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Otis College of 
Art and Design

4

Splendid Entities: 25 Years of Objects is the 
first large-scale survey to present the innovative 
sculptures of Los Angeles based artist Phyllis 
Green. The exhibition, organized by guest 
curators Tim Christian and Jo Lauria, highlights 
the important contribution Green has made 
to the realms of fine art and craft over the last 
two and half decades (1985–2010). Green 
consistently pushes herself and the work 
beyond traditional boundaries to produce 
beautiful, quirky, multi-media hybrids that invoke 
or provoke symbolic representations of the 
body (and/or body parts). The curators have 
selected a dynamic and thoughtful presentation 
of 44 works ranging from small-scale reductive 
sculpture from the mid 1980’s; an installation 
that recreates a portion of Green’s acclaimed 
Turkish Bath series; works from the Hairdo 
series—groundbreaking pairings of actual 
and virtual modeled objects that combine her 
objects with animation—and a provocative 
grouping of new clay and fabric forms entitled 
Odd Old Things in “The Gallery at 4 a.m.” 
(2010). 

This exhibition has been two years in the 
making and we are grateful to everyone  
who has supported this endeavor.  
The lenders—Lynn Aldrich, Don Bachardy,  
Jo Lauria and Michael Fargo, Todd Hays,  

Maria Luisa de Herrera, Henry Hopkins Estate, 
Connie and Dan Lembark, Long Beach Museum 
of Art, Tressa Miller, The Rosen Family, Jonathan 
Salk and Elizabeth Shepherd, Doug Simay, 
Curtis Smith, Diana Zlotnick—have been 
extremely generous in making their art available 
to us. Green launched a brave campaign to 
make this publication designed by Otis’ designer 
Anne Swett-Predock possible. We are thankful 
to all the individuals and organizations (listed 
separately) who contributed and to the essayists 
Doug Harvey and Sue Spaid for their illuminating 
insights about Green’s work. Our “behind-the-
scenes-team” is to be commended for their 
unwavering dedication, immense flexibility, 
and profound patience: Jinger Heffner, Kathy 
MacPherson, Paige Tighe, Phil Weil, Joanne 
Mitchell, and crew of Otis students. Last but 
not least, we thank the curators, Jo Lauria and 
Tim Christian, for bringing this project to Otis 
and applaud Phyllis Green for her steadfast 
commitment to her vision and art. 

Silver Amelia, 2003 (detail)
Mixed media object with video 
projection
38 x 20 x 8 
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Phyllis Green

essay 6

Mediate, 1990
Wood and concrete polymer
42 x 12 x 17



Phyllis Green, artist, activist and 
teacher, has been exhibiting work in 
Los Angeles and beyond for more 
than three decades. She has had a 
significant impact on the medium of 
ceramics, but more importantly she 
has played a meaningful role in the 
feminist dialogue in contemporary art. 
Modernism’s influence on aesthetics, 
the sociopolitical valuations of 
feminism and craft, and the validity 
of autobiographical references in 
contemporary art practice have been 
central themes in Green’s work. As 
we considered 25 years of object 
making and the development of a 
cohesive presentation, we selected 
from the related bodies of work that 
the artist executed in a variety of 
media. Ultimately, we found that the 
work falls into five distinct groups 
that share common traits: exoticism; 
tactility; formal sculptural qualities of 
line, mass, and volume; emphasis on 
gender and its myriad relationships to 
materials and scale; and the manner 
of working the clay to almost limitless 
effect, unimpeded by the restrictions 
or dogmas associated with craft.  

Green’s objects evoke sensuality 
and associations of taste. The artist 
uses materials in ways that contradict 
the tropes commonly associated 
with their properties. In her capable 
hands clay signifies gender, power, 
and identity. Her objects don’t deny 
their presence as luxury goods, but 
bring meaning and cultural value to 
the table, exceeding our expectations 
of visual pleasure by simultaneously 
feeding our appetite for content. 
Phyllis Green’s hands-on manipulation 
of materials always results in the 
unexpected, and has produced a 
dynamic diversity of artworks included 
here, each an entity in its own right.

stiCks and stones 

The earliest works are mainly 
constructed from concrete, wood, 
and steel—materials that imply weight 
and mass, evoking an architectural 
stability. They range from pedestal-
size to human scale and beyond, 
and engage with the body. Often 
referencing organic structures, these 
works tease the viewer. Green’s 
manipulation of materials confuses our 
perception of natural and manmade 
(the would-be branches are actually 
fabricated from concrete polymer over 
an armature). Surfaces suggest wear, 
burnished by the passage of time 
or made gritty with age. In any given 
sculpture, surfaces are positioned 
in opposition to one another as the 
smooth and polished collides with 
the textured and tactile, setting up a 
tension that is palpable.

Then there’s the use of orifices in the 
work; are they openings for secreted 
items, do they reference voids, do 
they encircle or surround—containing 
or not, entrapping or capturing? There 
are holes from which provocative 

tentacles emerge, engaged in some 
implied movement. Read them as 
orifices, empty or filled, connecting to 
the body, posing as receptacles to 
receive, or as antennae to transmit. 
Again, Green is engaging the viewer in 
a dance of Tango, demanding steps 
forward and steps back to consider 
the obvious and the obscure, the 
obdurate and the animated, the 
interior and the exterior. Green further 
subverts our expectations of scale 
and mass by enlarging, suspending, 
and leaning the forms in space.

Body douBles 

The figurative wise old sage 
transforms into the lusty odalisque. 
This series of small, decorated 
objects from the nineties is shiny and 
new. They admonish the viewer to 
“look but don’t touch!” These intimate 
sculptures attract through seduction 
and suggestion of the forbidden. They 
are enticing and demonstrative, yet 
elusive and untouchable. Our desire is 
thwarted. Green’s display strategy is 
to offer each object on a customized 
shelf, pillow, or pedestal (served 

“on a silver platter”). These works 
present themselves to the viewer in 
an overt way, in stark contrast to the 
wallflowers in the earlier works.
 
During the years of the Turkish Bath 
series (1993–1996) the artist’s 
repertoire of materials expanded to 
include textile coverings and finishes 
such as velvet, flocking, leather, and 
fringe. Ornamented with feathers, 
faux fur, and tassels, the materials are 
deliberate evocations of femininity, 
decadence, desire, and seduction. 
The relationship of the object to the 
body is redefined. Previous work 
suggested figuration through scale 
and placement. These odalisques 
are more bold and suggestive. They 
are body doubles, signifying the 
body and its private parts, abstracted 
and stylized. The palette is revved 
up, shocking, garish, and loud; the 
attention-getting hues and surfaces 
are eye-candy; the play of saturated, 
high-key colors and finishes gives 
pure visual pleasure. This pleasure 
is amplified when Green positions 
these forms in a fashion runway line 

on a meandering table that recalls 
Judy Chicago’s The Dinner Party 
(1974–1979). These delicious objects 
are served up as a sumptuous feast 
for the senses.

sCulPtural hairdos 

Focused on the traditional domain of 
the feminine and turning to notions of 
domesticity, the artist has used female 
imagery as both form and content 
in her hairdo sculptures. In this 
pursuit she has created exquisitely 
detailed objects that are symbolic 
representations of the feminine ideal. 
Intimate, seemingly precious, alluring, 
and intriguing: these are qualities 
that describe Green’s abstracted 
and gendered sculptures. Unlike 
conventional portraits they are not 
literal and figural translations; there 
is no parting of the hair to reveal 
the owner of the hairpiece. These 
emblematic portraits are cerebral 
and sophisticated signifiers that 
require a synaptic spark to make the 
connection between the symbolic—
the sculptural hairdos; and the thing 
symbolized—the unseen subjects 

GoinG 
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From left to right
War of the Worlds II, 1986
Wood and concrete polymer
18 x 17 x 4
Collection Doug Simay, San Diego, CA

Sweep, 1992
Wood, concrete polymer and mixed media
60 x 48 x 43
Collection Long Beach Museum of Art 
Gift of Connie and Daniel Lembark

Turkish Bath Series, 1994
Installation, Jan Baum Gallery, Los Angeles



to whom the coiffures belong. That 
is what makes these portraits so 
engaging: they are conceptual 
doppelgangers that make known 
the identity of the individual by 
disclosing only one body part, albeit 
a part that is distinct and definitive. 
Green uses the hair sculptures as 
Duchampian trope when grouped in 
multiples instead of singularly as in 
L12 (Duchamp Party) (2001) that riffs 
on the celebrated bottle rack. In this 
way, the artist is locating the hairdo 
not only in its domestic environment, 
but also positions it outside the 
bedroom in the public realm of art 
and commerce. Hair, sculpted and 
showcased, becomes heir apparent 
to multiple meanings in Green’s 
imaginative fabrications.

siGhtseeinG 

In Green’s later series of hairdo 
hybrids, she re-visited the 
presentation strategy of custom 
platforms, incorporating modified 
ready-made furniture into large-
scale sculptures and installations. 
The platforms are shiny, hard, and 

reflective surfaces combined with 
stone and metallic objects. This 
strategy presents the objects as 
decorative, domestic artifacts, objects 
of luxury and taste. The hybrids 
of hairdos and pottery forms are 
reminiscent of a kunstkammer—
objects of curiosity gathered from 
afar, presented in a domestic setting 
to the benefit of the owner—and 
are the disembodied heads in a 
collection of mysterious treasures. 
More curious than grotesque, these 
hairdos are for private display or for 
public admiration; they are opulent 
but not intimate; impenetrable, and 
unapproachable.

Everything about them is ornamental; 
objects of status where value is 
assigned by change in appearance. 
But all that glitters is not (merely) 
gold. They explore exotic territory, 
using mirrors to enhance the viewer’s 
experience, but to such an extreme—
these works are over the top, 
excessive—that the display strategy 
becomes self-critical. Furniture is 
customized to change its meaning, 

but doesn’t alter its form. Simple 
changes to the finishes shift the 
meaning, bringing a critical eye to the 
exoticism used for display.

oBjeCtiFied 

Sculptures combined with animated 
sequences delve deeply into the 
psyche of the subject/object split. 
Sculptural objects are paired with 
3D animation that is projected on 
walls or presented on flat screens. 
This pairing positions sculptures in 
relation to videos, anthropomorphizing 
the object. In Panorama (Yellow) 
(2002), the sculpture becomes the 
star of its own movie, and presents 
the object in conversation with itself. 
Put in context with its simulation, the 
object becomes something more. 
The tangible object and its virtual 
“other” blur the boundaries between 
reality and fantasy. The dichotomies 
of real/virtual, tangible/intangible, 
3D/2D enhance the best qualities of 
both forms, and bring a heightened 
sense of awareness to the viewer. 
More interestingly, the works begin 
to raise our suspicions of authorship 

and authenticity. But the unique 
mark of Phyllis Green is omnipresent 
here, anchoring the works within her 
practice, further expanding the reach 
of her skill and artistic vision.

odd old thinGs 

Green’s most recent work, Odd Old 
Things in “The Gallery at 4 a.m.” 
(2010) returns to her early use of 
simple materials and forms. These 
“Things” are theatrical in their balletic 
costumes and candlelight, nodding 
to the worlds of Degas and Toulouse-
Lautrec. Her reference to the body is 
unapologetic and unashamed; these 
endearing works are awkward, gnarly, 
and rusted like old metal—glowing 
with the patina of age. There is a 
confidence that comes with being 
old and odd, these objects seem to 
say. Consistent with Green’s earlier 
works, there is a tension that prevents 
the viewer from becoming too 
comfortable and complacent. Here 
the tension is between the gossamer 
tutus and the bulky figurative 
structures; they are fetishes of a 
different kind. The work is no longer 

Lulu, 2003
Ceramic and acrylic
12 x 8 x 12
Collection Diana Zlotnick, Studio City, CA
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left to right
Silver Amelia, 2009
Installation, Art Gallery at Long Beach  
City College, Long Beach, CA

Rock Pool, 2007
Ceramic, silk and mixed media
41 x 32 x 32
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about finish and polish; refinement 
and decoration are no longer used for 
visual pleasure. They are decorated, 
but the surfaces are alluring. The 
deep creases, dense and delicate 
surfaces have a patina that appears 
to be softened by time.

These dancers have shed vanity and 
insecurity, glowing in the intimacy 
of candlelight. There is warmth and 
softness in contrast to the glaring 
lights of animation and mirrored or 
metallic surfaces in the previous 
works. These objects whisper while 
the others shout. Although bulky in 
stature, their posture is poised and 
their masses are elevated so the 
figures appear to float. They could be 
filled with air, where the early works 
carried the weight of formal materials. 
Inflated, they seem light on their feet 
but remain contained, and framed, on 
a stage that recalls Giacometti’s The 
Palace at 4 a.m., (1932) (Museum of 
Modern Art, NY). 

From her earliest works in feminist 
critique, Green has developed bodies 
of work that defy simple classification.  
She has been working in a unique 
niche of her own making, mastering 
the materials and techniques 
associated with the craft of clay 
to address the meaningful, often 
weighty, concerns of contemporary 
art. Formalism, materiality, and the 
body politic can be traced through 
distinctive series, which although 
varied in form, remain splendidly 
personal, intimate and unique. These 
are the qualities we hope the viewer 
perceives and experiences when 
encountering Splendid Entities: 25 
Years of Objects by Phyllis Green.

Odd Old Things
2008–2010
Ceramic objects and 
mixed media
Dimensions variable

tim Christian is an independent writer 
and management consultant, working in art 
administration since the 1990s. He has a 
Bachelor of Arts degree in Linguistics and 
Cultural Anthropology from Pitzer College. 
Formerly he held positions at Otis College of 
Art and Design and the School of the Arts and 
Architecture at the University of California, 
Los Angeles where he was the administrative 
manager of the New Wight Gallery. He has 
held positions at Angles Gallery and Cherry 
and Martin in Los Angeles. He is the founder 
and principal of Real Art Works and director 
of Thomas Solomon Gallery, Los Angeles. 

jo lauria is an independent curator and an 
art and design historian with a Bachelor of 
Arts degree in art history from Yale University, 
a Master of Arts degree in Communication 
Arts from Loyola Marymount University, and 
Master of Fine Arts degree in studio art from 
Otis College of Art and Design (1990). Formerly 
she held the position of assistant curator of 
decorative arts at the Los Angeles County 
Museum of Art (LACMA), specializing in modern 
and contemporary decorative arts, craft, and 
design. She has published extensively, organized 
numerous exhibitions, and produced and directed 
multimedia presentations and documentary films.
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Phyllis Green’s 
Fabulous  
Stunt Doubles

By 
Doug Harvey

essay

Few artists maintain their balance as 
elegantly and consistently as Phyllis 
Green. And I’m not just referring to 
gravity and its discontents–though 
Green’s always-inventive engagement 
with this oft-disregarded central 
pillar of sculptural practice also 
sets her work apart from the herd. 
The balancing act to which I refer 
consists of operating simultaneously 
in a multiplicity of universes 
which are often deemed entirely 
discrete–if not mutually exclusive. 
Figuration vs. abstraction, 
surface decoration vs. truth-to-
materials, frivolity vs. gravitas, 
sociopolitical observation vs. 
aesthetic formalism–these are 
some of the received polarities 
whose borderlines function as 
high wires to Green’s exquisite 
bodily surrogates. This manifest 
skepticism towards falling in with 
one camp or another stems partly 
from Green’s training and on-again 
off-again involvement with ceramics. 
As anyone familiar with the course of 
contemporary western art is aware, 

the role of clay in the canon of 
high art has been a more turbulent 
and contentious issue than that of 
performance art or photography, 
oscillating from centrality to outer 
darkness according to prevailing 
academic, curatorial and critical 
biases. Sculptors working with fired 
and glazed mud–when not adopting 
a position of radical ahistoricim—
have had to develop sharp instincts 
to avoid being ghettoized as hippy 
crafts-persons. 

Often the result has been work 
that deliberately throws itself at the 
mercy of the opposite camp by 
overtly mocking the conventions and 
vocabulary of traditional ceramics–
decorative figurines engaged in 
post-modern orgies, soup tureens 
painted with political atrocities, that 
sort of thing. Phyllis Green’s oeuvre 
has avoided such abject literalist 
groveling while playfully challenging 
assumptions from either side of the 
fence, creating–for example–surfaces 
that read like elaborate psychedelic 

glazes which are, in fact, built up from 
thin layers of tinted industrial polymer 
cement then sanded to a glass-like 
and fractally decorative surface, or 
biomorphic forms that look thrown 
or pinched but are constructed from 
lumber, chicken wire, and similar 
building contractor materials. But 
probably the most significant 
ongoing reference to ceramic 
fundamentals in Green’s work 
is her complex and ongoing 
exploration of the archetypal 
vessel. As a totemic manifestation 
of art’s simultaneous practicality as 
a McLuhan-esque extension-tool 
and symbolic reflection of the human 
psyche, it’s hard to beat a nice 
teapot. Contained void gets emptied, 
contained void gets filled. That’s 
pretty much how she goes. Green’s 
sculptures rarely stray out of sight of 
this irreducible binary architectonic 
schema (and when they do–as in 
her early skeletal configurations, 
or her recent experiments in virtual 
reality animation–they don’t stray 
far), and most of her other masterful 
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physiological iterations that mimic the 
valve-studded chambers of the heart 
(Siren, 1993) to baroquely fetishistic 
materializations resembling alien 
cargo-cult renditions of footwear, 
hookah pipes, musical instruments, 
and sex toys (the Turkish Bath series 
1993–1996). A telling characteristic of 
many of these works has been their 
multidirectional orificial penetration–
holes and tubes jutting every which 
way, rendering their viability as 
storage containers questionable, but 
suggesting–in spite of the recurrence 
of bulbous plugs–a previously 
unimagined range of passages 
to other states of being, points of 
possible connection to other self-
contained vehicles. 

This multivalent openness underwent 
a radical reversal with Green’s 
Spinning Head series (2003) of 
“portraits” depicting celebrity heroines 
Amelia Earhart and Claudette Colbert 

Siren (Red Dress), 
1993
Ceramic, wood, fabric 
and flocking
13 1/2 x 12 x 9 

negotiations with paired-opposites 
of art world preconceptions can 
be understood as fallout from her 
encyclopedic choreography around 
this fundamental dualism. 

Green’s shifting conception of 
the hollow receptacle as human 
surrogate has ranged from patently 

woman 
on wire:
Phyllis Green’s
FaBulous
stunt douBles

Doug Harvey

and proto-feminist graphic narrative 
icon Little Lulu, each by way of their 
distinctive coiffures. These skirt-like 
tonsorial abstractions pay homage 
to the function of hairstyle as a (still 
ghettoized) medium of creative 
expression, while conjuring away the 
literal and metaphorical openings 
expected from the never-materializing 
parting of the waves–it’s all hairdo,  
no face.

The conflation of withdrawn 
connections and focused and 
emphatic display is further reinforced 
by the use of silver and other hi-gloss 
surface treatments, culminating in 
the chrome-plated, mirror-mounted 
Platinum Lulu (2006–2009), which 
amplifies superficiality to a level of 
transcendent near-transparency. At 
the same time, the Spinning Heads 
reduce their portals of potential 
exchange to a vaginal singularity, 
opening just enough to incorporate 

the phallic retail-display vernacular 
support infrastructure on which 
these wiggy artifacts are poised. 
These objects, along with her 
even-more-recent Odd Old 
Things (whose leathery, bulging, 
tintinnabular forms are gussied 
up with Degas tutus) confirm 
Phyllis Green’s primacy as an 
artist of fearful symmetries, a mistress 
of deep design whose heartrending 
and hilarious social and political 
narratives are not grafted onto their 
powerfully realized formal vehicles, but 
uncovered within them. 

This is perhaps Green’s most 
remarkable balancing act: finding 
the humanist–and feminist–center of 
gravity within the Modernist aesthetics 
she plays with and against and 
deploys so eloquently. 

16

Since graduating with an MFA in painting 
from UCLA in 1994, doug harvey has 
written extensively about the Los Angeles and 
International art scenes and other aspects of 
popular culture, primarily as the art critic for 
LA WEEKLY. Harvey’s curatorial projects have 
ranged from traditional gallery and museum 
exhibitions to programs of sound art, found and 
experimental film, performance, experimental 
radio, comix and zines, and an LA solo gallery 
exhibit determined by raffle. He has also been 
part of the curatorial collective at the Museum 
of Jurassic Technology. He maintains an active 
art career, exhibiting his visual art locally and 
internationally, and participating in international 
experimental sound, radio, and film communities, 
as well as regularly teaching both studio practice 
and art theory. 
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Splendiferous 
Creatures

By 
Sue Spaid

essay

in Glorious resPlendenCe

Phyllis Green’s regal figures float off 
walls, hover overhead, loll on pillows, 
parade on tables, or balance en 
point. “Untouchable” sculptures, such 
flippant performers flaunt, flirt and 
frolic, enhancing audiences’ sensorial 
sensitivities. Presented as aesthetic 
gifts, her oeuvre celebrates visual 
delight, yet each multi-faceted object 
also invites viewers to decipher its 
implicit suggestions.  

Wired for the familiar, human beings 
often feel speechless at the sight 
of new works. Surprise startles. 
Spectators often find themselves 
striding one step behind. Even 
gallerists have difficulties adjusting to 
artists’ new directions. Green is the 
rare artist who consistently produces 
immediately likeable works. I’ve 
never figured out how she does this. 
Splendid entities indeed, some recall 
Peruvian pots, Rousseau Arcadias, 
Baudelaire trollops, Degas dancers, 
Renoir bathers, Frost trees, Matisse 
Odalisques and more recently Altmejd 
pageants and Violette spectacles.1 
As this essay demonstrates, 

1
Any artist who has ever felt that his/her dealer 
is not doing enough to promote his/her work is 
probably rather a victim of the dealer’s difficulty 
adjusting to the new direction, since he/she 
hasn’t had enough time.

2
By “sculptors of her day,” I have in mind 
those who were born around 1950 and began 
exhibiting natural/ artificial constructs during 
the 1980s in New York City, Los Angeles 
and London. Green’s peers include Helen 
Chadwick, Tony Cragg, Steve Currie, John Duff, 
Heide Fasnacht, Carol Hepper, Bryan Hunt, 
Anish Kapoor, Robert Lobe, Richard Long, 
David Nash, Anish Kapoor, Win Knowlton, 
Peter Shelton, James Surl and Bill Woodrow. 
Only Green and Kapoor updated their oeuvre 
to impact ‘90s sculpture debates. In L.A., 
postmodern “figurative” sculpture ruled during 
the 1990s, though conceptual sculpture reigned 
elsewhere.

3
Reviewing Green’s first Los Angeles gallery 
exhibition, artist/writer Michael Anderson 
employed terms like “balletic linearity,” 
“choreographic intent,” “human kinetics,” “trio 
of branch forms interlock in a pell-mell cluster 
that mimics the swirl of a wrestling match,” 
“arrested flight” and “agonistic pas de deux 
or roundelays.” Of course, he probably meant 
pas de bourrée since a roundelay is actually a 
poetry term. Michael Anderson, “Phyllis Green 
at Jan Baum,” Art in America, January 1989, p. 
158-9.  

Green’s most astonishing works, her 
splendiferous creatures, lack readily 
apparent references.      

Unlike most artists trained in clay, 
Green’s objects eschew both function 
and form as ends in themselves. 
Unlike most sculptors of her day, 
her animated objects suggested 
movement and transformation from 
the getgo, foregoing sculpture’s 
historic stability.2 Dance, especially 
bodies in motion and related 
accoutrement, has been a recurring 
theme. Soon after tango-ensnarled 
couples emerged in the “Newcomers 
Show” (1987) at the Los Angeles 
Municipal Art Gallery, table-top and 
floor figures feigning arabesques, 
grande battement and pas-de-
bourrée (see Arc, Bridge, Reach, 
Mystery Object, Shadow Dance, 
Dialogue and even Sweep) surfaced 
in her first solo exhibition at Jan Baum 
Gallery.3 Not only has she costumed 
sculptures in tutus (see Dick and 
Jane, Matron and Odd Old Things), 
but the recent addition of mirrored 
plates insinuates dancers poised at 
the barre.   
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Since graduate school, Green has 
consistently explored the border 
separating the real and simulated. 
Her switching from clay to concrete 
during the mid-eighties not only tied 
her sculptures to industrial practices, 
but enabled her to produce textures 
resembling natural wood, further 
confounding differences between 
nature and artifice.4 Like Vija 
Celmins’ To Fix the Image in Memory 
(1977–1982), which pairs eleven 
stones with fake twins, one cannot 
guess where Green’s natural twigs 
end and their pale, manmade twins 
begin (see Arc, War of the Worlds 
II, Bridge and Shadow Dance). 
Having produced fantasy toys from 
everyday materials in the nineties, 
she tested the real/virtual divide in the 
aughties, casting sturdier sculptures 
in animated shorts.5 When exhibited, 
these objects double as performer 
and audience, juxtaposed as they are 
alongside their respective projected 
video (Panorama, Silver Amelia, Sylvia 
on Mars and Chinese-Peruvian).             

Green’s other longstanding interest 
addresses decoration. Sticklers 

4 
Phyllis Green, undated artist statement from 
the late-’80s, provided by the artist. Sculptures 
exhibited in 1982 at Laguna Beach Museum 
of Art featured only wood and clay. California 
Contemporary Artists 5, Laguna Beach 
Museum of Art, March 8-April 15, 1982. 

5 
Editors note: “aughties” is the term for the first 
decade of 2000. www.urbandictionary.com/
define.php?term=The%20Aughties

6
Terry Myers, “Painting Camp,” Flash Art, 
November/December, 1994, Vol. 27, No. 179. 
pp. 73-76

7 
Sue Spaid, “Strappy Sandals and Skinny 
Belts: The Hyperfeminine Position in Painting,” 
unpublished essay written to accompany 
Strappy Sandals exhibition, which included 
Green’s sculptures. Strappy Sandals 
traveled from San Francisco (1995) to Los 
Angeles (1996).

for art historical detail may recall 
modernist architect Adolph Loos 
decrying ornament a crime in 1908 
and art critic Terry Myers praising 
decoration as an empowerment 
strategy nearly a century later.6 Both 
are correct. Decoration authorizes 
each decorator’s taste, typically tied 
to personal identity, while ornament 
presumes and legitimizes staid 
baubles as “universally-valid” motifs, 
the imprimatur of good taste.7 So 
long as ornament overlooks either 
the creator’s identity or client values, 
it remains risk-adverse eye candy. 
Decoration is wholeheartedly risky, 
since it requires its users to wear their 
hearts on their sleeves. 

Citing all the works here that entail 
decoration would require me to 
reiterate Green’s entire check list. 
At the risk of sounding redundant, 
I will limit my discussion to four 
objects that pull the decoration 
dispute in every direction: from 
depth (the masculine) to surface 
(the feminine) and from drag (the 
anti-masculine) to masquerade (the 
anti-feminine). With its weathered, 
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whitish skeletal armature entangling 
a shiny greenish baton, Mediate 
recalls the eighties debate regarding 
surface and depth, though these 
slender rods eschew depth in favor 
of sanded, layered surfaces. Herald 
indeed signals a turn, inaugurating 
her move from biomorphic 
abstraction toward hermaphroditic 
construction, engendering a decade-
long fascination with ostentatious 
fetishes, some decked out in drag. 
Black Holes, a vibrant bust perched 
upon a patched tablecloth evokes 
dark matter and masquerade, 
alike. One may imagine a Baltimore 
Oriole batting flamboyant owl eyes 
or the cartoon character Ziggy en 
macquillage, but its actual target is 
women’s coy seduction strategies.8 
Black Holes foreshadowed the 
arrival of a series of Cousin-It-like 
hairballs, such as Purple Ball and 
Platinum Lulu, a decade later. That 
Green spent the nineties costuming 
sculptures and the aughties sculpting 
coifs speaks to decoration’s endless 
possibilities as a mechanism for self-
empowerment.   
        

8
Jean Baudrillard, Seduction, (New York: 
Semiotexte, 1983).

9
www2.cddc.vt.edu/marxists/reference/subject/
philosophy/works/fr/derrida.htm
Of Grammatology, trans. Gayatri Chakravorty 
Spivak (Baltimore: Johns Hopkins University 
Press, 1976), p. 47. 

10 
Writing and Difference, trans. Alan Bass 
(London: Routledge, 1978), p. 403. 

sPlendiFerous Creatures     

In Of Grammatology (1967), Jacques 
Derrida wrote, “the trace must be 
thought before the entity.”9 What 
exactly he meant by this claim has 
been the topic of myriad symposia. 
In Writing and Difference (1967), 
he continues, “the trace is not a 
presence but is rather the simulacrum 
of a presence that dislocates, 
displaces, and refers beyond itself. 
The trace has, properly speaking, 
no place, for effacement belongs 
to the very structure of the trace….
In this way the metaphysical text is 
understood; it is still readable, and 
remains read.”10 Rather than launch 
into a discussion of the myriad 
interpretations his statement affords, 
I’m going to offer my own, which 
I believe can help us better grasp 
Green’s splendid entities. 

Reading an artwork through an 
art historical lens (a theme such 
as dance, an art movement such 
as feminist art, a genre such as 
hermaphroditic construction, a 
sub-genre such as Finish Fetish, a 
style such as Rococo, or a medium 
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such as sculpture) or contextual 
frame (meaning anti-masculine, 
about decoration, or referencing 
the surface/depth dispute) requires 
these terms to be publicly available 
concepts. Such notions remain 
hidden (Derrida’s “trace”) until 
verbalization makes them publicly 
available. For example, Dada antics 
lack particular indicators. The art 
historian, who considers an artwork 
exemplary of Dada despite its 
maker’s denying any tie to Dada, 
employs the “Dada lens” to articulate 
previously indiscernible traces. When 
audiences discuss artworks, they 
test out various lenses and frames to 
see which ones tease out the most 
traces. Even though traces often 
seem self-evident in hindsight, they 
are often imperceptible at first. The 
more traces spectators spot, the 
more splendid the entity.   

What differentiates splendid entities 
from splendiferous creatures is 
that the latter appear to feature 
fewer traces since they’re awaiting 
appropriate lenses and frames. 
Absent handy categories, such 

11
Artists whose works have been termed “Goth” 
include David Altmejd, Sue de Beer, Tom Burr, 
Olaf Breuning, Cameron Jamie, Karen Kilimnik, 
Bjarne Melgaard and Elizabeth Peyton and 
Banks Violette.  See Jerry Saltz‘s “Modern 
Gothic.” www.artnet.com/Magazine/features/
jsaltz/saltz2-4-04.asp

creatures bewilder befuddle, and 
dazzle, leaving viewers to devise 
relevant frameworks. Some day, 
these splendiferous creatures will 
seem less mysterious, but for now, 
they appear more anticipatory than 
referential. For example, it helps to 
read several of Green’s otherwise 
uncategorizable works through 
the “Goth” sub-genre.11 Prone to 
exaggeration, the aloof, yet elegant 
Goth, a kind of third-generation punk 
cum Victorian melodrama, combs 
the darker side, combining camp, 
escapism and horror. In light of this 
sub-genre, Double Blue Bind (with 
its white leather wristbands), Dick 
and Jane, Matron, Black Holes, Siren 
(noir fringes), Conjurer, Platinum Lulu, 
Rock Pool, Chinese Peruvian: Green 
(with its green monster) and Odd Old 
Things (burning candles) suddenly 
convey a Goth sensibility. Time will tell 
whether this lens sticks or not. 

Still awaiting publicly available 
contexts to tease out their multiple 
traces, works like Siren, Conjurer, 
Platinum Lulu, Rock Pool, Claudette 
in China, Chinese Peruvian: Green, 
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Panorama (Yellow), Sylvia on Mars 
and Old Odd Things are on their way 
to becoming splendid entities. We 
want to know more than the fact  
that Sylvia refers to Sylvia Plath or  
that Siren evidently anticipated 
her hairball sculptures, stirrup-pot 
hairballs and Goth ‘tude. Conjurer, 
Platinum Lulu, Rock Pool, Claudette,  
Panorama (Yellow) and Chinese 
Peruvian: Green appear to be 
extensions of her hairball passion, 
but they, too, suggest something 
stranger, displacing ready references. 
Derrida’s claim that the trace must 
be thought before the entity requires 
traces to precede interpretation, 
making them embodied from the 
onset. Trouble is, audiences need 
suitable tools to dig up each entity’s 
buried traces. “Splendid Entities” is 
indeed poised to foster new concepts 
for capturing traces.

Since 1984, sue spaid, Executive Director 
of the Contemporary Museum in Baltimore, has 
been active in the art world as a collector,  
art writer, curator and university lecturer.  
As an independent curator, she has organized 
well over 50 exhibitions for artist-run spaces, 
university galleries, commercial galleries and 
museums such as Bellevue Art Museum, 
Mississippi Museum of Art, Santa Monica 
Museum of Art, Armory Center for the Arts, 
SPACES and the Abington Art Center. While 
Curator at the Contemporary Arts Center, 
Cincinnati (1999–2002), she authored the book 
Ecovention: Current Art to Transform Ecologies 
that accompanied the 2002 exhibition she co-
curated with Amy Lipton. She is perhaps best 
known for Sue Spaid Fine Art (1990–1995), 
the scrappy Los Angeles gallery that launched 
dozens of local artists’ careers. 
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Platinum Lulu, 
2006–2007
(detail)
Ceramic, wood and mixed media
35 x 18 x 18
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1 3

2

1
Reach, 1985
Wood, concrete polymer 
and copper wire
14 1/2 x 2 3/4 x 2 3/4 
Collection  
Diana Zlotnick,  
Studio City, CA 

2
Dialogue, 1985
Wood and concrete polymer
11 x 2 3/4 x 2 3/4 
Collection  
Diana Zlotnick,  
Studio City, CA

3
Mystery Object, 1985
Wood, concrete polymer 
and copper wire
11 x 2 3/4 x 2 3/4 
Collection  
Diana Zlotnick,  
Studio City, CA

4
Arc, 1986
Wood and concrete polymer
12 1/2 x 7 x 7 
Collection  
Connie and Daniel Lembark, 
Los Angeles

5
Bridge, 1986
Wood and concrete polymer
11 1/2 x 10 x 6 1/2 
Collection Todd Hays, 
Pasadena, CA

6
Shadow Dance, 1986 
Wood and concrete polymer
80 x 17 x 17 
Collection Curtis Smith, 
Berkeley, CA

4 6

5
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1
Levitation, 1990
Wood, concrete polymer 
and mixed media
13 x 64 x 26 

2
Catcher, 1991 
Wood and concrete 
polymer
65 x 11 x 14

3 
Conversation, 1991 
Wood and concrete 
polymer
45 x 24 x 11 
Collection Curtis Smith, 
Berkeley, CA

4
Pod, 1990 
Wood and concrete 
polymer
84 x 32 x 24

4
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1

1
Herald, 1992 
Ceramic, concrete polymer 
and flocking
6 1/2 x 7 x 7 
Collection Don Bachardy, 
Santa Monica, CA

2
Red Plumb, 1993
Ceramic, wood, fabric, 
flocking and mixed media
53 x 12 x 7 
Collection  
Jonathan Salk and 
Elizabeth Shepherd,  
Los Angeles 

3
Red Root, 1993
Ceramic, concrete polymer, 
fabric and flocking
13 x 8 x 8 
Collection  
Henry Hopkins Estate, 
Miles City, MT

4 
Double Blue Bind, 1993
Ceramic, concrete polymer 
and mixed media
24 x 20 x 8 1/2

2

3

4

30 31



1
Dick and Jane, 1993
Mixed media, fabric and 
flocking
15 x 26 x 6 
Collection Maria Luisa de 
Herrera, Los Angeles

2
No Brown Shoe, 1993
Ceramic, concrete polymer, 
fabric, flocking and mixed 
media
8 1/2 x 13 x 10

3
Splendid Entities, 2011
Installation, Ben Maltz 
Gallery, Otis College of  
Art and Design
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1

1
Black Holes, 1994
Ceramic, concrete polymer, 
flocking, fabric and metal
9 x 8 x 8 

2
Pendunculated, 1994
Ceramic, concrete polymer, 
metal, fabric and flocking
10 x 10 x 9 
Collection Tressa Miller,  
Los Angeles

3
Matron, 1994
Ceramic, fabric, flocking  
and feathers 
32 x 8 x 8 

4
Spark (Green Stockings), 
1994
Ceramic, fabric and flocking 
16 x 8 x 8 

2

3 4
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1
Infanta Margarita,  
1994–1998
Ceramic, fabric, flocking and 
mixed media
9 x 47 x 16 
Collection Jo Lauria and 
Michael Fargo, Sherman 
Oaks, CA

2
Reptilia Musica, 1996
Ceramic, fabric and flocking
6 x 16 x 10

3 
Reptilia Rosa, 1996
Ceramic, fabric and flocking
8 1/2 x 11 1/2 x 11 1/2

4
Blue Loop, 1997
Ceramic, fabric and flocking
15 x 9 x 2 1/2

4
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1
Snake (Chimaera Series), 
1997
Ceramic, fabric and flocking
32 x 6 x 5 
Collection Don Bachardy, 
Santa Monica, CA 

2
Bonnet, 2001
Ceramic, acrylic and  
steel base
12 x 10 x 10

3
Splendid Entities, 2011
Installation,  
Ben Maltz Gallery,
Otis College of Art  
and Design
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1
installation shot

2

3
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1

1
Purple Ball, 2000
Ceramic, acrylic and  
steel base
20 x 12 x 12

2
L12 (Duchamp Party), 
2001
Ceramic, acrylic discs 
and steel
63 x 36 x 36

2
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3

sPlendid 
entities

2

1 1
Sylvia on Mars, 2004
Clay floor installation with 
video, original soundtrack 
by Jane Antonia Cornish
96 x 108 

2
Panorama (Yellow), 2002
Mixed media object  
with video
8 x 6 x 6

3
Conjurer, 2003
Ceramic and acrylic disc
6 x 9 x 9 
Collection Rosen Family, 
Los Angeles

4
Christine, 2003
Ceramic, acrylic and  
steel base
12 x 8 x 8 
Collection Lynn Aldrich, 
Los Angeles

Bonnet, 2001
Ceramic, acrylic and  
steel base
12 x 10 x 10

4
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1
Platinum Lulu,  
2006–2007
Ceramic, wood, and  
mixed media
35 x 18 x 18

2
Claudette in China, 2007
Ceramic and mixed media
49 x 14 x 14

3
Rock Pool, 2007
Ceramic, silk and mixed 
media
41 x 32 x 32

sPlendid 
entities

1

2

3
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1
Chinese Peruvian:  
Red and Orange, 2007
Ceramic, mixed media 
objects with video,  
original soundtrack  
by Jane Antonia Cornish
54 x 16 x 16 each

1b
Chinese Peruvian: Red 
and Orange, 
2007, video stills

1c
Chinese Peruvian: Red 
2007
(detail)

sPlendid 
entities

1

1b

1c
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1 
Chinese Peruvian: Green, 
2007–2008
Ceramic, acrylic paint and 
mixed media
59 x 18 x 18

2 
Odd Old Things, 
2008–2010
Ceramic objects and  
mixed media
Dimensions variable

sPlendid 
entities

1 2 
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1, 4, 5
Odd Old Things in  
“The Gallery at 4 a.m.”, 
2010
Ceramic objects and  
mixed media
Dimensions variable

2, 3
Odd Old Things, 
2008–2010
Ceramic objects and  
mixed media
Dimensions variable 

1 

2 3 

4 

5
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eXhiBition 
CheCklist

Unless noted otherwise, 
all objects and video are 
by Phyllis Green and from 
the artist’s collection; all 
measurements are inches: 
height precedes width 
precedes depth. 

Dialogue, 1985
Wood and concrete 
polymer
11 x 2 3/4 x 2 3/4 
Collection Diana Zlotnick, 
Studio City, CA

Mystery Object, 1985
Wood, concrete polymer 
and copper wire
11 x 2 3/4 x 2 3/4 
Collection Diana Zlotnick, 
Studio City, CA

Reach, 1985
Wood, concrete polymer 
and copper wire
14 1/2 x 2 3/4 x 2 3/4 
Collection Diana Zlotnick, 
Studio City, CA

Arc, 1986
Wood and concrete 
polymer
12 1/2 x 7 x 7 
Collection Connie and Dan 
Lembark, Los Angeles

Bridge, 1986
Wood and concrete 
polymer
11 1/2 x 10 x 6 1/2 
Collection Todd Hays, 
Pasadena, CA

Shadow Dance, 1986 
Wood and concrete 
polymer
80 x 17 x 17 
Collection Curtis Smith, 
Berkeley, CA

War of the Worlds lI, 
1986
Wood and concrete 
polymer
18 x 17 x 4 
Collection Doug Simay,  
San Diego, CA

Levitation, 1990
Wood, concrete polymer 
and mixed media
13 x 64 x 26 

Mediate, 1990
Wood and concrete 
polymer
42 x 12 x 17 

Pod, 1990 
Wood and concrete 
polymer
84 x 32 x 24 

Catcher, 1991 
Wood and concrete 
polymer
65 x 11 x 14 

Conversation, 1991 
Wood and concrete 
polymer
45 x 24 x 11 
Collection Curtis Smith, 
Berkeley, CA

Herald, 1992 
Ceramic, concrete polymer 
and flocking
6 1/2 x 7 x 7 
Collection Don Bachardy, 
Santa Monica, CA

Sweep, 1992 
Wood, concrete polymer 
and mixed media
60 x 48 x 43 
Collection Long Beach 
Museum of Art, Gift of 
Connie and Daniel Lembark

Dick and Jane, 1993
Mixed media, fabric and 
flocking
15 x 26 x 6 
Collection  
Maria Luisa de Herrera,  
Los Angeles, CA

Double Blue Bind, 1993
Ceramic, concrete polymer 
and mixed media
24 x 20 x 8 1/2 

No Brown Shoe, 1993
Ceramic, concrete polymer, 
fabric, flocking and mixed 
media
8 1/2 x 13 x 10 

Red Plumb, 1993
Ceramic, wood, fabric, 
flocking and mixed media
53 x 12 x 7 
Collection Jonathan Salk 
and Elizabeth Shepherd,  
Los Angeles, CA

Red Root, 1993
Ceramic, concrete polymer, 
fabric and flocking
13 x 8 x 8 
Collection Henry Hopkins 
Estate, Miles City, MT

Siren (Red Dress), 1993
Ceramic, wood, fabric and 
flocking
13 1/2 x 12 x 9 

Black Holes, 1994
Ceramic, concrete polymer, 
flocking, fabric and metal
9 x 8 x 8 
 
Matron, 1994
Ceramic, fabric, flocking 
and feathers
32 x 8 x 8 

Pendunculated, 1994
Ceramic, concrete polymer, 
metal, fabric and flocking
10 x 10 x 9 
Collection Tressa Miller, 
Los Angeles, CA

Spark (Green Stockings), 
1994
Ceramic, fabric and flocking
16 x 8 x 8 

Infanta Margarita, 
1994–1998
Ceramic, fabric, flocking and 
mixed media
9 x 47 x 16 
Collection Jo Lauria and 
Michael Fargo, Sherman 
Oaks, CA

Reptilia Musica, 1996
Ceramic, fabric and flocking
6 x 16 x 10 

Reptilia Rosa, 1996
Ceramic, fabric and flocking
8 1/2 x 11 1/2 x 11 1/2 

Blue Loop, 1997
Ceramic, fabric and flocking
15 x 9 x 2 1/2 

Snake (Chimaera Series), 
1997
Ceramic, fabric and flocking
32 x 6 x 5 
Collection Don Bachardy, 
Santa Monica, CA

Purple Ball, 2000
Ceramic, acrylic and  
steel base
20 x 12 x 12 

Bonnet, 2001
Ceramic, acrylic and  
steel base
12 x 10 x 10 

L12 (Duchamp Party), 
2001
Ceramic, acrylic discs 
and steel
63 x 36 x 36 

Panorama (Yellow), 2002
Mixed media object  
with video
8 x 6 x 6

Christine, 2003
Ceramic, acrylic and  
steel base
12 x 8 x 8 
Collection Lynn Aldrich, 
Los Angeles, CA

Conjurer, 2003
Ceramic and acrylic disc
6 x 9 x 9 
Collection Rosen Family, 
Los Angeles, CA

Lulu, 2003
Ceramic and acrylic
12 x 8 x 12 
Collection Diana Zlotnick, 
Studio City, CA

Silver Amelia, 2003
Mixed media object with 
video projection
38 x 20 x 8 
Edition of 3

Sylvia on Mars, 2004
Clay floor installation with 
video, original soundtrack 
by Jane Antonia Cornish
96 x 108 

Platinum Lulu, 
2006–2007
Ceramic, wood, and  
mixed media
35 x 18 x 18 

Claudette in China, 2007
Ceramic and mixed media
49 x 14 x 14 

Rock Pool, 2007
Ceramic, silk and mixed 
media
41 x 32 x 32 

Chinese Peruvian: Red 
and Orange, 2007
Ceramic, mixed media 
objects with video project, 
original soundtrack by  
Jane Antonia Cornish
54 x 16 x 16 each

Chinese Peruvian: Green, 
2007–2008
Ceramic, acrylic paint and 
mixed media
59 x 18 x 18 

Odd Old Things  
“The Gallery at 4 a.m.”, 
2010
Clay objects and  
mixed media
Dimensions variable

Splendid Entities, 2011
Installation,  
Ben Maltz Gallery,  
Otis College of Art  
and Design 
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artist  
BioGraPhy

Phyllis Green

Raised in Canada, Phyllis Green 
moved to California in 1978 to 
pursue graduate studies in art. She 
received a Master of Fine Arts from 
University of California, Los Angeles 
(UCLA) in 1981, and began her 
professional career as an artist, 
teacher and curator in Los Angeles. 
Her practice integrates feminist 
politics and classic modernist 
themes. Trained as a ceramic artist, 
she produces mixed media sculpture 
and installations that include video 
animation. This work has been 
exhibited extensively in exhibitions 
worldwide. Green is the recipient of 
individual artist’s fellowships from 
the National Endowment for the 
Arts, the California Arts Council, the 
Pollock-Krasner Foundation, and 
the City of Santa Monica and was 
among the first group of artists to be 
awarded a C.O.L.A. grant by the City 
of Los Angeles in 1996. In 2010, 
she received an ARC Grant from the 
Durfee Foundation. 

Green has lectured in colleges and 
universities throughout the world.  
She taught in the Art Department 
at UCLA from 1996 to 2008 and is 
currently an adjunct faculty member 
in the College of Communications 
and Fine Arts at Loyola Marymount 
University and at the University of 
Southern California (USC) Gayle 
Garner Roski School of Fine Arts, 
both in Los Angeles. Green produced 
and hosted a radio show on the 
visual arts, “LOOK / hear”, on KXLU: 
88.9FM from 1996 to 1998.  She 
was appointed to the Santa Monica 
Arts Commission in 2000, and served 
as Chair from 2004 to 2006. In 2008, 
she was the curator for Scripps 
College 64th Ceramic Annual.  
www.phyllisgreen.net

right 
Chinese Peruvian: Green, 
2007–2008 (detail)
Ceramic, acrylic paint and 
mixed media
59 x 18 x 18
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Siren (Red Dress), 1993
(detail)
Ceramic, wood, fabric and 
flocking
13 1/2 x 12 x 9 
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