But you never had one? 

MILANT

I had one. I have one here now. I mean, he gave me one. Unfortunately, I mean, he gave me one for that 
first European trip, and somehow I remember, I think it was in Vienna, when we got to Vienna, the teachers 
went into the hotel and then they came back out and said, “No, we can’t stay here.” It was like a 
whorehouse or something. So they had to go find us another place to stay right away. Well, somehow, I 
think I had sent something from the last location to that hotel, and my camera was in that, and it got taken 
at the hotel. I never got it. So whatever photos I had from that trip are gone. And then, I don’t know, I never 
really got into photography. 

MOON

Was it taught in your high school or at the university? 

MILANT

I’m sure it was, but I don’t really—you know, I don’t think you would think of it as art at that time. 

MOON

It was just more technical? 

MILANT

It was photography, and it wasn’t like a fine art form. So I don’t really remember it being offered in the art 
department. I don’t remember. 

MOON

I mean, it was also the 1960s again. It wasn’t until later that it became fine art. 

MILANT

Right. Much later. Much, much later. So I didn’t remember taking photography. 

MOON

Okay. Well, maybe we can leave off there and then pick up around this time period at the next session. 

MILANT

All right. [End of July 21, 2014 interview] 

1.2. SESSION TWO (July 28, 2014)
MOON

Okay. So this the second session with Jean Milant. Today is July 28th, 2014. So the last time we talked, we 
were talking about your college years at the University of Wisconsin-Milwaukee, and you were relating 
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some stories about your trip to New York. I thought that we could perhaps begin by talking about the later 
years of college and what was going on in your head. What were you thinking? Were you thinking about 
what your life was going to look like after college? 

MILANT

You mean before the MFA program? 

MOON

Before the MFA program, yeah, when you’re an undergrad in Wisconsin. 

MILANT

Well, I think what kind of pushed me forward was sort of like one of the students, Tony Stoeveken, he was 
chosen to go to Tamarind, and so he was telling me about that. I didn’t know about Tamarind before. It was 
Tamarind Lithography Workshop here in Los Angeles. So since I really liked printmaking and all that, I 
thought that was sort of interesting. They were pre-training Tamarind people at the University of New 
Mexico under Garo Antreasian and Clinton Adams, who were early involved in the formation of Tamarind 
[unclear] with June Wayne. 

MOON

Right. They helped set up the workshop, I think. 

MILANT

Right. So, like, Clinton was the dean at the University of New Mexico. So I thought, “Well, gee, that would 
be interesting. Maybe I could apply to go to school there.” And so that’s what I did, and I got in. So Tony 
and I went out. They were there for six months, but we rented an apartment and I was, like, in the 
workshop at University of New Mexico. The Tamarind trainees were also there at the same time, as the 
students. So we were observing and learning what they were being taught and trained, because it was sort 
of like a pre-program. If they didn’t make it in New Mexico, they weren’t sent out to Los Angeles. So that 
was the premise for me deciding to go to University of New Mexico. I don’t know if I even applied to any 
other schools. I don’t remember. 

MOON

So, just to clarify, so your friend Tony Stoeveken had applied for and was doing the pre-training program 
for Tamarind at New Mexico, but you did not do that specific program. 

MILANT

No. I was on an MFA/MA program. So, like, yeah, I mean, it wasn’t related to Tamarind at all at that time, 
just that my friend Tony was being trained there. I think there something like about thirty-some students in 
the MA/MFA program, and it was a big push, from my understanding, that they were trying to be like the 
Yale of the West. It was the first year they had this big huge graduate program in place. And I think most of 
the kids that I—I don’t remember very many people from the Midwest. I don’t think there was anybody from 
the West Coast. They were mostly from the East. It was a very tough program, and so some of the 
students got talking and saying that they had lied in the catalogue, and they wanted five years for an MFA, 
which wasn’t pointed out in the catalogue. And you had to have a big art history background. If you didn’t, 
you had to make up classes for no credit, I think it was, and then you had to, like, pass a three-hour art 
history exam, and you had two chances. If you failed the second time, you were out of school. I mean, it 
was very, very scary. I mean, I did have the art history background, and I passed the test. 

Then they said, “Well, you all had your studios.” In six weeks we were supposed to have work up in our 
studios, and we were not allowed to be there when they were going through the studios. They were going 
to go through the studios and decide who they were keeping and who they were kicking out. They kicked 
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out one kid, and all of us got really—were just like totally, you know, frightened and, like, really scared. I 
mean, it was crazy. So I don’t know who all—I think there were four of us, three or four of us. One guy was 
the ringleader. I don’t remember his name. But he kind of started to talk to Van Deren Coke, who was the 
chairman of the art department at the time. And we got a meeting with him, and we put forth the grievances 
about we didn’t think it was fair and that they had lied in the catalogue and five years and all that kind of 
stuff. So somehow, I guess, it was effective and they, like, brought in a group of educators from across the 
country to assess the program, and then they gave us, I think on a Saturday, we could meet with these 
people and talk to them about what we felt. So they did slightly change the program, but it still was very 
demanding, and you had to write a thirty-page dissertation, too, on your work. I mean, it was great. It was a 
great time, I thought. New Mexico was completely foreign to me. I’d never been to the Southwest, and so, 
you know, all the things that you hear about, the landscape and the sort of magical presence and stuff like 
that was really very exciting. So it was very cool to—you know. I didn’t have a car the first year, I think, 
there, but I think one of the students did, and we would go explore the country and do things and go to 
Santa Fe. There were still a lot of the trading posts and Indian blankets were still around. It wasn’t until, I 
think, the seventies that I think everything disappeared when all the art people and a lot of people were 
starting to collect these things. Santa Fe was still a pretty small town. 

I do remember, I think it was on a Thanksgiving holiday, we drove up to Taos to see the Taos Pueblo, 
which is, like, one of, I think, the oldest still active pueblo in America. A lot of the Indians would be 
hitchhiking, and they wore these, like, just commercial baby blankets. They didn’t use real Indian blankets. 
So we picked this one guy up on the way up, and he was pretty old, and we told him we were going to the 
Pueblo. He says, “Oh, well, I live in the Pueblo. Why don’t you come with me. I’ll take you in.” So we went 
off to some backside road into the back way into the Pueblo, and he was showing us, talking about his life 
and showing us his storeroom with the Indian corn and the things he made for the tourist trade and blah, 
blah, blah. Then all of a sudden, this young guy came up, really angry with him that we were there. This 
was his son, he’d been college-educated, and it was a real big deal. So, finally, we went into the tourist 
area of the Pueblo, and that was it. But, anyways, there were a lot of experiences like this that I had there. 
Turns out that this guy’s name was John Concha, and he was a very big deal in the Navajo Nation. So, 
like, I remember one time going to the—what is it called now? The Zuni Festival. I don’t remember the 
name of the festival. But it happened—it was like around Christmastime in December, and it was a three-
hour drive from Albuquerque to the border of—close to Arizona, and the festival started at midnight. There 
were six gods called Shalakos. This is like huge teepees that someone was inside with, like, bird heads 
and dancers with fresh-slain deer around their back, and each god was in one home. And you could not 
write, you could not take photographs, you could not draw, you could not record any of it. And as white 
people, we were, like, on the edges in the back. [laughs] It was an amazing experience. These dances 
would be held at each one, at these six houses, and then at full sunrise they had footraces. 

Anyways, John Concha happened to be there, so then we got invited to eat. [laughter] Before that, they 
were also, like, making fun of us in their dances. They were coming up and—

MOON

Making sure that you understood your position. 

MILANT

Making signs or something, yes. [laughter] A side effect of that trip was that we left Albuquerque probably 
around early evening, five-ish or something, I remember. And the print studio was sort of like in the lower 
level, almost like a basement level of the building, and so you had to go—there were outside stairs, and 
you had to go—so we’re going out the stairs, and this is like looking toward the Sandia Mountains, and it 
was overcast, and I remember just looking up and seeing these two huge balls of light in a V-shape, like 
down and up, really fast. So, of course, we’re all thinking flying saucers because this is where you see 
them. [laughter] So we’re driving out in—I think it was Gallup, New Mexico, that was a turnoff point, and 
then to the reservation and there was pretty much back roads. There’s no lights or anything. It’s a desert. 
But it was, like, very bright because the moon really lights up the landscape. All of a sudden, we saw this 
huge blue ball coming down, like a comet or something. It was pretty amazing. Then we saw this, like, row 
of red lights, just this sort of band of red lights going along. So we’re all joking and laughing. 
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We finish the festivals and we’re coming back on the way home in the morning. We had to get gas in 
Gallup. We’re at the gas station and the gas attendant goes, like, “Hey, were you kids here last night? Did 
you see the flying saucer with the red lights?” [laughter] Came right into town. This is so New Mexico, I 
guess. [laughter] I went to White Sands. I went and saw all the places, and, of course, huge military base 
there, right next to the airport and right next to the school, kind of, Sandia Mountains. So I really enjoyed 
my school time there. I think that I finished all my coursework, I was writing my dissertation, and so it was 
really kind of like only a year and a half in, and submitted my dissertation. And I was painting. I was a 
painter. I wasn’t just making and doing the printmaking program. And I was doing shaped paintings, more 
or less based on clouds. That’s where the word, name Cirrus comes from, the cirrus clouds. 

MOON

Can you talk about what your artwork looked like at this time? 

MILANT

At that time it was basically sort of trying to, I guess, visually express sort of interchangeability of matter, 
and the cloud and the mountains were symbols for me. So they kind of like were always in the painting and 
were like reversing roles. So, like the mountains would become sort of like detached from the land, and the 
clouds would look like heavy matter like the mountains. 

So there was this sort of feeling that I felt just at a space there, and the landscape, the environment, it just 
kind of got me on this whole thing about how the interchangeability of matter and what we would consider 
non-matter and what’s that all about, is non-matter really non-matter. [laughs] The cloud sort of like 
symbolized—you know, it’s very fluffy, it’s very airy, but on the other hand, it’s also very powerful and 
disastrous and causes plane wrecks or whatever, storms. So it’s a very powerful thing. The mountains sit 
there and they don’t look like anything’s happening. Sometimes they disappear visually in these kind of 
landscapes. So, kind of opposites. I shaped the canvases, so a lot of the pieces were not rectangular. So, 
anyways, that’s kind of what I wrote the dissertation on, and they basically didn’t accept it. So they sent it to 
the philosophy department and the psych department to read it, and the philosophy department gave me 
one of the student teachers or whatever, a woman, to help me write it so I guess it was defendable, 
because I’m not great at writing or thinking in that way of having to put something down on paper and 
making sure it’s correct and etc. So she worked with me for a while, and sort of, I guess, she tried to teach 
me how to be more philosophical in writing, making sure that it was defendable. But I just decided it 
wasn’t—I just didn’t want to be there anymore. So, like, in the meantime, I think Tony had left after six 
months. He went to Tamarind, so he was in L.A. 

MOON

That’s how long the pre-training was? 

MILANT

The pre-training was six months, so I think it was another Thanksgiving that I took the train out to visit him 
and his wife. So that was my first contact physically with Tamarind and seeing the space and the people 
who were working there and stuff like that. 

MOON

So this was in the fall of—was this ’67, ’68? 

MILANT

I’d have to check all these dates. It probably could have been ’66 or ’67, yeah, because I think I came to 
L.A. in ’68. So, anyways, so that was really cool, and, like, you know, it was still hippieville L.A., so I 
remember we went to a big love-in in Elysian Park right across from my house here. There were lots of 
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teepees. [laughter] Sunset Strip, the cars couldn’t go through on weekends because all the kids were out 
on the street on Sunset. So, yeah, it was great. I guess then I went back, I asked Garo Antreasian, 
because I had a pretty good background in printing lithography already, even though I wasn’t on the pre-
program, if there was any possibility—because I wanted to get to L.A. anyway; so it was a big thing, ever 
since that visit with my cousins in the fifties—if there was any possibility there was a way for me to get to 
go to Tamarind. So he checked, and, yeah, they had a space, an opening, and so that’s how I got out to 
L.A. 

MOON

And so were you also making prints when you’re at University of New Mexico before speaking with Garo 
Antreasian about doing the Tamarind project? 

MILANT

Yeah, yeah, he was our teacher. Garo was our teacher. 

MOON

So did you learn new techniques? 

MILANT

We learned new techniques, and it was very professional, because the people at the Tamarind program, 
they were training them to be able to print with an artist and make an edition. So even as students, we had 
to kind of follow that, even though we weren’t in that program. So we had to pull editions. We had to learn 
how to work in teams. It wasn’t like an undergraduate where you just did your thing and printed it yourself 
and you might not have been able to make an edition of twenty or thirty or something. So because of 
Tamarind, being trained there, knowledge was transferred to us, how to actually physically be a printer and 
make an edition, a perfect edition of your work. So that’s why I said I had that experience already there as 
a student, but then that’s why I probably got accepted to go to L.A. 

MOON

And who were your teachers? There was Antreasian. 

MILANT

So, Garo Antreasian, he was the litho teacher. John Kacere was the drawing and one of the painting 
teachers. Newton Harrison. Do you know Newton Harrison? 

MOON

Helen and Newton Harrison? 

MILANT

Helen and Newton Harrison. Newton Harrison was my design teacher. 

MOON

He taught design. 

MILANT

He taught design, and his god was Josef Albers. I remember over and over, Josef. [laughs] And Van Deren 
Coke was the chairman of the art department, but he was really into photography. They had a very good 
photography department there, too, at University of New Mexico. There were some really important 
teachers, and the photo lab was next to the print lab, so sort of in the same space, so students were 
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coming in and out of both. Van Deren Coke later became a major curator of the San Francisco Museum for 
photography, and I think somehow the New Mexico photo department was related to Eastman House in 
Rochester. And then one of the teachers established something, I think in Arizona, related to that Eastman 
House, I don’t know, a secondary place or something. But anyways, the point is that the photography 
department was very strong. One of the kids I went to school with there was Eve Sonneman, and Eve 
Sonneman is a very well-known photographer. She showed at Castelli’s in the seventies. We’re still friends. 
So it was a pretty good school. 

MOON

And so what were you thinking about in terms of what the MFA program would do for you? I mean, for 
example, so now I think that—

MILANT

I guess probably everybody thought the same; you were going to go into teaching. I don’t think I thought I 
was going to be a famous artist right off the bat after I got out of school. [laughs] 

MOON

And were you thinking that—was the idea that you would want to become a professional artist and sell 
work and, I guess, teach? Was that your sort of thinking back then? 

MILANT

Yeah, right. I mean, I was still painting when I was at the Tamarind program too. Tamarind program was 
more like a job. It was eight hours a day. But I was continuing to paint, still. I had a small little back house in 
Hollywood a couple blocks away from Tamarind. 

MOON

And were there other students that you were close with at University of New Mexico? 

MILANT

Carlotta Baca. I was just trying to remember how we first met, because she wasn’t in the art department. 
She’s from a well-known family in New Mexico. In fact, not too long ago, her brother was mayor of 
Albuquerque. She was in literature, French literature, I think I remember, and she was, like, into dancing 
and all that. She was, like, a flamenco dancer, so she sort of taught me a little bit of that, and we’d go to 
parties together. [laughter] 

And Barry Rosenberg, which was really kind of interesting, because Barry and his wife—I can’t remember 
her name. I had not seen him since University of New Mexico, and this December he came into my booth 
in the Miami Art Fair. And he’s a curator. He was administrator of the Albright-Knox Museum, and now he’s 
a curator at an eastern school, I don’t remember what, but he’s done some really interesting exhibitions 
and he’s still currently doing that. So that was kind of fun seeing him in December. 

MOON

He was in the MFA program or—

MILANT

Yeah, he was in the MFA program. Right. And let’s see. Who else? Well, I just recently learned that Tony 
Stoeveken passed away. Tony, after he graduated from Tamarind, then he got a job helping establish and 
set up the graphics, a print studio in Tampa, Florida, which still exists today. Then he left that and went 
back to teach at the University of Wisconsin-Milwaukee. Let’s see. I think that’s pretty much it. I don’t 
remember. I mean, there was another woman painter, Jean Promutico. I think she still is in New Mexico. 
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We were quite close, but I haven’t had contact with her for a long time. Let’s see. Gail Mitchum [phonetic] is 
somebody that in undergraduate school I met on that European trip, and we stayed friends for quite a long 
time. She at one point had moved to San Francisco, and then I think she got married and moved to 
Canada or something. Her parents, they were in the advertising business and they moved to Santa Fe, 
New Mexico, and I think there’s somebody still there. I don’t know if her parents are still alive or not. But it’s 
interesting how people cross over each other over periods of time and from one city to the next. 

So I don’t think there’s anybody else from the University of New Mexico that I really—at that time also there 
were a lot of artists there that are more contemporary artists that are living in New Mexico now, but when I 
was going to school, I don’t think there were. Or if there were, I didn’t know about them. The main one was 
Georgia O’Keeffe. 

MOON

Did you make it down to Abiquiu? 

MILANT

I never actually got there, no. I can tell you later on when we go through the—at one point I was supposed 
to be working with Georgia O’Keeffe, and Marian Goodman had sort of set it up, but we’ll get to that later. 

MOON

And what was the atmosphere among the students like in terms of was there a lot of talk about the Vietnam 
War? 

MILANT

Oh, yeah, of course. I mean, like, I was deferred as long as I was going to school, right? So that was 
always on everybody’s mind. Yeah, of course. And the Beatles and that whole period was great. [laughs] 
No, I mean, that was a big deal. I remember also Cory, and the one guy that got kicked out, we got him 
established back in when we did our little revolt, and there were four of us that we decided after—I don’t 
know if it was my last year there or what, but anyways, it was my first trip out of the country on my own, so I 
organized a trip to Mexico. And I just don’t remember where those people are now. But that was sort of a 
great trip. 

MOON

Wait. Sorry. When did the trip—

MILANT

That must have been like ’66 or something like that, ’66 or ’67. 

MOON

Where did you go in Mexico? 

MILANT

I kind of mapped it out, and so we took a bus to—I think it was Juarez, and then we went to Chihuahua, 
and we caught this train in Chihuahua that’s like this special train that goes through the Barrancas 
Canyons, which are ten times bigger than the Grand Canyons. And you went through, like, seventy-two 
bridges and I don’t know how many tunnels, and you ended up in Los Mochis on the Pacific coast. And 
then from Los Mochis went to Mazatlán. I found some bungalows right on the beach north of Mazatlán that 
we rented. Did a lot of bodysurfing and hang out and somehow got conned into going big-game fishing. 
[laughter] I remember that. They were going out. Here’s the boat, it’s beautiful, and it’s great, and it’s $35 a 
person or something, and we go, “Wow. We can do this.” We get there the next morning, of course that 
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boat’s not there. We had this little wood tub with this really old guy and young kid, but obviously the guy 
was very skilled because we did catch a big marlin. It was pretty exciting. [laughter] 

MOON

You came back with something. 

MILANT

Then we came through Durango, so that was like something like a very short distance but up through the 
mountains, and it was like an eight-hour bus ride, and it was like the bus was going like this, back and forth, 
left and right, because of the curves. It was constantly curving. It was the classic chickens on the bus and 
everything. [laughs] That was my first organized trip outside the country. 

MOON

So do you think that looking at all of this type of landscape that, in part, influenced what you were painting? 

MILANT

Yeah. I mean, like in Durango I remember these amazing landscapes of these mountains, these sort of like 
very kind of very angular flat-top mountains, and it was just an incredible sky as we were passing through 
that area and with like sort of illumination behind them, with very threatening clouds, and, I mean, the 
ocean too. I mean, it’s a very kind of deceptive space. 

MOON

And then so I guess at the University of New Mexico you wanted out to go to Los Angeles. 

MILANT

Right. So I didn’t get my degree, and I left, went to Tamarind. 

MOON

And how was the transition to Los Angeles and settling in? 

MILANT

It was great. 

MOON

At that time, so your friend Tony—

MILANT

Tony was still there working at Tamarind. I don’t know how long he was still there when I arrived. I mean, 
he might have been there for another six months or something while I was still there, same time. 

MOON

And did you start working at Tamarind right away? 

MILANT

Yeah. 

MOON
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And you were living in that same neighborhood in Hollywood? 

MILANT

Right. I stayed with Tony and his wife until I found a place, and it was on Lexington Avenue, which just was 
between Van Ness and Tamarind, and I forget the other. Van Ness, Gower, I think in that area, around the 
Studio Channel 11, I think, that was there. Then right across from Tamarind was, just one house off Santa 
Monica Boulevard by the Hollywood Cemetery, on Tamarind Avenue. That’s where it got its name. 

So, yeah, we just walked there every morning. I don’t know how many people were there. I’m trying to 
think. Because they had the curatorial program, so they were training people to be curators for prints, and 
then they had the printing program. So I think there probably were—let’s see. There might have been about 
ten printers and probably five to six curators, and I think pretty much because that was a two-year program, 
I think, supposed to be a two-year program. 

MOON

Working at Tamarind? 

MILANT

Working at Tamarind. And also was a time, like, of the war, so, like, I did get deferred because it was still 
kind of considered a school. It’s a Ford Foundation grant, so I guess I was sort of protected. But, like, at 
one point I wasn’t, and then I got called up and you had to—like, we would fight it. And I remember having 
to go to bookstores, and one on Hollywood Boulevard, I think, and then you would be pretending to be 
browsing and looking at books, but there would be lawyers in the back room that then you could go talk to 
to help you, stuff like that. I remember my draft board in Milwaukee was burned, so I thought that was—
some priests burned it. So I thought, “Oh, good, the records are lost.” And, unfortunately, that wasn’t the 
case. So I had to go. I had asthma very bad when I was younger, and it was really bad, so I was using—

MOON

Inhalers? 

MILANT

—inhalers and stuff like that. So I just tried to use that and went to get tests and allergy tests and stuff like 
that, and so I got out. And it was a big deal. 

MOON

And was June Wayne around? 

MILANT

Yeah, she was there every day unless she was traveling, yeah. 

MOON

But what was she very present in the print shop itself or was it more [unclear]? 

MILANT

No, she would come through the print shop, but we would have meetings every Wednesday, the whole 
group. 

MOON
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To talk about the projects? 

MILANT

To talk the projects and what was happening and the program and all that kind of stuff, yeah, at lunch, had 
a big lunch meeting. Sometimes she would bring people in to talk to us. Like I remember one time she 
brought Nick Wilder in to talk to us about having a gallery. Her presence was very much felt. 

MOON

Despite her small stature. 

MILANT

Right. [laughter] 

MOON

Wait. So when you first started working at Tamarind, who else was around? Who was the master printer at 
the time? 

MILANT

Well, Serge Lozingot was kind of considered the master printer, I think. And there was a shop manager, I’m 
just blanking on his name, and he was just sort of managing the shop, assigning the projects, and making 
sure that everybody was on time and getting their projects done and printing going and stuff like that. 

I think when I first arrived I remember walking in, and it was two buildings and a patio between the two 
buildings. The print shop was the back building, and the curating and administrative was in the front 
building. So I remember seeing John Altoon, he was lounging on the chair smoking a cigar. I worked on 
some of his prints, but he had already kind of was at the end of his stay there, so I didn’t really have any 
dialogue much with him. But I remember Serge sponging, assisting Serge Lozingot on some of his prints, 
Altoon’s prints. So that was, I think, the first artist I met there. They had two artists there at all times, but 
they were there for a two-month period and they overlapped. So every month, a new artist would come in. 
So I remember Sam Francis was there just as a guest thing. He wasn’t there on a program. He came and 
did a couple prints there. And Karl Kasten, he was from Berkeley. And she also invited a lot of—I mean, 
they were educators, a lot of them. They weren’t like she was publishing major artworks. She was trying to 
establish this whole print publishing thing and rejuvenate it completely, because there were no places in 
America. So I remember one artist, he was Greek and was a teacher in Greece. And Louise Nevelson was 
there for a visit when I was there. The Greek guy, he actually stayed in touch with me, and when I opened 
Cirrus, I’d have to go in my records, but he did put together a traveling show of Cirrus material in Greece. It 
was kind of like everybody was kind of fun, mostly all the same age, that were there. I mean, Ellen Sragow 
is someone that I met there, I still am friends with. She’s in New York. She was from New York, and she’s 
still in New York. She opened up a print gallery. She still has a gallery. 

I remember one of the curators, her roommate Karen Shoen. She ended up being a model in New York. 
She’s very beautiful. And her friend was in the play Hair, which was playing at the aquatic theater, now the 
Cinerama dome. [laughter] 

MOON

Funny. 

MILANT

One of the printers was from Chile, Manuel Fuentes. This is a funny story. Serge, because he was French 
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and I’m French heritage, we were friends, and he taught me a lot. I don’t remember exactly how he got to 
the point of working with Dubuffet, but I think he worked at Mourlot, which was the major graphic workshop 
in Paris, and they worked with Braque and Picasso and everybody. He did talk about doing some Picasso 
pieces, and I think he was doing some Dubuffet there, but then somehow, he left Mourlot and became 
Dubuffet’s personal printer. So he worked in Dubuffet’s studio. And he was passing on all that knowledge 
to me, it was amazing, about how Dubuffet trained him to make his art. And I guess because of that, that’s 
how June found out about him and gave him some kind of an award to get him over to America. 

MOON

Yeah. Actually, June Wayne talks about that in her oral history interview which is at UCLA, and she talked 
about how she started a Tamarind award, and it was supposed to be a monetary award given to an artist 
plus the printer, to sort of recognize that it’s a collaborative process. So she wanted to give the award to 
Dubuffet, but he refused because he didn’t want to be recognized in that way. And she was saying how 
there’s just a cultural of refusal anyways in France. But then she still wanted Serge to receive the award, 
and he was very appreciative and grateful for the recognition and had asked her, “Can I work for you?” 
basically. And she was able to get him a visa, and the family came over, and he started working for her at 
Tamarind. 

MILANT

Right. Well, we were friends and I lived down the block from him. I mean, he was on the same block, only 
further down, I think in an apartment building, he and his family. And they’d invite me over to dinner a lot, 
have horsemeat. [laughs] 

MOON

And kidneys? 

MILANT

Yeah. So, Serge, I’ve known him for a long time, but he’s back in France now. I think his kids are still here 
in California, and very successful, from what I’ve heard. So, yeah, I learned a lot from Serge. 

MOON

Did you feel that there was steep learning curve being at a print workshop? 

MILANT

Well, you know, I worked for my father, remember, in the factory. Yeah, so it’s like Serge and his technique 
of printing was very much like working in a factory, because it was all about consistency, perfection, 
nuances, these things in production. I’m not talking just visual thought processes or something. When you 
have to make 100 of something the same, it doesn’t make a difference if you’re making a print or you’re 
making a surveying instrument part. It has to be done right, and some people can do these things better 
than other people or do them quicker or can organize the process in a way that others have a difficult time. 
So Serge taught me how to really just become one with the process of the stone and the rolling and the 
inks and the water and everything. He was just very good. And he always wanted me to sponge with him, 
because he didn’t like a lot of the other kids working with him because they held him back. So I don’t know 
if that answers your question. 

MOON

Mm-hmm. 

MILANT

So I guess what I’m saying is that my having this previous experience in a factory helped me learn, you 
know, pick up Serge’s techniques, and be able to use them. 

Page 51 of 160Interview of Jean Milant

10/12/2016http://oralhistory.library.ucla.edu/viewFile.do?itemId=3049741&fileSeq=6&xsl=http://or...



MOON

And what was the relationship like with the other trainees in the program? Was there competition among 
you all? 

MILANT

There wasn’t—I mean, there was sort of friendly competition, in a way. It wasn’t like mean or anything like 
that. It was sort of more like kind of competition of pride, like, “I did this better than you did,” or, “We won 
and you lose this project.” [laughs] So that kind of competition. And I think it was pretty much a pretty 
cohesive group. I don’t think there were too many people that were—one or two guys were kind of 
outsiders that didn’t really hang together. But there were a group of us that kind of became friends. Bob 
Rogers, I was close to him and his wife, and he ended up going up to Halifax, Nova Scotia, and 
establishing the print shop there with Jack Lemon in the seventies. He invited me up to the school a couple 
times to give talks, and I think he’s retired now. But he actually printed “I will not make any more boring art” 
print by John Baldessari. But we were really close friends, and we’d hang out in the ocean and here in L.A. 
when we were at Tamarind. A lots of times at the end of the day, we’d go—I didn’t surf, but we did body-
surfing. 

MOON

With Kenny Price and—

MILANT

No, I didn’t. [laughter] 

MOON

—those other surfers, the “studs”? [laughter] 

MILANT

So, yeah, it was—I’m trying to think of who. Manuel. I’m sure June might have talked about it in her oral 
history archives. There was the marijuana incident at one point, and she got really uptight. Manuel got 
caught with marijuana and got put in prison, and so she had to get him out and hire a lawyer and 
everything, and it was just like this big to-do all of a sudden. And so she let him go and he had to go back 
to Chile, so that we were all really sad about that. 

MOON

There were portions of that interview which are sealed, so I think it might have been in one of those 
sections. 

MILANT

I see. [laughter] I’m trying to think of—Linda Shaffer was there as a curatorial person at that time, and then 
my friend Ellen. Maurice Sanchez, he came in and out. I don’t think he was actually formally there, but he 
had gone through the program before me, and so he’s someone that I still talk to and have communication 
with. And he’s like the major best printer in New York City for a long time, and after he left Tamarind, he 
was up in San Francisco. Then I remember Judy Riley, she was also a curatorial assistant, and then she 
left and she married some guy who had the Purple Onion. It was a very famous club in San Francisco. So 
I’d go up and visit Maurice. He was working for Ernest de Soto. I don’t remember the name of the press. 
He was also an earlier Tamarind person. So I remember being in touch with them after Tamarind and 
visiting San Francisco. And my friend Gail Mitchum was there then, too, so from University of Wisconsin-
Milwaukee. 
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And Linda Shaffer, she actually is still in business. She’s a conservator now, a paper conservator, for a 
long time. When I first opened up Cirrus after I left Tamarind, she had introduced me to Terry Allen, and 
she had done a few little publications on her own. She did little multiple and she did a Doug Edge print. So 
she came to me and we ended up co-publishing these two Terry Allen prints, which were my first 
publication. So that was from Linda from Tamarind when she was a curatorial assistant there, or a trainee. 
Pretty much a lot of the people that I think I went to Tamarind with, pretty much ended up doing something, 
either teaching at schools or having their own workshops or somewhat involved. I don’t think there was too 
much of a drop-off. 

MOON

Yeah. It seems like it created a nice little network of people. 

MILANT

Right. 

MOON

So through working at Tamarind, you were meeting artists in Los Angeles, so can you talk about—

MILANT

Well, I was very fortunate that I happened to be there when June Wayne decided to invite L.A. people, 
because she didn’t invite a lot of L.A. people all the previous years. So all of a sudden, there was like one 
after the next. So I think that—I don’t know the order. I remember Sam Francis. Well, John Altoon, and I 
remember Sam Francis, and then I think it was Billy Al Bengston who was next. And then there was Kenny 
Price, there was Ed Moses, and Ed Ruscha that I worked with that she invited to Tamarind. 

MOON

What was it like working with those artists? 

MILANT

It was great. I mean, like Billy Al was always sort of a jokester. 

MOON

A bit of a performer? 

MILANT

A bit of a performer, right. [laughter] We’d hear about his parties. I have a signed photograph of him on his 
motorcycle, “BSA,” the motorcycle emblem. He was kind of like—he’d bring his TV in, which annoyed June 
Wayne to no end. [laughter] Can’t have his TV. And it was great, just sort of like—I mean, I’d never really 
met an artist before who was working on bent aluminum with spray paint and these amazing surfaces and 
this sort of iridescent quality to them. And then seeing him try to translate that into printmaking. He brought 
in this pearlescent ink, which we had to learn how to use because it wasn’t necessarily used for hand 
printing. And he was always trying to make prints that you couldn’t see. [laughs] Anyway, they kind of like 
would appear and then disappear because of this pearlescence, and the colors were incredibly close to the 
paper or else to each other. So it was very technically challenging, which was interesting about his project. 
Billy Al never really kind of tried to socialize with any of us outside of the school, Tamarind, pretty much. 
But then Ed Moses was very kind of outgoing, and I remember liking working with him, and he also was 
doing some very interesting things like cutting images out of the paper and popping them up and making 
the print three-dimensional, which was the exciting thing about having to work with artists challenging the 
medium, instead of just doing what everybody else did. I remember Ed Moses. I think he liked me, and he 
arranged at one point to—Gene Sturman was also a printer there at Tamarind, and he was going to school 
at the University of New Mexico as well, didn’t know him that well there, but became friends with him more 
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when he was at Tamarind, he and his wife Jackie. So Ed organized some studio visits for me and Gene, so 
he took us to see Robert Irwin and then I think, let’s see, I guess Kenny Price. I don’t think we saw Sam. 
We might have seen Sam. But, I mean, it was really nice of him to like—you know, we were just students at 
Tamarind. And I remember Irwin, he would, like, get a disk out of the rack and put it up and put the lights, 
and we were sitting the chairs looking at it, talking with him. 

MOON

Was this over in Venice? 

MILANT

Yeah, in Venice, probably on Mildred Avenue. I think that Billy had the lease on that building and then 
sublet to the others. So that was my introduction to some—oh, Tony Berlant, I remember visiting him. And I 
don’t know. Vija Celmins, I don’t know. I don’t remember exactly how I first met Vija, but she wasn’t at 
Tamarind when I was at Tamarind, and she only did one print there. She didn’t have like a two-month stay. 
She only did one litho and didn’t like it or something like that. But I obviously met her very early on 
somehow through that group. And Ed Ruscha was great. He really had such graphic knowledge about how 
to put images together and how to use the process, so he was a lot of fun to work with. Let’s see. Who 
else? I know there’s Kenny Price. I think that was it as far as the California people. 

MOON

Do you remember any particularly difficult project from that time? 

MILANT

Well, I think the Bengstons were pretty difficult to print because you really couldn’t see them sometimes. 
You couldn’t see what you were printing, because the images were so close in color and they were very 
airbrushed and very fine. It was very difficult to maintain that. 

Also Ed Ruscha’s work. He hasn’t done this for so—well, he’s doing a little bit more. But he uses a process 
called “rubbing crayon,” which is a very delicate process. You take a silk stocking and you stuff it with 
cotton and you make it into a ball, and then you take this sort of soft rub, this litho crayon material, and you 
rub it and build it up on the silk. Then you sort of gently take this ball and brush it onto the litho stone, so it 
just sort of hits the surface of the stone and not all the way down into the pores. So it creates kind of like 
even beautiful tone, and you can build it up from dark to light. It’s just this process of constantly building the 
dark areas over and over and over. It’s a very difficult process to print. It’s a difficult process to etch in the 
beginning, because you have these very delicate areas and then these very dark areas, etc. And it’s a very 
difficult thing to maintain an edition, because every time you print it, it’s like just slightly too much ink, it fills 
it in, slightly not enough ink, you’re not going to get a black. So it was a very subtle thing. 

MOON

To get it consistent. 

MILANT

Yeah. You really had to know what you were doing. In some of his prints registration, we didn’t have—
everything was done by eye and hand, so you had a cross on the back of the paper and you had a cross 
on the stone, and you had to physically line it up with your eye to register all the colors together. And some 
of his prints were very difficult to do that with. 

Kenny Price also was very much of a perfectionist, and so that was difficult. And registration, again, was a 
really difficult thing on his work. He did use some gold leafing and things, which no one had done, I don’t 
think, previously on his lithos. Those are the ones I kind of remember. 
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MOON

For those artists, do you think that it was their first time working in the print medium? 

MILANT

I don’t think it was for—I’m not so sure it was the first, first time. They might have had stuff in school too. I 
mean, Ed Ruscha definitely had done some prints beforehand, some black and white ones with this guy 
Lynton Kistler, who used to be a printer, big friend of June’s. 

MOON

Yeah, yeah. He used to print some of June’s—

MILANT

I think he did the “Gas” print. It was called “Gas.” It’s a black and white print of Ed Ruscha’s. I think there 
were a couple prints that he’d done. Then he had done the red gas station, but it was printed at a 
commercial silk-screening place on Sunset Boulevard, Art Krebs Screen Printing, and that was done in 
1966. So that was before his Tamarind thing. And he had done his own prints too. He did the Hollywood 
sign in silkscreen. I think Ed printed that himself. So for the others, I don’t think Billy Al ever printed 
anything himself. I don’t know about Ed Moses. He might have had some previous experience through 
Sam or something. He was very close to Sam Francis. 

MOON

What about the relationship between Gemini and Tamarind at that time? 

MILANT

Well, Ken Tyler was the major force behind Gemini. I mean, it was Tyler Workshop to begin with before it 
became Gemini. 

MOON

And he trained—he was a master printer at Tamarind. 

MILANT

He was a Tamarind master printer, right, and he had worked with Albers at Tamarind, and so that’s why he 
got to work with Albers when he opened up his first place. And Ken was like a technical genius. I mean, he 
really did a lot of major things for the printmaking world that weren’t done before, with scale, all these 
difficult kinds of techniques that he invented. He was quite something. I don’t think there was competition 
between Gemini and Tamarind, because Tamarind was a school. I think there was maybe some kind of 
things between June and Ken that might have been related. [laughs] And Ken was not interested in any of 
us, really, I don’t think. I just remember seeing the prints that he had done, and at the time he was still on 
Melrose Avenue behind the framers Art Services, because they’d given him the space for free. So when I 
had to go there in the beginning to get frames made and stuff, you could see the prints that Ken was doing 
or Gemini was doing. I think probably among us as printers, we sort of respected his technical prowess, but 
we were really still students, so it wasn’t a competitive thing. 

MOON

I mean, that’s a really important distinction, that Gemini was a print shop and was looking to enter the world 
in a different way than Tamarind, which was at heart and essence a school. 

MILANT

It was a school, yeah. Right. But I think June got a bad rap for that from the art community, basically 

Page 55 of 160Interview of Jean Milant

10/12/2016http://oralhistory.library.ucla.edu/viewFile.do?itemId=3049741&fileSeq=6&xsl=http://or...



because they kind of accused her of not doing the best artists and this and that, but it wasn’t a publishing 
program. The artists got the prints. She didn’t market them. It’s completely different. 

MOON

Yeah. It’s almost like she brought the artists in sort of to—in some cases artists who hadn’t done prints 
before, to teach the artists how to use this medium, and the people working there would be able to learn. 

MILANT

Well, also to collaborate. So they got to learn the medium through the collaboration and they got to have 
professional editions done. So she was training us to take that role on in life if we wanted to, as she was 
training curators, too, standards for printmaking, standards for good and bad prints, and how to care for 
prints and how to document prints and all of that. So that was then imparted to the museums. And then she 
was teaching some of us to be teachers, I guess, since a lot of them went and took the knowledge into the 
schools, and then the printmaking departments for the first time had professional kind of advice. Like, I 
didn’t have that in undergraduate, for instance. My teachers weren’t professional printers in the print 
department at Milwaukee. Where someone who had gone to school at Halifax or some other school where 
a Tamarind-trained person was teaching the printmaking, they would have had a much better 
understanding of it, more professional, I guess. 

MOON

Then at Tamarind, after an edition was finished, did Tamarind sell prints or—

MILANT

No, that’s what I’m saying, they didn’t sell prints. No, the artists got all the prints, and the printers got their 
BAT, and Tamarind got—I forget what it is now. Tamarind got 20 number of prints. 

MOON

For their—

MILANT

For their archives, and I think she also had subscribers, which helped fund the program. So I know that 
some of the subscribers gave their prints to the Pasadena Museum or to this museum or whatever, so 
there were some private collectors who were subscribers, and some of them kept them. We also had 
business classes. So we had an economics professor, a business professor, so we had weekly business 
classes in the whole economics of running a printing publishing operation, which also included marketing 
and sales and the whole ball of wax. 

MOON

Oh, yeah, so the program is also designed to have people not only potentially teach in university but to 
open up their own print shops and run that as a viable business. 

MILANT

Right. I mean, we had manuals, everything. Cal Goodman was the economics teacher. 

MOON

And you were still painting at this time? 

MILANT

Right. 
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MOON

Did your painting change from what you were doing in New Mexico? 

MILANT

Well, it was no longer shaped. It was more or less traditional stretched canvas, but still based with clouds, 
symmetry. But I didn’t do that much. I didn’t have that much time, and I had this small little back house, so 
pretty much. And when I opened up Cirrus, I’m pretty sure that after that first year I decided that was it. I 
was going to be doing Cirrus. That was my art form. 

MOON

And you really enjoyed the collaborative element of printing? 

MILANT

Yeah. I mean, I think that’s what it’s all about for me, from my standpoint. That’s why I say it’s, like, my art 
form. It’s still a creative participation. Sometimes some artists are more open than other artists are to 
collaborating art, other ideas, but I think for me it’s just trying to take the idea of what they want to do and 
what they’re thinking about and how to make that come into being as best as I can from my side, with 
whatever ideas I can bring to the fore. So it’s like being one of the cogs in the filmmaking crew, producer or 
director, actor, right? 

MOON

Yeah, it’s a whole different way of looking at it as a model, like the production or something. 

MILANT

Right. Now, coming forward to today, that’s how most things are starting to be done in the art world. 
There’s a lot of collaborative situations and people are wearing more than one hat. They’re now artist, 
curator, critic, dealer. [laughter] And I think if you look at the Made in LA show that’s up right now at the 
Hammer, there’s quite a bit of collaborative groups in that show. 

MOON

Yeah, yeah, yeah. What about your social life during this time period in, like, ’68, within the first year or two 
of having moved to Los Angeles? Were you going to openings? I mean, were you going around to gallery 
shows and museum shows and—

MILANT

Yeah. Oh, yeah. I mean, yeah, I remember when I was at Tamarind, going to La Cienega to the openings 
with my friends, and then later with some of the artists. Like Ed Ruscha would have a book signing or 
something, going to their openings or their events. Going to, let’s see, the Art and Technology opening, and 
there was a Billy Al Bengston show, big show at LACMA. 

I worked with Cliff Westermann. He was at Tamarind when I was there, too, so he was also a really cool 
artist to work with, H.C. Westermann, and he was kind of like somebody that a lot of the—like Billy Al and 
Ed Ruscha and Ed Moses, they were familiar with his work. And I think that he actually had shown here in 
the sixties at Rolf Nelson Gallery, so they were fans of Cliff, and Cliff was really cool to all of us, and he 
was really a great guy. So I remember that opening in particular, and then there was the Pasadena 
Museum when that first opened, and where Norton Simon is now in that building. La Cienega, they still had 
the Monday night, or whatever night that was, with the walk. 

MOON
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The Monday night Art Walk? 

MILANT

Yeah. So I remember there was Molly Barnes Gallery, David Stuart Gallery, there was Ankrum Gallery. 
There was Riko Mizuno and Eugenia Butler, what was Irving Blum—

MOON

Irving Blum at the time. 

MILANT

—and Nick Wilder. I remember seeing in a very early show Judy Chicago. I think that was at Ankrum, or 
there was another gallery that started with an A. There was Ankrum Gallery and—

MOON

Was it Angles or—

MILANT

No, it was like Angles, but it wasn’t Angles. I don’t know which one she showed at. But then, like, there was 
the—I remember going to Billy Al Bengston’s show at Riko Mizuno’s, and he might have waited a night 
opening, and she didn’t have lights, so it was all candlelit. [laughs] And the Dieter Roth show, that got 
closed down. 

MOON

Did you actually see the show? 

MILANT

I think I saw that. [laughter] Oh, Claire Copley, but she was later. She was later. 

MOON

She was early seventies. 

MILANT

She didn’t last that long anyway, much, right? Yeah, that was great fun. 

MOON

Wait. Was Felix Landau still open then? 

MILANT

Felix Landau, yeah. I guess that’s who I was thinking, Felix Landau, not David Stuart. Yeah, Felix Landau 
too. He was definitely open. He helped me a lot in the beginning. Molly Barnes commissioned one of her 
artists to do a print with me, and then Felix Landau commissioned the series of Vasa prints for us to print. 
So those were two people from that area, that group, that helped. And then Maria Reinshagen worked for 
Felix Landau, and Maria Reinshagen then went to work for Kornblau in Switzerland who was Sam Francis’ 
dealer, and I think she was originally from either Switzerland or Germany, I can’t remember. But she was 
always very supportive. I think there was one point in between where she was working with one of the 
auction houses, and she was the one who actually helped me get into the Basil Art Fair in ’73. So she was 
responsible for that, so I’ll always remember that. I’m trying to think of what else was going on during the 
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Tamarind years. I mean, mostly we were just socializing among ourselves, and then if we got invited to 
something like a book signing by Ruscha or one of the artists that we worked with at Tamarind and just 
doing the things that we kids did then. [laughter] So it was fun. 

MOON

Wait. At that time, would you have been able to sort of pick out different circle of friends and social groups 
within the art world or—

MILANT

Well, that would have been a little bit later, probably, than my Tamarind years, after my Tamarind years, 
yeah, it was more obvious, yeah. Because I really didn’t know that much about all that, and maybe it didn’t 
exist that much then either. I don’t remember. 

MOON

Maybe it was starting in the seventies or it was a little bit clearer in terms of what people were interested in 
[unclear]. 

MILANT

Right. I just sort of basically remember it was most of the West Side, Venice, that I was familiar with when I 
was at Tamarind. Ed Ruscha was on Western Avenue and Joe Goode was on Western Avenue. I don’t 
remember if there was anybody else in that area. Well, Jerry McMillan, he was in the same complex as Ed 
Ruscha, and Don Kelly was another printer that was at Tamarind when I was there. He was from the 
Midwest. And Dan Socha. So I remember that Kelly was like a little bit older than us, and I guess he started 
to work with Ed Ruscha because Ed wanted to do some more “Gas Station” prints, so he then either got a 
job or something because he left and he asked—let’s see. I’m getting confused now whether I actually did 
those prints before Ed Ruscha was at Tamarind or after Ed Ruscha was at Tamarind. But, anyways, Don 
asked me and Dan Socha if we would work with Ed Ruscha to do this project, because he was leaving to 
go back to the Midwest, because I think he got a teaching job, he and his wife. Kelly, Don Kelly his name 
was. 

So we went to Ruscha’s studio and then Ruscha told me what needed to be done and everything. He still 
had these screens from the red “Gas Station” that was printed at this commercial Art Krebs place. So I had 
to go to Art Krebs and get the screens, and then Art was to teach me how to do the split fountain or 
whatever was necessary to do on those prints. So Dan Socha and I printed the Cheese Mold, Moca, and 
the Double Standard in Ed’s studio, and that was my first professional silkscreen. And Ed didn’t have the 
fanciest of equipment, and it was a very tiny room. It was tinier than this. And we were using lacquer inks, 
very intense. And he didn’t have racks, so we had to hang the prints on clothespins. [laughter] But 
somehow we did it. 

MOON

Yeah. That’s how art gets made. 

MILANT

So that was cool. I don’t remember if Ed had already been at Tamarind and I did some of his prints, or that 
he came to Tamarind then for his project later. I have to clear it up, find out. 

MOON

In general, did it just seem to be an exciting time? 

MILANT
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Yeah, I think so. I mean, of course L.A. was smoggy, so that wasn’t fun in summer. It was bad. I remember 
that. 

MOON

And then you got used to it or—

MILANT

No, you didn’t get used to it. It got better. 

MOON

More regulations? 

MILANT

Yeah. I mean, really it was brown in August, right in front of you. You could smell it. It was pretty intense 
some days, and so that’s the worst part, I think. 

MOON

And the program at Tamarind was supposed to be for two years? 

MILANT

I think it was a two-year program. I also don’t remember if it had to do with the marijuana thing or 
something, but at one point I know that during one of the—I think it was Wednesdays that we had those 
meetings once a week to go over things, that some issue came up that I took a side and I stood by it, and it 
was sort of like June was saying that I was kind of like not telling the truth or something, and I said I was. 
So she got mad, whatever, and I think she said—she basically fired me. So then, like, I was trying to figure 
out what am I going to do, and Sam Francis asked me if—I met with him. He was interested in having me 
work for him, so I had a breakfast meeting with him at his house in Santa Monica Canyon. I decided—Sam 
was great. I mean, Sam was so supportive of so many of the artists. He was so generous, and he was 
doing all these events. He did skywriting events and things on the beach and concert-type things, 
happenings, and he was like the really great, cool, probably the best-known artist in L.A. at the time 
internationally and probably the most famous artist, because I don’t think Diebenkorn was at that level. And 
I just liked him and everything, and he was great, but I just couldn’t see myself working for one artist, and 
so I didn’t pursue that. And then I tried to figure out to see if there were any teaching jobs, and I couldn’t 
get a teaching job. So in the meantime, I’m still finishing up with whatever time I had left there, supposedly, 
that she was going to give me, and she kept coming through the workshop with visitors all the time. And 
then at some point, she was going like, “Oh, it’d be great if Jean opened up a workshop.” She just fired me, 
so what’s this about? [laughter] A lot of people would not talk to June, a lot of the kids, my fellow students. 

MOON

Why? Why was that? 

MILANT

There was a whole thing, and she was like—you know. The studio manager was always talking bad about 
her and how we had to be careful about her, and, yeah, so I just I was a little bit more, I guess, outspoken, 
and I kind of went into the office and said, “You know, June, I don’t understand why you say it would be 
nice if I opened up a workshop. Can you talk to me about that?” So we came in, and, I don’t know, we had 
a meeting, and she says, “Yeah, I mean, if you really seriously would be interested in working, opening up 
a workshop,” she would keep me on another six months, and she would pay for the economics guy to help 
me so I could put together a business proposal. So I did that, and so that’s how Cirrus kind of, I guess, was 
born. I don’t know if I would have done it without her or not, if I would have come to that, or whether I was 
already thinking about that and she was pushing me that gave me the push to do it. I don’t know. I don’t 
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remember exactly what I was thinking. 

MOON

At Tamarind, so the idea was to learn lithography inside and out, but were there other printmaking 
processes that were incorporated at all? 

MILANT

No. 

MOON

No, not at all. Okay. 

MILANT

Just lithography, and it was very rigid. Like you couldn’t use photolithography, you could do this, you 
couldn’t do that kind of thing, because it all had to be hand, hand, hand. So we didn’t learn a lot of those 
processes either. 

MOON

So how did you begin to think about the business proposal? 

MILANT

Well, we already had the economics classes, so you had to put together a plan of why you’re establishing 
the workshop; what you’re going to do; what the intentions; what are the costs of setting up; what are the 
costs to operate; what are the costs to do an edition; how do you price that edition; and how to market that 
edition. And how many editions do you have to make and sell per year to pay for your expenses, how many 
employees are you going to have, the whole—it was a sixty-page proposal. And then she gave me some 
lists of people to see to ask for money. And Cliff Westermann was there at Tamarind, too, and he was 
friends with Betty Asher. Betty Asher was working for Maurice Tuchman at the County Museum as a 
secretary. And I think I had actually seen Betty’s ex-husband. He’s a doctor, and I remember one time 
body-surfing and something happened, and I had this really bad ear problem, and I had to go to—I didn’t 
know any doctors or anything, so somehow I got sent to Leonard Ashe in Beverly Hills. [laughter] So, 
anyways, Cliff says, “Go see Betty.” So I went to see Betty, and she gave me a list of people to call for 
money. So that’s what I did. I just started to call these people and meet some of them, give them my 
proposal. 

MOON

And were you asking these people to be silent—

MILANT

Investors, yeah. 

MOON

So how did that go? 

MILANT

Well, I don’t know how—I guess I needed a lawyer. So like then someone referred this guy Jerry Rosen. 
That might have been Ed Moses or one of the artists or something. So I went to meet Jerry Rosen. He was 
a corporate lawyer that was married to an oil millionairess, and I don’t know if he was that involved in the 
art world, but he had his hippie moment, so he left the corporate world and he set up this office on Abbot 
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Kinney Boulevard in a storefront, and that’s where I had to go to meet him. And he had, like, covered the 
floor with dirt and had these pine trees in pots and his desk there. [laughs] And he was very hippie. He 
thought the proposal was really good, and blah, blah, blah, but he just wasn’t interested in that kind of stuff 
anymore, corporate law or whatever, but he had some friend and he would refer him to me. His name was 
Herb Smith, and he was a corporate lawyer in Century City. He looked at the proposal and he said it was 
one of the best he’d seen come across his desk in a long time and that he would work pro bono for me until 
I could finalize the funding. So some of the people that I met with, there were the Marmors and there was 
Michael Blankfort and this Beverly Hills lady. I can’t remember her name. Anyways, there were about four 
people, three or four people, and it looked like something was going to happen. In the meantime, I had 
already opened up Cirrus. So Ed Ruscha found the building near his place on Western, North Manhattan 
Place, and it was 3,000-square-foot warehouse. I just don’t know all the details, but I do remember at one 
point, it was probably ’72 when the crash happened, and these people pulled out. 

So in the meantime, I had already—my father wouldn’t give me any money, but then June said, “Tell you 
father whatever he gives you, I’ll match.” So when I told him that, he couldn’t believe someone was giving 
me money, so then I got some money from both of them as loans. So then I rented that building, signed a 
ten-year lease, and bought the presses and more or less started. Fumi Kaneko was the secretary curator. 
And Ed Hamilton. David Trowbridge was a printer at Tamarind as well, and he was, I think, my first printer. 
And then I had Jane Aman was—I don’t know how she came to me, but she was a silkscreen person. I 
needed someone to do silk-screening, and all the other people I knew from Tamarind, they had no idea 
what silk-screening was. So she worked just doing the screen prints with me. And I kind of worked in both 
areas, litho and screening, collaborating, and somewhat printing some of it, or helping print and curate 
stuff. So we were already kind of in business, and as I said, like, Vasa did a project in silk-screening. Ed 
Ruscha paid us to do some projects in print. Mike Kanemitsu paid us to do a portfolio for him. So we had 
some of this custom work going, and then I, like, did the Terry Allen project. I think this was kind of like 
before I really had any funding, so I remember having a meeting in my office with these people, and then it 
just sort of fell apart right in front of me. The crash happened, the stock market crash, and it was all gone, 
so I had like 1,200 bucks left in the bank, my rent was 750, and we just made it from there. 

MOON

What was your vision for Cirrus? What did you—

MILANT

Primarily to work with the Los Angeles artists, and that it wasn’t a litho workshop like Gemini was in the 
beginning, because Gemini was only litho. So I did not want to really get involved with etching, though. I 
had done it in school, but I just wasn’t that comfortable with it professionally, and I really didn’t want to get 
involved with all the acids and stuff. So we were primarily, like, relief printing, and that was fine, silk-
screening and lithography. But in many ways, I didn’t have any preconceived idea of what kind of workshop 
would be one kind of workshop. It really, to me, was working with the artists and doing what they wanted to 
do. So if that meant figuring out how to do something different, then that’s what we had to do. So it was 
kind of like with, for instance, using Baldessari’s photographs and his first set of prints he did in 1976, that 
was, like, not cool in the print world, because it was a photograph. Photography was not considered fine 
art. They were C-prints. June Wayne would have had a fit, right? And like the Doug Edge “Shave & 
Haircut” print, we did use photolithography right from the beginning and we did do some offset prints that I 
hired outside to do. So it was just to be able to do whatever the artist wanted and to be publishing 
California artists, because nobody was really doing that, and to be a voice for California artists. So I think it 
was after the first year, I had 3,000 square feet, of which half of it was sitting empty. [laughs] Some artist 
came to me and asked if they would clean the space up if they could have a show there. It might have 
been Doug Edge, I’m not sure. I met Doug Edge through Linda Shaffer, because she was already 
publishing. She published him. So that’s how the gallery was kind of born. That probably was ’71. 

MOON

Cirrus Edition or the print? 

MILANT
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We actually kept separate books, separate stationery, everything for many years. I had Cirrus Edition, Ltd. 
and I had Cirrus Gallery. I couldn’t show Ed Ruscha or these other artists because they already had 
galleries. Even if I wanted to, it wasn’t possible. So I met Doug Edge, and then I met through him these 
other artists, through Linda Shaffer too. So Robert Marks was our first show, and I think Doug Edge was 
probably the second show. Terry O’Shea was a friend of Doug Edge. So Robert Marks, Terry O’Shea, Ron 
Cooper, Doug Edge, they all kind of lived downtown near Beaudry Avenue, and they all have a little 
tattooed rose on their hand right here, like between the thumb and the forefinger, and it’s called the 
Beaudry rose. So I kind of just fell into that group. And then I had David Trowbridge, who was printing for 
me, was also an artist and a painter, and so I liked his work, so we showed him. And also I met Greg Card 
through the group of Doug Edge and Terry O’Shea, etc. He was showing with Riko Mizuno, doing resin 
paintings, but then he wanted to do like light projections, and she wouldn’t show them, so we did that. So 
that was a show of pure light projections, and we actually sold one. Oh, I can’t—she was a collector, 
Beverly Hills. David Hockney did a painting of her just standing in the pink robe, and it was like a zebra 
head and—

MOON

Yeah, I can see the painting. 

MILANT

Betty. Betty—it’ll come to me—Freeman. Betty Freeman, I think, was the collector. She bought the Greg 
Card projected piece. I mean, I don’t know if anybody bought a projected light piece before. [laughter] So 
we have no photos of that exhibition. I don’t know why. 

MOON

Wait. Just to back up a little bit, so when you were working on prints with artists that first year, how long 
would these projects last? Would you be working with the artist—so Tamarind, you would be working with 
the artist two months at a time, but this was just project by project? 

MILANT

Oh, no, this was just project by project, right. So a lot of it was, like I don’t know exactly whether it took us 
four weeks or six weeks to print the two Terry Allens, I don’t remember. And then it grew, so then I had two 
presses and I had four printers and two silk-screeners. So what happened next was that—I think it was 
’72—one of the people that was on the list of potential investors was Terry Inch. So I called him on the 
phone, and he said, “Send the proposal.” So I sent the proposal over to him, and then I never heard from 
him for a while. So then I called back I said, “Did you get the proposal? What do you think?” and blah, blah, 
blah. He says, “Oh, well.” And Terry, I’d not met him at all, just phone. He says, “Well, like talked to Irving 
Blum, and Irving Blum said there’s no point in investing you because there’s Gemini.” End of discussion. 
So, like, in ’72, I was at a party in New York at Brook Alexander, Peter Alexander’s brother’s loft, and Peter 
came in from L.A. and came to the party and said, “Oh, Jean.” Because we had already worked with Peter, 
published some prints with him. 

MOON

At Cirrus? 

MILANT

At Cirrus. “Oh, Jean, there’s this guy in L.A. who wants to give you money.” I said, “Oh, great. Who’s that?” 
And he said, “Terry Inch.” I said, “Well, you know, Terry told me there was no reason to invest in me.” And 
he says, “Well, no, I guess he wants to meet you.” So I called him up when I came back and met him for 
the first time, and he had this guy John DuPont with him. John DuPont’s from the DuPont family, he was 
kind of like the black-sheep guy, I guess, and he had produced Jesus Christ Superstar. He was doing all 
kinds of stuff, I guess. Well, so we went to lunch at Nickodell’s, which is this cool restaurant in the 
Paramount lot, and—
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MOON

Which is right by Cirrus or—

MILANT

Well, no. Well, yeah, Paramount’s right by Cirrus, yeah, the old Cirrus. So we had lunch, and John DuPont 
was saying he was going to be buying Artnews magazine and that he also wanted to have a fine art print 
publishing as part of the company thing that he was putting together. Well, I didn’t like him, and so I said 
no. And I guess Terry was so upset because he had never met me, he’d never been to Cirrus, that was his 
first time, that he was so upset about getting turned down that he called back and said, “You know, I’d like 
to talk to you about doing it without John DuPont if I can be involved.” So we talked for a while and then we 
had some meetings, and then we decided, okay, let’s do it. So he invested a small amount of money and 
got a minor percentage, and at a certain point he was supposed to turn it into a larger ownership. He was 
married to Becky Smith—I mean Becky whose father had a large furniture company here, McMahan 
Furniture, and Terry was working for that company. So they were the young Brentwood couple that was 
beginning to collect art, and they had collected a bunch from Irving, so that’s how he had called Irving. And 
he was the only one that I knew of that was collecting younger California art, so that’s what was interesting 
to me. So he had Guy Dill, who Irving showed, and he had this guy Mike Balog, who Irving showed, and I 
think he had some Peter Alexander. He knew Peter Alexander. But he also had, like, Lichtenstein, and, I 
mean, he had Stella and he had Frankenthaler, he had Ad Reinhardt in his home. So, anyways, the deal 
was done, and we became friends, and then it was my first business trip to Europe with them in ’72. He 
never was, like, involved on a day-to-day basis because he was working at McMahan Furniture, but I think 
he was very helpful socially, because I didn’t know that many people socially still in Los Angeles, and 
certainly among his group. And so he brought in some people who started to subscribe to Cirrus, and that’s 
how Cirrus turned into a corporation. 

MOON

What was the bad feeling that you got from John DuPont? 

MILANT

I don’t know. Just, I don’t know, maybe I wasn’t going to have enough autonomy or something, it was going 
to be structured and I wouldn’t have anything to say about it or something, it was just going to be this entity 
that he would put artists into or something. I was thinking—I’m pretty sure that probably was part of what it 
was. 

MOON

And when you actually opened Cirrus, how much money did it take at that time in 1970? 

MILANT

Well, I think I had borrowed $10,000. 

MOON

How long did it take before—wait. So how did you sell the other prints? So you said you had a subscription 
service? 

MILANT

We had subscribers, right. So I had ten subscribers, and it was kind of funny because—well, first, one of 
the things that happened before we even got started, basically, we were painting the ceiling. I was having 
the ceiling painted, and it was this big kind of truss-beam ceiling. So I was having the whole place painted 
white. And somehow this guy walked into the door, and he was from New York, and he said that he was on 
the board of CalArts and that he was a collector and he collected prints, and he heard about us. I don’t 
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know how. His name’s Donald Marron. He’s a big collector. So he was supportive of Cirrus, one of the big 
main early people that used to we sold to. Then I think it was even after that that we were open, and then 
we came up with this subscription plan where you paid—I think at that time it was like $1,200 a year, and 
you got everything we produced that year. My parents were visiting, and I remember that we were sitting in 
my office, and in walks this couple, an older man and a younger woman, and he says, “Oh, you know, we 
heard that you have this subscription program.” And I said yes and explained it to him, showed him maybe 
what we already had done that they would have got if they became a subscriber. And he says, “Okay, I’ll 
do it.” And his name is Edgar Lustgarten, and he was a famous or well-known cellist or musician with 
something—was his field. And his wife, who’s quite a bit younger. [laughs] I think that’s when the whole 
thing with my father or my parents just turned around. They could not believe that someone walked in and 
spent $1,200 right in front of them. [laughter] 

So Edgar Lustgarten was my first subscriber. [laughter] I think Donald Marron became one, and “Hunk” 
Anderson became one. Then we had some people that just appeared from the Midwest. One guy. I actually 
was talking to someone at our opening on Sunday, Theresa Miller, she was an early supporter. She was an 
art consultant here, and she was working for Macmillan Publishing Company. She got them to subscribe, 
from New York. I was getting more support from New York all of a sudden, and having worked with Bruce 
Nauman and meeting the Castellis and Sonnabend. Going to New York and trying to sell the prints, going 
to dealers, just sort of was an ongoing process. 

MOON

And what was the deal between Cirrus and the artist to make the prints? 

MILANT

Well, some people, in the publishing end it was always royalty after costs, so that was pretty much the 
standard in the industry. We didn’t have the money to—like, some publishers that were very wealthy might 
advance a lot of money to the artist or they might just buy the whole edition outright, but we didn’t have that 
ability to do that. It was always very hand-to-mouth, so it was very little money. 

MOON

And were you traveling a lot in the early years to get people interested or to—

MILANT

Yeah. Like I went to New York, and, I don’t know, in the seventies I probably took trips, like I’d go from here 
to Houston, Dallas, Houston, and then go to, like, New York and then Minneapolis and then back, and then 
go back and forth to San Francisco a lot in the seventies. Then ’72 was the first European trip where I took 
works and went to do museum curatorial visits and dealers, trying to get to sell works and buy works. 

MOON

This is with Terry Inch? 

MILANT

The ’72 trip was with Terry and his wife Becky, yeah. We went to the Documenta 5, which Ed Ruscha did 
the catalog, and there were a lot of California artists in there. And I’d learned about Basil Art Fair through 
Brook Alexander; he’s the one who told me about it. And then just because there were so many L.A. artists 
in Documenta, it was a perfect time to go. We already had connections like with the Edizioni O in Milan, 
and they paid for a series of prints of Ed Ruscha’s that we printed. We had worked with some London 
people. We had Bernard Jacobson and Felicity Samuels. And Petersburg Press had bought stuff us as a 
big publisher. I’m trying to think of this British guy who had, like, artist books and things; he was pretty 
interesting at the time. And I had made some connections in Paris and Switzerland when I did Basil, then 
that started to bring me a lot more European. But it was ’73 when I did the first Basil. It was ’72, I already, 
with Terry and Becky, we had, like, you know, that European trip on the road and just either they had heard 
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of Cirrus or they were interested enough to meet with us, and I would make appointments and had my 
portfolio of prints that we had for sale that I’d published, trying to sell them. 

MOON

I guess during those early years, were there any projects that stand out, in terms of either difficulty or 
problems with artists? [laughter] 

MILANT

Well, I have to knock on wood, I really haven’t had any really major blowouts with artists that I can 
remember. I mean, maybe I might have been thinking about something and thought it would really make a 
big project, and it’s maybe something that they didn’t want to do, but we did what they wanted to do. 

Actually, Bruce Nauman did some very difficult prints. They were very traditional, but they were very 
difficult to print, and it was interesting because he chose some very old methods, sort of like diamond line 
engraving method on litho stone, which he used on two prints. 

MOON

What was so difficult about that process? 

MILANT

Well, it’s like you put a thin layer of gum on the stone, gum arabic, and then you let it dry, and then you 
take a diamond tool and you just slightly scratch through the gum. Then you process the stone so that that 
scratch is a white line when it’s printed. It’s very thin, very, very thin. Everything around it is going to be ink. 
So for the ink not to take over that little line and fill it in, it’s very difficult. Then one of the prints was based 
on a movie, the spinning steel balls that he did, and he had these sort of like four globes drawn in lines, 
that method, and we used the same stone over for four-color printing, and the colors were very transparent, 
and each color was printed slightly off register, so these globes became kind of fuzzy. But it was a green, a 
purple—I don’t remember now—orange and one other color. So they all, when they landed on top of each 
other in the flat areas, they were very transparent colors, so to get the same color on each print, you had to 
have the exact layer of ink on each of those colors, so that when they melded together they made the 
same shade of green. And then you’d see the purple and the other colors where the misregistration came 
in from the little lines where they were white, and then if you printed slightly over it, then it became purple in 
the next printing. So that was really difficult in an edition of 100. 

MOON

Right. You can’t depend on a fortuitous accident. You have to keep doing that for each print. 

MILANT

Right. And this is hand-printing, so the variables are large. Just a little more ink on the roller is going to 
change the color. Too much ink on the roller fill in the line. [laughs] 

MOON

So was Bruce Nauman very particular about being meticulous about the process and the image quality? 

MILANT

Yes, I think that he was very—not rigid. I think that in his concept of approaching making a print, it was 
very—

MOON
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Open? 

MILANT

—open and now, it’s happened, that’s done. It wasn’t belabored. But I think he was looking for a certain 
kind of result, and that’s what he would want. It wasn’t that he was going to say, “Oh, well, okay,” if it’s not 
quite—I didn’t get that impression, but I never felt he didn’t feel we weren’t doing what he was looking for 
either. 

MOON

It’s also just interesting thinking about him approaching this process and this type of art-making because of 
his other works, his performance pieces or even the ones that are presented as films, you just don’t really 
think about the craft in any way in terms of the finished product. But then to hear about him about being in 
this situation choosing, for example, a particularly difficult process of just the diamond tip—

MILANT

Well, I think he asked how he could get an extremely fine line, and then we thought, well, this might be the 
way to do it. So then he tried it, and we used it. He didn’t have the technical knowledge to come up with 
that beforehand. 

MOON

He just knew he had an idea of what he wanted? 

MILANT

He just told us what he wanted, right, and then we said, “Try this technique.” 

MOON

And that’s the approach that happens with each artist that you sort of collaborate with? 

MILANT

Yeah. 

MOON

They have an idea and then it’s up to you and your team to figure out how to—

MILANT

Right, how to do it. 

MOON

—solve the puzzle. 

MILANT

And then it can change in the process, like when we try things and say, “Oh, well, maybe that wasn’t the 
best thing. Maybe we can do it this way or change this.” It’s an ongoing process. So some of the things we 
do, I mean, we would have never thought of because they said, “Well, this is what I want to do,” and then 
said, “Well, how about using this? Can we use this, too, or whatever?” So then we tried to figure out how to 
do that so we can duplicate it, because you have to do an edition. [laughs] 

MOON
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Normally how many prints are in an edition? 

MILANT

We’ve usually kept it like in between under seventy-five, like sixty-five, seventy-five, fifty, forty-five. We 
have done a few editions of 100, but not that many. 

MOON

And do the artists get to keep the plates at all or—

MILANT

No. They kind of like get destroyed or reused like the stones. Now we use Mylar, so we do keep those as 
sort of historical record. [End of July 28, 2014 interview] 

1.3. SESSION THREE (August 4, 2014)
MOON

Okay. So this is the third session with Jean Milant, and today is August 4th, 2014. So our last session 
ended off with talking about the early years at Cirrus. We were talking about some of the prints that you 
had made. I thought that we could start today by talking about some of the early exhibitions held in the 
gallery. So do you want to tell us about how the first exhibition came about? 

MILANT

I think the first exhibition came about—I had actually divided the space kind of in half. It was a 3,000-
square-foot space, and so the half that was not being used by the workshop was sort of lying empty for a 
year or something like that. I think maybe it was Doug Edge and Terry Allen—Doug Edge was someone we 
were familiar with and had met earlier on, and we were selling his print “Shave & Haircut,” I think I 
mentioned that earlier, that Linda Shaffer had published. I think he was the one who actually proposed to 
me that if he and a few of the other artists that he knew would work on kind of like turning the space into 
more of a galley space, whether I would consider letting them have a show there. So I think he’s the one 
who brought in the first show, or introduced me to Robert Marks, who was the first exhibition. So that’s, I 
think, how it actually happened. So I don’t know. That was, I guess, January of ’71. Robert was working on 
this sort of like concept of like sort of shadows in reality and non-reality and using kind of the structure of a 
cube to express that, and he had some small sculptures that were kind of encased in plastic boxes of these 
cubes in various positions, and then using like construction paper or painted—I think he silk-screened or 
painted these sort of like proposed shadow casting from the sculpture onto the box or on the floor of the 
box, and then he created a large version of this where we dug a triangular hole in the floor, took out the 
concrete, dug down, and then this aluminum cube sat on an angle with the corner into the floor, and then 
he had painted the shadows onto the floor of the gallery. And that was our first exhibition, and I remember 
Terry O’Shea, who they were all friends, Terry O’Shea had a friend who was making moonshine, so we 
served moonshine and banana bread at the opening. [laughter] So that was the first opening. 

MOON

And then you had a curator, I think, at that point or—

MILANT

The curator Fumi Kaneko. She wasn’t the curator of the gallery; she was curator for the prints. So she went 
to Tamarind and she was taught how to curate, handle prints, etc. So she would curate all the editions that 
we were doing. So after the edition was finished, she’d go over it, make sure it was in perfect shape and 
there weren’t any problems, etc., etc. So she was responsible for doing all that in the early years of the 
print publications. 
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MOON

I see. So for the gallery—

MILANT

And she was also working as my assistant in the office and helping with that. 

MOON

And then in terms of the gallery programming, that was you. 

MILANT

Pretty much me, yeah, because I didn’t have anybody else yet that would be doing that. Right. 

MOON

Then how did the selection of artists come about? Was it just very organic or—

MILANT

Yeah, it was very organic. I think, as I said, it was that group of initial people that I met through Doug Edge 
and through Linda Shaffer, and so it was Doug Edge and Terry O’Shea and, well, Terry Allen. They were 
friends. And Greg Card, and I think Greg, Ron Cooper, Terry, Robert Marks, and Doug Edge all had 
studios in sort of like the western part of downtown on Beaudry Street, and as I think I mentioned earlier—

MOON

The “Beaudry Rose” tattoo. 

MILANT

—had the “Beaudry Rose” tattoo. So that’s how I fell into, like, meeting those people. They had been 
around in the art world a little bit, so people like Ed Ruscha and Craig Kauffman probably and some of the 
artists, they were familiar with them. And Greg Card was already showing at Riko Mizuno Gallery, his resin 
paintings, and Terry O’Shea, of course, was known obviously because he was working in resin and so was 
Doug Edge for that first show that Doug did with us. And they knew De Wain Valentine and Fred Eversley 
and the other people who were working with the plastics and resins. 

MOON

And also early on you had the Barbara Smith installation. 

MILANT

Right. That was like, I think, yeah, middle of that year. So we did, like, Terry O’Shea next, and those were 
like drawing—I don’t know if they were like the cast-slab pieces that he did where he was, like, making 
slabs of resin that were square and they were probably about three inches thick, and there were maybe ten 
or fifteen layers of very slightly colored resin. And then in between these layers he was creating like little 
almost watercolor shapes with resin dyes, and then if you looked at the top of the slab, it looked sort of 
semi-translucent with all these sort of amoeba-like shapes that were just floating in this layered resin. But if 
you saw the piece from the side, it became striped solid colors for each layer. 

MOON

Oh, so they were installed so that you could see them from different perspectives? 

MILANT

Page 69 of 160Interview of Jean Milant

10/12/2016http://oralhistory.library.ucla.edu/viewFile.do?itemId=3049741&fileSeq=6&xsl=http://or...



Well, they were installed on pedestals, but you could see the sides. But then later we did install them 
vertically so you could look through them and see the sides without having to bend down or whatever. 
Then he also had a lot of small shapes, ones that were kind of, I think, small little marbles. One piece was 
called Snake Eyes. I think it took him several years to do it where he cast the marble shape and drilled little 
holes in the marble and then put different-colored resin in each one. He sort of equated that with like kind 
of like a Chinese game of some sort where you might cast these things, like the wands too. So it was 
almost like an “I Ching” kind of thing or whatever where you could use these to cast and then read the 
shape that they made. Also a lot of those pieces had—it’s not phosphorescence, but it was actually a 
material that glowed in the dark so that if you put them in the dark, they would glow if they were getting 
sunlight during the day, so they would become totally different. So he did a lot of work like that, and it went 
through his career too. Doug Edge was next, and he was, like, casting large vertical, I guess, kind of pillars 
that were cast in a Mylar bag so they stood vertically, and it just had the creases of the Mylar as the resin 
was being put in, and then he took it out of the bag, and there was a series of them throughout the gallery 
kind of in like in a circle, sort of like it’s almost kind of Stonehenge sentinel kind things, and they each one 
had a color, so they were translucent. So that was his first show. 

Greg Card was working with resin paintings that he showed at Riko Mizuno, so he was, like, casting sheets 
of resin that would hang on the wall, and then he had these, like, abstract forms that were puddles shapes 
that were embedded in—or when it was wet, so it was all constructed wet, and then when it dried, formed 
and was hung on the wall like a painting. I think they might have been hung slightly away from the wall so it 
did cast a little shadow shapes onto the wall. Then he decided he got into working with just really pure light 
and no physical forms, and Riko Mizuno was not interested in showing that, so he kind of asked me if I 
would be interested, and I was. So that first show was completely non-physical. The only thing I remember 
is—because we have no documentation of it—that there were large sheets of black plastic that were kind 
of hung from the rafters as kind of creating a maze through the space. And then as you would walk through 
the space, you’d come upon a projected color piece on the wall, and you’d walk through and see the 
various pieces. 

MOON

And it was one of these pieces that you said you were able to sell to—

MILANT

To Betty Freeman, for $350. [laughter] And then the actually the next show was Jun Kaneko, and he was 
married to Fumi, my curator and assistant, and he came out of a ceramic background, Japanese, very kind 
of like had all the traditional ways of making ceramics, and so I learned a lot about ceramics from him. And 
he was creating a very large kind of formal sculpture that was sort of a similar shape and it was painted 
with stripes, and there were like four or five of them. They were fairly large, like three or four feet tall, and 
then they were, like, encased in a rectangular box of steel, and then there were maybe four or five of these 
boxes that were stacked on top of each other on an angle. So it was really large-scale, for that time, 
ceramic work. 

MOON

Which was unusual—

MILANT

Also unusual that someone was making it as a formal sculpture instead of as more in a traditional ceramic 
piece in smaller scale and pedestal pieces that you were seeing at the time. So it was a huge piece. And I 
know he had mentioned that it did go to a museum in Tokyo, and that was a really big step for him in his 
career. 

MOON

When did it go to Tokyo? Was it right away? 
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MILANT

It was during the show, I think, or right after the show, I mean, it kind of transpired between him and the 
museum. So that was the only show we did of Jun Kaneko. And then after that came Barbara Smith, and I 
think probably if maybe people like—she probably was in the social group with Doug Edge or somebody 
else that I knew or she had started to come to the gallery, and then I think she proposed it to me to do this 
piece, the Field Piece, which we did. She was coming out of Irvine, and it was a large piece that took up 
most of the gallery space, and it was made of these cast fiberglass columns that were hollow. I think she 
spent three or four years working on this piece, getting the finances and just being able to actually 
manufacture it. She did most of the work herself, the spraying of the fiberglass and the forms, and so it was 
kind of a long process. 

And then there was a computer element, and she had Bruce Soca [phonetic], an engineer, who helped her 
with the piece and helped design the computer to run the piece, and I think the computer was about 
twenty-five feet long. [laughs] It just ran a few lights and sounds. So after they finished installing the piece, 
it was on a floor that was underneath contained speakers and lights, so as you walked through the Field 
Piece—

MOON

It would activate. 

MILANT

It would activate certain things, and the lights would go on and off, sounds would be created. 

MOON

Did it malfunction during—

MILANT

Not that I remember, no. It didn’t seem to malfunction. 

MOON

Actually, so I think that I’ve seen a photograph of that piece with nude people, so was that for an event or—

MILANT

We had two openings. One was the regular opening; one was the nude opening. [laughter] I don’t 
remember if the regular opening might have been during the day, and I think she wanted to see it at night, 
without daylight, so the lights would be much more effective. I think that was part of the thought process. 
So I think the regular opening might have been in the afternoon. I’d have to check and see on the mailer. 

MOON

I mean, it seems that a lot of these works are becoming these room-size installations and almost 
architectural. 

MILANT

Right. 

MOON

Did you think that what Cirrus was doing was different from the other galleries at the time in terms of taking 
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on these projects? 

MILANT

Well, I don’t remember very many large-scale installation exhibitions at that time in the other galleries, and I 
think probably we had the largest private gallery space at that time. I don’t think anybody had like a 3,000-
square-foot or that size space, pure white. So most of the shows were smaller in scale, like, I mean, all the 
galleries in La Cienega were quite small in comparison. I’m sure that Riko had done some kind of, like, light 
installation with Robert Irwin, but it was kind of more small-scale, as I remember. 

MOON

He didn’t have the warehouse and dimensions or the feel, perhaps? 

MILANT

Right. Well, actually, I stand corrected. Doug Chrismas had opened up a space off of Robertson and 
around Santa Monica in West Hollywood, and I think it was on the ground floor of the Andy Warhol Factory 
building, and that was a pretty large-scale space. And the first show I saw there, I think it was his first show 
there, was the Sol Lewitt wall drawings, and then later he did a big Du Wain Valentine, large-scale plastic 
sculptures. I remember those two shows as being his first shows. 

MOON

And another installation that seems interesting is the one by Robert Overby. 

MILANT

Robert Overby, right. Robert Overby was, I think, tangential to the art world in a way. He was a graphic 
designer, and I think he had quite a big reputation already in that field. He’d designed the Toyota logo, but 
all along he was a practicing artist on the side, and I imagine it was a situation where he approached me. I 
don’t know. I don’t remember him being part of the other groups that I was already interacting with. And so 
he was, like, casting, using latex to cast windows, doorways, sections of rooms, and this piece was cast 
probably about a foot and a half wide strip of the exterior of his house, and then he cast the street, a 
section of the street in front of the house from sidewalk to sidewalk, and he showed the house inverted. So 
the casting was you’d actually be seeing the inside of the casting, that was actually against the side of the 
house, and he had that around the walls as one continuous piece, and then he put the street in between in 
the middle of the house on the floor. 

MOON

And in terms of what an ordinary day looked like for you, were you sort of dividing your energies pretty 
equally between the print shop and the gallery? 

MILANT

Right. I mean, I would be collaborating on the works, I would be helping with overseeing kind of the 
curating and stuff like that and just the printing, and then as well as like doing the administrative stuff and 
trying to sell the work and make calls and get people to come in. 

MOON

And how did the work sell at the beginning, or did they? 

MILANT

Well, there weren’t very many people interested in contemporary art at that time at all, first of all, so there 
wasn’t the kind of collector thing that’s going on today at all. So I think it was very much—a lot of what I 
remember were a lot of people that came in that were also dealers from out of L.A. that were coming to see 
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what we were doing, and a lot of the dealers are really great collectors. I think at that time it really was the 
greatest collectors in the world were really dealers. So I think I remember selling to a lot of dealers from out 
of town, and there were very few people in L.A. that we sold to. A few established people supported us. 
Joann and Gifford Phillips and Monte Factor bought a couple pieces. Marcia Weisman might have bought a 
piece here and there. And so it really kind of—I remember more a lot of the younger people that we sold to 
that seemed to be interested in what was happening in L.A., and they weren’t big collectors, but they were 
some of our clients. So it was really kind of a new, young collector base, I think, not that they developed 
into major collectors, but I think the support came from outside of L.A. and then a little bit inside. But I don’t 
remember having any one big collector behind me in L.A. and really supporting what we were doing that 
way. Like a lot of other galleries in the East Coast and a few here might have had one or two collectors that 
were really behind them, so they were kind of a basis of financial support for that gallery, we didn’t have 
that. 

MOON

And the galleries from out of town that were your clients, did they come from particular cities or—

MILANT

Well, I remember Houston, Dallas, Chicago, Seattle, Minneapolis. I had an early subscriber that I think, I 
don’t know, he just came out of the blue. I think he was Indiana. St. Louis. Florida. Jim Corcoran was in 
Florida, and he and his sister had a gallery there called Corcoran & Corcoran. They were mostly dealing 
graphic works, so they were buying some of my print publications at that time before he moved to L.A. 
Charlie Cowles was a big supporter of us in the beginning through—he was the owner of Artforum. I think 
the word just kind of like moved out, and then people were coming to see what we were doing. And if they 
were coming for the graphics, then sometimes they would be interested in the young artists that we were 
showing in the gallery that they didn’t know or never heard of before. And I think that’s kind of how it would 
go—

MOON

And then you mentioned before, I think, that you kept the artists that you were working with for the Cirrus 
editions separate from the gallery, the artists that you were showing in the gallery space. 

MILANT

Right. I don’t know why. I guess I felt it was unfair for me to publish the gallery artists that I was showing 
because it was sort of like they had an edge versus the—I don’t know why I was thinking that. It’s stupid, 
but anyways. [laughs] We really didn’t get involved in publishing the artists that we showed that much until, 
I think it was ’74 or something we did this L.A. portfolio, and then it was Karen Carson and Chris Burden, 
David Trowbridge, Gene Sturman, and Allan McCollum. LA ’74, I think it was called, the portfolio. So some 
of those artists we represented in the gallery. 

MOON

And in those early years, who would you say you had some of the closest working relationships with? 

MILANT

Oh, I think the ones that were around more. In the gallery you’re talking about, or everything? 

MOON

In the gallery, yeah. 

MILANT

I think that, I mean, Doug Edge was around a lot, and so I think he was someone that I had a closer 
relationship than some of the others who didn’t come by as much or whatever. And then later David 
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Trowbridge, who was also one of my printers, and I don’t know if I met him at Tamarind or I’d already 
opened and he was working at Tamarind and then came and asked if he could work for me when he got 
out of Tamarind. So we were quite close. And then later, I showed him in the gallery. 

I’m trying to think who else was at that time. Well, Jun Kaneko, of course, and Barbara Smith not so much. 
She was, like, living down in Irvine area still, so I wasn’t that socially close. And Jerry Anderson, he was 
someone who was more around. He was working for Billy Al Bengston, I remember, and he was also 
friends with Ed Hamilton, was one of my printers, and they’d come out from Arizona together or something 
like that. 

MOON

And in the early years of Cirrus, or in the seventies, there also seemed to be a lot of performance 
happening. 

MILANT

Right. 

MOON

For example, Eric Orr, also Guy de Cointet. 

MILANT

Well, Eric Orr was more of an installation artist. He wasn’t really a performance artist. But, Guy, yes, we 
met Guy through Larry Bell sent him to see us, and that’s how I first met Guy, and he showed me this 
newspaper he had done, Acrit. I have a feeling we showed it, but I don’t have any record of it. And then 
later we did his first piece, which was a black book that he’d self-published. Guy worked in codes, so like 
everything was you had to break the code to understand it and to read it. And he wanted to remain 
anonymous as an artist, so he—and I don’t think a larger body of people knew him at that time. I don’t 
know how well he was known in the L.A. community, so it wouldn’t be like people would recognize him at 
the opening, a lot of people. So he was just there at the opening. He hired Billy Barty to play the role of the 
artist and give a lecture about his new book, and so that was a one-night performance. 

We really didn’t do that many performances at Cirrus, but there were a lot of performances happening all 
around. We found the space for the Newspace Gallery, and then we got Jean St. Pierre to come up and 
meeting the landlord and sign the lease and everything, and then, of course, they did quite a bit of 
performance with Paul McCarthy. And I remember going to those, I mean, and some of the other Barbara 
Smith performances, and Rachel Rosenthal was doing a lot of work at various places. And I think LAICA 
was involved in some performances later on. Yeah, there was quite a bit of performance going on. Chris 
Burden, of course. 

MOON

Just in terms of the type of work that you were showing, did it feel—the experimental feeling of it, did it—so 
now I think in art history we talk about the alternative art space, but then in the seventies did it feel a little 
bit more blurred in terms of shows in galleries and shows in alternative art spaces like LAICA or—

MILANT

Well, first of all, when I first started, there weren’t any alternative spaces in the early seventies. I don’t know 
when they—was it ’74 maybe then? 

MOON

Mm-hmm, ’74 was LAICA, and I think [unclear] was a little bit later. 
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MILANT

Right. So I think alternative spaces came about because all these artists were coming out of art school, so 
there weren’t that many artists before. When the art schools started to, like, have all these programs, and 
so these artists had no place to show, there were very few galleries that would take on contemporary 
young artists, or the ones that existed might have already had established stables that they were working 
with and weren’t really looking for new contemporary young artists, and the museums were not interested. I 
mean, who would you sell something to in 1972? What museum would you sell a young new artist to? 
Pretty much none of them. [laughter] 

There weren’t any contemporary museums. There was LACMA, you know, more general museums, all of 
the museums across the country, the Whitney. They would look at the work, but it wasn’t that they would 
acquire the work, and then there might be some collectors, trustees of theirs or whatever, who were 
traveling and looking around at new art and stuff, and they might ask one of the curators if they knew this 
artist or something, or if they knew of this artist, but it wasn’t like they were art advisors. They were 
academic, the curators at that time. So they couldn’t really bring some of this work into the institutions, 
because it didn’t have enough background, it didn’t have enough credibility to it yet. It was just brand new, 
and it didn’t qualify to have a museum show or maybe be in the collection at that time. So it wasn’t that 
easy. We did sell some things to the Whitney, sold some things to the Modern. I don’t remember LACMA 
ever buying anything from me in the early years. San Francisco Museum, no. It was very scattered, sparse. 
To answer your question, I don’t think at that time there was the option to decide what was different 
between an alternative space and a gallery show, but I do think that when the alternative spaces did open 
up, that that was an avenue where you saw some of the more exciting and newest pieces being done, and 
it was kind of between a gallery and a museum, because they weren’t really selling the work, they weren’t 
involved in it, that end of it. 

MOON

And so one of the most important alternative art spaces was LAICA, which opened in ’74, and you said 
before that you were in discussions with Bob Smith about what he was thinking—

MILANT

Right. Well, my recollection is that Bob Smith came to and was talking about wanting to open up some kind 
of alternative space in his apartment, and, yeah, I was on this big trip of being California’s got all this stuff 
happening that’s really important and you have to get it out there and be part of the real other art world, so 
to me it wasn’t interesting for someone to open somebody up, to help somebody open something in their 
apartment. So I suggested that he really needed to take a formal look at it and really create a business plan 
and put the concept together on a larger scale, and I gave him my business proposal that I had created to 
raise money for Cirrus. So I remember he did come back and he had created a proposal, and I do 
remember I said I would introduce him to some people, and I did make some calls to the Joann and Gifford 
Phillips and, I think, Marcia Weisman, and they were interested. And he went and met with them, and that’s 
how it kind of went from there, so he’s really kind of responsible for making it happen. But I think I hope I 
gave him the impetus to understand to make it a larger-scale endeavor to give it some weight in the world, 
which it did get. 

MOON

Yeah, definitely, in its time. 

MILANT

Right. So it was a very important part of L.A. And I was on the board, so I was involved from day one with 
that. And also came up the conversation that all these years we’d never really had a magazine in L.A., and 
so what about doing a magazine? So the journal was like a publication, and I think it was like one of the 
only things that had got the work outside of L.A., and I think it was very well respected, the journal, and 
lasted for quite a long time. 
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MOON

What were some of your responsibilities as a board member? 

MILANT

Well, I think we were, like, really talking about things like the journal, for instance, like there was always 
money problems. Well, what can we sustain, and who are we going to get to do this, or who are we get to 
do that, we need this to do this project, and I think it was more that kind of thing, the direction of it, the real 
direction of it. The relationship between other spaces that were starting to open up, how to be related to 
them, like P.S.1, and I forget the one in Seattle now, but still, I guess LAICA and P.S.1 were the biggest of 
any of them. The others were pretty small scale. And kind of like we created—there was a kind of a P.S.1 
convention at one point that was sort of initiated by LAICA, and it took place in a hotel in Santa Monica, 
bringing all the nonprofits together to talk about what’s happening, the direction, and what they are, and 
that kind of thing. That was done by LAICA, as I remember. I don’t think it was an actual curatorial thing, 
we’re going to show this or we’re going to show that. It was more kind of just operational and directional. 

MOON

And at the time there was more federal funding for the arts? 

MILANT

I don’t remember how much there was actually for that in the beginning. I don’t think it was large scale. 

MOON

Did the general recession in the early part of the seventies affect business? 

MILANT

Oh, yes, right. Yeah. I mean, looking back, you don’t realize as a young person and you’re just doing the 
thing. It’s not that you’re thinking recession. You’re just thinking every day how to survive, right? But, yes, I 
think that was one of the reasons why whatever people I had lined up or thought I had lined up to be 
backers of Cirrus fell out, because of that stock market crash in the early seventies. So, thankfully, I 
already had some support from the East Coast, and we were publishing Ed Ruscha, and also people were 
commissioning us to print for them, so we had some income that way to keep going, and we made enough 
money to at least pay most of the bills. 

MOON

And also just to continue with some of the so-called alternative spaces in the city, what about like Woman’s 
Building, for example? What was your relationship to what was going on in terms of the Feminist Art 
Movement or Miriam Schapiro and Judy Chicago? 

MILANT

Well, we published Judy Chicago, I mean, in the seventies, and I had known her before she got so heavily 
involved in the Feminist Movement. And Miriam Schapiro, I just knew her socially a little bit because she 
was married to Paul Brach, and we did a show of Paul Brach’s paintings. I think we were in support of it, 
but I don’t remember it being like an agenda, and I do think that I personally was not so involved in art that 
was so political that to me it wasn’t [unclear] art anymore. Visual art had taken another form for a purpose. 

MOON

It became overtly politicized? 

MILANT
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Yeah, right. So, I mean, I guess that would be the one thing that kind of turned me off on some of the work 
that was being done, but we already had women in our gallery. I remember, like, Judy Chicago, like, 
ranting at me one day across from me at my desk about how I had to equalize and blah, blah, blah, blah. 
Well, we had already—you know, we showed Raul Guerrero, we were working with Charles White, we had 
Barbara Smith, Karen Carson, Gloria Kisch that we were representing in the gallery. [laughs] I didn’t really 
feel that she understood that we were doing what she was trying to do, basically, without having the 
pressure. So I told her to forget it. [laughter] 

MOON

And another artist that you worked closely with is Charles Christopher Hill. 

MILANT

Charles Hill, he’s from the seventies, right, and I guess I met Charles through Ed Moses, because he was 
working for Ed Moses as an assistant, and Ed Moses was doing prints with us and suggested I go see 
Charles’ work. So that’s how I met him, and I think he had given Charles a space, or Charles was renting a 
space from him in the same building Ed Moses’ studio was in. And then I guess through that I met Chris 
Burden because they were close friends and Alexis Smith. But they were all from Irvine. Of course, 
Barbara Smith was involved in that, too, so I maybe met some of them earlier. I don’t remember. Barbara 
Smith, she was like ’71. So I don’t think Charles’ show was till ’72 or ’73. 

MOON

It was a couple years later. 

MILANT

Couple years later, right. So he was like, I think, 1973, yeah. But we were having a lot of artists coming all 
of the time to show me their slides and to have a studio visit. I mean, we were the go-to gallery for all the 
new young artists, so I was meeting a lot of people that way. I remember meeting also people like Helene 
Weiner, who was out at Pomona College, was a curator doing things. She’d come by to chat. So there 
were a lot of people coming through the gallery from various sources, from out of town, in town. 

I don’t know if I mentioned it earlier, but Nick Wilder was a very big supporter, helped a lot, and Mary 
Kienholz was working for him. She was very supportive. And so people that he would have coming through 
or whatever, there would be a dialogue, and I used to hang out at his gallery a lot. I think it’s where I met 
David Hockney first. And he was very support of us, what we were doing, Nick, and introducing us to 
people that I might not know. 

MOON

What was he like as a person? 

MILANT

I think he was very dynamic in a way, and he was very positive and he really kind of—you could tell that he 
really loved what he was doing and loved the artists that he was working with and he was trying to support 
and show. I mean, it was a very positive environment. 

MOON

So, for example, in terms of more experienced gallery owners that you were looking to as a kind of model 
or who you sort of thought were the kind of mold that you want to sort of be like, would you consider Nick 
Wilder to be one? 

MILANT
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He was probably the most, yeah, in this town, yeah, because, I mean, I liked everything Riko Mizuno 
showed, but Riko Mizuno didn’t really dialogue with me about—I don’t think she was active in a way like 
other galleries were, gallery owners. I think she was more like friends of the artists in a way, and where 
Nick was already—I don’t think she had any international relationships going. I don’t think she had that 
many national relationships going, but, like, Nick had a lot of contacts. And then, of course, Ed Ruscha was 
very supportive, too, and a lot of the people like Charlie Cowles, from Artforum, he was very much involved 
with them, Nick and Ed and Joe Goode and a lot of the California people. So I got to meet a lot of people 
through that. Hans Neuendorf from Germany was coming to L.A., was very supportive of Bill Al Bengston, 
Ed Ruscha, and Joe Goode. I think he represented Robert Graham, so he was one of the people that 
would visit regularly. 

So Riko I don’t think really dialogued with any of these situations, although she had what to me was a 
quintessentially California gallery, Los Angeles gallery, because of the work she showed. So I kind of think 
in my mind I was wanting to be like that and be that, because it was a strictly California gallery, Los 
Angeles, in the beginning, Cirrus. But on the other hand, it wasn’t a role model for having to survive and do 
business and interact with the larger art world. Doug Chrismas was a very—I never really had any 
connection to him at all, or we never really talked or dialogued at all. So Irving Blum was also not interested 
in what we were doing and supporting it. Even though we published some of the artists he was showing, he 
was never purchasing the work from us. Nick might purchase or help me publish one of his artists or 
support us, but Irving was very distant and not involved with us at all. So I’m trying to think if there was any 
other gallery that I dialogued with. I don’t think so. I think Nick would have probably been the closest, yeah. 
I mean, I met and I would go to shows at all the other galleries. I remember before I opened I met—oh, now 
I can’t remember his name—Rolf Nelson. Not many people remember, he’s not talked a lot about, but he 
was showing H.C. Westermann. H.C. Westermann was at Tamarind. And Rolf had sort of like kind of a 
larger group connection and also to San Francisco, so I met some of the San Francisco dealers that came 
down to see Cirrus, and then through some of the artists like the Dilexi Gallery and the Hansen Fuller 
Gallery, we talked a lot and they supported us. They purchased some of our editions. I got them to show 
Chris Burden. So I was always trying to promote the work from L.A. outside. 

And then we also had artists, people who were coming who wanted to open up a gallery based on kind of 
the fact that what they saw Cirrus was doing, that they wanted to do that, too, like either in another city or in 
the same city. So I remember that the Grapestake Gallery people came to see me and, basically, how do 
you open a gallery, what do you do, those kind of questions. We want to show young artists; how does it 
work? So I think I was helping. I enjoyed helping other galleries establish themselves. I think LA Louver, 
Peter Goulds was in a similar situation at that time, came to see me and ask about what we were doing 
and what it’s like, etc., etc. So then that’s another kind of network that we were establishing. It’s like a 
network of your peers, and so that’s different than the history you would have had with someone like Nick, 
because now you’re creating a new kind of peer group, right? So that started to develop. 

MOON

In general, do you think that the dynamics between gallery owners in Los Angeles was a little—they were 
supportive and collegial or—

MILANT

They were pretty collegial, I think, on the whole, yes. I think it was throughout, even in New York. I think it 
was very much supportive of—you know, if a dealer liked somebody’s work that was being shown at a 
competitor, they might want to have it in their collection, so they would buy it from that other dealer. I think 
it wasn’t mean. I never remember that. Yeah, I think it was very supportive. Right. 

MOON

Actually, do you want to talk a little bit about your experiences in Basel and the art fairs and connecting 
with other dealers outside of California? 
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MILANT

Right okay. Well, I think it was right after I had gotten involved with Terry and Becky Inch, and they became 
some shareholders in Cirrus and we turned it into a corporation. That was in 1972. And I probably learned 
about—because we were working with Brook Alexander in New York, and he came and asked if he could 
co-publish Ruscha with me. That’s how I first met Brook Alexander. 

MOON

And then you and Terry Inch actually went to Europe, traveled—

MILANT

Right. So then, like, I had heard about Basel Art Fair through Brook, and then Documenta 5 was that year, 
and there were a lot of California artists. So we decided to take our first trip as Cirrus to Europe and meet 
the curators and bring works to sell and show galleries and try to sell our publications and talk to people 
about our artists. So it was a great trip, I mean, and there was already a group of people like Felicity 
Samuels in London and, I think, Paul Kasmin. I didn’t have any relationship much with him. Paul Cornwall 
Jones was a major publisher in London; we knew each other. He actually bought like a whole bunch of Ed 
Moses pieces from me my first year at Basel Art Fair that I had published. I’m trying to remember his name 
now, he was really kind of someone I would dialogue quite a bit with, and I can’t remember his name. But 
he was really into a lot of, like, artist books and stuff in London, and he had a small space. Bernie 
Jacobson was someone that I was already dealing with in London, who was buying from us and who was 
getting involved with the California artists, and, as I mentioned, there was some association with—I had 
known Hans Neuendorf from Germany. So anyways, we made this trip, and Documenta was amazing 
because it had so many California artists in it. I remember Mike Kelley was in it and Ed Ruscha, William 
Wiley, I think one of the—

MOON

Was Bruce Nauman—

MILANT

I think Bruce was probably in it, yeah. 

MOON

Michael Asher. 

MILANT

I think Judd Fine was in it, Michael Asher. I think Ron Davis was in it. I don’t think Chris Burden was in it. I 
don’t remember now. 

MOON

I don’t think so. 

MILANT

Anyways, it probably to this day is one of the only major international big shows like that that had a big 
percentage of California artists in it. I think all the rest after that have had very few represented, actually. 
So that was pretty exciting. 

MOON

And that was a particularly historic Documenta curated by Harald Szeemann, I think. 
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MILANT

Harald Szeemann, right. 

MOON

One of the first ones that tried to look at contemporary art and especially works that became conceptual, as 
opposed to more abstract or modern works. 

MILANT

Right. Well, like the “Chocolate Room” by Ruscha. And then there was the Mickey Mouse Museum, 
Oldenburg. [laughter] So, to me, that was so exciting because here’s proof of, like, what’s happening in 
L.A. on this scale, and that’s what I was always about in a way, trying to get it out there. 

And then we visited Basel, and I didn’t have a booth that year, and went to Milan because I already had 
worked with Edizioni O in Milan and had Laura Lepetit, and I forget who else, Ariadne Gallery, and several 
galleries that we had either worked with as publisher or they had bought from us, and so we went to visit 
them in Milan, I remember. And then I don’t remember if that’s where I first met Claude Deloffre, a young 
French woman who had a little gallery in Paris that she was handling artist books and prints, and so she 
was very interested in the prints that we were doing. And that might have been when I first met her. But I 
also remember having interactions with—I’d seen shows at Alexander Iolas in Paris and the Iris Clert 
Gallery and the one who showed all the South American and sort of Op Art, woman, gallery. 

MOON

In Paris? 

MILANT

In Paris, right. And then there was gallery woman from—no, she was originally from Texas, she had a 
gallery in Paris, and she showed Craig Kauffman and then she was one of the first to show Llyn Foulkes. 
So she was someone that I would dialogue with. Oh, I just can’t remember the name of the woman who 
showed Soto, the South American artist and Bridget Riley. She was a big supporter of Op Art, major, major 
dealer in Paris. But, anyways, so that was the first trip, and then the next year, Maria Reinshagen was 
working with Felix Landau here in Los Angeles, and she was from Switzerland, so she was aware of the 
Basel Art Fair, and, I don’t know, I wanted to know how to get into the Basel Art Fair, I wanted to know 
what you had to do and everything, and I think somehow I got referred to her. So she kind of helped me 
with the application and set me up with someone who was a booth designer in Switzerland and was very 
instrumental in getting us into that first year at Basel, which would have been ’73. 

I guess that’s when we would have shown those Ed Moses prints and showed Nauman prints, like Gianni 
Sperone bought a lot of stuff, the Naumans from us, and, yeah, we couldn’t sell any Naumans here in L.A. 
[laughter] And we first introduced David Trowbridge’s paintings there, and, like, I remember these two 
people fighting over it. They’d never—it was so exciting to be part of this art world and show this work. 
Obviously, Nauman was somewhat known. Ruscha was somewhat known. But David Trowbridge, who 
knew David Trowbridge? Nobody. And to see people just responding to the work and then fighting to 
acquire it was pretty amazing and exciting. [laughter] So I think from there we met some Swiss dealers and 
we met some Italian dealers and some other French dealers that were interested in showing our artists, 
and so we established relationships with them. And then we met some collectors and they asked us if they 
came out to L.A. if we would take them around to studios and show them new art and stuff, so we would 
have a combination of seeing them in Basel and then maybe later seeing them in L.A. and taking them to 
studios. And they were purchasing, they came to purchase, so it was like a big support factor in our 
survival. 

MOON

Page 80 of 160Interview of Jean Milant

10/12/2016http://oralhistory.library.ucla.edu/viewFile.do?itemId=3049741&fileSeq=6&xsl=http://or...



And were there other American dealers? 

MILANT

The first year, I don’t remember. Oh, first there were other New York dealers, yes. Well, Marian Goodman 
we were already working, and she was Multiples at that time. So she was showing as “Multiples.” And Ron 
Feldman was someone who came out to L.A. in the seventies and was looking for young new artists, and I 
know we introduced him to Jud Fine and told him about Chris Burden and really supported Ed Moses a lot, 
and he took these people on in his gallery. He had a booth there that year. 

André Emmerich was there and Elkon was there. Castelli was there. Sonnabend was there. Brook 
Alexander was there. Pretty much that’s what I can remember. So there were less than ten New York 
galleries, I think. 

MOON

Can you talk about your relationship with Marian Goodman early on when Multiples was in L.A.? 

MILANT

Well, I guess Marian approached us about what the works we were doing, and I remember she did kind of 
want to represent some of our editions in New York. So we made some agreements that she would handle 
certain artists’ work in New York, and that’s how it kind of started. And then, I mean, I would try to interest 
her in our artists, but that didn’t happen. I remember seeing her, being friends with her, and dialoguing 
through those early years at the art fairs and in New York visiting, and she then started to be interested in 
some of the California artists. And we did do some Naumans for her. She was putting together sometimes 
these fundraising portfolios, like for Merce Cunningham dance group or whatever, and then if she would 
have a Nauman in there, we would print it for her. And she did a series of “Domestic Tranquilities” by Ed 
Ruscha that we printed, and then she also became interested in Eric Orr and Larry Bell, and she did do a 
show of them when she actually opened up her gallery later, because she didn’t have a gallery. I don’t 
know what year she opened the gallery formally, but she did some pieces that Eric Orr and Larry Bell 
collaborated on with some glass drawings and the glass fountain that they had created together. 

At one point, she had a gallery out here in L.A. It must have been in the seventies. It was in La Cienega, 
and it was called Multiples, and she hired Babs Altoon and Dagny Janss to run it for her. I think it maybe 
lasted a couple years, and they were showing her editions. And at another point, she wanted to publish 
Georgia O’Keeffe, and so she had asked if I’d meet. She had already started the dialogue with a woman 
who was sort of representing or was an advisor to Georgia O’Keeffe, and Doris Bry, I think her name is, 
she was also an artist, but she was very close and involved in Georgia’s career. So I think it actually might 
have been—yeah, it was in ’72, because that was on our way to the first trip to Europe. So this meeting 
was set up, and Terry Inch and I flew to New York first to meet with Georgia—this Doris Bry, Marian 
Goodman. And then Doris Bry changed the whole meeting last minute. We had to get the red-eye in and 
go meet with her to get there in time. I had already organized the whole trip with all the hotels and 
everything for this whole big European trip. And Marian Goodman was not at the meeting with Doris Bry. I 
don’t remember her being there. And then Doris Bry was just totally negative to the—there was no way. I 
mean, I don’t know why she even met with us other than to just play a game. It was a very bad kind of 
feeling, so that never happened, obviously. 

MOON

It seems a little bit unusual for Georgia O’Keeffe to be presented as a possible artist, when she just is such 
a different generation from—

MILANT

Yeah, I don’t know how that came about with Marian Goodman, or whether she had somebody else had 
approached her. I don’t know. 
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MOON

At Cirrus, did artists ever ask to create—did they have to create prints or did they ever create a series of 
sculptures that would—

MILANT

Well, we did a couple “multiples.” We did one cast bag [phonetic] with the resin bag with Doug Edge when 
he did that show, his first show. And we did a “multiple” sculpture with Ludwig Redl and we did a “multiple” 
sculpture with Jay Willis. I guess that wasn’t my focus. I mean, I can just think in comparison, like someone 
like Rene Block, who was solely into “multiples” of Joseph Beuys because he would come by all the time 
and visit. It was like a more European kind of thing. The Europeans were not so much into the printing 
publications. They were more into “multiples” as far as publishers go, I remember. But I don’t think that was 
our focus, and that was what was happening more in America. Coming out of Tamarind and this whole kind 
of regeneration of establishing print publishing again for the first time in that scale in L.A., in America, was 
really focused on that. I think the concept of a publishing workshop—yeah, so print and graphics. 

MOON

It seems interesting because the “multiples,” I think, come out of—certain artists are working out of Fluxus 
but also this kind of impulse—I mean, there’s different rhetoric that surrounds it, but this impulse to make 
art, number one, affordable and more accessible and sort of in that way perhaps more democratic. But it 
seems that printmaking might have come from a slightly different point in which—

MILANT

Yeah. I think it comes from—it’s not a reproduction. Like a “multiple” can be a reproduction of a sculpture, 
but a fine print is a new animal. It is not a reproduction. It’s created on the spot. It can be referencing a 
painting or referencing a sculpture or something like that, but it’s really—I think our concept was we are 
creating a unique piece of work that can be affordable, and it only exists in this format. It doesn’t exist in 
any other format. And then to answer your question about why we might not have been so involved in 
“multiples,” I think you’d have to go back in history and see how many artist were, in L.A. I don’t think they 
were, so it wasn’t in our mind or the zeitgeist of the time in L.A. I think everything was more towards the 
“light and space” and the alternative methods of painting and perception and these kind of ideas that might 
not have existed in Europe or in New York. 

MOON

Yeah. Right. And printmaking coming out of this art tradition that is in some ways based on the skilled 
technical manipulation of and knowledge. 

MILANT

Right, and how to create what the artist wants, even though it’s not something that’s in your history of 
having technical expertise and doing. So if this artist is doing “light and space” work or this one is like the 
Ed Moses project we did and is working and weaving paper together and creating these layers, how do you 
translate that into a print? So we came up with idea of, like, doing this multilayered work that had various 
types of paper involved in it, from, like, rice papers to silk papers to translucent papers to opaque papers, 
and printing on the front and back of each paper and then fixing them at one point to gluing together and at 
the top or whatever and then pressing them with a glass, which is all against the normal conservators’ way 
they would present a work of art or keep a work of art. They would never press a glass up against a piece 
of paper. [laughter] But it was necessary to do that to be able to make the artwork work. So I wasn’t really 
concerned about a lot of those issues. If this is what the artist wanted or if this was what we could do to 
make what we thought was right, then that’s the way that we did it, and if it deteriorated or if it got ruined, 
so all right, so that’s part of the process. 

MOON
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Did the collectors ever have questions about that, or do you think that—

MILANT

I don’t think I ever got really a lot of bad flak for it. I’m sure that probably most of those pieces might have 
stood up very well. I mean, we very rarely see them for resale, and we sold most of them at the time. And 
it’s a pretty unique project in the history of graphics. 

MOON

And what about the relationship between Cirrus and Gemini, just very different in terms of—well, the artist 
base, I guess, would be different because you had founded Cirrus in order to show and work with L.A. 
artists. 

MILANT

Right. I think if we’re still talking here in the early seventies, then it’s sort of like Ken Tyler was the 
originating workshop, and I think it was called Tyler Graphics. So I don’t think he really—I’d have to look 
into their history and see what Tyler Graphics—if they published any L.A. artists or not or whether they 
didn’t publish L.A. artists until it became Gemini. And I don’t think they were all that interested in L.A. 
artists, that they were really kind of interested in the major market artists of the East Coast. 

Ken was really kind of a technical genius, and so he was the one that created the creativity and the 
collaborative creativity with the artists, and I think maybe his partners were more interested in the 
commercial end of it, the market end of it, and kind of like working with artists that could fulfill that. And 
maybe some of the L.A. artists obviously were not going to be in that position to be able to do that, so I 
think that was their kind of approach to publishing versus just saying, “Well, great art is happening in L.A., 
and we’re going to do it whether we can sell it or not.” I know Ken was very competitive, and so he was 
never really kind of very friendly or open, and I remember years later meeting him outside in New York or 
something like this, some opening, and he was just coming up to me and chatting. I said, “Ken, why are 
you talking to me?” [laughs] He goes, “Well, I’m not in L.A. anymore. You’re not competition.” [laughter] So 
I didn’t have a rapport with him at all, obviously. Stanley I had a rapport with because he was involved with 
the younger artists as a collector. So he had Terry Allen in his collection. He probably had Greg Card in his 
collection, he and Bruce, all these people that he was collecting, supporting. He was buying the resin, had 
an open account for Hastings Plastics, so, like, Doug Edge could go there and get the materials to do his 
pieces, and then maybe he would trade with these artists for a piece in return. So he was very supportive 
of the California artists, and so I sort of related to him on that level. And I think at this point it’s obviously 
like friendly competition, and I think that they do what they do well, and I do what I do well. But I’m the risk-
taker, so financially it’s a more difficult position. I can’t compete with them financially if they want to work 
with an artist that I’ve worked with and they can offer financial inducements to do that. So, like, I don’t think 
they published John Baldessari until after we had done “Fallen Easel,” which was a big project, which I co-
published with Marian Goodman, and she wasn’t even showing John at the time. But I think at that point 
they saw that, I mean, we sold them all, it was a big project, and that’s when they first approached John to 
do work with them. They didn’t all the years before that. 

MOON

And what about—so who are some of the people who are working for you during this time? So Fumi 
Kaneko and then—

MILANT

Fumi Kaneko and David Trowbridge. 

MOON

—David Trowbridge as printer. 
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MILANT

Right, as a printer. I don’t know if Lloyd Bags was working there. Paul Clinton. Jane Aman was our 
silkscreen printer. James—it’s sad because I can’t remember his last name, and his daughter is going to 
UCLA right now, and we really liked her paintings, and I didn’t make the connection. I was at their open 
studios last couple months ago, and then he saw me and he came up and said hi and this and that. And, 
“Oh, it’s my daughter.” [laughs] He’s doing documentary films now. But he worked on some of the projects. 
He wasn’t like a full-time for a long period. And we had some people that were just part-time. William Law, 
Bill Law, he was a Tamarind printer. Paul Clinton went to Tamarind. Ed Hamilton went to Tamarind. William 
Law went to Tamarind. David Trowbridge went to Tamarind. I don’t think Lloyd Bags did. Jane Aman was a 
silk-screener, so she didn’t know anything about lithography at all. So those were the people, I think, that 
were working for me in those earlier years. 

MOON

And then in terms of in the gallery? 

MILANT

In the gallery I think I had like Fumi and Jun. I don’t know if they moved out of town or whatever. I’m trying 
to remember who was the next person after Fumi that worked with me. One person was Maggie 
Hargreaves, and she was fantastic. I don’t know her background, but she was more like a fantastic 
assistant in terms of the business end, in terms of just like the secretarial and all the organizational and 
everything like that. At that point, we’re still taking dictation, shorthand and dictation. [laughter] 

MOON

Different era. 

MILANT

Different era, right. [laughter] Then I think after her, Cathy Gelbart, who I don’t know how she came to me, 
but anyways, she came from—I didn’t really know who she was when she first started working for me, and 
she was very young and beautiful and, like, really good, good. But she was coming from London, and I 
guess she had worked with David Frost, and so she was great. She was one of the best assistants, and 
then she married some young kid who had a framing company for a while here in L.A. But it was Larry 
Gelbart’s daughter, the producer of M*A*S*H, TV, the famous TV producer. [laughter] And I think then after 
that was Connie Lewallen. That would have been around ’74, ’73. 

MOON

Who later actually becomes partner in another gallery with Morgan Thompson [phonetic], right? 

MILANT

Right, Morgan Thompson, and she was also involved with FAR. 

MOON

Foundation for Art Resources. 

MILANT

Right, Foundation for Art Resources. So Connie was great. I know she’s actually the one who introduced 
me to John Baldessari because she knew him down in San Diego when her husband was teaching at San 
Diego together with John. And then she got divorced and moved up here, and John had already moved up 
here, and that’s how I was first introduced to John Baldessari. So, yeah, I mean, we had a lot of, like, good 
times together, I think, and she was really interested in a lot of conceptual artists, and she, I think, learned 
a lot of the business. She had worked for Klaus Kertess before this before she got to San Diego. Klaus 
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Kertess was the Bykert Gallery, and he was one of the big movers and shakers after Leo Castelli and 
Ileana and Paula Cooper in a way. So his gallery had Brice Marden and Chuck Close and Dorothea 
Rockburne and the woman who poured the urethane—

MOON

Lynda Benglis? 

MILANT

Lynda Benglis. So she had that previous experience in New York, but I don’t know exactly what capacity it 
was there, but with me she was sort of like the co-person. So we would talk about ideas and people to go 
visit and studios and who do we show and all that. She went to Basel with me for two years, I think. So it 
was a really, I think, good collaborative. 

MOON

Was there a lot of intersection between the movie industry world and the art world in terms of collecting or 
just even socially, people who’d show up at openings and—

MILANT

We didn’t have much. I mean, maybe Irving Blum had more. I don’t know. But ours was sort of like a hit-or-
miss kind of situation. I’m just trying to think of, like, kind of personalities. I remember Eve Babitz being on 
our very early shows with her big hat, and she was kind of out there. She had a lot of association with 
Hollywood. And Groucho Marx’s son came to quite a few of the openings. I don’t think I really had that 
much of association other than maybe with some of the people we were trying to sell to or, like, in the 
business, like in the recording, Gil Friesen from A&M Records at the time. We worked with—well, let’s see. 
We worked with the singer Joni Mitchell. She also painted, and so she did two projects with us. She just 
commissioned them to do us for like—so we did a series, two sets of lithographs for her, which she actually 
gave as presents to her friends. And we also did Ringo Starr’s first album. Klaus Voormann, who was 
involved with the Beatles, bassist guitar, wrote songs with them, came and drew, I think, ten lithos for each 
of the songs on Ringo’s first new single album, solo album, and he was amazing. He came there every day 
and he drew very fastidiously, by hand, with crayon on the stone. It was like a boxed set. It was like the 
record plus this set of prints that Ringo gave away. [laughter] Let’s see. I remember Julie Newmar was a 
collector, so she came. I think she bought some things from us. And Sally Kellerman, she was actually “Hot 
Lips” in M*A*S*H. [laughter] But I don’t really remember it being a big thing. Doug Cramer was sort of 
around because he was working out of Paramount Studios, which was down the street, and he was 
beginning to collect. 

MOON

What was that neighborhood like back then, around Manhattan Place? 

MILANT

It was a little bit seedy, but probably not as seedy as it got later. But just residential, sort of, and then a lot 
of furniture stores on Western Avenue, kind of mostly residential. And, of course, Joe Goode, his studio 
was right behind Cirrus on Western Avenue, and then Ed Ruscha was up the street on Western. 

MOON

Well, right now it’s ethnically mixed. I mean, it’s in Koreatown, and there’s also Latino people there. Was it 
less racially—

MILANT

I think it was less mixed then. 
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MOON

Than it might be now? 

MILANT

Yeah, right. Because we had a little drugstore and little counter restaurant on the corner of Melrose and 
Western that we’d eat lunch at, and I don’t remember it being so mixed ethnically at the counter. But I don’t 
think we really interacted much with the neighborhood either, kind of by ourselves and doing our thing and 
off on the side street there. Were you the one who told me about the Neutra apartment building? 

MOON

It’s one block away from Neutra’s first building. It’s an apartment building. 

MILANT

Right. Because I told it to someone who just recently opened up a gallery in that area. 

MOON

Oh, really. 

MILANT

I forget the name of the gallery. He came to our last opening. And I was kind of surprised that someone 
was opening up a gallery in that area again. 

MOON

Well, yeah, this is a little bit of a tangent, but I guess the Hollywood area, there are a number of galleries 
there, yeah, making inroads. And from your perspective, would you say that there was a distinguishable 
aesthetic in terms of the art going on then, or did it just seem very mixed in a way, so you have a lot of 
“light and space” artists that are showing installation works? 

MILANT

Well, I think you had people like Sam Francis, you had people like Diebenkorn, who were the older 
established painters in more traditional fashion. And then you might have had others around that, like you 
had Mullican. 

MOON

Lee Mullican. 

MILANT

Lee Mullican and Everett—no, not Everett. 

MOON

Robert Everett? 

MILANT

No. But, I mean, there was that. I remember that painting, but I don’t remember it as being a real big—the 
major thing. So my feeling about California was that it was more this alternative kind of way of working with 
the visual art, and I don’t think I saw that anyplace else. So you had the installations. You also had 
somewhat related to painting works, but also including light and plastics. Even the sculptures involved light 
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somehow, like Terry O’Shea or De Wain Valentine or Fred Eversley or Helen Pashgian. And you had 
Karen Carson. She was, like, doing paintings with zippers, kind of deconstructing the painting, and then 
she later went into making paintings out of paper and woodcuts and collaging them into large scale. You 
had a lot of collage paper pieces being made and treated with various different things, kind of like today 
they’re doing the same thing with the bleach and the this and the that, tearing and folding and 
manipulating, destroying the surface of the stretcher, because it was all kind of about that too. And Jay 
McCafferty was burning on paper, very ritualistically and kind of controlling this kind of like element, but not 
letting the element just make a burn, but he was actually controlling the burns. 

MOON

Wait. A lot of them are grid-like, right? 

MILANT

Oh, it’s always grid, yeah, and they’re based into time frames, so the way the work looks in a square is 
based on how hot the sun was that day and how long it took him to make that square because he would 
complete a work, working [unclear] time until something—just wouldn’t leave it scattered around the page. 
He had Charles Hill and—

MOON

Letting the materials decompose. 

MILANT

—and Laddie Dill with the neon and the concrete, and Guy Dill. And some people were very big, Mike 
Balog, who Guy Dill and Mike Balog were handled by Irving Blum. They were his younger artists. Mike 
Balog was doing his layered kind of like—I don’t know if it was Roblex or it was some kind of a latex plastic 
material that he built up, and then he used a sandblaster to sandblast through holes, like lozenges. And he 
actually showed in Castelli’s gallery, and Laddie Dill showed at Ileana Sonnabend with his light neon sand 
pieces. Ron Cooper was doing the light boxes, the resin light boxes, called light traps or whatever. Greg 
Card was doing projected light and sculptures with light and mirror and reflection. Eric Orr was doing light 
installation. I mean, there was, I think, a big sensibility for L.A. that didn’t exist anyplace else. Craig 
Kauffman, I mean, it goes on and on, and Ed Moses, Turrell. I don’t see them—I don’t know if I’m 
answering your question, but I don’t see them—is that a tradition like painting is a tradition? Is that a 
tradition like sculpture is a tradition in the art world? I mean, if you’re asking the kind of question how does 
this relate, or is it just all over the board or is there something that really obviously melds them all together. 

MOON

I think that question is answered with historical perspective. 

MILANT

Right. But I see as coming from the same sensibilities. That’s where I see, what I see, and a lot of that had 
to do with not relating to the Western traditional painting, the European whatever, and maintaining that kind 
of dialogue, but breaking away because they didn’t care, and viewing art with new eyes, in a way, the art 
tradition, and being free enough to just go out there and do it. 

MOON

And it’s also evidence that the artists are really looking at each other, that there is a kind of conversation, 
artistic conversation going on. 

MILANT

And I think some of it has to do with the environment, the landscape, and the light, and being in this 
particular place, and then the dialogue and—
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MOON

Wait. So F Space was—

MILANT

F Space was started by Jean St. Pierre at the University of—

MOON

The University of Irvine. 

MILANT

It was in sort of one of those industrial complexes where they just had like garage doors and almost like a 
storage facility kind of thing, but it was a big space. And I don’t know how many shows he did there, but I 
do remember going to the Chris Burden show. 

MOON

Shoot? 

MILANT

No. That was like where he was collared to the floor, and then there were two buckets of water behind him 
with live wires plugged into the outlet and then into the water so if someone had kicked over the water 
buckets during the opening and the water flowed and hit him, he would be electrocuted. 

MOON

How many people were in the audience? 

MILANT

Not very many people. I think it was mostly just students. I remember Barbara Smith being there and 
fussing with him and trying to play with his hair and stuff and get him all upset when he was collared to the 
floor. [laughter] But he did the locker piece before he did F Space, too, I think. 

MOON

Yeah, that was, I think, his thesis show. 

MILANT

His thesis, right. Well, then F Space became Newspace. That’s where the space that we found around the 
corner from Cirrus that we brought up. Charles went down and got it Jean St. Pierre from Irvine, brought 
him up, and we sat him down with the landlord, and they talked it down and he signed a lease. That’s how 
Newspace was started. And then I think Chris did some things there. Paul McCarthy did some things there. 
Charles Garabedian showed there early on. He was a big supporter of Charles Garabedian. And Jean St. 
Pierre was an artist as well. He was doing this sort of—

MOON

Oh, he did white paintings, I think. 

MILANT

White paintings, but he was also doing these collage, gold leaf, very manipulated surface of paper-type 
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pieces, not stretched, just pinned to the wall. 

MOON

And Newspace was on Melrose, right? 

MILANT

Melrose, right. 

MOON

It was run by Joni Gordon. Did you have any interaction with her? 

MILANT

Well, when she bought it from Jean St. Pierre, yeah. We had some interaction, yes, but not as close as 
with Newspace when it was Jean St. Pierre. We actually helped support him. One of my subscribers 
published two Chris Burden prints that we printed, and they were a fundraiser for Newspace. So I think 
there was a much more energy and synergy in that period of Newspace. 

MOON

Yeah. Pretty epic in a way. [laughter] 

MILANT

So, yeah, that was pretty exciting. 

MOON

And just in terms of the early years of the gallery, what were some of the most difficult things that you had 
encountered? 

MILANT

You know, I don’t really remember them as difficult. They were just looking at you had to survive, so it was 
just—

MOON

Keep going? 

MILANT

Keep going. I don’t remember anything being so disastrous that it was like going to be my death if I didn’t 
make this happen or something like that. But it was always a struggle, and I don’t really remember anything 
being so negative that it was so difficult that we couldn’t get through it or something. 

MOON

And when you say it was a struggle, was that just in terms of making ends meet but then there was always 
a lot of interest and buzz around the community? 

MILANT

Yes, as the community started to grow and there were more and more artists, gallery showing young 
contemporary artists, and there was more competition for that too. So then you had to deal with that, like 
who are they going to show with, me or them, or whatever? At the same time, I was still trying to support 
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more galleries opening, because my concept was the more galleries the better for all of us. And I don’t 
think, like in a funny way, New York seems to have an overall kind of support network for the whole ball of 
wax, no matter what kind of art you’re showing or what level you are in the social system or who you think 
is better or worse. I don’t ever really have that feeling L.A. ever had that, never being—that’s probably the 
most difficult thing. It’s still that way. What is the most difficult thing? It’s not having the support or the 
concept of what that support means or the concept of what it is to be an art center or support an art center 
like New York does. It’s very difficult, actually, for all of us. 

MOON

Do you think in part it has to do with geography and distances between groups of people in Los Angeles 
and the L.A. area? 

MILANT

I think those are excuses. [laughs] If you want to do something, you do it. If you’re really interested in art, 
you get a car and you go around and you go look at it, period. [laughter] You know, there’s a distance 
between the Upper East Side and the Lower East Side. [laughs] And the people who live in the Upper East 
Side don’t go down to the Lower East Side a lot. I mean, there was that talk too. The dealers, I remember, 
“No, that’s an Upper East Side collector. They won’t go down to SoHo.” “Oh, no, that’s a SoHo. They live in 
SoHo. They won’t go up to the East Side.” So it existed there too. Even though you could get on a subway 
and it was much easier to get around, there was separation of where they would go. But it didn’t harm the 
marketplace. So I just—you know. I think it’s an excuse not to have to support. What time is it? [End of 
August 4, 2014 interview] 

1.4. SESSION FOUR (August 11, 2014)
MOON

Okay. This is the fourth session with Jean Milant, and the date is August 11th, 2014. So I thought we might 
start today’s session by talking about the different circle of artists that you were showing at Cirrus. Last 
session, we talked about some artists who were coming out of UC Irvine, but there were a number of other 
artists that you were exhibiting and had met. 

MILANT

Right. I don’t think there was a sort of school mentality so much at the time when I first started, so originally 
I met the artists from L.A. through Tamarind when Ed Ruscha and Ed Moses and Sam Francis and Kenny 
Price were working at Tamarind. So that was one introduction to a certain group of artists from that age, 
and they were all sort of like semi-friends and socialized and stuff together. I remember meeting larger 
people around them through going to some of the La Cienaga Monday Night Walks at the exhibitions, 
those things, so, of course, I would have ran into people like Terry Allen and Judy Chicago, and also some 
older artists. So in the very first years, I would say probably ’70 through something like ’72, ’73, had started 
to exhibit artists that were from various different—I guess you could call it camps or social groups in L.A., 
and I remember very distinctly there was kind of what was considered the predominant group at the time, 
was people who lived in Venice Beach. And there were the older generations like I had mentioned, like Billy 
Al and Ed Moses and Robert Irwin, Kenny Price, Vija Celmins, who kind of like were there, and then there 
was a younger group after them, Peter Alexander and Laddie Dill and Guy Dill and Ron Cooper. Tony 
Berlant, I think, would have been in that. 

MOON

And Eric Orr? 

MILANT

And Eric Orr. Eric was a little older than the rest of the guys, but, yes, he was part of the Cooper group. 
And Turrell was down there, too, but Turrell was really very—I never met Turrell. I never really saw him at 
any openings or socially or anything like that, so I think he was kind of removed. Doug Wheeler I would see 
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out a little bit, but, after a while, not. And I never really kind of saw a Doug Wheeler or a Turrell piece, 
because at that point they were really not showing anything, and so it was more of all myth. But I would say 
that the predominantly very active socially and kind of hot group was the Venice people that were the 
younger people, that kind of were the same age level as other people that I was showing. Then there was 
sort of a group that surrounded themselves around Bruce Nauman, and Bruce Nauman was on Raymond 
Avenue in Pasadena, and Judy Chicago had a studio, I think, on Raymond too. Some of the younger 
people that were out there were like Peter Plagens and Don Sorenson. Jay Willis was out there. I think in 
the beginning Karen Carson was out there before she moved to Venice. Then there were some people who 
were in the Hollywood and downtown areas as well. So originally, of course, Doug Edge in the seventies 
still was on, I think, Temple Street, and then some of the other guys lived on Beaudry Street, and Raul 
Guerrero, who we showed, was on Wall Street in the Flower District. I think Laddie Dill and Guy Dill, or at 
least Laddie, might have had a place or shared a place with one of those guys early on before moving to 
Venice. Then there might have just been a scattering of people in, like, Hollywood, sort of like there was Ed 
Ruscha, and I think Terry Allen lived someplace on Gower or something, mid Hollywood. Joe Goode was 
on Western Avenue, Jerry McMillan. I can’t remember everybody. 

Gene Sturman was in Venice, and we showed Gene Sturman, and Karen Carson was in Pasadena. We 
showed Karen. I don’t know if Karen was the first woman artist that we showed solo and represented or 
not, but she could be. Then there were people who—well, David Trowbridge, he was in the Hollywood 
area, and David did not go to school in L.A., neither did Sturman, and I don’t think Karen Carson also went 
to any of the schools here in L.A. So there were people that we were showing—Jun Kaneko, for instance, I 
don’t think had any background in any of the schools. Well, he might have, might have been a bit of 
Chouinard in there, I think. So we really weren’t committed to any one group of artists, and also, I guess, in 
terms of what they were doing, I think most of the artists, in my mind, were working with alternative 
materials and sort of challenging the concept of the surface of the stretched canvas. They were working 
with sculptural translucent materials like resins and plastics, and then some, like Greg Card, working with 
light, which we did several light installation pieces. I think I’ve always been sort of interested in—I guess it 
would be technology of its era and how it influenced—

MOON

Pushes forward. 

MILANT

Right. Thinking in the visual arts. That seems to be something that I’m always—comes into my mind. Like 
right now I’m very, very interested in—last ten years about the Internet and how it’s affecting everything, 
including the visual arts. 

And then Eric Orr was the other really kind of—I would say there were three installation artists. There was 
Doug Wheeler, but he wasn’t showing. There was Jim Turrell; he wasn’t showing. So you had Robert Irwin, 
who was doing some kind of light installations mostly with kind of manipulating the space with scrims and 
translucent situations, not really illuminating with artificial light. Larry Bell had some kind of large glass 
installations that you could walk through that obviously were light-influenced. So Eric was—we had shown 
Eric’s first piece, called Zero Mass, and it was a large work about sixteen-by-thirty feet, I would think, made 
out of two pieces of paper, white paper, and it had a paper ceiling, paper floor, paper walls. It was installed 
in the large part of the gallery where the light was blocked out from all the skylights and from the entrance 
to the gallery, and the whole space was illuminated by probably a four-foot fluorescent that was covered 
with many layers of exposed x-ray paper, which was pretty much black, so it was extremely dim. Before 
that part of the installation, Eric had created a garden, sort of like a Japanese meditation garden, out of 
sand, white sand, where he had fans blowing on the sand for a day or two, and it kind of naturally created 
this beautiful kind of wave pattern in the sand, which then he cleaned up the edges to create a very 
rectangular or square edge on the space, and then illuminated it with a bright light just to the edges of the 
sand. 

MOON
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So both of these installations were at Cirrus? 

MILANT

Well, it’s like one installation. And then there was a tea ceremony that was performed. So in other words, 
you would have to come in and have a tea ceremony while you were looking at the sand garden. And I 
think Fumi Kaneko, who was familiar with how to do a proper tea ceremony, was the one who would 
perform it. And then you were allowed to go into the large room. 

When you walked into the room, it was totally pitch-black, and it would depend on your eyes how long it 
would take you to acclimate to the space, and some people took quite a long time before you could actually 
see a person as a silhouette in the space. You could never really—it was never enough light to actually see 
their facial features very well or their clothing, so the identifiers were kind of removed. It was more of kind 
of, obviously, a meditative space to bring you to another level of awareness. I don’t think it was strictly a 
visual experience. That’s why the tea ceremony was sort of necessary to get oneself into a certain state 
before entering into the room. 

MOON

Certain state of mind. 

MILANT

Right. So I think Eric’s work was different from all the other light-and-space artists because of this aspect to 
it. The second large installation was called Sunrise, and it was a rectangular box sort of like a miniature 
railroad car size, shape, was covered with lead, and we had a huge sheet of lead closing off the entrance 
to the gallery with just one little area open to move through into. And again, we cut out all the lights from 
the skylights except for one small part of the skylight, which illuminated the white floor outside the box. 
Once you got into the room and you saw the box and you found your way into the box, the box was 
soundproofed, and it was very soft, it was carpeted, and the walls were padded with cloth, and at the end 
of the long side, the narrow side of the rectangle, was a rectangular piece of gold and silver amalgam, 
which Eric sort of felt it was something he found as some reference in Egyptian history that this is a certain 
kind of combination of gold and silver that was necessary to use for certain things, and this is what he 
coated this piece of metal with. 

There was a machine on the roof that was tracking the sun, bringing the sun down into the room through 
mirrors. In the morning, there would be no light on this piece of gold and silver, just a very tiny little sliver of 
light at the bottom of the gold piece, and then as the day progressed, the light was slowly going up on top, 
filling up the rectangle. So as the sun was setting outside, it was rising inside this box, so it was called 
Sunrise. So those are the two large pieces of installation work that we did in that period. 

MOON

Did you say that for the Sunrise piece, you said that there was a computer involved? 

MILANT

No. It was a machine that was sort of more of— [recorder turned off] 

MOON

This is part two of session four. The first part got cut off. So we’re going to pick up talking about Eric Orr. 
We’re talking about the two installations, Zero Mass and then Sunrise. One interesting thing about Eric 
Orr’s work was you were able to sell it to Panza, the big Italian collector. 

MILANT
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Right. I don’t think that there were very many installations sold, and, of course, this was Eric’s first show, so 
that was pretty exciting and made a hit in town, I guess. But, yes, we sold it to Panza, who was collecting 
Nauman and Irwin, and I don’t know about Bell, and Wheeler. He probably had Wheeler and other more 
conceptual artists at the time. 

MOON

So Panza actually—so he was particularly astute in that he had his artists, including Eric Orr, draw up 
plans for the possibility of reinstallation. 

MILANT

Right. I think we talked about how do people collect this kind of work, and Panza really kind of was very 
smart about it and had the artist just write up a contract based on the schematics and how to reinstall it and 
what was necessary, what materials, and that if he was available, the artist would come at his expense to 
help the pieces be reinstalled, and he had the right to reinstall wherever he wanted, or whatever. So he 
kind of like collected this large group of work from that period, era of light installation in California, and also 
conceptual installations by Nauman, really in a file cabinet, and so he really didn’t need this huge amount 
of space to store all these pieces. And I guess, actually, thinking about it, most of the materials that the 
artist used were probably pretty much standard materials that you could be able to find for a long time, not 
that they used specific—that they painted on something or that they made something by hand that couldn’t 
be reproduced if it got lost or if it wasn’t stored forever. Then I think with Eric’s case, Panza had donated 
the piece to the Guggenheim Museum, and the only other time it was ever exhibited, I think, was once in 
Milan. Salvatore Ala was the gallery, I think, that exhibited it, and as with a lot of Eric’s pieces, we really 
have very little, if none, of the photo documentation. Eric doesn’t have a—we don’t know kind of what 
happened, but it’s also very hard to photograph those pieces. So some of the photo documentation from 
Zero Mass came from the Salvatore Ala show. 

When that piece was recreated during the PST, Pacific Standard Time, exhibitions in Los Angeles, the San 
Diego Museum did the light-and-space people for their part of it, and they reinstalled the Zero Mass piece, 
but it was not done as well as when it was first installed, unfortunately. So it really kind of way too much 
light in the room, so it really kind of didn’t give the same—and didn’t have the same power and effect, 
although people loved it and they were just lining up to get in it. 

MOON

I was one of those people. [laughter] 

MILANT

I remember going into it and you could immediately see the conjuncture of the floor and the wall—

MOON

You could. I remember that. 

MILANT

—and when we showed it, you couldn’t see anything when you walked into the room, so it took a long time 
for it to come up to a certain level of gray, and you would see just a silhouette. And I don’t ever remember 
being able to see the wall itself or the conjunction, and so if you were walking around in the room, people 
would just sort of bang into it because they didn’t know they were right there. So that’s probably one of the 
most difficult things about this kind of work, is to be able to recreate the actual experience as it was first 
displayed, and since so much of this was supposed to be quiet, meditative work and to remove certain 
senses from you, this was not capable at the San Diego installation. So it was just unfortunate. I know that 
Hal Glicksman was very involved with, like, Eric and an early curator at Pomona College, and he now lives 
part-time in France. He has a situation where he has asked the Guggenheim permission to recreate it, and 
I think he’s recreated—there is a permanent installation recreated there at his place, and I think probably 

Page 93 of 160Interview of Jean Milant

10/12/2016http://oralhistory.library.ucla.edu/viewFile.do?itemId=3049741&fileSeq=6&xsl=http://or...



one can contact him and see it. I haven’t been there, so I don’t know how true it is to the actual initial 
installation. 

MOON

Yeah, but Hal Glicksman was around. He was working for Walter Hopps, the Pasadena Art Museum, very 
briefly at the Corcoran in D.C., but then was working at the Pomona College. 

MILANT

He was like a fixture in the early years when I was starting around and participating. 

MOON

Another question that came up earlier towards the beginning was just like how you would meet these 
artists, because you mentioned Doug Edge, Linda Shaffer as introducing you to a group of artists, but then 
I was wondering did artists just come into your office with slides. 

MILANT

Right. Well, at the time, that’s the way it was done. The people would either send slides in the mail or they 
would try to get an appointment to come and show you their slides, and then you would have a discussion, 
and then if there was further interest, you would arrange for a studio visit. I mean, it was a situation where 
you didn’t have sort of these wholesale kind of open houses at universities where you’d go and see twenty 
artists at one time. 

MOON

The open studio. 

MILANT

Open studios. And people were coming from all over the place; they weren’t coming just from the schools 
in Los Angeles. They must just be visiting from another town and just know your gallery and want to be 
able to try to get to show there and get an appointment to show you their work. 

That’s how I might Jud Fine. Jud Fine just came into town and called up. We were looking at a lot of work, 
so we were very open to looking at that time, and I remember he gave me a presentation in the workshop. I 
think he even brought a little movie projector or something, and he was projecting—I’m sure this was him—
projecting a figure in a glass of water or something. But we really liked his work, but we never ended up 
showing him, but I did refer him to Ron Feldman, for instance, when Ron Feldman came into town and was 
looking and asking what studios he should go see, etc. So there was kind of like a networking thing, in a 
way, that if we weren’t interested, maybe we would refer them to somebody else that might be interested. 
So, yeah, we would have probably weekly people, meetings with artists that wanted to show their work. I 
mean, Douglas Davis from New York I remember. He was more of a critic or conceptual artist. Just a lot of 
people coming through. Grant Mudford I remember very early on coming in and showing his work. And 
then there’d be people like some of the curators, like Helene Weiner would come by and we would chat, 
and they might have referred somebody or somebody had looked at this person, or whatever. So I think 
there was kind of a dialogue within the community that would go around, and since we were the kind of 
only gallery that was looking for a lot of young new artists versus the other galleries that were in town, and 
there weren’t that many, we would probably get to see most everybody that was of interest. 

MOON

How did you see Cirrus’ identity in the seventies? I mean, did you—

MILANT
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Well, I’m hoping that it was seen as a gallery that was really focused on Southern California artists and sort 
of the uniqueness of the work that was going on here. I think I sort of had a predilection to things that were 
more, I guess, the tech of its day that artists were working with. There were people that were challenging 
the notion of the stretched canvas and the surface of the painting as being the major dialogue. I mean, you 
had Brice Marden doing skins on canvas, you had all this other stuff happening in New York, but in L.A. 
they were using plastics or resins and paint together, and they were like using a lot of un-stretched work at 
the time. Jay McCafferty was burning on papers. Ludwig Redl was kind of using feathers and resins and 
cloths. Greg Card was using kind of light theories, the opposite of like the other light installation people, so 
he was sort of using color and mixing it subliminally, because it’s like a subtractive kind of—it’s opposite of 
when you mix paint. So some of his works would be when one color overlaps another color, what color 
comes out in light, and using kind of string to do geometric patterns, were based on the Golden Rule, and 
those strings would cast shadows on the wall and color lights were projected over the work, and the 
shadows would change color as they were like going from one projected color to another color. So it was 
really kind of the color of light as kind of almost a painting versus an installation of light where you walked 
into it, like Wheeler or Turrell using the Ganzfeld. This was more physical, but also not physical at the same 
time. Trowbridge was someone that we showed, and he was probably the only one that I ever have seen 
that used paint and light together. So he was actually physically painting on Plexiglass and using airbrush 
in the beginning and then using brushes later. But he would paint and they would be sort of translucent 
colors, and the work was hung away from the wall and a strong theater light was projected on them, so 
they would be just to the edges, so it’d be like a light rectangle almost like a Turrell box, Ganzfeld, when 
you walk in the room and you just see a rectangle of light. So this would be the painting, and then as you 
got closer, you would see that the paint itself was, like, reflecting shadows and light, sort of light reflection. 
So there’d be a white light and then a shadow, and it would incorporate, combine with the paint itself. So it 
really kind of was still a painting. 

MOON

But it was also an installation. 

MILANT

Well, they were hung like paintings. I mean, it was a sheet of Plexiglass along the wall, so it was like a 
painting, and the final surface that you saw was the surface of the Plexiglass. Even though the light was 
behind it, you saw the surface of the Plexiglass and the paint as well. It wasn’t like there wasn’t any 
physical thing there, and it still was painted by hand. I’m trying to think of other people who—like Charles 
Hill, who was taking various papers and newspapers and information and cloth, cheese cloth, and muslin 
and, like, constructing them together by sewing them and using the sewing machine as sort of like a pencil 
or a linear element to the work, and then burying the work in a compost pile so it would be degraded, and 
then bringing it out and reconstructing it, going back and forth through this process. Karen Carson worked 
with—her very early pieces before we actually showed her were paintings made from pretty much—I don’t 
think they were—I think it was just pure cotton [unclear] that she had sewn zippers into, and then you could 
unzip in sections of the painting, and it would be a new configuration. But there wasn’t any paint involved, 
there wasn’t any light involved. It was more like Morris, Robert Morris, or felt pieces or something, where 
it’s like physical object, canvas itself that had been—

MOON

Did she actually allow people to unzip the painting? 

MILANT

I think she did. I think there was some element where you could, but I don’t know how that was actually—I 
never actually saw a show of those, so I’m not clear on that. But then when we started to show her—she 
also was a very expert draftsman, so she did a lot of drawings, and she was working on this little 
transmutation series where she would take an object and draw it, and then through almost like animated 
stills, it would go through—you see it starting to be developed and you think it’s a certain thing, and then at 
the end, it’s something completely opposite, like a palm tree turning into a fan, fan on a stand or something. 
And then she got involved with this whole series of beds, bed drawings, and might have been more in the 
feminist mode, the meat bed and the engagement bed, Holy Virgin mattress. [laughter] So we showed 
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those, I think, first, and we showed them with Terry O’Shea, who was working, obviously, with resins. I 
mean, he was sort of known already. He had shown previously before we exhibited him, so had Greg Card, 
who had shown at Mizuno, but didn’t want to show the light pieces. Terry was working with layered resins 
and painting in a way with resin dyes by hand with each layer, and then overlaying another clear layer, and 
then painting another sort of matrix of these sort of almost amoeba-like and abstract little shapes floating, 
and build up the pieces that way. They were sculptural, but he also did drawings with the resin dyes. So we 
showed Karen and Terry together. 

MOON

They were friends as well? 

MILANT

I think they were friends. They knew each other, yeah. I’m trying to think of—Karen then migrated into 
using large sheets of four-by-eight plywood, which she would pull wood cuts from, and then she would 
deconstruct the sheet of paper, cutting it up, tearing it, and then she would do this with several blocks, and 
then she would glue the pieces of paper together, and then she would go back and then draw with charcoal 
and pastel and tapes on top of the surface. So it was still kind of like related to a drawing, painting, print 
surface, but it was not stretched. Gloria Kisch, she didn’t come from—some of these people did not come 
from schools in L.A. too. I don’t know if we mentioned that earlier or not. 

MOON

Yeah, you did. 

MILANT

Okay. So Gloria Kisch was another artist that we exhibited, and she was a sculptor. So she did very large 
kind of primitive-looking works that kind of related to more Shamanistic kind of objects on large scale. I 
don’t know where we ended up before we got cut off, but if we talked about—we already talked about the 
groups being different, right? 

MOON

Mm-hmm. 

MILANT

Yeah, okay. So we were showing a lot of different work, obviously, and we also got involved in some 
photography, but it wasn’t because of the medium itself. I mean, I really never thought of the mediums as 
being the main thing. A lot of people saw this work as sort of like craft a bit. One person called it “material 
abstraction,” which is actually not a bad name, because you could use it today right now for all the young 
work that’s being done right now that is referencing all this other work that we showed in the seventies, but 
they don’t seem to see it the same way. It’s more related to painting and theory. 

So California was really kind of the major place all the stuff was happening, and just different kind of 
sculptural and materials and light, etc. But I don’t think you would have seen that in New York; you wouldn’t 
have seen in in London; you wouldn’t have seen it in Paris; you wouldn’t have seen it in Texas or Chicago. 
So I really think Cirrus was very involved in representing that attitude and bringing that outside of L.A. into 
the international art world. So that’s kind of how I saw our role. 

MOON

Did you ever have a thought of whittling down and getting rid—or to create a focus for the gallery? Like, for 
example, I’m thinking of an interview Irving Blum talks about how when he becomes partner at Ferus, one 
of the first things he does and convinces Walter Hopps to do is to sort of sharpen the image of the gallery 
by focusing on a kind of aesthetic, a type of work. Did you ever have that thought? 
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MILANT

I don’t think I saw it as a market, so I wasn’t focused on defining the kind of like brand. I was focused on 
exhibiting artists that were working and supporting them so that they could continue working and getting 
them known, so I was not focused on that question you just asked me in terms of like, “Well, this one 
doesn’t fit now,” or, “This one fits, and let’s see what group we can put together and just focus on that.” I 
think that’s where that kind of thinking comes from, is more branding and marketing. 

And also maybe it was too hard for some galleries, and it wasn’t that it was easy for us, but how do you 
keep going when you’re supporting artists that you don’t know what they’re going to do, necessarily, for 
their next show, and that there’s nobody interested in buying the work, anyways. Wouldn’t it be easier to 
sell something and focus on people that already have a market, that might be already international, that 
you don’t have to go out there and beat the international world about this new thing you’re doing and the 
artists that you’re representing from this particular city? It’s much easier to show artists that already have 
that established in the marketplace. I think probably also I come out of the artistic studio side versus the art 
history side or the business side. When I opened, I’d never worked in a gallery before, I didn’t know what 
that was, I didn’t know how it worked. I just opened, so I didn’t have any previous experiences of how you 
formulate a gallery stable or group of artists. I was just more interested in all this great stuff that was 
happening here. 

MOON

And giving opportunities to the artists. 

MILANT

Right, and sort of I had that established, I guess, from the early years, and so as things change, every 
gallery has a situation where they’re involved with these artists and they’re supporting them, and as time 
goes on, there’s other groups that are forming that you might not be aware of, and they might not want to 
show with you, so you might not get those people coming to show you their work, and they go to another 
gallery that’s starting to show the work that they’re interested in, which becomes another thing. So, I mean, 
I never showed Michael Asher, for instance, and I don’t ever remember him showing me the work, so I 
wasn’t aware of it. 

MOON

Well, he’s a particular kind of artist. 

MILANT

Right, but Claire Copley was aware of it. So this is another side of the business that, in those years, I think, 
when you’re very involved with a group of artists that you’ve been trying to support and trying to get 
someplace, it’s not that you’re aware of everything else that’s starting to build that’s new after ten years or 
twelve years or fifteen years or twenty years. 

MOON

How was this work selling in the seventies? So, I mean, you were able to sell the Eric Orrs to Panza. 

MILANT

Right, but, I mean, we sold the other work too. I mean, I remember when we first showed Charles, we sold 
a lot of the work right away, some locally, some [unclear], Karen’s drawings. I mean, we did sell, but it was 
a different time, so people weren’t really expecting to sell, and artists didn’t have ten assistants and a social 
calendar that they had to worry about, and they had other ways of supporting themselves, so it wasn’t this 
issue of having these big businesses, in a way. I know where that’s leading, but, I mean, that just was the 
time. I don’t remember any artist thinking about that. 
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MOON

About the desire to sell well? 

MILANT

Having this huge—you know, lots of money and socially prominent and all that kind of stuff. I don’t 
remember Ed Ruscha talking about it; I don’t remember Joe Goode talking about it; I don’t remember 
McCracken talking about it, [unclear], any of these people. I think the dialogue was it was about what was 
happening and what they were doing. 

MOON

So how did you manage the business side of things? Did you have a mentor to help you with it? 

MILANT

I really didn’t, no. I mean, at Tamarind I had the opportunity to spend six months putting together a 
business proposal. Most of that economics was sort of based on a workshop mentality or developing a 
workshop, not of a gallery business. I mean, yes, part of the proposal was how you sell the work, etc., etc., 
but it was a little different selling editions in publishing than representing an artist and the original work in a 
career, so that part I didn’t have any experience, so just had to go as I could and participate in whatever I 
could participate in and learn who were the collectors and try to approach them and send them information 
about the artists that we’re showing, and just basically that’s how it was done, send them slides. There was 
no email. [laughter] So it was a much more tedious task, in a way, and responses were a lot slower. The 
business closed in summer, for instance. I mean, New York was closed end of May through almost 
September, and you couldn’t call anybody, even, because nobody would answer their phones. [laughter] 

MOON

They’re on vacation. 

MILANT

They’re on vacation. It was the way it was done. Well, basically, they were going to Europe, a lot of them, 
and they were going to the sales in Europe and to the Fair, Basel Art Fair, and then they would have places 
sometimes that they would summer at, and they would be bringing back material. A lot of the dealers that 
were dealing, like Felix Landau, would go to Europe and—what’s the other gallery I didn’t mention that was 
really great and been around a long time? 

MOON

Who dealt in European art? 

MILANT

Yeah, a lot of European art. 

MOON

Paul Kantor? 

MILANT

Not Paul Kantor. I never remember Paul Kantor having a gallery. I always saw him as a private dealer. 

MOON
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I think he had a gallery for a little bit. 

MILANT

But he was a private dealer when I was here. Well, anyways, it’ll come a little later. But they would go and 
then they would buy material and bring it back to show for their next season, so that kind of was what was 
happening. It was just a different complete time, and there weren’t all these parties and international events 
that people were flying off to, so it was much quieter, obviously. 

MOON

And then what about your relationship with Terry Inch? Were you able to sort of use him as—

MILANT

I think we talked about it earlier. 

MOON

Oh, but I’m just thinking about any kind of business advice or if he helped to—

MILANT

Yes, he helped as a sounding board and we could discuss things, and he could give me his viewpoint from 
a business standpoint since he was involved with the commercial business. But still, I think we were all kind 
of just putting one foot in front of the next, and I guess it was a big deal if you met somebody, finally, who 
was a big collector and you got them interested in your work and you started to develop a relationship with 
them, that over the years, you would sell them things and have dialogue with them. 

It’s a whole different era. I don’t think people dialogue anymore; they just acquire. And it’s not that they’re 
going to be acquiring from you for ten years in the future. So, I mean, I think people I sold to in the 
beginning that I met in New York or in Europe or whatever, you had maintained relationships over the 
years, and even the dealers that were coming from out of town to look about our new publications and 
maybe buy them, so they would take them to their gallery and sell them, some of these relationships lasted 
for a long time. 

MOON

So you mentioned—we talked about the first year that you participated in the Basel Art Fair subsequently. 
Did you also go to other art fairs? 

MILANT

I went once to Dusseldorf. In the beginning, I remember Cologne Fair, and would alternate Cologne one 
year and Dusseldorf. So one year I went to Dusseldorf. I think it was—I shared a booth with this woman 
whose father was a major Swedish artist. I just can’t remember right now. I remember Marian Goodman 
being there too. Then I did one of the first years of the Bologna Art Fair. There weren’t any fairs in America 
or anyplace else, really, then, so I think FIAC might have been going in Paris, and Bologna was sort of 
new, and Cologne. I don’t remember if there was anything in London. I think the first art fair, there was an 
attempt after ’79 or something like that or later, a fair for America called Wash Art in Washington, D.C. It 
lasted for about two years, and then there was a small group, the Lakeshore Group or something like that, 
in Chicago that decided to start an art fair, and they started the Chicago Art Fair. I don’t think I went the first 
or second year, but I might have gone the third year, so I did at least six years there, and that was the 
major fair in America at the time. So some of the people that I dealt with in the seventies like Bernie 
Jacobson, these people would be at the Chicago Art Fair, too, so it was still an ongoing kind of thing. 

I did the London Art Fair once before Frieze. I was involved in helping the first LA Art Fair happen here, 
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and that was in, I think, ’86, was at the Convention Center. So that lasted for about five years. I’m trying to 
think of what other fairs. I do small fairs in New York, the Editions and Book Fair, which is contemporary 
edition fair and artist books, and I think I’ve done that for six years. The Armory Fair I’ve done in New York. 
I’ve done the alternative fairs in Miami. The very first year that Basel Miami happened, there was only one 
alternative fair, and that was SCOPE, and it was in a hotel right down the street from the Convention 
Center where Basel was happening. You exhibited in your hotel room, and you had to have a one-person 
exhibition. That was the rules, and it was really good at that time for several years, so I did that till it sort of 
degraded. Then another fair came along, AQUA, and I did that. Now I’ve been working with the Miami 
Project for the last two years, which is a newish fair, and I think we will be going to a new fair this year. 
We’ve already been accepted Untitled, which is a new, young, hot fair, so this will be its third year. So 
that’s what our plans our for December. 

MOON

So getting back to the 1970s, how else would you get the word out about what was going on in Cirrus? Did 
you advertise? 

MILANT

Well, we did a little bit of advertising, but it never seemed to work, and at one point, Charlie Cowles had 
given me, I think, two years of full-page ads in Artforum for trade, so we did that. We did some Art in 
America. I don’t know, I did one or two ads in Art News. But it really didn’t seem to pay off, and I think a lot 
of it had to do with because of the fact that we were showing California artists, and California artists were 
not that well known in the marketplace, so the ads didn’t really work. So we really kind of have not 
advertised since then. 

MOON

What about locally? 

MILANT

Well, there was nothing locally. [laughter] 

MOON

Until later, so LAICA publishes the journal. 

MILANT

I don’t think we had—we might have had a couple ads in there. I don’t remember; have to go look. No, it’s 
pretty much going out of town and taking trips and meeting people and doing the art fairs that really kind of 
made us last, and I think it’s still that way today. 

MOON

What about your—were there any important connections with collectors made in the seventies, if not in 
L.A., then out elsewhere? 

MILANT

Right. I think we had some subscribers from outside of Los Angeles for the graphics that we were 
publishing. So, I mean, Harry Anderson, “Hunk” Anderson was one of our early subscribers, and Donald 
Marron from New York, who’s a major collector and still one of the major trustees of MoMA, he was very 
supportive, and he actually dropped in on our—when we were painting the ceiling before we’d even 
opened. He was very involved in looking at the California art, and so he was, like, interested in Ruscha and 
Joe Goode and all these people, and subscribed to us and bought original work as well. And we had kind 
of like collectors from other places, but they weren’t like longtime supporters, but we had a lot of people 
coming to us from—there were people from Texas and Chicago and New York and Washington, D.C., that 
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had heard about us and were coming through L.A., and they’d come by. San Francisco. We didn’t really 
have any real major collector in L.A. who backed us. I think Irving Blum had a woman who backed him, 
Moss, I think her name is. 

MOON

Sadie Moss. 

MILANT

Yeah, but I don’t know how much of a collector she was or what her—I never heard of her as having a 
great collection. I don’t know. I don’t think Nick Wilder had any permanent backer. 

MOON

But there weren’t any collectors who were tracking and particularly keen on some of the young artists that 
you were representing in your gallery? 

MILANT

I don’t think there were any of the major collectors, or so-called major collectors, here in L.A. who really 
were that interested in the whole program, and we didn’t sell that much to these people, anyways, here. 
Someone like Donald Marron in New York at one point was interested in stipending all my young artists for 
me, and we had drawn up a contract, but then he became a trustee of the Museum of Modern Art, MoMA, 
and then he couldn’t do that because they’re very, very hands-off policies there as far as being involved 
with a gallery or business, with another gallery. Klaus Kertess, who ran the Bykert Gallery, was in the same 
situation, that when Bykert became his backer, became a trustee of MoMA, he had to close the gallery, and 
Klaus never reopened it. Klaus was the young, hot gallery in New York in the middle seventies or late 
seventies. 

So we never had that kind of private collector backing, really just day by day, which if I had, we would have 
done a lot of other things as well, which is very important that I couldn’t do those things. People don’t know 
that, that my interest might have been there, but there was no way I could financially do them. 

MOON

What about—so you mentioned Helene Weiner, but then were there curators who were interested in what 
contemporary artists were doing, or younger contemporary artists were doing? 

MILANT

Yeah. Like just giving you an example, I don’t remember going every time we did a publication to LACMA 
and being able to meet with the curator and show them a new piece that I did, but every time I’d go to New 
York, I’d call up MoMA and Riva Castleman would say, “Okay, come by.” I’d come by and show her the 
work, and she’d either say yes or no. Every trip. Or other museums that I’ve taken trips you call up, but 
here, no. Did they come to every show? Did they come to two shows a year, three shows a year? But I 
would get a lot of the curators that were coming to town maybe just as a—they were doing a search trip or 
something just to see what was happening. They would come by. 

MOON

And the idea for you was—I mean, the ideal situation for an artist that you were showing or presenting 
would be to have them land a show at a museum? 

MILANT

I mean, it was a different era completely in thinking, so my goal would be to get someone like Leo Castelli 
or Ileana Sonnabend or Paula Cooper interested in showing one of my artists in New York. That was sort 
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of the thought process. I was trying to effect that by knowing that I had to be at Basel and I had to put those 
artists next to their artists and in the context of the world what was happening to be able to get people 
interested in maybe showing the work. So, yes, definitely, and museums weren’t showing young artists 
then. 

MOON

Right. We talked about this. 

MILANT

Yeah, they couldn’t. 

MOON

The Pasadena Art Museum closed down, and then—

MILANT

No, but the work was not proven. It was a much more academic time, so you can’t institutionalize 
something that doesn’t have enough of a history to be institutionalized and proven. So they weren’t 
showing graduate students, they weren’t buying graduate students. It was a total different era, and how 
many contemporary museums were there to sell to then in America? Zero. All the other institutions were 
general institutions. There were no contemporary museums. I think MOCA’s credited as being the first 
contemporary museum in America. A lot of younger people don’t understand the situation of the seventies 
and how that works. A lot of younger artists are referencing the art that was made during that period, and 
they think that it’s kind of more—in my feeling, I might be completely wrong, but I get the sense that they 
think it was a time that was more pure or something like that. [laughter] But do they realize nobody bought 
art? I have this conversation all the time with younger artists. Do you know no one bought art then, 
contemporary art. How many contemporary galleries were showing contemporary art in America outside of 
New York, for instance? 

MOON

I think before we leave the 1970s, maybe we can just sort of fill out a sketch of the gallery in terms of the 
shows that were put up there by looking at some of the exhibitions that I think are remarkable in terms of 
what they represent for the time, but weren’t necessarily the main artists or type of work that you were 
showing. Like, for example, there were a number of photography exhibitions that took place in your gallery, 
I mean, starting in 1972, of Henry Thomas and William Allen, ’74, all the way up until a color photography 
exhibition in ’79. Can you talk about the status of photography at that time and how these shows came 
about, maybe? 

MILANT

Right. Well, the Henry Thomas was really kind of somebody that we didn’t represent, or wasn’t really kind 
of like a fine artist, in a way, but he was very involved with this racecar driver and spent quite a bit of time 
following him around and documenting his life. But it was very interesting to—he had this huge body of 
work, and they were going to be large-scale, and he wanted to do this giant installation, so we more or less 
let him use the gallery for that. So it wasn’t someone that we took on as an artist in the space. So that was 
in ’72. 

MOON

Or even Laszlo Moholy-Nagy in ’74. How does that happen? 

MILANT

That happened because—I was thinking in terms of like showing other print publishing projects from 
outside, and that was published by Heiner Friedrich, who was a very powerful gallery in Germany at the 
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time. I’d met Heiner Friedrich and trying to showing him my publications, etc., and so I had seen those 
works that he had—he had published those portfolios, and so that was how I got to show those. Of course, 
I love Laszlo Moholy-Nagy. I think he’s just one of the most incredible artists ever. I remember seeing—I 
think it was two years ago—the Bauhaus show in MoMA, and he’s just so amazing. Just amazing. 

MOON

And forward-thinking for his time. 

MILANT

Right. Exactly. I mean, he was using technical stuff that was just not made for art, right? And it was painting 
and photography and sculpture. Yeah, pretty amazing. So that was how that came about. Before that, there 
was a William Allen show. Now, William Allen was an artist that Hansen-Fuller Gallery represented in San 
Francisco, and I think he was a teacher at Davis, where Nauman went, because there is mention in the 
Nauman book by Peter Plagens that I’m reading right now, how William Allen and Nauman made a film 
together about William Allen fishing. He’s a big fisher. So it was Wiley, William Allen, and Bruce Nauman. 
He had done this whole series of these color photographs of trout, and I already had sort of a relationship 
with Hansen-Fuller Gallery in terms of their purchasing some of the prints that I was publishing, and I was 
interested in working with William Wiley, and we did publish William Wiley. I don’t know what year it would 
have been, but I know that they had approached me about Chris Burden, and I encouraged them to do a 
show of Chris Burden, and they did show Chris Burden. They did the piece where he sat on a chair on a 
table, I think, until he—I don’t know how many—it was a durational piece, so I don’t remember how many 
days it was, and I remember them being very—they were calling—they were very concerned about the fact 
that what if he fell, and they’re going to get sued, and all these issues. [laughter] 

So, I mean, I had sort of a close relationship to the Hansen-Fuller Gallery. They showed David Trowbridge, 
I think. They did a painting show of David Trowbridge from Cirrus. We also showed one of the younger 
artists, Steve Davis, that same year with a combination show with Terry O’Shea. So that’s how the William 
Allen came about. It wasn’t that I was showing a medium; I was showing a work of art. I wasn’t thinking of it 
in terms of being supporting photography per se. Let’s see. I think in many ways the Greg Card Xerox 
pieces are a form of photography, and so if you want to put that in that bag, you can. But he used a Xerox 
machine, which a lot of people, artists were starting to use. It had just come out, and he was using it in 
terms of like almost doing a performance in the machine with his hands and paper objects. So there would 
be movements that he would create while the machine was scanning, and then he would put these 
together as like diptychs or triptychs, and we showed those in ’74. Let’s see. We showed Jay McCafferty 
photographs, but I don’t remember what year that was now. But he had done a series of documenting 
various architectural elements on his trip around the world, and then he exhibited them as large-format kind 
of collages. They were mounted, black-and-white photographs that were mounted in a grid pattern. So 
some of them were like maybe five feet by four feet. 

MOON

Right, so you weren’t showing photography because it was photography, but because artists at the time 
happened to be using it to express their ideas. 

MILANT

Right. I mean, it goes back to what I said earlier; we were supporting the artists. So Greg Card’s first show 
was completely non-physical projected light, the second show contained the strings and there was some 
physical element to it, and then I think we did this before we did the double light-bulb pieces, Xerox and 
pastel drawings. So this was what he was involved in. He wanted to do these works using this process, 
using this machine, and so we supported his practice and we showed it. 

The same with Jay McCafferty, because this wasn’t his normal method of working. He was mostly doing 
these pieces with sun and a magnifying glass and burning and sort of like—also, in a way, durational 
pieces, because they would be moments that he would, like, focus on, and it was never just like burning 
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one line of dots or something. He was working on grid paper and he was composing, and there would be 
differences in the levels of the burn, and those levels would be more or less sealed into a rectangle or a 
square or a line, and that was like a day or a moment’s work completed, but when you saw them, it really 
kind of just didn’t say that and we didn’t talk about that. Then he had these pieces that were the grid-
formatted photographs. It was when I showed the Danny Lyon pieces, 1978. I guess I would have met 
Simon Lowinsky, who was a dealer in San Francisco, probably around ’75 or ’74, and I remember my first 
meeting him by trying to—he had a very small gallery in San Francisco and he was showing a lot of graphic 
work, M.C. Escher, I remember, in particular, and I think before that, he was very involved in Berkeley with, 
like, a lot of posters from those Haight-Ashbury years. [laughter] So I was trying to sell him a portfolio of 
Vija Celmins we had just published. That’s how I first met him. Then over time, he graduated into becoming 
very involved in photography, and he became one of the major photography dealers in the country. He had 
a very good eye, and he was the one that started to teach me about photography, and he was also 
interested in African art and he was interested in furniture and he was interested in painting and sculpture, 
contemporary things as well. We had a great kind of dialogue going on, relationship, just talking about art. 
So he was the one who introduced me to Danny Lyon photographs, and so we decided to show them. 
That’s how that happened. We never really represented Danny Lyon or showed any other subsequent 
shows of his work, and they were all mostly black-and-white, eight-by-ten of the bikers and prison life 
series. 

Then we had a large-group color photo show, and that was co-curated with Claude Deloffre, a friend of 
mine that I met in the seventies in Paris. She had a small gallery in Paris and she showed artist books and 
prints. She was very interested in photography, and she was now living in Los Angeles. We were friends 
and we’d see each other a lot, and she, I guess, came to talk to me about possibly curating a show of new 
color photographs, so that’s how that happened, and we started working on that together. I don’t know if it 
was one of the first, but it was one of the early exhibitions of color photography. The whole early seventies, 
photography was not really considered fine art, more or less, so you really didn’t have galleries that were 
focusing on just contemporary photography, and I think that a lot of people who were artists, like even 
maybe, say, Danny Lyon, saw themselves more as photographers than as fine artists. So I think it wasn’t 
until after the Cindy Sherman era when she refused to kind of show in a gallery that was strictly a 
photography gallery, wanted to show in a painting gallery, that the whole concept of, like, other artists then 
would want to do that, too, that were using photography as a medium, and then also the technology of 
photography started to change, so the scales and all the technical things were changing, so you could do 
art that was not like eight-by-ten. So then that completely changed the concept of the medium. 

MOON

Yeah, although he was a little bit of an odd man out in some ways, but Robert Heinecken is sort of 
interesting because he established the photography department at UCLA in, I think, like the sixties, pretty 
early on, and I don’t know that he would actually refuse to show in a photo-only gallery, but he definitely 
saw himself—he used this term, like, “photographist” as like an artist who uses photography, although in 
some ways, he was really instrumental in institutionalizing photography as a medium. 

MILANT

Well, I didn’t think it was till the eighties that probably then you had this just barrage of one large-scale 
color photograph after the next at the art fairs. [laughter] And now I don’t know where it’s at. It’s kind of 
interesting, because I go to MoMA and sometimes I’m there when they have their new young photo 
exhibition. I don’t know if they choose four or five people. I forget. You go and see this show, and then you 
go, “Well, it still seems like photography.” [laughter] How much does it transcend? Then you have people 
like—I mean, I love Man Ray, and I met Man Ray once and I actually was in his apartment. 

MOON

Right, because he was in L.A. 

MILANT

No, it was an apartment in Paris. He spent some time in L.A., and Juliet, his wife, is from L.A. Some of her 
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cousins and stuff had family photographs that he had taken. And I was with Simon Lowinsky, who she 
contacted or the cousins contacted, and we were bringing these photos for Man Ray to sign. But anyways, 
I look at some of the work, in particular like the photography of Walead Beshty today, and I don’t know if it 
has really gone past its concept of the Man Ray photography, or whatever. And we’ll see what the new 
world of the Internet brings from the digital images. [laughs] 

MOON

Yeah. Actually, another exhibition that I wanted to ask you about was the Narrative Art exhibition in 1976 
where you bring together some conceptual artists, actually. 

MILANT

Well, they were conceptual artists, right. I was also in dialogue with—not Ralph Gibson. Gibson. I’m 
blanking on his first name right now. He had a gallery in New York and he was showing a lot of conceptual 
artists. I had met, actually, Dennis Oppenheim in 1973, my first Basel Art Fair. He was there visiting, and I 
remember him and somebody else, we were all in the swimming pool together at the same hotel. So I met 
Dennis Oppenheim, and we actually traded work at that point, traded a Nauman print for a big triptych 
photographic piece of one of his Earthwork proposals. And Robert Cumming I knew already because we 
were selling his books in the gallery. Well, he was living in Orange County, I think, or Riverside at the time. 
So I was familiar with some of these people. And, of course, John Baldessari we worked with in ’76, etc. So 
it was interesting to show what was being done in the print world, in the print publishing world with 
conceptual artists. So I brought these portfolios together as an exhibition. 

MOON

And what was the narrative referring to? 

MILANT

Well, some of them were like Hutchinson would be like—some of them were documenting pieces, land 
works, etc. So Hutchinson was, like, documenting some of the pieces that he had done. So it’d be a 
photograph and then there was like a handwritten text which was silkscreened, but he handwrote it and 
turned it into a silkscreen, silkscreen underneath the photo. So they were narratives of the work. 

MOON

Got it. So it had to do with the use of—well, the sort of conceptually based work, but then also the use of 
text and sort of what they were referring to, which was event-like, in many cases. 

MILANT

Right. They thought how this work came about, where it was done, etc., what they were thinking of when 
they made it, conceived it, at least in Hutchinson’s case. 

MOON

And also just another question about your own activities, in a sense, but it’s often said that dealers make 
some of the best collectors in the sense that they have acquired a sharp eye. Were you at all collecting any 
of the work of the artists? 

MILANT

I never had any money to collect, so, yeah, I couldn’t. I wish I could have. Yeah, I would have collected. I 
think it was a little bit in the mid eighties or something when everything went crazy, and then I was making 
more sales and things I’d done in the past were becoming sought after, that I had some money, and I also 
had went into partnerships with some other private dealers, or I created a group to acquire a bunch of 
work, and so I was able to get some work. I had a very good, I think, California collection in particular. I 
mean, I had traded a Vija Celmins drawing very early on. It was, I think, the only drawing of a plane, and I 
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had that. I had a Betty Asher’s McCracken plank, which was absolutely fantastic, from the sixties. I had a 
Robert Irwin disc that we acquired from—where would you buy a Robert Irwin disc? But one of the private 
dealers I work with in New York was friends with this guy Beadleston, who was an Impressionist dealer, 
Impressionist painting dealer, and he owned it. In a moment of weakness, he sold it to us. [laughter] I have 
an early Larry Bell box that I acquired. 

Let’s see what else. I have some beautiful—like, five really great Baldessaris that I was able to acquire, 
original works. I had some early—in fact, it’s going to be in a show coming up at, UC Irvine’s doing a big 
retrospective of Ed Moses. I think I have one of the first resin paintings he ever did, large-scale, and I have 
this track painting that’s here that’s going to be in the show too. I’m trying to remember what I showed one 
year. I had about five really amazing Ed Ruscha drawings, ribbon letter drawings. Unfortunately, a lot of 
them had to be sold to keep the business going, and when I sold them, they weren’t that sought after or the 
values weren’t there compared to where they are now today, so it’s the way of the life of the dealer, I 
guess. But I did try to really put that really great in a California collection. 

MOON

But that wasn’t until later on in the eighties? 

MILANT

Well, some of it I had a little bit earlier, but in the eighties I was able to get a little bit more, right. 

MOON

Well, I think we should save the eighties for the next session and talk about the move. [End of August 11, 
2014 interview] 

1.5. SESSION FIVE (October 13, 2014)
MOON

This is the fifth session with Jean Milant, and the date is October 13th, 2014. I thought we could start by 
talking—before you leave the seventies and when you leave North Manhattan Place, I thought we could 
talk about the lay of the land and some of the galleries that were prominent at the time or gaining 
prominence and who they were showing, how Cirrus differed from them. So, for example, we could start 
talking about maybe—Marian Goodman was around in the early seventies. 

MILANT

Well, she was here briefly. It would have been like probably ’74 or something like that. She had a gallery on 
La Cienega for “multiples,” because her company was called Multiples. She published mostly New York 
artists, so Oldenburg and Warhol, and maybe she did one Johns or something. She did a couple of 
Ruschas that we printed for her, I introduced her to Ruscha. And, actually, we actually co-published Marian 
Goodman. We co-published Joe Goode and got her interested in Joe, and she was kind of looking around 
at that time with some of the California artists. But she had the gallery for her publications on La Cienega. 
Dagny Janss and Babs Altoon were running it for her. So I guess at that time—I’m not quite clear on when, 
like, for instance, Riko Mizuno closed the gallery. Was that after ’75 or ’74? I have a feeling she still might 
have been—maybe ’73 she was still operating, because I think that when Rosamund Felsen—Rosamund 
Felsen was married to Sidney Felsen and she worked at Gemini. I remember her always being a big 
supporter, and her favorite artist was Rauschenberg, Robert Rauschenberg, because he did a lot of work 
at Gemini. But anyways, when they got divorced, she opened up her own gallery, and I think what 
happened was that it was kind of at the time when Riko was leaving the scene, and she had Riko’s space, 
actually. She took Riko’s space, which three other people had before her. Yeah, so that’s right. So then 
Riko would have closed much earlier, because for a while, Larry Gagosian had that space and he did some 
shows there. 

MOON
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Right. He had it immediately after her. 

MILANT

Right. And then there was this guy, I just can’t remember his name now. It started with an “N,” Gerald 
Nordoff [phonetic] or something, somebody, Gerald Peters, not Peters, but something like that, had the 
space as well, and he was doing younger California artists there. Then Rosamund got it. I think also at that 
time there would have been on that kind of strip—I just don’t think there were that many people left in the 
mid seventies there that were showing really contemporary art. Some other galleries had started to open, 
like Peter Gould was already open in Venice, California, and he and a few California artists, and then a 
couple of British artists. He was having a hard time surviving, and then Margo was, like, transitioning out of 
prints, because she was basically showing—she had a lot of prints, so she started out of her house on 
Doheny selling prints, and she had the rights to ULAE Prints and Petersburg Press prints for Los Angeles. 

MOON

This is Margo Leavin? 

MILANT

Margo Leavin. They were major publishers. So she was transitioning out of the prints and into trying to 
develop working with unique works, and at that point, she no longer represented Petersburg Press, and LA 
Louver, Peter Gould, got it from her, and that was a big change for Peter because it basically was his 
saving grace, because then he met David Hockney and Frank Stella, Johns, these people that Petersburg 
Press in London was publishing. 

I’m trying to think when the Janis Gallery opened. It opened on Beverly Boulevard. It might have been 
about that time. They had some local artists, but I don’t remember there being a lot of discussion about the 
gallery at that time, and then, like, it later went into partnership with a collector and moved to Venice on 
Market Street, and they showed quite a few California artists down there. There were some weird things, 
like Ace Gallery had several spaces, and one of the spaces was also on Market Street, might have been 
about that same time, and it was in Robert Irwin’s old studio. Then he had another place that was an old 
market, a giant place, pretty big place at the time, in Venice. So that would have been pretty much through 
the seventies. 

MOON

What about Asher Faure Gallery? 

MILANT

Asher Faure, right. Well, Betty Asher, I think we talked about her earlier. 

MOON

We did, yeah. 

MILANT

She’s a collector. 

MOON

You met her through H.C. Westermann. Is that right? 

MILANT
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I met her through H.C. Westermann. He referred me to her. Then she was working for LACMA with 
Maurice Tuchman, and then she left that and opened up her space with Patty Faure. Oh, there was Jan 
Baum and Baum-Silverman Gallery. That was also in the same space. There was Nick Wilder. This was on 
Santa Monica Boulevard. The three of them kind of moved off La Cienega, and that was kind of a big thing, 
because pretty much everybody was on La Cienega, or there was Ace and Louver in Venice. They moved 
on Santa Monica Boulevard in West Hollywood, and it was Nick Wilder, Baum Silverman, and Patty Faure, 
and then also Corcoran moved there when he left me, opened up his own gallery. So Patty Faure and 
Betty were on the second floor above the Corcoran Gallery. 

So that was, like, quite a bit of activity going on in that complex with showing a lot of California art. I mean, 
Corcoran had—I think it was showing Bengston and it was showing—probably not Ruscha right at that 
time, because I don’t think he showed Ruscha until Irving Blum had left town, and at that point then Ruscha 
went to him. Let’s see. Don Bachardy, he had Peter Alexander, Laddie Dill, Chuck Arnoldi. 

MOON

He took a lot of artists from Nicholas Wilder’s gallery after that closed? 

MILANT

Well, they kind of overlapped a little bit, if I remember. I mean, I think they were best of friends when Jim 
was working with me, Corcoran was working for Cirrus. Before he opened up his space, Jim and Nick were 
very close friends, hang out together and everything, and then I think when he did open up a space, there 
might have been a little bit of something happening there in terms of Jim working with some of Nick’s older 
artists. 

MOON

When exactly did James Corcoran work for you? So he was originally in Florida. 

MILANT

It must have been like ’74, ’75, ’76, around there. I’d have to see when he left. Would be when he had his 
first show in that space, and I think the first show was H.C. Westermann, because he was planning it for 
Cirrus. Even though I’d met H.C. Westermann earlier before Jim knew him when I was at Tamarind, H.C. 
Westermann was being collected by Betty Asher and by Ed Janss, and that they were really big fans of 
Westermann, especially Ed Janss, and Ed Janss was Dagny’s—his daughter. So I think that they financed 
Jim to move and open up his own space, and that was, I think, his first show, was that Westermann show. 
Betty Asher really had a great eye and she also collected ceramics. She has this whole collection of 
ceramic cups. So she brought in some ceramic artists into the gallery. Linda Cathcart, I think, was one, sort 
of did large-scale ceramics. I think they showed Viola Frey from San Francisco. So that was sort of 
different than a lot of the other galleries, because there weren’t many people showing ceramics. I don’t 
remember people showing ceramics on that scale, for instance, other than pots. And then Baum Silverman. 
I think both of them had a very big collection. They were big collectors of African and ethnic art, so their 
gallery had a section that always was kind of devoted to that as well as some of the young contemporary 
people, Los Angeles artists that they were showing. I don’t remember the roster, quite frankly. I just don’t 
remember the contemporary people that they were representing. So that was sort of that area, sort of West 
Hollywood, and Margo was, of course, near there, too, and had now gotten Tony Duquette’s studio. He 
was a big designer and very well-known person, had a huge complex, and when he kind of left that, she 
bought that space. There were a few people that had opened up around Cirrus, Newspace, which we 
helped establish. 

MOON

Yeah, we talked about it. 

MILANT
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We talked about that. And then there was the Space Gallery on Santa Monica Boulevard that was near 
Tamarind sort of in Hollywood area near the Hollywood Cemetery. 

MOON

Who started Space Gallery? 

MILANT

Ed Lau [phonetic]. There were two guys that ran it—

MOON

And which artists? 

MILANT

—and they were contemporary. The ones I remember was Masami Teraoka was one of their big artists, 
who is, like, still producing work and lives in Hawaii. I just don’t remember all of them. I’m sure if I had 
something in front of me, that I would refresh my mind. I don’t remember if there were a lot of alternative-
space things happening there, some, but not like today where you have so many artists—

MOON

Yeah, the main one being in LAICA. 

MILANT

—showing in their apartments or whatever. Yeah, well, LAICA definitely, but this is just sort of like artist 
project things, which there’s a lot of today in comparison to that time. There might have been some 
performance people doing things, but I don’t remember people showing group shows or one-person shows 
in their apartments or in their studios like they would be doing at a gallery, for instance. So that wasn’t that 
much activity that way. LAICA, of course, was the main young space, and it was very, very powerful in the 
beginning. So did we talk about LAICA at all? 

MOON

We did talk about LAICA as an alternative-arts institution, the importance of that and the journal, but we 
actually didn’t talk very much about who was showing there and what kind of art they were supporting. I 
guess it’s a little bit all over the place. But then also I know that they were also showing—there was overlap 
in showing conceptual artists that people like Claire Copley was. I mean, she wasn’t around for, I guess, 
very long altogether in the seventies. 

MILANT

No. I mean, yeah, she was on La Cienega, but it was a very brief thing. 

MOON

Or Morgan Thomas. 

MILANT

Well, Morgan Thomas kind of started out as an art consultant, I remember. That’s my first remembrance of 
her. Then when Connie left me, Connie Lewallen, left Cirrus after working with Larry, she went into 
business with Morgan and was called Morgan Thomas or something like that, and it was based—oh, there 
was Tortue Gallery in Santa Monica that had been working for quite a long time, and they worked with also 
young California artists and maybe a few older-generation fifties people, I can think, Tortue, and they were 
around 26th Street in Santa Monica and Santa Monica Boulevard. I think, if I remember, Morgan and 
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Connie opened up a space above them in the building that they were, a small building, so they were in 
Santa Monica, and I don’t know how long they lasted, maybe three years. Also Connie was involved with—
I can visualize the woman who was running it, but it was another small alternative space. I think it still 
exists. 

MOON

Foundation for Art Resources, FAR. 

MILANT

Foundation for Art Resources, right, FAR. So they were kind of like a little group that were showing the 
same people and were involved with the same people, liked the same people, Connie and Morgan. What 
happened when—Morgan had married Eugenia Butler’s ex-husband, who was a major lawyer in town, and 
they were big collectors in the sixties and seventies. So she married him. I don’t know if they moved to 
Santa Fe together or what, but anyways, when Morgan Thomas broke up, that’s what she did, and I think 
Connie married Tom—I would have to go back and get these names, but he had the Grapestake Gallery in 
San Francisco, and he came early on to—

MOON

Talk to you earlier. 

MILANT

Yes, right, and he showed a bunch of our artists, like Gloria Kisch and Gene Sturman in particular, Jay 
McCafferty I think he showed. Then Gloria Kisch and Tom were dating. [laughter] But then Connie got 
involved and married Tom and moved up to San Francisco. 

MOON

She’s still in San Francisco. 

MILANT

She’s still in San Francisco. 

MOON

Or Berkeley, rather. 

MILANT

Right. And then she worked for Crown Point Press up there before she got the job at Berkeley. 

MOON

Yeah, that was run by Tom Marioni. 

MILANT

No, that was run by Kathan Brown, who was married to Tom Marioni. I remember Tom Marioni and the 
artist Fox, conceptual artist. They were all a group that when I’d go up to San Francisco, sometimes I’d 
visit, or whatever, and that would have been earlier seventies. So I can’t remember if there was anybody 
else that had opened up spaces in the mid seventies. And I think probably we didn’t really talk about it, but 
Barnsdall, up to a certain point, was very influential. 

MOON
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The art gallery there. 

MILANT

Yeah, the art gallery. It was run by Josine Starrels. She was very dedicated to Los Angeles and California 
artists. I mean, they did some really good shows. So I think something happened there with the city, 
because it was run by the city, and that would have been in the eighties, so we can get to that later. 
Something happened, and then the thing sort of fell apart and has never recovered compared to what it 
was, because it was really fairly influential in those earlier years. Rosamund had inherited Burden and 
Kelly, Alexis Smith from Riko, so that was the basis of her gallery when she started, and then Lari Pittman 
came in, and Karen Carson went from Cirrus to Rosamund probably in ’76 or something like that, around 
that time. Then also I think there was a point where they got Guy de Cointet from me, but Guy never really 
did—he did one thing there, one performance there. Then she had Renée Petropoulos. I can’t remember 
who else she had at that time when she was in La Cienega. Did I say Chris Burden? Because he was 
there. So we always were kind of out of the actual scenes, so we first started by ourself, and then 
Newspace, so that was the only major thing in that area. Then I think, let’s see, late seventies. Ace was 
obviously one of the galleries that was still one of the places to go to. And I think that’s pretty much it. 

MOON

So in the midst of all of this, how did you see Cirrus’ identity? 

MILANT

Well, partly we had already established a group of artists that we were working with a little bit earlier, so we 
continued to work with those people, obviously, and then we did—and I think that we talked about it, the 
color photo show. We talked about that earlier. 

MOON

Yeah, we did, actually. 

MILANT

Yeah, that was sort of, I think, in the—

MOON

Late seventies. 

MILANT

—seventies, and we did Danny Lyon in the seventies. So we did a little bit of photography. But I think pretty 
much we were continuing working with the people that we had been working with for quite a while, so I 
don’t think we added on a lot of new people in the late seventies. 

MOON

Do you think that in the seventies that you were seen more as a print publisher or a gallery space, or were 
people sort of conscious of both? Did the two of those things—

MILANT

Well, I think in the early seventies after we opened up the gallery, we were kind of the only one that kind of 
had this kind of energy going in that way with younger new artists, and they didn’t all come from schools 
here. I think I mentioned that earlier. So they didn’t know each other, for instance. I think the openings were 
awfully phenomenal at that period, a lot of fun compared to a lot of the other spaces, I think. I think there 
always has been a part of this town that has kept me in the print publishing box and didn’t really kind of 
maybe write about or put together kind of a—like we’re talking now, what really went on in ’75, what really 

Page 111 of 160Interview of Jean Milant

10/12/2016http://oralhistory.library.ucla.edu/viewFile.do?itemId=3049741&fileSeq=6&xsl=http://or...



went on in ’77, ’76, ’78, ’74, regards what gallery this person was showing, what gallery that was showing, 
etc. I don’t think anybody’s ever really done that still today. I guess what I’m referencing is we never had 
somebody behind us that way critically to kind of like place us or talk about that, and I don’t know how 
many other galleries had that happen, either. I think it was all just more social, social ranking, in a way. You 
know what I mean? 

MOON

Yeah. 

MILANT

I don’t think there was any criticality at all that way happening about what’s going on in L.A., which is sad, 
and which is what should happen, because so much was going on. I mean, obviously I can’t remember it 
all, but I think that might be a really interesting project for someone to fill in those years. We were known in 
Europe more as a gallery, so when I did the Basel Art Fair, and then I would have a few prints, but I was 
basically showcasing the younger artists that we were showing, Gene Sturman, Charles Hill, Greg Card, 
Ludwig Redl, not so much Gloria because she did large-scale sculpture, and Willis either, David 
Trowbridge, Karen Carson. It was very well received, and we had other galleries who had decided they 
wanted to show them, these artists, and so we had kind of like a group of artists that were showing every 
year in Europe from doing those fairs. There was no other artists from any of the other galleries in L.A. 
there because there were no other galleries from L.A. there. [laughs] So we did become the gallery that 
was known outside, and for contemporary young art from this region, from Los Angeles, because of the 
Basel Fair. And that kind of buzz, or whatever you want to call it, just never really existed here for me. 
Maybe it did, but it wasn’t the same way as in Europe, and maybe it was because of the print publishing, 
which sort of interfered. 

MOON

Well, maybe we can talk about the move downtown. 

MILANT

Okay. 

MOON

So how does that happen? 

MILANT

Well, basically, I lost my lease in the original place, and they didn’t want to renegotiate. There was no 
discussion. We tried, and they said, “No, that’s it.” They had another tenant for it. When I first came to 
town, I was living on Lexington Avenue in Hollywood near Tamarind, and then I heard about this loft that 
was available closer to downtown near MacArthur Park, near Chouinard and Otis, so I got that loft. It was a 
great loft. It was on 7th and Hoover, and it was right across from the Granada Buildings. It’s a famous set 
of office buildings. There are kind of tennis courts and Lafayette Park near Bullocks Wilshire, which is a 
famous old department store. Chouinard was still there, active, by MacArthur Park, and MacArthur Park 
was not as bad as it turned into as far as drugs and all that stuff at that time, and I would be doing shopping 
and stuff. I would be in downtown area more often because I lived close to downtown then. I’ve always 
liked downtown. I could never imagine a city this size having a downtown with that history and having that 
just disappear overnight and it all moving to another part of town like Century City or something, which 
people were talking about, “This is going to be the new place,” or something. And I just started to look 
around for spaces downtown, and I don’t know how I ended up going, like, towards Alameda Street. Little 
Tokyo was very sleepy at that time, just two streets, basically, 1st and 2nd Street with some stores. It 
wasn’t the big thing it is today, and most of Alameda was tin warehouses. 

And I just saw this building and called on it, and it was just an amazing building. It was like a church 
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because it had eighteen-foot ceilings on the second floor with windows on three sides and a clear story. 
The light was just phenomenal. Had a parking lot, which is very important, and it was super cheap. But it 
was totally a shell. I took it as a shell, so I had to do all the work, and I just felt, well, you know—I mean, I 
worried about it before I made the final decision, was this the right thing to do, there’s nobody else down 
here, everybody hates downtown, etc., etc. But then I thought, well, when I first opened, there was nobody 
around me, and that didn’t stop me, so I went for it, signed a ten-year lease, which is what I did my first 
time around, too, in Hollywood. And that’s how I got there. 

MOON

Were there any artists in that area or not exactly downtown? 

MILANT

I don’t remember. At that time there might have been a few downtown, like Gronk might have been 
downtown already. I said earlier that in the seventies, there were artists downtown—

MOON

The Beaudry artists. 

MILANT

—some of the artists I worked with. Yeah, Beaudry artists, plus Raul Guerrero. Laddie Dill, I think was 
downtown. Guy Dill might have been downtown. So I’m sure there were artists. John Mason has been 
down there since the—and he’s right near Cirrus. He’s been down there since the late sixties, I think. But I 
wasn’t that aware of everybody there. 

I think after I moved there, then people started to come and look, and then a lot of artists found out it was 
really cheap space, and they started to come and take spaces downtown. So they would go—it was all 
over the place. A lot of buildings on Spring Street were empty, a lot of empty buildings. So there were a lot 
of artists moving in when I first moved down there, and then other galleries started to open up around. That 
would have been right away in the eighties, ’81 or something like that. 

MOON

What about LACE, Los Angeles Contemporary Exhibitions? 

MILANT

We missed LACE because they probably had started in the seventies. So they were on 2nd and Broadway. 
So they had been there for quite a while. 

MOON

Did LACE attract attention right away? 

MILANT

I think it did. I think it was more of an artist-run kind of situation. And then in that same building later, 
Charles Hill had a studio there, and Linda Burnham—not Linda Burnham the painter, but Linda Burnham 
who was living with Richard Newton, they had a loft there, one of the floors there in LACE building. Maybe 
Gronk was in that building, too, early on. Maybe that’s how LACE got there. Who knows. I’d have to find 
out. But, yeah, I think it was someplace that had—it was a major—like Barnsdall. It had a lot of stuff going 
for it and a lot of performance pieces and stuff. Linda Burnham started High Performance magazine, so 
that’s where that started, in the same building as LACE. 

MOON
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You were actually living downtown. 

MILANT

Right. Right away, I moved to the building. So I had half of the upstairs for my section, which was like 3,000 
square feet, and slowly built that out. 

It was really actually kind of nice. I mean, we might have had some prostitutes and some homeless and 
stuff around, but it wasn’t like a dangerous feeling at all. It’s not all there now, but there was a huge truck 
stop that was kind of next to us and was kind of like a Midwest truck stop, which kind of are, like, cool, in a 
way. It’s not like dangerous or anything like that. The building next to me was built in the 1800s and it had 
these beautiful bronze doors. I was told it was a warehouse for the Pullman supply, because a major train 
station was across the street, and that burned down at one point. It’s just an empty lot. There were trains 
coming down the middle of the street every day at night, freight trains. I’d wake up sometimes and there’d 
be a freight car parked in the building next door. [laughter] I can’t remember how all the places started 
disappearing, like the big tin warehouses. On the corner of 1st and Alameda was this huge company called 
White King, had a huge smokestack with the name “White King” on it, and it was actually the first people 
that developed detergent. They were saying that would never be demolished. It was huge, huge. Now it’s 
that giant parking lot there. That used to be all White King. Well, that went, and then like big warehouses 
that were right after that coming down Alameda all went. It was very kind of industrial except for Little 
Tokyo. 

MOON

In the eighties, you start to take on different artists in terms of the gallery roster. 

MILANT

We start to represent some new artists. Right. 

MOON

Including non-Los Angeles artists. 

MILANT

Well, maybe in the publishing more than in the gallery, because in the original years I was really focused 
on Los Angeles because no one else was doing it and all my competitors were working with the New York 
artists, and mostly the Pop generation as far as print publishing went. I mean, that’s the other thing. We 
became very well known for that because nobody else was doing it. We put the effort in and spent serious 
time doing really great publications with the people from L.A., and I don’t know of any other workshop that 
would be comparable. But we did start taking in younger artists. I think most of them were like—let’s see. 
When would be the first? I think we took on Eve Sonneman. She was a photographer and she was quite 
well known in New York. She showed at Castelli Gallery. And we showed Lynda Benglis. We took on 
Judith Vogt and Ted Kerzie and Gillian Theobald, and Jim Lawrence was a sculptor. We also did some 
group shows, like we did this—yeah, I think it was the La Jolla Museum. Richard Armstrong and 
Christopher Knight were the curators there early on, and then they left because of some—I guess the story 
was that the museum had taken money from some Mafioso family or something like that, and they were 
really upset, and they both left and came up to L.A. Christopher Knight used to come by the gallery, and 
Richard. Richard I got a job kind of teaching a collecting class, taking collectors around to studios and 
galleries and stuff like that, and Christopher, we all thought he was great. I don’t know how it happens, but, 
like, everybody supported him in the community, and he got the job at the Herald Examiner. Richard 
Armstrong curated a show for me of New York artists in that period in 1983. He might have just moved to 
New York. I don’t know when he got the job at the Whitney. 

Jim Lawrence was a young artist that actually was showing in a small gallery called Oranges and Sardines 
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downtown run by two artists, and he kind of did these very rough-hewn figurative sculptures. Blakenthal 
[phonetic] came along later, but these were very rough and they were painted, and they usually were 
thematic. He had a show that—let’s see what the first show was of Jim Lawrence. Might have been 
Florence in 1349, or whatever. 

MOON

1982? 

MILANT

1982. I think that was his first show with us. It’s based on Dante. So it was a huge installation. I don’t know 
how many sculptures there were in that, but they were hanging from the ceiling, they were in groupings, the 
music was playing, and I remember we were working with Jedd Garet at the time. He’s a New York artist, 
and he was really hot, showing with Robert Miller, and he said it was the best show he’d ever seen. Jim, 
we got shows in New York, we got shows in Chicago, we had a show in Germany, we got him a show in 
Australia. The whole show was sold to the museum in Australia. Then at one point, he sort of like went off 
on his own. It’s another one of these stories where you don’t see him anymore. It was really amazing 
shows we did with him. So he was one of the new young artists. I think we were still publishing kind of—
some of these artists were referred by Charles Hill. 

MOON

Who you continued to show pretty consistently. 

MILANT

Yeah, he’s someone we’ve shown over a long period of time. And then we had—I think that was pretty 
much it. Russell Crotty, we were the first to show him. Then we showed, like, Brice Marden, Donald Sultan, 
Robert Cumming. Robert Cumming was somebody who was here in the seventies. I remember we had his 
books in Manhattan Place that he had done, conceptual artists, photography, and then he moved back 
east. Then at the time, we still showed him in L.A. here at downtown space. He was showing with Castelli 
Gallery, and he was doing these large watercolors, and we did one show of those, and then he did a series 
of sculptures and we did a show of those. So that was someone who was early. 

And then we did some shows of two artists from San Francisco from the Wirtz Gallery. Lucy Puls was one 
of them. We published Joan Nelson and Jedd Garet. They were both New York artists at that time. So 
that’s kind of the period when I started to not just focus on Los Angeles. 

MOON

Can we talk about the Los Angeles Visual Arts that summer? It was a festival? 

MILANT

Right. Well, it was an organization, first of all. A lot of other galleries were opening up downtown. 

MOON

In the eighties. 

MILANT

In the early eighties, yeah. And, of course, then there were other things, too, like Al’s Bar, which played into 
the scene. And MOCA, I don’t remember exactly what the—

MOON
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Al’s Bar, it was just a hangout, or did it also show artwork? 

MILANT

No, well, it was more of a hangout. It was an illegal bar. 

MOON

Oh, I don’t realize it was illegal. 

MILANT

Right. They were offering Cokes and sodas and things, but they were pouring whiskey from under the 
table. [laughter] And then also the punk scene was starting in Chinatown. 

MOON

This was in the eighties, the punk scene? 

MILANT

Yeah. But, I mean, there might have been an earlier version, because I remember Kristine McKenna was 
really—I was friends with Kristine McKenna, and she was hanging around with Charles Hill and Burden, all 
these people, and she became very involved in the punk scene. I remember she took us to The Masque on 
Hollywood Boulevard a couple of times. I went there. I don’t remember if that was before I moved 
downtown or after. I just don’t remember. But then there was Madame Wong’s in Chinatown. It’s a 
restaurant, and I guess they weren’t doing such great business in the evenings, so she then let these kids 
play, and it was on the second floor of this building in Chinatown. Since all these galleries were starting to 
open, the Ovsey Gallery was someone that was on 3rd Street and Alameda, and we worked together just 
trying to think of things, how to promote, stuff like that, the area. So kind of like got together the other 
galleries in the area and had some meetings and organized everybody, and we created this Los Angeles 
Visual Arts Association. It was a nonprofit. We got nonprofit status after a couple years. It was like an art 
dealers’ association, and we paid dues. Every gallery paid dues on a monthly basis to be part of it. I 
remember LACE didn’t want to, so we had to sponsor them, because it was something about 
commercialism and nonprofit, whatever. [laughs] They had moved at that time, so they had moved down 
south of Cirrus from the Broadway location, and they had their own building. They bought it. That was a big 
thing when that happened too. I mean, that created a lot of energy. 

So anyways, we decided that we would organize some kind of, like, weekend event and take people 
around, show them all the spaces in downtown, etc. The Cultural Affairs Department was very supportive 
of it and helped financially with it. We got some of the businesses downtown. Richard Diebenkorn thought 
the idea was so great, he let us make a poster of one of his paintings for the first event, I think, I remember. 
We also did exhibitions. So we had hired a curator to do shows which are not based anything that we were 
showing in our galleries. They could do whatever they wanted. So the first show was actually where the 
Japanese American Museum is now. It was still a police warehouse, and I don’t think MOCA existed at that 
time. 

MOON

The Contemporary opened in ’83. 

MILANT

Yeah, so it probably didn’t—I’d have to see when the first LAVA event was. 

MOON

I think ’81. 
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MILANT

Yeah, okay. So they gave us the first buildings to do a show in. Fred Croton got that organized. He was the 
head of the Cultural Affairs Department. He’d come in from the East Coast, I think. He was so, so 
supportive and very excited about all the things we were doing down there. So I think maybe there were 
four years of this event. It got to the point where—and then we started to want to include other galleries, so 
we said, “Okay,” because some people had opened up on La Brea, and that kind of became a scene. We 
had buses and routes, so people could choose what route they wanted to go on, and so we reached out to 
the other galleries in Los Angeles to become part of the event. So we didn’t want to feel that we were just 
kind of like excluding the rest of the art galleries. 

So it was a pretty big event, and the last years I think we had someone working full-time on it. It might have 
cost us like 75,000 bucks or something to put on. And I think when I did move downtown, and after all 
these other galleries started to open up, it was kind of the biggest scene that got outside of L.A. I mean, it 
had a lot, a lot of press all over the place, and we started to see European collectors come in and collectors 
from the East Coast. That wasn’t there before. So obviously it got a big buzz outside of L.A., and that was 
Los Angeles Visual Arts. 

MOON

How did it end? 

MILANT

It ended because—I would think that maybe it was in the mid eighties that—well, one of the things that 
happened was because of all this publicity, the city started to find out about all the artists and all the stuff 
that was happening down there. Of course, everybody was living illegally in these commercial buildings 
because they’re not residentially zoned. So the city started to come along and knock on doors and find 
people, and then they initiated the artist work-live rules, and you had to comply to be able to turn a building 
into an acceptable—

MOON

A live-work space. 

MILANT

Live-work space, which became very expensive. Cost me, I think, 10,000 or more to do that. So most of the 
artists couldn’t afford it, so they had to leave, so a lot of artists were, like, having to leave downtown. At the 
same time when that was established, that meant that people without money couldn’t really do anything, so 
the developers started to come in and started to develop these old buildings for live-work spaces, and then 
a lot of people got kicked out because buildings were being developed or they were being torn down for 
new buildings. 

Some galleries couldn’t make it. A lot of the galleries that started downtown were really artist-based 
galleries. They didn’t last, and so the whole thing started to fall apart probably mid eighties. That’s when 
some people moved to La Brea, because at that time, Jan Baum had opened up a building on La Brea, and 
I think there were three or four galleries in there as well as hers. Kim Light had opened up a gallery on La 
Brea, and she was showing Chris Wilder, some young California artists. There was the Fahey Klein photo 
gallery was on La Brea. Then there was Iturralde. It was showing mostly Latin American, Mexican artists. I 
can’t remember exactly the name. It started with I-t-r-u, something. So there was that scene developing 
there. So no one was really kind of wanting to open up downtown anymore. Then you had the Colorado 
situation happen. That was when Irving Blum decided to move back from New York back to Los Angeles. 
So he opened up a gallery between 9th and 10th on Colorado Boulevard, and that was sort of like an 
industrial little mall, kind of. That’s when Fred Hoffman opened up a gallery there next to him, “Putter” 
Pence opened up a gallery, Pence Gallery. I think there was a photo gallery that had opened there. He 

Page 117 of 160Interview of Jean Milant

10/12/2016http://oralhistory.library.ucla.edu/viewFile.do?itemId=3049741&fileSeq=6&xsl=http://or...



moved from La Brea to there, actually. He was one of the early photo galleries. He started on Melrose 
Avenue, then he moved to La Brea, and then he moved to Santa Monica, and he’s no longer around. 
Sorry, I know all the names, today it’s not happening. [laughs] Just not coming to my mind. 

MOON

It’s not the Stephen White Gallery? 

MILANT

No, it’s not. He was on Melrose, I think. Also Stephen Cohen was there too. No, this was—oh, he was 
really big, very early on showing big photo gallery when he first opened on Melrose, and that might have 
actually been more before ’80, actually, might have been in late seventies. But anyway, so you had this 
Colorado-type thing happen. Michael Kohn opened up a space there. He had opened his first space on 
Beverly Boulevard kind of below Wilshire. Robertson and Beverly was his first space, and then he moved 
to Colorado. That’s interesting to remember that Daniel Weinberg had a gallery in San Francisco, and he 
actually, in the beginning, didn’t run the gallery, because he was in the clothing business. He had a clothing 
store. I think he was working for Levi Strauss helping develop their collection, but he had his own clothing 
store, too, and he hired Robert MacDonald, was one of his first directors. He showed mostly—it was all 
New York, pretty much, and a lot of it from Bykert Gallery, Paula Cooper Gallery, and Castelli Gallery, and I 
think he was the first to show Julian Schnabel, actually, though. And he showed Jeff Koons, he showed 
Dorothea Rockburne, Mangold, Marden, Brice Marden, etc. Well, when this stuff was happening in L.A. 
and pretty much things were folding in San Francisco, he decided to move down from San Francisco. 
Before he moved down from San Francisco, he had sort of an alliance with Margo Leavin, and they would 
do a show in L.A. and a show up at his place, kind of working with some of the similar artists, or whatever. 
But I remember there was that association, and then he decided to move down here. 

The first floor of Cirrus, part of the first floor of Cirrus, I was renting to my friend Simon Lowinsky because 
he wanted a secondary space, and he did, like, these amazing photo shows, mostly historical, Carleton 
Watkins, Man Ray, Brassaï, just amazing things. Then he couldn’t make it. Anyways, Daniel Weinberg 
wanted the space, so we were negotiating with Dan Weinberg. We didn’t have the lease signed on the 
dotted line, but what happened is that Larry Gagosian had a small space where Manny Silverman is now, 
and he moved to a bigger space on Robertson Boulevard, so Danny Weinberg decided to take the space 
that Larry was leaving. Otherwise, he would have been downtown if Larry hadn’t made that move. Don’t 
know how I got off on all this sidetrack here. [laughter] Galleries moving around. So basically, these things 
were starting to happen, and so downtown just went out of favor and no one was thinking of opening there 
because they all wanted to open where the new hot spot was, so they wanted to open on Colorado 
Boulevard or probably around Larry, because Chacmool opened there, too, around Larry, and then there 
was another guy, Mark—blanking his name. He had a gallery for a while right there, too, and Asher Faure 
had move there. Asher Faure had moved to—and Regen Projects opened there, all that little Hollywood 
area. So LAVA just dissipated, and that’s it. Then Chinatown came on, so that started to bring people, and 
Bergamot before Chinatown. Then Colorado was kind of closing down, because Jim Corcoran had moved 
from Santa Monica Boulevard to 4th Street in Santa Monica, and then across from him or on another street 
Shosanna Wayne Blank opened a space, and then, actually, Augustine Luhring opened a secondary space 
there, too, in that area, a big gallery, lasted a couple of years. So that was then when Bergamot came 
along. 

MOON

In the nineties. 

MILANT

Yeah, I guess. But Wayne Blank had gotten the master lease on that from the city. It was owned by the 
City of Santa Monica, that whole area, and it was an old Red Car station area, I think, and it was slated to 
be a Metro place. So they gave him like a twenty-five year lease or something like that, so he developed 
Bergamot Station, which now, of course, the Metro rail is there and changing that all, because some of the 
galleries might have to move. I’m not sure what’s going to be happening there. 
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MOON

What about MOCA coming onto the downtown scene? 

MILANT

Well, because the scene was big downtown, it was getting a lot of press and everything, and Marcia 
Weisman, she convinced Mayor Bradley to start thinking about a contemporary museum. She had 
previously been involved with the Norton Simon—well, with the Pasadena Museum, Contemporary 
Museum, and somewhat probably with her husband at LACMA beforehand, and so she was sort of the 
instigator in that. I remember that I was very excited and helped raise a lot of money, and I became a 
charter founder before there was a reality. So there were some people, I guess—the charter founders are 
people who gave money without knowing whether it would actually happen or not, and I tried to get a lot of 
other people to give money too. So I think I did get a lot of people to give money. So, yeah, so that started. 
I don’t remember. I know that the first opening was the same weekend as the first art fair, and it was a big 
art fair organized by these London-based fair organizers. It was one of the biggest in the country, in the 
world. They do lots of art fairs, Montgomery Company. So I think the first art fair was ’85 or ’86, so when do 
you have MOCA opening? 

MOON

Well, the Contemporary is ’83. 

MILANT

Oh, the Contemporary was before that. 

MOON

But then on Grand Avenue, I think, ’86. 

MILANT

Yeah, would be ’86. That was very controversial thing too. I mean, even with LAVA—and this is just the 
way it was—we wanted the Contemporary to be involved and to be open, free for that weekend, and they 
wouldn’t do it. Richard Koshalek wanted us to give him a dollar for everybody that came in. It was very 
abusive, really, but this was somewhat the mentality of L.A. I’ve talked about it before. All right. So there 
was a big opening of MOCA, and it was opening the same weekend as this art fair. Castelli came to the 
fair, Juana Aizpuru. It was a very international, very good fair. Everybody wanted to put L.A. on the 
international map. It was at the Convention Center, and Richard Koshalek wouldn’t invite the people who 
had booths to the opening at MOCA because they weren’t founders. I can’t imagine any city in the world 
being like that. That’s a real slap in the face to these major art dealers who came here to support L.A., 
spending 50,000 a booth. They want to put L.A. on the map, and they’re told they can’t attend the opening 
because it’s for founders only. It was not good policies. 

MOON

Do you think that it was because they wanted to instate this sort of artificial commercial, non-commercial 
boundary? 

MILANT

Hey, this was based on Chicago Contemporary Museum. Art Chicago the opening night raised money. We 
wanted to raise money for the opening night, too, to MOCA, and he said, “No, you have to guarantee 
$100,000.” Wow. The opening night of Chicago Art Fair, all the money always went to the Contemporary 
Museum. It was a fundraiser for them. The Armory fair does a fundraiser for MoMA opening night. There 
don’t seem to be problems with those institutions. [laughter] This is what you have to fight here. So, yeah, 
that was interesting. [laughter] And then the lack of support killed that, too, because no one would buy, so 
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that’s why it ended. But we’re not really getting in here. We’re sort of jumping all over here. 

MOON

So when LAVA was active and there was a kind of critical mass in terms of an art community in the 
downtown area, do you think that was the beginning of a noticeable rise in rent, and was it right after that 
the developers started to come in, or just all happening at the same time? 

MILANT

I don’t think there was that much a rise in rent for a long, long time, because still no one wanted to come 
downtown. This whole thing that’s happening right now, that’s five years old, really, with that mentality of 
people wanting to live down there, and people with money. It’s a big difference. There’s a whole difference. 
It’s a different mentality completely now. So that’s exciting, because it’s going to be very exciting. It is 
already beginning to be very exciting. 

But whether galleries—I don’t know. I don’t know whether galleries will be—I mean, they’re coming back 
again, so we’ll see. And with Hauser & Wirth opening, and then some of the people from Culver City 
moving back or moving downtown. I think if you’re a younger gallery, you’re going to be looking at 
downtown. You’re not going to be looking at Culver City or the Westside or Highland Avenue, because I 
think the rents, obviously, are really much different down there and they are in those places. My location, I 
mean, there’s a Metro rail station four blocks down the street, and they’re going to now develop a new one 
opening a long time from now, but it’s a major connector at 1st and Alameda. It’s going to connect all the 
existing subways together, and then all the freeways are right down there, so it’s very accessible 
downtown, whereas Highland, Sunset Boulevard, it’s not that accessible. Take a lot of side streets to get to 
these places, even West Hollywood. Culver City, yeah, that’s accessible. So it’s a different mentality 
completely. 

MOON

I wonder if we could go back and talk a little bit more about Chinatown and the history there. So there was 
a punk scene for a while in the eighties, and then the galleries started to come in the nineties? 

MILANT

I would think. I don’t know exactly when, but, yeah, it would have had to have been mid nineties, maybe. 
I’m not sure. I’m not quite clear exactly who started it. I, in my mind, thought Roger Herman was the one 
who initiated it, because Roger opened up Black Dragon. He’s an artist, painter, teaches at UCLA, and he 
kind of wanted a space for younger artists to show, so he and his friend, who’s also a painter, and then 
they have a friend who’s a filmmaker who wasn’t visibly active in the business. Roger was sort of the face 
of it, and I’m blanking on his name right now. He’s a painter. He’s from Vienna. He still teaches in Vienna. 
He commutes. Really good painter. 

Then I think the second space would have been China Art Objects that opened, or else it’s—I don’t know 
which one opened first, but in my mind, those were the first two. Then this gallery Diane Pruess, I 
remember, opened. Diane Pruess was run by Joel Mesler. Then Dan Hug opened there, and Peres 
Projects opened there first. That was his first space, was in Chinatown. Kordansky’s first space was in 
Chinatown. Also ACME had a secondary space there. Sister Gallery was actually financed, I think, 
partnership with ACME Gallery, because he wanted another space to show young artists, I understand. 
Then Mihai Nicodim, he was in—let’s see. I think he was in Wilshire when that little space opened where 
ACME and Mark Foxx and Works on Paper first opened there, and Bennett Roberts opened there next to 
ACME. He had some other spaces before, and I think he first went into business with Richard Heller, and 
they had a space on La Brea together. I don’t know if it was called R&B or B&R, or something like that. And 
1301. Well, it was actually Kim Light. She had the little corner space right on the other side of the parking 
lot, and then she closed the gallery and Mihai Nicodim opened up there, and then he moved to Chinatown 
at one point, and then he moved from Chinatown to Culver City, and now he’s moving downtown next to 
356 Mission. [laughter] 
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MOON

Still moving around. 

MILANT

But what was the original question? Oh, about Chinatown. Right. So, yeah, that was a cool thing, had a 
little buzz and a lot of excitement and activity, mostly showing young artists from L.A., most of the galleries. 
Then I don’t know. So what affected that? I guess what affected that was Culver City. No, but that would 
have been—that started dissipating before Culver City, I think. I’m not sure. But anyways, Culver City 
probably was the reason why people moved there. You had China Art Objects, but also there was the guy 
who—the Project Space. He was a dealer from New York and he had a gallery in Harlem, and then he 
moved it down to 57th Street. He opened up a secondary space here in L.A. right behind Cirrus. It was an 
old tin building. It was really great. He just left it kind of raw, and he did some kind of really cool shows 
there. 

MOON

Who did he show there? 

MILANT

Pfeiffer, a video artist, did the basketball players, erasing people from—Lauri Firstenberg ran it for him, was 
his director, I think. Then he moved to Culver City, and now China Art Objects has his space because he 
completely folded. He showed Julie Mehretu too. I don’t know if he showed her in L.A. He showed Daniel 
Martinez in New York. He was a very big, hot gallery for a while, but he was really—just wasn’t fiscally 
responsible, so got into trouble and he’s gone. So, yeah, so that’s when Chinatown would have been 
severely affected by that happening in Culver City. Then I think there’s been various people in and out of 
Chinatown, and it still sort of hangs around. Who knows what will happen in the future there. But, yeah, it 
was very nice. It was kind of small. It was good. 

MOON

What about business starting in the eighties? I’m assuming that business at Cirrus was different from the 
seventies, that the eighties and nineties were different from the seventies in terms of—

MILANT

Well, the eighties was when the first American art fair started, and that was like the Chicago Art Fair. I don’t 
think we participated in the first one or two. I don’t remember, but we did participate thereafter in them, and 
that was a big driving force for everybody, participating in that if you got in. So obviously that was a big 
source of our business, was going to that fair every year. It was very helpful. It’s, again, outside. We did 
have a lot of new collectors, as I said, come in in the beginning from all over the place that had never been 
to Los Angeles before, so we met people during that period in L.A. Kind of I think the big recession was ’81 
or something like that, was a huge recession. That was very, very difficult, I think, for most people. So we 
made it through that. 

MOON

But then the economy was doing pretty well, or, I mean, you hear stories about—

MILANT

I’d have to see when, like, for instance, the whole New York scene with Schnabel and all those—Mary 
Boone, actually, Mary Boone worked for Bykert Gallery, and Connie Lewallen worked for Bykert Gallery 
before she came to L.A., so they knew each other there, and then Bykert had to close his gallery because 
of the association with the backer. Bykert became a trustee of MoMA. So then, like, Mary Boone sort of like 
was working privately and had a little space in Castelli’s building where some of the art packers were. I 
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can’t remember their name. She had a tiny little space there. So she was representing Brice Marden, I 
know she was very involved with that, and then David Salle, and she became the really big thing in New 
York during that period. Now, whether that was at the same time as the recession, I don’t remember, like, 
when she had established herself as really the place. 

MOON

I think by the mid eighties, like ’86, things were going okay. 

MILANT

Yeah, but the recession was earlier than that. It might have been after the recession. Well, it was the same 
period as like Jedd Garet, when we showed Jedd Garet. He was part of that whole—and Joan Nelson. 
They were both showing at Robert Miller and Mary Boone, and who else, Metro Pictures. They were kind of 
some of the powerhouses, and Marian Goodman was already starting her gallery mostly showing 
Europeans, though. It wasn’t the same kind of thing as Metro Pictures and Mary Boone, that kind of energy 
with a certain group of people, and then you had the East Village come on. Before that, you had—I mean, 
the driving force—New York really didn’t have much happening for itself, so they didn’t have anything to 
really promote, and so they brought in the Europeans. They brought in Germans, they brought in Italians 
and a few French, and that was that period with Clemente and—

MOON

Neo-expressionists. 

MILANT

—Immendorff and the figurative guys from Germany, Cucchi. And then the East Village started up, and 
then all of a sudden they had something to promote, so they stopped showing these people. It changed in 
New York. So the East Village, a lot of it was artist-driven. I forget now. I know that Meyer Vaisman was 
involved with International with Monument. I think that’s what he started. A couple of other artists started 
Civilian Warfare. I mean, that was a whole ‘nother big scene, right? So I don’t know if that was like ’82, ’83, 
or what period that exactly was. I think that it was probably after Mary Boone had established David Salle 
and these people. I don’t know. 

MOON

So an art fair like the Chicago, was it the Chicago Expo that kind of—

MILANT

No, it was called Art Chicago. 

MOON

Art Chicago that helped to create—

MILANT

Well, that was the first major American art fair. I mean, it was like Basel in America. I mean, this was the art 
fair in America. It was like the Basel in America, so all the international galleries and collectors and stuff 
would come to it. 

MOON

What about the history of Los Angeles and art fairs? 

MILANT
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Well, I kind of already mentioned the one that was good that—the one at the Convention Center in ’86. 
That was the first big art fair. 

MOON

But that was a one-time? 

MILANT

No, it lasted about five years. And there’s been other attempts. They had the photo fair. That started, and 
that seems to hang around and be doing—still there. What else? There was this concept at one point. That 
must have been—it was called International something or other, and I think it started by Bill Turner. A 
couple of other people started talking about it. Because art fairs are very expensive to do. A lot of people in 
L.A. couldn’t afford it or didn’t want to spend the money or take the risk to do an art fair, so they came up 
with this idea that we would—and I think it was based in summer—that the galleries got together and talked 
about it, and that we would invite another foreign gallery or another gallery from outside of L.A. to use our 
space to do an exhibition, and that was instead of going out and participating in your own booth in one of 
these big fairs. So the first year was pretty cool and the second year was okay, and then that sort of fell 
apart. But some of it was because the qualities got less. I mean, for instance, like Marcel Dzama, you know 
his work? 

MOON

Yeah, the Canadian. 

MILANT

Yeah. I mean, that’s how he got known. 

MOON

Royal Art Lodge, I think the group was called. 

MILANT

Yeah, that’s how he got known, because Richard Heller was the first to show him in his space because he 
gave the Royal Art Lodge the space, and the drawings were forty bucks. Then you had the Art LA. There 
was one, and then that got into trouble, and then the guy that runs it now, Tim, he took it over. I think Steve 
Cohen established Contemporary Art Fair in LA, and then this guy Tim, who worked for Steve, took it over, 
and it’s now called Art Contemporary LA, which shows at the Barker Hangars. So that’s the only fair we 
have for contemporary art. It’s hard to know how it’s doing. 

MOON

I wonder if we could talk about your—how did the acquisition of your archives at LACMA come about? 

MILANT

I think that Ebria Feinblatt was the curator of contemporary prints, and she’s the one who initiated it. Rusty 
Powell was the director at the time, and Rusty, I think, was one of the best directors LACMA had had, and 
he was very excited about it, so that’s kind of how it happened, and it’s a gift donation. I think it was in ’86, 
but they didn’t do the show till ’96 or something like that. I think the original grouping was about 450 pieces, 
and now it’s probably—I don’t know how many more. 

Then they did the great show and catalogue and actually got fantastic response, I think, because it was the 
first time there was a major exhibition of California artists at LACMA. I think the town really responded to 
that. We kind of got pushed off on the press because that was the same opening—the night before, Larry 
Gagosian opened up his new space here, and the next night was my opening at LACMA. [laughter] Guess 
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who got the bigger photo? 

MOON

How did the exhibition come about? 

MILANT

Well, Ebria was no longer involved at that point, so Bruce Davis was the one who was the curator, was in 
charge. So it was his responsibility. Then Rusty had already left the museum, and Stephanie Barron was, 
like, acting director at that time. Gemini had had a previous exhibition there. Their archives are at the 
National Gallery, but they had a big show at Gemini before that. I don’t know when they gave the archives, 
but I mean before my show, Gemini had a show at LACMA, and it was in the Anderson Wing. And when 
my show came up, we met with Stephanie Barron, and she said I wasn’t getting the Anderson Wing and I 
was getting three small galleries in the print department, so that was pretty tough, because you wouldn’t 
have been able to show very much. Then Sobieszek—do you know him? He came out from New York. I 
don’t know if he was—I think he might have been at the Met. He’s a very, very powerful photography 
curator who LACMA hired. So he had come to see me, and he was just very energetic and everything, 
great. I think either Bruce talked to him or somehow he found out I was only getting these three small 
galleries, so he ceded all of his galleries to the Cirrus show, which I thought was so amazingly generous, 
because of how strong he felt about what we’d done. 

So that was then possible to have a larger exhibition, and the catalogue was, like, great. I mean, they had a 
young designer. At that time, Mitch-somebody was in charge of the catalogues at LACMA. I really wasn’t 
aware of, like, how important that department was, and he had won a lot of awards for the LACMA 
publications that they’d done over the years. So met with him, and then basically I didn’t have any input in 
that and I didn’t have any input in the show. 

MOON

Not even in the selection of works? 

MILANT

Nope, none. 

MOON

Wow. 

MILANT

So Bruce arranged it, chose the works. He put it into categories, sort of. I mean, obviously, I probably 
would have done it differently, but that was the way it worked, which is kind of common for a lot of shows in 
museums where it’s the curator who decides. The catalogue turned out to be beautiful, and it was won of 
the top fifty books in America that won an award in New York Graphic Society, so that was cool. But they 
haven’t shown any much of the work since then. 

MOON

So your retrospective exhibition happens in 1995. In 1996, one of the first California survey show opened, 
which is the Sunshine and Noir exhibition, but that was organized by the Louisiana Museum. 

MILANT

Lars Nittve and Helle Crenzien. 

MOON
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Do you remember the impact of that exhibition in terms of Los Angeles, the local perception? 

MILANT

Well, since very few people from Los Angeles probably saw it— [laughs] 

MOON

Because it was at the Hammer? 

MILANT

No, it was at the Copenhagen. 

MOON

Oh, it came to the Hammer, though. 

MILANT

Oh, that’s right, it did come to the Hammer. I forgot. 

MOON

Maybe like a year later after it opened in Denmark. 

MILANT

Yeah, right. I remember, right. The only thing I can think of that might have been—is that there were a lot of 
people missing from it, or something like that. It’s interesting, because I just, myself—

MOON

Didn’t leave much of an impression? 

MILANT

It’s not giving me this big impression. [laughter] I remember the Chris Burden police suits. I forgot, yeah. I 
mean, that’s the other thing. That’s the problem with Los Angeles. It’s like somebody else is deciding—

MOON

How to represent it? 

MILANT

—how to represent this town that only went and talked to a few people, and that’s how that show was put 
together. So kind of a lot of it is based on the Ferus Gallery, still, and those artists, and then a few after 
that, kind of the set group that’s been pushed along. That’s why I was saying earlier I think it’s really 
important for someone to really look at all the stuff that was happening here in L.A. in the seventies and the 
eighties and nineties and try to make another dialogue or see if there’s enough there to make another 
dialogue in today’s eyes, and what effect some of these other things that happened here might have had in 
the world, except for the known ones who’ve been promoted over and over and over for thirty years. 

MOON

You are thanked in the acknowledgments, but did you feel like you didn’t ever have like a real 
conversation? 
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MILANT

I had one conversation with Lars Nittve, and it took me a long time to get him to come to see me. He finally 
came, he and Helle. I opened up the door, I could see his eyes were stone cold. We went into the 
storeroom, we sat down at the table, started to talk about things, shows I’d done. He says, “No, no, no, no.” 
And I said, “Well, what about Guy de Cointet?” “No.” He looked at me in the eyes and he said, “You know, I 
don’t have to be politically correct here, Jean. I spoke to over 250 people in this town, and nobody 
mentioned your name.” That was pretty intense. So I guess I didn’t exist in his eyes. I think the second 
version, the Paris version, well, that curator was not brought by to see me either. 

MOON

This was the Pompidou show? 

MILANT

Pompidou show, right. They did include Guy, though. I met her at LACMA during an opening and she was 
with Lyn Kienholz, and I said to Lyn, “You know, you’ve got to include Guy this time.” “Oh, yes, we’re going 
to show Guy, we’re going to show Guy.” So that show, I think, then also had a really negative reaction by a 
lot of the artists in L.A. because it was the same mentality again, and I think Lyn Kienholz spent a bit of 
time and she produced that catalogue of all these L.A. artists. 

MOON

LA Rising? 

MILANT

LA Rising. That was because of the reaction against the Pompidou show. 

MOON

Oh, interesting, to try to create a comprehensive—

MILANT

Left so many people out. So this was kind of a makeup. [laughter] I don’t know. I guess there aren’t that 
many shows of of say New York, right? 

MOON

No, nobody would dare to do that. [laughter] 

MILANT

New York at the Louisiana Museum, New York at the Pompidou. [laughter] 

MOON

So what about—so another notable thing that happens in the nineties is the rise of the Internet. Did that 
affect the gallery and how it was running? I mean, did you have a website right away? 

MILANT

I think we had a website very early on, 1996, and the reason we had a website was the Information 
Institute at the Getty, I forget the woman who ran it, but she had this program called the Faces of LA, and it 
was a public library system, Otis, maybe a couple other schools. Mainly it was the public libraries. The guy 
who was running it was a friend of my assistant at the time, and they’d been meeting for many years in the 
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boardroom at the Getty and they didn’t do anything. He brought me in. He sent someone, came down and 
said, “Dave, we want to digitize.” Because they were trying to establish a digitized standard for museums 
and libraries and everybody of how you say about this kind of art, how you’re going to number it, identify it, 
inventory it so it’d be consistent everywhere in the world. So it was one of the big things they were meaning 
or trying to work on. 

Then they were developing a software that would search by images, which has never happened, but they 
were working on that. It didn’t exist at the time. So finally, they came and they took—I showed them 150 
photos or something. Then they said, “Well, we’d like to see more.” Then it ended up they digitized 1,500 
photographs from my history, and they had this company that was doing this with other people, too, so, 
like, trying to develop this database. So it was very early on in that whole kind of thinking. So like these 
people were high-end, so they were putting the stuff on discs in three different formats. Then they still didn’t 
do anything. We finally got the situation, “Well, let’s do a website for the Getty Faces of LA,” with all these 
people. So everybody had to donate—or not donate, but give them thirty or forty images, I forget. Then 
these images were all compiled and digitized, and then a search engine was made to like—so you could 
put in “baseball,” and then anything from the public library here or there or an art gallery that had a painting 
related to baseball, whatever, would come up from what we all put in. So it was a test, in a way. I don’t 
know if you can still access that on the web or not, but it was what happened. They had hired a young web 
designer. I was the only for-profit person involved, so the mentality was really very bureaucratic before that, 
very stodgy, not wanting to really commit to anything, not doing anything. So I know I was sort of kind of an 
agitator in that situation. Anyways, they got it done, and I hired this designer to do my website. 

Right off the bat, my idea was that this is the Information Age, so the website’s about information. It’s not 
just about how cool you are, whatever. He wanted to do it in a way that I couldn’t afford at the time, but he 
wanted to do it—there were very few softwares that were available to make websites at that time. And a 
dynamic website is what he wanted to do, and I didn’t have the money to do it. I wish I did, but it’s where 
like the webpage is built on the fly, so you don’t have many webpages. You have maybe four webpages, 
and that [unclear] clicks on something, then the webpage then draws from the databases and puts itself 
together. And that still exists today. That’s like called a dynamic—it draws from a database, so even 
WordPress works that way now. You put everything in a database, and then it pulls from the database to 
make the page. Well, so we designed the site, and I wanted it to be very, very maneuverable, and I wanted 
every page to have a link to every other page so no matter where you were on the website, you could 
always get to any other page. So he designed it, and then like two months later, he folded, and I had no 
idea what to do. So, like, someone referred this guy who was downtown. He was from Germany, and he 
was building websites for major companies, and so I went to see him. So he helped me just get some 
changes that I needed to do for the next shows, or whatever, and then he told me I should buy this 
software called GoLine [phonetic] that was German, but was taken over by Adobe. So we bought that 
software and we learned how to use it. It’s very simple, and we are still using it today, even though they 
don’t support it anymore. So a lot of people had come into early on how—and galleries didn’t want to have 
websites then, just didn’t want to reveal information. We put the prices, everything on there. A lot of people 
commented about it, and we have a lot of people coming to it still, and they spend time on it because 
there’s a lot of content on it. Now, of course, it is very, very dated-looking, and there’s all these new ways 
of making websites with all these simpler softwares and stuff like this, like WordPress. Even at that thing I 
was telling you, I was at Tamarind giving a talk to these young kids, mentioned something about the 
website and this problem of having to change now. Dreamweaver was the standard for making websites, 
and they, “Oh, no one uses Dreamweaver anymore.” [laughter] 

So it’s a constantly changing field, which is one of the challenges of it, because it takes a lot of time and 
energy and money to do something, especially when you have a site as large as ours, to convert it into 
something new. We just actually had a meeting last week with two young kids from CalArts who have a 
background in computer science and then they got involved in design, etc. So we know we have to 
redesign it, and it is very important. I mean, it’s truly hard to believe, but when Saatchi started his website—
I don’t know if you’ve ever seen it. 

MOON
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With a lot of artists’ names? 

MILANT

Yeah. I thought, “Okay, this guy is so brilliant,” because it’s not like any of the other websites. And, of 
course, all the so-called important people think it’s trash, and I thought, “He knows what he’s doing. He 
comes from an advertising background. He comes from this world. He knows what he’s doing,” okay. So 
anybody could put their stuff on there, any gallery could put their stuff on there and have a gallery section. 
Then he started changing it, things around, to, like, contests and dating and all kinds of stuff. [laughter] 

Anyways, he sold the site, but still retains the name for himself to use a different way. He sold it this year 
for $17 million to this guy. They moved it to L.A., first of all. Five, six years ago, they moved it Chinatown, 
and they brought the executives over from London to run it. A young artist that I worked with, Aaron 
Wrinkle, who did my PST show, was working there a little bit, and he knows my ideas because we talked 
about it during PST show, because there was a digital concept involved. So he told this guy about me and 
he showed him my website, and he said he wanted to meet me. Well, never happened. He was going back 
to London, whatever. It never happened. He got fired, and Saatchi hired some guy from Silicon Valley. 
There was an article about this recently. I went to a meeting down there at their offices now in Santa 
Monica, this big building they have there, and the guy comes out of having major money from some things 
he created in either software, website, or something like that, so he’s backing. He bought it from Saatchi. 
The article that someone forwarded me the other day says they made $130 million in sales last year off the 
Internet site, of art. So are people using the Internet to buy art? Yes. 

MOON

Is that true in Cirrus’—

MILANT

That was in the Financial Times. 

MOON

—in Cirrus’ case, or is [unclear] different? 

MILANT

We’ve had people come into the gallery who are prepared to buy something from being on the website, or 
they come in, they say, “I’d like to see this. Do you have it? Can I see it?” They saw it on the website. Or 
there are people who just call and say, “Is this available? What’s the price?” And you can negotiate over 
the phone, and they will buy it. 

So, yes, I think we need to develop it better now because its look is old, and I need to think of more newer 
ways of working on the website. I don’t want a cookie-cutter website like all the other galleries have, and if 
you look, there’s like three or four versions that they use. I want my website to be an artwork, too, so I want 
to be used as a medium, and so I’m trying to think of ways of engaging people. 

MOON

Artists? 

MILANT

Yeah, artists, people, everything. That’s what it’s about; it’s engaging. And if you just put up a picture and 
that’s it, it’s not engaging, really, and this future of this medium is to engage people. 

MOON
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So you mean some sort of interactive? 

MILANT

Not necessarily interactive. Well, that’s part of it, but it could just be—I think it’s almost like Twitter or like 
Instagram. These things are starting to—you get people to follow you. They follow you because they’re 
interested in what you’re doing. So what’s out there that’s interesting to put on the site to get people 
interested in what you’ve got. So how do you think about that? It’s not any longer just putting up a picture of 
a piece of art. That’s not very exciting. So you have to find out ways to figure out how the site can get 
people to actually engage with it, the site or the piece or what you’re saying, or whatever. That’s what I 
think. And this is what I tell my young artists, because no one’s going to galleries, and how do you get 
someone to come and see your work? Do you think ten people’s enough? [laughter] 

Well, it’s a very important part, because they want to know who you are, and the only one who can tell 
them who you are is you, not me as a gallery dealer. I can present you, but I’m not you. So you have an 
opportunity in today’s time to engage directly with your thoughts and your work, and if you do this 
consistently, you might get people involved with you, and you develop your own personal network of 
people who are involved with you and your ideas. That’s, I think, very important, and I think people do want 
to do that versus just going to a gallery and seeing a show. And that might mean that if you are successful, 
that those networks develop crazy now. I mean, the other day, I was reading in the Times about this guy 
who has 55,000 YouTube channels, and that’s his business. It’s big. It’s multimillion-dollar business. He 
helps people with their YouTube channels and how to get them out there and how to get them seen, and all 
this kind of stuff, and he’s talking about it’s not just about making a viral video, it’s about making a video, 
and maybe it goes viral. So it’s about the content; it’s about the presentation; it’s about all these other 
things. It’s like making a work of art. It’s not like your intention is for it to go viral. We’re doing more 
Tweeting and more Instagramming and more Facebook. We do Facebook and Tweet every day that the 
gallery’s open. Now we see people—like I looked this morning, and we have four new followers on Twitter, 
so almost every other day now I’m getting someone following me on Twitter from something I posted. 
Today we had Hyperallergic re-Tweeted one of our Tweets. Well, Hyperallergic probably has a huge 
following, thousands, so that meant it went to all of his thousands just from my one Tweet. So that’s kind of 
how it works. If other people re-Tweet it, then you reach all of their people, and then they may start to say, 
“Oh, I should follow this person,” because it shows where the Tweet came from. 

So I really think it’s about this—in a funny way, I guess some people think the Internet is this large group of 
people they don’t actually reach on a one-to-one basis, but I don’t think that’s necessarily true. There can 
be some kind of dialogue. 

MOON

Dynamic. 

MILANT

Yeah, dynamic, right. So I’m just trying to say to artists, “This is something that—realize this is the world 
today.” So, yeah, if I had a lot of money, I would really want to do a lot more things with these thoughts and 
tying them to events or tying them to actual pieces or tying them to physical things or getting people 
involved in making physical things. It’s just sort of like putting it all together, I guess, test it, take things out 
there and see what you get back. 

MOON

Do you think that this kind of thinking has reflected—I mean, what about the list of artists on your gallery 
roster? I mean, are you constantly looking out for artists to add to the list? 

MILANT
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Well, we are now, and the history’s the history. Whatever I did, I did. But now I have a different kind of 
attitude, and I kind of think that whether it’s going to work or not, I don’t know, but we have a discussion 
with our studio visits and a lot of it does relate to thinking about the Internet, thinking about doing projects 
on the Internet, thinking about social media and that they must have this involvement, whether they’re a 
painter or a sculptor or a video artist or a performance artist or whatever, and that this is very important, 
and that I don’t want to think of my business or them to think of the business as an artist-dealer 
relationship. I don’t really want to hear any of the artist lingo that’s been passed on forever. 

This is a one-to-one relationship like any other business deal, and that it’s got to be a positive relationship 
for both people and a win-win situation, and if you don’t go in with that thinking, then we’re not interested, 
and that they have to be collaborative. So I want to build a group of people that can work together at 
certain points with certain concepts or ideas that we discuss, come up with a project because we feel it’s 
important, and then to work on putting it out there, seeing if we can get funding for it, where will it happen, 
not restricted to any one location or way of presentation or multiple ways of presentation. But it’s not longer 
just about you and your art; this is now about an idea that we’re creating as a work together and going out 
there and doing it. 

MOON

How long would you say you’ve been thinking in this way? 

MILANT

Long time. I mean, it changes every day, right, because you see new things happening every day. Right. 
But I did try to establish a visual media think tank at UCLA ten years ago, at least, I think. The development 
department was very interested. I had to be vetted by this guy, Robert Winters, who bought all the 
computers for all the university and was involved in that, but he also was a music teacher, and he had 
already got involved very early on with the Internet and digital with his music and had formed a company to 
do digital stuff. He said he liked my ideas, I was right on. That’s a long time ago. So he okayed it, and then 
it was sent to the art department, and then it was nixed. Then I tried it at USC last year, to present the idea, 
and they said it was too large. The dean’s no longer there that I had that conversation with. The new dean 
is actually coming from the music school, and from what I’ve heard from the art people, they don’t want to 
talk to her, so some people have taken leaves of absence. They just don’t want to dialogue with her 
because she’s not fine art and they’re nervous, I guess. Then Dr. Dre gave them $50 million to do a media 
thing. 

Then this is very crazy, but I went to the Moses opening on Friday at Irvine and there was a dinner later, 
and this girl came, sat next to me, and she was, like, hired by the university. She’s in charge of marketing 
and fundraising and all this for the whole creative end of music and dance and art and all this stuff. She 
looked like she was in her thirties or whatever. So we start talking about various things, and then I brought 
up this, that I was thinking about this, and she was going, “I can’t believe you’re talking about this, because 
we had a meeting yesterday about it at the university, and that they’re hiring people, and that there’s going 
to be a whole new shift, that the departments have to be able to work together. They have to collaborate, 
whether it’s science or dance or art or whatever.” So I think a lot of the universities are kind of trying to 
break apart this business school, art school, music school, dance school kind of concept, and realize that 
these things are all starting to inform each other today in the world out there already and what people do. 
So it’s interesting. 

MOON

Because of the mediation through technology. 

MILANT

Right, through technology. 

MOON
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Yeah, and the publics that can be reached. 

MILANT

And access, and on a global basis to anybody that has access to technology, right. So it doesn’t have to be 
somebody who has an MFA or has got a dance career. Like, you don’t know who these people are who are 
following you on Twitter. You don’t know what their backgrounds are. Maybe they’re not all fine arts that 
like one of the Tweets but are interested in seeing more, and then they may not stay with you very long. 
Down the road, they may say, “Well, this is not my thing,” or something, but that’s why I’m talking about 
engaging. You have to figure out ways of engaging that many people can somehow participate from 
different backgrounds too. 

MOON

Well, just thinking back on the kind of art that was being shown at Cirrus but also elsewhere, it seemed like 
in the seventies, it was pretty experimental in terms of materials, installation. 

MILANT

Performance video, that it was new. 

MOON

Yeah, and it just had this kind of air of being very unexpected. But it seems to have changed beginning 
maybe in the eighties and nineties. 

MILANT

I don’t think you see that that much anymore, right. But basically it’s because when I start talking to artists, 
too, about the ideas of the Internet, they were saying to me, “It’s not art,” okay. “What do you mean it’s not 
art?” [laughs] I don’t know if Man Ray was looking at a new camera lens, or a new this, or a new that, 
saying, “Well, I can’t use it because it won’t be art.” That’s what I say back to them. I say, “When Bruce 
Nauman got his first video pack when they were first available to the world and he did these things, but did 
he put it out there saying it’s not art, or did he say it’s art? He didn’t say anything. He said, ‘I made this, and 
it’s an art piece.’ Right? By the fact that he made it. So why do you think the Internet’s not art?” And they 
don’t have an answer. 

It goes back to the whole thing about these models all being broken down now. It could be positive or 
negative. We don’t know, but it’s not going to be the same in twenty, thirty years from now. So it’s not that 
easy, I guess, to answer the question, in terms of getting people involved, visual artists. And they’re not 
that experimental, obviously, and if they’re experimental, they’re trying to merge with film or music or 
something like that, I feel, and they think that’s experimental, but I don’t think it is that experimental. 

MOON

Going like horizontally by mixing disciplines as opposed to—

MILANT

Right, like Abramovic and Jay-Z, or whatever, and Gaga and Abramovic, right. And Doug Aitken. Well, 
Doug Aitken seems a little bit more interesting. 

MOON

Going into sound. 

MILANT
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Yeah, and also taking art out on the road with his train-to-train, “Station to Station” thing. I mean, that’s 
what he talked about. It was like taking art out of the box. Obviously, it got a lot of response, engaging, and 
people came to see it. 

MOON

Yeah, and now he has a huge show at Regen Projects at this very moment. [laughter] 

MILANT

Yeah. Well, it all works together. Do you think there are more people who will go to a show at Regen 
because of the “Station to Station,” or less, or the same amount of people that would normally go without 
the “Station to Station”? I think there should be more, I would hope. 

MOON

Yeah, more, but it was also different people, maybe. 

MILANT

Well, but there are people that might have been affected by that project that are in L.A. that go, “Oh, wow, 
this is the guy that did ‘Station to Station.’ Let’s go see what this is about.” And they might not have come 
from any fine art background or anything. So that’s what I’m talking about engaging to get people to know 
who you are and see who you are. I don’t know. I don’t know anybody talking about—in the seventies, 
whether they talked about video that way, as this was a new medium that they were going to be able to 
engage more people with. And they did have the early-on video rental program. Sonnabend had a major 
video library that you could rent the tapes or you could buy them. 

MOON

What about the role of art schools and the kind of art you see coming out now? So, I mean, I know that art 
programs were being attended by artists in the seventies, but now it seems to be even much more 
entrenched and institutionalized in terms of artists showing at galleries definitely having an MFA. Do you 
think that it’s led to art that is a little bit more exploratory, or not necessarily, or maybe just the sheer 
number of artists has increased because of it? [laughs] 

MILANT

I think that’s correct. A lot more artists, right, a lot more galleries, a lot more artists, a lot more collectors. 
So that has really increased a lot. I don’t know how to answer it. I mean, I don’t think it’s actually forward-
thinking enough, so that’s a problem. Like, they’re not talking—I mean, none of the art students seem to 
say, “Well, this teacher said we should really be thinking about like what we just talked about, engaging this 
current world in the twenty-first century and what we’re going to be doing fifteen, twenty years from now.” I 
mean, they’re basically saying, “Let’s get a gallery,” and that’s it. And since there’s more and more 
consumption of art, that’s certainly a possibility for people because there are a lot more people that they 
can get support from than there were before in the seventies for visual art, contemporary visual art. 

But whether any of that material that’s being made will have any impact fifteen years from now and thinking 
that’s going on in the world, I don’t know. I don’t know. Did Rothko have an impact, and if his impact was 
strong, how many people were impacted? Because it’s a very elitist and very small world. Now it’s a 
different situation because it’s a bigger world and many more people involved in it. Are they really looking 
for that or are they just acquiring a piece of art? So they might not be coming to that work because they 
think it has some impact or reason for being what it is, other than acquiring it and putting it on your wall or 
making money off of it. That’s what I think is being lost by the schools, is that it’s not out there because it’s 
not reaching the people and not saying enough, and it’s not using the newest techniques to be able to do it, 
because things have changed. There might be better ways of doing it. I don’t know. I’m not a teacher, so 
I’m not part of it on a day-to-day basis of what happens, but it seems to me that most of the people we see 
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that are just coming out of school, they’re just really focused on trying to build a career right away, their 
professional career, right? And they make their judgments based on other friends or artists that they’ve 
seen how they’ve made it in the past, and that those inform their decisions versus it all being about the 
ideas that they’re making and those generating the return. It’s like the guy was saying, you’re not going out 
to make a video viral; you’re going out to make a video that may go viral. So I don’t think that that’s 
something you see—I don’t know—from the schools. [laughter] 

MOON

Okay, all done. [End of October 13, 2014 interview] 

1.6. SESSION SIX (October 20, 2014)
MOON

Okay. So this the sixth interview with Jean Milant, and the date today is October 20th, 2014. I thought we 
could start by talking about your gallery exhibition history after the move downtown, and one notable 
aspect is you start to show more New York artists, which is interesting because you had originally started 
Cirrus wanting to showcase L.A. art and artists. So, for example, in 1980 you show etchings by Donald 
Judd, Lynda Benglis next year, Eve Sonneman, who you mentioned was represented by Castelli in New 
York. 

MILANT

Right. Well, I think that kind of one of the things that I realized was that—well, it really wasn’t until probably 
1986, but when the event of the computer actually started to get into the hands of the general populace. So 
you start to see the artwork. Communication is very rapid then and people knew what was happening all 
over the place, and there wasn’t the kind of like specialness of Los Angeles art or Southern California art 
that maybe one saw in the seventies and really kind of you didn’t see a lot of that work happening anyplace 
else in the world. So now people were where it was more on the same page. So if you saw something 
happening in New York, you’d also see it happening out here, you might see it happening in Europe a bit, 
and so I didn’t really feel there was a point anymore to focus on one city or California. I think you see that 
to a great extent today, happening even at a faster speed than it happened in the beginning. So once 
everybody got connected, then the whole thought processes is globalized and everybody is aware of 
what’s happening every place else. 

And you have the fairs, which multiplied over and over and over from when I started in the seventies, it was 
Cologne and Basel and FIAC, and now there’s probably a fair every other week someplace, and truly there 
is. I mean, it’s mindboggling. Frieze just closed, then FIAC opens next week, I think, and then the 
Independent opens in New York in November. It’s just like on and on and on, so you’re constantly having 
this information overload of what’s happening in the art world and on all kind of levels from the very mega 
galleries to young, brand-new galleries. So it doesn’t seem to be a point to focus on one place anymore. 
But I think that was the beginning of it, the beginning of the thought process. So I did start to work with—I 
think I mentioned earlier that Michael Kohn, I had produced a print, a book that I thought would be 
interesting, because no one was really documenting who the publishers were and what they published 
worldwide. So I formed a company, Contemporary Art Publications, I think it was called, and we produced 
this book called Artists Prints, and I contacted most of the major publishers in the world, and they sent me 
information about what they published, and it was supposed to come out every two years. We only got one 
copy out, and then Xerox Company, which owns a large publishing company, somebody else came along 
and they backed this woman big time to do a similar thing, but kind of with more low-level prints. So that 
was another aspect of, like, you could see kind of what was happening in the publishing world. And it was 
definitely curated, because we then just accept everybody. They had to be a serious publisher with a 
serious business. Couldn’t be somebody who published in a school or whatever. 

MOON

And these publishers were located, would you say, in the U.S. and western Europe or—
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MILANT

Europe, mostly, yeah. America, Europe. I don’t remember if we had anybody from Tokyo. But it would 
pretty much be what the current art world was supporting as major publishers in the art world. Also when 
we had our archives at the Los Angeles County Museum, that show, they wanted to do some programming 
around my history, and I said, well, I wasn’t interested in doing that specifically about myself, but I thought 
it’d be a good idea, since L.A. was kind of the founder of the whole print revolution with Tamarind and then 
Gemini and then me and etc., etc., and so I thought it would natural for Los Angeles to be the place to do a 
symposium on current thoughts of print publishing. So they did back that, and we invited, like, Jörg 
Schellmann from Germany and Pace, Dick Solomon from Pace, and Crown Point and all the major 
publishers. We had kind of a weekend event, and we flew them in. 

MOON

Where did it take place at? 

MILANT

It took place at LACMA at the Bing. I don’t know of any other symposium in graphic and printmaking that 
ever happened, before or since, with these people being in one place and discussing the current situation 
of publishing. So, I mean, I’m always thinking, I guess, in terms of—

MOON

Getting people together? 

MILANT

Yeah, and trying to move things forward. [laughs] That’s where someone Donald Judd, we showed those 
prints, and Lynda Benglis was like—those were published. I forget who published those. They were, I think, 
published out of Texas or something. They were actually papier-mâché “multiples,” sculptural editions that 
we showed. 

I had done a show of one of the major printmakers in New York, sort of just sponsor his history of Derriere 
L’Étoile, Maurice Sanchez, and he worked with a lot of major New Yorkers. He’s still in business, and he’s 
probably the name. He’s not a publisher, he’s more of a printer, doesn’t really publish prints. But he’s 
worked with all of the major people in New York, and so we had a show of his prints that he had worked 
with. Donald Sultan, who was very big at the time, showing with Blum Helman in New York. Let’s see who 
else. Brice Marden. Well, I’d actually done a show Brice Marden in the seventies and did a one-person 
show of Adriatics and five plates, they were published by Parasol Press, and then this was a larger 
exhibition. Most of his prints were in that show. 

MOON

Wait. Just to get back to something that you brought up a little bit earlier, the increased level of 
communication, was that around the same time that there was this palpable increase in the number of 
artists who wanted to show work and collectors in galleries, or did that come a little bit later, if you can 
remember, the sense that there’s increased—

MILANT

I don’t think it’s like it is today, but it started probably in the eighties, yes, with sort of the Mary Boone era 
and that whole Schnabel and Salle, Sultan, Fischl, Longo period, where there was—and Jedd Garet was 
included. Then the East Village was kind of going, but there was this sort of like kind of more of a kind of 
market frenzy starting and a show selling out before they opened. I think that’s when that sort of started. 

I think at that point, too, some artists, I thought people were talking about the fact that they felt they didn’t 
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want to really be the isolated artist anymore. They wanted to be similar to, like, a celebrity or a famous 
sports figure. They wanted to have the social life as well. They wanted to have the trappings and whatever 
that meant. You had, like, these artists giving large dinner parties after their openings, which never really 
happened before that I remember, on that scale. And that was the big thing, the right restaurant, the this, 
the that. I think then, obviously, we had the crash, Bonfire of the Vanities, Wall Street meltdown, which is 
also partly already that was the beginning of fueling that kind of purchasing by people in the securities 
industries and the IPO people and young kids who were, like, getting involved in that and making tons of 
money, and they were buying a lot of the art at that time. 

MOON

Do you think as an investment? 

MILANT

I think they were buying it more almost as a social vehicle. So, like, I think a lot of them had no real social 
standing, but suddenly they were rich, had a lot of money. But they weren’t on the same level as someone 
historically really rich, and they couldn’t maybe get into that level, but through art and through association 
with museums, I think they could meet those people and become involved with them, where on their own 
they might never have been able to do that. I think there were multiple reasons. And then some of them 
were buying it early and then selling it to their friends for a profit, so that was the beginning of a sort of 
flipping mentality, which is much larger today. 

But, anyways, you had the meltdown, and so that would have been late eighties, early nineties, I think, 
when that happened, and everything—like, I think in ’86 I made a record sale of an Ed Ruscha drawing at 
the LA Art Fair Convention Center, beautiful drawing, ribbon letter called “Cherry,” and it was $75,000, and 
that was a record price for him at that time. Then after the crash, it was a couple years later, I bought a 
similar drawing for $15,000 at auction that didn’t sell, actually didn’t even sell. So I bought it after auction. 
So that’s how deep it went, you know. And I think, obviously, some of those artists from that period never, 
ever recovered, like maybe Bryan Hunt or Fischl. It might have really been a very serious problem for a lot 
of artists, and somehow Ruscha, some did recover. 

MOON

He rebounded. [laughter] 

MILANT

So now they can go to 350 or 650,000 depending on the word or whatever. Some drawings have sold for a 
million dollars, of his. So I don’t know where we’re ending up here. So it was kind of a big change, and then 
I think in the 2000s it came back with a frenzy, which I don’t think anybody ever expected, and it’s probably 
even at a higher level today than it was then, this whole marketing and moving paintings around. I think I 
read yesterday that this one young artist recently sold—I think it was a couple days ago, I don’t know if it 
was the Christie’s or the Sotheby’s auction, but there was a painting that sold four times in a year, and this 
was the last time it sold was at auction. Four times in one year it was sold by a young artist. [laughs] So it’s 
a different environment. 

MOON

Wait. So in 1986, you have an exhibition called A Southern California Collection? 

MILANT

Right. 

MOON

Was that a kind of a parody of collecting artwork or—
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MILANT

I thought about that show because that was the first year of the major art fair here in Los Angeles, and I 
know from experience of having worked outside of Los Angeles from the very beginning that very few 
people really know what happened in L.A. or the history or the artists from here. So I didn’t know for sure 
what the fair would draw, whether it would bring a lot of people from outside of California to it, but if it did, I 
thought, well, this would be a good opportunity to really kind of give people an insight into the history of 
Southern California art. So I asked Melinda Wortz, who was a curator at the time—I don’t know if you are 
familiar with Melinda Wortz. 

MOON

A museum—

MILANT

Melinda Wortz was married to—her married name was Terbell, I think, when I first started, and her 
husband was the director of the Pasadena Museum out in Pasadena when it had just opened, and she was 
a collector. So she collected a lot of California work. She then divorced Terbell and she married Ed Wortz, 
the psychiatrist who was working with Irwin and Turrell and people like that. So she’s had various 
incarnations, and then I think maybe at that point she was the curator at the Irvine Gallery doing shows 
there. 

So I asked her, because obviously she had a big history and knowledge of California art, to work with me 
on the show. So we invented these collectors called “the McCoys,” fictional collector, and the whole 
premise was that these people had moved from New York, were sent to L.A. The business had sent this 
guy out to L.A., he was totally depressed because he felt there was no culture here and what’s he going to 
do, and etc., etc. So they ran into the art world, met some people, and started collecting and sort of got 
very involved. So that was the premise of the show. Then I didn’t want to just show it in a gallery 
environment totally, so I thought we should turn the gallery into a house. So we rented furniture and we had 
living room, dining room, kitchen, bedrooms, etc., and we used both floors. It was a big show, so I think 
there were over 120-some artists. So we made it look like it was collected over time, so it wasn’t that all 
these artists just gave us a new piece, so it ranged from something being created yesterday to something 
that was done in the fifties. Then we pretty much hung it salon style so it would look like it was something 
that actually was lived in and it wasn’t in an institution. So that was the premise of the show. 

MOON

Got it. And over the years, you start to curate more and more exhibitions, but I guess historically, looking—

MILANT

Well, that’s an interesting question, because what does that word mean, “curate”? I mean, today everybody 
is a curator. Somebody moves things around in their closet and they say, “I curated my closet today.” It 
was like, of course, we curated every exhibition in a way, even in the seventies. I mean, we would look at 
the work and decide what would go into the show and talk it over with the artist. And the installation is a 
very important part of an exhibition at a gallery. If the artist installed it, it would look one way. If the gallery 
installed it, or the director or whatever installed it, it might look another way. So that is curating. 

MOON

Well, I guess what I mean by the use of the word in this context is putting together a group show under a 
specific theme. 

MILANT

Right. I just wanted to make that point, because— [laughs] 
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MOON

You’re always involved. 

MILANT

No. But it’s very important today to what that word means, because it doesn’t have much weight anymore. 
So, yeah, we did also the California Minimalism Show. That was another show curated. I think we might 
have already talked about that. 

MOON

You mentioned that earlier, yeah. 

MILANT

Right. Because everybody sort of thinks of Minimalism as coming from New York, but I think how much 
more minimal can you get than Doug Wheeler or Robert Irwin? And it would be interesting to compare the 
time frames of when Minimalism started in New York and when these people were doing the work out here. 
I think actually some critic from New York—I think it was actually David Zwirner did a show curated by Tim 
Nye on light-and-space people from Los Angeles. 

MOON

This is recently? 

MILANT

Not too long ago, a couple years ago, yeah, called “Átmospheres.” 

MOON

Oh, right, and Laddie Dill was in it or—

MILANT

Laddie Dill was in it, Du Wain Valentine, Craig Kauffman—

MOON

Yeah, Valley artists. 

MILANT

—Peter Alexander. Robert Irwin might have been in it. Larry Bell. And I think it was Roberta Smith, in 
review of that show, mentioned the fact that one should really look into the fact that Minimalism might have 
started on the West Coast. And that show, I think, took New York—they were surprised. I got a lot of 
fantastic response, that show, so this is a whole different kind of thinking, East and West Coast, but people 
that have never seen it before. So how many years is that, thirty years, before that show was showing that 
work in context in New York. 

MOON

When you’re around in Los Angeles, say, in the late sixties, at the end of the sixties, did you hear people 
use the word “Minimalism” in reference to, or the California artists use this idea or the word “Minimalism” in 
reference to their work, do you think? 

MILANT

Page 137 of 160Interview of Jean Milant

10/12/2016http://oralhistory.library.ucla.edu/viewFile.do?itemId=3049741&fileSeq=6&xsl=http://or...



I don’t know if I heard that. It might have been around, but I don’t think it was they—I don’t think they 
associated themselves—

MOON

Well, I think all artists—most artists hate to pigeonhole or categorize their work by a term a critic gives 
them, but yeah. 

MILANT

Also in my mind there’s two different ways of looking at things. In New York they look at it one way, and in 
Europe they look pretty much the same at things. Here, that’s not the case. So, like, those people weren’t 
even thinking in those terms, I’m sure, about how do we relate to that. So that’s why I was saying, also, it 
was a very special time. This work wasn’t being done any place else, and nobody was putting it into a 
larger context from the East Coast. So it more or less just existed as it existed in a show-by-show situation, 
I think. But it was interesting to read that statement by Roberta Smith that she felt this work should be put 
into that and maybe preceded some of the New York people. 

MOON

Yeah. I mean, also in Los Angeles, I guess, even before the sculptural works, you have painters who were 
working in a very reductive style. I mean, so everyone knows about Frank Stella, but someone like John 
McLaughlin is—

MILANT

John McLaughlin. 

MOON

—not as well known. 

MILANT

Right. I mean, even Lorser Feitelson, some of those paintings, right? You can put whatever category you 
want to put her in, but Mary Corse. Did you ever see the very minimal line paintings of Robert Irwin—

MOON

I don’t think so. 

MILANT

—before the disks? Yes. [laughter] Two lines on a canvas. Or the dot paintings. 

MOON

Okay, I know about the dot paintings. 

MILANT

Well, those are, I think, before the disks and then before the larger-scale installations after the disks. So 
that, yeah, and maybe there was one of those Robert Irwin-like paintings in that show, I don’t know, in New 
York. I’m trying to think. There probably were others, I just can’t bring them to mind, that could be put into 
that category too. Ron Cooper, his light boxes. Right. 

MOON
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Do you think that that was one of the motivations for putting together a group show like the California 
Minimalism? Or you also have an exhibition where the theme is the “flat line.” It’s a little bit later, though. 

MILANT

That was kind of like based on hard-edge painting, and just, I think, kind of maybe—I don’t know exactly 
how that happened, if there was—I was thinking of somebody, younger artists, and then bringing it back in 
time. It was a pretty cool show though, actually, and there were people in there that are not that well 
known, but their work stood up. And even people like Anuszkiewicz that had sort of fallen off the earth, and 
now all of a sudden right now he’s kind of being brought back. So it was interesting. And I liked the show 
we did called The Day the Earth Stood Still. 

MOON

When was that? 

MILANT

That was in 1992, I think. Irit Krieygr, she had a bunch of incarnations. She had several galleries, and then 
I think at this point she was working as an art consultant or was trying to get jobs as curating and stuff. So 
she worked on it with me. I had bought some John Baldessari paintings, and one of the ones that I bought 
was like this really huge canvas, and it was a photograph from The Day The Earth Stood Still, the old 
movie, and Michael Rennie was standing in front of the saucer. So that’s how I thought, “Well, this will be 
really interesting.” We were kind of referencing surveillance. I don’t remember all the names. We had a 
Ruscha painting, sort of like Curvature of the Earth with a line saying “Earth.” [laughter] I think—I’m 
blanking on the names now—Burrell was in the show with a piece that had sort of used police face-
recognition technology of the time, sort of like morphing. A woman photographer, she just won the 
MacArthur Award not too long ago, her pieces were sort of about surveillance, too, kind of like these 
minimal photographs. Just blanking on her name now. 

MOON

American or—

MILANT

Yeah, she’s a California artist. She did like some—I owned a photograph that was just sort of like a black 
couch. She’s doing a lot of things now with transparencies and windows and curtains in front of windows. 
She hasn’t shown here for a while. She used to show at ACME Gallery, I think. Chris Wilder was a young 
artist who was getting some attention at the time, and there was a large painting, I think it was green, with a 
little red dot and then a stool in front of it. It was like representing a flying saucer in the painting. And an 
older piece by an artist that we gave his first show to, Raul Guerrero, in the seventies, and it was a 
photograph of downtown Los Angeles, which were hardly any highrises at the time. I think the two buildings 
that were there were the two Bank of America towers, and then there was a flying saucer in the middle of 
them. And that was pre-Photoshop. [laughter] 

MOON

That’s funny. 

MILANT

So it ended up that we didn’t have the Baldessari painting in the show because it went to a big collection in 
Brussels, and so it didn’t end up in the show. Then we started to do these Eye to I shows, E-y-e to capital-I. 
So I thought to have shows curated by people that weren’t necessarily artists or maybe not in the art world 
per se in that way, but more critics or collectors or that maybe weren’t involved in actually making a show 
before. So that’s how that started. So we had writers and we had collectors, some artists, and they would 
choose an artist to show, and they didn’t talk to each other. So I basically just asked them to pick an artist 
they were interested in today for the show. 
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I think we did three of those, and it was a very cool mailer. I did design the mailer, sort of had an old-
fashioned “eye” that I found in some book, sort of graphic, and then sort of a script “t-o” and then sort of 
very Roman “I.” Then the next one was “Eye to I 2.” We just put a yellow “2” over it. [laughter] I think it was 
Ellen Burrell [phonetic] who is now an actress, or Bernstein [phonetic], I forget, but she was involved in 
acting at the time, too, had made a piece from the mailer. 

MOON

You also have shows of some older Los Angeles artists who you knew back in the day, you were friends 
with, like, for example, Ed Moses, Joe Goode—

MILANT

We did some retrospective shows of the graphic works of people. We did Tony DeLap. We did a Craig 
Kauffman print and drawing show, and he, I don’t think had ever had a big drawing show, for instance, and 
he had a lot of drawings. We did a Joe Goode print retrospective. I think these were the firsts. I don’t think 
anybody did this before. A large Bruce Nauman retrospective, Ed Ruscha graphic retrospective. I’m trying 
to think who else we had. Celmins, we did Vija Celmins retrospective. 

MOON

What about your friendships with these artists? Did they grow more distant over the time, like Vija Celmins, 
Ed Moses? 

MILANT

Sometimes, yes. Right. Some like Vija Celmins moved to New York. I mean, we were the first to—I thought 
we were very close in those early days, and then I actually had sold her work from other shows because no 
one was kind of buying it, so I had sold some drawings to Donald Marron, a major collector in New York, 
from a show she had in London at Felicity Samuels, who was coming to L.A., and she showed quite a few 
California artists in London at that time, and Kenny Price, Larry Bell, I think, Vija Celmins, maybe Ed 
Ruscha. So she was coming out and looking around, and she was one of the new hot contemporary 
galleries in London. I sold a drawing to Harry Anderson. It was his first purchase of a Vija Celmins. 

And at that point, I was friends with David McKee in New York, and he had a small gallery in a hotel on 
Lexington Avenue, and he wasn’t really aware of Vija and wasn’t that interested after we—he sold a lot of 
work to “Hunk” Anderson, and I think after that point of that sale, he became involved with Vija, and then 
Vija moved to New York. She took Craig Kauffman’s loft in New York with Craig Kauffman decided to come 
back, to give his loft up, in SoHo. So she moved to New York, and she’s been there since, so we have very 
little contact with her. Also the last lithographs she did were ours in 1975, and those were included in her 
retrospective exhibition at MOCA. Very few times are prints included in a retrospective exhibition of an 
artist, but they are pretty fantastic, and she just said they’re just too difficult. She just has not done a 
lithograph since. And she was very difficult to work with anyways. 

MOON

She’s very meticulous? 

MILANT

Meticulous, yeah. [laughs] Right. So anyways, I mean, people move on. I’m just kind of thinking of like how 
when I first was at Tamarind and how the group of artists that I was meeting, like Ed Moses, Ed Ruscha, 
Sam Francis, Joe Goode, Larry Bell, and that whole—Kenny Price, it seemed to me they were all kind of 
close then, a lot of social interaction and stuff, and now I don’t think you would. 

MOON
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Not so much? 

MILANT

Not so much, right. As people’s careers move and change, there’s a lot of demands and stuff. There’s just 
not much that wasn’t there in those years, maybe. So everybody’s so busy. 

MOON

Maybe also we could talk about—well, one thing that I’m interested in is the perception of artists in the 
historical moment, you know, like when you would show someone like Guy de Cointet in the seventies and 
then—

MILANT

Oh, right, we did the retrospective of his drawings. 

MOON

—have a retrospective later. Can you just talk about how—and now, I mean, in the past, I don’t know, at 
least five years, there’s just been a lot more press, for example, a lot more interest—

MILANT

In Guy? 

MOON

In Guy de Cointet. 

MILANT

Right. Well, at that point, there was nobody. There were very few people interested in Guy. 

MOON

When he was, you mean—

MILANT

Well, in the nineties, when I did that show. No, there was a lot of interest when we were showing him. No, 
there was a lot of interest. But he wasn’t making that many works for sale either in the early years. We did 
the painting show. I think I first met him through Larry Bell. I don’t know if we talked about that. 

MOON

You mentioned that, yeah. 

MILANT

And we did the paper and I asked him how he made his codes, if he had any preliminary drawings, how he 
worked out the codes. And he showed me a few drawings. They looked really cool, and I said, “You should 
really think of this is adding a medium to your practice and do these as finished artworks.” So that’s when 
he started to produce these really beautiful, amazing drawings by hand with ink. So I think it was ’96 that 
we did the show at the gallery, and in the nineties, and—

MOON
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There’s one in ’96, yeah. 

MILANT

Right. Hal Glicksman, who’s married to Mary Ann Glicksman, Mary Ann was in most of Guy’s 
performances, very close to Guy, and she was kind of like the big supporter of Guy, and she was close to 
the family. Hal had fifty-some drawings that they had of Guy’s that they just took to preserve from his 
studio. 

MOON

After he passed? 

MILANT

After he passed away. And he approached me, he said, “Jean, I’ve got all these drawings. We don’t want 
to be responsible for them anymore,” and blah, blah, blah, and would it be a great idea to do a show. So I 
thought about it and then we wrote—the family gave us the rights to Guy’s work for America, and they 
weren’t even involved really at that point. They didn’t want to really get anything from it or whatever. But, 
anyways, it was a really cool show, and I wanted to, like, reference some of his older performance pieces 
as well, instead of just putting the drawings on the wall. So I took, like, the shapes from Ethiopia, one of the 
props used in Ethiopia, and painted on the back wall, and then had divided some other walls in color, were 
very similar to some of the paintings and objects that he had in his performances, and then hung the 
drawings on top of those. There was an interest, and we did sell them. That’s probably after show and after 
the Grenoble show and just the fact that it was starting to build, people getting to be involved with Guy’s 
work, and some older people that had showed him in New York, Barbara Braathen who showed work with 
Robert Freidus—remember I couldn’t remember the guy’s name who showed Guy in the seventies? It’s 
Robert Freidus, and he was the one who Barbara Braathen worked for him. So she was very close to Guy, 
and so she was promoting it in New York, etc., and it just sort of started to build. But there isn’t very much 
material, and a lot of the material, from my understanding, I think a bunch of material was given to the 
Pompidou for the Guy de Cointet Archives. 

Then I got Jay Sanders, he was very involved in Guy, wanting to know about Guy, and then he was at 
Marianne Boesky at the time, and then he left to run Greene Naftali, and so he was trying to get a show of 
Guy. And I think Matthew Marks was interested in working with Guy too. Then Air de Paris was the person 
who handles the estate in Paris, the gallery Air De Paris, and they chose Greene Naftali, so they did a 
small show of Guy in New York. But I don’t think at that point there was that much work available. I know 
the estate had, I think, recently made a large group of work available to the Modern in New York, and I 
think they bought a play and they bought notebooks and drawings and things related to that play, a large 
group of work. They are recreating some of the plays. So I really don’t know if there’s that much available. 
And I don’t know exactly how, for instance, someone like Jay Sanders or sort of these—what his take. I 
mean, he was really involved in performance artists from the seventies. It’s really a big area of his interest, 
and he might have come to Guy de Cointet through Conrad, because they were showing his work at 
Greene Naftali, and I think he had mentioned Guy and some other people he might have come across in 
his research of performance art in the seventies. 

So on the other hand, it’s kind of interesting to think that everything that Guy did was coded, and everything 
that’s around us today is coded with the Internet, and the code is the new language. [laughs] In fact, they 
started teaching it in school, I understand, in grade school, coding, because it is a new language. 

MOON

Although I think didn’t he make his almost deliberately almost indecipherable, if not indecipherable? 
[laughs] 

MILANT
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I think they can all be read. 

MOON

They can all be read? 

MILANT

Yeah. I mean, I can show you an example. I can’t get up right now to get the book, but there are two books 
that give you the code so you can actually read them. There are these drawings—I don’t have it here right 
now, but there are these drawings that’s sort of like a zigzag going back and forth down the page, just one 
black line with a ballpoint pen, and then there’s some text on the bottom, like “… through the night,” let’s 
say. So those are the last two words of that work, and so if you put t at the dot here, and then n-i-g-h at the 
next dot, and da, da, da, da, da, da, and then you put lines up to the top of the page from those letters and 
put an alphabet across the top of the page, you could see where all those other dots may be associated 
with a letter, and you could read that whole scribble, because it’s made strictly by what it says. So I don’t 
know of anybody else’s work whose visual result is translation of a sentence makes the actual image. So, 
yes, I think they can all be read. 

MOON

You just have to know how to read them. 

MILANT

You have to know how to read them. Right. And he comes from a military family, and one of his relatives 
was a general or something in the Napoleon period, so they have this sort of long history of military. I 
remember when I was showing something in the gallery, and I think I might have already mentioned this, 
but we used to have these huge openings, and we had a white floor, and it would be super black and 
cigarettes butts all over at the end of the evening. 

MOON

Great opening. [laughter] 

MILANT

So the janitors would come in at twelve midnight or later. And anyways, one of them was still there in the 
morning when I came in, and he asked me if this guy was in the military, just by looking at the drawings on 
the wall. And I said, yeah, you can read these drawings, and that they’re in code. He said, “Yeah, it’s 
straight from the military code books.” So obviously, someone who wasn’t looking at it as art saw it in 
another form. So that was kind of a confirmation too. 

MOON

Yeah, that’s funny. [laughter] In the 2000s, there are significantly more curated or thematic shows. 

MILANT

Right. Well, at one point we were very interested in trying to really get very involved with video, so we had 
turned one of the back areas in the gallery into a video room and we had some curated video shows. In 
fact, I think we showed Sterling Ruby before he even came to L.A. 

We had an artist, Justin Moore, who we were showing, and he did videos and drawings and paintings, and 
he helped me in the Chicago Art Fair booth one time in the early 2000s. We went to some smaller side fair 
to see what was there, and we saw this video by Sterling Ruby, and so we included that. We decided to 
curate a show when we were there in Chicago, so kind of included that in that show. I don’t remember what 
year that was. I think there were several video shows. Let’s see. This is 2004, there was one it might have 
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been—oh, this The Shadow of Summer Bliss, that was curated by myself and Justin Moore, and that’s the 
one Sterling Ruby was—Siebren Versteeg, he was very interesting, making Internet kind of work that only 
existed kind of on the Internet, so the video was kind of a live-feed-type thing. There were a couple of the 
Chinese artists. Jadach, I don’t know what happened to her. She was very interesting, and she did these 
sort of—she’s Californian, and I think she was working at UCLA and she was working in some kind of early 
3-D environment UCLA was trying to set up, and I remember this video was someone on a train in Eastern 
Europe, and she did, I think, small monitor pieces as well. It’s a really interesting artist that I’ve never heard 
of since then. Enrique Marty, it was a very tough film. He’s a Spanish artist. And Gabriele Nagel, German. 
So these are things that I sort of also saw at various art fairs or whatever that I remembered and then 
included them in this show. 

MOON

Did you stop showing a lot of video work because the artists in general didn’t necessarily continue to use 
it? 

MILANT

I don’t know. I mean, I just didn’t—I don’t know exactly if there was any specific reason—

MOON

Or you just stopped. 

MILANT

—or we just were moving on to doing other things, and I didn’t have anybody to work with me on it. 
Because I’m always looking for the newer, younger ideas, and sometimes it’s hard to find people who are 
very invested in things, who really want to put the energy and involvement into working together on 
something. Everybody wants to curate today and be part of something, but then they disappear, kind of 
like, “Okay, where are you?” [laughter] Because it does take involvement, you know. It’s not a weekend 
event. 

MOON

Do you think that attitude has become more common more recently as opposed to—

MILANT

I think there’s a big difference, obviously, between California and New York. It still hasn’t changed that 
much. And I really feel it’s, one, because of an attitude that’s this California attitude that I think I mentioned 
before, sort of a chip on their shoulder, and that they’re special, they don’t have to relate to the rest of the 
art world the way everybody else does, etc., etc., but also because this is not a marketplace and there’s not 
enough activity going on here to really know what it’s like, so if they haven’t had the experience, they have 
nothing to compare with. And in New York, it’s a very serious thing to be the person sitting at the front 
desk. It’s not a light thing, and you have to know what you’re doing and you have to know what’s going on. 
And you can make a couple mistakes and you’re gone, and there are a couple people waiting for that job 
for free, to work for free. Here, it’s more of an attitude of, well, “I want x number of dollars per year,” and 
then there’s no activity and nothing for them to do so they sort of sit there. They just don’t have the actual 
physical involvement on that level. 

So it’s hard to find people, because they just don’t have it here. I mean, I know someone who’s friends with 
Matthew Marks. She worked for Matthew Marks when he was in a small little place on the second floor on 
Madison Avenue, I remember. And she said that they have a gallery here now, and every day they have to 
email in the attendance, and it’s like one, two, three. [laughter] Where in New York, there might be a couple 
hundred or a hundred a day. So it just doesn’t happen, it doesn’t exist here, so I don’t think there’s a 
seriousness and there’s, like, the work ethic and the competition level and all of that, that exists in New 
York. 
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MOON

Which produces more activity. 

MILANT

Produces more activity and they’re more serious about everything in a way. Not that people aren’t serious 
here, but they don’t have this context of what it’s really like, and New York is the major marketplace for the 
art world. That’s where everything happens, period. Period. And they want to maintain it that way. So 
maybe there’s not as much motivation because there’s not enough competition or something. I don’t know. 

MOON

Well, there’s more and more galleries even now, so we’ll see if that changes things. 

MILANT

Right. Or if they become less and less as we move forward, things, attitudes towards arts change. 
[laughter] 

MOON

And I wonder if I could talk to you about your involvement with Pacific Standard Time and the Getty, doing 
retrospective exhibitions. 

MILANT

Right. Well, they approached everybody that they were going to be doing this show, and they wanted 
people to show work from that period in their galleries. We didn’t get any financial support from them at all, 
and, in fact, we got very little involvement at all, and I don’t even know, quite frankly, how many other 
people from the Getty actually saw the shows that we did, which, getting back to New York, is another 
attitude here. I mean, it’s a forty-year history. You’d think there’d be a lot of interest, just in taking a look 
and assessing whether it’s interesting or not. So I originally—did we talk about this at all? I just don’t want 
to duplicate. What happened is I was interested in doing something about Cirrus’ history during it. I tried 
contacting, and I know some of the people at the Getty, and I never really had any response from them at 
all. So when referred to a young artist who was going to school at CalArts, and he was a big Michael Asher 
fan—in fact, he kind of modeled himself after Michael Asher. He wore the same kind of shoes, I 
understand. Adam Feldmeth. Have you met him? 

MOON

Hmm-mm. 

MILANT

Sort of has his own—I wanted someone to twice a month take me around to studios. I wanted to see what 
was really out there, and I wanted to find someone who could do that on a regular basis, so it would be 
really regimented, every Wednesday, twice a month, that person would take me to see studios. So this guy 
was referred to me, Adam Feldmeth. I didn’t know he was this Michael Asher fan. So it was kind of strange 
when we first met, because it was kind of slow talking and it was sort of like—and now I realize it’s like 
mimicking Michael Asher. But, anyway, so the first studio visit happened, and we went to five studios, I 
think, that day, and each of these studio visits were an hour to two hours long. 

MOON

Oh, that’s long. 

MILANT
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I don’t think we even had lunch. I don’t know, but I think he was interested—it was sort of like our first 
meeting, the two of us, and then I think each visit was interesting, and I think he knew he was learning 
about me, and maybe my take was he didn’t realize that I could keep up or move things forward in a way 
that maybe he wasn’t capable of. So it was kind of they were lively, they were kind of bantering back and 
forth, and yada, yada, yada. So I loved it. It was great. The last visit was with an artist, Aaron Wrinkle, who 
was a very close friend of Adam’s, and he just set me off, for some reason. [laughs] Most of his work was 
conceptual and tried to dialogue about it, and there were always very cryptic answers back, and then at 
one point he says, “Well, I’m entitled to this.” And I just said, “No. No. What did you say? You’re entitled? 
No one’s entitled to anything.” It was very tough. I was very tough. And because Adam was his friend, he 
wasn’t saying anything at this particular [unclear]. That’s how I met Aaron Wrinkle. I thought he’d never 
want to talk to me again. 

But, anyways, then Adam didn’t come up with any more studio visits after that first time, so that was 
disappointing. But then we had had some discussion anyways about that, and I told him I wanted to do this 
Pacific Standard Time, and would he be interested in curating that. He said he wasn’t interested, but he 
thought Aaron would be interested in working with me on it. So we met, and Adam actually came back one 
day and said, “You know, I thought about that and I thought of an interesting title for your show, Once 
Emerging, Now Emerging, because you always show younger art and you always have this history of it.” 
So I thought that was cool, so that’s where we started from, that concept of once emerging, now emerging. 
Then Aaron came and we got involved in starting to work on it. I really, in the beginning, wanted everything 
to be digital, mostly digital. I didn’t want to just put objects on the wall or in the space. I wanted to present 
information in this new format. So the first show, we chose five older artists, and then Aaron brought in 
some younger artists. It was the only PST show that had younger people. And the whole concept was to 
have the younger people respond to the archive and work with that and create something. We put it into 
four segments, two months each, so the first one was Now and Then, the second was Living L.A., and the 
third one was—it had to do with people showing here from outside. I forget the exact title of it now. And the 
last one was Network and something. We don’t have that on this list. Strange that I can’t think of them right 
now. 

So the first one, I had asked John Baldessari, Barbara Smith, Ed Ruscha, and we used Guy de Cointet, I 
think, but I don’t think we put a piece of his in. So it was four. Maybe there were only four artists, older 
artists. And John was really amazing. He gave us this piece that this was the fifth incarnation of it. It started 
out with it was a surveillance piece, and it started at Margo Leavin’s, where he had a camera on the photo 
of the Mantegna painting with the perspective, the guy lying on the slab. And then there was a camera 
watching that room. And then as you walked into another room, you saw yourself looking at the piece. So it 
was a time-delay kind of thing. He recreated it at the London show and the Barcelona show in a different 
format, and so it was four, three, and maybe at the LACMA. 

MOON

Did the retrospective. 

MILANT

Yeah. Then this was a new one at Cirrus. So this one involved where we had painted the wall a color. He 
originally proposed this piece for Documenta in 1975, I think, and they didn’t use it, where they were 
supposed to paint the wall a different color every day and put a photo on it. So he said, “No, I don’t want 
you to do it. Just paint it one color.” And he had a photo from an old history book of the pyramids in Egypt, 
and that was a very small eight-by-ten photo on a large wall. Then as you walked into the other room, you 
would see yourself looking at the photo. Then we created a timeline of all the mailers from the shows as a 
video, streaming video across the back wall. So these mailers were just streaming past on the wall. Then 
Ed Ruscha, he said, “Well, I can’t do anything digital,” blah, blah, blah, and then he says, “Well, what about 
the movies?” I said, “I love the movies.” So, like, we had two movies that he did, and we said, “Gagosian 
will work it all out with you.” So they said it had to be done with an 18-millimeter projector or whatever, and 
needed a projectionist, which I couldn’t afford, so I told them I couldn’t afford that. So then they said, “Well, 
Ed said he’d let you be the only one to put it on a DVD and show it on a monitor,” so they did that for us. So 
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we had that monitor opposite the Baldessari surveillance video, and them the streaming mailers in the back 
wall. And then on the front wall when you walked in, we had various photos of our history from the 
installation of shows, large-scale floor to ceiling. 

MOON

And they would just change? 

MILANT

Yeah, and they would just change, put on a disk. Then we created a movie based on the Barbara Smith 
piece that we did in 1971. She had, like, hundreds of photographs from that piece, documenting it, and so 
we scanned them all and then we created a kind of like history of her making it and then installing it and the 
exhibition and the opening, etc., so that was on another wall. And then we had a video of Jay McCafferty 
that he did in the seventies, which he still is working on, and once a year he takes a video of himself 
shaving in the mirror. Actually, the Getty owns that now, and it’s part of their big video show that they did. 

MOON

California Video, I think. 

MILANT

Yeah, California Video. So we had that on another wall. And then Ramos did a whole piece on—Ramos, I 
can’t think of his first name now, he’s a young artist, he won the Hammer thing recently a while back, or he 
has a residency with them. He works with archiving, archives in a way, and presenting situations, so he did 
a thing on Guy. And then this woman who I think she was at CalArts and I really liked her work, she was 
very architectural, things she had done in her studio with furniture and stuff, and removing the wall in the 
front of their space, and I asked her to participate. She’s Australian. These names just—

MOON

Oh, is that Fiona? 

MILANT

Fiona Conner. So she was fantastic. And I was, like, assembling my archives, and I had boxes and boxes 
and boxes of stuff, and so we had all these boxes out on tables. So she came in and went through all the 
boxes and stuff, and then she chose various objects, letters and things from the boxes, and she recreated 
them like you couldn’t tell the difference between the real one and her recreation, like an envelope or a 
poster or whatever. And then she put the recreation pieces in various locations in Los Angeles and 
photographed them, and then she put her piece in the photo of where she put it in a frame, sort of 
suspended. There were six pieces like that. 

MOON

I saw a version of that, 1301. 

MILANT

Okay. 

MOON

Yeah. There was a group show of representative work of a lot of artists that they represent, and I noticed 
that there was all these documents related to Cirrus. 

MILANT
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Oh, those were the pieces in the show then. 

MOON

Yeah, I think it was, yeah. That’s funny. 

MILANT

And then we had this Swiss artist who was going to school. She might have been at UCLA—no. Melody 
Mousset, she was at CalArts, and she did sort of performance sculpture videos. She kind of like really 
flaked out and didn’t come through with the goods, so last minute, she sent us this photo of her walking 
down the street in Italy or something like that. So I told Aaron, “Okay, this goes out on the telephone pole in 
front of the gallery.” And that’s where we put it. [laughter] 

That was the first show Now and Then. Then Livin’ LA was what does it mean to be an artist in L.A., has it 
affected the work, is the work different than anyplace else kind of mentality. And the third show—why am I 
not—I can’t remember the title. But there were a lot of people who did shows here in L.A., or artists who 
moved here for a particular period, and so I wanted to document that, because a lot of people didn’t know 
about that. So in other words, like Marian Goodman had a gallery here in the seventies on La Cienega, and 
Lynda Benglis moved out here and lived in Topanga and became a scuba diver and that affected her, I’m 
sure. Vito Acconci was teaching at CalArts, and Paula Cooper had a summer gallery out here on the old 
Rico Mizuno space. So I don’t know what—that was in between the various other people who’d been there, 
but it would have been in the seventies. So she put on some shows, a couple shows during summer. So it 
was about that kind of movement, moving, moving around. And then there were younger artists that were 
in that show, too, that—I wish I had all this in front of me, the lists. There was one artist that had 
photographs that were sort of referencing kind of performance artists from the past, but he was going 
around the country, and then you see him in a situation with maybe like a broken down—like a construction 
site or something with the gravel, pile of gravel, and here’s Yves Klein or something jumping off into the 
Seine. And he did that around the country. That’s what he was doing. [laughter] 

Open Network, that was the last show, called Open Network, and that I really wanted to be totally 
referenced, totally involved with digital, so I wanted all the work to be from submission from a website or 
from people submitting to us through the Internet somehow. So I had hired these young two kids to create 
a website for it, and they came up with a really kind of unique way of, like, creating menu bars, which I 
really liked. So we had, like, these five boxes on the site, and each box was actually a menu bar but also 
contained content, and you can move these menu bars around. So if you didn’t want to use one of them, 
you could just put it off to the side and focus on—one of them had, like, catalogs we were doing, one of 
them had videos from the exhibitions, one of them had submissions that you could submit to, and then 
there was a comment box. We were asking for interaction. They didn’t do a very good job at developing the 
site, and it was so late that it was ineffective and it didn’t work across platform, because they were really 
interested in only the newest and certain browsers, so we really didn’t get enough. It didn’t work, so we had 
to kind of go out and ask people to submit things. So we had one wall that was a full-scale, floor-to-ceiling 
projections of the pieces that were submitted. That could have been photographs, could have been 
paintings, it could be videos, whatever. We had another wall that was—we asked people to submit playlists 
for us, YouTube playlists as a curated thing, and then we were showing those on another wall. And we had 
one wall which was projecting our digital catalogs that we were making, and so you could be on a laptop 
and flip through these catalogs. But in essence, that’s what that show was about, trying to see how we 
could work with the Internet and what we could get from it for content, and if there was any interest in 
people responding to the archives that way. So I think there were links to our website, so they could go 
look through past stuff and whatever. 

MOON

I think that website, is it still live? 

MILANT
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It’s still live, but there’s nothing to change. Because these guys, they told us they were developing it so that 
we could edit it, but, in essence, they have the administrative rights and we can’t edit certain parts of it. So 
really I kind of want to take it down, I mean, because it’s totally just sitting there doing nothing. But we’re 
trying to develop, reformat our website, which I think we talked about earlier. 

MOON

Yeah. 

MILANT

So we have a meeting actually tomorrow, I think, with the kids to show us what they think we should do. 
But I was saying and that I really wanted my website also to be an artwork. I just didn’t want it to be a static 
website. So it’ll be interesting to see what they think how that can be done. 

MOON

And you talked earlier about being really interested in trading artwork, such as a website, that it takes a 
digital form. It would be interesting to hear you talk about how the artwork might be preserved for someone 
to look at in the future, as a historical object, or does that not matter. 

MILANT

Because it’s digital, you mean? 

MOON

Oh, no. Does it not matter for you in this moment about what people will or will not be able to see in the 
future because the artwork is about the present moment? Or, I mean, have you thought about the future 
reception—

MILANT

Well, if I had to make a decision, then I would think about it. If there was a way to preserve it somehow, it 
would be there. But on the other hand, I don’t know if I want to do things only that can be preserved. So, 
like, that’s for time to tell. 

MOON

Or maybe that wouldn’t stop you, yeah, from going ahead and trying. 

MILANT

You know what I mean? I mean, it might stop you from doing something. I don’t want to be in that position. 
I’m just interested in listening to people and seeing what they can do. Now, I don’t know if I mentioned to 
you that I went down to the Moses show at Irvine, and then at the table, the dinner, I met—she got back to 
me already, and she said that they have already these kids who have developed this app, that it’s a gallery 
app, and that it is in beta, and they want me to come down after I come back from New York and maybe 
work with them. So it’s just some start that way for seeing what these kids are about, because they have 
this new thing at Irvine, which is—because she was saying it was so fortuitous that we were at the same 
table, because what I was talking about, they just had a meeting the day before at the university where all 
the departments have to work with each other, and they’re hiring some people, and it’s a whole new 
initiative, which seems to be the direction that things are going in some of the schools. 

MOON

Well, actually we talked about you meeting this woman at UC Irvine and there being this nice coincidence 
of both of you were actively thinking how to use media as a way to bridge different communities and 
disciplines. 
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MILANT

Right. Or medias or mediums or whatever. I don’t think there’s anything that’s specific to the Internet or 
digital. It just can be all kinds of things. I looked Saturday on the new museum’s website, and they have 
upped the—I think they call it collaborations or something like that, there’s a section. 

MOON

Yeah, there’s a media center. 

MILANT

Yeah, it’s a media center, and it now lists who’s already been selected and who’s there working. So that’s 
interesting. I just have to go research these people. There seem to be quite a few groups, not that many 
individual, and they already have projects in the works that they had probably before they got there, and it 
seems to be various different things. So that’s kind of possibly what I’m thinking of, like that, and it’s an 
incubator, in a way. So I don’t know. I mean, like this Irvine situation, they do have a thing up on the web 
that I had a link to already, and it’s some kind of gallery app. I kind of looked at it a little bit, and I thought—

MOON

A gallery—what would the app do? 

MILANT

Like you could show your shows somehow. They probably did some software where you could pan or scan 
or see or format information from the shows. I don’t know. But when I looked at the website, I thought, you 
know, Goggle already has this, and Google’s asked us to be part of their thing. They have an art thing, and 
they have a gallery thing, and it’s all in the Cloud, and they have like a preprogrammed software thing 
where you put your information in. And you can have it on your website too. So it’s sort of like a way of 
seeing your shows, I think. I don’t think that’s what I’m talking about, an app that does something like that. 
So who knows. 

MOON

Well, for example, do you think that it would be important for you to have a physical space later? 

MILANT

I think it’s important to have—a physical space might not be necessarily a gallery space. 

MOON

But a room that could be multifunctional? 

MILANT

But some place. Or you might not want to use the same location. 

MOON

Nomadic. 

MILANT

Right. Or I think it’s more specific to what you’re doing. Okay, this doesn’t go well in a gallery, so where 
would it go well? Where is the best way to present this idea? And then find that out and get that secured, 
that kind of thinking. Not that everything has to fit into a type of space, sort of like using the Internet for its 
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purposes and what it can do best, and use the gallery for the same idea in talking about the same thing for 
what it can do best. So if you have physical objects that seem to be better placed in that kind of an 
environment, can be more effective in that environment, but the rest of the idea can’t be seen in that 
environment, then you see it over in this environment on the Internet in a different way, a different angle, a 
different way of looking at it, the same thing. That’s what I’m trying to, I think, think about, is how you can 
see the idea from many different angles and mediums, and each of those mediums is presenting it in a way 
that the other one can’t. 

MOON

You have a lot of options and to optimize your resources. 

MILANT

Right. 

MOON

Well, what about, in your mind, in the future, how are you thinking about printmaking in terms of this shop 
that you do have? And you are working on making prints now with John Mason, for example. 

MILANT

I think I said earlier that, like, nothing’s going, so people are still going to be painting, people are still going 
to be making videos, people are still going to be drawing. I mean, I don’t think that’s an issue. I think it’s 
how. Like I just said a few minutes ago, what can printmaking do with this idea that the gallery can’t, or the 
Internet can’t, and how do you incorporate all these methods that are available to you today, including the 
new tools? [laughs] They’re only tools. So, like evolution, sort of, because I think that, first of all, if you look 
at what’s happening in the art world today, how many paintings are printed? A lot. 

MOON

Yeah, I was going to say, actually. [laughs] 

MILANT

Parker Ito, Wade Guyton, Kelley Walker, on and on and on, Laura Owens. A lot of people are using 
printmaking as part of what they’re doing, and everything’s published now too. A video is published. It’s not 
just shown in a space. It’s on YouTube. You can have a YouTube channel. Right? So I think publishing is 
the key word, not sort of printing. 

MOON

What do you think about a very specific material kind of process, like lithography? Do you think there is still 
use—

MILANT

All of these things will last as long as the physical aspects of making it last. So, for instance, in the past we 
had, if you wanted to do large-scale photograph, I mean, you had to have a huge copy camera, a room that 
you walked into. You can’t find them anymore. They don’t exist. They’ve all been thrown out. There’s one 
down in Orange County someplace, and I think CalArts has one. So when the materials for doing the type 
of printmaking, lithography we’re doing aren’t available anymore, then that’s it. 

MOON

There goes the medium. 

MILANT
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There goes the medium, which has happened sort of in a way over time. But if you go back to the very old 
method of lithography on stone, I think those materials are easy to make, and they probably will be around 
still, versus the ones that were newer techniques in between, from the very first drawing on stone with 
something greasy and then using acid and gum to etch it. Those things are always going to be around, the 
acid, the gum, the grease, the stone. But when they changed plates for printmaking to—you can’t get the 
hand ball-grained plates that you can draw on at a certain point because of OSHA and the aluminum dust 
they created in the process. So they became scarce to get. I think you can still get them outside the country 
or whatever. So then everybody started to use the commercial plates, which are photo plates, pre-
sensitized plates, which you expose something to. So an artist, instead of drawing on a stone, could draw 
on a piece of Mylar, and that would be put on the plate and then exposed to light and the drawing would be 
transferred to the plate for printing. 

Then you used to use traditional film for that, which was used in the commercial industry. But then when 
digital came along, traditional film is going away. It’s very hard to find that today, so now everything has to 
be ink-shop printed. So these are how that goes, right? So how many filmmakers are using film today? And 
is it necessary to use film because of what it does versus what tools are available today? How many actual 
scenes I made in front of a set, or is already made in the computer? [laughs] 

MOON

Actually, I went to a talk that Tacita Dean gave where she was like, “I love film. In my work, it will not die. I 
will only use film.” And during the question-and-answer period, there was a talk about digital and film and 
some in the movie, and then she just posed this question to the audience, like, “Does anybody work in the 
film industry?” This is Los Angeles. It was at the Hammer at the time. “Does the film industry—I mean, 
have you guys completely phased out film? Is everything digital?” And this one guy who works for one of 
the major film companies talked about how actually they do still use film, and it’s because of archival 
purposes. So for films that they think are really important, even if it’s shot digitally, they will sometimes 
transfer to film, because digital technology changes so quickly and it’s unpredictable. 

MILANT

Right. Well, this is the issue with that new tool, and like you asked me earlier, what about availability of this 
stuff you’re going to be doing in the future. Well, you have a choice. You think of it, and is there a way to do 
something to preserve it, but, I mean, even I think it’s kind of crazy to think of it, but all the stuff that is on 
the web, what if something disastrous happens and it’s all lost? It’s a possibility. I mean, it’s not like you’re 
going to be digging up 100 Viking pieces in Scotland like they found the other day. [laughter] It’s not going 
to be there anywhere. It’s not going to be found, and it deteriorates, which is the other thing about digital. It 
doesn’t last unless it’s on, I think, well, maybe, I don’t know, on a hard drive or something. I don’t know 
about the Cloud. I don’t know. That’s in somebody else’s hands. So, yeah, it’s a big issue. 

MOON

I guess also one just has to see what the artists do, because they’re the ones who drive everything, in a 
way. [laughs] In a way. Although they respond to forces too. [laughs] 

MILANT

Right. But I think it goes back to that earlier discussion of, like, time being model changing and that, you 
know, you’re right. These are the people that are going to drive it, and it’s up to them where it goes 
because of what they want to do and what they’re going to use to do it and whether they think about 
preservation or not. Might be an attitude change towards that. There’s so much of it out there already. 
[laughter] And if we’re adding it to it at an exponential rate, is it ever going to be found anywhere? It’s could 
be like the ark in the Raiders of the Lost movie, left away in a warehouse where you can’t find it with so 
many objects. 

MOON

Page 152 of 160Interview of Jean Milant

10/12/2016http://oralhistory.library.ucla.edu/viewFile.do?itemId=3049741&fileSeq=6&xsl=http://or...



In your life experience, have you found that there’s a significant number of people who have established 
galleries who have art backgrounds or are artists, or do you—I mean, just in terms of the people you’ve 
met and your circle of colleagues and friends. 

MILANT

I don’t know if we talked about this, but I think during the seventies was the first time that people who didn’t 
have money and artists actually got involved in that end of it. I think before that it was really strictly a 
gentleman’s business, and either these people were collectors or very wealthy, or they weren’t artists that 
were driving it or working at it. I mean, I guess if you would just run down the list of people from the sixties 
through the seventies—well, yeah, the fifties to the early seventies—you wouldn’t find that many artists 
opening up spaces. 

So I think that that was a whole new thing, and it just happened naturally because of the expansion of the 
number of artists. I think we talked about that, right? So there weren’t enough venues for this to be shown, 
and some of the other venues that did exist were not looking for young artists at that time. It wasn’t the 
whole contemporary focus. I’m not saying it right, but there just weren’t that many spaces, and that’s when 
the alternative space came into being, which we mentioned. Because the institutions were not showing it, 
so who did you have as institutions? MoMA; Chicago; San Francisco Museum; Dallas Museum; the 
National Gallery; the Hirshhorn; the Whitney. I mean, the Whitney Biennial was a big thing because it was 
like this big search for young artists. I don’t know of any other institution that was doing something like that 
in America when they started that. So, yeah, now it’s just a whole another thing. 

MOON

Do you think it’s different now? Yeah. More just in general, do you sense, I guess, a more business 
orientation of things or maybe just more of different perspectives in general? 

MILANT

I think I see so much art that’s made to look like art today, because that’s what sells. And I think you can 
see artists change as they maybe get into that realm more, so kind of to supply the demand. And that’s 
been on my mind a lot. It’s like, oh, this is art made to look like art. I don’t know if that makes sense, but—

MOON

Yeah, well, for whatever reason, it makes sense to me. [laughs] 

MILANT

And it’s not that interesting anymore from that standpoint. 

MOON

Well, I think it’s like one of our last conversations we were talking about how these days it’s hard, it’s very 
rare to come across an exhibition and see art that is unexpected in some way. 

MILANT

Right. Or that has some kind of weird thinking or weirdness to it, or just, like, my god, what is this? Right? I 
mean, it’s pretty rare. [laughter] It’s hard. It’s hard, and I think that plays a lot into why you see—I mean, if 
you look at what’s happening in the galleries, and you go on to their websites and you click “upcoming 
exhibitions,” a lot of them have very few things listed. It seems like it’s last minute, last minute, last minute, 
where when I started, you would have a whole year, maybe a year and a half of shows lined up, and that 
show would be scheduled two years in advance. That’s when your next show is, because you didn’t want 
to show them too often, right? 

MOON

Page 153 of 160Interview of Jean Milant

10/12/2016http://oralhistory.library.ucla.edu/viewFile.do?itemId=3049741&fileSeq=6&xsl=http://or...



Yeah. 

MILANT

But it seems like there’s a lot of more group shows, like all that kind of stuff, curated shows. So I just think 
that’s interesting, because it means people are really not—are they not invested in something they’re 
doing, that they don’t have things lined up for the future already? I don’t know. Can’t they find things? I 
think that’s an issue too. There is a lot of competition or a lot of artists, and I think things move around all 
the time too much now. 

So what was that article the other day, where I was reading about how it might somewhat be going back 
where an artist really kind of and a gallery was a long-term relationship. That was easy then to line up 
shows in the future, because you knew you were going to be working with that artist four years down the 
road and doing things in between, let’s say one-person shows or whatever. Today I don’t know if any 
gallery is able to think that way, because those artists might move to another gallery next year. 

MOON

Or the gallery owners who do think that way are the exception. 

MILANT

Right. But I think it’s hard to do that, is what I’m saying. But now I’m also saying that since younger artists 
might be seeing how fleeting it is and how that world is working, that they may seek out somebody who’s 
more stable and wanting to be involved with them for a longer period of time, irregardless of the market. 

MOON

In your view—and maybe actually this is conditioned by the historical period from which you emerged as a 
gallery owner, as opposed to someone who is thirty years old opening up a gallery—what do you think are 
the significant or important roles that a gallery should play for an artist, or just the role in general, in terms 
of their position in the art world, their function? 

MILANT

I guess what I’m trying to do, I guess I said it earlier, that we would like to work with new young artists, but 
that it’s not going to be on a dealer-artist relationship. 

MOON

Right, more one-to-one collaborative. 

MILANT

It’s a business deal, and it’s, like, going to be collaborative with other people, try to establish these new 
models that could be long-lived or not. So I guess it’s hard to—I don’t know how to say it, to envision that 
exactly, but it might be more like a kind of like a company that is looking for new ways of working with 
visual material or with creative material. So you have the film model, you have the dance model, probably 
you have, like, theater model. You have these older models, but now since things are really changing, and 
they each have their own kind of business structures. Like maybe the film world, they have agents and 
producers, and then in the theater world, probably these people have agents, too, and producers. The book 
world is probably still pretty traditional in terms of someone being involved by a publisher and an editor 
situation, and that working relationship which is creative and business also at the same time, because 
those people get the books edited. Right? And when a play gets produced, a director will do it differently 
than the previous guy, maybe, so that creative work changes with whoever’s involved. Maybe the 
sponsorships are changing too. 
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So, like, the other day I was just thinking that there’s no company that’s really kind of, let’s say, a marketing 
company that’s interested in taking creative ideas by people who are on these sort of fringe levels or 
whatever, performance artists, let’s say. And this company only exists for the purpose of hooking them up 
with a major deal with a company that wants to support them in exchange for what this artist can do for 
them for their image. There’s no company that I know of that exists today that does solely that. 

MOON

In the art world? 

MILANT

In the art world, or in any world, I mean, other than, like, well, probably the advertising world, their agents. 
Marketing, it’s marketing. So that’s one rule. That could support the creative production in different levels, 
like one that’s a work of art that’s done in collaboration for this support, but then other parts of that idea 
might be done solely without that company in a different support level with a venue, for different aspect of 
it. 

For instance, we hired Tyler Matthew Oyer, gave him his first show. He’s a performance artist and he 
sings. So he has a trained voice, and he does sculpture, he does drawings, he does performances, and 
now he’s working on a film. Like with Guy, we tried in the seventies, we would approach museums and we 
had just the format. “Okay, this is the performance. This is what’s needed. These are the materials you’ll 
need to supply. This is how much you have to pay for it,” or whatever, for the expenses, for him, blah, blah, 
blah, blah. And we sent this out trying to get him these performances on the road. So it’s a similar kind of 
thinking now with, like, Tyler, and Tyler has said, as we’ve talked this over, that you can’t be everywhere 
and do all these performances yourself, so he’s willing to train people to do his performances, so that he 
doesn’t have to be there in person. So then can you position this in not just an art gallery but also into a 
theater? One that we’re trying to work on now is the Beyonce one that he did at the Redcat. So he had two 
other actors involved in that, beside himself, and he has all the props and the minimal amount of material 
that would have to be shipped from one location to the next, and we’re going to try to get this to go out on 
the road. So maybe the venues are better off in small theaters than in an art gallery situation. It’s about a 
half-hour performance, I think, and the piece we did, which is an opera, a three-act opera, was about forty-
five minutes. And I wanted to work with him collaboratively. I mean, it’s hard because these people are 
coming from this visual art, conceptual background. He’s a CalArts person. When he first started talking 
about the show, he was going to have many people in the show, and he was going to make all the 
costumes, etc., etc. So two years ago when I was at the Miami Projects Art Fair, I saw this one woman who 
had won the fashion show—oh, what’s the fashion competition on TV? 

MOON

Project Runway. 

MILANT

Project Runway. She’d won Project Runway. She was very interesting. She was from Trinidad. So I saw 
her coming down the aisle, so I went out and introduced myself to her. [laughter] I brought her into the 
booth and I told her we have this artist who is planning this opera, and blah, blah, blah, blah, and I’m 
looking for people to collaborate, I really loved her work, and would she be interested in thinking about 
collaborating with him in making the costumes, but at the same time, I would like her to make some works 
that were made because of this performance that were actually going to be clothes you would put in the 
store. She was super interested. And we had a photograph by a young artist Brice Bischoff up on the wall 
in the booth, and she said, “Oh, you know, I’m dating this artist in L.A. He’s a photographer, and we know 
Brice,” or something like that, or they’ve seen they work. The worlds are so small. So, anyway, when I got 
back, I thought, wow, this is great, so I talked to Tyler. “Nope, don’t want to do it.” 

MOON
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Because it—

MILANT

I don’t know. They didn’t want to do it, and they changed it to be just himself. There weren’t going to be any 
other performers. So, okay, here I was trying to hook up something that would exist in the fine-art 
environment, that’s also theater, that also could produce some objects of clothing based from the idea, with 
somebody else’s input in that. And those are different ways of support, because what happens if this thing 
becomes a successful bunch of—and artists are doing it already. How many artists are collaborating with 
handbags? And Sterling Ruby’s whole line of clothing with Raf Simons? 

MOON

I didn’t know that. Okay. I didn’t know that. 

MILANT

Yeah. They already had a project, had a runway show in Italy. 

MOON

That’s funny. 

MILANT

And then now this one, what’s the new one here just—not Miranda July, but somebody like that. She’s sort 
of hot right now, an Internet person, is doing a line of something with somebody else. [laughs] 

MOON

There are more and more of those, definitely. 

MILANT

Well, those are more means of support than the traditional model. Now, how many ways are there to 
support a performance artist for a career in the traditional art world? Not many options. [laughs] 

MOON

Not many options, yeah. 

MILANT

Unless you’re Tino Sehgal. So that’s what I’m thinking. 

MOON

There’s also a way in which, I think—maybe it has to do with your background as an artist, but, I mean, the 
role of the gallerist in this view is very active. [laughs] Not just someone who puts together an exhibition, 
publishes a catalog, and then calls it art, you know, and connects them with collectors and then he calls it a 
day. 

MILANT

And it’s more about the sale, right, that’s more about the sale and then using that as a method of saying, 
well, we’re placing this in a situation that’s good for this individual versus trying to think of new ways. But, 
you know, the young, the newer artists are involved in all these things, too, so it’s easier to think in these 
terms with them. 
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MOON

They’re not so bound to convention. 

MILANT

Right. Or they’re crossing these territories already, so they feel it’s a form of their art. You look at the 
Sterling Ruby clothes, they’re pretty interesting, actually, even for the fashion world, pretty interesting. 

MOON

I just imagine a big mess on a body. [laughter] 

MILANT

No, I was surprised. Obviously, I mean, I think he took it seriously. It wasn’t just a fluff thing. I think he took 
it seriously and did the best job he could do for that, which I think is interesting. 

MOON

I guess maybe to take a sort of step back from things, if you had to do things over again, would you do 
anything differently? 

MILANT

When you have to fly by the seat of your pants every day, it’s hard to think of how you would do things 
differently if you had that option. [laughter] Of course, I’m sure everybody would say they would do things 
differently, pretty much. I think one can always improve. 

MOON

Well, since this series is an interview series with gallery owners, what do you think it takes to be, in your 
view, a good gallery owner? 

MILANT

Well, I think you have to separate it from where I’m trying to go to what was. 

MOON

Yeah, yeah. Constantly moving. [laughs] 

MILANT

So I can give you an idea of what the traditional way is, but is that the answer you’re looking for? 

MOON

Well, maybe I’m looking for both. 

MILANT

Because I don’t know if I can think of that anymore. I think we kind of were talking about it, so that’s kind of, 
you know, someone who can do things traditionally but also move into these new worlds and kind of find 
new ways of support for artists that are maybe doing things that are very difficult to support. And also since 
artists are both working in traditional formats and nontraditional—well, even performance is a traditional 
format at this point in time. I mean, I don’t think it’s old, performance art. Just being able to, I think, like, be 
able to support the ideas and to be able to be effective in getting them seen, because that’s the most 
important part, obviously. I don’t think, since people don’t go to galleries anymore, that to do an exhibition 
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of an artist and to put it up on a gallery wall and sell it to collectors where it goes either on to a home or into 
a box is an effective way anymore. Because how many people have seen it, and it sits in a box now in a 
warehouse. So I think to be a gallery dealer today, one has to find other ways of getting that information out 
and active over a longer period of time so it’s accessible. I think that’s important for today versus in the 
past. One has to think what is the role of an artist in the future. What is the role of a collector? What is the 
role of an institution as well? Because these are the people that you would be working with. So what if the 
younger people don’t want to possess art anymore? How are you going to handle that? How’s the artist 
going to handle that? And what if the institutions are just showing everything that comes out of school and 
not being able to really institutionalize anything to give it any weight anymore, which was the role of the 
institution in the past. Because once an artist got into that level, that was set in stone. 

Today, no, just another show. Could have happened in a gallery. So how are you going to deal with that? 
Because that doesn’t sustain the artist, because that’s fleeting, just like a gallery show. Just because you 
showed at all these museums for four years doesn’t mean you’re going to be showing again with them in 
eight years. They might have been already done with you and they’re looking for new material, new 
material, new material. So that’s not the role of an old older model of an institution. They were looking for 
material that had already been highly established and could be institutionalized. So you have to think about 
all this stuff and how you’re going to move with what you’re doing among it. What if collectors only want to 
buy to sell it, which is the big issue today, because they just want to make money. So they really aren’t 
going to help the artist unless the artist gets to a certain level in auction house. So what about auction 
houses? They’re changing their role. Auction houses want to take over the gallery business. I mean, one of 
the women, Amy Cappellazzo, said that straight out. She said, “We’re here to get rid of the mom-and-
pops.” So now she’s left Christie’s, and now she’s going to work directly with artists, and she says, 
“Galleries aren’t going to like me very much.” So she’s got a new role in her mind about how she’s going to 
work in the art world, and she has all this power from her past position or knowledge of people or whatever, 
access to things. How is she going to affect these gallery relationships, if that’s what she says? Said 
they’re not going to like her. 

So I don’t know how many galleries are thinking about these issues for longevity, and maybe it’s never 
going to be there anymore, anyways, which is the other thing we’ve been talking about. What is the real 
role of an artist? What is the art object in all this stuff twenty years from now, thirty years from now? 

MOON

I mean, how do you see your relationship to art museums? Because I would say that traditional way of 
thinking about that, that a gallery owner might think about his or her role is that they show an artist and they 
hope that they can sell work that ends up in an important collection, and then that collection ends up being 
donated to the museum—

MILANT

And put in the ground. [laughter] 

MOON

Yes, exactly. Or put it on the altar, you know. 

MILANT

Right. Very few things get on the altar or stay there for very long. I don’t know. 

MOON

I guess things are just changing so much. 

MILANT
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I think since I saw you last, I had to go down to L.A. Packing and Crating. Did we talk about this? 

MOON

I don’t know. I don’t think so. 

MILANT

So you know Jimmy, who owns L.A. Packing and Crating, used to work for Margo Leavin for ten years, so I 
think he was like her director or assistant, overall person, and then he split off and opened up this 
packing/shipping company, and they also store and warehouse collections and stuff. I’d actually never 
been to his place until last week, because I had to get something that day. 

So he gave me a tour of the place. There’s just crate after crate after crate after crate after crate, and 
racks, and half of it is climate controlled, the other half isn’t. I said, “Well, Jim, how many pieces do you 
think you have here?” He says, “Well, I don’t know. Maybe 150,000.” That’s one place, and that’s not an 
institution. [laughter] And there are places like that in New York and London and etc., etc., right? 

MOON

Yeah. So I guess maybe for you it’s much more important just to make sure that the work is out there, 
visible, accessible. 

MILANT

Well, it can be seen on the Internet, too, and it can be dialogued on the Internet, even though it might be 
sitting in a crate and never being dialogued. So I think the future, people are interested in information. It’s 
alive still, possibly. Now, how do you turn that into sustenance to live off of? That’s the big issue. How can 
you make that medium work for everybody? [laughter] 

MOON

That’s the question. 

MILANT

But in the past, like, Michael Asher didn’t care about that much, did he? 

MOON

He cared, but it wasn’t the most important thing. 

MILANT

Right. It’s a different role now. I mean, it’s different because artists didn’t have a market then, they didn’t 
have money coming in, they didn’t have fashion designers asking them to do things. They didn’t have to be 
the life of this party or event. They didn’t have galas made for them. They didn’t have any of that. So I think 
it’s exciting to try to do these things. [laughter] 

MOON

Keep moving things ahead. 

MILANT

Right. Maybe be totally stupid thinking, but you have to try. 

MOON
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Yeah, that’s not stupid. [laughter] 

MILANT

It is moving fast. 

MOON

Okay. Well, is there anything that you want to add? 

MILANT

Oh, no, just that it was a pleasure working with you and meeting you and having this talk. 

MOON

Well, I had a good time talking. 

MILANT

And thank you for that and hope—

MOON

Yeah. Thank you for agreeing in the first place. 

MILANT

You’re welcome. [End of October 20, 2014 interview] 
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