The day when heavy machinery and manpower transformed a Dutch beach into a lunar landscape of hills and craters. At sunset the labor stopped, and a live drum beat announced the ceremony of a woman, gracing this imaginary moon with an American flag. The same evening, while the party still went on, the landscape was flattened out again, leaving no physical trace of the event behind — save the memories and a story to tell future generations.
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 PROJECT CHRONOLOGY

1961, April 12: The Soviet Union launches the first manned space vehicle, Vostok 1, which completes a single orbit of the Earth. "The Earth is blue" — the words of cosmonaut Yuri Gagarin, the first human to travel in space, become globally famous.

1961, May 5: US launches a Mercury spacecraft carrying astronaut Alan Shepard. Defeated by the Russians in the space race by only three weeks, President Kennedy gives a spirited speech before Congress where he dedicates the resources of this nation "...to achieving the goal before the decade is out, of putting a man on the moon and returning him safely to Earth!" This will take billions of dollars and the invention of a new space rocket.

1969, July 20: The Apollo 11 crew makes the first human landing on the Moon in the Sea of Tranquility. Spacecraft commander Armstrong and astronaut Buzz Aldrin spend two hours on the lunar surface setting up observation equipment and collecting rock samples. The American Flag is deployed and a plaque is unveiled with the inscription: "Here Men From Planet Earth First Set Foot Upon the Moon. July 1969 A.D. We Came In Peace For All Mankind." 

 After this, Apollos 12,14,15,16 and 17 each landed two astronauts on the surface. For the rest of mankind, the landings have become but a mediated reality. This fact and the political backdrop of the Cold War has since fueled a whole genre of conspiracy theories that question the authenticity of the moon landings. NASA holds over 100,000 still photographs taken with Hasselblad camera's from the Apollo missions, but only a small fraction that depict the heroism of the mission were originally released to the public. The same photographs were analyzed by conspiracy theorists who found in them numerous, and by now, classical clues in their angles and shadows, pointing to the physical impossibility of the missions. These technical theories have since been counter proven by photographic expertise. Yet, the debate surrounding the original landing's authenticity continuos to flourish thanks to movies like "Capricorn One" and on the Internet.

1999, March: Aleksandra Mir is invited by the non-profit organization Casco Projects to realize a public project in Holland. She is interested in working outdoors within the Dutch beaches which are known to be manmade and contested territories. She conceives of the moon-landing project to celebrate the 30th anniversary of the original event, effectively trying to beat JFK to his words and put a woman on the moon "...before the end of the Millenium".

 1999, April: The production of the FIRST WOMAN ON THE MOON begins. Casco's office in Utrecht is turned into an information center from which press releases are sent out. The public is invited to follow the project developments. The project budget, $2000, is spent the first day on a half page ad in Artforum "To announce the news of this historic event to the world". With a zero budget economy, everything from hereon needs to be invented from scratch.

 1999, May: After initial site scouting and definition of the site at the entry of the North Sea Canal, red tape is cleared with the local municipalities of Belsen and Bewerwijk. Informal relations with locals, many which will be directly instrumental to the realization of the work are created during numerous fieldtrips. The project's alternative economies eventually range from spontaneous friendships to corporate sponsorship agreements that will define the project aesthetic and outcome. Goodwill machinery and manpower is arranged from local machine parks and from the steel factory that looms above the site. The men who normally deal with waste management, agree to turn some sand and play on the beach for a day.

 1999, June: The feedback from the publicity campaign starts to come in. An Australian Gender studies department is cheering (Go girls!), a US feminist organization takes offense at the conflation of their cause with the use of the American flag (Imperialism!). Devoted to breaking NASA's monopoly of space travel, the Dutch anarchist organization Association Autonomous Astronauts first shows great interest in the project, but after realizing it will not take anyone anywhere insists on it's cancellation. The interest in Dutch media mounts. Beginning with interviews given in the local press, coverage escalates, resulting in the arrival of three TV stations on site and the production of several breakfast TV shows. Footage is eventually sold and shown in places as far as Djakarta.

1999, August: Everything but a documentary budget is in place. Victor Hasselblad AB, the Swedish camera producer originally employed by NASA is approached for support. They are delighted to be involved, claiming to have advertised with the moon for 30 years and proud to continue the tradition. The question of this landing being a fake is not even raised. The issue at stake is how to get the best possible imaginary out of it. The company equips two photographers with first class equipment and adds a 35mm panoramic camera as product placement, to be worn by Aleksandra Mir all day, just like Neil Armstrong did. The fruitful relation with Hasselblad and the contracted use of their logo in the photographs becomes an emblem of authenticity, a signature that effectively closes the link between NASA's and the artist's ambitions.

1999, August 28: FIRST WOMAN ON THE MOON is realized in ten hours. During a short morning meeting with the crew, Aleksandra Mir draws a sketch of a crater in the sand. The 200x300m2 full size landscape is thereafter completely improvised by the workers themselves. During the process of digging, tons of garbage and broken glass is revealed in the sand. It is collected and placed out on tables, making for an impromptu "Museum of Lunar Surface Findings" to which the public contributes all day. By the afternoon, the water has unexpectedly risen to fill the craters, creating numerous little lakes for kids to play in. Everyone is taking pictures of everyone. And at sunset, the flag finally graces the highest hill, a champagne bottle is cracked open and the public is welcomed to join the astronauts on the moon. One person declares himself "the First Black man on the Moon", another, "The First German."

 1999, September: Postproduction begins. Footage shot by the TV stations on site is requested and reclaimed back into the project, edited into a 10-min long video documentary that takes on a life on it's own as it travels to various art world venues. It serves a German conference on Women's art and an Icelandic show on displaced geographies. Everyone is using the moon landing for their own purposes. Hasselblad contributes the soundtrack, created for their in-house presentation of shots from the original event, it includes newly composed music overlaid with original NASA communications and Kennedy's famous speech. 1999, November: The video is exhibited at the Swiss Institute's exhibition "empires without States' curated by Annette Schindler. A special event "Conspiracy Night" brings British conspiracy theorist Conrado Salas to New York. He declares the original mission a fake; shot in a Hollywood film studio and the two events are then compared on aesthetic grounds. He also advises the artist to show her tape to Neil Armstrong and Arthur C. Clarke.

2001, July: Two letters with enclosed videos are addressed to Sir. Arthur C. Clarke in Colombo and Neil Armstrong in Ohio. The two men who in the 20th century expanded our vision into outer space far beyond anyone's imagination have chosen to live at the most peripheral (" ") places on Earth.

texts on First Woman on the Moon:

'Ruckkehr Ins All', Hamburger Kunsthalle Siemens Art Program, Ed. Hatje Cantz, Germany, 2005. 
 Bell, Kirsty, 'Aleksandra Mir', Camera Austria, Nov 2004.

Landi, Ann, 'Moving Mountains, Walking on Water', ArtNews, NYC, June 2004. 

Bollen, Christopher, 'Aleksandra Mir', The Believer #9, San Francisco, Dec 03/Jan 04.
Doherty, Claire, 'Aleksandra Mir', Situations lecture series, Bristol, 2003.
Jetzer, Gianni, 'Let's see what happens and who will be there', Kunsthalle St. Gallen, April 2003.
Bradley, Will, 'Life and Times', Frieze, Issue 75, 2003. 

Williams, Gilda, 'Aleksandra mir from A to Z', Art Monthly, no 266, 2003. 

Griffin,Tim, 'Openings: Aleksandra Mir', Artforum, Feb, 2003.
 Ingvarsdotti, Frida Björk, 'Flakk Um Heima og Geima', Morgunbladid Reykjavik, 27 May, 2000. 

Bloom, Brett, 'Making room to step outside', Ten Ten, Chicago, Vol #1 No #2, 2000. 

Meikle, Merry, 'Video has an aesthetic all to itself', NY Arts magazine, NYC, Vol 5. No1. Jan 2000. 

Stigter, Diana and van Elsberg, Jaqueline, 'Overture: Aleksandra Mir', Flash Art, Milan, March/April 2000.
Larsen, Lars Bang, 'First Woman on the Moon', Frieze, London, #50, January 2000. 

 Engel, Beate, Die Kunstwelt als Truman Show', Die Wochenseitung Bern. #48/2,Dec. 1999. 

 Ellis, Patricia ,'First woman on The Moon', Flash Art, Milan, Oct. 1999. 

 Stegeman, Elly, 'First Woman on the Moon', Metropolis M, Rotterdam, #5, Oct. 1999. 

Eddisford, Diane, 'Building Castles in the Sand', MUTE, London, #14, Oct.1999. 

 Bergman, Take, 'First Woman on the Moon', Noord Hollands Dagblad, Ilmujden, 31 Aug. 1999. 

 Wouters, Julia, 'Interview w. Aleksandra Mir', IJmond TV8, Wijk aan Zee, 25 Aug. 1999. 

 Kitzmann, Richard, 'Interview w. Aleksandra Mir', IJmond TV8, Wijk aan Zee, 28 Aug. 1999. 

 Knegtmans, Heleen, 'Interview w. Aleksandra Mir', Wereldtelevisie, Wijk aan Zee, 28 Aug. 1999. 

 Junte, Jeroen, Kunstenares Mir landt op strand, De Volkskrant, Amsterdam, 27/8/1999.

 van Elfsberg, Jaqueline, 'First Woman on the Moon', Skrien, Amsterdam., 9/1999. 

 van der Meer, Jos, 'Casco verandert strand in een maanlandschap', Utrechts Nieuwsblad, Utrecht, 27 Aug. 1999. 

van Meeuwen, Arjan, 'Site specific', LucasX, Amsterdam, #4, 27 Aug. 1999.

 Smit, Albert, 'Interview w. Karen Baldock on the moon landing', Radio Beverwijk, Wijk aan Zee, 11 Aug. 1999.

FIRST WOMAN ON THE MOON

 By Lars Bang Larsen 

 Frieze, London, #50, January 2000. 

'I believe we should go to the moon. I believe that this nation should commit itself to achieving the goal before this century is out, of landing woman on the moon and returning her safely to earth'. In a setting so unreal it begged fro a spectacle, justice was done to female space travel on a stretch of sand beneath the bluest August sky on the Dutch Riviera where Aleksandra Mir performed First Woman on the Moon. To the east, the backdrop of huffing and puffing steel works looked Blade runner-esque enough to seem futuristic; to the south, an occasional super tanker sailed towards Amsterdam. 

 An event which satisfied Mankind's giant leaps with a frivolous alliance between print and electronic media, First Woman on the Moon allowed not much to happen in a sweet and well orchestrated manner. Heavy machinery from the steel plant transformed the beach into a lunar landscape of craters and wheel tracks; a piece of land art whose sandcastle existed only for the day. Together with fellow 'astronettes', Mir-no pun about the space station intended-paraded along the sand followed by sunbathers, a small art crowd, camera crews and photographers. Toward the evening, the surreal landing ceremony was enacted: while a local band in beads and hand dyed cloaks fired it up on the bongos, Mir ascended a crater in her space costume and planted a Stars and Stripes among naked children playing in the sand. Ten minutes after the ceremony, the lunar landscape was erased by the bulldozers, leaving nothing behind of the event except its memory. 

 Mir's take on an historic event assumed a similar temporal structure to festivals-in the sense that it is in their nature to repeat themselves. The artist's staging of the eighth moon landing—a historical simulacrum in high spirits during a day at the beach-was a celebration of humanity celebrating itself. According to lunar conspiracy theories, the moon landing never took place. The arguments are pretty convincing—maybe NASA didn't do a good enough job in their highly secured sound studio on July 20 1969. Who is the third astronaut visibly reflected in a visor when there were only supposed to be two of them on the moons surface? How to explain the unaccountable footprint you can see directly under the stationary lunar landing module? 

 The pop accessibility of the First Woman on the Moon was a dynamic affirmation of female presence in public and historic spheres which revolved around warped treatments of cultural orthodoxies. On the surface, it was informed by a fuck-what you-learned-in-school, cartoony humour. But it was also a performance ripe for a feminist reading, one that might examine the event's popular cultural appeal and its methods of deconstruction. This was made evident in the way it made connections between random signs, castles in the sand and the fragile and funky, non-acting of the 'astronettes' among the brutal machinery of the landscape (think Thelma and Louise-driving their blue convertible among huge phallic trucks). Feminism like this, at once camp and subtle, is an integral part of upping the ante in 'liberal' cultures where gender issues are supposedly over and done with, but which are, in reality, unresolved. 

 One important lesson taught by First Woman on the Moon: use your imagination, celebrate regularly. Make world history.

OUVERTURE

 Aleksandra Mir

 By Diana Stigter and Jacquine van Elsberg 

 Flash Art, Milan, March/April 2000. 

 As with everyone born in the sixties, Aleksandra Mir seems to be afflicted by a fascination with the ideals of those years. Too young to even have taken part in the last decade with any sort of awareness; she looks to the past to comment on what we might have missed. Mir has appropriated and personalised the highlights of those turbulent years. Call it an enquiry into the ways that our generation can bring the values and norms of those days to life. One of her first projects is called 'New Rock Feminism' (1996). 

 At the Roskilde pop festival in Denmark, Mir campaigned for more female bands: We want more female bands! At the festival she collected about a thousand signatures and personally presented the petition to the organisers. Mir's project was both a recollection of similar such actions from the 60s as well as a frivolous performance. Even people who signed up such as Bj¯rn Borg or Superman, and had completely different things on their wish list, could count on Mir's sympathy. Just by carrying out her research in a contexts where the after effects of Woodstock are still apparent, Mir shows how ambiguous her call for political involvement is. 

 Without the subjects being aware of it, Mir manoeuvred them into making a statement: More female bass players, more toilets, more trash cans. The Northern Holland coastal resort of Wijk aan Zee had the honour of being the location for the 'First Woman on the Moon', Mir's most recent project. She apparently missed the lice images sent out by Armstrong and this time around, seeks revenge by arming herself with a vanity case and the starring role. On the 28th of August 1999—30 years later—with the help of some earth moving machinery, part of the beach was transformed into a lunar landscape where Mir planted the American flag at sunset. Obviously she knew she was creating a convincing media spectacle: Hasselbladt was once again snared in as a sponsor, and Mir posed as a moon goddess swathed in a fancy dress. As in We want more female bands; the ideals of the first feminist wave take on a humorous tone. With a sublime feel for girl power, she ensures that her wildest dreams do come true. Whether she's building on sand or not, if the moon doesn't come to Mir, Mir will come to the moon. 

 (translated from Dutch by Rosemary McKisack)

 Diana Stigter is an art historian based in Amsterdam.

 Jacquine van Elsberg is an editor of the Dutch magazine Skrien.

MAKING ROOM TO STEP OUTSIDE

 By Brent Bloom 

 Ten Ten, Chicago, Vol. # 1 No # 2, 2000. 

 There are those who seek a broader role for art. Their small offices have replaced gallery spaces because the exhibitions are happening elsewhere. Art is showing up on the beaches, in restaurants, in the middle of rivers, on city streets, and in town squares. Exhibition makers and curators are taking the responsibility for putting art out into the world in an engaging and accessible manner. 

 Two examples of this shift in working methods are smith + fowle and Casco Projects. London-based smith + fowle (Deborah Smith and Kate Fowle) create interesting structures for artists' work to inhabit. Parallel to this, 'Casco Projects', direct by Lisette Smits, in Utrecht, the Netherlands, is "providing a contexts for the production of 'system-specific' projects." Smith, Fowle and Smits are placing themselves and the art of the people they work with into dynamic situation beyond the limits of commercial galleries and corporate museums. They have built sustainable practices within the contemporary art world on their own terms. They avoid the role of the curator as author (auteur), establishing a more ethical, collaborative relationship with artists, What follow is basic information about who they are and what they do. 

 Description of your work: 

 smith + fowle: smith + fowle formed in 1996 as an independent partnership that specializes in curating and commissioning contemporary art. smith + fowle provides a framework for the development and management of art projects, which encourage collaborative processes. Operating from an office allows for a fluid movement between institutions. smith + fowle taps into mechanisms that already exist outside of the art world for the presentation of artists' work. 

 Lisette Smits: I run a space in Utrecht called Casco Projects. From the moment I was given charge of the program, which is about four years ago, its emphasis was to develop a working process with artists, rather that to present their work in "ready-made" exhibitions. For this reason I hardly curated any group shows, because the works of artists is normally secondary to the theme according to which they are united. More than being a curator of artists' projects, I see myself as a sparring partner within their research, providing the contexts and production possibilities to eventually realize projects. 

 Contexts within which you work: 

 smith + fowle: Each project begins with research into the exhibition locations to gain an understanding of the dynamics of potential sites and the contexts in which the art will be received. The commissioning process starts with the artist bringing their own practice and ideas to their firsthand experiences of both the physical reality and the invisible threads of commerce, history and culture that create a place. Keeping things small is a key to sustainability. Making sure the artists get paid a fee is important. 

 Lisette Smits: Today cultural production is very diverse and takes place anywhere, in different structures and areas, for a large audience of quite specific groups of people. Cultural production is bound to the political and economic structures in which it manifests itself. In the field of cultural production, art plays a marginal and yet highly sophisticated role, but nevertheless it makes use of the same economic systems. 

 Art can perform simultaneously on both fields: as part of a social and economic environment and at the same time providing independent and autonomous space to act and think (however temporary and changeable). The projects I developed with Casco often use a parallel working method. They work at both sites without making a hierarchical distinction; they operate outside—making use of and intervening in existing systems—as well as inside. The interesting part is the to-and-fro movement in between movements of people, objects, language and meaning. 

 Description of a project you organized: 

 smith + fowle:

 to be continued

 July 1999-February 2000 

 to be continued is a program of temporary commissions that took place across Walsall, England, leading up to the opening of The New Art Gallery Walsall. The program involved over twenty artists from the UK an abroad developing new projects, using their personal experiences of Walsall as a starting point. Some were inspired particularly by local sites, others by aspects of Walsall's history or by relationships with the local people. Together the commissions presented different ways of engaging with the built environment, working culture, commercial or leisure activities in Walsall. 

 Projects included:

 Billboards involving local bands by Sean Dower

 The production of a DVD film for the Gallery's window box by Catherine Yass

 A painted mural by Henrik Plenge Jakobsen

 Carrier bags designed by Jeremy Deller, Mark Harris and Mind de Nasty, distributed free in local shops

 An alternative walking tour map guide of the town center by Alan Kane

 A 30-foot neon sign by Fiona Banner

 Lisette Smits:

 Aleksandra Mir

 First Woman on the Moon

 August 28, 1999

 In her work Aleksandra Mir examines the relationship of our generation has with the norms and values of the "radicals" of the 1960's. In so doing she indirectly appraises the influence and relevance today of the sixties activists' agenda. Her projects are not only site specific in that they are attached to a particular location, they are also woven into the fabric of the location—its public, media and economic infrastructure. 'First Woman on the Moon' could be defined as performance, sculpture, "environment" art and daytrip entertainment. On August 28, 1999, the beach at Wijk aan Zee, the Netherlands, was transformed into a moon landscape for a day. Mechanical diggers created a stage set for this historical event: thirty years after the first man had set foot on the moon, the first woman landed there. The sixties were defined by the moon landing of 1969, the Vietnam war, Kennedy's assassination, the Prague Spring and the student riots: events that have been etched into our memories by extensive media coverage. Mir's moon landing too received a lot of attention; television, newspapers and radio all reported on this event. With humor and a certain degree of irony, Mir's project referred to the power of the media in the construction of history. In the evening the beach was returned to its normal state, leaving no trace of the day's event. 

 smith + fowles responses were taken from their CV's and from phone conversations with the author. Lisette Smits' responses are excerpted from the art journal Engage #17, 1999/2000. Both are used by permission.

Moving Mountains, Walking on Water

Swiss Institute, New York

by Ann Landi

ArtNews, New York, June 2004

As artists like James Turrell and Michael Heizer continue to toil on their massive Earthworks, caretakers of other examples of Land Art are facing questions of conservation, access, and environmental impact. Meanwhile, more ecologically conscious artists have been updating the genre

They rank among the greatest artworks of the last generation, according to some, monuments conceived on a grand scale by visionaries who were undaunted by size, site, or the sheer mechanics of displacing huge quantities of obdurate matter. Like the solitary prophets of biblical times or the early American pioneers, these men (they were mostly men) went off to remote and often inaccessible spots to build imposing gestures to a new artistic faith. The projects they produced—and in some cases are still producing—are known variously as Earthworks, Land Art, or Earth Art. The major artists include Robert Smithson, Walter De Maria, James Turrell, and Michael Heizer. They all came of age in the 1960s and '70s, a time when political and social rebellion in the larger world was matched by noisy chafing against the constraints of museums and galleries in the smaller cosmos of the art world. In moving beyond the confines of museums and galleries, the creators of Earthworks expanded the way we look at and think about art. Their example taught younger artists that it was possible to work in far-flung outposts, at a distance from the commercial end of art making. 

 Two of these projects, Smithson's 'Spiral Jetty' and De Maria's 'The Lightning Field', have been accessible for more than a quarter century and continue to draw visitors on a regular basis. Two others, Turrell's Roden Crater and Heizer's City, are still under construction. All are epic in scale, and all have found a patron and champion in the Dia Foundation, a New York-based nonprofit organization devoted to art created since the 1960s. 

 Perhaps the best-known Earthwork is Smithson's 'Spiral Jetty', completed in three weeks in 1970, an immense coil composed of 6,650 tons of black basalt rock and earth jutting into the shallows of the Great Salt Lake, in Utah. Smithson, who died in a plane crash in 1973, chose a site on the lake's northeast shore, because he was drawn to the dark rose color of the water, which comes from the bacteria and algae living in it. He wanted people to be able to walk on top of the rocks as if on a pier, building Jetty up to approximately 4.200 feet above sea level, a few feet above the lake surface and sufficiently elevated that he expected the rocks to remain above water. 

 Smithson lived long enough to see 'Spiral Jetty 'completely submerged and to witness its reemergence a few weeks later. It looked, he said in an interview, "like a kind of archipelago of white islands because of the heavy salt concentrations." Jetty periodically disappears underwater and resurfaces; today it is completely visible because of severe drought in the area. 

 "The Great Salt Lake doesn't have any springs or streams running into it, and it doesn't have anything running out of it, which is even more the issue," explains Jack Flam, Distinguished Professor of 19th- and Early-20th-Century European and American Art at the City University of New York, who visited the site in 1995 with Smithson's widow, the artist Nancy Holt. "When there's snow and rain in the mountains in winter, water from the melt-off goes into the lake, and then the sun is so intense in summer that it evaporates. So the natural cycle of the lake is that it maintains water through a combination of runoff and evaporation," says Flam, who edited Smithson's collected writings. 

 "The salt water coats Spiral Jetty on and off with white crystals, and that was very much the intention of the piece," says Michael Govan, director of Dia, which acquired the work as a gift from Smithson's estate in 1999 and maintains it in conjunction with Holt. Right now, he adds, "it's amazingly beautiful. Time has served it well." 

 The drought, which began in 1999, has brought Jetty even more attention. Part of what makes the experience so memorable is the "heavy" quality of the Great Salt Lake, whose water has so high a salt concentration that it supports only brine shrimp and algae. "There are no birds, no fish," says Flam. "All you hear is the lapping of the water" when the jetty is partially submerged, "and it doesn't sound like water. It almost sounds like molten lead, a slightly thudding sound. The place has an unearthly magic." 

 But Spiral Jetty's periodic submersion and its thick salt encrustation, as well as the visitors scrambling among the rocks, have given rise to concerns about conservation. Some of the fill between the rocks has washed away over the years. The salt encrustation completely hides the black basalt. Tourists scrambling over the piece cause further erosion; people walk away with buckets of rock and jars of pink water. Dia curator Lynne Cooke says, "The profile has remained absolutely in place because the salt acts as a preservative. Smithson expected salt crystals to accumulate, and there's now a crust of perhaps three inches." The artist himself had talked of adding rocks to raise Jetty, and that idea still inspires debate from time to time, but Holt doesn't feel any sense of urgency. "It's not going to fall apart, and it's delightful to see it back, visible," she says. 

 Equally remote is Walter De Maria's seminal Earthwork The Lightning Field, completed in 1977 in the high desert 200 miles southwest of Albuquerque, New Mexico. The installation is composed of 400 highly polished stainless-steel poles with pointed tips, which average two inches in diameter and vary in height from 15 to about 27 feet. They are set in a grid measuring one mile by one kilometer (about five-eighths of a mile), on slightly undulating ground. When lightning strikes, as it occasionally does from late July through August, the ensuing display is said to be spectacular. But nature doesn't have to be at her most dramatic for the work to be appreciated; the light-reflective poles are especially vivid at dawn and dusk, when the sun's rays send waves of color across them. And, as De Maria intended, the experience of walking around the perimeter of the field is rewarding in itself. "The land is not the setting for the work but a part of the work," the artist wrote. 

 Like 'Spiral Jetty' (and other key Earthworks), The Lightning Field is owned and managed by Dia, which commissioned the work. It, too, attracts visitors, whose number is severely restricted. Only six people can stay at the site overnight, from May through September, in accordance with the artist's wish that the work be experienced in isolation or in small groups during a 24-hour period; but, although reservations for the Spartan three-bedroom cabin built at the site must be made months in advance, Dia estimates that perhaps 10,000 have visited since its completion. 

 Unlike 'Spiral Jetty', De Maria's grand dialogue with nature requires regular maintenance, which hcosts from $20,000 t0 $50,000 annually, depending on what has to be done. The smooth steel poles, which are set securely in individual concrete footings three feet deep, need to be checked regularly to be sure they're polished and straight and a small staff oversees scheduling and maintenance of the accommodations. (The total expenses involved, according to Dia, are often double the income from visitors, who pay from $110 to $135 a night.) 

 No matter how remote or how desolate the terrain, at least 'Spiral Jetty' and 'The Lightning Field' are completed works of art, available to the curious and the hardy. Not so Dia's two other major Earthworks: Turrell's Roden Crater, north of Flagstaff, Arizona, and Heizer's City, in the middle of the Nevada desert. Because of the ongoing nature of these projects, and their ambitious size, Dia's staff can't say when either will be open to the public. "A couple of years" is the estimate for Roden Crater. Neither artist would consent to be interviewed. 

 In the making for nearly 25 years, Roden Crater is carved from-or into, depending on your point of view-a black and red volcano overlooking the Painted Desert, near a Navajo reservation, 40 miles north of Flagstaff. Its creation has entailed cutting an 854-foot-long tunnel to the dormant volcano's center, displacing about 1.2 million cubic yards of dirt. The tunnel, which is now completed, rises from a secondary vent in one side of the crater toward an elliptical opening in a room beneath the slope of the bowl. 

 Turrell is also building "sky spaces" in the crater: rooms for meditation, with openings in the ceiling that allow light to play across the walls and floor at different times of day. "The idea is to examine perception through various experiences of the sky and other celestial events," says Govan of Turrell's masterwork. The different apertures, including one that will exactly align with the moon every 18.6 years, are constructed to frame and to capture the sky and its changing colors and moods over the course of the days and seasons. The artist is now at work on the second phase of the main tunnel, and plans are afoot for guest lodges, another tunnel and an outdoor theater. 

 Hundreds of miles north of Roden Crater, in an even more remote expanse of desert, Heizer's City has been taking shape over an even longer period of time. Heizer first conceived it in 1970 and began to work on it in 1971. He has said that he wants City to rival the grandeur of ancient Mayan and Aztec ruins. 

 The first phase of City, completed a few years ago, consists of three rectangular structures around a sunken gravel-coated pit. They are immense: 'Complex 2' is more than a quarter of a mile long. In time, the work will comprise five 'Complexes,' as Heizer calls them, gigantic abstract sculptures that will together be more than a mile long. This may be the most massive Earthwork ever built. "It is interesting to build a sculpture that attempts to create an atmosphere of awe," Heizer once noted. "Awe is a state of mind equivalent to religious experience." 

 All this "awe" comes at a price, however. The earliest Earthworks were funded by private patrons, including gallerist Virginia Dwan and the late collector Robert Scull; Govan has recently been spending much of his time raising money for these and other projects, while organizations devoted to the visual arts have kicked in with substantial grants. The Lannan Foundation, which contributes to many Dia projects, has given more than $9.5 million toward the construction of Roden Crater, whose ultimate cost could reach $20 million; the foundation has also contributed undisclosed sums to help build City. 

 The history of Earthworks hasn't been without controversy. There has been a backlash against the grandiosity and possibly destructive nature of these projects, which were under way or completed when environmental restraints were nonexistent and before the general consciousness about ecology had been raised. (One critic grumbled that Roden Crater interfered with a "unique and spectacular natural site and its ecology," comparing it with the way developers insensitively force their will on the land.") Some have also seen an irony in a group of anti-establishment artists now depending on the art establishment for support and maintenance of their work. Yet that stance is perhaps misunderstood, says Eugenie Tsai, who is curating a retrospective of Smithson's art for the Los Angeles Museum of Contemporary Art, scheduled to open in September. "To my knowledge, none of these artists wanted to be forgotten by the art establishment or not be written into art history," says Tsai. "Smithson of all the artists was highly aware of the museum and gallery system and the need to bring these things back-film, photographs, essays." 

 Younger artists, coming of age in changed times, have reacted in different ways, but "no one is just moving earth around arbitrarily anymore," reports Suzaan Boettger, author of a definitive history of the movement, Earthworks: Art and the Landscape of the Sixties (University of California Press, 2002). Says Alan Sonfist who is the same generation as the Earthworks masters but whose art has an environmentally conscious slant, "I won't go into the land and destroy a desert, nor will a number of artists whose message is about preserving nature." The general feeling among feminists Boettger reports, has been similarly dismissive, because Land Art "seemed to be all about getting out behind the wheel of a big ditch digger." 

 "I don't know of anyone who's doing anything on the scale of these artists," adds Tsai. Nonetheless, the Earthworks movement does have its stepchildren, whose projects have ranged from the ephemeral to the insouciant to the ecologically correct. Perhaps the best known of these artists is the 48-year-old, British-born Andy Goldsworthy, whose fanciful and often fragile sculptures are made from the landscape's detritus: leaves and stones, snow and ice, reeds and thorns. Chris Drury, another British artist, builds shelters, cairns and installations using medicinal and poisonous plants. Some of his projects echo Turrell's concerns with using natural light and creating meditative spaces. In one of Drury's 'Cloud Chambers,' for example, the visitor walks down a tunnel into a small earthen chamber where a pool of clouds is projected via a lens in the ceiling onta tipped screen on the floor. In a more conceptual vein, the Polish-born artist Aleksandra Mir takes most of her cues from popular culture. Her 'First Woman on the Moon' (1999) was a one-day project that transformed a Dutch beach into a lunar landscape of hills and craters. "It's kind of a spoof on Earth Art and art history," she says. 

 Though aware of the fragility of their materials, none of these artists would describe themselves as card carrying environmentalists. The exception might be Christian Philipp Müller, whose 100-foot-long steel and earth sculpture, 'Hudson Valley Tastemakers' (2003), is filled with different varieties of edible greens and flowers and draws attention to the loss of farmland in a once-fertile area of New York. 

 What these artists have taken from the grand masters of Earth Art is a delight in natural materials and the example of working out of doors, far from the confines of walled interior spaces. None aspires to the scale of a Smithson or a Turrell, in part because gaining the necessary permits, given environmental legislation, would probably be almost impossible today, and in part because the spirit of the times is different-less ostentatious, less concerned with making enduring monuments. The original Earth artists were a generation of men who swaggered into Max's Kansas City, a popular downtown New York watering hole, wearing cowboy boots. Younger artists are more likely to tread softly in Birkenstocks or sneakers. But all are aware of the infinite possibilities available in nature, outside the studio or the gallery. Beyond leaving huge footprints in the sand, the most lasting legacy of the founding fathers of Earth Art lies in pushing curators, critics, and the audience for contemporary art out of the box. "In some ways, these artists achieved their goals in making museums look beyond their walls and take on these kinds of projects," says Tsai. "It's quite a different art world now from what it was then."
 

 
