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ABSTRACT
Ashley L. Clay: Some Los Angeles Photobooks: EddRasand the City
(Under the direction of Cary Levine)

Throughout the 1960s and 70s, Los Angeles-badesti Bd Ruscha began
publishing mass-produced books of photographswket a departure from the
traditional form of thdivre d’artist. Ruscha’s photobooks serve as one of the progenitors
of the conceptual art movement of the mid-to-18860k. While the subjects of the books
vary, several of them relate to the city of Los Algg. This thesis argues that Ruscha’s
interaction with the city of Los Angeles is a cral@lement in both the process of the
books’ production and the objects themselves byitigaupon theories of “place” from
the fields of philosophy and human geography. Th@qgbooks serve as artistic evidence
that the term “place” signifies something much tge¢han the merely physical.
Ruscha’s Los Angeles photobooks indicate that hupaaticipation, engagement, and

connection with the city are all crucial to whatrieans to be in a place.
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INTRODUCTION

In 1966, Los Angeles- based artist Ed Ruscha weedasgthe city in which he
lived and worked influenced his work. He respondBejng in Los Angeles has had
little or no effect on my work. | could have don@nywhere.* Ruscha arrived in L.A.
from Oklahoma City in 1956 and began training inaaad design at Chouinard Art
Institute, now California Institute of the Arts,dstudied there until 1960. By the time of
this statement, Ruscha had established himseli astiat with solo exhibitions at the
Ferus Gallery (1962, 1963, and 1965) and his imatus some of the first Pop art
exhibitions,New Paintings of Common Objeetisthe Pasadena Art Musuem (1962) and
Six More(1963) at the Los Angeles County Museum of Afthile Ruscha was included
in these early shows, earning acclaim early irchreer for his Pop-style paintings, he
did not retain the notoriety bestowed upon his paeNew York, Andy Warhol, Roy
Lichtenstein, and Claes Oldenberg. This was lardalyto his categorization as a Los

Angeles artist, which was seen as the “Second ®itgrt during this periodlt is

'Ed Ruschal.eave Any Information at the Signatl. Alexandra Schwartz, (Cambridge, Massachusetts
The MIT Press, 2002), 3.

Kristine McKennaThe Ferus Gallery: A Place to BegifGottingen, Germany: Steidl, 2009), 84.
Alexandra Schwartz, “ ‘Second City’: Ed Ruscha #mel Reception of Los Angeles Po@ttober(Vol.
111, Winter 2005), 29. McKenna notes that the dineof the Ferus Gallery, Walter Hopps, also serm®d
the curator foNew Paintings of Common Object$he show included works by Ruscha along withe¢hos
of East Coast (New York) artists like Andy WarhataRoy Lichtenstein. New York had yet to host an
exhibition on Pop art until the following year whére Guggenheim mount&ix Painters and the Object.
This show ignored Ruscha and all other Los Angailéists, exclusively exhibiting works by New York
artists. When the exhibition traveled to LACMA, L.Artists were included iBix More,showing the work
in an adjacent gallery.

3Schwartz, “Second City,” 24.



understandable that by 1966, Ruscha might haveeddatdownplay his relationship to
his adopted city, as it seemed to negate his saress as an artist.

In 1960, Kevin Lynch publishe@ihe Image of the City text that examined the
“legibility” of cities, which he explained as th&aaty with which a city’s inhabitants
understand their complex surroundifigsccording to Lynch, the legibility of a given
city is not only determined by its built environnbglut also by how its inhabitants
interact with it and imagine it. Naturally, thesevariation between each individual’s
perception, but there are certainly commonalitiesvieen them. In looking at Los
Angeles, Lynch found that citizens thought of tiepread-out” city as spacious, when
viewed positively, or disorienting, when thoughtobre negatively.Lynch’s theory of
legibility relates to both Tim Cresswell and Edw&dsey’s theories of “place,” all of
which explain how people experience their surrongsliand what it means to be in a
place. While Lynch considers how people mentallyigaon their city, Cresswell and
Casey both focus on the bodily, lived experienca place, whether it is a city, a specific
building, or even a single room. Cresswell defiplese as not only a social space but
also a way of understanding and viewing one’s sumiings® This establishes place as a
system; we understand our surroundings based onomove through it: by car, by
mass transit, or on foot. Casey theorizes placgir the understanding of the
distinction between “implacement,” his term for imadnate, bodily placement, and

displacement, which refers to being physically aiuplace or the feeling of disorientation

“*Kevin Lynch, The Image of the CinCambridge, MA: The MIT Press, 1960) 3, 6.
*Ibid, 41.

5Cresswell, 15.



and/or alienation in a specific locatibiThe perception of a city becomes an important
piece in understanding it as a place, and Lynchddbat in L.A. people often found it
difficult to create a mental image of the city besa of its sprawling, “anti-urban”
layout®

Mike Davis, a city planning scholar whose work bagn influential in theorizing
Los Angeles, notes that L.A. is perhaps one ointbdd’s most mythologized,
“envisioned” cities’ It was stereotyped, especially in the post-Worldr\V period, as a
sundrenched, carefree city, where seriousness fadag into the oblivion of
materialism, standardized aesthetics, and subugp@w!'® The perpetuation of these
myths can be linked to the depiction of the citytigh visual culture, particularly
Hollywood cinema! These myths certainly led to the overriding betieft midcentury
Los Angeles could never achieve the status ayavdih any kind of intellectual or
cultural clout. Its identification as the “SeconiyCof the American art world can be
read as surprising, at best, and condescendimgrat’? Cécile Whiting notes in her
bookL.A. Popthat Andy Warhol, visiting Los Angeles for thestitime in 1963,

remarked that the further west he travelled, theefiBop” everything seemed to beAs

’Edward CaseyGetting Back into PlacéBloomington, IN: Indiana University Press, 200@j)i.

8Lynch, 41. In his article, “Los Angeles and the iARtadition of the Suburban City,” Arthur Krim
explains that the notion that L.A. was an “antiamly suburban city was influenced by imagery frdw t
media dating back to as early as the 1920s. (124)

®Mike Davis,City of Quartz: Excavating the Future in Los Ange(eondon and New York: Verso, 2006),
20.

%Cécile Whiting, Pop L.A.: Art and the City in th@@0s, Berkeley, Los Angeles, and London: University
of California Press, 2006), 3, 63.

YDavis, 23.
2Schwartz, “Second City,” 33-43.

¥whiting, L.A. Pop 5.



the perpetuator of Pop, Warhol was likely not affgra negative critique but simply
commenting on the prominence of popular culture ahertisement in L.A. Images of
the commercial centers from the time showcaseitjffevolume of billboards and other
advertisements [Figures 1 & 2].

While the mythology of Los Angeles’ love affair Wipopular culture and mass
marketing did not emerge without any groundingh@ teality of its visual culture, the
city cannot be viewed as a mere simulacrum rootdylia this culturally limiting
representation. Davis notes, “Beyond its myriadahes and mirages, it can be
presumed that the city actually exist§ Whiting specifies that in the 1960s, this
existence and the reality of the city itself wal sying to be better understodd She
asks, “Was it nothing more than sprawling suburh$ ¢r did it instead define a new
form, decentralized or multicentered, of the cityXWhiting argues throughout her book
that it is more of the latter, but that the two pagadoxically linked. Images from the
time [see Figures 1 &2] along with written accouddsprove that the clichés about L.A.
held true, in some cases, but they ignore the cexitps of what it was truly like to be
an inhabitant of Los Angeles at the time.

While Ed Ruscha attempted to distance himself fhogrcity in the
aforementioned 1966 interview, his work did use Bogeles as its subject matter,
presenting the viewer with his artistic interpregtas of the city. This is most apparent

through his photobooks, a medium with which Rudafigan experimenting in 1963 with

“Davis, 23 Whiting, L.A. Pop5.

SWhiting, L.A. Pop 5.

Ibid.



his publication offTwentysix Gasoline Stationo create this work, Ruscha drove down
Route 66 from Los Angeles, his adopted city, todbkima City, his hometown, taking
photographs of various gasoline stations. He pbtighe twenty-six photographs that
appealed to him the most in a mass-produced bbekmages are in no particular order
and their location is noted in the captions [FigBfeAfter the publication oTwentysix
Gasoline StationsRuscha began producing numerous photobooks dougasubjects:
Various Small Fires and MilkLl964);Some Los Angeles Apartme(it865);Every
Building on the Sunset Str{f966); Thirtyfour Parking Lots in Los Angel€$967); and
Nine Swimming Pools and a Broken Gl§k368), among others. The photobooks range
in their subjects, but share many similar formadlgies. All of the books'’ titles are
plainly stated on their cover, and the photograggrgained within are all shot in a
similarly “unartistic” mannet? All of the books exceptline Swimming PooJlsvhich is
in color, contain only black-and-white photos whoagtions simply state the subject of
its respective photograph. Also contrasting with blooks made in the 1960s and 70s is
the artist’'s 2005 publicatiohhen & Nowjn which he aligns two bands of photographs
of Hollywood Boulevard, one from 1973 in black-antiite and the other from 2004 in
color. Several of these books document Ruscha’agargent with the city of Los
Angeles and highlight elements of the city that@etral to each work’s conception,
creation, and the final, aesthetic product.

In this thesis, | consider three of these L.A.-lbigskotobooksSomd_os Angeles
ApartmentsEvery Building on the Sunset StrgmdThen & Nowapproaching each one

through methodologies from human geography andptagning, in accordance with art

Yn an interview with John Coplans in 1968uscha stated that there is nothing “arty” abosit hi
photographs. This will be discussed in greateridiet&hapter One.



historical tenets of conceptualism and, to a ledsgree, Pop Art. | build upon Cécile
Whiting’s discussion of Ruscha’s work as indicatofehe complexity of the network
that is the city of Los Angeles. Using Edward Céas#yeory of place, | contend that
Ruscha’s work indicates the subjectivity of thastit experience of a place through his
Los Angeles photobooks. Through the photobooksyigeer understands Ruscha’s own
immediate bodily placement and its deeper psychcdbgnplications, drawing upon
Casey's definition of “implacement,” in the plades photograph¥ Ruscha’s
implacement comes from more than just his statukeaphotographer of the images
contained within the books, but what Margaret learglentifies as the performative
elements of the booKS.Iverson views each of Ruscha’s books as a “ruleegeed
performance,” in which the artist set out a sanefructions (i.e. take photographs of
every building on the Sunset Strip and make theéman artist book) and followed
though with the task, the performance of which istal piece of the artwork itseff.

The performative mode of photography that Ruschpl@ys in his photobook
projects relates his work to the conceptual att dieaeloped over the course of the mid-
1960s and early 733.Benjamin H.D. Buchloh points to three other qisditof Ruscha’s
work that artists such as Dan Graham have idedtdginfluences on their work: “to
chose the vernacular (e.g. architecture) as refeiedeploy photography systematically

as the representational medium; and to developvaoren of distribution (e.g., the

¥edward CaseyGetting Back into PlacéBloomington, IN: Indiana University Press, 200,
®Margaret Iverson, “Automaticity: Ruscha and Perfative Photography,” in Photography after

Conceptual Art, ed. Diarmuid Costello and Margdwetson (Malden, MA: Wiley-Blackwell, 2010), 13-
27.

Dpid., 16-18.

Ypid., 18.



commercially produced book as opposed to the toadilly craftedivre d'artiste.”??

Buchloh identifies Ruscha’s photobooks as “protax€aptual” in nature, linking what
Ruscha initiated in 1963 withwentysix Gasoline Statiots works such as Graham’s
Homes for Americ&l966). Ruscha’s navigation of Los Angeles in Histpbooks

situates him in both the place of Los Angeles dmaddeveloping artistic modes. In his
writing on conceptual art in 1967, Sol Lewitt expl “The idea becomes a machine that
makes the art®® Lewitt's statement reveals the diminished impareaaf the sacred art
object in favor of conception and process in muicthe loosely-termed “conceptual art”
movement of the mid-to-late-1960s. In the Los Aegglhotobooks, Ruscha’s process of
creating them was dictated by the complex systetheotity, linking his movement and
engagement with L.A. and his artistic production.

Each chapter of this thesis focuses on a diffgsntobook and how it relates to
Ruscha’s implacement, which is dictated by bothphigsical placement and his
connection, within the city of Los Angeles. Chapere analyzeSome Los Angeles
Apartmentsand Ruscha’s use of deadpan photography to captages of the
vernacular architecture that characterizes sonesarelLos Angeles. In this photobqok
when the images are understood as a collectioketlbjects, the idiosyncratic
moments in the banality of the images are revedl&ilischa’s implacement Bome Los
Angeles Apartmentsccurs through his selection of particular building sample of a

popular type, in a way that functions similarlyhtow people create their own personal

#Benjamin H.D. Buchloch, “Conceptual Art 1962-1968tom the Aesthetic of Administration to the
Critique of Institutions,"October(Vol. 55, Winter 1990), 119.

% 30l Lewitt, “Paragraphs on Conceptual Art,"Art in Theory: 1900-2000Charles Harrison and Paul
Wood, ed. (Malden, MA: Blackwell, 2008), 846.

2 Whiting,Pop L.A.,102-5.



mental conceptions of cities. Chapter Two lookEvery Building on the Sunset Strip
and the importance of mobility and the participgtoature of implacement within the
city. The car plays a key role in its the creawdithis photobook, just as it does in the
way inhabitants of Los Angeles navigate their dihapter Three examindgfien & Now
and how it illustrates movement through time anatsp Time and space are critical
elements in the creation of a place. The juxtajrsibf images of the same site taken 30
years apart reveals how Hollywood Boulevard hasigkd over the year$hen & Now
reveals the impossibility of place as a static emb@nd highlights its mutability.
Through these three photobooks of varying strustaral sizes, the complexities of place
and implacement within a city are revealed throuighial means. Each work helps to
illuminate elements of Casey and Cresswell’s tlesooif place by giving the theories
visual forms. Ultimately, this thesis is centeredusnd Ruscha’s implacement in Los
Angeles and its influence on his work. In a 198&miew, Henri Man Barendse asked
Ruscha if the photobooks were in any way autobjagcal. Ruscha responded:
| came here from Oklahoma when | was 18 and ithikasomping around Los
Angeles, seeing all these things, meeting all tipesple. The whole thing was a
lasting experience for me. | still have it; | alvgayill. That's why I'll never leave
Los Angeles. [...] | can’t stay away from this towrove it. | still get lifeblood
from this place. So the books are autobiographgtak?®
This statement should not be read as negatingd@ié firoclamation, as each statement is
indicative of two distinct points in his career sHiwnership of his identification with Los

Angeles slightly later in his career shows thateitnospect, his work does indeed

respond to his surroundings.

PRuscha, 213.



CHAPTER ONE: SOME LOS ANGELES APARTMENTS

As the title declaresSome Los Angeles Apartme(it865) contains photographs
of various apartment buildings around the city o§lAngeles. Each image is captioned
with the name and address of the building, withddygtion appearing directly underneath
the image on most pages [Figure 4]. As in mostugdRa’s paintings and books,
language plays a key role in his work. The covethefbook proclaims what is contained
within, while the captions specify the buildingchtion. The images and captions give
the viewer both photographic and textual informmatdout each apartment, but the work
is not ultimately about the photographs or the iocs of the apartments themselves; it is
about Ruscha’s act of creating the béd&he indifferent, or “deadpan,” style of the
photographs serves as a device to distance Russbeksrom the more aesthetically
concerned examples of photography, such as thaserted with careful framing and
cropping, diminishing the importance of the photguric quality of the images and
emphasizing process. The apartments Ruscha chpsetiograph are examples of
common, vernacular architecture that can still—®@@ears later—be found throughout
certain areas of Los Angeles, especially BeverlisHHollywood, and West Hollywood.
Ruscha’s implacement in the city is indicated by factors: the deadpan photographs
privilege the process of creating the work oveirthesthetic qualities and the types of

buildings included in the book are part of the sioned mythology of Los Angeles.

®Margaret Iverson, “Auto-maticity: Ed Ruscha andf®enative Photography,” iRhotography after
Conceptual ArtDiarmuid Costello and Margaret Iverson, ed. (MalddA: Wiley-Blackwell, 2010), 13-
20.



Some Los Angeles Apartmeptssents the viewer with a collection of photogsapf
architecturally similar structures whose banaktyinderscored by the photographic
method that Ruscha employs. Ruscha’s act of cigg#ttis photobook filled with images
that emphasize the sameness of Los Angeles’ vearaamchitecture simultaneously
documents Ruscha’s own act of creating it and ingddhe artist in the mythologized
city of Los Angeles.

In her essay, “Auto-maticity: Ed Ruscha and Perfdime Photography,”
Margaret Iverson argues that the covers of the $tiodmselves dictate a set of
instructions, which Ruscha then follows in ordecteate his book$’ She draws upon
Ruscha’s own statements dwentysix Gasoline Stations,which he explains that the
work was entirely conceptualized before he toolngls photograph. In an interview
with A.D. Coleman, Ruscha explains:

| wanted to make a book of some kind. And at thmestime, |—[sic] my whole

attitude about everything came out in this one ghtaat | made up for myself,

which was ‘twenty-six gasoline stations.’ | workeuw that in my mind for a long
time and | knew that title before the book had eveme about. And then,
paradoxically, the idea of the photographs of the gfations came around, so it's
an idea first—and then | kind of worked it do#h.
Ruscha makes clear thRtventysix Gasoline Statiogsew from specifications
conceptualized by the artist before he even reafdrdus camera. By predetermining the
parameters of the project before beginning, thatme of the work can be read as
Ruscha performing his own instructions. This elenodpre-instruction is present

throughout the books, as Ruscha conceived of thdimei same way—idea first,

implementation second. This is what Iverson retferss “performativity” and

2Ibid., 13-27.

2Ruscha, 23.
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“performative photographs.” She distinguishes betwerformance,” a unique event
that cannot be repeated or documented, and “peatority,” which she sees as
motivated by instruction and acknowledges thagj@ditures are repetitions or reiterations
of others?® The act of creating the images was predetermindchaw serves as visual
“documents conveying the results of [Ruscha’s] expent.”°

Like Twenty Six Gasoline Statiorigerson’s primary example of performativity
amongst the photobookSpme Los Angeles ApartmeatiThirtyfour Parking Lots in
Los Angelesalso have titles that give instructions but lesgme elements of the works’
creation open-ende@ome Los Angeles Apartmeist®ne of Ruscha’s more ambiguous
titles. While the works with specific numbers irthtitles orEvery Building on the
Sunset Strin which the action is even more explicitly defin@dme Los Angeles
Apartmentss a title that allows for more interpretation ihgrits production. The
process of creatinghirtyfour Parking Lotgequired a helicopter and the images had to
be shot on a specific day at a specific time—e&tdgday morning—to ensure the

parking lots would be mostly emptied of c&r®uscha determined the number of

parking lots that would appear in the book befbeeitnages were ever created. To create

®lverson,15. For her definition of “performance,erson draws specifically from Peggy Phelarn to
Do Things with Words.

verson, “Auto-maticity,” 19. It must be mention#tht this, among several other qualities of the
photobooks, tie Ruscha to a proto-Conceptual fcadih the many attempts to categorize the workés T
is a discussion that is certainly being had, bt that will not be terribly useful here. | am lésterested in
how we can categorize Ruscha’s peculiar books, Wiat their relationship is to one another anchio t
city.

#There is some discrepancy in the scholarship ataxadtly how this work was created. Some claim that
Ruscha hired a commercial photographer to shoqgbtib#os, whereas others say that he only hired a
helicopter pilot and took the images himself. | iaglined to believe the former, as it seems toHgerore
widespread belief. It is mentioned in David Bourdaarticle, “Ruscha as Publisher,” which appears in
Leave Any Information at the Sigraaid was originally published it News April 1972. The statement
about the creation ¢farking Lotsappears in conjunction with Ruscha’s own statemjdmtt it is not a
direct quotation, so | cannot be positive thatahthor had the information completely correct.

11



Some Los Angeles ApartmerRsischa drove around L.A., snapping photographiseof
ubiquitous modernist, middle-class apartment bagdifrom various angles, both on
streets and sidewalks.

The images irfome Los Angeles Apartmefigyures 5&6] exemplify a supposed
neutrality and indifference with their flat, greynes and have the look of images taken
for a commercial purpose, perhaps for a real esgeget’? The images, all of typical,
middle-class apartment buildings in L.A., also ssjgublicity material for a rental
company advertising their various properties. Temacular quality of the architecture,
referred to as “dingbat” apartment buildings, sjsetakthe aesthetic of certain parts of
Los Angeles, particularly Hollywood, West Hollywaaghd Beverly Hills, during the
1960s. “Dingbat” describes to the shorter, twohoeé-story structures covered in stucco.
Sylvia Wolf explains, “The surface details intendedjive a sense of style to the
exterior, these structures are mostly built togtige of the lot, with carports or parking
spaces and very little outdoor spat&Whiting notes the consistently casual manner that
Ruscha employs in each of the photographs higlsitite mundane quality of all of the
structures’ shared aesthetfcThe viewer becomes aware of the buildings’ sanmenesr
their singularity®> Ruscha could have chosen any group of apartméidirims in Los

Angeles and created a photobook of the sametlen the use of the word “some” in

¥23ylvia Wolf, Ed Ruscha and Photograph29. | use “indifferent” here not to suggest tt real estate
agent who might use photographs like this has ngthrivested in them. | mean an “artistic” indiffece,
related to the Ruscha quotation above.

FIbid.

#\Whiting, Pop L.A, 96.

*bid. Whiting goes on to argue that what the viesearches for are the moments of idiosyncrasy astong

the collection of sameness.
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the title insinuates the ubiquity of these struesiiRuscha presents us with some, a small
selection, of many.

The matter-of-fact or “deadpan” style of the imggetates these works to
Ruscha’s Pop works, while distinguishing them fribv@ broad category of fine art
photography being exhibited during the mid-1966sa 1965 interview with John
Coplans, Ruscha insisted on a separation betweemtmges in his photobooks and other
forms of photography. He explains:

Above all, the photographs | use are not ‘artyaity sense of the word. |

think photography is dead as a fine art; its otéce is in the commercial

world, for technical or information purposes. [..jUs, it is not a book to

house a collection of art photographs—they arertieehdata like

industrial photography. To me, they are nothingertban snapshots.

Ruscha’s photographs are seemingly unconcernedcantful framing and meant to
appear casual and amateurish. They are meantderréhe depicted subject in the
plainest way possible with no attempt to make thage seem unique, dramatic, or
emotional; they are meant to appear nedfrBliscussing Ruscha’s work in his bodke
First Pop Age Hal Foster notes that the term “deadpan” candiimeld as
“expressionless,” yet it is actually a particulankof expression—to present humor in a

straight manne?®> Foster goes on to note that deadpan is similéred-renctblasé,

which translates to “blunted” and a term used bgrG&immel to express the indifferent

%Ed Rushca in an interview with John Coplans, “Conicg Various Small FiresEdward Ruscha
Discusses His Perplexing Publications,Leave Any Information at the Signat. Alexandra Schwartz
(Cambridge, MA: The MIT Press, 2002), 23. Ruschspiscifically discussinfwentysix Gasoline Stations
(1963), but | believe this statement can similédyapplied to his other photobooks. | believe vitiagcha
refers to as “arty” in the quotation is likely rafeg to documentary photographs like those donRblyert
Frank and Walker Evans.

3"Aron Vinegar, “Ed Ruscha, Heidegger, and Deadparid@fnaphy,” 854. Vinegar explains that the works
are meant to “emphasize what might be called athegniary ‘condition.™

%Hal Foster, The First Pop Age, (Princeton, NJ: &ian University Press, 2012), 234.

13



attitude that “the metropolitan type” adopts toatef against the overly stimulating urban
environment?

Ruscha’s interest in the built environment, spealfy vernacular, ubiquitous
structures, was one he shared with numerous ottigtisavorking in the mid-1960s
through the early 70s, such as Dan Graham. Congptrenwork of these artists with that
of Ruscha not only indicates an interest in archite in the emergence of conceptualist
art that used photography, but also helps to draviie importance of Los Angeles in
Ruscha’s work. Similar t8Some Los Angeles Apartmer@gsaham’sHomes for America
(1966) [Figure 7ronsists of photographs of middle-class Americamémbuilt in the
postwar period, though Graham’s work features thaches in New Jersey. As Jeff Wall
argues in “Marks of Indifference,” both Graham dascha’s work can be tied to the
influence of Walker Evan'’s photojournalism. WhilesBam’sHomes for Americs a
photo essay that juxtaposes its images with tektaats as a parody of Evans’
Depression-era images, Ruscha’s photobooks aresiatglar in their use of vernacular
architecturé’® Wall suggests that both Graham and Ruscha, riefteatlarger trend in
photoconceptualist works, parody tendencies in Evaimotojournalism. In Ruscha’s
work, Wall argues that this functions as a wayr@adattention to the alienation an
individual feels toward his or her environment, ehivork like Evans’ dramatizés.
Instead, Wall writes, “The pictures are, as reduisttiworks, models of our actual

relations with their subjects, rather than draneaticepresentations that transfigure those

*bid, 234-5.

0 Jeff Wall, “Marks of Indifference,” iThe Last Picture Show: Artists Using Photograpt860-198
exhibition catalogue, ed. Douglas Fogle. (MinneepdlIN: Walker Art Center, 2003), 38, 43.

“wall, 43.
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relations by making it impossible to have suchtietes withthem”** Wall suggests that
the indifference with which Ruscha frames his shaltsng with the low-contrast of their
grey scale, convey a sense of familiarity with bnddings depicted within the
photographs. Exemplifying tH#aséattitude that Foster points out in the meaning of
deadpanSome Los Angeles Apartmeista collection of the familiar for Ruscha as a Los
Angeles inhabitant.

Drawing upon Wall’'s argument, deadpan images sgmtea closer relationship of
one’s lived experience in the built environmenthd city than photographs that
dramatize and aestheticize the cityscape. Conagleti of the images as a collective
whole instead of a collection of individual imag#s photos also remind the viewer of
Ruscha’s performative process of creating the waskWhiting noted above, the
photobooks are not about singularity; they are mtaahe taken as a whole and as a part
of a process. The selection of each image is afsignt part of Ruscha’s performative
process in the creation 8bme Los Angeles Apartmeniike title is not specific in how
many apartments are featured within the book, amgtRa’s curation of the images when
he assembled the book is also more similar to hosisamemory of a place, especially a
city, tends to work.

By selecting some examples of a one type of achite, Ruscha relates his
photobook to the way in which individuals selectatvis significant about a city. Tim
Cresswell writes, “Here ‘place’ is not so much algy of things in the world but an

aspect of the way we choose to think about it—watlecide to emphasize and what

“2 |bid., emphasis in original.
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we decide to designate as unimportdnfThis selection process is echoed in the way
Ruscha assembles the imageSame Los Angeles Apartmeritke buildings are all
extremely similar, but Ruscha chooses specific émemexplicable reasons. His
selection of this collection of architecturally ladstructures gives the sense of place that
mirrors how one might create a mental image ofya &is Whiting argues throughout her
chapter on Ruscha Pop L.A. the banality of the architecture coupled with teadban
mode of photography seemingly avoid subjectivity, the moments of oddity and
idiosyncrasy are pronounced instead of deempha&fasfthien the “dingbat” architecture
of Los Angeles is envisioned, the similarities btlaese buildings are pronounced, but
implacement comes from specific connections. Lymates that every individual's
mental image of a place can differ greatly, whigla result of the varying experiences of
implacement within a city. ISome Los Angeles ApartmerRsischa makes this selection
based on his own engagement with and implacemdnAin

The prescribed instructions that Ruscha set fosklfribefore undertakinfome
Los Angeles Apartmenigere less restrictive than in some of his otherntgaoks. The
books considered in Chapters Two and Three difenfSome Los Angeles Apartments
in their reliance upon the structure of specifrests in Los Angeles, the Sunset Strip and
Hollywood Boulevard. When Ruscha decided to unéterthese projects, the buildings
that would be depicted and their locations in retato one another were predetermined

by the city itself.

43 Cresswell, 11.

“4 Whiting, Pop L.A 102-5.
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CHAPTER TWO: EVERY BUILDING ON THE SUNSET STRIP

Every Building on the Sunset St({966) is a work unlike Ruscha’s previous
photobooks. Instead of photographing a set of aimtiliildings or spaces, as$iome Los
Angeles Apartmentle chose to set himself the task of meticulouspturéng the facade
of every single building on the Sunset Strip, ahgthe images in the order in which
they appear on the street, and printing them incoméinuous strip. This stands in stark
contrast to the traditional spinal-bound fornSamime Los Angeles Apartmenike
accordion-style folding of the pages allows the kvorbe condensed to the size of a
small book or unfolded into a 25-foot-long contins@glane [Figure 8 & 9]. The images
included in the work were taken with a camera Bwagcha attached to the bed of a
pickup truck, automated to take an image everydegonds®® The images are shot in
Ruscha’s typical deadpan style, and taken togetherSunset Strip becomes simply two
monotonous rows of grey-scale images. Ruscha’gaton of the Strip through driving
is central to the process of the work’s creatiomd he performative elements of the work
are even more specific than®mme Los Angeles Apartmeatsl are directly linked to
Ruscha’s implacement.

Ruscha createBome Los Angeles Apartmebystaking photographs from
various positions: across the street, out his ¢adaw, down the street. In contrast, he
photographed each imageknery Building on the Sunset Stfipm his car positioned

parallel to the building. His predetermined instimigs dictated precisely the buildings he

“Wolf, 139-40.
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intended to photograph, while the images usesiome Los Angeles Apartmeotsiid

have been any of the innumerable apartment bugdimd.os Angeles. The specificity of
these qualities ibunset Stripmplaces Ruscha in the depicted place throughdtien of
driving and use of the car as the mediator throubith Ruscha experienced the work in
its creation. Ruscha’s choice to drive down theedtreflects a midcentury interest in the
automobile, which was particularly pronounced irs lAngeles.

Throughout the middle of the twentieth century, th8. saw a rise in the
popularity of the automobile. The billboard indys@dvertising that arose specifically to
appeal to motorists, grew by nearly $156,000,00/een 1940 and 1966.By the 1950s
and 60s, the ubiquity of cars shaped middle-clasgrican life and characterized much
of the visual culture of the period. Not only wege's themselves the subjects of art and
advertising alike from this period, but the veryans of transportation and mobility was
altered by their presence. This was perhaps mamopnced in Los Angeles than in
other American cities. As Reyner Banham elaboréhésbility outweighs
monumentality [in Los Angeles] to a unique degred Fo like the early intellectuals
who taught themselves Italian to read Dante irotiginal, | taught myself to drive to
read Los Angeles in the origindl”Banham sees driving as the truest way to expegienc
Los Angeles. It was through driving that Ed RusclteatedEvery Building on the Sunset

Strip (1966) [Figures 10 & 11], and the work illustratesv the system of the city of Los

“*peter BlakeGod’'s Own JunkyardNew York: Holt, Rinehart, and Wilson, 1964), 12aBe takes these
figures from aReader’s Digesarticle, which points to an increase in the industrevenue from
$44,700,000 to $200,000,000 between 1940 and 18&@lso points to the fact that the advertisersipgu
the most money into billboard advertising were Gahilotors and Ford (with Anheuser Bush Inc. in
third); car companies were doing the most advedisb those already taking to the road.

“’Reyner Banhant,os Angeles: The Architecture of Four Ecologies
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Angeles, largely dictated by roads and automobiles, an integral part of the
performativity Ruscha enacted to create the work.

Ruscha is able to “make place” and implace himsgliriving to creat&unset
Strip. As Banham’s above quotation makes clear, the altdenis the mode of
transportation most associated with Los Angelesisiadvay of “reading” the city.
Whiting notes that Ruscha’s paintings, suclstndard Statioi1962), visually imply
the fleeting perception one has of his or her surdings while driving, but he moves
even further into his examination of the built @owiment from behind the wheel of a car
in his photobook&® By performing the task of driving, Ruscha integsathe process of
art-making with the way one experiences L.A. Hagdihe car and the camera together
as a singular apparatus, allowing the automobileettome part of the technical means of
production ofSunset Stripjust as it is the means by which many peopldé) bothe
1960s and in the present day, view the L.A. envitent around them. In her article, “Ed
Ruscha: One-Way Street,” Jaleh Mansoor theorizgsStimset Strigituates the car as
the “apparatus of engagement,” the mechanism eairbes the mediator through which

one views the cit§?

8 Whiting, L.A. Pop 83.

9 Jaleh Mansoor, “Ed Rushca’s One-Way Stre®ttober(Vol. 111, Winter 2005), 133. It is worth noting
that Ruscha’s work never takes cars as the subfdlee work itself.While other vehicles are present in
some of the images, it is apparent that cars a@reneant to be the focus of the work’s subject. Bseacar
culture was so pervasive in L.A. at this point,esthrtists, such as Kenneth Anger, take on thasé#neir
subject. InKustom Kar Kommand¢L965), a short film segment, a man wearing tjghhs polishes his hot
rod’s shiny surface. The low position of the camémaming the man’s lower body and the vehiclesesr
eroticizes the vehicle, and this is pushed evethéuby a 1964 recording of the Paris SistBrgam Lover
playing in the background. The sensual tune empbsagshe erotic undertones of what occurs in theovid
While work like this speaks to L.A. car culture atgisocial implicationsSunset Strigtands in contrast by
using the car as the field of vision through whileé city is navigated, rather than the object cfirgeor
fascination. (Whiting, 85)
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By using a car as part of the means of producfRuscha is not only
physically in a place, but he is also enactinglite creation of place and one’s
implacement within it is not static or stagnant; isait, as Casey states, “a mere
backdrop for concrete actions or thoughfSliistead, implacement involves an
incorporation of these thoughts and actions agtaopalace® Ruscha’s
implacement is not a symptom of his simple locatarthe Sunset Strip on the
day he photographed the images for the work, iddteas implaced because he
does more than simply exist in the space. He ersgagh it by photographing it,
and more importantly, by capturing these imagesuthin the utilization of the
automobile, the means of transportation most fretiyesed in Los Angeles. Of
course, this is not to suggest that every timeaqagraph is taken, the
photographer is implaced in that location; thougls, always a possibility
dependent upon an individual's physical, mentat, psychological relationship
to his or her surroundings. Regardless of the faghotography, implacement and
the creation of a place are both contingent uperfeéhling of connection one has
to a given locale. As Kevin Lynch notes, the wawimnich an individual creates a
meaningful mental image of a city is dependent upmmn one participates in the
moving elements of the cifif.He notes that this cannot be merely an observatory

act, but one in which everyone mutually and sirnétusly participate®. Sunset

*Casey, xiii.
lpid.
2 Lynch, 2.

*% |bid.
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Strip illustrates how one engages with the built enviment, a city’s stationary
elements, through automobile movement.

Casey theorizes place at its most basic level asesfhat has become familfr.
To be implaced is to fight against the disorientabf being in an unfamiliar space, and
one does this by navigating and becoming orientgimhis or her surroundings.
Ruscha’s navigation of L.A. and its status as “pldn Sunset Striis related to
lverson’s definition of performativity through tlaet of driving. lverson views the
photographs in the photobooks as the result oc@rdeof “a rule-governed performance”
in which Ruscha pursues his self-prescribed instrns® She explains, “Performativity
signals an awareness of the way the present gastalgays an iteration or repetition of
preceding acts> The images ilBunset Strigan be understood as performative
photographs because they are directly relatedeta¢hof driving through the conflation
of the car and the camera into a singular appakatughich the work was created.
Ruscha’s act of creating the work repeats thigredthe, along with every other
inhabitant of Los Angeles, performs daily. His papation in this type of mobility while
creating the work provides a firm connection tophece of Los Angeles, at least in its
mythologized version, and the resulting imagesamdy document this process but
further illustrate the importance of mobility angt@mobiles in L.A. Of course, the work
is not about cars themselves; Ruscha treats thdrared aspects of everyday life. In an

interview with Paul KarlstronmRuscha explains:

* Casey, 28.
* Casey, 28-9
%8 |verson, 18.

5 bid, 15.
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I’'m more interested in the function of getting anduhan | am in the

stylistic happenings of cars. [...] It just goesheut saying that I like a car

as a cultural symbol, a cultural implement; andlyetnot glorifying the

idea of the car. The car’s probably soon to benasiur. Motion is

certainly always going to be around. We’d all fezzip if we had to face

life and not move arount.

Ruscha’s movement through the city is not onlyacpce of participating in the
city, but it is also an act of familiarization. émder to capture these images,
Ruscha had to navigate Los Angeles, an act of iceptent.

Tim Cresswell argues that a crucial aspect of piswtieat it is not merely a
“thing” but also a way by which we understand therla.>° How we move through our
surroundings and make connections with it are ehdsnef place that make it more than
simply the backdrop of human experiensanset Stripeveals that automobility is a way
of seeing and understanding Los Angeles and isobatd identity as a place. Ruscha’s
own implacement comes his participation in thiavEling down the Strip by car and
visually traveling down the two bands of imaged thake upSunset Stripeveal a
consistency in perspective but one that is alsgnfientary. Whiting writes, “The
isotropic sequence of facadesEwery Building on the Sunset Stdplivers no change,
climax, or conclusion, instead emphasizing thearmity of the driver’s visual and
spatial experience of the urban landscaf&hroughout her chapter on Ruscha’s work,
Whiting argues that the sameness of the architectimphasized by the deadpan

photographs, reveals to the viewer what was cheniatit of Los Angles during the

1960s. The individual images isolate each of thesklings from a perspective that a

*®Ruscha, 161-2

% Cresswell, 11.

0 Whiting, Pop L.A, 95.
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driver would only have from the moment the carireatly parallel to the building. These
views are fleeting and Ruscha’s alignment of indiinal images into the two bands of
each side of the street emphasizes this.

The fragmentary quality that the individual imagege the work is heightened by
the numerous cars that appear in the work; manlyewh are bisected by the edge of the
photograph. Some of these cars appear to be parkdée side of the street, and
Ruscha’s indifferent approach to framing his imagesilts in only a piece of the car
appearing in the image. Others are closer to theeca indicating that they too are
cruising down the Sunset Strip, and Ruscha’s cacedches them as they pass. The view
from the road is always fragmentary, temporary, @oscured by other cars.

Car travel was (and continues to be) the dominamm fof transportation in Los
Angeles, a city whose sprawling area prevents itaats from relying on walking as one
might be able to do in an East Coast or EuropdagnloiLynch’s survey of Angelenos,
when asked how they viewed their city, the respave overwhelmingly related to its
layout®® In a more positive view, people saw it as spagialtereas the negative
perspective characterized L.A. as disorienting @smistitutive of wearines¥.The
expansiveness of the city is made possible byaiss freeway system that is perhaps one
of the features most readily imagined when thinlohjos Angeles. Banham aptly
points out, “Paris is not famous as the home oMle&o in the way Los Angeles is

famous as home of the freewd{.The freeways connect the various areas of the vast

1 Lynch, 41.
%2 |bid.

% Banham, 196.
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city, and the other, smaller roads are “tributatféRuscha’s use of these roads, even if
they are not the freeways themselves, reinforoesetrality of this system of roadways
to how Los Angeles functions. They serve as a dbarniatic of L.A. when it is
envisioned, and they are the system through wihieltity is seen when one is physically
there.

Ruscha’s traversal through the urban space, relayd viewer through the
fragmentary images, is a performative project inclvthis documenting of the Sunset
Strip is a key piece of the work. By aligning tineeiges according to their addresses on
the street and positioning them in the final baokwo long bands of images, Ruscha
reconstructs the Sunset Strip into a smaller, sitediform. Iverson’s definition of
performativity as a “rule-governed performance”aexis beyond just the act of Ruscha
snapping the imagés.In order to align the images in the order thattihigdings would
appear on the actual street, Ruscha must subithistalready established system. The
positions of the images are already decided for him

The relationships of camera to car, driving to plgaphic, and position on the
street to position on the page indicate the compgioif two systems: the city and the
photobook. Creatin§unset Stripequired Ruscha to engage with the city whileveithg
it to dictate elements of the work. It was not dyrtpe artist’s act of photographing
every building on the Sunset Strip that indicatesrplacement but his participation in

the city’s system.

5 bid.

% |verson, 18.
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CHAPTER THREE: THEN & NOW

In 1973, Ed Ruscha repeated his actions from b@6e Sunset Strip,
photographing both the north and south sides oftenaconic Los Angeles street,
Hollywood Boulevard. He used the same method asréeivith a Nikon loaded with a
continuous strip of black-and-white film in the kaaf a pickup truck. Equally as
engrained as the Sunset Strip in popular conscesssas a representation of L.A.,
Hollywood Boulevard is a major tourist destinateomd commercial free-for-all, with the
Hollywood Walk of Fame and Grauman’s Chinese Theatteacting hoards of tourists.
Ruscha’s photographs from 1973 remained unpublishbi personal collection until
1996 when they were published in the literary magarand Streef® This first
appearance only included the 1973 photographs @nd nather unremarkéd However,
in 2004, this series of photos received reneweaghatin when the artist re-shot
Hollywood Boulevard using the same method onceralgai with 35 mm color-negative
film. In 2005, Ruscha published his first self-gabed book since 1978, entitlétien &
Now. In it he aligned the 1973 photographs alongdided from 2005 [Figure 12]. That
same year, the images were exhibited at GagosidergiBeverly Hills, installed around
the gallery space in continuous strips juxtaposiregblack-and-white with the color

photos [Figure 13]. Both the installation and tle®kincorporate the same photographs

% Edward Ruscha, “From ‘Hollywood Boulevard,” 197395,” Grand StreetNo. 56, Dreams (Spring
1996), 260.

671t should be noted here tHavery Building on the Sunset Strgpresents only the beginning of Ruscha’s
interest in photographing sides of the road in thisminer. Among other roads, he shot a sectioneof th
Pacific Coast Highway in 1974 mention this only to perhaps explain why this was$ widely discussed

in 1996; it was not a unique project for Ruscha.
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in dialogue with one another in similar ways, hoesethey differ with regard to the
viewer’s experience. The installation provided atoaious flow of images around the
gallery space; viewers were able to follow the pesgion of the images presented on
serpentine displays that filled the gallery. Costiragly, the book has a traditionally
bound spine, so each page contains sections afbfnds of images facing the middle of
the page. The images correlate to their respesides of the street and addresses. The
flow between each section of images is broken bywtawer having to turn the page.

While there is significant scholarship on the satgef both Ruscha’s other
books on the subject of Los Angeles and his paistifihen & Nowhas not received that
level of attention. No scholarly articles haveeeblished on the work, nor is it
mentioned in any of the monographs on Ruscha. thadaeenLeave Any Information at
the Signal Ruscha’s collection of his own writings and infews, contains no mention
of the 1973 photographs, and it was published bd&fben & NowHunter Drohojowska-
Philp briefly reviews the exhibition version ®hen & Nowin his article, “Vanishing,”
published on Artnet.com. His cursory paragraphsiatiee work appear to be the only
attention paid to itln spite of this void in the scholarship, the wigkelated to Ruscha’s
other photobooks through its engagement with Logetes. The juxtaposition of images
from different time periods reveals flexibility tfe conception of place and its inevitable
instability.

ThroughouiGetting Back into PlageEdward Casey analyzes the relationship of
movement with his conceptions of place and howism@placed. Actions and the
systems through which we interact with the worlalyph crucial role in how people

understand their own implacement. Bgery Building on the Sunset Stajucidates,
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place is not a stagnant location but is intimatiggt with the means by which we move
through it. InSunset Striphe car and its relationship to Los Angeles suigpihis point.
Ruscha’s repetition of the use of the car to ph@tply yet another Los Angeles street in
Then & Nowreiterates the significance of the car, and thge&0's separating the sets of
images both taken in this way indicated the susthprominence of automobilitfhen

& Now allows the viewer to examine the changes (or ldahanges, in certain areas) of
Hollywood Boulevard between 1973 and 2004.

In the final chapter oBetting Back into Placentitled “Homeward Bound:
Ending (in) the Journey,” Casey discusses how anebe re-implaced and the
relationship one has to previously significant pedPlaces are constantly in flux and it
would be impossible to return to a place and foo itemain entirely unchang&iCasey
presents the idea of “homecoming” to further exptais idea. When we return home
after being away, whether we are returning to dwysyral residence after a short
vacation or visiting a place we previously thoughés “home,” it is inevitable that the
relationship between person and place will be fi€®® As places change physically
and people change emotionally and psychologicalgr time, connections and
associations with places become inevitably altered.

By juxtaposing the two sets of images of Hollywd#allevard,Then & Now
visually demonstrates the mutability of a givendtbten. Ruscha uses the same method of
photographing from his car while driving down thiest in both sets of imagesTimen

& Now as he does iBunset StripThe repetition of the same action to photograguh b

% Casey, 274.

% bid., 290.
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the black-and-white and the color images, alontp Waw Ruscha arranges the images
according to their addresses, allows for a direszsial comparison of each section of
Hollywood Boulevard. The images all appear to lkemsafrom the same distance, and
they are all shot with the same deadpan indiffereascRuscha’s other books that feature
Los Angeles’ architecture. By keeping these elesiehthe work the same between the
two sets of photos, Ruscha is able to draw atteritiadhe changes between them, which
he heightens by choosing to use color film for2084 set. Drohojowska-Philp describes
the effect of comparing the two images, “It is mesing to see the ways that one of the
city’s most notorious boulevards has been treayetihie, like the proverbial movie star
preserved in her youth on celluloid and then agpgan a matronly role at the end of her
career.”® This analogy, particularly apt in its referencémllywood cinema, highlights
the inevitability of change, even in a locatioreasisioned and famous as Hollywood
Boulevard or a person as mythologized as a moare Ehe popular imagination often
fights against the ability of pop culture iconstange.

The forward movement of time and the inevitaltlange that comes with it is
linked to Casey’s definition of place through nstability inThen & Now Then & Now,
like Every Building on the Sunset Strip a product of movement through space, but
unlike Sunset Strigit is also a result of the marching on of times@aexplains:

Movement is therefore intrinsic to plaeéhus to what is often taken to be the

very paradigm of the lasting and thlamoving in human experience. As holding
and marking the stages of a journey, places exhdidbly stationary virtues. But

as the loci of engaged motion--both the more cangpis motion of moving-
between-places and the more subtle motion of b@Hpjace -- places show

Hunter Drohojowska-Philp, “Vanishinglittp://www.artnet.com/magazineus/features/drohol@ws
philp/drohojowska-philp11-28-05.as@accessed April 12, 2014.
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themselves to be remarkably nonstatic. They aréoitieof flow on the pathway
of the journey*

Ruscha’s return to the same street to photograpbuiidings of Hollywood Boulevard
illustrates how the assumption that any given plastagnant is easily refuted.

The thirty years separating the two sets of phaijolgs presents changes in the
architectural landscape of Hollywood Boulevardlioglinto question the envisioning
and mythologizing of Los Angeles described by Mikavis/? Then & Nowpoints to the
absurdity of the stereotyping of a city’s elemebegause they are sure to change over
time and each individual’'s experience with the difyers a great deal. The changes in
architecture alone, thoroughly emphasized by tieeofi€olor in the 2004 images,
indicates that the nature of cities is to be cartitan flux. Drohojowska-Philp describes
the buildings present in the 1970s photos as “&tkinan their 2004 comparators that
have been remodeled in “good tast&These opinions, of course, reflect this author's
particular reaction to the work and its relatiorttie actual Hollywood Boulevard, and he
speaks from his own engagement and understanditing @ity in 2005. Drohojowska-
Philp’s implacement and conception of Los Angekea alace is distinctly his, just as
Ruscha’s is particular to him.

In Then & Nowthe subjectivity of implacement is even more fahjiculated
than in Ruscha’s other photobooks. He incorportite sutomobility and vehicular
engagement of the city &very Building on the Sunset Stepd the deadpan images

from Some Los Angeles Apartmeriibe aligning of the images reveals the perforneativ

"Casey, 280.
2 Davis, 9.

73 Drohojowska-Philp.
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elements of the work, and Ruscha’s actions andgssoof creating the work are brought
to the fore. The two distinct times reflect diffetgeriods of Ruscha’s career, in 1973 he
was still a relatively young artist and by 2005wees one of the most well-known and
established living American artists. As Ruschasteshents quoted in the introduction of
this paper reveal, the evolution of his careerlédiim to embrace the influence of Los
Angeles as the subject matter of his wdrken & Nowisually presents his continued

engagement with Los Angeles as it changes over time
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CONCLUSION

Cécile Whiting notes in her bodop L.A, “Ruscha’s art, much like his self-
presentation as a Hollywood playboy—flirting knogiy, perhaps dangerously, with
stereotypes about Los Angeles—managed to do marentierely reflect the surrounding
city.””* As the photobooks discussed in this thesis re®aicha drew upon the
stereotyped images of Los Angeles, choosing toqgunaph dingbat apartment buildings,
the Sunset Strip, and Hollywood Boulevard, all dfieth are associated with Los Angeles
in the popular imagination. The books discusseé bpecifically depict Los Angeles
through the built environment, but Ruscha produstbér photobooks that also engaged
stereotypical Los Angeles imageyFew Palm Treeg€l971) andNine Swimming Pools
and a Broken Glasgl968) are also full of imagery associated with tHest Coast.
Indeed, even his paintings and their associatiah Rop Art, mass marketing, and
popular culture can be related to the visual exypee of midcentury L.A.

Implacement is not limited to simply the built @mmment. Casey and
Cresswell’s definitions of place accommodate forerthan roads and buildings.
Personal, subjective associations and connectitthsggwven locations create places, so
Ruscha’s use of other kinds of imagery beyondaushitecture could also be understood
as a part of place. One could argue that these woibrixs also play on stereotypes of Los
Angeles in order to indicate Ruscha’s implacematttiwthe city; palm trees and

swimming pools are also part of the mythologizeoh-drenched, relaxed Los Angeles.

" Whiting, Pop L.A.71.
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These works could certainly be brought into a ladiscussion of Ruscha’s presentation
of place in his photobooks.

The way implacement and place have been appli@discha’s work in this paper
are specific to the artist's engagement with titye ®WVhile outside the purview of this
paper, the viewer’s relationship with the work Isoasignificant and these theories can
also be used to analyze the works from this petsygeas well. Are these works
implacing to the viewer? To what extent does tlesver’'s relationship with the actual
city of Los Angeles affect his or her subjectivgperience with the works? Can the works
be implacing for some, while displacing for othef$fese questions open up a much
larger discussion regarding the relationships betw®ace, the viewer, photography, and
displacement. While not discussed in any detdihis thesis, displacement is also a term
used by Casey iGetting Back into Placthat describes an entirely different relationship
between people and place—one characterized byasilbenand disconnection that can be
physical, mental, or both.

These other perspectives and artworks not analyzeus thesis are areas where
this research could continue to create an eveeilanpject. The subjectivity and
flexibility of place itself allows for multiple, siultaneous perspectives on the same
subject. Suggesting that these readings are tlyenay to understand how Ruscha’s
photobooks relate to place and the city would kgleatical to the very nature of
implacement itself. Subjectivity and personal cartios are at the very heart of what is

at issue here.
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IMAGES

Figure 1
Three Youths Hitchhiking on the Sunset Strip, Liugefes Calif., 1966
Originally published on November 20,1966 in tless Angeles Times
Los Angeles Timgzhotographic archive, UCLA Library
Original caption: “Sunset Strip Scene- How do yoess up a neighborhood?”
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Figure 2
Night scene of the Sunset Strip in Los Angelesf. @8kt
Originally Published on January 31, 1965 inLos Angeles Tim
Los Angeles Tim photographic archive, UCLA Library
Original Caption: “For High Livel- Bright lights, entertainment and wealthy residdr
areas of Sunset Strip draw hordes of natioriminals and hangersn seeking eas
money.”
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Figure 3
Detail of Twentysix Gasoline Stationk963
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Figure 4
Detail of Some Los Angeles Apartmert865

Figure 5
Detail of Some Los Angeles Apartmeri865
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Figure 6
Detail of Some Los Angeles Apartmert865
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Figure 7
Dan GrahamHomes for Americal966

Figure 8
Every Building on the Sunset Strghown partially unfolded, 1966
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Figure 9
Detail of Every Building on the Sunset Stfip66

Figure 10
Maquette forEvery Building on the Sunset Stri966, gelatin silver prints and
labels on board with annotations, The Getty Reselaistitute
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Figure 11
Detail of Every Building on the Sunset Strif966
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Figure 12
Detail fromThen & Now 2005
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Figure 13
Then & Nowinstalled at Gagosian Gallery, Beverly Hills, oo 27- December 23,
2005
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