CHANNA HORWITZ

The Lisson Gallery has mounted a stunning, historically important, museum quality first
New York solo exhibition of the work of Channa Horwitz, an artist who died in 2013 at
the age of eighty. New Yorkers have seen far too little of her work, which was shown in
the 2014 Whitney Biennial, and recently in Thinking Machines: Art and Design in the
Computer Age, 1959-1989 at The Museum of Modern Art. In 2016 MoMA purchased
a series of her drawings, and showed them as part of a series called “Inbox.” High Line
Art in 2012 staged a performance of her Poem/Opera, The Divided Person, which can
be seen on the video monitor inside the door along with two videos of collaborative
choreographic works by Ellen Davis and the composers Maria Moraru and Sarah Engles.
Horwitz’s Art and Technology Proposal: Beams and Intensity of Lights 1968, for the
Los Angeles County Museum of Art’s Art and Technology exhibition is a work of
historical significance. The rules and systems of eight that she developed for this

proposal became the foundation for her numerous
bodies of work, including Sonakinatography. This
jewel in the crown is hung first at Lisson, along
with a second study. Her sculpture proposal using
magnetism to suspend eight moving light beams of
different intensities in the air was radical but never
fabricated, and as the only woman she was relegated
to the catalog—the only artist left off of the cover of
exclusively male artists. Few artists at the time,
with exceptions like Fluxus artist Alice Hutchins,
had explored magnetism. Horwitz took a twodimensional drawing into other dimensions by
incorporating field dynamics, movement, and light.
Horwitz’s stroke of genius was far superior to many
of the works by brand-name male artists in the Art
and Technology exhibition, for whom the technology
read like a gimmick. The exhibition’s all-male cast
and the fact that her proposal was not allowed to be
built and was relegated to the catalog proved to be a
black eye for the curator Maurice Tuchman.
LACMA’s blatant sexism set off the first wave of
feminist furor with women showing up at the
museum protesting in Tuchman masks.
In the Los Angeles art scene dominated by the
men of the Ferus Gallery, women did not fare
well. It is heartening to see the work of two
neglected genius level artists, Channa Horwitz
and Clare Falkenstein, finally getting its due.
After the furor in 1968, Horwitz worked in
relative obscurity much of her career, until she
was rediscovered in her early seventies, with
exhibitions mainly in Los Angeles and Europe.
Often her work has been shown along with and
compared to the work of Hanne Darboven.
New Yorkers saw Darboven’s Kulturgeschichte
1880–1983 at DIA in Chelsea. For this critic,
however astonishing Darboven’s output is,
when it resorts to scribbles and glued on postal
cards, it can seem desperate in a compulsivity that often ends in banality. Horwitz’s
work may have benefited from her isolation and time away from the art world. Her
work retained a purity of essence and intent, like the manuscripts copied by monks in
monastic seclusion. She included mistakes to show viewers that her works were not
computer-generated, which is why her inclusion in MoMA’s Thinking Machines:
Art and Design in the Computer Age, 1959-1989 seems misplaced.

When June Wayne showed Horwitz a drawing by Baroque polymath Jesuit Athanasius
Kircher, she was astonished to find his steganography combinations of the nine
universal symbols, from the seventeenth century was an almost exact duplicate of her
musical Canon #6. She liked Kircher’s drawing from Ars Magna Sciendi, with its points
ending in animals better than hers, she said, with her customary humor and modesty.
Kircher also worked with magnetism, and his hydraulic organ and his cryptography from
Musurgia universalis tap into a realm Horwitz also inhabited. Her work also takes the
viewer into the sphere of fantastical musical notations by the likes of German composer
Roland Kayn (1933-2011). Looking at her Sonakinatography drawings we see a
multifaceted mind at work—artist, mathematician, musician, and solitary visionary.
Sonakinatography was Horwitz’s visual philosophy, her playful exploration of creating a
system to capture the fourth dimension two-dimensionally. The artist describes
Sonakinatography best in her own words:
I had knowledge of classical visual compositions and I could compose two dimensionally, as
in painting and drawing. I could compose three dimensionally, as in sculpture, but I had no
ability to compose in the fourth dimension, time. I could not conceive of how a choreographer
or a musical composer could compose time. Because of this inability and a need to compose, I
devised a system that would allow me to see time visually.

Horwitz’s solo exhibitions at Raven Row, London, UK (2016); Kunst-Werke Institute
for Contemporary art, Berlin, Germany (2015); Brandenburgischer Kunstverein, and
Potsdam, Germany (2009) have long captivated audiences and critics in Europe. New
York viewers are finally able to see the early works from a significant body of work by an
extraordinary artist.

McCoy, Ann. “Channa Horwitz.” The Brooklyn Rail, February 7, 2018.
https://brooklynrail.org/2018/02/artseen/Channa-Horwitz
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CHANNA HORWITZ AND HAROON MIRZA
AT GHEBALY GALLERY, LOS ANGELES
By Catherine G. Wagley | 03/18/16

Through March 26

Haroon Mirza, Chamber for Horwitz: Sonakinatography Transcriptions in Surround Sound, 2015, custom audio-visual device,
LEDs, speakers, and foam, dimensions variable.
JEFF MCLANE/COURTESY OF THE ARTIST AND GHEBALY GALLERY, LOS ANGELES

S

tanding in Haroon Mirza’s sound installation, lengthily titled A Chamber for Horwitz:
Sonakinatography Transcriptions in Surround Sound (2015), one has the sense of being in a
darkened arcade. Initially shown at the Museum Tinguely in Basel and now at Ghebaly Gallery
in downtown Los Angeles, the chamber features soft black carpeting and contains eight narrow
“sound devices”—speakers with blinking LEDs along their top edge, arranged between tall puzzlelike assemblages composed of speckled foam wedges. The devices emit low, drone-like sounds that
shift register slightly and last for varying lengths of time. When a note shifts, the LEDs change color.
Medium-green notes last the longest. The whole composition continues for 13 minutes and 26 seconds,
and has a hip, intoxicating vibe. The foam wedges, confidently jutting out from the walls, have something
techy and clever about them. They’re the kind of design objects committed nerds might gravitate toward
after graduating from their mother’s basement into a sleek Silicon Valley office.
Mirza, consistently interested in relationships between sculpture and sound, took his inspiration for this
chamber from the work of longtime L.A. artist Channa Horwitz, and his exhibition at Ghebaly coincides
with her much larger second solo show at the gallery. The Horwitz score that he “transcribed” hangs right
outside his chamber. It’s a meticulous grid delicately painted on five and a half feet of Mylar, color-coded
so that certain colors represent greater or lesser lengths of time. Horwitz, who did this particular drawing
in 1996, had a significantly different career trajectory from that of the London-based Mirza, now in his
late 30s and already the recipient of a number of art prizes (the Calder Prize, the Venice Biennale’s Silver
Lion). When Horwitz passed away, in 2013, she had just been included in her first biennial, received her
first major fellowship—a Guggenheim—and opened her first solo show at Ghebaly Gallery. Certainly,
she had exhibited throughout her career, but the concentrated, mainstream art-world attention to her
work had reached a high point.

Channa Horwitz, Canon Series #10, Black/White, 1982, plaka on mylar, 32½ x 49½ x 1 inches.
JEFF MCLANE/COURTESY THE ESTATE OF CHANNA HORWITZ AND GHEBALY GALLERY, LOS ANGELES

Horwitz, who’d dropped out of art school in the 1950s to start a family and then returned to art making in
the later 1960s, developed her Sonakinotagraphy notation system around 1968. According to the system,
eight entities move across eight-by-eight graph-paper squares. In a 2010 interview Horwitz described
coming up with this system while on vacation with her husband. She excused herself from a tennis match
and went to her hotel room with graph paper and colored pencil, feeling elated when she realized she could
convey a sense of motion and shifting sound just by rearranging squares and colors.
It’s difficult to know how much stories like this—including one about her exclusion from LACMA’s
all-male Art and Technology initiative in the early 1970s—affect the way her work reads now. Without
such background, her approach to grids might read as trendily minimal. However, at Ghebaly Gallery, her
drawings, all modestly sized and spread throughout three rooms, come across as solitary, committed, and
precious, almost eccentric in their precision. Her “Variation and Inversion on a Rhythm” series (1975–76)
shows a line of tall rectangles that gradually shift their arrangement and shape, some leaning into others,
becoming narrower and moving from one side of a page to the other. In Eight (n.d.), a study, eight chambers
of eight stacked rectangles stand in a line, morphing from left to right and gradually unraveling, until
they’ve expanded into an oddly shaped form that recalls a space-age portal.
Experiencing Mirza’s work alongside Horwitz’s underscores a significant contrast. His appropriation of
her obsessive system feels so obviously valid, bold, and easily immersive. Her work, at every turn, seems to
insist on its right to exist. The artists’ interests overlap deeply, as do their formal sensibilities, but they’re of
different moments, and so their work radiates very different energies.
Copyright 2016, ARTnews Ltd, 40 W 25th Street, 6th Floor, New York, N.Y. 10010. All rights reserved.
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Channa Horwitz
LOS ANGELES,
at François Ghebaly

by Jennifer S. Li
As a student at the California Institute of the Arts, Valencia, in the
late 1960s, Channa Horwitz (1932–2013) developed a graphing
system that she would use for over four decades, producing some
fifteen hundred pieces of ephemera and finished works (with more
waiting to be organized and archived). In a 1974 interview, she told
Channa Horwitz,
Rhythm of Lines 75,
1988, Plaka and
twentythreekarat gold
leaf on Mylar, 38½ by
42½ inches; at François
Ghebaly.

the Los Angeles Institute of Contemporary Art Journal: “I am
interested in simplifying my tools in order to maximize the potential
of the work.”
At François Ghebaly recently, visitors were given a chance to
reevaluate Horwitz, an artist underrecognized in her lifetime. The
first room of the expansive warehouse gallery was filled with works
from her series “Rhythm of Lines” (1987–88). In 8 Sets of Moires
(Rhythm of Lines Sampler), 1987, which she called the “key” to the
series, Horwitz put forth on a sheet of Mylar graph paper all the
parameters of these drawings. Eight sets of lines were each assigned
a specific color and angle. The sheet of graph paper was then filled
with each possible pairing of the different sets of lines, for a total of
fiftysix. The result, as with much of Horwitz’s work, is rhythmic and
hypnotic, with a controlled, measured beauty that is satisfying in its
symmetry and predictability.
The rest of the room was filled with works from the “Rhythm of
Lines” series, each focusing on an individual pairing of two sets of
lines. The areas of overlap between the sets of lines are filled in with
twentythreekarat gold leaf—suggesting that Horwitz took great
pleasure in deploying each of the combinations and reveled in the
richness of restraint.

http://www.artinamericamagazine.com/reviews/channa-horwitz/
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Most of Horwitz’s work is strictly twodimensional, but she had a fascination with physical space and with integrating art, music, and
language. She staged multiple performances during her time at CalArts, including a Happening with instructor Allan Kaprow. She also
developed “Sonakinatography” (soundmotionnotation), a system for organizing graphic and nongraphic elements through the use of color
coded symbols, which allowed her to generate scores that could be performed.
Horwitz’s legacy lives on through interpretation. Haroon Mirza, a sound and light artist, used Horwitz’s Sonakinatography Composition III
(1996) to create A Chamber for Horwitz: Sonakinatography Transcriptions in Surround Sound (2015), which was shown in an anteroom of the
gallery (the piece was first installed at the Museum Tinguely in Basel last year). In this work, Mirza brings Horwitz’s score to life using LED
lights. The lights shift from color to color at various tempos while producing an intense buzzing that serves as a dramatic sound backdrop with a
corporeal presence, akin to a heavy bass line.
Spanning sixteen feet, Four Levels to the Top (1974–77) commanded the second gallery. The multiple drawn cubes and squares laid out in peaks
and valleys form what looks like an EKG reading or a mysterious scroll from an alien planet. The final gallery was dedicated to “Book of
8” (1979–81), a grouping of works that departs from Horwitz’s use of a visible grid but demonstrates her dedication to the numerical as a guiding
principle. The almost sevenfootlong Eight Part Fugue #1 (1981) unfurls with flowing forms composed of lines whose lengths and angles were
systematically predetermined. As the title intimates, the ordered lines, which swoop, swell, and seem to vibrate, reach a fever pitch, begging to
be played, danced, or somehow sprung off the page and into the fourth dimension.

witter
Links

http://www.artinamericamagazine.com/reviews/channa-horwitz/
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Channa Horwitz
R AV E N RO W
5 6 Art i l l ery L an e
March 10–M ay 1
Channa Horwitz combined formal rigor and
intuitive perception like few others within her
Minimalist and Conceptualist milieu. At this
exhibition’s entrance is Language Series
II, 1964–2004, an expansive collection of
orange squares painted in casein on graph
paper, each one mathematically related
to the number eight. (Horwitz used the
numbers one through eight in constraints
for the making of her works—in this piece,
embedded within a square, sits an eightby-eight-inch grid of smaller squares.)
This painting serves as a blueprint for the
artist’s large-scale installation Displacement,

Channa Horwitz, Language Series II,
1964–2004, casein paint on graph paper, 64 x 72”.

2011/16, which premiered in 2011 at the Y8 Artyoga studio in Hamburg. Its reconstruction
here will be “activated” by a yoga class. There’s a spiritual generosity at the core of this

“Canon,” 1987, is actually an accretion of precisely measured ink and casein lines in
sherbet oranges and pastel greens, alongside cyans, magentas, and reds. Hanging from
a wall is Dome Inside Square, 1968, a white plastic globe halved and protruding from the

featuring four dancers, Horwitz’s daughter Ellen Davis among them, wearing graphic
subjective approach toward creating enigmatic works of art.

In Channa Horwitz’s Orange Grid
by Carolina A. Miranda on June 4, 2013
LOS ANGELES — There are generally two
favored narrative arcs used to describe an
artist’s life. There is the story of the hot young
art star who takes the art world by storm with
new ideas and a mediagenic personality. And
there is the solitary artist, who works quietly
for years, before finding success later in life.
Channa Horwitz is one of the latter.
The long-time L.A. artist, who passed away
late in April at the age of 80, had spent her life
laboring on hand-rendered geometric drawings,
paintings and wall installations executed on
grids. (Think: Sol Lewitt meets Agnes Martin.)
Though she produced work for decades,
Installation view of Channa Hurwitz’s Orange Grid (all photographs — occasionally attracting a few critical eyeballs,
her wider public profile wouldn’t truly begin to
and GIF — by the author for Hyperallergic)
grow until she was included in the Hammer Museum’s “Made in L.A.” biennial in the middle of last year.
Certainly, the fact that she was a woman had something to do with the tardy success. In 1968, while still a student
at CalArts, Horwitz famously proposed a piece to the L.A. County Museum of Art’s “Art and Technology” show that
would have been comprised of free-floating Plexiglas beams penetrated by rays of light. But, as the story goes, the
piece never happened because the curator in charge told her that women shouldn’t be allowed to work with such
industrial materials.
The drawings for that proposed piece, however, became the
basis of a life-long pursuit Horwitz called “Sonakinatography”
— a combination of the words “sona” (sound) and “kina”
(movement) — producing intricate patterns that resemble
sound waves in form. She created all of her pieces by hand,
lending the work a certain vibrational quality, like a bass string
being plucked.
This back story makes Horwitz’s show at François Ghebaly in
Culver City that much more special. Opened just two weeks
before her death, it represents the first time one of her pieces
has been rendered in three dimensions in the United States.
Horwitz painted the space, a sunken, whitewashed room
that once housed a muffler shop, with a bright orange graph
paper grid that covers walls and floor. Descending into it is
like entering the Light Cycle arena in “Tron” — dizzying and
spectacular — a theater for a battle of sorts.
In this space, Horwitz placed an assortment of black
polygons, all of which can be manipulated by the viewer.
In fact, I spent the better part of an hour arranging and
rearranging the shapes in the gallery. Not an easy task,
since the larger rectangular prisms are more than six feet
tall and made from wood, making them awkward to move —
especially if you’re 5’3”. (The GIF above shows the various
configurations I created.)

A gaggle of art-seeking humans provide a sense of
the grid’s scale.

But it’s in handling the pieces that I really discovered the power of Horwitz’s work. On first impact, her design feels
totally high-tech, yet the materials could not be more low-brow: paint, wood, a few nails, with trembling lines that
reveal the touch of a human hand. The grid gives off waves of bright orange light; the black cubes seem to absorb
it. Move the pieces around and the light in the room changes ever so slightly. “Orange Grid,” as the piece is titled,
manages to be both dramatic and subtle — the Light and Space movement as reconsidered by a garage tinkerer.
The architectural types will likely find the experience akin to inhabiting an analog AutoCAD.
In recent months, Horwitz’s career had begun to
pick up. Two months ago, she was awarded a
Guggenheim Fellowship. This summer, her work
is being shown at the Kunsthalle Dusseldorf,
in Germany, and the Venice Biennale exhibit
organized by New Museum curator Massimiliano
Gioni. The fact that Horwitz was never a mainstay
in mainstream art circles didn’t seem to have
dampened the strentght of her ideas or her
output. Nonetheless, the show at Ghebaly left me
wondering of everything that might have been —
LACMA show included — if the art world hadn’t
taken so damn long to catch up

One of three related drawings displayed at the entrance to the gallery.
Examine these closely and you will see evidence of Horwitz’s touch.

Inside Horwitz’s “Orange Grid,” where a bright orange hue is
balanced by polygons of utter blackness. Over the course of the
show, the gallery has been adding and removing the prisms, so
the exhibit is constantly evolving.

Channa Horwitz’s Orange Grid, is on view at
François Ghebaly Gallery (2600 La Cienega Blvd,
Culver City, Los Angeles) through June 22..

Artistic serendipity: my nail polish matched Horwitz’s paint scheme.

Summer 2013

Review: Channa Horwitz's work goes off the common grid
Mizota, Sharon
May 9 2013

Channa Horwitz, "Orange Grid," 2013. (Robert Wedemeyer / Francois Ghebaly Gallery)

I had just been standing in Channa Horwitz’s orange gridded room when I received an email announcing
that she had died. Although I didn’t know her, the experience was a bit vertiginous, not unlike the sensation
of standing in the sunken space at François Ghebaly Gallery.
Horwitz had painted the walls and floor in a pattern of bright orange grid lines. Punctuated only with a
single black cube — the height and width of a single square — it is now a kind of non-space where the
actual contours of the room begin to dissolve.
Horwitz, who was 80, had been working with orange grid paper since the 1960s. She used it as the
underlying structure for incredibly lush and varied drawings driven by a highly systematic process in the
mode of conceptual artist Sol Lewitt.
But her work was also prescient, evoking the malleable spaces of digital animation, in which anything
becomes possible within a highly regimented grid of pixels. For what is a digital display if not a grid
through which light and colors move in endless variations? By extending her grid into our space, Horwitz
seemed to encourage us to become the drawing ourselves.
She also provided a guiding example in a mural on the exterior of the gallery. The apparent jumble of
overlapping circles and squares — in black, white and orange of course — actually follows a lovely internal
logic, aligning perfectly with the grid while seeming perfectly off-kilter.

“Hammer’s ‘Made in L.A.’ biennial paints cross-generational picture”
Ollman, Leah
June 17 2012

The museum show shines a light on contemporary artists in Los Angeles, including Channa
Horwitz, Analia Saban and Morgan Fisher

Artist Channa Horwitz, 80, the oldest artist included in the bienniel exhibit of the Hammer Museum in Westwood.
(Luis Sinco, Los Angeles Times/May 25, 2012)

One day about 15 years ago, Channa Horwitz was at work in her studio atop a knoll in Hidden Hills.
Something transpired on her drafting table that got her excited, and she wanted to share it and get
feedback. In her 60s at the time, she had been working in semi-obscurity for decades.
"I was totally alone," she recalls. "I was isolated. The mail lady came up the drive, and I said, 'Can I
show you what I just did?'"
The incident is emblematic of a career spent largely in solitary pursuit of answers to self-generated
"what if?" questions. Since the '60s, Horwitz has been devising systems to visualize time. Her
intricately patterned drawings in ink and paint on graph paper have been shown in several local
galleries in the past six or seven years and are featured in "Made in L.A. 2012," a biennial of new
art organized by the Hammer Museum with the nonprofit Culver City space, LAXART. The show is
on view at both venues as well as the L.A. Municipal Art Gallery in Barnsdall Park.

The curatorial team — Anne Ellegood and Ali Subotnick from the Hammer; and Lauri Firstenberg,
Malik Gaines and Cesar Garcia from LAXART — selected 60 artists working in video, sculpture,
installation, drawing, photography and performance. They focused on artists they identified as
emerging or under-recognized, and in Horwitz, who turned 80 in May, they seem to have gotten
both.
They describe her in the exhibition catalog as perhaps the oldest emerging artist in Los Angeles.
But what is actually emerging is overdue attention to her work. The audience is the late bloomer
here.
There are two other artists of similar vintage in the show: Simone Forti (born in 1935) and Morgan
Fisher (1942). A few more are in their 40s, 50s and 60s, but most are in their 20s and 30s, an age
the art world, like the culture at large, associates with freshness and novelty. The youngest is
Kenyatta A.C. Hinkle, who was born in 1987 and received her MFA from CalArts this year. Los
Angeles-born Horwitz earned her BFA there in 1972, after also studying at Cal State Northridge in
the early '60s and Art Center School of Design in the early '50s, all while raising a family.
The dramatic age range wasn't deliberate, the curators agree. It wouldn't even be evident, Subotnick suggests, if birth dates were not disclosed. But, Ellegood points out, it reflects something
significant about Los Angeles, something that pertains to how artists are trained and work here.
"More than in other cities, there's a strong dialogue between generations. I attribute it a lot to the
schools. Well-known artists continue to teach at a point in their careers where they don't really
need to for the money. That starts a dialogue with younger artists and those relationships maintain after school. The older artists take that role seriously. They value that exchange with younger
artists. This happens to some extent in other cities, but it's very consistent here and is part of the
fabric of what makes the city tick."
Fisher, who Firstenberg hails as "the godfather of conceptualism in L.A.," has taught at UCLA, USC
and Cal Arts intermittently since the '90s, and at least five of his students are in the
Hammer/LAXART show. These cross-generational relationships are important to him.
"It's a particular form of community that is very sustaining, even if my work is very different and
I go my own way, as I guess we all do," he wrote by email.
Forti teaches at UCLA in the department of world arts and cultures and is considered a pioneer
within the dance and performance communities for her improvisations and her work integrating
movement and speech. "We wanted to include her also as an object-maker," Ellegood says. "Among
many of the younger artists in the show, Simone is a role model, consciously or unconsciously, for
the way she's dealt with the negotiation of the body among objects."
Horwitz has never taught. The show will put her work, at least, in dialogue with that of younger
artists. She shares a gallery with Analia Saban, who, at just over 30, already has just as long a list
of exhibitions to her credit.
Coming so close on the heels of the Getty's Pacific Standard Time, "Made in L.A." can easily be
taken as a follow-up, a "that was then, this is now" update to the historical overview. If PST aimed,
in part, to flesh out the record of art's evolution in postwar L.A., the current show aspires to introduce and reintroduce names of artists working in our midst right now that ought to be more familiar. The older ones are not, for a variety of reasons.

All three enjoyed earlier or more substantive reception outside of L.A., primarily in Europe. The
syndrome of prophets not being honored in their own land is all too common among Southern
California artists, several of the curators concurred. Horwitz has had a handful of shows recently
in Germany, and Fisher's primary representation is in Cologne
Contemporary culture's emphasis on youth and novelty is probably the biggest culprit, however.
Electronic gadgets aren't the only things discarded and replaced after a short spell. Opportunities
for artists get slimmer once they've aged out of the "emerging" category.
"A certain pressure, over time, has skewed the conversation," Ellegood says, "so that institutions
and platforms for showing art have become so intent on new talent that it has allowed for a certain
amnesia about other ways of working and other important artists."
Exhibiting institutions tend to showcase the fresh and new or pay tribute to the senior and well
established, but artists in midcareer can fall into a "black hole," says Ellegood, from which it's hard
to resurface.
The challenge of staying visible is compounded when an artist shifts gears, as Fisher did, starting
anew as a painter in the late 1990s, after decades of making films.
"I am in the early phase of my career as a painter, the equivalent of being in my middle to late 30s
if I had started as a painter," he wrote, "so in principle I have decades ahead of me, and that is
exactly how I feel." Conventional ideas about career trajectories are confining, and not very productive, Fisher later said in conversation. Being categorized according to medium or age is equally
detrimental.
"It's conventional to think of young equating with new, but they don't necessarily go hand in hand.
In fact they rarely do. It has to do with this disconnect," a misapplied association of youth with
freshness and innovation. "Well, guess what? You can do work that's new when you're not a kid,
when you're not just getting out of graduate school."
For Horwitz too, the notion that a career would naturally grow stale with age is anathema, ridiculous. She works now out of a studio in the middle of her home in West L.A., persisting out of "the
love of doing, of creating my own world," and the work never seems to exhaust itself. "If concepts
run dry, I go through folders of working drawings. These folders are food for whatever I could
possibly do in the future. I could have five lifetimes and not run out."
Horwitz lasted decades without external recognition because, she says, she was "never really
trying for it." How does she feel about the flurry of attention she's getting now?
"It has nothing to do with the work," she said in a tone of exasperated good humor. "It makes it
harder to work. It slows down the progress. It's a pain in the neck and takes me away from my
drafting table. And don't think I don't love it."

Art review: Channa Horwitz at
SolwayJones and kunsthalle L.A
APRIL 2, 2010 | 9:00 PM

“Sequences & Systems,” a terrific two-part show (split
between SolwayJones and kunsthalle L.A.), skims across
40 years of visual investigation by the L.A. artist Channa
Horwitz. By the time Horwitz earned her B.F.A. from CalArts
in 1972, she had already submitted a proposal (included in
this show) to the landmark “Art & Technology” exhibition at
LACMA and was well on her way to developing methods of
articulating space, typically in ink on paper, using the orderly
rigor of predetermined systems.
Her work falls somewhere between game and exercise, mathematics and music. Its key ingredients are rhythm,
pattern and repetition, its precursors the minimal, serial art of the ‘60s. The entrancing “Composition #8
Augmented Variation #2” reads like an elegant score, following the momentum of a single thick ink line that rises,
falls, breaks into separate staccato beats then resumes its sustained visual hum. Some of Horwitz’s works over
the years have been performed live, using dancers, synthesizers and projected imagery. Even when not actualized
physically, her notations are dynamic and usually involve a sense of progression, so that time and process are
actively engaged.
In the Canon series of 1982, for instance, Horwitz draws a
simple geometric pattern on separate sheets of graph paper,
then draws images that represent the sum of the individual
parts. “Eight Layers From the Canon Series, Exposed”
presents a grid of 64 such basic components, and the lacy
tapestries of line that result when the patterns of each
row or column are combined. The austerity of the system
gives way to sensual ebullience, and the images, however
prescribed, feel immediate and fresh.
– Leah Ollman
SolwayJones, 990 N. Hill St., No. 180, and kunsthalle L.A., 932 Chung King Road, (323) 223-0224, through
April 25. Closed Sundays and Mondays. www.solwayjonesgallery.com
Images: 1982 and Triangle / Color, top; and Canon # 10, Expanded. Photo credit: Joshua White.
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