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Above: White House/Green House, 1996. Steel frame, painted Plexiglas
and vinyl, 200 rose bushes, and voter registration table, 15 x 40 x 14 ft.
Bottom and detail: The World is Your Oyster, 1990. Multi-part installation
at the New Haven Harbor Information Booth. Mixed-media and fiber-
glass animation oyster; steel sign, 3 x 50 ft; and fiberglass pearls with
bronze clasp, 3 x 150 ft.
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prompting the general public to interact and partici-
pate in the formation of the sign. Sometimes my
pieces develop over time and are the product of a
general consensus on the symbolism. The viewer
becomes the contributor.

DDL: Are the roses in White House/Green House
the end product?

KG: They are part of a mathematical formula, like a
symbolic logic equation, but viewers put the symbols
together as they see fit, based on their individual
experiences and backgrounds.

DDL: What do the roses symbolize for you?

KG: I think the rose symbolizes a flourishing or, for
that matter, any growing process. If you plant a seed,
you get a flower. The rose itself could be substituted
by another proposition. In White House/Green House
it’s more about the relationship of the symbols to each
other: the White House equals politics; then the dollar
bill is money; then the greenhouse becomes about
alternative energy, with the symbolic gesture of bring-
ing something to fruition. However, I try to leave
it open so that viewers can come to their own conclu-
sions. This way, the viewer at least has the potential
to respond to the piece, which fits into the classic
idea of the billboard.

DDL: Viewers may begin to wonder if the message
is positive or negative.

KG: It’s loaded imagery. | remember that there were a
number of foreign tourists who visited White House/
Green House in Battery Park, New York. They were
most intrigued by the 50-foot dollar bill. They thought
it was hilarious. But I was surprised that many visitors
embraced the symbolism so wholeheartedly. They
treated the greenhouse as if it were the White House.
They would go inside, but not one rose was picked.
There was a certain reverence for it. In fact, there were
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but I think I’d like to work on a more communitarian
level, trying to create symbolic gestures or actions that
are positive, like growing roses with alternative energy.
DDL: What do you think of the use of new media
technologies in contemporary arté Do any of them
fit into your work?

KG: Most of my upcoming projects include new media
processes in the creation and presentation, such as the
surround cinema shelter I'm working on now. Also,
I just finished designing an info-station touch-screen
kiosk for a companion piece to a large outdoor three-
dimensional billboard. It’s especially interesting to be
able to combine new mediums with more traditional
ones and to present them in edu-tainment formats in
civic spaces. But the true impact of new media on art
culture will not be determined for some time, I think.
DDL: Is there a difference in how you approach
interior and exterior spheres?

KG: Well, early on, and for a good part of my career,

I worked in a genre called “artist-initiated temporary
public art,” which allowed a great deal of flexibility
and experimentation. I now think that was the foun-
dation for my permanent public art commissions.
In 1993, I lectured at the Smithsonian Institution in
Washington, where I explained this process of the
artist having a vision for a piece at a particular site
(usually a non-art site), then approaching the commu-
nity to involve them, and developing the project with
them. Often, the pieces were hosted by wonderful
institutions that had categories set up to handle experi-
mental works in non-art settings. Most recently, I did
a project [Safety Net] this way for the Irish biannual
EV+A 1998, inside St. Mary’s Cathedral, Limerick,
which was founded in 1168. The piece was then
shown in the Cathedral of St. John The Divine in
1999, accompanied by a companion show at Nikolai
Fine Art. By then, I had moved to New York City
and began focusing on drawings and paintings as well.
DDL: You seem to reinstall your works in different
locations. How do these different environments
change the perception of your work?

KG: Usually, I revisit a piece because there is some-
thing I want to investigate further. If I feel I need to
explore a piece further, there is a reason, and a new
site presents with new possibilities. Yet most of the
large-scale installations are now in private collec-
tions on estates. Also, the drawings, smaller studies,
and models began to be in demand, so I began
working with a gallery.

DDL: Is there a common thread that runs through
each pieces?

KG: The investigation of signs and symbolism. 1 also
gravitate to a certain type of shape, such as a near-
minimal form with an internal dynamics or some-
thing that has a metaphysical property. In Harbinger,
the bell shape fascinates me because it’s almost vessel-
like.

DDL: Your work changes a lot in material, text, and
techniques.
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KG: Yes, it does change in these ways, but [ think there
is still that common thread. Even so, I always want
to be able to experiment and develop new projects,
because working is about a certain type of scholarship
or research, and researching and developing new pro-
jects is what 1 live for. Ultimately, artists only have
their time in the studio to be able to practice their
craft. Maybe everything else is just icing on the cake.

D. Dominick Lombardi writes regularly for the New
York Times, Westchester Section, and Sculpture.
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