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Battlefields  and  Baseball
W'benl:eTcanTeanuti:tl?antedt?`beanartist."I'uebeardsome2eaplesay,`T'ma2alnter,I'm

a sanlptor, etc.," but I u)acted to do euerytbing-I try to be an a,itist at aliti;es.

Eric Mesko Interview, June 2002

The  art of  Eric  Mesko  evokes  a powerful  sense  of  memory,  place  and ideology.
Thesearethechiefthemesthatfevealthemselvesandtherevelationisoftenabrupt,comic
and urgent.   His images and structures transmit an emphatic polemic vision.   Mesko is an <
artist on a qussion and his vanguard, postindustrial production presents a cultural critique
ofwesternimmodefation.Heisalsoanonconformistwhoseworkcannotbeneatlyplaced
into  a single context,  and he is  delighted by this  dichotomy.   Defining Eric Mesko's  raw
output is a formidable task.  Despite the futlity inherent in classifying his oeuvre, any criti-
calanalysisofhisworkmustfirstattempttoplaceitcontextuallywithinthecontemporary
art scene because he operates within this milieu.  To accomplish this endeavor it is constfuc-
tivetodescribetheoutwardappearanceofhisart,butbefofethat,letusbrieflyexaminethe
contemporary scene.

There are three chief areas of
focus in contemporary art.   First, there
is what can best be described as virtuous
academic formalism.   Such work is seri-
ous  and has  a considerable  critical base
born of the orthodox structure of a rig-
orous insrfutionalized education.  A suit-
able  term for it is  Hzj¢ 47iz.   The  only
fitting venue for this sort of work is the
"white  cube"  of  the  museum/gallery.

Icke all new art its audience is privileged,
but that of Hzg¢ j47z is especially so be-
cause of its esoteric anodyne appearance.
Since it bears  no  resemblance  to  tradi-
tional easel painting or sculpture, an un-
initiatedaudiencewouldnotimmediately
identify it as art.  In a 1997 interview with
David Sylvester, Gilbert and George put
it like this:

Two I ow that citl, those savlptures that

the  other chaps  arere  doing could not  be  taleen

omtside the f roMit door Of  St. Martin'S raja.I+ COA-

Legs,Tf yrrdouA> that they would cease to bue at
the  momerit, they  arowld become i7nd§ible  to the

tboHsandsandtbouJandsOftbefantachcPaph

from cilf over the world that walk ap and dean
tbeCbar7i7igCffosfRDad.

Second,  is  the  school  of  Leer
£47ZorIJ.J€47Z-GilbertandGeorgewere

precursors to this tendency, which is en-
capsulated  in  work  that  is  dissident,

ephemeral  and  shocking.    It invariably

presents  a  basic  unambiguous  visual
punchlinewithfewornolayersofmean-
ing and gets  it point across  quickly, re-
moving the need for contemplation fyou

getthe).okeandmoveontothenextone).
This  category  has  done  less  well  in
America than in Europe, but the latter is
more nude-body-friendly,  sarcastic  and
cynical in its attitudes towards propriety.

Its success is defined by its cmde, aggres-
sive, anti-intellectual popular appeal.  The
artisnotverycommerciallyviable,sothe
artists sell their celebrity by making pub-
lic  appearances,  often  acting tastelessly,
which  has  become  their  eeoc7¢J  o¢G7ij777¢..

Having shed the respectable vefl of criti-
cal theory and delved into  the  slippery
realm of sex, gossip and celebrity, from
theoutset,Ijz.Jez47Z'fcamera-fiiendly,vul-

garpopularityhasstirredupconsiderable
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mediainterest,particuladyinthetabloids,

predominantly in the centralized, inten-
sified London art scene where artists like
Damien  Hirst,  Sara  Lucas  and  Tracy
Emin  are  household  names.    Iiz.Zg z4zZ
wanows  in  saucy working class  bonho-
mie and vulgarity, but its growing audi-
ence still remains chiefly middle-class and

priwleged. I.Jej47Zis perfect for the busy
on the go, innuendo savvy, no-tine-for-
theory,  urban professional.    When  the
Je77+zzJz.o# exhibition cros sed the Atlantic
to  the  Brooklyn  Museum,  it  was  so
steeped in body fluids, nudity and an all-
knowing irony  that it immediately be-
came mired in a banal conservative back-
lash.

The third category of contem-
porary art, Jz77czgz.Jz77, for want of a better
term, is represented by the relentless ebb
and  flow of expressionism versus  real-
ism, or the former bleeding into the lat-
ter, or vice versa, because depending on
theperiod,vastnunbersoftypecastart-
ists  exploit the now antique  furrows  of
figuration and abstraction.  The century
of Expressionism is barely over and the
opposingandcomplementarydogmasof
the  real  and  the  expressed  are  now  an
ingrained  part  of  our  visual  culture.
However,  this  tendency,  in  its  various
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manifestations, with its heavy reliance on the traditional hier-
archies of painting and sculpture, has curtailed its avant-garde
supremacy.   In America, particularly Middle America, with all
its  slow  realonal  permutations,  Jzz7¢gz.+777 is  firmly  entrenched
and prevails more than any other trend.   Unlike I.Je j4¢, it is
ripe  for  extended  contemplation;  one  is  supposed  to  plant
oneself  (as  in  front of  a Rothko)  and ponder  at length  the
intricacies of its refined rawness, with all its aesthetic machina-
tions intact.

Hzg¢ 47iz and I.¢.Zgj47i? professionals, awash in the me-
dia/design circus that now defines the art world, have super-
ceded graying, bluechip Jz2?czgz.jJ Nco-expressionists and realists
and are the dauphins  and pretenders in the art world of the
new millennium.

Where do the distressed, dilapidated handmade forms
of Eric Mesko fall in all this?  Jzz7cZ.a A4lGj`leo is a low-tech cottage
industry  and his  work has  the  markings  of  being peculiarly
coaxed into existence with wood, paint, nails and string.  Any
attempt to place him is going to be awkward because he scorns
critical theory, abhors vulgarity, and when he pants it is with
all the finesse of a Mexican sign-painter
- drive down the  Gulf of Mexico  and

you  will  see  the  cheerful  archetypes,
heavily  outlined  in  roadside  forJ¢ cde/ fo/
colors, advertising fishing, restaurants and
scuba diving.   His paintings - fish, flags,
soldiers, which are emblematic and mu-
minating, are more steeped in the tradi-
tion  of  cartoon  comics  than  twentieth
century art.   Nonetheless, the influence
of  German  Expressionism  is  palpable,

not want to transform them into something else.   Even con-
sidering Rauschenburg's  neo-Dadaist leanings, he was/is  es-
sentially driven by aesthetics, Mesko on the other hand is driven
by polemics.

Jean-FranGois  Lyotard's   T4c  Poj`7zeyoczan¢z  Co#c¢./z.o#.. <4
Re¢o7iJ o# ZGzozwdeczgG,  1984,  outlines  the  theory that knowledge
has fractured so acutely that a distinct manifesto is no longer

practical, rather knowledge has become shattered into isolated
fragments, too numerous and convoluted to construct a single
unifying philosophy.   The flter of postmodern eclecticism is

perhaps the most apt context in which to begin an analysis of
Mesko's  art.

It might appear convenient, on a local level, to label
Mesko   as   a  Post-Cass-Corridor  artist  because  of   the

postindustrial objet-trouv6 aspect of his work and the lealti-
macy offered by his Wayne State MFA, moreover he has lived
in Detroit for thirty years, but associating him with the  Cass
Corridor group is ultimately impractical.  He simply is not that
interested in abstraction and his work has too great a sense of
history, pictography and politics to fit into the careless matrix

particularly in his off drum paintings.  Since Mesko is unmoved
by H7g¢ j47:Z and all its critical posturing - not to mention its
use  of  advanced  synthetic  materials, which he  also  disdains,
and  since  he  is  essentially dissident  and  unconventional,  his
connection with I.OAV j47¢ appears promising until one is con-
fronted by the artist's views on propriety.  Mesko is no prude,
but he has no use for pubhc, intimate confessions or anything
that would be inappropriate for children.  Mesko falls outside
the riald orthodoxy of modernism prmarily because of his
unorthodox use of materials  (recalling Kurt Schwitters),  and
onebeanstoseeaconnectionwithproto-popartistslikeRobert
Rauschenberg and Jasper ]ohns, particularly in his rejection of
traditional art supplies  and appropriation of side of the road
resources - an integral part of his creative process is his scav-
enger hunt for lumber and  stone.   "I'm one of  the greatest
world authorities on the back alleys of Detroit."  Rauschenberg

juxtaposed traditional and non-traditional materials  and pro-
cessed  them  within  a  highly informed  Modernist  agenda.
However, Mesko isn't interested in trans forming the significa-
tion of an object.  hike]ohns, in this respect, he is intent upon
keepingintacttheemblematicintegrityoftheobjectshemanu-
factues - an alligator remains an alligator.   He uses materials
to produce  archetypal objects  Qouses,  boats, fish).   He does
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of Cass Corridor formalism; Mesko may
be circumspect when it comes to critical
theory but not so thematically.

Having faded  to place  Mesko
neady within the tendencies of an admit-
tedly suspect system of  artistic  classifi-
cation,  the  attempt  has  nonetheless
helped us  beSn to  see  that his  work is
not  as  straightforward  as  we  perhaps
might have  first imaalned.   The  initial
stark impression  (the  first contact with

his furious cobbled dioramas) rapidly leaches layers of mean-
ing that demand a closer examination.   What is revealed, and
what is  at the heart of  Mesko's  visual exploration, is  the na-
ture, and contradictions inherent when confronting the vari-
ous  models  of  American  identity.    Such  a preoccupation  is

pointed and particularly germane amid America's recent iden-
tity crisis:  America the brave,  the  avenger, world policeman,
innocent victim, corporate bandit (corporate grifter) or head-
in-the-sandisolationist-ourpostmodemvulnerabilityhasnever
been more palpable.

Artist activists, like Mesko, make the  art wofld ner-
vous because their production  is difficult to market.  Agitprop
is  a hard pill  to  swallow  and  Mesko, while never vindictive,
does not temper his message to make it more palatable.   The
message  advances  austerity  (anti-materialism  and  consumer
downsizin®, patriotism  (of  the winter variety involving per-
sonal  sacrifice  for  one's  country  and  the  greater good)  and
common  sense  (challenSng greed  and  stupidity while  advo-
cating doing the right thing, all difficult concepts to market to
a privileged audience.  The white cube system favors ambigu-
ous anonymity -the less a work of art reveals, the more mys-
tique it exudes; art with a certain/.e #e fcz7.J gz/oz. is impeccable in



this respect.  Mesko has the wrong pedi-

gree.  IIis art is the equivalent of shoot-
ing bull's-eyes every time; he flaunts his
target,  strategy and intent.   The gallery
system has  never  fully  allowed him  ac-
cess  (yet  another  reason  he  can  claim
outsider status).   He has  had to be cre-
ative in finding venues to show his work,
and to his credit he has had varying de-

grees of success with non-profit spaces,
shop fronts and museums.   But it is not

just the gallery system that is ambivalent.
Because Mesko is so candid and his work
so roudi-hewn and overtly pohtical, while
he has achieved a degree of critical suc-
cess (and been shown at the Detroit In-
stitute of Arts), he has never fully con-
solidated his position in the community.
Artists like Mesko require a defining in-
frastructure  in  which  to  present  their
work.   All community artists  recognize
this trade-off: a community ardst cannot
be elitist.  Tyree Guyton, for example, has
been  very  successful  in  mobilizing the
community.    Comparing the  two is  ap-

propriate because both are junkyard art-
ists  with  a  political  agenda who,  while
never lewd,  are  always  outspoken.    T4c
Hcz.c7e/¢Grg P7io/.cfz is  an  authentic  brand
name  backed  by  the  lealtimacy  of  a

grassroots political machine.  Mesko may
be more guarded, but his work is just as

powerful  The art world in Detroit is too
small and intimate to produce too many
stars, nonetheless this exhibition provides
Mesko with ample opportunity to distill
and project his considerable vision.  The
art of Detroit is  said to be raw and re-

atonal, yet the gallery system has  always
favored IIigh Art aesthetics or anodyne
realism over garage art; the rough houses
are generally left in the alley.

At  some  point,  scrutinizing
Mesko's work through the lens of Ameri-
can fok art becomes inevitable.  The sup-

position that he is a fok artist might take
seed were it not that he works firmly in
the  contemporary  system,  even if  that
system has  only been partially support-
ive.   He has  also had the benefit of  an
extensive art education, but his work and
lifestyle are eccentric enough to plant the

/a/4 hypothesis, especially with his post-
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dustbowl persona, idolization  of  Hank
Williams  and  shantytown  sanguinity,
Mesko's work has the unaffected simplic-

from the Gangrene City Book,  1990

ity of rusty nails hammered into unfin-
ished  wood  and  a  ramshackle  down-
home  frankliess, but it is  neither nat.ve
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nor primitive.   Nor is it entirely benign;
it has a bite and certainly it is not decora-
tive; at its core it is more concerned with
ideas than notions of beauty - more ce-
rebral  than  retinal.    His  set pieces  em-
body no folkloric tradition, other than a

poignant nostalda for the quasi-folkloric,
post-war  idyll  of  the  j4eee7z.c##  Dreczee
(which expired sometime around 1968).

Despite this lonalng, paradoxi-
cally, the j4eee7z.c¢# D7iGc7ov presents Mesko

with one more dichotomy; it is not a safe
haven  because  he  prefers  austerity  to
materialism.  He is very critical of luxury
without purpose.    He  is  outspoken  on
this - he will tell you that we've gotten
soft, that we put materialism before mo-
rality.    IIis  work  is  his  chief  means  of
expressing the angst he feels and it is al-
ways consciously aimed to challenge po-
litical complacency and foolishnes s.  The
target can  fluctuate,  but invariably it is
within the parameters  of Z4c grJeee - Zbc
czc7z#z.#z.j`J7Tj7/z.o#  and  its  bureaucracy  -  and

the inexorable greedy competitiveness of
human nature.   If  Mesko respects  any-
thing,  he  respects  common  sense,  but
when common sense is lackmg, watch out
for his apoplectic wrath.

Eric Mesko's work is at once a
vituperative  cultural  critique,  carrying
with it a commanding sense of outrage,
but it also broadcasts  a biting mockery
which although never base, is nonethe-
less  completely without  shame.   When
one looks at Mesko's artistic parade, one
cannot help but construe  a m6lange of
contradictions.  It is postmodem, yet his-
torical; respectful, yet satirical; serious, yet
droll;  clever,  yet  eccentric;  iconic,  yet
iconoclastic.    Fad  to  appreciate  one  of
its characteristics and it will lash out and
ridicule your neglectfulness.  Mesko's art
is like the Italian economy, which is said
to  resemble  a  vast  floating  platform
culled and cobbled together over genera-
tions out of numerous smaller craft.  Try
to  sink it -  torpedo it, and the  affected

part will simply drop off into the ocean,
but the rest will steam off into the haze
to survive another day.

Mesko  is  a propagandist,  but
there  is   another  dimension;  Mesko
teaches  art to children different days of
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ConceptwalB Mourie.. Attacle Of  the Aft Monsters, T995, pdyc:froorm€,wood
Constructed for the J77Zc'rz,'c}7z/z.o#r exhibition, Detroit Institute o=f Arts

Collection of. William Bostick

the week at different schools.  He works both in the inner city
and the suburbs.  His conviction about teaching art to children
is powerful and persuasive.  He argues that there are too many
adults with no visual culture.   When Mesko teaches, his mis-
sion is  the cultural enlightenment of children, makmg them
visually aware and visually articulate, and he wants it to be fim
and  serious  at the  same  time.   This  fun/serious  agenda  (an-

other intrig`ring contradiction) not only permeates his vision
of teaching, it also informs his work.  Another reason that he
has  sometimes  been  frowned  upon  by  the  gallery  system  is
that his cheerful silliness (smiling fish, cartoon soldiers, frolic-
some flags) has been mistaken for lowbrow whrmsicality.  The
fun in his work is always tempered by seriousness.  Mesko knows
the  message  is  grave.    He  makes  art  about life  and death -
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about survival, but his sense of mockery is too ingrained to be
suppressed and he allows its presence with alacrity.   Teaching
children has aided Mesko's sense of humor and humanity.  He
describes himself  as  an insider/outsider, but he is  essentially
an  artist/activist,  and his  art making process  percolates  into
his teaching.

Mesko is incensed one moment, scornful with mirth
the  next.     Only in his  meditative work, where he  honors  a

particular epoch in American history, does he permit himself
to decelerate into reflective, deferential awe.  The period from
1945  to  1950, when his  father came home  from the  Pacific
Win -when men gathered in bait shops, took their sons fishing
and talked baseball scores, is golden and hallowed.   But never
far off is the stindng political delta force, locked and loaded,
mustering Mesko's fixation with challenSng all forms of stu-

pidity and greed.

Superficially, it might be safe to assume that Mesko is
a sculptor who works primarily in the area of installation art,
but his  graphic  art outhumbers  his  three-dimensional work.
His marks, often wrought with brush, ink, watercolor and oil
stick,  are  insistent and  sure  and he  works  with great speed,
consciously  aware  of  the  power of  the  rectangle.    Mesko  is
also  a decoy, weathervane, bait sign artist, as  already implied,
mirroring the great traditions of American folk art.   Many of
his works, particulady his  sculptures, find their source in the
realm  of  insignia, crests  and  emblems;  his  use  of  signifiers,
flags, decoys, vanes, is  at times  compulsive.   As  a painter, he
makes robust panel after panel exploring image/themes in rap-
idly executed, graphic house paint.   He is particularly fond of
the fish image.  To Mesko the fish is not a sacred motif, but it
is nonetheless loaded and evocative.   It is  an image of home-
sickness, a hankering for the hooked lure, a metaphor for the
loss or hope of youth.  He also uses the fish as an educational
aid when he teaches.  He understands the benign utility of the
fish; it is  accessible  to  anyone - fish  are user-friendlier than
complicated four legged mammals.   He is  also enchanted by
the American flag, but it holds no high art allure - not in the
sense it would to ]asperjohns.  Unlike the profane emblem of
the  fish, to Mesko the  flag is  sacred, for he is  a patriot and is
very quick to  define his  patriotism.   IHs  devotion is  that of
Thomas Paine - a true believer in liberty will not shrink from
service and will defend it no matter what.  For Mesko the flag
is an ensign for the people and the way of life embodied in the
constitution,  but he  also  likes  its  graphic  effortlessness  -  its
redness, whiteness and blueness, such things are what absorb
him in his numerous mantraesque flag paintings.  This sort of
work helps him keep up his artistic morale.

Mesko lived in Bermuda  for a  spell  as  a child.   He
remembers sinSng Goc7Jc7¢e Z4e KZ.#g, and specks fondly of the
Union Jack.   IHs  fascination with emblematic imagery is  in-
separable from his immersion in the pomp and realmentation
of rilitary life.  He spent three years in the Marine Coap.  His
father was a lieutenant colonel in the marines, hence his many
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moves to numerous military bases and his sojourn in Bermuda.
He often talks  about the absolute necessity of  asserting one's
individuahty and yet paradoxically, deeply etched into his psyche
exists an overriding sense of duty.  Duty and honor is never far
below the surface.  Mesko's sense of ethics permeates through
all his at.

The military, old glory and cowboys are mustered and
appear often in his  parade pieces.   The  "parade"  form, per-
haps  another reflection upon his military years  (which essen-
tially lasted from his birth unul he left the Corp at age twenty:
four), is  a recurring device in his political work.   Figures  on
horseback marching inexorably forward,  also  recall  Mesko's
fascination with cinema - a cast of thousands  on  a reduced
scale.

In this exhibition, Eric Mesko's work is divided into
two fields; they are clear and conspicuously different: the field
of baseball and that of war.   Using the matrix of right angle
and square, in the permutations of the baseball diamond and
the delta of a 82 bomber, Mesko  summons  two versions  of
American Culture.   First the physical camaraderie of  sports-
manship  -  and  nostalda  for  the  enigmatic  j4zz7e7'z.fc77z  Dr€4jz77.

Second the mantle of being the last great power and police-
man to  the world.   Or to put it simply:  memory and ethics.
Both are apt, informing headings for his interpretation of the
struggle of American life post-September 11.

To  call Mesko  an installation  artist makes him ill  at
ease, but any such pigeonholing makes him uneasy.   Most of
his three-dimensional work is ephemeral and deals with a time
sensitive issue.  Invariably his large-scale work is produced for
a specific location.   For example, his Co#¢Jz/cz/ B A4:oac.e.. j4ZZzzffa
a/  Z¢c ,47Z j\4lo#fzevt,  1995,  was  conceived  in  response  to  the
Detroit Institute of Arts, J7¢Jer"c7#/z.o#j` exhibition and was made
in retort to the work of David Smith and Alexander Calder.  In
the  same  year,  Mesko  constructed his  A4¢c7e¢.j%,  UJL4,  at  the
Center Galleries in Detroit, which evokes the memory of his
baseball-playing grandfather and great uncles who played on
the Pennsylvania steel mill circuit.  This piece, which is a `hife-
long work in progress," makes a reprise appeararice in its up-

graded, enlarged manifestation at the Meadow Brook Art Gal-
lery.   Both these major works are examples of the artist delv-
ing into memory.  The 82 bomber pays homage to his love of
B-movies, pulp imagery, decisive  action and his premonition
of World Win Ill.  On the other hand, A4:#c7ov.& is Mesko's Pzarj7-
cfro I.ojJ.  That two such incongruous entities can coexist is not
so remarkable; think of America during World Win 11 - a land
of plenty - a mishmash of mobilization, bravery, movies, swing,
sacrifice and mass production.  The elements of memory and
nostalala are seminal themes for Mesko.

Topical, timely and thought-provoking, in December
1990, Mesko's MFA graduate  show Oz./ 17c77r,  opened just be-
fore the outbreak of the Gulf War.  In September of that year,
traveling to Pittsburg, he loaded his car with oil sticks and pa-

per, intent on exploring some ideas  for his  upcoming show.
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DnvingthroughthebackroadsofOhio,hepulledupnexttoarustyfifty-fivegallonoddrun-he'dbeenseeingthemonthe
road all day, and suddenly, thinking of the recent mvasion of Kuwait, he decided mpulsively to do an oil stick drawing of a
helmeted soldier and gun, nght there, on the surface of the drum.   This initial marking of temtory further motivated him to
temporaulyapproprlateoverahundredandfiftyoddrumsacrossOhio,PennsylvaniaandSouthernMchiganwithhispicto-

graphs.  A fflend photographed many of them before dnvmg off and this became the genesis for the theme of his exhibition.
Theresultmgfinalshowmvolvedalifesizetank,anodderrickandnumerouspiecesofgraphicwork.

WThenMeskoiscommissionedtomakelargescalesculptures,smcehisprmciplematenaliswood,eventhese"perma-
nent" works, like the od drum paintmgs, are meant to weather and age gracefully.

Hiswork,withitspreoccupationwithtanks,planesandsoldrersevokeboyishness;italsoevokeschildhooddioranas;
Its  dogged determlnation  and  attention  to  detail is  wrapped up  with  the  wholesomeness  of  model making.    Mesko's  chief
concern is always authenticity -does the piece ten the truth, but he is less concerned with realism in an illusionistic sense than
with includmg every shred of  salient information.   His work's  authenticity also lies  in Its  acute  sense  of place; his  output is

quintes sentially American, its currency iinericana.
Some artlsts work in fits and starts.  Mesko never stops.  A rna)or part of his process is collectmg.   He collects books,

videos,flags,HankWilliansrecords,stone,wood,bricks,magazinesandnewspapers;thesearehismaterialsqereferestoitas

)unk,butvaluesitsmtellectualandaestheticnchness);findingthismateflalisasmuchawayoflifeashanmenngouthiswork
in his vanous studio spaces qe needs a lot of space).  The Mesko brand name is not manufactured.  It is an authentic convolu-
tion, the result of appropflation, accunulation, history and the process of finding a way to get his  sense of honor, sense of
outrage, turmoil and process of production out into an expression of remmiscence and forewarnmg.

r72e I/vcr/de Kj.c7 cys r72e G¢osf jz7.dez  1998, painted wood,  14 inches H
Left: from the jvo Joj; 7.# M%c7t;7//e Ser7es,  2002, ink on paper,  13 x  10 inches
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j4/£c7Gc7c7, 2002, wood & mixed media, 78 x 174 inches

Interview
DDid±WhenyoulefttheMarinesinl967evbatevere
your thottghts on being an artist?
Erie  Mesko:  By  that  time  I  was  ready  for  conege,  I'd been
thinking about being an artist for five years.  I hadn't been ready
when I got out of high school.
When you served overseas, di,d it change your perception
of America?
You can't go  to  a place as poor as Asmara in Ethiopia and not

get something out of it.   When you see the poverty, filth, poor
hyalene and healtli it does have an effect on you, but my opinion
o f America didn't change.
In high  school evere  you lnore  interested in  comics  or
hierature?
Ijow culture as opposed to high culture?  a,aughs)   I combined
them - I did very poody in high
school because I couldn't stand it,
but1alwayshadapaperbackbook
in  my back pocket  -  Steinbeck,
Hemingway,  Fitzgerald,  Graham
Greene and the classics -lots of
classics  -  Greek plays  - Homer
was one of my favorites.
Were  cartoons  part  of your
milienorsomethingforbidden?
No,  I  loved  cartoons  from  day
one.  I can remember it was always

part  of  me.    I  got into  political
cartoons very early -I had a book

Does your tworh automatically take up a moral position?
If I'm workingin a serious vein, yes.   It's a progressive, `Cbe kind
to your fellow man philosophy," of  approaching art that has  a
social context to it.   But not all my work is political; I try to do
work that is amusing too.
Hoev bane yott survived as an artist?
I didn't need much money from an early age.  I learned how to
adapt.   I'm an adaptor and a survivor.   A lot of things tried to
close in on me when  I was young.   I  learned how to  defend
myself and I have survived as an individual - as an artist.  I'd like
to be able to travel more, but not at the expence of changing the
way I live, and  no, I don't want any donations because I'm too
independent!  I want to survlve on my own.  I've got what I need
so my sense of independence lets me take care of myself.

When you  got your  M.F.A.,
what evas different about yott
than   evben   you   left   the
Marines?
Maturity.   Maturity is  something
that  most people  need  a  good
dose of to  adjust to life.   I think
that very few people have  a real
mature  outlook  when  they're

young.  Not everyone is Alexander
the Great.   I was on the road for
two years after High School and
then  three  years  in  the  Marines.
They were good experiences and

on David Low, the British political cartoonist -political cartoons      they helped me see a clearer path.
fromVIJVIrll.  "athad a.big i"p2Ict on "e.  "e DonalLd Duck     Your evork often evokes an idolized memory Of America -
corrne bocks were al[so om:ray reavdir\grrst.                                           a hind of virtuous doevn home nostalgia -it has an innocent
Is there  a difference beteveen you picking up  a piece  of     good oldbay tevang.  To evhat do you attribute it?
evood and picking up a perlcil and paper?                                      I grow up in the L2Lst eriL in ArnerictL where Ldeihis" s+in "eiAIt
They're the same thing.  When Ibecame an artist I wantedto `Cbe      something.   I  still remember some  things  from the late  40's -
an  artist."     I've heard some people  say,  `T'm a painter, I'm  a     things  that  hung-on  froln  the  19th  century.    The  way  my
sculptor, etc.," but I wanted to  do  everything -I try to be  an     grandparents lived, the way my great aunts and uncles llved and
artist at all times.                                                                                             their values and codes of conduct all made a great impression on
You don* use traditional art sttpplies -does oil Paint and     r"e as 2Lvery youngpersorL.
canvas and so on, disable your means of evorking?                   What about the ambience?
No, they're so expensive and I couldn't afford them for so long     The ambience of the world at that time, of ray world, the little
that I just naturally went to cheaper materials.    And, I like the      towns I lived in - the little communines - was so different.  The
immediacy, spontaneity and lack of pretense -the lack of need     neighboinood  store  was  totally  different.    It was  like  a little
to waste that $50 tube of oil paint.   I don't waste, but I'm not      department store.  The innocence of all that is lostbut it wasn't
afraid of my materials.                                                                                    a fake innocence because in the late forties there was still a lot of
B#f fbc cost I.S „o£ Z?eyo»d yo%r owc¢#s „og„.                                   idealism in the country and somehow that was important to me
Not now, but I hate the consumer world so much I won't give      from an ealy age.   My Dad and my closest Uncle were in the
them the  satisfaction of getting my money unless I  absolutely     Marines  -  even  my  Aunt  was  a  Captain  in  the  Ma]:ines,  so
have to have theirproduct.  I avoidthe artstores,hardware stores      patriotism, duty, sense  of  country -they weren't false ideals -
-all the stores -the corporate world.  I use that as the firstline of     they were truths taught ealy.

d_efense. "ere'srrrored+anonewan gpir\goniLgSatr\ow. There's     Often,  your  evork  has  a  sort  of ramshackle  look  -a

Te wtLr iLgainst irite"atrond terrori:s" and tine war declared on     hankering nostalgic for the long demolisl}ed general store.
Te aver2Lgeharr.anbchgby die coapofations.  They wzmt every     There's  a  sort  of homesickness.    What  is it  that you  arecilrr\:a we've got.                                                                                             trying to get back to?
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|n the late forties, the early flftles, a slgn by the side of the road     wasn't co-on.   Mlchelangelo put the mouth of Hen fight in
was homemade.  Now every one looks exactlythe same.  Before,      frontof the pope's face -the gapmgmouth of Heuwith demons
ifyouwenttoadrfferentcormnunlty,yousawdlfferentkmdsof-Mlchelangelolatdthlsonhm.SowhenI'mpantmgafishon
things,  different types  of  little  artifacts  made  from wood  and      aboard, I'm thlnkmg,  "What would Michelangelo say if he was
stone.   I make my sculpture out of the  same materials -"real"      standing here behind me?"S=o"oei::::N#:#-I::;:;o;:,I+'sreal.ha.estone.Iuse,F.a:_:tf:_:.!i:,§^::.t:,o^^ch^{~l+dr.:`:„f,o]rf^t~ft#„:!te¢hf„S,sO,f#one^d%%p

=e°a°+utrLLc`=L:n=tu~=;i::i:;ci=s: -i-iorit use btcken pieces  o£_     cy,picis`m  atout the art world or  has it  had the  OPPosite
concrete,but real stuff that has a texture to it -real wood, real      c#ecf?
stone, anal like that.  When I was youngobjects hadunlqueness.      It's glvenme morepatlence -more Idealism.   It's made me alittle
Today it's all the sane.   You've got a plastlc cow.   You've got a      less  cynical  about human beings,  and made  me  aware  of  the

plastic goat in your yard and so  does  someone  else,  ten ndes      spontaneity at the heart of most successful art.  The spontaneity
down the road.  Backthen, everythmgwas dlfferentfromanythmg     that children bing to  their art is  exceptional.   I  try to  capture
else -itwas folk art.  Todayit's au commerciahzed.                              that.   It's absent in alot of  art.   I try to  start off with a sort of
yo#r  t¢orfa  dcJ¢es  G."£O  AcoerG.C¢%.       rbere'S  ¢  Sfrorog      spontaneous eruption or activity or act, or whatever, and then'e;;:ati;ir.;fEii-i;eatDepression.TP_€_red.rec_ert?ipar!isi.Sshaftit+?tlre£`orcasl`wTt.Pe===S_e_tl..i_y_'1£e^S_=|Lo=+g.>a±:±LS^±Tar=+
•:i:W;;rv;i-eJ ir; i-; i--si-mt|ar way  - Woody  Gutbrie, Jack     an ouhock o? Hfe> Thi=h is.ba=eF on tl.e fact tl+at tlLey hzNerL't

Kero%c -bog?o ¢rfG.SJS.   JS £Z".S ¢ Jr%e re¢d!.ng.?                              been hit on the head a hundred tines.L£==:'=dir:==i:=wiin-=s. "e depression terry tnt a££ect"_e     end also on.the des`ire f o`r in:ta?t gratific_qt_i?+n^..

directly, I was too young,butmygrandparents taked aboutlt.  It      Instant gratlficatlon but  also  they're more  spontaneous.   I  an
changed their lrves totany and I was  affected by their stofles.   I      amazed at how qurckly some of them start their pro)ects -they

grew  up  lust  after  WWII.    I  was  affected by  the  war  very      flp Into it -thelf eyes hght up and wham, they start.   I hke that
dramaticauy because of all of  the military people in my finily      quality.u=:+:==t=J|-i=:i:-i -=as tL££ected by th; rep:esslon b.ecanse i     Once you sgid, ``1.d.Pn* P.reach, b.uf as a teacherr>r|_€q.n P^a_S:_

i:urn::::I i`==d;`:=e;:: =iny inom anLdDrdtirke+garb?u+    on Soin? ?f ray PP,i_I.:S_:P!,t_:S~ ^:f.4^P.a,::LS^°h#:;f f ihc,t::;{:.::FL=e'-=uo:::=s-±i= ~=::: -i=iT i;: 2,IvtLte of  tl+e £=ct tl.at    r?u pr6ci; this; phil?so`Phires.. a:hat'_S _I?:.r:S_3:^rfa?..!fi::t.°*?i

whatever you've got can vanish quckly -and it's better not to      I'm trymgto pass on alackof pretension and a sense of smceflty.
think that you must have more than you need, or want,because      When  I  get kids  for the  first  time,  I'm weu  aware  what  their
then you won't have to give up as much.  If you can adiust -live      expeflence ls.  You can Imagine someone saying: `We're golngto

¥e„5L:i;±¥;d;ob¥c:¥:o_Ty¢3;or:;;G,:£eaed the re st                      i:¥:t: t;a:I,[£ist;o:::t,;,em::dt:u:ttm;:tra:n;:: r=::n±s,::e;£: d=o:n=,
I ¢JSo 5CC ¢ Co#ceecJG.o" £o ¢r£G.Sf5 JG.fee RoZJC# R¢#Scbe#Z?erg,      depending on their age -I don't overload them -we tak about-iii;;;i i;;rib-;ii ind Joseph Cornell.  There's clef initel;a     how be2Ixrdful tile_ co:ors i\te. .I skLow T=rnhoT Te car: er:a =v£

#Co-D¢d¢G.S£  Co»ceeccG.O„   Hoe¢  G."Por£¢cef ¢re  fbese  ¢r££.SJS      with something that's more than just this one little pro)ect.   We
£0 yo#.?                                                                                                                 start off  with pencil, we  go  to  crayons, we  go  to  watercolors,
Weu  they're  not  ones  that  I  would pick out  as  having strong      then to house pant.    We work on the pro]ect for a whlle  and
influences onme.  I like cornell'shttleboxes.  Ilike calder, Pollock,      then something else  comes out of  it.   My philosophy is:  "Try
Red  Grooms,  and lately I've  found H.C.  Westermarm.    I  was      your best, do  your best, be proud of  who  you  are,  try  to  do
amazed by how much his work appealed to me and how much      somethmg that you'd be proud to  show your mom, your dad,
we seemed to be in each other's head.  Then I found out that he      your guardian."   AIid I'm constantly talking about the need to
was in the Maines in World War 11.                                                          focus, to think about what you're doing while you do it, and to
Wb3.Cb ¢/£G.Sfs ftycre ZJeG.ng ZJ¢#dG.Cd ¢ZJo%£ ftyfrece yo# I"ere G.ce       try to be  a good person with the other kids  around you by not
CoJJegc.?                                                                                                            bothering them -but actually helping them.   If  some kid says,

Jackson Pollock, Arshile Gorky, these were the ones that I liked      `He's copying off  me!" then I  say, `You're  the  teacher, you're
that were talked about most.  Thomas Hart Benton had a show     helpinghim, don't be jealous about it."
at the D.I.A. -Robert wflbert evayne state university professor     Do yo#  See yo%rseJ/ ¢S "OreJexpor¢ry ¢r£G.Sf.?
and painter) taked about hin quite a bit and we were aware of     Well, I'm panting now and I'm makmg sculpture now.   Other
What agreat artisthe was -he was one of pouock's main teachers.      people are workmgin somewhatthe sane fieldorvem so I don't
I  like Benton  a lot.   He's probably the best of  that redonahst      feelisolatedoroutof place.  I see catalogs frommajor artshows

group.  Butt also like|ohn steuart curry and Grantwood.             inNewYork-the whitneyBiennial.  I go to museums,gaueries,
yo#'re £¢JfeG.ng ¢ZJO%f "P#rc"Affle/G.c¢ce 4rfG.Sfs.   Wb¢f ¢e}o%£      art shows and I see some things in my vein of art.  In that sense
E%rapc¢#S?                                                                                                     I'm contemporary.  But I also go fartherback for my inspiration.
Michelangelo, Raphael, Ijeonardo, Donatello -Renaissance artists.      I'm trying to keep alive a tradition of the individual -of relying
Mlchelangelo's my favorite -the L"Z/„dgz#e#Z, the heroic scale      on your own resources -  the kind of  enchantmg qualtles  that
of lt -the church and Michelangelo's counter attack against the      used to be present in comlcs and film.
I-ei:r=:i:i:-i:e":c~o::-:i-:+i-frir dsove tl.e the ;zm>wh+ch     So what's-changed in terms of visual art and mass culture?
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Ybat's the detrinental thing tbat's happened?
Sameness -I think if you went back fifty years you'd find more
indiviqualitybeingexpressed,asawhole.Noweverything'sgone

geneflc, most things  are  very formulaic, very consistent with
everythingelsethat'sgoingon.Theneedtoconformisincredibly
strong.

Yby po tbind people evam to coriform?
Thecloseryou'repackedinwithpeople,themoreyouconform.
When  I  was  young,  the  whole  wol:ld had less  than half  the

populationithasnow,it'smorethandoubledinmylifetine.So
thatmeansthateverywherethereaetwiceasmanypeople!We're
on  top  of  one  another - someday  the  whole  world win be
Calcutta.

T}^e.^gr,:.a^t.:t^b_er_e.s :i i.!e huna.n con4ition.. mind, body.r.e,p_r_o_df tction and 4eatb seem absem f rom yot4; -ir-;rk: ~B:
these themes rot interest yott?
Obviouslyyouhaven'tseenmybigwatercolor:T#eC/p4/z.o#o/Z¢e
U_::U_]e:S:_i_bLeputho{tbesw.n,tbeM;oMandtbestan.I+s"ot"-chr;I
work, but it's in there a lot.

i.o%+^f,.:_:._o^b.s::_s?v_e co[lec.tor o.f peovies.   How sigvificanii+s`H?llyq?o_o_d_jnyourevorkandtheevayyouiTiri;ife
I've loved Hollywood since I was a kid - not just Hollywood -
Bollywood in India and Cinecitta in Rome.   I love the movies.
Filmisoneofthehighestartformofthetwentiethcentury-at
its best, a lot of stinkos out there, but at its best. . .
Any cravings to go and mche a movie?
I've made  a few videos.   You know that guy Rodriguez?    He
made his movie (E/M&7z.4c¢G)  for seven thousand dollars.   Give
me seven grand and six months off and I'n make a movie.
S^o^r^e_p_e,o:p,I.e d.ef tne an if i terms. of what it i;-;;ir;:se to
a.C^C_:f lp~lis_f i. ._F?i exunple,_a_:t is :supposed t; i;[r[;i;c-il,
se_r^i_o_f i_:,_:?{pri`sing, etc.   What  do-;ou hope ;ou;;--;;;a
accomplishes?
I view art as the main expression of individuality in the world.
When I was young, before I got out of high school, being an
individualwasdifficult-theCatholicchurch,myparents,liung
on  Marine  bases  -  the  priests,  the  nuns  -  au  crushing my
individuality-theystatedthatoutloud!Authatpressuremade
in: want to assert my individuahty.   Poetry, literature, the arts -

panting and sculpture - I saw au those things as the strongest
expression of independence.
It%%!2.a^1.it!..,i:rs_:s_I.!emob:what.'syoprconceptionof
t.}`e^.f i?:=s^..3_h>o are they and are the; ike -dr;=s-5;:t..y;Ju
evant to reach?
Tomethemassesarethepeoplethatdon'thavewhateverittakes
to become individuals.  They're sheep - followers - they follow
throuch conforming consumerism.  I want to appeal to anyone
who'sinterested.ButI'mnotinterestedineducachguneducable
masses.  I've taught adult classes and children's classes.  The pay
rate is going to  have  to  go  way up  to get me  to  teach  adults
anymore.Atleastkidshavesomehopeofbeconingindividuals.
Most of  the  adults  that I've  taught are  "already'' part of the
conectiveandnomatterwhatthey"tliink''they'redomg,they're
not breahig out of that mold.
S.o^^l.e:si#^a?:I_earo?mfapofindivid_ualsloohingatyour
work.  Do you want t; inside people or d; ;;u° ;a'fr;.;o
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c~balle.n?e_ them as a prelude to raising their consciousness?
a,aughs).Both,butmystrongestinterestisnotineducachgthem
or  angemg them,  it's  more  like  trymg to  get  them  to  think
differently.Aumyworkthathasasocialorpoliticalcontexttoit

isainedatthatl'mtryingtomakesometypeofironic,sardonic,mconsistencytomakepeoplethink.Iwantthemtothjnk:"What's

going on here?"

ybfltdoyotttbindabouttheavant-garde?Real art is avant-garde.   My art may go back to the past for its
roots, but nobody has really done exactly what I'm doing.    So
I'mmakingnewartlnthatsense,Ianasavant-gardeasanybody
else who's making real art.

¥.:,r.:.:Pan,£er:_:,?{thas.tosfiir¥intb_efirmamentofmassC_ft.I_tire...`If_:.nly.th!e.e.bufldredpeople`seeyLi;-ir;;i.-i:-;t
w.orthjt?Wog.I.de*itbebetterJobindan`insiawiti;;;;-a
shopping mall?
I'vehadthmgsinshoppingmalls.Igowheretheflowtakesme,
butthenumberofpeoplethatseemyar¢no,that?snotimportant.
I'vegotartthatnobodyhasseen.Somaybesomebodysomeday
willseeit,maybeI'ndisplayit,maybeI'nsenit,whatever,butthe
fact that it's in my drawer and nobody else has  seen it - that
doesn't bother me.   Except that if I could seu it, I could go to
Rome. qaughs)  That's the only reason.
Wbatareyottreadingrightriow?
TZc Ne~ yozle  Tz%ef every day.   I  follow the war very closely -
WoddWar111!I'mreadingaboutthehistoryofAmericathrouch
short magazine ardcles on various events that pick my fancy.   I
dpthemoutandcarrythemaroundinmyshirtpocketso1always
havesomethingtoread.IjustreadanarticleonLincoh'ssecond
inaugural.   I read Gary Wills book on George Washington and
his book on John Wayne.  I read constantly.

Y.I_eLn:_y_O>u Vake  up  in  the  lnorhin: boev  do  you  startq»Orking?
Depends, it's always different.
I:%e^a2: .,,.I:_t::_:?y you'Ve  got  a _rice  day  ahead of you  -
n.oTbody.'sbugging_youanayou.regoin:t;--i;;-;o;e'5;rk.

Hrp` d° yf lu.Slarf?  Let's sdi it's a-ne;project.If1haven'tthoughtaboutitatall,thenI'mnotreadytodoit.
I`t:s no: lib: yo? sfpdenly_go out there and get Jn;ii;;i?
No.   qaughing)   I have  a bigger plan than that.   I've  at least
thoughtaboutitalittlebitand1knowwheremymaterialsare,
what I've got and I think, `How an I gong to make this thing
and have it succeed?''  The staring point is not real difficult, if
I'mgoingtousepaperandwood,Ijustgoandgetthepaperand
the wood.

P_o_you read the paper l)efore you start?
IfI'mnotsureand1havetimethen1stallawhilebyreadingthe

paper or by eaingbreakfast.  Sometimes I rip magazines.  I have
apileofmagazines1wanttogetridof,Igothroughthempage
by page - save a couple pages throw the rest away.   Before too
longl'vegotastaringpoint-aninage,anidea,asubjectmatter
Yc:#:f„te,n.,r^e^V^i:i.t_t.P?samnethe.p.fi-n.yo.urw6rk,fiJr-;;ir;ie

fi?s.I and the American f oag.  Why i;that?
Allartistsfudsomeimagerytheyhkeandholdonto.Theflagis
aniconicsymbolofAmerica-it'sanattractivethmg-red,white
and blue - very bold, very vivid -it goes back to our colonial
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roots -it comes from the British flag -same bold colors.  It's

got that contmuity to it.   I view the flag the sane way Dolly
Madisonmadethefirstflag-weneededarallymgpoint-we
stiH do.   `Here's the flag; this represents America."  There is
something to that.   Does  that mean it's  a sin to burn it?   If
the  flag is  ripped and burnt and torn,  chspose  of  i¢  but it
doesn't mean that you take the flag and say, "that stands for
America," and then spit on it.  That's a no.   It stands for The
Constitution.  It stands for The Bin of Rights -it stands for
democracy and that's a damned mportant thing.  And I like
thewayitlooks.Ialteritahttlebit-before1912,theflagwas
much more of an individual thing.  There were no rules as to
where  the  stars  went   There  were  some  flags  that had the
stars in the shape of a star or a circle or two circles.  Then in
1912 they said it vas going to be in "this" shape.   So, if you
look back at American folk-art - I have  a nice book on the
folk-artoftheflag-youfindankindsofvariationswhichare
very beautiful.

rmuc„},r:C_e^tt_:.:.:t_i:::Pecp:ul?an.damndonseckingwitbaLn^a,l^:flkr£:fi?_3_ilony,_it'softe_n_obsc.ene,s;ti;i-i;fr3i~irffb
bTopyfou`ids!drpdc;utrar;.Ho;i;-;dr;-if\##.;;tffif;;i
I don't think it's necessary.   I want my art to  appeal to kids
and adults.   I do believe in bemg good.   It's a plus.

xpat'S your biggest regret?
Howtoofewpeopletakeartseriously:howfewpeoplemthe
world have placed any value  on the  creative process  - how
fewpeopleintheworldputanyvalueoncreativethmkmg,or
creativemanipulationoftheirsenses,ortoextendtheirsenses
-hands,eyes,voice-inanyindividualcreativeact-how few

people have any concept of  culture at all.   There are many
reasons  for this.   Television doesn't help.   The  colrmercial
aspects of it are horrible.   But it's pure laziness.

go;^!..?.:^:ef i.e>mber  your  Par;nts  giiii~;g their f trsttelevision  set?
Yes, because they did it real late.   I was seventeen before we

got a TV in our house.  My Mom didn't want it  She saw it as
a detriment.  It is!  People mal{e such poor choices of what to
watch.   If kids today were to watch old B-movies, the world
would be a better place by far.

i::^u!!.tLb_artaccountTforjourviewsonindiveduality?It's part of ic sure.   I grewup Vlth a different attention span
and a different focus than the other kids my age.
D^oryoutbink_Ofyourselfasbeingecc;ht~r°i:?
Of course, yeah.  All artists are eccentnc, but I've been told
I'm  one  of  the  most eccentric people  - I've  been  told by
"many" people  I'm the most eccentric person they've  ever

met!  And some of these people were "eccentncs."  ajaughs)

Po yo_u see yourself as-a fin artist?
I  prefer  the  term,  "Inside,  outsider."    "Outsider"  means
someone outside the establishment -outside the art circle -
someone who doesn't have a formal art education.  I started
art when  I ves  a  child without an art teacher,  without art
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classes.   I didn't have an art class untl I ves a senior in high
school.  The point is I got started as an outsider.  Then I went
to college and received an academic art training and became
an "insider."   The trammg was mportant, but I try to keep
the"outsider"quality.Thosethat)ustlookatthema]orartists
for their mspiration,  I think they're getthg very little  from
the  "outside."   I  had an  exceptional  early  education in  the

pop culture of our country - coinc books, cartoons, movies
-especiallyB-moviesofcourse-culturethat'sonthefringe.

YbatTovifsbavereallyimpressedyo;?
P^n_e_o^f~=_yfa.voITt`esls`9T?ceurfen_A_Ti;elnTberVIest-SerdoIjeone's epic Spaghetti Western.   It looks to classic westerns,
but it reinvents  the  genre  entirely.    It's  opera.    It's  Greek
Tragedy.   It's Shakespearean.   It's mythology - it's extremely
complex  and it's  art.  I  love  T14e  God/zzZ4" movies.   Le Do/"
yzz#-Lre#e#J`¢7"#7ijaz,andifweshiftgearsintotheB-movies,

i::_cftbeer:.KIJs M.e Deadley, Cbarire Chain cit the Opera, ;:A
one  of  my an tine  favorites,  Ho44/o#g C"+z./2y/Bcz7 20 Rz.dr
Agfay,.

Let's shift gears again into baseball.
When1vasyoung1hadtremendousrespectandadmiration
for my Grandfather.   He was  a real dour-to-earth person
Vlthnopretensions.Basebauvesoneofthemostmportant
things in his hfe.   My Grandmother told me that the most
memorable cry of  her early life ves when they took a day
trip to Philadelphia, about a hundred miles avay, to see their
first  major  league  baseball  game.    This  was  on  their
honeymoon -never been on a train before.  And the second
most memorable day was when they could afford to buy a
radio to listen to the big league games.   Baseball vas  such a
major part of my Grandfather's life.   He played in uniform
forthirtyyearsontheamateurbaseballteansofthecoalmmes
and steel mills  that he worked in.   He ves  a catcher and his
brothervesthepitcher.Onmytenthbirthdayheboughtme
a catcher's intt.  He ves offered a mmor league contract but
wouldn'tgiveuphisjob-hehadfinilytosupport.Baseball
was talked about everyday when I was growmg up.
J%y%%%cob:2:I,i.:fgchitobeanope-ratiesib-arlespearian
GreekTragedy?
NotsomuchShakespearian.MyartisveryGreekinatragic
ironic  sense  and mythological in  the  heroic  sense  - World
War Ill is  certainly a Greek Tragedy - there will be no real
closure and no happy ending.
W!bat are we goiiri to callrthe exhibition?
NojoymMudville-itcomesfromthepoem,CaseyatBat.
Casey plays for the Mudvme Nine and an hopes are on hm.
But the hero can't save the world every tine.   Casey strikes
out.Wehavetofaceourfutureheadonandacceptourtasks
Vlthdetermination-}ustreadtheNe„%ndTzz27ejfrontpage
for  a  week  -  the  following veek's  columns  win  be  worse.
BeforeAIQaedaistotallydefeatedanotherdaemonwilltake
its place.   There is no closure - no joy in Mudville.
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