




In the early works the "story" was just 

excitement, just excitements about 

where you live, what you see, and how 
you relate to where you are. It's a 

question of trying to locate oneself in 

that physical sense, and I think those 

early works are all about that: 

"Where am I physically located?" 

"What do I like about where I'm 

located?" or merely, "What do I see?" 

I open my eyes and look around 

Vancouver and I was raised in and 

live in particular kinds of environ

ments, so I'm just reflecting those 

influences. I don't feel that landscape 

needed commenting upon except in 

the personal sense that I had to say 

something about it. 

In the electronic pieces2 I wasn't using 

a technical language so much as a 
personal language. It may have been 
a tot.ch obscure for some people when 

I was making electronic machines 

which would imply the landscape, but, 
to an electronics person, it would be 
an absolutely dead-simple apparatus. It 

was a question of how I could inter

pret them and get particular excite

ments out of them by making them in 

other kinds of concepts or exploring 

them in other ways. 
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I think I was interested in implying principles and patterns and bits 

of language - not in any kind of linguistic way, but looking at the 

nature of language in terms of the way one can classify things, or 

analyze things, or point out differences and make numerical kinds of 

inferences and so on. I was just using bones as the vehicle for doing 

that. I think there's a larger language of objects such that each of the 
things we look at has a certain implication of history and context. 

Each thing can have whatever kind of story one wishes it to have, 

depending on the object and the individual examining it. I use 

objects which, to me, have associative power and I hope they have 
associative power to other people. 

'I present an object and that can be the touchstone for a tremen
dous number of expansions and developments of ideas using that 

object in context with another one, and what that can imply in the 

realm of meaning, all the sets of meanings and the intersection of 

those sets of meanings, and so on. That's where the excitement comes 

in art: you can present one thing and get so many more things out of 

it. It doesn't stop at any point. Although I was using bones as a non

living thing, the fact is that virtually everything has some kind of a 

history brought with it- bones are a little more exciting because we 

always keep thinking of our own deaths, whereas, say, a spoon might 
not at first seem quite as interesting. 
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Richard Prince / IMAGES 

The Moon Boxes, (image is repeated), 1970, wood, aluminum and cloth, 
7 .6 x 14 x 14 cm. Collection: Kathy Prince. 

A Breeze on the Southern Isle, 1976, mixed media, 33.1 x 74.3 x 30.5 cm. 
· Collection of the artist.

The Lions, 1972, plastic, wood and paint, 45. 7 x 7.6 x 8.9 cm. Private
collection, Vancouver. 

Wind Machine, 1975, two-unit piece - inside and outside (inside pictured),
inside unit dimensions, 50.8 x 55.9 x 50.8 cm. Collection: Ian Davidson.

Coastal Landscape - In the Teeth of the Gale, 1976, driftwood, wood,
copper, whale's teeth, electrical devices, deer antler, 53.3 x 121.9 x 44.5 cm.
Collection of the artist.

Star Trap with Lure, Camoufiage Version, 1978, mixed media, broom height
is 213.4 cm. Courtesy: The Equinox Gallery.

How the Sea can Erode the Hardest Stone, 1973, mixed media, 27.9 x 76.2 x
25.4 cm. Collection: The National Gallery of Canada, Ottawa. 

Ancient Language No. IV, 1978, copper, bone, rawhide, etc., 83.8 x 162.6 x, 
12. 7 cm. Private collection, Vancouver. 

Ancient LanguaJ!e Scroll No. I, 1978, copper, bone, rawhide, wood, lead, 
glass bottle, plastic, 61 x 231.1 x 12.7 cm. Private collection. Calgary, 

Ancient Language - Fragment No. V, 1978, copper, bone, lead, rawhide, 
plastic and wood case, 91.4 x 55.9 x 10.2 cm. 

Standing Grecian Figure - Two Columns, 1979, fibreglass with cloth, life
size. Private collection, Vancouver. 

Mother and Daughter Arch, detaiL 

Mother and Daughter Arch, 1979, fibreglass, steel, life-size. Private collection, 
Burnaby. 

Installation view, Burnaby Art Gallery, September-October, 1979. 

The Twins-A Palladian Window, 1979, fibreglass, steel, life-size. 

Portrait of Richard Prince, Nathan Hohn, October 1980. 

Casting the Constellations, No. I, 1980, fibreglass, metal and electrical devices, 
life size. This work is part of a recent series. 

Photography: With thanks to Robert Keziere and Jim Gorman of the 
Vancouver Art Gallery, Nathen Hohn, Tod Greenaway and Richard Prince. 



NOTES: 

1 Prince is referring to the years 1971 to 1974. Some of the "enclosures" he 
has used have been wooden boxes, plexiglass cases, jars and drawers. 
Prince's first major exhibition was a two-man show, with Dean Ellis, entitled 
New Directions at the Vancouver Art Gallery in 1972. 

2 Some examples of Prince's earlier electrical pieces are pictured. In A Breeze 
on the Southern Isle, a gear motor running on house current operates the 
arm to which the seashell is attached, causing a fanning motion. Coastal 
Landscape - In the Teeth of the Gale also uses electricity in the operation 
of its fan. The Wind Machine is an example of an electronic piece. 

3 The Wind Machine operates from an anemometer on the roof which 
generates a current which Prince has amplified to drive another motor 
inside the house. The wind vane on the exterior component of the sculpture 
points direction and rotates a matched slave system which enables it to 
duplicate the wind's motion on the interior unit. 

4 Figure Structures, Richard Prince exhibition, The Burnaby Art Gallery, 
Burnaby, B.C., September 19 - October 21, 1979. 

5 Prince, in the Burnaby Art Gallery catalogue, states that the series arose out 
of a class discussion and began as a demonstration of a sculptural technique. 

6 Art Perry, "Prince grows away from puns," the Province, September 20, 
1979, p. Cl. 

7 Andrew Scott, "It's a fantastic show and a joy t0 the eye," Vancouver Sun, 
September 21, 1979, p. Cl 9. 

8 The Sisters, 1979, fibreglass, steel and wood, life-size, is shown in the upper 
left of the gallery installation reproduction. Also shown are Standing Grecian 
Figure - Two Columns, upper right, and the large circular work, Egyptian 
Arches, 1979, fibreglass, steel, wood, life-size, foreground. 

79 


