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This marks the third edition of 5 Minutes, a limited run
print publication of quick, informal conversations between
graduate students and visitors to the Art Department at
the University of Oregon. The MFA program at UO prides
itself on interdisciplinarity, as such we invite a wide range
artists representing some of the most innovative and
influential work being done today to lecture on their work
and ideas. Conversations between students and visitors
often cross pollinate media and conceptual concerns, while
raising questions relevant to artists at the beginning of
their careers. We disseminate our conversations in print to
engage the University at-large and communities beyond
Eugene, Oregon.

Each interview is generally conducted just before the visitor
gives a lecture, although sometimes at lunch or after a
studio visit. The interviewers select the artists/curators/
scholars they are most interested in talking to and are
encouraged to research their work and draft questions.
We invite one other grad to be present for the interview

to record, and help promote a relaxed conversational tone.
Then, the interviewer transcribes and introduces their
interview for the publication. This creates a wide diversity
between the tone and character of each entry, in hopes
of communicating something about the personality of the
student and interviewee. 5 Minutes serves to capture one
year of the graduate program at University of Oregon: who
was here? What were our concerns?

Questions represented here range from very specific
inquiries about a visitor’'s work, to curiosity about that
person’s life and breakfast choices. Often the conversation
is intimate and covers the practicalities of living as an
artist: because this is what we want to know about, and

EDITOR’S

many of our visitors: Stephanie Syjuco, Sam Moyer, Jeremy
Bailey, and Michelle Grabner, for example are eager to
make this transparent for art students. Questions about
time spent in the studio sometimes turn to kids’ school
schedules, or managing day jobs and teaching sched-
ules. In particular, this week, I've been thinking about how
Michelle Grabner procrastinates just like | do.

It is important to note that in 2016-17 5 Minutes has been
in its second year as an entirely grad-run initiative, each
year the team managing the publication shifts as the
graduate cohort shifts. | have been so honored to take
on the job of editor-in-chief after Chelsea Couch, who
spearheaded the project and solidified its future in 2015-16.
I was incredibly lucky to have worked with Natalie Wood
and Alexander Wurts as co-editors, whose contribution
made this year’s publication possible. Thank you to all the
interviewers and guests for making time for 5 Minutes,
especially the first-year MFA candidates who jumped in
early on without much knowing what they were in for. To
Bijan Berahimi and Christine Shen of FISK for their beautiful
design work on this volume. And the biggest thanks to
Graduate Director (and 5 Minutes founder), Christopher
Michlig, and Public Programming Director, Wendy Heldmann
for their generous support, guidance, and communication
throughout the year.

INTRODUCTION
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Ruby Neri’s visit was the very first of the term,

it was my very first month as a graduate student,
and | had volunteered for the first interview. Being
new to the campus, | had to find a quiet corner to
have our interview take place and the lonely hall-
way that was suggested to me turned out to be a
dimly lit, high traffic area. Her responses were
interjected by vending machine noises, which were
removed from the transcript but still sourced a
distraction. The second problem that presented
itself was in the form of a sudden ear infection,

so during the interview | was holding my head in
one hand and holding the recorder with the other.
Ruby might have been taken aback from the fact
that her interviewer’s face was melting—

Ruby’s recent exhibition at the David Kordansky
Gallery in Los Angeles, entitled Slaves and Humans,
was the main point of discussion for both my
interview and her lecture. It featured large ceramic
vessels painted with caricatures of women like
one might find graffitied on the walls of a seedy
underpass. Blonde haired, blue eyed women in
promiscuous poses, more naked than nude. This
show raised a lot of questions for me: why painted
on the vessels? What is being questioned or com-
mented upon about gender? What is the take
away? | was hoping to have some issues cleared
up in our discussion.

FOREWORD

Kayla Thompson: Starting out with some
easy questions, what is a typical day in the
studio for you?

Rubi Neri: A typical day in the studio. Right
now I'm split up between a few different
places where | make my work. | made the ma-
jority of the larger ceramics at Long Beach
State in their ceramic program because
I don’t have a kiln that big. Usually | drop my
daughter off at school at 8 and then | go—
generally I'll just go to my studio in Highland
Park, which has a small electric kiln that | can
use. | make a lot of work there, and I've been
in that studio for about ten years, and that’s
a long time, and it’s close to my house. It's
aboutamile and a half, it's really quiet, it'son
the back side of the street. But sometimes I'll
go, after dropping my daughter off at school,
I’ll go to Long Beach and I'll spend the day
there. I'm not really making work there but
| fire my work there. It's really complicated
because | make larger ceramics and | can’t
accommodate that at my studio in LA, so I'll
make a lot of bigger ceramics there but then
I'll truck them. But if | am just making work
that can fit in my kiln at my studio— it’s just
incredibly quiet, relaxing time in my studio
alone, which is nice. But | share my space
with a few other people, my husband, and
two other artists, but they are in the front,
so we all have our individual spaces. But,
studio time is really kind of a selfish time:
Being alone and focused, and quiet, and it’s
my favorite thing. Living in LA, you drive a lot,
soit’sniceto bereally close to where | live.

KT: This relates to the next question:
How do you go about planning a show?
Are you making the work and then they
fit into a theme or do you have a theme that
you explore though the work? And I'm sure

part of the planning probably has to do
with transportation.

RN: The majority of transportation for specific
projects such as a show would be supplied
by the gallery so | don’t really have to worry
about that. It's in their best interest to pick
itup.

But show to show, its a pretty specific

thought process. | can’t really describe it.

I work really organically and what | do has
become refined to the point where | work
primarily in clay and within that realm. With
the show that | just had this summer, | really
wanted to do pots, which I'd never done
before. There are things like that that come
out of other projects before it, it's always
growing in this organic way, like feeding off
of what had happened previously. | never
really made pots before. | was doing multiple

tableaus, multiple object oriented pieces,

lots of objects within one piece, and | wanted
to get back into singular objects, which a pot

basically is, and figurative pieces. My previ-

ous show was rather removed, sort of stoic
and based on really iconic forms. | didn’t
really want it to be so removed. | wanted

make a really personal show and statement.

| wanted to do something that | had never

done before. | think that these pots, the con-

textissort of odd and a challenge for me, and
that was intriguing.

| really go from show to show. | think about
the space and what things are going to look

like in that space, so it’s sort of site specific.

I think about pedestals in that space. A lot of

times the people that | work with in the gal-

lery have input, and | listen to that, it doesn’t
drive the work so much, but it is defiantly a
thought in my mind. About what other work
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looks like in that space. It has a lot to do with
the space, the work that | made just previ-
ously, and my interest at that time. | think be-
cause | was making my work in Long Beach,
that is far from where | live and the drive is
stressful, | felt kinda crazy, and the work has
thisintensity, butit’sareal personalintensity
and | don’t think | really ever accessed that
in my work before, so much. And | think that
shows and | wanted it to show.

KT: The next question kind of leads into that.
I would like to ask a couple of questions point-
ed at your show Slaves and Humans. Could
you first tell us a little bit about the show?

RN: Yeah that show— Like | said it’s really per-
sonal, butldon’treally know specifically how
itisso personal. My husband was like, ‘Whoal!
It’s like really sexual and blatant.” But | was
like, Oh really? | didn’t really realize it was so
crazy. The imagery is really intense, female
imagery. ldidn’treally understand how crazy
that was, female sexuality, it seems like once
I made that work, it was like, Whoa.

It seemsreally differenttoo, interms of being
a woman, and being straight, and married,
and making that imagery—cause you know,
woman are portrayed all the time in artwork
or whatever. Sometimes | am just so intuitive-
ly working, I'm not conscious. But | mean, |
was, but | just wanted to go with it and not
really think about that because | felt that |
really wanted the show to be personal but
it's not really a sexuality so much that | was
trying to portray but like a craziness, or like
acrazy female element. | felt like things were
really out of control in my life, | felt really far
away from working there, was really removed
for me, and there was a lot going on in my
personal life that was really kinda intense

12

and being a mom, and living in LA where you
drive a lot, and just being really busy, trying
to make ends meet financially.

| mean the pot is— | didn’t really want it to
be like ‘oh, a vessel.” This archaic image or
functional thing throughout millennia, or you
know, utilitarian. | wanted it to be a carrier
for my imagery in a sense, like a canvas, and
not have to think about the conceptual el-
ement of the form. | wanted a structure in
which to work other ideas out on. So a pot
was really a strong object for me to choose.
Obviously with clay, it’s really difficult to
do anything that’s going to threaten grav-
ity, it's really problematic. Structurally, it's
really easy to make these things. | come out
of painting, | went into sculpture and object
making, and then I'm finally making ceram-
ics. It's sort of this long process, so | feel that
this work speaks to all of those mediums for
me. The pots are like canvases and that’s lit-
erally how | paint, they are very much about
painting. So | felt that was a big thing and |
just wanted to be a really positive insane
sort of intensity. | wanted the imagery to
be portraying how | felt, and | think it was
successful there.

KT: What is the ideal reaction on the part
of the viewer to confronting these sexually
charged forms?

RN: | don't really know, | don't really care.
| don’t really care what people think. A lot
people were really into it, you know, but it is
not like this sort of feminist overarching cri-
tique that | was trying to portray at all, it was,
again, it was coming from a really personal
place. | know that a lot of people thought
that they were really funny, and that was fine
for me. | just think that it was, a sort of posi-

| don’t

tive portrayal of female— | mean they are all
really relaxed with the way they are and they
are really comfortable in their skin, although
it is like super craziness. | feel like they are
really confident figures, and so they are not
really holding back on anything. But | don’t
really know what people—I have noidea what
people think of them at all.

KT: It’s kinda more about getting something
out rather than—

RN: | don’t really— care. [Laughing] That
seemsreallyirresponsible.

KT: All of the figures represented in that
show seem to be Caucasian, blue-eyed
blondes and generally all of the same body
type. Do you have a specific motive or
agenda behind that?

RN: No, it's funny though because you know
my daughter is blonde and blue eyed and in-
credibly uber white because my husband is
Swedish. I don‘t really know but | think about
that a lot with her — but then | really love the
colors, the contrasts specifically, but | mean
| can’t really play off on that. | think that they
are typical female portrayals, the blonde
bimbo or whatever. It isn't literally that, it
is very much a color choice because | love
yellow and | use yellow a lot in my paintings.
It has a real big pallet choice, but it has a lot
to do with my daughter strangely enough, be-
causesheissoblond. Andit'sfunny because
| worry a lot about her because in LA | have
to put sunscreen on her every day, it's kinda
crazy, but she’s incredibly fair and her skin is
really sensitive to the light. She gets freckles
like crazy in the summer, | think about that a
lot. She seems like a fish out of water in the
environment in LA, it's too intense for this
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Northern European type. So I'm constantly
conscious of that.

It’s definitely not about woman being literally
blonde bimbos or what have you, it's more
of a pallet choice. | would get really tired,
| would use a lot of pinks and oranges, and
reds and | think | just sort of would like to mix
it up a little. But it was repetitive, | wanted it
to be atight pallet so thatit’s fairly repetitive.

KT: We are running out of time, so if you
could real quickly: What is your relationship
to or opinion of sloppy craft?

RN: Of what?

KT: Sloppy craft. It’s like intentionally badly
drawn figures or how your thrown cylinder
formsarein place of body parts—

RN: Ohsoit’s sort of like lo-fi? like —

KT: Yeahit'sa whole movement —

RN: Yeah for me | think that’s sort of the 90's.
| think there are a whole bunch of languages
that people use in art and yeah that’s one
of them that has come to. It’s sort of like the
appropriation of outsider art. It's definitely
like accessible to the public. It kind of goes
back to [Jean] Dubuffet and that was a huge
movement as well, at that point. You know, of
childlike drawings, and artwork, and finding
the inner child within you, or sort of basic in-
stincts — But there was definitely awhole pre-
vious movement of that so | don’t think that
— I think in artwork, people are appropriating
things all the time, in a variety of ways. I've
never heard of sloppy craft, that term, but
those figures | make with the cylinders, the
badly thrown cylinders, it was like how you

really care
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know, when you drive by an automotive shop
and they weld muffler-people, it’s sort of like
the equivalent of that but in ceramic. | was
thinking | was making these figures out of old
badly thrown pots, or what have you, it's sort
of like a way of re-using clay. Those were, lit-
erally, my unsuccessful forms, you know. I'm
accessing a lot of other things in my work as
well, like pop art and bay-area funk, and tra-
ditional ceramic stuff. There is just so much
involved as artists that we are using, literally,
all the time, especially with the digital age,
people are looking at things everywhere
around the world, everything like looks the
same basically, it’s kind of insane.

KT: Cool, well thank you so much, I'm looking
forward to your lecture.

what people
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We welcomed Stephanie Syjuco with typical
Oregon weather— blustery winds filled with inter-
mittent rain and bits of sunshine fighting for
attention. As we sat down to talk about her work
| couldn’t help but think about the similar dualities
present in her prolific art and social practice. Her
work is approachable and fun, yet loaded with
heavy content, political undertones, and direct
inquiries into our cultural climate. The complexities
of the conversations her work is manifesting are
reflections of what can only be described as a truly
authentic, thoughtful, and generous human being.
The following conversation was only one of many
that she generously shared throughout the few
days spent in Eugene.

FOREWORD

Jennifer Vaughn: To start us off, | was won-

dering what kind of work you made in graduate
school.

Stephanie Syjuco: Oh, interesting. Wow.

Okay, so lguess over ten yearsago now it was
mostly sculpture. | went in making objects
and interestingly | think it was related to the

things that | am doing now but | feel obvious-

ly more simplified. You know, it was earlier on
in the process and it took me a while to jump
to the space where | was less trying to make
things about a subject and more making
things that activated subjects.

JV:Interesting, great. So now, much of your

work aims to open up conversations. And,

those conversations surround some pretty

heavy topics. You have consumerism, cap-

italism, colonialism, and globalization— | am
curious about how you use such heavy

topics but you manifest them in a really ap-

proachable and kind of playful way for the
viewer. Can you talk about the role of fun in
your work?

SS:[Laughing] That's a great question. Well,
it probably harkens back to when | was an un-

dergrad student in the early 90’s. What was
really popular in the art schools at the time

was what is now dubbed “identity politics”
work. Which was very serious, very political,
and also really timely. | mean those issues,

you know, still haven’t gone away, they are
things that we are dealing with today, but |
am more interested in how people can come
to those ideas almost through a back-door
process where they are least expecting it, or

maybe it’s couched in something unexpect-

ed. Thenthat way it can actually trigger a new
way to think about the topic as opposed to
giving them what they expect.

JV: Right, or giving them a prescribed—

SS: —way to feel. Exactly. Or way to think
about it. So, even though I do think humor,
or maybe a kind of disjunctive coming to-
gether of disparate things happens in my
work to take it into a different direction. | am
hoping that the politics is still embedded in
there somehow.

JV: Yeah, definitely. In many of your pieces
you, or you and your collaborators, are pro-
ducing an enormous amount of objects.
What happens if those aren’t for sale, where
do all of these objects end up? Do you ever
experience a sense of conflict about having
been a producer of so many commodities?

SS: Oh yeah. That’s a great question too. |
think because | have a sculpture background
I can’t seem to get the object out of the work.
And so, especially if you are working with
issues of factory production or even the idea
of anindividual, artisanal, one-off type of fab-
rication to make something in scale is almost
to tell the world that there’s still something
important about “stuff.” With social prac-
tice, which is interesting, everyone always
assumes that for someone who works in a
social practice manner things are sort of de-
materialized or it’s all about the kind of inter-
relationships. | feel like the production of the
objects become a kind of a Trojan horse to-
wards more abstractideas. Soit’s the making
of them, the commitment to the process,
and the commitment to the real estate that
it takes for them to exist in the world— it is
important. But you are right, there are prob-
lematics around it because at the same time
thenthereisthe burden of the thing, whether
it gets sold or given away or distributed. In
many cases for my projectsit’sacase by case

19
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basis where if it seems to make sense that it
gets put out into the world in a free manner,
then it gets disbursed. Or, if it makes better
sense to have it pay back in some way then it
goes back intoacommodity system.

JV: Do you ever hold onto objects just be-
cause of a personal connection to them? Do
you store work?

SS:Uh...lusedto.

[Laughter]

SS: The more one makes the more one re-
alizes one can’t do that. But, it’s hard. There
are a lot of souvenirs of the projects that get
floated around too, and | am actually pleas-
antly surprised that | do stumble upon them
in different places and with different people.

JV: Interesting, that's cool. So, in your
collaboration with other artists and makers
what are some of the ways in which you
have approached collaboration? What
have you learned from collaboration? Up-
sides, downsides?

SS: Well, there are different levels of collab-
oration. | think we use that term pretty loose-
ly. There is collaboration in the true sense in
that you are coming together with another
artist or group of people and collectively
producing a project from the ground up. And
then there’s also the term collaboration as
it's used when an artist utilizes other people
within their projects. And so whether then
those people become participants versus
collaborators | think there is actually a kind
of fine distinction between it. But, to use it
loosely, | guess the pluses about it is that
thereisakind of loss of individual authorship

which I really like. | think it’s nice sometimes
to be able to create a platform and then have
other people actually fill in the content be-
cause | actually don’t think that | am neces-
sarily the best repository of the content in
many cases.

JV: That's interesting. And you are also pro-
viding agency for people —maybe?

SS: Potentially, yeah. | mean, agency is one
way to think about it. And another word is
platform or podium, or inadvertent spotlight.

JV: Right.

JV:Inyourmorerecent projectslike Empire/
Other, you are moving more technologically
in your work and you are working with really
well know art institutions. Can you talk about
the experience of shifting away from the DIY-
craftaesthetic and into more technologically
generated work?

SS: Yeah. So | guess with the early pieces,
especially coming from a traditional sculp-
ture background where | was usually respon-
sible for the crafting of the thing, and now
into the more recent works in which there is
this kind of jump into either 3D technologies
ordigital processes, | feel like what ties those
together is still that there is a set of tools
that one employs in each type of discipline,
whether it is a craft based, object based,
or in the digital arena. What links them to-
gether for me actually is that they go back
and forth so easily. The analog to the digital
and backtothe analog to the digital. They ac-
tually doitevery day.

JV:Right.

20

SS: You know, so what's fascinating is that
the hybridization of those processes is
actually more physically internalized than it
is mentally internalized in the sense that we
do most of our research online now and then
we use that research to actually fashion tools
or things in our lives. We still hold hand skill
sets and then we have this very complicated
way that we process information and even
create datasets or networks or ways to facil-
itate the handmade. So actually, I've been
surprised at how fluid it's been if one stops
making the distinctions.

JV: Right, that’s a good point. Even in our
everyday lives we are shifting back and forth,
back and forth, back and forth.

SS: Uh-huh. Exactly. | don’t think it really
takes away from the idea of being a tactile
producer. And oddly enough, 3D modelingis
just one other form of sculpture.

JV: You have a very prolific career. You have
astudio practice, you're an educator, you col-
laborate and manage bigger social projects
—how do you balance everything?

SS: [Laughing] Yeah, that’s a really good
practical question. | think it goes in phases.
For two years | was on a really long artist resi-
dencytracksoldidn’treally have anapartment.
I did a lot of traveling and | did a lot of projects
that were not in the US. And then coming
back and switching gears | have been a pro-
fessor at UC Berkeley for the last three years
in a committed way, which means that | have
to be around more often. So because of that
| have figured out ways in which the univer-
sity can now house or support some of the
projects that | might have done outside and
individually. And, I thinkit's just—it's not easy,

that’s for sure. And | know that for my pro-
ductionlevel asthe years go forward | have to
make more choices because the field actual-
ly opens up more-—it actually doesn’t close
down. ljust have to be better at timing.

JV: Okay, to finish off our interview | want to
know at the end of the day, what do you look
forward to? How do you unwind?

SS: [Laughter] That's hilarious. Oh gosh,
usually acouple hours of surfing the internet.

JV: Yeah?

SS: Yeah, there’s something about that
processing, you know? So whether you are
just skipping around you are kind of follow-
ing up on ideas that you might have been
generating during the daytime, maybe some
reference points, maybe some things to
research in the future, or that funny thing
that you stumbled across. So I've found that
it’s literally just hours of this weird vortex of
browsing online.

JV:Yeah—just like the rest of us.

SS: That's it. | know, there is nothing that
special about it | guess. [Laughing]

JV: It's just the unplugging, the mental un-
plugging.

SS: Notreally though, it’s not unplugging.
JV: Right.
SS: It's surfing. It's like taking in everything

actually rather than justacouple things. Idon’t
know—
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JV: Maybe it's that spread, maybe it almost
becomes something like biofeedback.

SS: Who knows?

JV:Arhythm of information.

SS: Well, it's a dream state. You can look at
whatever you want to look at and follow up
on the most obscure or pop culture things
that you want. And then somehow it comes
back around again, which is weird. | used to
bemoan that time spent as wasted time and
now | seeitas actually a processing moment.
It's actually really useful.

JV: Great, thanks so much for chatting
with us.

09

The analog to
the digital and
back to the
analog to the
digital.
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Benjamin Levy is a printmaker, curator and critic.
He is currently serving as Assistant Curator at the
Henry Art Museum in Seattle, Washington. A Balti-
more native, a 2009 MICA graduate, and formerly
a curator at the Baltimore Museum of Art, working
with their Prints and Works on Paper Collection.

I was interested in interviewing him about his dual
roles as artist and curator, whether he viewed
them as parallel practices, and where he situated
himself today in the art community. Benjamin Levy
and | met in my empty classroom just after teach-
ing a drawing class. Sitting among the empty easels
and tables, we a had a quick discussion about
printmaking, curation, social media, and the piece
he wished was his.

FOREWORD

Ron Linn: Welcome! My first question is,

coming from a printmaking background, how
do your roles as an artist and a curator relate
toone another and how are they different?

Benjamin Levy: Well, my printmaking
background is also a little bit specialized, in

that | was trained as a collaborative print-
maker, what some refer to as a master printer.

Less people self identify as that than are
given that title— When | went museum-side
| realized that all of those skills and all of the
sort of training | had in collaborating were

really a lot more transferable than | thought.

So working with artists, whether they're
living or dead, and sort of taking all that |
learned about really really just analyzing their

process, their materials, their techniques,

their concepts, whatever it be; and sort of
working with that to be able to express that
to alarger audience. It just kind of went from
actually creating work with them in a print
shop situation to doing various sorts of
museum things, whether it be research or
writing or exhibitions—

RL: Yeah, that’s great! Going along from that,

how do you normally interact with artists as
acurator? What are they like, maybe—I don’t
know if there’'s a standard way—

BL: [laughter]

RL: Because sometimes you are working with
people who are living and sometimes you are

working with people who are dead. Is there,

maybe— what is the crux of that interaction?

BL: | would say—and really what has been in-

teresting in making the translation, and the
thing that | really kind of hold very dear and
especially in hindsight realize what was so

formative in the development of my thinking
as—whatever | am—is that solid foundation
in critiquing. And that was one of the sort of
bigger differences | started to notice when |
was around more art historians than artists
was just the sort of different way, especially at
first, they have of responding to work. And so
my critique brain sort of clicks in, and I'm re-
verse engineeringitalittle. ’'mtrying to sepa-
rate out, you know, the intention versus what
actuallyisin front of me, and sort of weighing
those against each other—versus what some
of my art history colleagues were trained in,
more in an analysis of, of you know— and not
in a bad way, but taking it at face value that
this thing exists, in this time, in this space,
that it was made in this time by this person
and sort of putting it in that broader context.
And so I'm able to take that more focused,
you know, critique, kind of reaching back
through, into the studio, through your hand
into your brain—hopefully—

RL:[laughter]

BL: And then sort of taking those broader
concepts, and you know, zooming out
fromthat.

RL: Totally, that's great. Going off of that,
what is maybe the best, or worst, or most
memorable experience you've had in work-
ing with an artist?

BL: Hmmm. | mean, at this early point in
my career, I've probably had more, kind of,
whole process exposure in the print shop, in
my experience involved in collaborative print
projects and publications because—I think
probably the most, profound thing, and it’s
a small thing, but sort of speaks volumes, is
that, working with an artist, and translating

or

AATTNINVINTG HLIM

NOILYSYIANOOD NI NNITNOY

910¢-0¢-0L



FIVE MINUTES

UNIVERSITY OF OREGON

DEPARTMENT OF ART

their work, their process, from a medium that
they’re more used to and sort of translating
that, and getting to see a distillation of that
artist, is real exciting and the most sort of
rewarding experience from that is when the
artist comes full circle and says, “Oh my God,
this is going to change the way | think about
my work,” because of the changing of those
variables, that are sometimes very mundane
and very, just, an ends to a means—a means
toanend—

[laughter]

—and that’s going to change, because they've
had this other perspective, because they've
translated their own work and are seeingitin
aslightly different (way).

RL: Great, | like that. So, as students, as we
are preparing for these interviews, we're sup-
posed to research our artists—

BL: What'd you find?

RL: Andthat’s the thing—

BL: Probably not much.

RL: | found your Tumblr [laughter] and so |
wanted to ask how you feel about the cura-
torial role of platforms in social media, like
Instagram and Tumblr, and how that relates
toyourrole asacuratorinaninstitution?

BL: Iseveryone acurator?

RL: Or maybe it’s something totally different?
BL: | would definitely say | don’t get as upset

about it as other people. Also, | feel like cu-
rators take many forms, and self-identifying

28

as a works on paper curator is its own sort
of thing. Curator is the word that’s used in
America, but the English word for the pro-
fession is Keeper, which a lot of people like,
and there definitely is some quaintness to
it from our perspective. But | see the role of
the curator as multifold, because there is a
sort of, on the contemporary side, working
with artists helping to realize their vision, and
more of what you could reduce to the picking
and choosing of things, but then there’s this
whole other side of it, which is that scholar-
ly, art-historical bit, and for me, seeing those
stories that, at least in my area of expertise,
stories that have been told throughout the
last five and a half centuries that get at the
human condition, artists responding to sim-
ilar things in their own way and seeing those
connections throughout history. So | would
put that on the other axis of, you know, re-
sponding to and picking and putting togeth-
erinteresting visual tales.

RL: | like that response, and | kind of feel
the same way, and maybe my next question
leads off of that: What is limiting or liberat-
inginworking foraninstitutionina curatorial
sense, in compiling visual information.

BL: The thing that | find most—and it's a
comfort, and some days | can read that as
negative comfort, and sometimes as a really
wonderful comfort, is that both institutions
that I've worked for, the Baltimore Museum of
Art, and now the Henry Art Gallery, are both
around a century old, and | take great pride
in continuing those legacies. And there’s a
real stability that’s comforting, that they're,
you know, with the growth of a collection,
there’s decades and decades and decades
of people’s visions, and of people’s voices, in
shaping those collections, and many times

A means

therefore shaping an institution and that'’s
really kind of nice to be able to lean on them,
metaphorically, or literally, in terms of recent
forebears. But then that’s also a really heavy
bill. And that’s that someone in thirty years
might be looking back on my time in the insti-
tution and there’s that responsibility. And so
that’s one thing that | find myself most useful
or most validated in those larger institutions
with that history, because its someone to talk
to, like a crazy person, in the vault.

RL: You're kind of stepping into the stream
of history...

BL: Yeah.

RL: One more question, going off of that: if
you could pick piece of artwork, either from
the collection or that you have worked with
recently, to own, what would it be?

BL: Phew. Oh boy. Let’s see, well the Henry’s
current collection that | work with is 26,000
(pieces); the Baltimore Museum of Art's
prints, just the work on paper collection that
| worked with, is 65,000 things—so just one
thing. | would say, Rembrandt’s St. Jerome in
a Darkened Chamber. Please fact check me
on thetitle.

RL: We'll run that through the fact checker.
Fact Checker: St. Jerome in a Dark Chamber.
close!

BL: | would pick a print, not only because
that’s my personal passion, but also because
of the inherent community in multiples, that
there are others that might be equally drawn
to this, and there’s that link to them. St.
Jerome seems to be a favorite of printmakers;
he translated the Bible and he’s very studious,
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though | missed that day at Hebrew School,
but I’'m down with him now.

RL: [laughter]

BL: And Rembrandt’s a cool guy. The print
itself—to describe this in your audio, it's
not huge and it’s almost entirely black. And
thinking that Rembrandt was only working
with line, that he’s depicting a very studious,
time consuming subject and figure in sim-
ilar way, and it shows in the buildup of him
working on it. You almost can’t see anything
whenyou first seeit, but the longer yousit, all
these sorts of things start emerging. In a dis-
cussioninaclass once it came around to dis-
cussing Direr’s St. Jerome, which is another
masterwork of print history, and the discus-
sion came around to that the Dlrer was un-
derstood outward-in, that all the information
was there, and every detail was given to you,
and the Rembrandt’s understanding was
more inside-out, that it was more emotional,
that you were given almost nothing, but that
sense of airand space and darkness and light,
or lack thereof, and then it started to emerge
later, and | thought that was really beautiful.
So that’s what I'd pick this second.

to an end.
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John Divola is an extremely well known photogra-
pher. His work is smart. | was nervous about
interviewing him because | didn’t want him to think
I'm not smart. This was a silly concern as he
was very genuine and let me restructure my overly
complicated questions as we spoke.

FOREWORD

Daniel Miller: So, the first question | have
is: can you tell me a little about your process.
Are there steps that you take that are pre-
meditated, experimental, or is it something
else entirely?

John Divola: Well, since all of my bodies of
work are not identical the process is differ-
ent for different bodies of work. Usually the
process, | mean most things for me come out
of observation in some way, so sometimes
I'm working on one project and during the
process of that project | make an observation,
which leads me to believe that another kind
approach might have potential. And so then
I will go out and | will experiment with that
approach and try a few images. The beauty
of photography is that it only takes a 60th of
a second commitment so there’s really no
reason not to give things a try. It's a medium
that affords great latitude and flexibility in
terms of testing ideas and testing the poten-
tial of observations and then once | have a
sense that something has potential thenit'sa
matter of just setting up a process of engage-
ment that will maximize kinda the probability
that I'll get something that interests me and
in the process of looking at things I've done
I've slightly —accommodate or modify my
approach to maximize that potential.

DM: You talked about it a little bit this morn-
ing but I've been reading about your use of
the Gigapan, a robotic camera mount. Does
new technology change the way in which you
approach work?

JD: Yeah absolutely. The point | started out,
which was the late 1960°s early 1970’s, there
really hadn’t been much of an advancement
in photography for probably for 30 years at
least for people like me. Because only, during

that period of time color had been evolved,
but for the longest time it was very very ex-
pensive and only commercial photogra-
phers could use it. So, | started out in black
and white photography and then really fairly
early in my career color became available to
folks like me. So that’s a total change right?
That’s the capacity to add this whole new
realm within photographic representation so
I’ve gone back and forth between black and
white and color because of that. And then
the tools themselves and then of course you
have the evolution into digital technology
and so I'm very interested in— | see photog-
raphy as a primarily technological activity or
the use of technology towards the end of rep-
resentation or expression. So, I'm interested
when there’s new technology that | can use
where the technology is far enough along or
easy enough to understand that I'm not just
bogged down in coping with the technology
that there’s a point where it becomes kind of
intuitive enough that you can be expressive.
But there's a lot of technology that I'm really
really interested in but it’s very very difficult
technology at this stage and the level of en-
gagement with the software and the soft-
ware is expensive. So technology just sort of
comes to a point where it becomes useable
foraperson like me.

DM: In the monograph, John Divola: As Far
As | Could Get, put together by the Santa Bar-
bara Museum of Art you talk about the notion
of agency in terms of marks that have beenin
made in a space. Through your participation
are you interested in generating a visual dia-
logue with future visitors of that space, and
if sohow?

JD:No, I'm completely uninterested in some-
body actually walking into the space. I'm un-
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interested in turning the spaces I'm in into
artworks. And indeed were you to walk into
one of the spaces it would look nothing like
my photographs because sometimes the
paint is wet when | photograph. In the early
work | use electronic flash and that’s not
there when you would walk into the space.
And so there’s nothing about the marking
thatisintended to beinstallationinany sense.
If I'm ever marking inside of the space it’s be-
cause I'm doing it for a set of photographs so
Idon’t have that expectation.

DM: In relation to the Theodore Street
images, you say that these places, “had a
personality and sense of place and readable
history of action, a history of who lived
there and the kinds of things they left
behind...” Do you feel that temporality is
ambiguous or that the past, present, and
future resonate equally?

JD: I'm not sure what that question means...

what do you mean by the temporality?

DM: So people come into these spaces and
make marks, then you come into the same
place and make your marks. After you leave
someone will probably make more marks. Do
you see those when you go into the space as
justone “thing” orisit“I saw these marks and
I made mine there will be marks afterwards
in this place.... You were talking before about
how you're not in dialogue with what’s in the
future or anything. Does any of that matter to
you at all?

JD: It doesn’t matter to me what happens
when people subsequently come into the
space. I'm interested that I'm generating
an imprint or artifact of my engagement of
being there. I’'minterested that the place has
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a specificity to it and that specificity— this is
goingto beaverylonganswer—

It’s like if you look at what modernism does
to painting— I’'m sorry not just modernism
but the invention of photography, you get
the invention of photo and painting becomes
less and less about representation because
photography does that so beautifully and
efficiently and painting becomes more and
more about gesture and abstraction espe-
cially through modernism and becomes
less and less representational and more and
more reductive to gesture and abstraction.
My activity is very hybridic between pho-
tography and traditional kinds of aspirations
of painting, or the modernist aspirations of
painting. So I'm interested in gesture and ab-
straction butI’'m also interested in specificity
and representation. So I'm interested that
this place has specificity. It's like a specific
place on earth, with a specific vocabulary,
architectural vocab and a specific history of
people that preceded me into the space. It's
also inscribed with gestures. If | paint a swirl
on the wall with paint that’s a gesture but if
somebody kicked a hole in the wall that’s a
gesture too. So there’s layers of gestures,
some are mine and some are others. So I'm
dealing with this kind of weird middle ground
between gesture and abstraction and speci-
ficity and I'm interested in that confusion.

DM: Here's the last one, a little more straight-
forward: Are there any books or authors that
have had lasting influence or meaning to
your practice?

JD: Books or authors— | read a lot of science
fictionwhen Iwasakidandthenlwasintothe
college level existentialism and then the kind
of user-friendly Zen-Buddhist stuff. So there’s

There’s layers
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not a specific author that | would point to.
There's art theory people | like. | liked Rosa-
lind Krauss there for a while but there’s not
one author | could point to.

DM: Well, thank you!

of gestures.
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Sam Moyer is really cool. She likes baseball and
wears cool hats. She’s makes cool stuff and is
really famous for it. | was nervous to interview her,
but she is also super friendly and nice. | really

like how honest she is about her life and art. | told
her | really liked her hat, and she gave it to me.
That was surprising but | decided to keep it and |
still wear it sometimes. | told her I'd give it back
to her when | moved to New York, so I'll hold onto
it until then.

FOREWORD

Alexander Wurts: What's your ideal
breakfast?

Sam Moyer: Breakfast is my favorite meal,

and sometimes | eat two breakfasts, because
| start off with one and | fail and | quit halfway
through and | start a new one. Eggs | think
are the most perfect food in the world, so if |
had to choose just one thing it would be two
poached eggs on toast. That's it.

AW: Do you have any routines or habits that
help you make your work?

SM: No, and I'm always seeking them. | ask
everyoneifthey do, and I'mjealous of anyone
that has a routine. [Sigh] No, but if you have
any suggestions—

[Laughter]

AW: You don’t have any? | find that hard
to believe.

SM: No, | really am a systemless person. |
don’t even do things in the same order every
morning. I’'m trying now to start to have some
systems in my life, or order, but no—there
is no system. There is a to-do list usually, a
bunch of stuff | need to get done. But usually
it’s like, ‘I feel weird, how do | solve feeling
weird?’ and it’s like problem solving my way
through the day. There’s no predictable day.

AW: Do you think it's still important for
young artists to move to a big city? What city
and why?

SM: Well—yes, | do. | think that moving to
New York was the best thing that | could have

done, because it was hard and it pushed me.

| always could barely afford my studio, and

that made me work a ton, because I'm full
of guilt and stuff like that. And | think that
just being in the mix, gets a lot more done
than not being there. You can’t help but be

influenced, and you can’t help but be a par-

ticipant to some degree. Community is very
importantto me, I really thrive having friends
as artists and having people around me. So
| say yes.

| think people would disagree, because ev-

erything is accessible now. Just in the ten

years that I've done my time in New York,

things have changed, you guys can know
so much more about what’s going on there

without being there— but it’s still different.

It’s still being outside. New York is this great

place where you can show up and they literal-

ly give you free beer to look at art. It just feels
like the type of place where if you're there

long enough, something will happen. So,

yeah, | think people should participate, but
it's not for everybody. So | can’t declare that
it. That it is the solution, but it’s what worked
forme.

AW: What advice would you give yourself
when you were first starting out?

SM: Oh my god, just to not take myself so

seriously. Just calm down, and try to have fun.

And just make as much as possible. Just keep
going. All of the paralysis, and fear—that
feeling that you're just not good enough or

not fast enough or not doing the right thing,

it's all nonsense. Maybe it’s all necessary, it
might all be necessary for navigating the
pathto figuring out how to getitdone, I'm not
sure. Necessary pain.

AW: Ok one more, this is a fun one. Who's
your ultimate art baseball team? So—
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SM: How many playersdo | pick?

AW: All of them and what position would
they play?

SM: Ah man, That's really hard.

AW: It's going to be great.

SM: This is something | need to think about
forareallylongtime. Ithink I'd want my pitch-
er to be Jasper Johns. Because he just really
knows himself so well. He has that control,
but then his control can go to lack of control,
whichis what you needin a pitcher. I think my
shortstop would be —who’s someone really
fast? Oh, like Peter Voulkos, someone who
just kinda gets in there and kills it. Maybe Pol-
lock would be areally good shortstop. Some-
onethatjust has no fear.

Uh, let’'s see— This is going to take forever.

AW: That’s fine!

[laughter]

SM: Outfield have people who are really
chill and take their time, but really hit it when
they needto so | would say Lynda Benglis, Vir-
ginia Overton. All the women are doing the
outfield because they’re getting it done.
Um—Ineedonemore. Thisishard. There's so
many positions!

God! Who's the catcher? Who's the one that
controls it all and communicates with the
pitcher? Maybe the catcher is Rauschen-
berg, and the pitcher is Johns, and they have
this kind of contentious, serious relation-
ship where they have to talk to each other
in secret. I'm going to put Kippenberger

on second base. Nah, you know what? Kip-
penberger can be outfield. And then— God,
everyone is old and dead. Except for Lynda
and Virginia.

[laughter]

AW:Imagine them all alive.

SM: I’'m going to make Roni Horn the manag-
er. She’s going to manage this lot, because
she could. | am going to make David Smith
first base, because he’s just going to be
on it [snaps fingers]. No one’s going to get

past him.

Let’s see, | got Third Base— Third baseman—
Gober! Robert Goberis Third Base.

AW: Yeah, cool.

SM: Well, that’s the field. | mean, | don't
know, there could be like a million. [laughing]

AW: Do you feel good about this team?

SM: It's pretty weird team. It doesn’t have
enough women on it. It’s kind of an, on the
spot team. There no young people on it,
exceptfor Virginia. | forgot the young people.

AW: Ok. Onthe spot. First draft.

SM: First draft. I've already forgotten every-
one I've picked.

AW: It's okay. We have it on tape. I'll write it
down for you and you canrevise it.

[laughter]

SM: Thank you.

AW: Thank you.

40
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As an artist at the beginning of my career, and
focused mainly on developing my studio practice,
| was excited to talk with Ruba Katrib about the
exhibition side of art-making. Exhibiting outside of
an academic institution is still somewhat of a mys-
tery to me and hearing about Ruba’s experience
creating innovative shows at the Sculpture Center
in New York, shed some light for me on some
important elements of putting together a show.
Particularly helpful was her description of the
collaborative process that occurs between the
curator and the artists. | got a sense of Ruba as
someone intellectually rigorous, mining the past
for unexpected connections to the present as a
strategy for presenting new works. She seems to
have a playful and loose style of curating, which
comes through in the way she speaks. | enjoyed our
conversation and came away from it with a bit
more of an understanding of the curatorial process,
though as Ruba stressed, there are many methods
and ideas about curating out there.

FOREWORD

Stephanie Parnes: What question or

questions have you been particularly ex-

cited about investigating in your curatorial

practice? Whether it relates to materials,

particular artforms or the space of the
Sculpture Center?

Ruba Katrib: I guess |’'ve been working a lot
with looking at different historical moments
and finding parallels to the present. | feel like
I’'ve just gotten off a big chunk of research on

early 20th century entertainment, like car-

toons for Puddle, pothole, portal, and Disney
and also the circus as an early 20th century

mode of congregation, like gathering and en-
tertainment and the particular audience-per-
former relationships that came through that.

Or even surrealist practices and finding

relationships between often early 20th cen-

tury, becauseit’s really this second industrial
revolution, machine age and third industrial
revolution right now with technology, and
looking at different ways artists responded or

dealt with shifting ideas around production,

technology, product, object and thinking of
all those things in relation to contemporary
practices. So it really is a way to relate or
ground what is happening now with different
moments in time. And having a little bit of

hindsight into what’s happening in the pres-
ent. And also thinking of different historic ar-

tistic strategies for dealing with changes and
new technologies.

SP: Yeah. That sort of leads me into one of
my other questions which is, how do you see
the physical and the virtual interacting, or
artists using both physical and virtual spaces
or materials?

RK:Yeah. That'satricky relationship to make

because | feel like a lot of artists that are ac-

tively dealing with the — Basically, | don't
really believe in the virtual, so [laughs].

SP: Yeah. Could you talk about that? That's
really interesting.

RK: Yeah, | think that’s sort of underlying
everything. And that’s also why it’s been
interesting to look at historic moments or
examples and see that there is this sort of
logic contained in practices or ideas from a
century ago to now. But I don’t know. | think
everything is really grounded in a material
realm and the virtual is just a mechanism for
the material. There’s like the aesthetic of the
virtualand then there’s the mechanism of the
virtual and | think these are really different

things and artists deal with them differently,

but I feel like the virtual is alwaysin relation to
the material and that there is this relationship
that’s hard to separate out. So, | guess there
isanimpact between one another. They'rein

strict dialogue, so | feel like it’s hard to sepa-

rate the virtual as a non-material space.

SP: | was thinking, there was a piece in The
Eccentrics —itwas avideo piece of acartoon
man.

RK: Yeah, Sanya Kantarovsky video.

SP: That was a really interesting piece. | was
reading about it. It was talking about how the
video touchesiitself.

RK:Mm-hmm. Yeah andit’s projected onto a
painting of this guy, this character, and soit’s
really interesting to see in person because
it does create this strange effect where you

can't really tell what is what. And, you know,

the video is speaking to its condition as a

video in some way. Yeah, that’s an interest-
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ing work because it does kind of take it liter-
ally into a more physical, three-dimensional
space of a painting and the video interacting
with that. And that’s also acknowledging the
room and the architecture and that gets us
into a conversation where this moving image
isgroundedinto a space.

SP: And you spoke a little bit about the
uniqgueness of the Sculpture Center’s space.

RK: Mm-hmm

SP:lwonderif you could talk a bitabout how
your experience working in that space has af-
fected the way you see the role of the gallery.

RK: Yeah. | think interesting architecture is
a challenge, but it’s also really exciting. | think
for me, it’s been interesting, these impulses
in huge warehouse buildings, similar to what
we have which is this brick building with
really tall ceilings. | think there are certain
artistic impulses, or any impulse, of how to
react to that. It's been interesting to work
with those impulses, but evolve them into
the next level or resist those impulses, but
it's always in reaction to the space. Wheth-
er it’s trying to fill it or empty it or divide it
or expose it. So, there's just a lot of different
ways of dealing with it and you just have this
volume of space around everything that has
to be considered. And it'sinteresting to work
with artists to come up with different strate-
gies for dealing with that.

SP: I'd love to hear a bit about your experi-
ence with collaboration. Particularly when
creating shows where artists create work spe-
cifically for an exhibition. How do you allow
for that spontaneity and experimentation
while also creating a cohesive environment?
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RK:Iguess|wouldjustsaythat!’'mlucky, but
Idon‘tthink [laughs] that’s justit, because I'll
have a set plan and a certain idea of a show
and | like to leave space for something unex-
pected to come through. And by the end of it
itisn't really that unexpected—I mean, some-
times there are things that are very unknown
until the last moment, but there’s a certain
involvement or conversation that makes it
so that there’s a psychic space for whatever
that thingis within the show. And I think that’s
something that's been really interesting.
Like, my floorplans are really rough always.
| make them, but | just draw weird blobs in
pencilonapiece of paper. Andit’s not like I'm
trying to simulate the environment to exactly
know what it is. | feel like there’s something
interesting in terms of working with the real
space, but also the imagined space, and not
over-determining it by knowing the exact di-
mensions of everything and how it’s going to
fit. There are things you have to know, exact-
ly how something’s going to fit, but there is
space, usually for something that may oper-
ate in a different way. So, | think it’'s coming
from that conversation, in that room that’s
created, that the show end up feeling co-
hesive still. And making sense even though
there’s unknown elements.

SP: And so, imaging a large part of your
time is spent working with the artists
during installation?

RK: It's usually leading up. There's a lot
of conversation and help and discussion
leading up to the installation. And at the
installation, there are some things that are
happening on site, but by the time we get to
installation everything’s pretty set. And then,
of course, I'm on the site for the installation
and figuring that out. And like | said, there’s

| don’t really

a floor plan, so there’s an idea of how every-
thing goes, but of course things can change
during that process. | feel like it's good to be
kind of flexible in that moment.

SP: Yeah. Have you had experiences with art-
ists that want more definite planning, versus
others who really want to leave a lot open
until the last minute?

RK: Sometimes, but most want to wait ‘til the
last minute.

[laughing]

SP: Yeah, maybe that’s an artist thing.

RK:There are some that are super organized,
but yeah. But it really depends on their work.
I've done shows with artists who really need
to know the exact measurements because
they’re making something to the space,
so then of course they’re going to get into
a lot more specifics that others. And some-
times artists need help figuring that out. So
sometimes we’'ll help deal with a lot of the
technical elements.

SP: How do you deal with disagreements
with artists? Or do you deal with a lot of dis-
agreements about display, about exhibition
decisions? How do you work through those?

RK: Yeah, | mean really every artist is so dif-
ferent. It’s funny. It feels kind of schizophren-
ic because I'm embedded in a personality
and work approach for a while with an artist.
Thenthe show’sdone oroverandthenit'sthe
next person, and they have a totally different
style of working and dealing with things. But,
in terms of disagreement, | think everything
isreally aconversation, sol haven’treally had

a7

too many experiences where there’s total
opposition from either side. It’s really always
thinking through reasons why or why not
and eventually finding some kind of, either
common ground or one approach is more
persuasive than the other. For group shows
| generally have to oversee the whole in a
different way, because I'm managing several
artists, so have the big picture in mind. That’s
usually where more boundaries have to be
created. And then for solo exhibitions it really
is a more intimate working process with an
artist, and getting into their zone— their
working process and their ideas of how they
imagine what their show is. I'm participating
in that vision more than in a group show in
which | have to be conscientious of this art-
ist’s space and that artist’s space, and how
these works relate, and what conversation’s
coming up or notcoming up, depending. And
in some of the group shows, artists get really
involved and they wantto getinit, butasacu-
rator | have to be conscientious of everyone
and everything that’s happening. Sometimes
people have anidea of something that makes
sense, but don't really understand why it
doesn’t maybe actually make sense based on
the whole picture of the show.

SP:Isthere anything you wish that artists un-
derstood better about the role of a curator?

RK: | think curators are so different, actual-
ly, that there are many different approaches
and styles and working methodologies. And
some artists don’t like making new work and
don’t like the unknown, and some do, you
know. But | think artists are pretty savvy to
what curating is now, but | think maybe less
of what a certain translation to the public
means. | think there’s the show and the
space, and the curators are responsible to

believe In
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the artist, the institution and the public. So
| think the institution-artist relationship, art-
ists understand, but maybe not this third tier
of how people come in and what they do and
how they look at things and how they move,
what they’re going to understand or not un-
derstand, what's legible, not legible. That’s
a side of it that | feel like I'm most often ex-
plaining, like a reasoning behind why | think
we should do something a certain way.

SP: Yeah, you were talking earlier about art-
ists often having trouble thinking outside of
their studios.

RK: Yeah. The exhibition space is such a dif-
ferent context, that things that may work in
the studio don’t work in that space or vice
versa. It's interesting to think about. Often |
goto MFA programs and no one has any titles
for their work.

[laughing]

RK:Whichissortof aninteresting thing.

SP: Doesthat bug you? [laughs]

RK:No, it's telling. Maybe there shouldn’t be
at that time, but it’s just interesting that that
part of it maybe doesn’t seem as important.
Where, inthe space of the institution, the title
isreally important. That's important informa-
tion. So many people are reading or looking
for or trying to understand what that is, but it
seems like an extra step that's unnecessary in
aschool, maybe.

[laughing]

SP: Yeah, titles are often the last thing. How
doyou feelabout untitled works?
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RK: | think that’s fine. You know, it depends.
But I don’t have a stance against untitled.

SP: Thank you so much.

RK: Okay. Cool. 5 Minutes, thank you.
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William Wylie’s fifteen minute single channel video
was in the Jordan Schnitzer Museum of Art’s
Scrimmage exhibition, a group show that was curat-
ed around the great American football tradition.
Personally, the American football is completely
foreign to me and during game days at the Univer-
sity of Oregon | try to avoid the city of Eugene
entirely. Standing in front of the largest piece in
the show, William WYylie’s video projection, | started
to surprise myself. | was completely entranced by
the subtle revelations of a small town prairie high
school football team. The stark tall grass landscape
cloaked in blue gold light imbued a poetics into a
seemingly uninteresting football practice. William
Wylie’s masterful composition, framing and uncut
audio recordings of the practice made me feel
invisible and yet fully present in this small close-
knit community of young adults during a football
practice that flowed from a routine day to one
that might have been the most important practice
of their lives.

FOREWORD

Stephen Milner: I'm going to start off

with— if you read Christian’s [Patterson] in-

terview this is my question | love to ask — If
you were stranded on a island for the rest of
your life and could only listen to one album
what would it be?

William Wylie: | did see that question.

So in a sense, I'm prepared for that [laugh-

ter]. Sitting there, reading that, | thought to
myself, ‘What would mine be?’ | think it would
be Blood onthe Tracks by Bob Dylan.

SM: Okay.

WW: That’s the one that | think has a range

of narrative that could keep me interested.

| do a lot of reading and | think that there are
great stories in that and you can come back
and find something fresh in it. Besides the
fantastic music.

SM: Right. I like that —

WW: —and he’s a nobel laureate. Despite
the factthat he has apparently told them that
he’s not going to show up because he has a
conflict on the date. But nobody can figure
outwhat he’s doing that day. He doesn’t have
aconcert.

[laughter]

SM: Can you tell me what initially attracts
you to a certain place or space. Are there any

specific qualities conceptually or aestheti-

cally?

WW: Yeah, yeah, I'm usually interested in
the human history of a place. Sometimes
that’s very subtle, such as I've done some
projects on rivers and you might think that

it’s more about the natural aspect of it, but
it's really more about the human interaction

with it. Sometimes that’s a future interac-

tion, I'm thinking about what might change
in a place. But | really like deep history, so
I'm photographing Pompeii now. Pompeii
has, no punintended, such a strata of history
from its pre-vesuvius to all of its excavations

afterwards and the way all of that changes ev-

eryday through entropy. So that’s really the
bottom line of what draws me to a particular
place and I'll talk about it my talk tonight. I'm
also looking for how time is represented in
a place. So change, history, how change is
represented through that history.

SM: So you seem to move back and forth

from photography and video and in the ex-

hibition Scrimmage currently on display at
the JSMA you have a video projection from
Prairie Football. | was wondering if you could

speak about your decision to use the differ-
ent formats and how you treat still photog-

raphy and video differently? It is also one of
your only projects in color, could you talk
about thatas well?

WW: Okay, okay. First I'll talk about the
photo and video aspect. | think that they do
very differentthings and | was for many years

astraight photographerand did not do video.

| had the opportunity to do a commision
based on my still photography, to make films
about a landscape. But they actually put the
caveatonitthattheydid notwantthe camera
to move. They wanted me to setup the film
shots like a still photographer, and that really
gave me a clear sense of what my work could
do incorporated with time. So, that started
me doing a number of things, a number of

projects after that commission. | incorpo-

rated both still photography and video. My
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Carrarawork was that way, my Kansas work is
that way and lam doing alittle bit of that with
Pompeii. You could almost say that the Prairie

work was started as a video work, was con-

ceived of as a film and is much longer than
what’s in the show here. Its destined to be a

feature length if | can ever get around to it.

These are all like chapters, so thisis a chapter
that is here. But | also did still photography
around that project and I'm going to show a
little bit of that tonight.

The color thing is interesting because | felt

like the video work had to be in color—always.

Even in my Carrara videos, you'll see some

of those tonight, are in color. There is some-

thing about that mediathat demands a sense
of the immediate to reality, reality is a loose
word but—I like black and white in my still
photography because of the suspension of
that. I'm really interested in the survival of

form and in still photography you are so ca-

pable of that but sometimes color breaks that
down because you move through the space
into the real. I'm all about the real, but | want

that little bit of distance. That little bit of dis-

tance that blackand white does. And | will say
thateven the Carrara work I photographed all
of the quarries and blocks in black and white

but I did the series of portraits of the work-

ers—but to separate them from the place |
photographed themin color. That book has a
center section of color portraits surrounded
by black and white.

SM: Yeah, interesting. And that brings me
into my next question about your books. So

you've published a total of five books so far?

WW: Published four. | have afifth one, which

is going to be actually a series of film stills.

The book is going to be based on sixty to
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seventy film stills from the Prairie movie. So
that’s the one that’s coming out next fall.

SM: Okay, So | am curious to how do you
treat the photographic book and the exhi-
bition space differently? Do you prefer one
more than the other?

WW: Well | love books. One, because you
get to edit the sequence and it becomes
much more of a extended project. Rarely do
you get the opportunity to have an exhibition
where you have so many pictures. I'mreally a
project’s guy. In Carrara | spent seven years
on, Route 36 | spent four years, Pompeii I've
been at it for about four years—and because
of my returning and returning, | have a lot of
work that’s related to those things. The book
gives me the opportunity to make these con-
nectionsinamuch broader way.

| also kind of think of my work as private
viewing type things. That’s what | love about
the book—someone can sit down and really
spend time—myself included. If you go to
a museum and you're standing in front of
something in a museum, you get impatient
sometimes. Even if it's a kind of thing that
makes your knees buckle as your standing
in front of it you pretty soon are like well, ‘I
better move on to the next peice now.
Whereas with a book, you don’t find yourself
doing that, atleast | don’t. | could stare at the
same picture in a book— | even have one of
those little library book easels on my large
table athome and if | like something inabook
I'll set it up that way and every day turn the
page to see the next relationship. By the way,
Idon’t do that with my own work.

[laughter]

I'm interested

But with somebody else’s book because |
saw value in the way the sequencing works in
the photography. Which lent itself to my way
of thinking about film by the way. | put how
two books when | was first commissioned to
do that film and when they told me the pa-
rameters of the project | really looked at it as
aseries of pagesinabook. Sol made five ten
minute films of the landscape with no camera
movement. Basically just found places where
things unfoldedin frontitand | worked subtly,
and each time it shifted one thing to the
next—I could have used that little app where
it's like, “bloop” [laughter]. Because it just
kind of transformed into a different one and it
really felt like it was turning the page.

SM: Yeah. The exhibition seemed so fleeting
compared to abook format—

WW: Yes, yes.

SM: —where you can flip forever. Definitely
treating them differently, so it’s interesting
to see.

WW: And | work with my students with books
alot. | don’t teach film and video but it’s very
nice to get start thinking about the next level
of editing. You edit when you take a photo-
graph, you edit when look at your proof and
your contact sheets, and then actually editin
another fashion as opposed to just, ‘Here's
my favorite pictures or here’s the ones that |
think are best.” but, ‘These two go together or
this one by itself and then you turn the page |
want you to think—' That’s such a more com-
plex way of thinking.

SM: So your lecture tonight is called Site
As Archive, and | was wondering how you
work the idea of an archive, especially with
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a photographic practice that can possibly
blur between the practice of a documentary
(whatever that term may mean to you) in pho-
tography. | am curious about how you navi-
gate thatterm or do you even identify with it?

WW: | do, | embrace that term documen-
tary. | don’t like the simplistic definition of
it, which is where you get into trouble when
you might say, ‘Oh your work seems really
documentary’ or ‘'you do documentary pho-
tography’thatis usually where | tend to recoil
just a little bit. It's a standard answer to this
question but | definitely more appreciate
Walker Evans’ sense of a documentary style
because it's very much straightforward and
based on the thing front of me but | feel like |
try and move away from that in that thinking
about things that are on a more conceptual
level. I'm interested in time and the layers of
time. Often times when we think about the
documentary practice it's the representa-
tion of the thing itself, which is there, you
can’t escape that in photography. At least in
straightforward photography. But I’'m looking
for layers and something a little bit deeper
with that. And | will say that my work can get
blurred there alot because of the style | use.

What was the first part of the question? That
was great—

SM: Sotheideaof anarchive—

WW: Archive.

SM: —especially with a photographic
process.

WW: Right.

SM: Do you layout the book? And how you

N time
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do your research. It's very archive based.
| don’t know if there are specific photogra-
phers or maybe artists that work within the
archive that you—

WW: Well not work within the archive be-
cause one of things | think of with my general
practiceisthatI’'marchiving. This lends itself
to your documentary question. Is building
an archive but also looking at site as an ar-
chiveitself. When | gointo Carrara or Pompeii
is maybe a better example. As | mentioned
there is the whole history of that and there is
a history of photography and Pompeii. And
there is a way victorian audiences versus
1950’s people would have looked at photo-
graphs of Pompeii, and my work references
all of that. And then tries to add to that cat-
alog. Which is another nice thing about the
book that you can make that connection too
that often times in a gallery you can’t, orin a
museum you can't.

and layers

of time.

-
2
L
o
N
o
2
=



NEAL MOIGNARD BENJAMIN 55
IN CONVERSATION WITH BRATTON :

Benjamin
- Bratton

o1
©



FIVE MINUTES

UNIVERSITY OF OREGON

DEPARTMENT OF ART

Benjamin Bratton is a forward-looking thinker. We
sat for a discussion and | asked him a few questions.
I wanted to talk to him because | find speculating
about the possible futures of humanity and its uses
of technology an interesting strategy to better
understand the present. He shared several of his
ideas with me.

FOREWORD

Neal Moignard: So my first questionis why
doyou think thereis yet to be aformal field of
software and philosophy established, when
software has expressed a philosophy inher-
ently since the beginning? Was a Word docu-
ment really thatinnocuous 20 years ago?

Benjamin Bratton: Soisthe question open
bracket why isn‘t there a field of software and
philosophy close bracket?

NM: Yes.

BB: Two answers to the question. One, there
is, and though not as explicitly organized as
it could be, but increasingly moreso. Maybe
alsointerms of the academy a shiftin the way
that software came in at a particular point.
And | maybe speak with an art and design
context. If youlook at things like the software
studies series that my, the stack book was
published in that is a good example of this.
There is a philosophical investigation of soft-
ware—at least—to the beginnings of—really
to the beginnings of software. You could
come couple angles on this as well—

Another one is that— You might take at a cer-
tain point. Let’s say, Imention thisin the book.
There's a certain moment where theory with
a capital T sort of may have run out steam,
as Latour says in the academy, at some sort
of point maybe in the mid nineties where
kids who wanted to investigate the basic
semblance of how the world works shifted
from reading continental philosophy and ar-
guing about language and text and construc-
tion, and started using software. There’saway
in which software took the place of theory
as a way of asking direct unadulterated
questionsabout the nature of things and how
they had been made to work. They became

kind of practical constructions as well.

But there’s other, | mean, the history and re-
lationship between software and philosophy
is certainly an interesting one. I'm sort of
thinking back to Leibnizand I don’t know, the
bi-letter alphabet from which the transposi-
tions of alpha-numericlanguagesinto Os and
1s, is Leibniz codifies, you know, centuries
before calculating machines based on his
fascination with the | Ching and other kinds
of binary systems as well. So the basic logic
of Os and 1s comes out of a philosophical in-
vestigation of this as well. And this relation
between software and philosophy sort of
continues. Al is a good example of this as
well. Artificial Intelligence is something that
largely was invented philosophically and
conceptually before it had been invented.
And still there’s a feedback between these
in both ways. Like, we are to make matter
perform something that appears like intelli-
gence in different sorts of way, what are the
philosophical implications of that on the one
hand, and there are, you know, people from
Turing, on forward who are conceptualizing
the possibility of different forms of Al as es-
sentially philosophical problems, so we have
gone back in different sorts of ways. But I'll
putitthis way.

NM: Sure.

BB: | think one of the things that’s difficult
let’s say for the humanities, | mean has been,
less so-there’sawholefield of digital human-
ities and | think any good humanities depart-
ment now there's lots of people that work on
software and digital systems, | don’t think it’s
even novel anymore— but was that, out of the
phenomenological tradition they made this—
to pick on say, Heidegger for example, there
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was always a strong distinction between
language in its essential metaphysical form,
andtechnology inits essential form. Thatlan-
guage and technology were fundamentally
different things, and that the mode towards
the resistance to technology as a way of
being for Heidegger was a way to go deeper
into language, and poetry as well.

Well software is a weird thing in this way. In
that it is a technology that is constructed lin-
guistically. Thatisread, that has a syntax, that
has a grammar, that has alinguistic structure
sothatitisatechnology thatislinguistic. And
unlike other kinds of languages, you can put
software in a machine and it will do things
that correspond to the semantic content of
the language. This is not true of say, serbo
Croatian. You can’t put Serbo-Croatian on a
chip and have it do things that correspond to
the semantics of that language, it is a tech-
nology that is linguistic. And then the con-
verse is true as well, that in the history of
languages it's perhaps strangely unique in
for that it’s constructed in relationship to its
kinds of executable instrumentality. Where it
may denote things it may connote things, it
may describe things, it may even have a kind
of logics of category and set and action and
agency and conditionality like other kinds of
languages but unlike natural languages it’s
actually executable. Friedrich Kittler, has
this line that that to be a truly cosmopolitan
person you need to know one natural lan-
guage and one artificial language. And I think
that’s probably due.

NM: Do you think software would change in
its form and function if it weren’t predomi-

nantly based in English?

BB: It’s not predominantly based in English.
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NM: Do you think— ok. So. —what language
do you think is coming out? The language of
programming, or if it’s structured in a linguis-
tic tradition?

BB: It kind of is, | mean it's not exactly like
natural languages obviously, right? It has, it
uses mathematics as part of its core syntax
in ways which natural languages don’t usu-
ally. It’s able to perform feats of recursion
and nested recursion in ways in which nat-
ural language doesn’t. So | don’t mean to
say that it is exactly like a natural language,
but thatitis a kind of language. And I think it,
maybe what it might demonstrate is that that
thereisabroaderscope of languages that we
might want to identify. Of which, therefore,
the human spoken and written languages,
we can see them as more of a wider contin-
uum. There’s obviously feedback into natu-
ral language. Some people claim that there
are local cultures of code. | can’t, but there
are some people claim that they can look
at C code, or actually, you can look at Java
code and basically tell whether it was writ-
ten in Russia, or China, or the United States,
based on the cultural traditions of what you
would invoke under certain circumstances,
that there’s an accent almost to the uses of
such things. But | think that in the United State
we— in terms of art history in relationship
to the internet and to some of the other arts
and computer sciences there’s a tendency to
maybe overstate how central our experience
in relationship to some of these things. | mean
the country in the world with by far the most
internet users in the world is China and will be
for quite a lot of time. Most of the code that
exists in the world is executing in relationship
to commands that are essentially not initiated
by humans. Most of the traffic on the internetis
already nonhuman, generated in and of itself.

There’s

NM: Soif there’s ashort circuit now between
people expressing their philosophy through
continental philosophy and through tradi-
tions of philosophy to it now coming directly
to software, it's clear that—

BB: —it’s both, it’'s both. Yeah.

I mean | think you see a lot of people for who
it’s not one or the other. It’s a conjunction of
those things in different ways. I'm just saying
that at a certain point where software, also,
particularly within Art and Design, where
software became a way of doing philosophy.
That purely a kind of readerly writerly mode,
there’s a different relationship to the textual
production this way. Yeah.

NM: So if you— if it's affecting our psychol-
ogy to be interacting with this software that
expresses a philosophy, is it because we are
interacting directly with philosophies with-
out knowing it? With different cultural philos-
ophies? Do you think that within software
thereisacultural exchange thatisinvisible to
us that is maybe more powerful than what is
conveyed through those (textual) mediums?

BB: | think probably, | think that’s certainly
true, but maybe how that works is maybe
quite different within the stack, within the
software. There’s ways in which | think the
lower you getinthe stack, we may posit—can
kind of investigate, that the lower that you
getinthe software stack the less that the spe-
cific kinds of cultural traditions may impact
the structure, may operate in much slower or
much longer scope.

Butif you takeit all the way higher, to the level
of the graphical interface for example, the
construction of anideological framework for
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how it is that one might use a computer, for
the way that a computer might use you, is an
inevitable structure. Look at it this way, any
of the chips in the phones we have here are
complete Turing machines that could, given
enough time and energy could calculate
almostany problem that you could transpose
into a logical equation. But who would— |
mean, but we don’t want to transpose any
problem into a logical equation, you want
to do very specific things, you want to make
a phone call, you want to look up something,
you want to see a picture. There are series
of use cases of things that us, the primates,
want to do with these machines. So I'm of
the opinion generally that computation was
more discovered than invented as a general
principle. That algorithmic reason is some-
thing that’s part of how matter has conjugat-
ed itself over a longer period of time. But, at
the level of the graphical user interface, all
the things that you could possibly do with
this machine are reduced and then reduced
again and again and again into this kind of
synthetic diagram of a range of possibilities.
Like a map. A good map of a city is not one
in which it has an actual 1to 1 representation
of everything that is in the city. It excludes
99.9% of everything that is in the city, and
what'’s left is just this schematic remainder
that allows you to make heuristic decisions
about your pathway through it. And in that
reduction, in that subtraction of 99.9%
of what’s in the city there are direct and
sometimes violent ideological choices that
are made.

It's the same thing with the graphical user
interface. You construct a very narrow band
of all the things that it's possible to do with
this computer in the interface. But unlike a
map as a diagram, with the interface, it’s not

obviously feedback
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just describing things that go on, that could
go on, “here’s things that you could do with
this machine, here’s what you could do if this
machineis connected to the internet” and all
the rest of the things, but these are diagrams
that when clicked actually cause the thing to
happen that they are representing. So within
a history of the diagram, the graphical user
interface is unique in this regard. In the his-
tory of the image it is unique in this regard,
as opposed to being a completely represen-
tation construct. So in terms of the Berger
Ways of Seeing argument, what’s shown and
what’s not shown and how it’s represented
and what the politics of representation are
with the interface are all there, as they are
with any cartographic or representational
logic, but they are doubled by the fact that,
not only this is a representational mecha-
nism, it’s an instrumental device as well, that
it does the thing that it represents. Do you
follow? A picture of abomb in a painting may
have a representational dynamic to it, but
an icon of a bomb that when clicked caused
bombs to happen in the world is a very dif-
ferent kind of image. So what gets reduced,
and what it is that this process of computa-
tion is asked to do, and how it is that this vast
infrastructural network is exposed to human
users one interface at a time, there are with-
out a doubt, 1000%, a strong impact of both
latent and manifest cultural traditions and
whatitisthat we assume that one might want
to do with it.

NM: That spread through use value too—
BB: Thatis spread through use value?
NM: Yeah, that the ideology spreads because

interfaces are useful to people, not because
they perform an aesthetic function neces-
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sarily, but because they actually change the
way that people will live their lives or conduct
their activities.

BB: Possibly, or | mean, maybe at the level
of the computer there may be a conflation
between expression and utility and an in-
strumentalization of expression in different
sorts of ways. | don't— it depends on— even
if you've got software that is organized pre-
dominantly around the consumption of infor-
mation or the organization of information, or
the production of information, you know, |
think it may combine and interweave some
of those distinctions between work and play,
autonomy and capture, and those other sorts
of heuristics, in ways that are complex. You
know, some people make pictures foraliving.

NM: Thank you very much.

IN natural
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The weekend before | interviewed Marianne Fair-
banks, primarily a fibers artist, | took a two-day
weaving class in which | made the world’s most
boring scarf. As someone whose headphones end
up in a intricate knot everyday, | was intimidated
by the sheer amount of yarn involved in such a
small project. The only aspect of weaving that
didn’t seem daunting to me was the instruction
sheet that included a simple grid drawing indicating
the pattern. | was excited to learn that Fairbanks
uses these instructions (drafts) as a jumping-off
point and a source of inspiration in her work. As a
painter, | was also struck by her wall-works that
use tape as their material, a preparatory material
in painting, the tape felt very related to both
drafting and a sense of open-endedness. It's hard
not to be excited to talk to someone who wants to
break the rules a bit and who rocks an enchanting
hue of purple-silver hair.

FOREWORD

Lee Asahina: How did you come to art and
specifically textiles?

Marianne Fairbanks: Well, | loved art in high
school and somehow was lucky enough to
be accepted to art school atthe University of
Michigan. And you know, | think like any un-
dergrad, | didn’t really know what | was gonna
do. Itook my first fibers class there with Sher-
rie (sic) Smith and it was, | don’t know, when
you connect with a process, with a material.
From then on I knew and | took every class in
fibers that they had from then on. | feel really
lucky because | came toitin my second year
of college and just stuck with it. So,  have my
BFA in fibers and my MFA in fibers and mate-
rial studies. ldon‘tknow, I'm a process geek, |
guess. | love textiles.

LA: My second question is: | watched the
video on your website where you're talking
about impractical weaving suggestions—
you're talking about instructions and saying
they’re not always productive, I'm curious
how they come into play in your own work. Do
you have to use them?

MF: Instructions?

LA: Yeah.

MF: So, in weaving, the instructions are
drafts, right? So you read these patterns that
are drafted for you. You know there’s classic
patterns, and once you know them, youdon’t
have to use the pattern but, for more sophis-
ticated ones, yes, you go back to that pattern.
You know, there’s like standards that are dis-
tributed through books, but | thinkin thisin-
struction way that I’'m talking about I like this
idea that, you know, it’s the shared knowl-
edge. People came up with itand decided to

distribute that pattern they invented. | don’t
really know what other form has that— I guess
all other disciplines probably had it whether
it was sharing a glaze recipe or something,
but the dissemination of it was quite inter-
esting to me. And then | couldn’t help but
think about, well, | was thinking about the
Sol LeWitt instructions, once everyone had
those instructions, everyone could go do it.
So just trying to figure out the relationship
between those two forms maybe.

LA: Yeah, so a follow-up question: Do you
think you can make instructions subversive?
Maybe thatisn’ta good question—

MF: Yeah, | think it is subversive. Sol LeWitt,
what | love about his work is he’s saying;
here’s this thing, any draftsman can do it—
it's the idea that’s contained in the piece of
paper that has the instructions.

LA: Yeah.

MF: And it’s in the execution when it comes
to life. With my work, | made these these
things called wall weavings, | haven’t done
it yet, because I'm still learning the process,
but the dream would be that | could send
them as instructions. And say here’s these
rolls of tape | use, here’s how | use it, figure
it out. Like | said, | haven’t done it, but | like
that idea that | don’t have to have my hands
on every part of my process, even though |
likeit[laughs]. It's a freedom to say, oh look,
someone else can do this, my work can live
beyond me in another place; or someone
could buy the instructions and make it in
their house.

LA: Yeah, that’s great. So thinking about that
same body of work, I'm really attracted to the
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neon. I’'m curious, does that have a specific
cultural reference or—?

MF: Yeah, I've been coming to terms with
what my obsession with neon is, and | think

it's two-fold. Growing up in the 80’s [laugh-

ing], | would gointo stores with my mom, and
she’d be like ‘'Ohh, my nose hurts, that coloris
so bright!” [laughing]. | don’t know where that
saying went or why | even remember it, but |
remember being visually kind of oppressed
by the colors [laughing], the neon colors of
thattime. So, maybeit’s like a nostalgic thing
for me a little bit, but | think it’s also— | use
it very strategically. So if | think like what’s
gonna grab your attention and what’s gonna
shout in your face and refuse to be seen, it's
neon. Neon pink and fluorescent pink and all
these bright colors are used for safety, for
construction. So, I'm trying to adapt those
languages that are in your face to take this
thing that’s normally [high voice] soft, textile
and make it big, make it more aggressive. So
| feel like I'm using it more strategically. For
me it's really a new palette, because I'm used
to using like natural dyes [laughing]. So the

things that are available in those (neon) pal-

ettes are also really different, like plastic and
nylons, so kind of coming to terms with those
materials too and how to use them.

LA: Last question: is there anything that

you've been listening to or watching or read-

ing that’s informing your practice?

MF: I'm reading Kafka on the Shore by

Murakami. | don’t know if it's directly influ-

encing my practice, but | love the magical
realism— | can’t give a direct line. | also, as
I mentioned, I'm obsessed with Buckminster

Fuller, so | was watching a video on the geo-

desicdome, how they were built. I just, Idon’t

know why, but I'm obsessed with that era of

architecture, and, specifically how those ge-

ometries were used, specifically, pentagons
and hexagons.

LA: Cool! Thank you.
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British-born artist Julia Bradshaw examines a variety
of subjects such as her social environment, com-
munication, and the medium of photography. She
is currently an assistant professor at Oregon State
University and has contributed writings to numerous
art and photography publications. Despite the
dogged earnestness in her work, one can also find
humour and idiosyncrasies in the way that Bradshaw
translates and interprets her own experiences and
ideas through the languages of photography, video,
and performance. As an immigrant artist myself,

I was interested in hearing about how Bradshaw’s
own inter-cultural experiences has influenced her
artistic practice and the way she chooses to com-
municate with her viewers. Arriving early to our
scheduled meeting, Bradshaw and | met unexpect-
edly in a dark corner of the building right outside
of classroom 197. She had gotten a bit lost in the
labyrinth of Lawrence Hall and by chance stumbled
upon the exact location where | was planning on
holding our interview. The door exposed us to a
sun-lit classroom and we naturally sat ourselves
beneath a skylight for our 5 Minutes conversation.

FOREWORD

Esther Weng: How would you describe
yourself in 30 seconds to a random stranger

you just met while waiting in line at the gro-

cery store? | cantime you if you'd like.

Julia Bradshaw: Okay!

EW: Okay. Go!

JB: Pragmatic, artist, educator, likes being
outside, newly activist—prefers to keep the
rest to myself.

EW: Having been a photographer since the
age of seven, how has the transformation of
the technology of photography affected the
way you make your work?

JB: | don't think it's actually got anything
to do with technology—it's more to do with

attitude and exposure to artists and photog-

raphers—because | am pretty technology
agnostic. For example, starting at the age of

seven and helping my dad in the dark room,

I mimicked how he took photographs. So |
took pictures of family and landscapes, and
quite frankly,  have no desire to do that more
than outside of doing that. Only when | was
older and exposed to photographers who
made work that required you to think about it

that | actually became interested in photog-

raphy. So I've been making photographsfora
long time, but it was only in my mid-twenties

that I actually became interested in photog-
raphy as a medium. And | think that technolo-

gy questionis just off the table for me.

EW: Andinyourwork you use both darkroom
as well as digital techniques—

JB: Yeah, | like playing with both tech-

niques, and | think first about the idea then

| think second about how | want to realize
it. And | think a lot of people think like that,
so lwouldn’t put myselfinaboxinone partic-
ular category.

EW: Could you speak to abstractionand how
you want it to functionin your work?

JB: Yeah, and this is something that'’s inter-
esting to me right now because the work is
becomingincreasingly abstract, and as | said
inthe beginningin my 30 second description,
I'm very pragmatic and very direct, and then
all of a sudden to be working in a way that is
abstract without necessarily any meaning is
completely foreign to me. So | am curious
as to why I'm working that way. As usual,
I’'m not the only person working in that way.
There are a lot of photographers now who
are making, as what | would describe, as

“flat photography”—there is no illusion of

depth, or they’re making pictures that do
have depth but they appear flat. And, that
interests me as to why photographers are
doing that— I'm not the only one. So, that's
the part of abstraction that interests me
now. I'd say | don’t particularly look at ab-
stract paintings; a lot of the source refer-
encesthat|talkabout when I talk about the
most recent work are paintings or move-
ments, but—

EW: There seems to be a reference to mini-
malist paintings.

JB: Right. Minimalist paintings, the Bauhaus,
shape, form, and line, the basics of drawing
and painting. And, | like that | can do that with
photography, that I'm not stuck with pho-
tographing what'’s already there, that | can
maybe stretch what a photographiis.
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EW: And you talk about photography as raw
material sometimes.

JB: Right. And seeing the photograph as a

raw material that | can make endless itera-

tions of —and | don’t think I'm actually going

to make endless iterations of what I'm actu-

ally doing right now, | think I'm very close to
stopping. But it was a very interesting thing
that | could explore for a while.

EW: You have described some of your works

as “silly” and “ridiculous”, and there is defi-

nitely humor in a number of your projects, in
particular the videos, even when the subject
seems like a serious one. Could you speak to
that a little bit?

JB: It was a surprise to me that | have made

work that’s humorous, because | don’t con-

sider myself funny. | think in reality, | think
most people who use humor are actually
deadly earnest, and I'm deadly earnest about

what I'm doing. So that was a surprise to me.

It was really after about, I'd say four or five
pieces, that | said, ‘Oh, hey my work’s got
humorinit,”and everybody was like, ‘duh!’

[Laughter]
JB: So it's now lost its sense of humor —I

don’t know if you’ve noticed, it lost its sense
of humor when | moved to Oregon. | need to

find my sense of humor in the work again. Be-

cause it pops out, it’s natural. | don’t know if
I'dwanttodoitdeliberately, becauseitreally
just pops out when I doit, soit’s not a forced
humor in that respect. But because of it, I've
started tolook at artists who do use humorin

their work, and sometimes you can say some-

thing that’s really difficult or tough in a very

light way, but I'm hoping that somebody’s ac-

tually going to think about something pretty
serious so | suck them in through the humor.
So, I'm deadly serious all the time.

EW: The final question is going to be a slight-
ly serious one. Youmentioned earlier that you
define yourself as a new activist.

JB: Right.

EW: So you were born in Manchester, En-
gland and have spent nine years living and
working in Germany before moving to the
US. Inthe past you have done projects about
traveling, being a foreigner, and borders.
Could you speak to how your own experi-
ence as an immigrant, perhaps in light of the
recent political events, has affected youasan
artist and what you want to communicate to
your viewers?

JB: Yeah, I'm going to talk about that a little
today, in that I'm going to show an early work
that | did called “I am English. I am English.”
Or I'm going to talk about it, which, the
reason | did that is partly because people
mimic my accent all the time, but partly also
is that I've decided to come to the conclu-
sion that | was a benign foreigner, and | call
myself a benign foreigner now. And by doing
that I'm making work in that vein, is that |
want to show the difference about how kind
of ridiculous it is that birthplace or culture
should make a difference. Why am | the lucky
foreigner, as opposed to somebody from one
of those seven countries, for example. So |
think | can say something serious by taking
on the role in being a benign foreigner, but
just making people think, ‘Why does she get
the golden straw?’
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What happens when you Goggle “Abstract Video?”
This question was posed to me in the preface of
Gabrielle Jennings’ book Abstract Video: The Moving
Image in Contemporary Art. Kate Mondloch, who
wrote the forward, “took the bait” and so did I.
Psychedelic YouTube videos of swirling underwater
colors, something that looks like deep space, and stock
footage websites with more trippy colors and amor-
phous forms are the results. Then there was a Wiki-
pedia page on Video Abstracts, which is probably the
most opposite thing of abstract video | can think of.

As a video and multimedia artist, Jennings saw a
gap in the research of new media art and sought
to fill it. Squashed in the middle of all the results
I'm not looking for is Jenning’s book, a concise col-
lection of essays that far better articulate what
abstract video is than the all-knowing Google can.

While in a café, sitting diagonally across the table
from me, Jennings spoke about her recent book, her
art practice and teaching career. She thoughtfully
paused after each question | posed, carefully de-
scribing how these different elements intersect and
inform each other. Since our conversation | have
been thinking quite a bit about how much information
can be contained in a single image, something she
has investigated. Can you glean everything you need
to in one image to understand all of Vertigo? or
Blade Runner? or Pee Wee’s Big Adventure? These
may not be the films Jennings was investigating, but
it’s what she led me to keep thinking about.

FOREWORD

Natalie Wood: Whatis a typical day in your
studio like?

Gabrielle Jennings: | don’t know if there
isatypical day.

NW: It varies?

GJ: Yeah. Sometimes I'm in the studio for
a very specific reason. Between family life
andteaching, I haveto either schedule time or
| have to pop in there—I have a home studio
luckily. I have to pop in there for an hour
and be methodical about what is it | need to
getdone.

And really, studio time often has a lot to
do with thinking time and doesn’t need to
happen in the studio. It can happen in the
library or on a walk. | wouldn’t call my prac-
tice post studio but | do work in alot different
ways. Sometimes | am editing on the com-
puter and that doesn’t need to happen in
the studio. It can happen on the couch. So, |
wouldn‘t say that thereis a typically way.

NW: In a couple of your series such as Film
Stills, Figure/Ground and Vogue Drawings
you are using found and appropriated imag-
ery from films and magazines then redacting
or reducing down details. Can you talk about
your reasoning for this reductive process?

GJ:I'mtrying to think of work lam doing now
and how that might relate— Yes, | was really
trying to see if it is possible to capture the
entirety of a film and the entirety of what that
film might mean or stand for in one image.
And whether one still from that film might do
it. Might conceptually, formally and in terms
of some kind of color scheme or composition,
might actually be able to communicate a lot

what the narrative isabout. So that was a kind
of a—what did you call it?

NW: Reductive process.

GJ: Reductive process. It was. But | was also
distilling. Can one image stand for many? |
think when you are working in the moving
image you might be distilling or reducing but
in a different way because we're not talking
about making into one necessarily.

| was trying to think about current work that
I'm doing and whether it is working in the
same way. | am not sure that it is because |
am making video sculptures, these abstract
sculptures and projecting bits of appropriat-
ed images onto them. It is a different kind of
reduction, maybe.

NW: | see a connection between your paint-
ed Film Stills, the motion study videos and
recreation of Lumiére films. There seems
to be an investigating of video frame-by-
frame. Can you talk about this and what con-
nections there are for you working between
different mediums?

GdJ: Again, it is really about seeing what
can be encapsulated in one frame and one
image. Whether it is photographic or video
or painted. What can oneimage do. It's really,
ultimately, about representation. I'm trying
again to think about how | am doing that with
current work even though | don’t think that
was your question.

NW: That's okay.
GdJ: I'm making these drawings and water-

colors right now that are taken from photo-
graphs from the Internet. They're not neces-
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sarily appropriated from media but photos
that you would just find on the internet.
If you searched something like “leak” or “spill”
or “tear” what kinds of images do you get?
Can those maybe not have to do with the
action, but have to do with an image that
might encapsulates movement just by how

itrepresents.

NW: In putting together your recent book
Abstract Video, did it cause you to rethink
your approach to making video or have an
affect on your work? If so, how?

GJ: | think it did. I am probably only now re-
alizing it because it's been over a year now,
maybe two, and it really made me focus on
what abstraction might look like and how that
might be playing out in my work. | had never
really worked literally formally in an abstract
way and yet | sort of think | was doing that in
how | was dealing with time or how | might
be reenacting something and editing it in a
nonlinear way. lalsoreally learned alot about
what’s out there and was able to see histor-
ical threads in ways that | hadn’t before and
how my work might be connected to those.
That’s not necessarily about abstraction but
how genres might be playing themselves out
in my work.

NW: | read online that as a child you attended
one of the first magnet schools in LA, which
focused on alternative forms of education.
In the trailer for your film Moderately and
Melodiously you are “exploring the relation-
ship between teaching and learning.” As a
professor, how do you view your role as an
educator and how has that influenced your
art practice?

GJ: | think it’s really everything. It's really

important for artists to be teaching. It keeps

me on my toes. | have to constantly be engag-

ing with the world and with contemporary art
eventhoughit feelsimpossible to try to keep
up with what is going on. But | also have to
refer to history and understand connections
between then and now in various media. My

students and colleagues teach me some-

thing every week.

NW: If you could go back in time and meet
yourself as a graduate student, what do you
wish you could tell her?

GdJ: | actually tell this to my graduate
students all the time: Forge relationships

with each other - I wish I had done that more.

Stayintouch. Form crit groups where you get
together once a month and crit each other’s

work. Or one person’s work, with 12 people,

over a year and you each get a chance. If
you don’t do that you might feel isolated. It
is difficult and unusual to have so many peo
ple looking at your work all the time. That’s
one thing.

The other thing would be to give yourself
permission to do whatever it is that makes
you happy.

NW: That’s good advice.
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I had the opportunity to meet with Michelle Grabner
in my studio for our conversation. | was particularly
interested in interviewing Grabner after my experi-
ence with her curatorial work on the Portland
Biennial last summer. Like many others, | have often
been impressed by Grabner’s ability to traverse a
variety of artistic roles with such agility, particular-
ly the roles of maker, writer, and curator. What
struck me most about our conversation was how
genuine, good humored, and humble she had been,
despite all her success in the art world.

FOREWORD

Mandy Keathley: What is the most
meaningful book or film you've read or
watched recently?

Michelle Grabner: As a matter of fact, |

left my phone behind at home on this trip.

So | read cover to cover Roxane Gay’s new
novel. She has not written a novel before and
it’s called Difficult Women. It’s a bunch of
short stories of fiction, but sometimes magic
surrealism. So thinking about issues around

women, thinking of issues around language,

what kind of language she’s using, thinking
about what is truth and what is fiction, and

thinking about race, who are these charac-
tersand thinking about the author who is Afri-

can American. So all these things beautifully

co-mingle in art. It's a novel, this is not es-

sayist. | literally just finished it yesterday on
multiple planes to get here. I'm still trying to
work through it because it hit on everything
I'm thinking about right now.

MK: Yeah! That all sounds very relevant to
what I'm thinking about too.

MG: That’s one answer. Can | give you an-

other answer? And that is an exhibition that
gave me chills and still gives me chills when
| think about it. It's the Mark Leckey show at
MOMA PS1.

MK: Oh! | saw that show in December.

MG: Yes! It's melting my mind because the

issues of authorship, of originality, of truth,

of narrative structure, of autobiography, how
it has hit on all these things we are thinking
about here and now. So it’s not a reflection

of how we’ve been thinking about authorship.

But how we are thinking about authorship. So
every value system that you think you know

has been turned on it's head somewhere in

that show. | walked out of there a little nau-
seous. Not because the work is bad but be-

cause it was so disorienting, disorienting in

relation to the world we live in. It’s still blow-

ing my mind.

MK: Thankyou! That'sagreatanswer. Here's
my second question. It goes without saying
thatyou are aninterdisciplinary artist, but do
you have a favorite medium, one that flows
from you or feels most natural to you? That
could be visual art or writing.

MG: | think that the language that | wrestle

with is painting. And thinking about abstrac-

tion and ideas of representation. Because it
wants to claim so much authority and | want
to know how | can break that authority. And it
often breaks me.

MK: You are described as an artist, writer,

and curator. | similarly feel drawn to several

distinct roles. Can you speak to the challeng-

es of juggling these different professional
roles, and perhaps offer some advice to the
rest of us?

MG: Right, right. My advice would be that all
of us are able to do all those things. Some of
us can do one thing really, really well. If you
know that about oneself, one shouldn’t try to
take on these other things. It really is a kind
of brain construction. Sometimes we call it
multitasking. First thing to know is that you
don’t do these things to be strategic. You do
thembecause you wanttolearnand come
to understand the field that you're working
in. Curating has me think about things that
I don’t think about in the studio, writing has
me deal with ideas that | don’t necessarily
deal with when I'm considering painting and
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or pattern or repetition. | do these things so
that | can be the best possible teacher, so
that when | walk into a studio that deals with
ceramics, or a studio that deals with narrative
construction, that I'm able to contribute in
some way. But the fact is, that's just the by-
product of someone whois curious about the
cultural world that we livein.

MK: Is one of these roles currently taking
precedence over another or are they all
fairly equal?

MG: Oh, very good question. Yes, | wish they
were equal. Because if they were all equal
they would be pattern and routine. So right
now | am working on a large international ex-
hibition, that will be a triennial in Cleveland.
It’s a real big budget production and I'm the
co-artistic director along with Jens Hoff-
mann. We're at a critical point where a lot of
decisions are being made. And the semester
just started at school so I'm there as well, and
I have a load of interesting essays I'm writing.
So | have not been in the studio but my show
in New York, an exhibition at James Cohen
Gallery, came down after two months. So, if
the question is do they happen all at once?
No. It hurts when comes in waves. But | think
the best answer to that is that I've learned
to be able to procrastinate well. So when an
essay is due, [laughing] | am very productive
in the studio. And when I’'m working through
something in the studio | may find myself
scheming an exhibition. So | know how to be
productively distracted or use procrastina-
tion to be productive. [laughing]

MK: Amazing!

MG: | know. It’s scary.

MK: You recently curated the Portland Bien-
nial, which | was able to attend, and felt like
was a huge success. Can you talk about your
experience with this particular biennial?

MG: So, the Portland Biennial was a state-
wide biennial and the northwest was new to
me. | had not been to the northwest before.
| learned a lot about regionalism, and how
important regionalism can be, given the
current context that we're living in, and that,
regionalism here is something that has been
longstanding and fortified on a daily basis.
And it has its limitations, but the experience
working through the Portland Biennial had
me think about locality, regionalism, and
what worldliness can be. And that as an artist
one has to be able to work through and nav-
igate all three of those positions, from the
local to the worldly. It took coming to a place
like Portland or the Northwest, that is a rare
place in the world that fortifies itself around
the idea of regionalism. | would say you are
exempt from that here at the University.
Eugene is a university town and the universi-
ty gets to be a framework of academia and it
hasits own kind of relationship to the locality
or the universal. Portland really values it to
the point where it can be way too precious. It
helped me think through where oneis, where
one chooses to be, the politics of the place,
and how coming away from that, it can be the
only thing. You have to be highly attentive to
being in a place that really values and forti-
fiesthe localin every breath, and still be able
to see the outside world.
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Regionalism here
Is something
that has been
longstanding
and fortified on
a daily basis.
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Nora was one of the most humble people I've met.
She was quiet and extremely thoughtful with each
response, but was incredibly engaged, asking us
several questions about our own work during the
rainy trek from her hotel to Lawrence Hall. It was
her tenderness and a strong sense of family within
her work that had me interested. | related to a few
of her projects on a very personal level, and wanted
to know more about that. My favorite thing about
meeting her was the fact that she gave everyone
hugs at the end.

FOREWORD

Aja Segapeli: Ok, first question. What is
your typical breakfast?

Nora Naranjo Morse: Um—Coffee.

AS: Just coffee?

NNM: Yeah. I'm not a breakfast person. |
can’'t—it’stoo much for me.

AS: Coffeeis great though.

NNM: And water!

Laura Hughes: That'simportant!

AS: Speaking of food, I'm really interested
in the Eat Good Blog and the Food Memories
series. How did the blog come about?

NNM: On the way over we were talking
about [points to Laura]—that’s why | asked
about memories. | remember growing up and
I had to walk to school and back. And it took
me about two hours. By the time | got home—
especially in the winter, I'd walk through the
house, and the first thing I'd smell would be
my mother’s cooking. She was a very good
cook. And there was something very ground-
ing about that—and to smell beans or chili
cooking was like, “Oh, I'd made this long trek.
Its waiting for me and everything is okay”.
Whatever had happened to me in school or
however | navigated my day, | came home
to that. And that was very important to me. |
think that’s where all of that started.

AS: That's lovely. | love your writing about
your mother specifically in the blog as well
asthe what'sincluded in Mothers and Daugh-
ters: Stories in Clay because they read as
simultaneously pragmatic and tender. Her

presence feels quite strong throughout your
work and | am curious about how your rela-
tionship with her effects your work, especial-
ly over time.

NNM: Hmm— My mother was a typical
pueblo woman. She made pottery. Andin our
culture we use pottery for utilitarian and cer-
emonial vessels, so that was sort of her focus,
but she was also raising many children. |
have six sisters and three brothers, but there
were always people coming in at any given
time to our household, she would bring them
in. She was very maternal and she fed people.
That was the way she showed love. You could
come in at any hour and she’d say, “Sit down
and eat. I'll feed you.” And there was always
something good in the refrigerator to eat. It
was very exotic food like there would be in-
testine soup (which sounds very out-of-the-
box) it’s not like chicken noodle soup, but it
was very nurturing because it was warm, and
it was healing in a way. | think those are very
important things for me.

That's why | got so excited hearing about
your experiments with food [points to
Laura]. | think creating with food is an art
form. And | think people are finding that out.
Also, the fact that she made the vessels that
she cooked in, that was really important. It
opened up the idea that both were art. | start-
ed seeing that art was everything, and | think
I still carry that with me.

AS: That’s great! So, you are well known for
your ceramic pieces especially the Always
Becoming project—

NNM: Right.

AS: —butin some of your more recent works,
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you utilize recycled material. | was wonder-
ing if you might talk about this transition?

NNM: | think the reason that | got into that
was because | went to the place that for cen-
turies we have been going to gather clay. And
Iwent there one day by myself and | gathered
my clay and walked over the little hill. In the
valley | could see that my village, Santa Clara,
had started using that valley as a dumping
site. That was very shocking to me. So, |
wanted to see what people were throwing
away. | wanted to investigate that incredible
visual juxtaposition of the sacred sight of
clay gathering—and then thisdump, and that
they were in such close-proximity. | wanted
to see what was going on.

AS: Sort of expanding on that—you work
across multiple mediums, in addition to
trying out film, podcast, collaboration, and
the blog. What is like to work in so many dif-
ferent ways? How do you process ideas?

NNM: Usually | get inspired like seeing the
clay site and the dump. That's pretty—I mean
it’svery monumental to me, because it brings
up all kinds of questions right? Like what are
you consuming? What are you discarding.
We have a tradition at home where you didn’t
throw anything away. Like | remember when
| was a little girl, my mother was driving us
through town. Somebody in front of us had
stopped and some wood fell out. And I was all
fifteen and awkward and my mother told us,
“go getthe wood”. And it was like, “No! It's too
embarrassing. Somebody might see me.” |
feltthat but I couldn’tarticulate that because
it wasn’t even in the equation of our relation-
ship, solgotoutand collected the wood. And
every time | see wood by the side of the road,
I'll get out and collect it.
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So, you're asking how I'm influenced by my
mother. It's even simple things like that I'm
taking that tenant of not wasting and looking
around my environment and see what my re-
sources are, and how | could use them. Plus,
the older that | get the braver | get. Now be-
cause time seems to be more urgent as you
get older. And there’s so much more to do
before you can't, | think that’s become even
more of a pressing thing for me. Like | wanna
know how to do that or | wanna make a state-
ment in another medium that reaches more
people. If you make a film, a lot more people
will see it. That's intriguing to me. Plus, the
medium is so plastic. You can do a lot of
things with those images. It's very playful. |
like it very much.

AS: Last question(s). Part one: What are you
currently reading?

NNM: Ta-Nehisi Coates, Between the World
and Me. | just got through reading The Mar-
tian. I picked that book becauseit’s so out-of-
the-box. I'm usually reading something that
has social content but that was just frivolous.

AS: Part two: What book do you always go
backto?

NNM: My Aunt Pablita Velarde wrote this
book inthe early sixties, and she was the first
Native woman that | had ever heard of in my
tiny little world that had written a book. It was
basically printed as a children’s book with all
these Santa Clara short stories and she illus-
trated it. | still have that book. | would scrib-
bleinitlike | was pretending that | could write
that too. So now | still look at that book and
read those stories. | also look at those scrib-
blings, because they were the beginning of
the sense that | could do something like that

| started seeing that
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too. | could writeabooktoo. Sol'd go backto
that. The bookis called Old Father Storyteller.

AS: Thank youso much! That was great!

NNM: Ohthatwas easy! | was alittle nervous.

art was everything.

ASYON OFNVEVN VHON HLIM
NOILVYSYIANOD NI 173dVO3S VIV

£102-91-¢0



ALEXANDER WURTS JEREMY
IN CONVERSATION WITH BAILEY

Jeremy
Balley

L ©



FIVE MINUTES

UNIVERSITY OF OREGON

DEPARTMENT OF ART

Jeremy Bailey is a Famous New Media Artist,

and is very cool. He likes to eat oatmeal for break-
fast. He wears short-shorts and talks funny. | like
him a lot. It was surreal to meet him because I'd
watched so many videos of him, but he’s not

as different in person as you might think. He also
has a cool podcast you should listen to, where

he talks about cool ideas around contemporary
art practice.

Good Point Podcast is created by Jeremy Bailey

with Rafaél Rozendaal. In episode 19 - The Studio,
the hosts discuss Jeremy’s visit to Eugene.

FOREWORD

Alexander Wurts: What's it like to be
Famous New Media Artist Jeremy Bailey?

Jeremy Bailey: | think my thesis is really
that is what we all feel like. Usually, when |
speak, I'll announce myself as a famous new
media artist, but then I'll announce that ev-
eryonein the audience is one as well. We live
in this moment where we have access to this
thing called the internet, and to technologies
that allow us to express ourselves endlessly,
but we rarely acknowledge that. It's a plat-
form that goes under recognized for its rev-
olutionary potential. We're already living in
this amazing moment. | know there are trolls
and eviltoo [laughter] butldon’t know, I think
it’s pretty exciting.

AW: Maybe you've already answered this
but—how do we get famous?

JB: I think we all already are famous. It’s just
the way that fame is fragmented now is differ-
ent. So, it used to be that it was one in twenty
million. A television network might hire you
as an actor, and you would be on one of the
four channels, and you'd be broadcast, and
that’s how you’d get famous.

And then as different tools have become
available, the same channels that were only
available to a few have become available
to many. But in so doing, all kinds of niches
emerged. So Warhol always said that we're
going to have fifteen minutes of fame, but he
didn’t realize that we’d want that everyday.

So we're living in this time where maybe for
youit'sten people that you're famous for, but
foryouit's athousand, but we have this— we
all operate in both good and bad ways, as
these little mini-celebrities. We live in there

era of branded narcissism that way—but I'm
not entirely negative about it. I'm actually
more of afence-sitter. I think | can be used for

really awesome good, empowering marginal-

ized voices, and other times it can be used to
bully others, right. We all have thisincredible

power in our hands. And usually an audience.

My mom’s a big fan.

[laughter]

AW: How do you think about your persona
asanartist?

JB: For me, | always talk about performing
normal. So, I've just taken things that are true
about me, and exaggerated them alittle bit. It

gives me permission to do things, that other-

wise | couldn’t. Thisis one of the things that |
think is really interesting in terms of persona
is that often times our personalities are not
things we choose. They're kind of imposed
on us by others. | think as a young person
growing up, | feltlike a lot of the choices were
made by peers and | just happen to end up
in class with them. Like, ‘Okay, you're that
guy’and, ‘Ohreally, | thought | was this other

thing’ [laughter]. Persona, for me, early on,

unlocked this magical thing for me. If I'm in

this outfit, | can still be me but | can exagger-

ate certain things, | can change things. It's a
very powerful feeling to be able to change

who you are. And people are ok with it, be-

cause ah it’s just temporary, ‘we’ll let him
have his moment’ kind of thing. [laughing].

There's less and less distinction for me

between the two, after | realized that poten-

tial exists in me everyday as well. Early on it

was certainly a tool that allowed me to ex-

plore my identity.
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AW: What's a typical studio day look like
foryou?

JB: Well, I'm an unconventional artist, or
failed artist, in that my typical studio day in-
volves going to work nine to five, as a soft-
ware director. Then | gethome and I typically
will work from six to nine thirty, that’s my cut
off time, on artist practice work. Then one
day a week, plus the weekend, I'll usually
also spend entirely— Sometimes I'll get up at
seven thirty in the morning to do European
meetings, and I'll do those until around nine.
It’s really boring stuff [laughter]. | structure
my day around a job. But that job has a lot of
flexibility. So, sometimes I'll be away for a few
weeks. Like, I'm away for three weeks right
now, traveling. Other times I'll be just doing
the nine to five thing. So, it'sareally pedantic
life. A lot of emailing, a lot of programming,
coming up with ideas in the bathtub. That’s
where | do most of my thinking. Because my
studio is my home and | would say it's actual-
ly more like my laptop. Thats where | spend
most of my time, | really started out making
work for the internet. So, the idea of a physi-
cal studio never really made sense to me. So,
my studio is in my pocket, on my phone, and
on my laptop on my couch.

AW: Canyou talk about your day job and how
that affects your practice?

JB: Yeah so even though | am a failed artist,
my day job sustains and becomes the mate-
rial | feed off of for my night job as an artist.
Because | work in software, it’s a culture of
innovation. My role as a famous new media
artist, by day trying to sincerely innovate, and
by night—and by the way, | work at a really
boring software company. We make account-
ing software. The CEO of Intuit, which is the
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biggestaccounting software company in the
world, is this huge champion for innovation,
most people don’t know this. He's in every
business book. I don’t think anyone thinks of
Steve Jobs, and then thinks, ‘Oh yeah, that
Quicken company!’ [laughter]

But anyway, regardless, it's because it's
something that people hate. In that job, |
syphon off a lot of practices, methodologies,
and | use that as material for satirical produc-
tion by night and unpack it as an artist. So, re-
cently that's taken form of like, | started an
accelerator, where I’'m giving money to other
artists to transform their practices into start-
ups. They are like little businesses. They're
really all failed start-ups, none of them make
any money, but we're trying desperately
[laughter]. But in that futility there’s a perfor-
mance, and there something | think there in
terms of like of how we all invest so much in
these companies that are using these frame-
works built on mining hope and struggle.
Which | think is fundamental to me. | have a
background in sociology—sorry if thisis ram-
bling. That's gonna get in, in the text. Sorry
if this is rambling [laughter] confusing. This
guy makes no sense— but power relation-
ships are really interesting to me.

In the 1960’s it would have been the Rolling
Stones that were leading the cultural ideol-
ogy shift, or maybe like john cage or some-
thing. Today, we're like who's doing interest-
ing things? Oh yeah Google! Oh Elon musk!
Those are our heroes. So, | think it’s interest-
ing to look at what frameworks those people
are using that we're captivated by, and to
misuse them. Sorry long answer.

AW: No that’s perfect. You build your own
tools, how do think about those? How do you

| always talk about

goabout deciding what tools to build? To use
and misuse?

JB: I guessbecause alot of my work ends up
being like shitty software, the tools are really
like demonstrations that allow me to talk
about something else. In alot of ways they’re
a little bit like artifice, because the tool itself
becomesthe content of the conversation. So,
I might make a tool for painting, butit’s really
to talk about the VR Market or to talk about
political strife or struggle. So, | think of it as
the medium is the message. As a good Ca-
nadian would, a fellow of Marshall McLuhan.

AW: What advice would you give yourself
when you were just starting out?

JB: That’s great. Stop, stop, don’tdoit.

[laughter]

JB: | think the advice | would give myself—
that’s your one cliche questionisn’tit?

AW: Mmhm.

JB: The advice | would give myself is don’t
be too hard on yourself. Everyone’s strug-
gling, and you're going to struggle for a long
time, and that’s part of the fun of it actually,
accepting failure. | think | did that pretty early
on, and it’s been really good for me. In gener-
al, just having an attitude that if it's not fun, if
fucking upis stressful, then get out of the game.
Especially if you're working with technology, be-
cause it’s prone to failure on a regular basis. |
don’t think I've ever performed or done some-
thing where | didn’t have a least one stressful
moment, where something failed or went
wrong. Just learning to embrace that, and
enjoy itforwhatisis, whichisabsurd and futile.

performing normal.
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Two compelling topics | have come back to after
researching and spending time with Erkki Huhtamo
are: his research on the idea of topos, and his
in-depth historical analysis, where by he often links
past and present. He describes topos as “recurring
discursive concepts, visual or audio, that can be
traced cross-historically, and to various extents,
cross-culturally.” This is useful for visual artists, as
one may mine these historical tropes, bringing
embedded knowledge as a platform for speaking
visual languages. It gives the artist a tool to harness
the power of these media logics at which the art-
ist may disrupt, engage, compare, contrast or ignore
in their practice. The second notable topic is that
through media archeology we find many of the
media spectacles of today have analogs in history,
shedding light on the fact that human behavior
remains constant even as technology evolves.

FOREWORD

Aaron Bjork: When regarding historical
media, it seems the technology of the device
was just as important as what it was display-
ing. In contrast to the way screen based
devices today are very accepting of a wide
range of media. Could you talk about the con-
nection between media andthe devices they
are played on?

Erkki Huhtamo: When media studies is
normally—lets say film studies, photo histo-
ry was about looking at photos. What media
archeology brings is a new emphasis on ma-
teriality. Marshall Mcluhan, one of the found-
ers of media studies had the famous slogan

“medium is the message” makes the basic

point. Friedrich Kittler, one of the founders
of media archeology, made a strong case
for taking writing surfaces, taking tracings
on the phonograph cylinder, taking com-
puter software into account. And | do agree.
Materialities of media do play an important
role, but | do not believe they are always the
determining factor. So my way of thinking
about media archeology is more complex.
There are also so called discursive elements
so we imagine things, fantasize about things,
we fear about things, and these things of
the mind get connected in complex ways
with the materialities of the media. So | do
think we need to understand the infrastruc-
tures, we also need to understand the ways
of the mind. And by combining these things
and tracing them back to certain contexts
we can grasp the historical logic behind
media culture.

AB: I've noticed people sitting on the floor
in museums while watching video works. For
example Doug Aitken’s Electric Earth, and
Ryoji Ikeda’s Test Patterns and Hito Steyerl’s
Factory of the Sun. Are you aware of any his-

torical precedent (besides the living room) to
consuming media this way?

EH: Yes, | do think that when we look at the
ways how media work is presented in terms
of positioning of the screens, we can talk
about topoi. In my way of thinking, a screen
can become a topos in different ways. This
means a kind of received idea that travels in
culture. For example: when we think about
works where the screens actually hung on
the ceiling and the audience is supposed to
sit or lie down on the floor. Obviously these
things feel new and unprecedented for many

exhibition goers because that is not the cus-
tomary way of how the screen is positioned.

But when we do an archeological of the
screen or screenological analysis, we do find
that this idea has been preceded by many
earlier ideas. In my new book, for example, |

talk about ideas from the 1930s of applica-

tions where people are hanging in hammocks

and the movies are projected on the ceilings.

But we also have to go much further back
and look at the fantasies about the sky as a
screen. So this means the sky has a kind of
display surface. This is a huge history that
actually goes back to classical times already.

So topos archeological perspective gives us
away of actually linking these things in many
cases to much longer historical trajectories
and showing that what seems to be new is
often camouflaged ideas that have existed
much earlier. This could also be applied to
theidea of vertical screens. The verticality of

the screen seems to be at odds with the pan-

oramic thinking, butithasits ownarcheology
that don’t have time to detail here.

AB: What can the history of stereoscopy tell
us about the future of virtual reality?
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EH: Virtual reality became afad around 1990
or so. What we are experiencing now we can
callthe second wave of virtual reality. Around
1990 | became very interested in this topic
and that was also an inspiration behind my
workin mediaarcheology. | wasinspired, like
many others. People were talking about on-
tological ruptures where something radically
different was appearing by virtual reality. |
wasn’t convinced by this, so | started looking
at earlier manifestations of inversion.

One of them was a victorian interest in stere-
oscopy, which is often missing from the his-
tories of photography. It was a mass move-
ment, millions of these stereo cards were
sold and it had huge numbers of viewers,
so it became to be aesthetically question-
able. And so people who wrote the history
of photography from the point of view of art
of photography felt that it should be exclud-
ed. Of course from a media archaeological
point of view, thisis a misjudgment— stereos-
copy is highly important. So what happened
with victorian stereoscopy is not so easy to
summarize quickly, but many of the cards
were about virtual traveling. This was a way
of seeing and being present at different loca-
tions around the planet. So the idea of fanta-
sy worlds were not quite widely spread. Vir-
tual reality could probably learn something
from those experiences. First of all | do think
that seeing virtual reality as a form of telep-
resence is sufficient—it is definitely going to
be one application. I’'m much more interest-
ed in using virtual reality in exploring other
dimensions, going much further than just
a representation of the sense of being just
there. And | think thisis a point where we can
really learn from artists, artists who did not
use head mounted displays, but artists like
Marcel Duchamp—his way of exploring the
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fourth dimension by his own means. Or later
artists who really tried to push the bound-
aries of the perspectival representation.
So there is a lesson to learn and | think the
important point is not to be stuck with the
typical topoi of virtual reality which seems to
be the case. So people take received ideas
and don’t act enough to produce original
content. Thatis what | see happeningin many
of the current virtual reality applications.
| still want to see a really astonishing thing
that | have notencountered during my media
archeology studies.

AB: In a hypermediated world, how do you
make sense of writing abook for 10 years? Do
you get distracted or frustrated as technol-
ogy evolves? Or do you find things over that
span of time to be void?

EH: | am old enough to have grown up in
the universe of the book, that was the main
channel of information, enlightenment, and
imagination when | was younger. Obviously
| do work with new technology in many ways,
| do believe in the book and I'm actually in-
terested in seeing recent signs of a backlash
to digital reading culture. Many people seem
to be making a case for the importance of
the book and going back to reading things
on paper instead of just downloading these
files on their readers or iPads. Books are a
historical phenomenon and we can imagine
atime when the time of the book is over. This
of course what Marshall McLuhan was talking
aboutin the sixties in his famous book called
the Gutenberg Galaxy. | do not really believe
inthe “Dead Media” that Bruce Sterling used
to write and talk about. For me, media really
never dies but they do get mixed with each
other. There are also interesting revivals and
comebacks. Ideas come and they go again.

I'm interested In

Personally | don’t see the book disappearing
and | dofinditimportant to write things. Also
in a modified linear format, | am not interest-
edin completely applying my type of writing
to the hypertextual format of the internet
even though there can be alternative forms,
and these alternative forms can combine and
rise on another level.

AB: When | saw a greek ceramic vessel, it
made me wonder how the artist felt that it
was on display in a museum. Maybe it was
not his prime example of his best work. As an
archeologist, do you give particular notice
to how the artist who made the object/film
would feel about your inquiry?

EH: The very important aspect of the media
archeology that | practice is to try to put
us back in time behind the eyes and into
the minds of those people who created all
kinds of objects and ideas of the time. Also
we understand that this is never fully possi-
ble because we inhabit a different time and
place. Thereis always a negotiation or dialog
between these kinds of positions. For media
archeology, itis a negotiation between differ-
ent moments of time because I'm interested
in the way things change and how they keep
on appearing and disappearing. There is a
strong tendency among certain scholars and
traditional art historians to impose a certain
kind of judgement from another period on
issues. A good example now that you talk
about greek objects would be to look at the
greek sculpture which became a model for
neoclassicism and an important element
was the whiteness. So aesthetical systems
were built on the idea that these sculptures
were white. From a media archeology point
of view we should of course take into account
that many, or perhaps all of them were origi-
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nally polychrome. So they were colored and
only the effect of time wiped away that color.
So if we look at that kind of greek sculpture
that has bright colors, perhaps playing with
issues about life-likeness qualities of these
objects, it is obviously at odds with many of
the statements of neoclassicism which rep-
resented an appreciation of a certain time.
So in the same way | think that the media
archeology needs to do its best to look at
things not from a perspective of the later ap-
preciation, for example what media culture
of the 20th century is. So we have to go first
and foremost, back in time and understand
that perception of culture changes—it’s a
historical category. Walter Benjamin, | think
understood really well in his time. We have
to go back and try to see the culture with the
eyes of those other moments, those lost and
forgotten subjects. And when we do that,
only then we should start building bridges
with these different moments of time and |
think that this is the way how the present and
pastand even the futures can be interrelated
with each other.

AB: In your Vertical Cinema Lecture at IFFR
(International Film Festival Rotterdam), you
discussed the vertical vs. horizontal screen,
why not just use square?

EH: The question about the shape of the
screen is a tough one. Lev Manovich many
years ago tried to come up with a classifica-
tion of different kind of screens and one of
these screens he called a classical screen
which would be a stretched rectangular
shape. He was saying there is a logic be-
tween the typical cinema screen, the typical
tv screen, and typical frame of Renaissance
era painting. Unfortunately as much as | ap-
preciate Lev as a scholar, thisisa completely

using virtual reality

OWVLHNH IDIXY3 HLIM

NOILYSYIANOD NI XHOrd NOdvY

L10C-LT-C0



FIVE MINUTES

UNIVERSITY OF OREGON

DEPARTMENT OF ART

misguided statement, because there is noth-
ing we can call atypical screen shape. These
things are always determined through com-
plicated historical conditions. The screen
does not have to be vertical, does not have
to be horizontal, does not have to be square.
It can be oval, it can be round and we can
find examples of all of these. What is diffi-
cult is to find is all the contributing factors
behind these decisions. This is a very long
discussion but if we think of square framing
or round framing in the context of early tele-
vision culture, we can possibly say that there
are many explanations that have to be taken
into account. One of them has to do with the
typical framing of magic lantern slides in the
nineteenth-century, which was often round.
So many people had seen visual media in
the form of magic lantern projections, they
were familiar with round picture framing. So
the fact that the early imagination about the
television screen in popular scientific mag-
azines from the teens or 1920s were very
often round. Also it had to do with the idea
of miniature portrait paintings which were
alsoinround frames. And the pictures on the
tv screen were understood to be small and
the smallness had to do with the state of the
technology. Mechanical televisions or early
cathode ray tubes only showed a small pic-
ture. Sometimes these pictures were repre-
sented as round but other times people start-
ed framing them. Round led easily to square
framing in those times. But we can say that
technological development, social and cul-
tural needs coincided with each other and
led to changes. One of these changes was
the introduction of movies on the television
screen which would obviously not work on a
round framing. Round framing would be fine
for a talking head because it matches the
shape of the human head, so there are always
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many of these kinds of elements. In the end,
these issues become extremely complicat-
ed as there is nothing typical and nothing
self-evident at all in the culture of screens
understood inthe history of framing pictures.

INn exploring
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other dimensions.
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Two things to know about my interview with
Katie Herzog:

1. Katie was driving through town on the way to
her show, Research, at Private Places in Portland,
and was very kind to stop and give some studio visits
and sit for a 5 Minutes interview. | spent an after-
noon looking through her work online, took a page
full of notes— then totally broke with § Minutes
protocol: | did not write out five to seven succinct
questions, | did not e-mail said non-existent ques-
tions to Natalie Wood to be reviewed, nor did |
schedule someone to sit with us and record the in-
terview. | figured, I'm the editor, I've sat in and
recorded a lot of these, | can take some liberties.
The result was multi-part, rambling questions
with some false starts. lll-advised, but Katie was
very patient.

9. | was also lucky to have a studio visit with
Katie immediately before our interview. | don’t
remember everything: | remember we talked about
the specificity of library furniture and the color
yellow. And we connected about one piece, a book,
| was right in the middle of and unsure about. She
emphatically encouraged me to keep going, and
helped me to see a new potential. I'm still working
on it, and still thinking about what she said. Thank
you Katie.

FOREWORD

Laura Hughes: So after looking at your
work online, | noticed that there seems to be
very diverse strategies for making a painting
and diverse materials. | wanted to start by
asking what is a typical day in the studio like
foryou, butI'minterested specifically in how
you allow yourself to make these wild shifts?

Katie Herzog: Yeah, well, I've painted for
a very long time and I've always felt like the
practice is very close to my understanding
and moving through the world. So a lot of
times | did not know necessarily what | was
wanting, it was important for me to be open

and kind of explore ideas through the pro-

cess, and so | almost think of it as a surrogate
brain or something. I'm kind of representing
these things, these stories, and then maybe
even five years later I'll look at my painting
and understand them in a way or something?
And so in that regard | started to really build
my understanding of epistemology.

I was in library school, | was working in librar-

ies, | started to really become interested in

how knowledge is built and the politics sur-

rounding knowledge economies from this
feminist perspective. Whose knowledge is
important? What is personal knowledge?
So these are all things that started to kind of
become interesting to me as a researcher. It
beganin painting and then continued to play
out though painting, so I still feel like I'm very

invested in working throughideas of informa-

tion and economy and gender and sexuality
through these knowledge systems. This is
how | keep thingsinteresting for myself too, |
am constantly thinking of things as ideas that
are reflecting what’s going onin the world.

Like you said | definitely do not have one
mode that | churn out, and so that’s been a

real point of contention for me throughout
my schooling and professional life — there
are a couple of reasons for that | think, that
kind of goes back to this idea of knowledge,
people kind of want to know what they're
being presented with, it makes them kind of
uncomfortable, they want to be able to cat-
egorize things. So it kind of challenges that
butitalso challenges the commercial model
alittle bit because you know as far as being a

“commercially viable” artist, at least what I've

been told, is that it’s easier to have a certain
look or style, you know? Like a brand. And so
this particular way of working doesn’t fit into
that, and so is sort of outsider a little bit? —
that’s not quite the right word. But I've always
pushed against these painting tropes, for me
it was a real way of addressing— or this kind
of practice in anti-beauty for a long time for
me that was really important, and | was sort
of relating it to gender and sexuality and fem-
ininity and what it means to be a person in
the world and have to deal with these ideas of
beauty. | was also showing my work in public
libraries and | was interested in taking my
work outside the gallery system to see what
happens when it becomes this— when it’s in
this space that is free, and it’s in this space
of ideas, of free ideas. | was working as a ref-
erence librarian at the time, and showing my
work in the same library, and curating shows
in the library. You know, | have a big paint-
ing that’s permanently displayed above the
circulation desk. | was just thinking through
theseideas at the time.

So my practice and my way of working has
really evolved, it was all sort of along the path,
and now | am working in series. A few years
ago | made a series that’s technically a paint-
ing installation, it's 48 portraits and it was
inspired by Gerhard Richter’s 48 portraits
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of men of letters that he did in 1972 for the
Venice Biennale. Then twenty years after that
there was an artist named Gottfried Helvine
that did 48 portraits of famous women, that
was in response to Richter’s original work,
and then twenty years after that was 2012
and it took me a few years to research but |
made 48 portraits of transmen and women
of letters. So that was a new way of working
for me because that was 48 portraits, and |
happened to have a two month old child at
the time. So | kind of set myself up, because
I knew I'd be so sleep deprived and physical-
ly taxed | wanted to have something | could
work on and crank out without making a lot
of decisions along the way. So then | had
another kid, and | did that again where | had
this series of works that I just kind of cranked
out. So for me having kids really changed a
lot because | really honed in on ideas and |
didn’t have a lot of time to rip up paintings
and dick around. So since then, my son is
four and my daughter’s two, I've really been
working in a very different way. So the work
I'm showing that opens tomorrow night is a
series, so yeah it's just changed recently in
the last few years, but also the longer | work
the more you can see themes evolve. When
you are working for years in this arena of not
knowing then eventually it evolves into pat-
terns that you canlearn from, so I think that’s
where I’'m at now.

LH: Sure, sure. Cool. You touched on a lot of
things | wanted to ask about, so maybe I'll ask
about your work that’s sort of organizing in-
formation like, Senate Bill 48 and The Period-
ic Table that was in Baltimore. | guess you've
talked about already, and it seems parallel to
thelibrarian life. Can youtalk about that more?
Is there something more aside from a strategy
for producing work while you are busy?

14

KH: So you are interested in the idea or orga-
nizing information in different ways? | don’t
know if I'm clear on the question?

LH: Yeah, so you've talked aboutit already in
terms of making work when you don‘t have a
lot of time for making decisions. But it also
seems really clearly parallel to organizing
information as alibrarian might—

KH: Okay.

LH: Is it uhhh.. | guess is it parallel in a way
thatis very intentionally about organizing in-
formation through painting?

KH: Well | guess what | meant is | work
in series as a way of fleshing out an idea.
I still feel like— but the paintings | was making
before, that in my mind are still an entire
idea fleshed out in one painting. So | don’t
know how that translates into categories
ororganizing—

LH: Okay, so the answer is no, maybe. You
don’t see painting as a way of organizing
information?

KH: Yeah no | don’t. So what interests me in
how information is organized is the power
structures are involved and language. So for
instance | did this painting that was called
Melvil’s Rib, and it was like Melvil Dewey, like
of the Dewey Decimal system, like hisrib. And
that title was taken from a women librarian-
ship conference that was in the early ‘70s
at Rutgers University, and the painting is
almost like a gestural stroke you know? And
it’s like one rib, and its like almost abstract
you know? So that represents this idea of
feminism and knowledge and history and all
these other things, so that’s where my inter-

| am constantly

estininformation and organizing categories
comes from.

LH: Sure yeah. Sorry that was an unorga-

nized question!

KH: No yeah that’s okay, | just wanted to be
clear.

LH: So this is kind of along the lines of what
you were talking about, the particular kind of
power of claiming something with paint that
seems present—

KH: Yeah! Well there’s the power of represen-

tation and then thereisthe action of putting a

mark down or of ripping something up or de-

stroying something or not whatever. So I've

always really been really interested in think-

ing about painting and whatitisand what it’s
doing and stuff, and so a lot of people think

of painting as a pictorial practice or as a pic-

ture, you know? And that’s not how | think of
it. | think most painters would think of it as
a record of action, and you know it’s not a
performance but | think that’s one reason
why painters— well I'll just speak for myself, |

really get a lot out of talking with other paint-
ers or other people who have an understand-

ing of processes because it’s not necessarily
something to be read as a picture and so I've
found there’s a disconnect there but | think
as a painter you have to be able to address
that because you are presented with that on
such a large scale. So recently I'm working
with encaustic paint so the building process
of thatis really inherent to the concept.

LH: Yeah.

KH: Yeah.
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LH: Okay, maybe taking a left turn. Interior
spaces in your paintings, there is one from a
while ago called Mother and Daughter, which
I wish | could see in person, and you have
some paintings of interiors of libraries. Could
you talk about how you think about interiors
in paintings? Some of those spaces are really
handled very differently—

KH: Mhmm.

LH: Do you think about interiors a lot? We
were talking about library furniture earlier.

KH: Yeah, | guess the thing that comes to
mind is just thinking about how a painting
in itself has the opportunity of being this in-
terior dialogue or a narrative of the interior
of my mind, or a history or something. It's
almost like an inherent possibility of interi-
ority [laughing] | don’t know. So and also a
stage, | imagine some of the paintings like
Mother and Daughter or Library Wedding or
Today the Library was Ripped a New Asshole
is about the interior as a stage kind of or an
arena for narrative. So | guess that'’s kind of
how I think about it.

LH: Okay one more, | was reading about the
Molesworth institute which sounds really in-
teresting. So | wanted to ask you about that,
as well as knowledge alongside humor which
ispresentinyourwork as well.

KH: There’s so much to talk about there, for
instance right now I'm serving on the board
of a library advocacy foundation and I've
worked as a library worker for a long time.
So I've always kind of wandered and strug-
gled and wondered about this idea of social
practice and felt a little skeptical of the idea
of aestheticizing social work and so as a

thinking of things
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civic employee | was always very clear about
thesetworoles being separate, but | wasalso
concerned about painting and the history
of painting not being democratic enough!
So | had this really interesting conversation
with a former professor, Ernie Silva, who

disagreed and said ‘I think painting is ex-

tremely democratic because everyone can
look at a painting and have an opinion about
it" you know? Of course except for people
who are blind. And | didn’t really think about
it like that. | used to be really anxious about
painting’s role— or | mean just as someone
who’s dealing with painting as a modality
for my ideas | wanted to make sure it wasn't
a closed system. Anyway so [laughing]
repeat your question because | feel like | got
alittle bit lost.

LH: History and humor, but | also asked about
the Molesworth Institute.

KH: Yeah! So the Molesworth Institute was
started by Norman Stevens, and then | think
there are 87 fellows. | became a fellow when |
did a show at Circus Gallery in 2008 that was
called Librariana and | think Norman actually
coined the term ‘librariana’ because he had

collected—he had amassed the largest col-

lection of librariana in the world, which was
like ephemera about libraries so there was
you know spoons and plates and pamphlets
and you know all that type of stuff. So he had

a collection of hundreds of thousands of li-

brary post cards and things like that. So my

show librariana was about paintings of librar-

ies, and so we met after that and he made
me a fellow of the Institute and we became
friends and we're still friends and it’s his

birthday tomorrow and he lives in Connecti-

cut—so anyway he made me director, | think
itwasin 2011, and | have since awarded some

fellowships. So it's actually an absurdist or-

ganization and its really steeped in secrecy
and disguise, people are always like ‘what’s
the Molesworth Institute?’ and he’d always
come back with some humorous response
that didn’t really answer the question you
know? But he also has these fellows who are
library workers that are making this type of

work about libraries it’s like this very specif-

ic group and mode of production. So it was
kind of perfect for me at the time because
that defined my practice and it was also
just really fun to learn about. There’s a book
Archives from the Research of the
Molesworth Institute, it's a collection of his
essays and so they’d be humorous essays
about catsand libraries—or | don’t know how
to describe it really. So library humor is one
of his areas of expertise, and so some of the
Molesworth fellows write books about library
humor [laughing] It's pretty nerdy but it’s
also kind of special.

LH: Yeah, that’s superinteresting.

KH: | email you a reading list if you're inter-

ested.

LH: Yeah sure! That'd be great. Well did Lee

and Mary ask about breakfast in their inter-

view?

KH: No.ldon’tknow | wasn’t there.

LH: Oh you weren’t there! Okay I'll ask, what
isyourideal breakfast?

KH: Oh okay, my idea breakfast— well my
husband has been making pancakes for me
and my kids lately and itisreally awesome. So
for me that is just this recent thing where he
makes pancakes and my kids are like ‘| want

as Ideas that

more maple syrup! And honey!" [laughing]
It’s like not calm and nice, it’s not like a fun

experience but it’s just this wonderful insan-

ity. So right now being away from home— if
you asked me when | was there I'd say my
idea breakfast would be by myselfin a prison
cell or something you know because it’s just
so stressful.

[laughing]

KH: But now that I'm away from them I'm like

yeah, pancakes specifically made by him.

Who doesn’t like pancakes!

are reflecting.
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Mary and | were lucky enough to meet Bobbi (and
Mark Verabioff) last year when they had a show at
Ditch Projects. | think we both appreciate the humor
in Bobbi’'s work that absolutely translates to her
being a great person to hang out with. | asked her
the question about eBay because she has an in-
credible personal style as well as a great and playful
eye that's apparent in her work.

FOREWORD

Lee Asahina: My first question is a ques-

tion people have probably asked you a billion

times, but, can you talk about how text oper-

atesin your work?

Bobbi Woods: | can [laughing] | think it
operates in a way, like it oscillates between
being form and being language. Ways that
isolating a given phrase can, let me think of
anexample—

LA: What about the one that says “Whiffs”

BW: Totally, that one has like different levels

and layers of operating; as form, these bul-
bous, cartoon forms that have a little phal-

lic, vaginal, pinky, squishy thing to them
and “whiffs” as a little bit of smell, or a hint of
meaning. So, | think that the text can operate

between being a form and being language.
And then it can be abstracted from its adver-
tising context so it doesn’t create concise,
clear meaning and creates more contempla-

tive space for what that thing can be. | feel
like that space can be austere and flat or it
can be super open. Whiffs could be smell or
physicalorahintasinaanideaor meaning of
the word that’s barely there.

LA: What's the best thing you've ever pur-

chased from eBay or a thrift store?

BW: Work-related?

LA: Itcan beanything.

BW: The list is long. Hmm, the best? Well
| finally bought some rainboots— living

in Oregon.

LA: Are they the plaid ones?

BW: No, | looked at those and was super
tempted. They're just like yay high and have

Tortoise shell buckle, sort of like a riding boot.

So those were exciting, accepting | live in

Portland, | got properly outfitted. | got a vin-

tage Gucci shirt the other day for no money
atall, butlalso find good posters there too.

LA: Have you ever found a poster you were
so excited to find?

BW: Yeah, recently, | got one that says

“Pussy Talk,” and | was very excited. It’s sort of

this weird genre of porn. It’s a vibe I'd never
quite encountered. | really like this idea of

women having a voice in the midst of the sex-

ploitation genre. To contemplate what pussy
talk could be, if it’s like a physical sound or

literally if it could speak and talk about femi-
nism and feeling and agency. This movie po-

sitioning it as having this was interesting.

LA: That'sfunny. I'll pass the baton.

Mary Margaret Morgan: Wait, did you
watch the movie?

BW: | rarely, if ever, watch the movies. Pussy
Talk, | could just tell it’s vibe by its time, its
year, by reading a bit about it. Sometimes Ill
read about a movie and see what’s up with

it. Because there are instances where, espe-

cially if itinvolves representations of women

and a genre that was really steeped and con-

trived; I'm really curious to read about what
it was doing in culture at that moment. Pussy
Talk, | haven’t seen it, but I'm curious to. And
then the poster though, | left the tape on, like
half of it so it just say PS— | almost said PTSD
[laughing], “PSST” and “Talk,” and the rest of
it has tape, so it has this double meaning. To

answer your question, I rarely see the movies,
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| just like it as a language and to take it out
of that realm in the way that the poster still
has this precarious relationship to time and
desire and seduction: something that has

happened so you get the poster for it, some-

thing that’s gonna happen so you can’t wait
oryoudreadit. Soit hasthe “any-space” kind

of whatever vibe that | like. It’s a stable, stub-

born, autonomous object.

MM: My question is, what are you gonna
do for the next four years? [laughter] But my
question is also: you’ve been in Portland for
minute, has your work changed? | feel like
there’s a vibe in LA that was working with
these materials? How has it changed?

BW: That’s such an interesting question,

I think about that a lot. Yeah my environment
isn't quite so steeped in the entertainment
businessasinL.A. whereit’s thiswhole inner
mechanism. It's like living inside the gears
in the clock. It's changed because my life
has changed. | think teaching has changed
the work. Also, being in Portland and away
from L.A. has shifted my observations about
my relationship to the materials and to

advertising, | have some distance. It be-

comesamore psychological approachrather
than topographical.
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Space can be
austere and
flat or It can be
super open.
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Sandow Birk lectured in connection with his show,
Sandow Birk: American Qu’ran, at the Jordan
Schnitzer Museum of Art, on campus. | visited the
exhibition earlier that day and could already feel a
buzz about Sandow’s presence on campus. The
Museum was busier than | had ever seen it before
and | ran into some students, who had been en-
couraged to attend for some extra credit.

The big lecture hall in Lawrence Hall was packed,
actual standing room only. | sat in the nosebleeds
with some other grads and art professor, Jack
Ryan, who was going to dinner with Sandow later
and wondered about what to talk about. | gave him
the tip that they both take their little kids rolling
around skate parks, and Jack was surprised that
Sandow has kids too. Possibly because he produc-
es these really intense multi-year projects (this is
addressed pretty quickly in the interview).

Even more notable was the reaction from the
students in class the next week, and even some
students the following term. There was a palpable
energy in the room when it got to the QXA ses-
sion after the lecture. Someone asked a question
about skill , and Sandow gave an answer about not
caring too much about how accomplished he may
or may not be as a painter. It is about the idea, and
he just goes ahead and makes the paintings, be-
cause they need to be paintings. The students in
my foundational 3D design class were crazy about
this, it is maybe something they needed to hear —
to just go ahead and make.

FOREWORD

Laura Hughes: So one question we often
ask is ‘What is a typical day in the studio like
foryou?’limagine you spend alot of time lost
in these very complex drawings, and doing

research, and planning these large projects.
So | want to ask the typical studio day ques-

tion but I'm wondering in particular if there
is anything we might be surprised to know
about your daily practice?

Sandow Birk: Well I'm in a weird place
because I've got little kids, | have a three
year old and a seven year old. Most of my
career | didn’t have kids, so there was a lot
more time. So we're in a struggling stage
where we are trying to figure out how to keep
working with kids around, because | work
in the same place we live in, a loft. And my
whole twenty year career | lived alone in a
loft and | worked late at night and wake up
and make, and work around the clock and just
pick away at things, but now it’s like the kids
are so like a time-sucking whirlpool that it’s
really hard to find time to work. Even when
I'm painting they're like ramming their cars
into you [laughing]. So something might
have to change, not enough work is getting
done [laughing].

But normally our kids get up early, like five,

and both of them go to school now so we can
get them to school by like eight. And then
usually | go to the beach, that’s my normal
thing. Soit’s like a fifteen minute drive to the
beach and I try to go surfing and if there’s no
waves I'll just read the paper and have some
coffee or something. Be home by like ten or
eleven and work till | pick up the kids at like
three. And then the kids take up all the way
till like eight, and then usually from like eight
until eleven | can work again.

LH: Yeah, yeah. I'd say most of our faculty
here newly have little kids also. So we see a
lot of peoplein a similar situation [laughing].

SB: My wife is an artist also and she has a
studio separate, but it’s like a fifteen minute
drive away, so it’'s a commitment to go all the
way over there and come back— it's crazy
having kids, it really interrupts things.

LH: Okay, well I'd like to ask a couple very

specific questions about American Qur’an.
| went back to the show today, it’s beautiful.
| mean this is pretty obvious but has any-

thing evolved how you think of the project
now that it's done, or has anything evolved

inthe reception of the projectin the past sev-

eral months considering what’s happening
around usinthe country?

SB: You mean evolved in my own thinking
aboutit? And what other people think?

LH: Yeah yeah, kind of reflecting back—

SB: Unfortunately, no. The sad thing about
the project— in retrospect the sad thing
was, you know ten years ago when | started
itand | was working on it people were saying

‘Oh! This is so timely, it's so important, it's so

concerned about Islam.” And then ten years
go by and it’s exactly the same thing. So to

think nothing has really changedin ten years,

and it’s probably even gotten worse, I'd say
it's just really depressing. | mean | thought

things were getting worse up until November,

but now— yeah it’s a little bit depressing. |

mean I'm glad it’s here, this is the best show-

ing of itit’sever had here at the Schnitzer and
itlooks fantasticand people are seeingitand
they’vereally hypeditupalot, and organized
events around it and bringing people in. All
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that’s fantastic. But on the other hand I wish |
could say that there’s some visible proof that
something is getting better but | can’t say
that phrase.

LH: Yeah, it was very busy today, a lot of my
former and current students were there and
people seemed really engaged with it. Soit’s
goodthatit’s here and being seen—

SB: Yeah and it seems like the latest news in
the last couple days is that it seems like it's
goingto carry on and travel further.

LH: Oh great, that’samazing.

SB: Yeah the more people see it the better.

LH: Totally yeah. So you did a lot of research
for the project, was there anything you were
surprised to learn about the Qur’an talking
to people all over the world, or as you were
transcribingit?

SB: Oh yeah, yeah every single day it was
interesting. The Qur’an is fascinating and |
mean I’'m not a religious person. My parents
tried to make me go to church when | was a
little kid but | resisted. But | mean the very
first surprising thing about the Qur’anis how
remarkably familiar it is, it's almost iden-
tical to the Bible. It's just the same stories
told again, or discussed in a different way
or something. And then on top of that the
Qur’an not only as a religious message but
as a historic book it’s fascinating because
you know it's more recent than the Bible,
so they know a lot more facts about it. They
know where they were when Muhammad was
speaking, and what was happening that day
and so there’s more stuff that you canlook up.
And you know those places still exist, so like
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when people go to Jerusalem to visit Jesus
sites, it still exists and you can Google them
and you can learn about them and you can
learn about events that were happening at
thetime, and record keeping was better. It'sa
really fascinating thing, so every day working
onitl'djustlearn more and more and more. It
was endlessly interesting.

LH: Okay I'm going to ask one more question
about it and this is a really detailed ques-
tion, but | was wondering particularly in the
Sura 2-3 section there are all these objects
that break the frame, and there are through-
out, but there seems to be these really par-
ticular things. Like a clipboard, a cooler,
a bucket— there seem to be a lot of ways
you're able to have fun with the format of an
Illuminated Manuscript.

SB: Yeah it's so complex it’s hard to think of
how to explain it. The Qur’an as a book, it’s
not narrative, it's collected sermons in a way.
And they are not in the sequence that they
were revealed to Muhammad, which is sort
of an interesting thing. So it’s not really nec-
essary to read the Qur’an from the first page
to the last, you can sort of read it from start-
ing at any point. Each chapter sort of stands
onits own and because of that | didn’t begin
at the first page, | began in the middle and
| jumped around. And so the chapter that
you're talking about wasn’t one of the earliest
ones | did, but the earliest ones | did | tried to
be really faithful to the historic Qur’an format
that’s existed for a thousand years with the
boarders and the decoration and the verses
all marked with the little gold stars and things.
And then after years and years of working in
thatformat | started to break away fromitand
put things down and just tried to make the
pages more graphically interesting.

The Qur'an

LH: Yeah that makes a lot of sense the way
thatit’s displayed, you can sort of jump in at
any point.

SB: Yeah.

LH: Doyou have anything going on thatarein
the seeds of development? Anything you are
sort of thinking about now or researching?

SB: Yeah, I've actually got a lot of things
going on right now. Normally | sort of have
one main project, but right now I've been
working on a series of drawings that’s sort of
ongoing about a series of imaginary monu-
ments to historical documents. So that’s sort
of on going. And at the same time my wife’s
doing a mural for a public swimming pool in
LA, we're like working on it right now painting
it, sowe getto work on that sometimes.

And then we just started working together
on abig woodblock print, that’s just going to
be this massive woodblock print [laughing]
and | don‘t know if it’s a very good idea, it's
in the early stages [laughing]. I've worked
throughout my career with this printer in
San Francisco named Paul Mullowney, and
he contacted me and said ‘ah I've got some
time, we should do a big woodblock print,
do you have any ideas?’ And | said well | sort
of have this half-finished idea of doing like a
procession of left-wing Americans and right-
wing Americans throughout American histo-
ry. And he was like Oh that's a good idea, so |
kind of came up with this sketch of itand then
he’s working on how to do it, and right now
we're just about to start carving it in wood
blocks because right now it looks like it’s
going to be about forty-five feet long.

LH: Whoa!
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SB: Yeah soit’s going to be like this massive
wood-block print— and I'm not sure. You
know, at the beginning you're not sure if it’s
going to be good or not. So that’s like three
things thatare going on.

LH: Wow

SB: And | also have a painting on the wall at
home going on that’s about race, different
racesin America. All kinds of things.

LH: Okay I think I’ll just finish up with one last
fun one. So you mentioned that you still surf,
are you still skating? And if so do you have any
favorite skate parks?

SB: You know | don’'t really skate, really.
When | was young | used to, but then | fell
and | got hurt. I really am a better surfer than
a skater, I'm really worried about hurting
myself so that it would end my surfing career.
I'm really worried about my knees and things,
so I've really laid off the skating and mostly
I go surfing and | try to surf like four days a
week. Now | have little kids and we go to the
skate park and I roll around with them. Well
my girl is seven, and she actually has a skate-
boarding class at school which is super cool.

LH: Oh man, amazing.
SB: Yeah [laughing] | know Portland is

famous for skating, like Burnside and stuff.
But now I'mreally risk-averse and careful.

Is fascinating.
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I was lucky to interview three great artists for 5
Minutes! Our conversation took place on a Friday,
as part of a full afternoon of activities hosted by
the Ceramics department and the Visiting Artist
Lecture series. Prior to the interview | was able to
see Tim Berg and Rebekah Myers’ artist talk. | was
curious about Myers Berg Studios; the studio
practice they share in Claremont, CA. We talked a
bit about how how they value the collaborative
process. | am intrigued by Tim and Rebekah’s highly
refined forms, polished surfaces, range of scale
and presentation. Their installation work, comprised
of iconic forms and imagery is incredibly seductive
and precise, critiquing the value of objects in con-
temporary culture. Also previous to our interview,
| attended Julie York’s lecture and demonstration
for mold making techniques. This was an incredibly
valuable experience for myself and the many sculp-
ture and ceramics students that were present.
Julie brought her own molds and tools all the way
from her studio in Vancouver, BC. Her joining of
technology and porcelain yield a deep investigation
into material, form and process. | was excited to
learn more about how Julie works within the scope
of modern craft and about her relationship to ar-
chitecture and display.

FOREWORD

Leah Howell: | thought one question to
start with that would apply to all of you is;
How do traditional methods of making, his-
torical reference, and technology intersect
inyour work?

Julie York: Well, | think all of those things
affect everything, right? | don’t think we can
help but look to the past, it's there. It's an
interesting place that we can mine. | talked
about that project that | did; White on White
where it directly relates to this question in
terms of how can we look at history through
the lenses of digital technology. So looking
atthe work of people who make work by hand
under the influence of 3d printing or through
CAD, and so | think there can be really inter-
esting intersections between all of those
different kinds of tools and technologies, as
well as histories.

Tim Berg: | guess the question got me
thinking about an anthology | was reading
about Marcel Duchamp and when he made
his Boite-ene-valise which had miniature
versions of all of his pieces. What was inter-
esting to me about that was his description
of making his little model urinal, this was
the quintessential kind of thing we look at
in terms of thinking about the ready-made
and found objects as works of art and it took
him no time to make that [the original], except
to put R. Mutt on it, but then in recreating it,
he had all these troubles working with the
plaster, or | think it was paper maché actually.
| think it took him a few months to get a
reproduction that he was actually happy
with so there was this version of time and
craft. | just thought that was so interesting
that the small thing took so much effort and
figuring out.

JY:lIsnt thatthe waywith ceramics [laughter].

TB: Yeah— and | guess | think about that in
our work sometimes, in that we spend a lot
of time making a big sculpture, but then

we spend more time making the little sou-
venirs— spending time sanding each indi-

vidual one until they’re perfectly smooth. It

almost doesn’t translate in the same way be-

cause you think of the souvenir as the cheap
take away but actually there is more time
and effort invested in that small thing than
the monumental thing that’s seen as being
more valuable.

LH: So, this kind of leads in to my next ques-

tion that could be for all of you, in talking

about your monumental pieces (Tim and Re-

bekah)and Julie, your work that’s in the White
Box gallery right now are these Miniature
Monuments. So | was thinking both about
iconicimagery and the monumentand some
of your re-imaging of the icons of the ceramic

art world. How are you thinking about senti-

mentality or thoughts around these issues?

JY:I'm not.

Rebekah Myers: No [laughter]. I thinkalot
of peoplerespondtoitinthat way, butldon’t
think we necessarily want to imbue our work
with that sentimentality.

LH: Well, I'm even just thinking of collection,

and these objects and there is something
about making these cases for these objects
and keeping them safe— there’s something
there— you know earlier we talked a little
bit about nostalgia and that made me think
about that. Maybe that goes further into the
sentimentality of the “collection”?
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TB: I mean, | guess | would use the word pre-
ciousness— more like we think a lot about
preciousness and one of the ironic things
aboutourworkisthat we spend so muchtime
making really pristine surfaces. So we think
of objects, especially in ceramics we think of
the object as being precious or fragile, but
the most fragile part of our work is just the
surface and there’s kind of this interesting
relationship to notions of superficiality that
the surface is the thing we care the most
about and that that’s imbedded in the work,
and in the way that we have to wrap our
thingsin fleece because it’s soft and doesn’t
mar the surface.

JY: It's an interesting parallel to contem-
porary culture and how we see ourselves.
People are concerned more with the external
rather than the internal.

TB: That’s one parallel that’s easily drawn,
especially having moved ten years ago to
Southern California, where it’s the center of
Hollywood culture and people think of it as
being a very superficial place —sorry I think
| got of on a tangent. But | think there are dif-
ferentlevels of preciousness, but sometimes
the objectitselfisalot of the work. It's just the
surface having this preciousness and we're
protecting these lucky charms because of
what they represent but also because we're
protecting the surface because that's the
thing that’s going to mar, fade, chip—

RM: —and gold luster.

JY: What do you do when one of those big
pieces gets scratched?

RM: You cansanditdown,or buffit, repaint it.
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JY: We all make work like this don’t we?

TB: Unfortunately—

[laughter]

RM: | don’t know, | think that the sentimen-
tality is something that a collector brings
to the objects when they add it to the other
itemsthat they're collecting.

LH: Yeah, it's not the maker, but it’s the col-
lector adding that.

RM: For usyes, | think so.

TB: If we felt sentimental about the objectsiit
would be hard to part with them. | like to see
them leave and go to someone else.

JY: I think that it’'s much more interesting to
make them, than have them ya know? | think
as a maker I'm more interested in the ideas
around making, figuring out ideas through
making and once that’s done it doesn’t seem
as important to me anymore. So | guess I'm
more sentimental about the process rather
than the product.

LH: I have a question for you, Julie. Thereisa
strong element of composition in your work,
in the way that things are positioned, partic-
ularly in reference to each other, to maybe a
background or a surface that they're sitting
on, so if you could talk about how you think
about composition and how you approachiit.

JY: | think that the formalist aspects of my
work are truly important and | think that the
body of work that you're mainly referring to
sounds like the Reflectionnoitcelfer series
and yeah that work was the most spiritual

The older

work I've made if I'm honest. It was a body
of work | made to mourn my mother’s pass-
ing. | was really interested in the real and the
ethereal and the way that something moves
from a physical form into a more ethereal
kind of form. So that was the object versus
the mirrored reflection. And for that work |
wanted everything just to be perfect. The
composition really came out of achieving
a visual sense of balance so that things felt
really peaceful, really tranquil. | really looked
a lot at dutch still life painting believe it or
not, even though the work does not reflect
that in any way. | also looked at japanese
aesthetics and their sense of composition
within gardens and architecture. Soyeah, it's
interesting with those works—something |
was talking about with you today—those ob-
jects can be moved around forever and ever.
| probably made 500 pieces, but only used
eight. It's that fact that when you actually
glue them down that they become finished.
It took me hours to really figure out that com-
position and that really happens in an intui-
tive way and realizing where balance lies.

LH: Rebekah and Tim, titling seems to be a
very integral aspect of your work and also
language. In your lecture you had several
quotes from literature that tied in with each
series. So you can talk about that more if
you'd like, but my original question is, which
comes first: the work or the title? And how do
you come up with those titles. But you don’t
have to give away any secrets though either—

TB: Thereare no secrets—

RM: No—there’s no secrets. Usually the title
comes second and we often like to choose
an idiom or some other sort of saying and
maybe we’ll use it exactly as is or we’'ll kind
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of turnitaround alittle bit. We’ll have a whole
exhibition with several works so the titles
work together or play off one another.

TB: We like ellipses and the incomplete
idiom. | think this is reflected in our work as
this idea of disappearance or what’s miss-
ing, so we want to the viewer or reader to
complete the thing. Like the last piece that
we showed in our lecture, Now you see it, we
want people to think “now you don’t.” I've
always thought (since undergrad) a lot about
titling. | was exposed to some specific art-
ists whose titling was very important in their
work, in expanding the content. And not in
the way that you want to got to the title or
the didactic first, but that after you see the
piece and then you read the title, it elicits
more and | think that’s always something
we're striving for.

RM: Definitely.

LH: Julie, a lot of your work seems to be
based on geometry, angles, line and struc-
ture, so I'm curious if architecture informs
these shapes foryou?

JY: Yes, very much so. My work shifts every
five years, so this is a new body of work that
| started working on about a year and a half
ago when | was on sabbatical. | start making
work in a place of unknowing. | don’t know
what I'm doing and | don’t want to know. It's
through the process of making that | start
to understand more things. The older | get,
the more | know and it’s less fun. | think as a
result once | know a lot about the work then |
want to stop. | was making a body of work and
felt like the questions were being answered
so | started to think about new work to make
and it didn’t really start from the perspective

| get
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of architecture, it started more around the
context of where do | see the work living and
what do | make this work for? So, thinking
about the hierarchy within art and who gets
toseeart?

I started thinking about making art that could
operate in a public spectrum and | was also

thinking about how | make work for the gal-

lery, for the white cube so | started making
drawings that were architectural drawings of
gallery spaces. That's where the reference to
architecture came and | was really interested
in making work that reflected 2D images, but
alsothisillusion of 3D perspectiveandso I've
been working with these drawings. Basically
I built the context into the work itself. As I've
moved forward, I've started to contextualize
art within that space that | created. All of my

work centers around this idea of visual per-

ception and distortion or perceiving things
with some sort of perceptual handicap. |
think the work really vacillates between two
and three dimensional spaces.

| spent some time in Japan on two occasions.

| was at Shigaraki and the architecture there
was amazing and | was very inspired by a lot of

architects and started to look at these draw-

ings. | have them cut on a water-jet cutter
and in looking at the parts and looking at the
reference to architecture and how | could
take those fragments and start to create
three dimensional sculptures that could
then become public projects. That's where

the Miniature Monuments series comes from.

The work definitely reflects architecture. I'm
curious with the miniature models, more than
public sculpture and how difficult that is. I'm
really interested in how the notion of scale
can be implied through the language of the
form so I'm actually quite happy with those
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being miniature monuments and how they
apply a relationship with being monumental
and to scale. But architecture is definitely a
starting point for the work.

LH: Tim and Rebekah, If you had to sum up
your approach to collaboration in 5 words
what comes to mind?

TB: | guess Partnership in one word—uhhh—
yeah.

RM: That's a lot of pressure— uhhh—
Respect.

TB: Trust.

LH: Three wordsis good too!

TB: Three words might be enough [laughter].

LH: Julie, | was mentioning geometry, struc-
ture and architecture, but then you also have
the Lens series that is more about these
rounded, bodily forms that are very distorted.
How are you thinking about abstraction and
using material to abstract?

JY: | think all of those forms are represen-
tational in that that they exist in our culture
and are recognizable for either what their
function is or maybe symbols for larger sub-
jects. What | find interesting is taking those
representational formsand abstracting them
through reductive process like these guys
[Tim and Rebekah], sanding work for hours
and days and years, taking away some of the
characteristics of the form through the re-
moval of information. But then the abstrac-
tion happens through the space thatit’s con-
textualized in. That made the leap for future
bodies of work in that | could change the

the more |

read of familiar objects. Through the device
of the lens or the reductive process | could

change things so that our perception or un-

derstanding of things shifts through how we
view them.

LH: So my next question for Tim and Re-
bekah— Your sculptures of melting popsi-

cles, or half eaten popsicles and ice cream
bars and blocks of ice cream are coated in
a very luscious, seemingly melting, shiny

surface and you've talked in the last few min-

utes about this perfected shiny surface. This
makes me wonder how you're thinking about
materiality and desire. There’s this attraction
toshine—

TB: It’s not even an attraction to shine—well
yeah we're attracted to shiny things, but
we're also just attracted to stuff. We're like
most people, we like stuff and it takes a lot
of control to not fill our house and our lives
with all of the beautiful things that exist. Also
we can’t afford it, but yeah | think as makers
we're drawn to stuff and we want to create
that same sense of desire in the viewer. The
common photo we see on Instagram of
people with our work is of them pretending to
lick it or getting really close to it in a way that
makes us nervous but is also exactly what we
want from the viewer. We want that sense
of desire.

JY: Just nottoo close

RM: | also think that the highly refined sur-

face, you also see it a lot in things that are

termed “high-end”, like cars, jewelry, furni-

ture, like lacquered—

JY: —nail polish
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RM: —nail polish—so it kind of alludes to
that sort of thing too.

LH: Speaking of desire and consumption—
this is a really hard question for all of you:

Chocolate or vanillaand why?

TB: | will always go chocolate. Yeah—the
darker the better.

JY: Neither.

All: Gasp!

TB: Neither? Are you a strawberry person?

JY: Vinegar!

[laughter]

TB: You like pickles?

JY: —pickles—

TB: I like pickles too.

RM: | don't like making choices like that—I
think both.

LH: Atwist?

RM: Yeah or neither—I mean | kind of like
fruit flavored things also.

JY: We're very particular people.

[laughter]

RM: Salt!

JY: Yessalt! Saltand vinegar—

know and
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RM: —potato chips! All the way—all the way.
JY:Rebekah, | knew we would getalong well!

RM: Potato chips are on top above every-
thing!

LH: Well that settles that! Thank you guys!!!

it’'s

less fun.
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| had the privilege of attending one of MK Guth’s
Dinner to Plan a Revolution the night before our
interview. After first driving to the wrong place, |
arrived late with a cat patterned Pyrex bowl, as we
were each instructed to bring our own dishes. MK
greeted me kindly and generously shared her
homemade soup and salad with the group. | sat at
a long picnic style table and was able to have a
focused conversation with professors and fellow
graduate students about areas we would like to
see change in. It was a great opportunity to expe-
rience an artist’s work before hearing her lecture
the following day.

For our interview, we found an empty windowless
classroom with sterile tables, bright green plastic
chairs and florescent lighting. It was quite the con-
trast to the warm setting we had just been in. It
was great to chat further with MK and hear more
about the ideas behind her performances and past
projects. | hope to one day see one of her braid
performances and the objects that are meant to
be installed with her dinners. And MK, if you end
up starting that line of obsolete cookies, | want to
know about it!

FOREWORD

Natalie Wood: My first question s,

what artists and writers are your current
influences?

MK Guth: In the last several years I've
been really looking at artists, scores, and
compositions in all different forms. | look
at lot at fluxus artists like Dick Higgins. I'm
also looking at the construction pieces like
Yoko Ono or Alison Knowles. | look at lot at
peoplelike Daniel Sperry and people working
in food. | look at this moment, this moment

intime. Susana Worth is someone that | start-
ed reading this last year that | find interest-

ing. I've been looking at Pierre Huyghe over

the last several years and that’s a contem-

porary artist, someone that is living and
making right now. He’s somebody that | find
really inspirational.

NW: My next question is about the dinner
last night. Last night you hosted a Dinner to

Plan a Revolution. I’'m curious about the back-

ground on these dinners, how they came to
be, and what are your goals with the project?

MG: The dinner projects come out of a shift

in making for me. | was working doing in-

teractive projects that mounted objects or

installations or drawings, photos, or videos.

These came really out of an interest in using

objects and texts to instigate interactions,

and to create for the audience three different
potential experiences.

Traditionally when you come to Dinner to Plan

a Revolution, it sits on a shelf and there is ob-

jects that go with it, and the book, and other
texts. So your first experience with itis really
a viewing experience like you'd to a painting
or any still life. Then there is that potential of
imagining activating it, so that in-between

space, something that’s a little bit different
that just looking but actually the process of
imagining an interaction and participating in
your own way, your own creation. And then
there’s the manifestation of these various

different dinners or instructional pieces.

And for me, they are about kind of creating a

platform in which the audience starts to de-

termine the outcome of the piece. I'm really
interested in sites of congeniality, ritualistic
sites. Ways of bringing people together so

that they can slow down and be in conversa-

tion around a topic.

Every one of the dinner pieces is based in re-

search. Andthatresearchis kind of like going
down a rabbit hole and | let myself go down
that rabbit hole. I'll start at one point and it
might take me through— like these started
out with Niki Giovanni poems and an interest
in her poetry which then lead me to looking at

activists which lead me to looking at the his-

tory of revolution. | have a Sociology major so
I'minterested in these things anyway.

And out of that became the idea to do a
dinner, to just hang out with people and talk
about change. And when we talk about epic
change we use the term revolution. But for
me revolution is ‘eh,” it’s just a worn out term

thatdoesn’t really mean whatit used to mean.

So | like the idea of using something that was
bankrupt to breathe life into it. And if that life
isjustsitting with a group of people atatable
and having a conversation about the places
where they felt they needed to claim agency
or evolve or shift. Then that would be a good
start because really making a change starts
with having an interest and talking about it
and speech acts.

NW: That leads nicely into my next ques-
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tion. | was looking at your website and saw
that many of your projects are also interac-
tive performances that depend on audience
participation -

MG: Oh no, that hasn’t be updated [laughter].

NW: Ok [laughter] so, | don’t know, you can
tell me how this connects to your current
work. I was thinking about, with the audience
participation, how you manage expectations
for the end result. Is there an idea of where
you want to end up or are you open minded
about where it goes?

MG: Sure, | always have an idea of where |
want to end up. But you're interacting with a
group of people, your autonomy is shot out
the door. So the best | can do is to set some
conditions in which these events, these inter-
actions, this participatory project or perfor-
mances occur. Right? But then when other
people come into play in the sandbox all dif-
ferent kinds of things can happen.

| guess my biggest expectations, my hope is
that people can engage these projects as a
way of exploring meaning or finding mean-
ing. Because any other form of outcome—
when other people are engaging the project
all different types of things can shift. Every
one of the dinners—that you guys experi-
enced last night—has been utterly different.
That’s okay. There's things that connect them
all. They're all sitting around a table, they're
all eating potato leek soup, there’s usually too
much cheese—haven't figured that one out
yet [laughter]. In one way or another people
are talking about things that they care about
or things that might frustrate them. But how
that comes aboutand how that manifests has
been different every time. Even the way that
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people read the lyrics to that song has shift-

ed a little. The outcomes are really more in
the realm of meaning and exploring meaning
thatitisinany tangible outcome.

NW: | noticed that you have repeated the
braid performance a number of times—

MG: So many times.

NW: And at different times.

MG: Seriously, | could do that for the rest of

my life. Just like Red Shoe Delivery Service.

We could have never stopped. Once you
godown a path that’s where people want you
to stay.

NW: Yeah. I'm curious about, you've talked

aboutthe dinners changing, are there specif-

ic ways in which the braid performance has
changed over time and specific experiences
that have differed based on the places that
you have doneit?

MG: | think it's not just the places but
it's the themes. If it's on my body, if it's off
my body, who’s performing it, location. All
those things affect it so every one of them
has been different.

One of the things about doing these types

of projects is that you have to take into con-

sideration, you're designing a stage in which
people are going to participate. And you
have to design it in such a way that people
realize, for me, that they don’t necessarily

realize that they are participating in some-

thing. So they lose a sense of that. They can

stay in the space and engage it or talk to you.
Each one of these iterations of the braid proj-

ect uses different devices in which to entice

Once you go

people to participate in one way or another.
So that might be the furniture that’s at the
Park Avenue Armory. Right? It might be the
uniforms like at Yerba Buena. Or the team of
braiders behind me at CIC. So there, there
is a long table, so people can come, like an
interview and sit and talk with me while this
team of people perform the labor of weav-
ing their braids in. They differ because of the
thematic qualities. They differ because of
the conditions are unique to each site and
the populations that come to them are
unique. The World Financial Center is com-
pletely different than Park Avenue Armory
or something like Yerba Buena. So they shift
every time.

I'mtrying to think about how to give you more
information on that, because | think | am so
deepintothem. For me, each one of these, is
creating a stage that people will be willing to
be both viewer and performer in. Every situa-
tion has been a different challenge.

The CIC, which is the most recent—that’s not
up onthe website—that’s four braids coming
off the back of my head and eight people
braiding behind me. And the piece was
called Fireworks Astronaut Deep Pool Venus,
and the show The Memory Palace so the
piece was revolved around memory. People
we asked to write a memory and insert it into
the braid. It was done in the lobby of this art
centerand all these different populations are
coming in at time. Kids, groups, there was a
refugee group. And they are all experienc-
ing it in a different way. | was told ahead of
time that this might be the case. So | wanted
it to be something where, they could see
something happening but they could also be
one-on-one in a conversation with me if they
wanted to. | think that, in some ways, made it

145

easier. Because sometimes that type of con-
tent, asking people to write down memories
can be emotional, which is really different
than a wish, oraregreteven, or an aspiration.

NW: That's great.

MG: That was a meandering kind of answer-
ing. Sorry about that. Good luck on transcrib-
ing! [laughing]

NW: No, it’s good. | have two more ques-
tions. I noticed many references to fairy tales
and fantasy in your work with the Princess on
the Tongue series, the braids like Rapunzel,
and mermaids in the Allegories for Possible
Hopes and Fears. Whatis your relationship to
andinterestin fairy tales?

MG: | just have an interest in mythic repre-
sentations. | studied a lot of that when | was
in undergrad. | studied folklore and fables
and myths. For me, | like how they are reflect-
ing back on us. You know, they are telling us
something about ourselves, about agency,
power, identity. And yet they are these amaz-
ingly collapsed systems that we can never
really enter. You can never be as miraculous
as superwoman and you really come up to
these representations and yet throughout
time these things have existed as tales to ex-
plainthe world to us. Some of them are about
being heroic, some of them are cautionary.
They're devices that | like to use and try to
update so they might have vitality, because
they tend to be universal. They're told in dif-
ferent ways with different characters in all
nationalities and they’re narratives, and we
respond to narratives. Even in our own lives,
we explain our lives as narratives.

NW: Okay, my last question is: If you could

down a path that's
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be anything instead of an artist what would
you be?

MG: I've had two choices there. In the begin-
ning | would have been a researcher. | enjoy
research. My work is connected to it and
emerges out of it. | studied sociology for a
reason. More recently I think | would like to be
a chef. | like to cook. I like to cook things that
other people don’t like to cook. Like cookies
that nobody wants to futz with anymore be-
cause the molds aren’t being made anymore.
Kind of out of date things that people have
lost interest in. | joke about it a lot. I'm like,
you know if this doesn’t work out, I'm going
tostartaline of obsolete cookies. That's what
itisgonna be. So | would probably say one or
the other.

NW: That's awesome. Thank you.

MG: Thankyou.

where people want
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RUBY NERI

Ruby Neri (b. 1970, San Francisco) has par-
ticipated in numerous exhibitions, including
most recently Villa of Mysteries , Los Angeles
Museum of Art (2016); Napa Valley Collects ,
Napa Valley Museum, Yountville, California
(2016); NO MAN’S LAND: Women Artists from
the Rubell Family Collection , Rubell Family
Collection, Miami (2015); Fertile Ground:
Art and Community in California , Oakland
Museum of California in collaboration with the
San Francisco Museum of Modern Art (2014);
The Oracle , The Underground Museum, Los
Angeles (2014); Energy That is All Around:
Mission School , Grey Art Gallery, New York
University, and San Francisco Art Institute
(2013-14); The Possible , Berkeley Art Museum
and Pacific Film Archive, University of Cal-
ifornia (2014); Busted , High Line Art, New
York (2013); and Made in L.A. 2012 , Hammer
Museum, Los Angeles (2012). Neri lives and
worksinLos Angeles.

STEPHANIE SYJUCO

Born in the Philippines, Syjuco received her
MFA from Stanford University and BFA fromthe
San Francisco Art Institute. She is the recipient
of a 2014 Guggenheim Fellowship Award and
a 2009 Joan Mitchell Painters and Sculptors
Award. Her work has been shown nationally
and internationally, and included in exhibi-
tions at MoMA/P.S.1, the Whitney Museum of
American Art, The San Francisco Museum
of Modern Art, ZKM Center for Art and Tech-
nology, the California Biennial at the Orange
County Museum of Art, The 12th Havana Bienal,
The 2015 Asian Art Biennial (Taiwan), among
others. Along-time educator, she hastaught at
Stanford University, The California College of
the Arts, The San Francisco Art Institute, Car-
negie Mellon University, and most recently
joined the faculty at the University of Califor-
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nia at Berkeley in January 2014 as an Assistant
Professor in Sculpture. She lives and works in
Oakland, California.

BENJAMIN LEVY

Benjamin Levy is a curator, print scholar, and
printmaker. He is currently the Assistant Cu-
rator of Collections and Academic Programs
at the Henry Art Gallery at the University of
Washington. Previously he was in the Prints,
Drawings & Photographs Department at the
Baltimore Museum of Art. While in Baltimore he
co-directed the Baltimore Fair for Contempo-
rary Prints and was a contributor to Bmore Art
magazine. A graduate of the Maryland Institute
College of Art in Printmaking and Book Arts,
he trained as a collaborative master printer.
He is a contributor for Art in Print, sits on the
board of the Tamarind Institute of Lithography,
and is currently involved with a catalog and
traveling exhibition of the work of Stanley Wil-
liam Hayter and his workshop, the Atelier 17.

JOHN DIVOLA

John Divola is a contemporary visual artist
whoworksinphotography, describing himselfas
exploring the landscape by looking for the edge
between the abstract and the specific. Although
the physical subjects that Divola photographs
range from buildings to landscapes to objects in
the studio, his concerns are conceptual: they
challengethe boundaries betweenfictionandreal-
ity, as well as the limitations of art to describe life.
Divolaisfrom Southern California, and hisimagery
oftenreflectsthatlocale by including urban Los An-
geles or the nearby ocean, mountains, and desert.
He currently lives and works in Riverside, CA.
Divola has taught photography and art at nu-
merous institutions including California Institute
of the Arts (1978-1988), and since 1988 he has
been a Professor of Art at the University of Cali-
fornia, Riverside.
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SAM MOYER

Sam Moyer has exhibited her work at The Draw-
ing Center (New York, NY), The Bass Museum
(Miami, FL), University of Albany Art Museum
(Albany, NY), The PublicArtFund (New York, NY),
White Flag Projectsand The Contemporary Art
Museum St. Louis (St. Louis, MO), LAND (Los
Angeles, CA), Tenstakonsthall (Stockholm, SW),
Cleopatra’s Greenpoint (Brooklyn, NY), and
Société (Berlin, DE). She has also participated
in “Greater New York” and “Between Spaces”
at PS1 Contemporary Art Center, Queens.
Exhibitions of her work have also been
shown at Rachel Uffner Gallery, Galerie Ro-
dolphe Janssen (Brussels, BE), Venus over
Manhattan (New York, NY), Autocenter
(Berlin, GE), and Artists Space (New York, NY)
among other venues. She received her BFA
from the Corcoran College of Art and Design
and her MFA from Yale. She lives and works
in Brooklyn.

RUBA KATRIB

Ruba Katrib is curator at Sculpture Center in
Long Island City, New York, where she has pro-
duced the group shows The Eccentrics (2015),
Puddle, Pothole, Portal (2014) (co-curated with
artist Camille Henrot), Better Homes (2013)
and A Disagreeable Object (2012). Recent
solo shows include exhibitions with Rochelle
Goldberg (2016), Anthea Hamilton, Gabriel
Sierra, Magali Reus, Michael E. Smith and Erika
Verzutti(all2015). Katrib’s previous post was as
associate curator at the Museum of Contempo-
rary Art (MOCA), North Miami, she organized
several acclaimed solo and group exhibitions.

WILLIAM WYLIE

William Wylie’s photographs and videos have
been shown both nationally and internation-
ally. His work can be found in the permanent
collections of the Metropolitan Museum of Art,
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National Gallery of Art, Smithsonian Ameri-
can Art Museum, The Philadelphia Museum
of Art, Virginia Museum of Fine Art, and Yale
University Art Museum, among others. He has
published four books of his work: Riverwalk
(University Press of Colorado, 2000), Stillwa-
ter (Nazraeli Press, 2002), Carrara (Center for
American Places, 2009), and Route 36 (Flood
Editions, 2010) and has his fifth title, Prairie,
scheduledfor publication Fall2017. Hisawards
include a Guggenheim Fellowship in 2005, a
VMFA Professional Fellowship in 2011 and
the Yale Museum’s Doran / LeWitt Fellowship
in 2012 and 2014. He lives in Charlottesville
where he teaches photography at the Univer-
sity of Virginia.

BENJAMIN BRATTON

Benjamin H. Bratton’s work spans Philoso-
phy, Art, Design and Computer Science. He
is Professor of Visual Arts and Director of the
Center for Design and Geopolitics at the Uni-
versity of California, San Diego. He recently
founded the school’s new Speculative Design
undergraduate major. He is also a Professor
of Digital Design at The European Graduate
School and Visiting Faculty at SCI_Arc (The
Southern California Institute of Architecture)
Marianne Fairbanks Marianne Fairbanks is a
visual artist, designer, curator and Assistant
Professor of Design Studies at the University
of Wisconsin-Madison. She received her MFA
from the School of the Art Institute of Chica-
go in Fibers and Material Studies and her BFA
from the University of Michigan in Fibers. Her
work has been shown nationally and interna-
tionally in venues including The Museum of
Art and Design, NY, The Museum of Contem-
porary Art in Chicago, The Smart Museum
of Art, Chicago, and Museum London, Ontario.
Fairbanks is a founding member of Mess Hall,
anexperimental cultural spacein Chicago, and
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co-founderof Noon Solar, asmall business that
made wearable solar technology to charge
personal electronics. For10 years she was part
of the collaborative art group, JAM. Addition-
ally, she is conducting collaborative research
with achemist to create a solar textile.

MARIANNE FAIRBANKS
Marianne Fairbanks is a visual artist, design-
er, curator and Assistant Professor of Design
Studies at the University of Wisconsin-Mad-
ison. She received her MFA from the School
of the Art Institute of Chicago in Fibers
and Material Studies and her BFA from the
University of Michigan in Fibers. Her work
has been shown nationally and internation-
ally in venues including The Museum of Art
and Design, NY, The Museum of Contem-
porary Art in Chicago, The Smart Museum
of Art, Chicago, and Museum London, Ontario.
Fairbanks is a founding member of Mess Hall,
an experimental cultural space in Chicago,
and co-founder of Noon Solar, a small busi-
ness that made wearable solar technology
to charge personal electronics. For 10 years
she was part of the collaborative art group,
JAM. Additionally, she is conducting collab-
orative research with a chemist to create a
solartextile.

JULIA BRADSHAW

Julia Bradshaw is Assistant Professor of Pho-
tography and New Media Communications at
Oregon State University. British-born she spent
nine years living and working in Munich, Germa-
ny prior to moving to the United States. These
international moves, second-language and
cultural experiences are often the fodder for
her artworks. Her creative projects make use
of photography and video to problem-solve and
comment on issues of the everyday; such as
language, social-issues, or being anartist.
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GABRIELLE JENNINGS
Gabrielle Jennings is a multi-media artist and
Associate Professor teaching in the Gradu-
ate Art program at the ArtCenter College of
Design in Pasadena. Jennings’ visual work
blends media critique with the autobiograph-
ical, often appropriating from television and
magazines. Mostrecently, Jennings’ solo show
Country Roads in Los Angeles, paired the back
totheland movement of the 1970’s, with televi-
sion shows from the same era like Little House
on the Prairie and Green Acres. Jennings has
edited a collection of essays for University of
California Press Abstract Video: The Moving
Image in Contemporary Art. This groundbreak-
ing volume includes a diverse set of essays
centered around the question of abstraction
in the moving image arts. Jennings has been
artist in residence at Kunstlerhaus Bethanien,
Berlin and 200 Gertrude Street Artist Spaces,
Melbourne and has been honored with sup-
portfromsuchorganizationsasthe Art Matters
Fellowship, Philip Morris Kunstforderung, and
the Samsung Faculty Enrichment Grant.

MICHELLE GRABNER

Michelle Grabner is an artist and writer. She
is the Crown Family Professor of Painting and
Drawing at the School of the Art Institute of
Chicago. She has also taught at The University
of Wisconsin-Madison, Cranbrook Academy
of Art; Yale Norfolk; Milton Avery Graduate
School of Arts - Bard College; Yale University
School of Art; the University of Pennsylva-
nia; and Skowhegan School of Painting and
Sculpture, Maine. Her work is represented
in New York City by James Cohan Gallery.
In the Midwest she is represented by the
Green gallery, Milwaukee. She co-curated
the 2014 Whitney Biennial and the 2016 Port-
land Biennial.
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NORA NARANJO MORSE
Nora Naranjo Morse is a sculptor, writer, and
producer of video films that look at the con-
tinuing social changes within Pueblo Indian
culture. An artist best known for her work
with clay and organic materials, she has been
trained in the Pueblo clay work tradition of
the Southwest. Her installation exhibits and
large-scale public art speak to environmental,
cultural, and social practice issues. Beyond
New Mexico, herwork canbeseenatthe Heard
Museum in Phoenix, the Minneapolis Institute
of Art,and the Smithsonian’s National Museum
of the American Indian, Washington, D.C. She
studied at the College of Santa Fe, where she
received her B.A. degree in 1980, and is the re-
cipient of an honorary degree from Skidmore
College. In 2014 Naranjo Morse was awarded
a Native Arts and Cultures Foundation Artist
fellowship. She is the author of two books: a
poetry collection, Mud Woman: Poems from
the Clay, and a children’s book, Kaa Povi.

JEREMY BAILEY

Jeremy Bailey is a Toronto-based, self-pro-
claimed Famous New Media Artist. “Since the
early noughties Bailey has ploughed a com-
pelling, and often hilarious, road through the
various developments of digital communica-
tions technologies.”(Morgan Quaintance, Rhi-
zome) Bailey has performed and exhibited all
over the world, from bathrooms in Buffalo to
museums in Moscow.

ERKKIHUHTAMO

Erkki Huhtamo is known as a founding figure
of media archaeology. He has published ex-
tensively on media culture and media arts,
lectured worldwide, given stage perfor-
mances, curated exhibitions, and directed TV
programs. He is a professor at the University of
California Los Angeles (UCLA), Departments
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of Design Media Arts, and Film, Television, and
Digital Media. His most recent bookis lllusions
in Motion. Media Archaeology of the Moving
Panorama and Related Spectacles (The MIT
Press, 2013).

KATIE HERZOG

Katie Herzog lives and works in Los Angeles.
She has participated in residencies at Bblack-
boxx, in Basel, Switzerland, the Banff Centrein
Alberta, Canada, Program Initiative for Art and
Architecture Collaborations in Berlin, Germa-
ny, and Ox-Bow in Saugatuck, Michigan. She
has received an ARC Grant, and the Florence
Leif Award For Excellence In Painting from the
Rhodelsland School of Design. Her exhibitions
in Los Angeles have been held at Monte Vista
Projects, Night Gallery, Autonomie, Actual
Size Gallery, and Circus Gallery among others,
as well as at numerous public and commercial
venues across California. She has also shown
work at venues in England, Philadelphia, Illi-
nois, Canada and Mexico, including a solo pre-
sentation at NADA NY with Klowden Mann in
2015. Herzog received her BFA from the Rhode
Island School of Design in 2001, and her MFA
from the University of California, San Diego
in 2005, with additional study at Skowhegan
School of Painting and Sculpture, and Colum-
bia University. She serves asthe Director of the
Molesworth Institute, and is a Board Director
for Monterey County Free Libraries

BOBBIWOODS

Bobbi Woods was born in St. Louis, Missouri.
She earned a BA in photography from Colum-
bia College, Chicago, a BFA and an MFA from
the Art Center College of Design, Pasadena, in
2004 and 2008, and studied at Staedelschule,
Frankfurt/Main, Germany. In 2015, Woods
participated in The Manifest Destiny Billboard
Project presented by LAND (Tucson, AZ),
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a two-person exhibition with Brian Kennon
at Fourteen30 Contemporary (Portland, OR.),
and an exhibition at Ditch Projects (Spring-
field, OR.) with Mark Verabioff. Her work has
been exhibited nationally and internationally,
most recently at Pepin Moore, Los Angeles;
Loudhailer Gallery, Los Angeles; Night Gallery,
Los Angeles; Fourteen30 Contemporary, Port-
land; Infernoesque, Berlin; Derek Eller, New
York; Nathalie Karg Gallery, New York; White
Columns, New York; Musée d’Art Moderne
et d’Art Contemporain, Nice, France. Bobbi
Woods lives and works in Los Angeles, CA and
in Portland, OR.

SANDOW BIRK

Sandow Birkisagraduate of the Otis College of
Artand Design. Hiswork largely concernsitself
with issues pertinent to the politics of contem-
porary life and he borrows liberally from art
history for his work’s compositional and con-
ceptual framework. Birk works across media,
and his projects are often expansive in scope,
takingongreatworks of literature, religion, and
law. His quest is for subjects that are challeng-
ingand germane to cogent political topics and
have included urban violence, graffiti, the war
inlraqg, prison growth, water rightsin California,
manifest destiny, morbid disease in America,
surfing, and skateboarding. Single-handedly
creating a hand-transcribed and illuminat-
ed manuscript of the Holy Qur‘an since 2001,
Birk’s American Qur’an is a consideration of
the holy text against the backdrop of scenes
from contemporary American life.

JULIE YORK

Julie York is an artist who works in traditional
craft materials using non-traditional approach-
es. She is one of many recognized makers cur-
rently redefining the use of ceramics. York
received the Pew Fellowship in the Arts, the In-
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dependence Foundation Fellowship and many
Creative Production Grants from the Canada
Council for the Arts. Her work has been includ-
ed in numerous shows nationally and interna-
tionally including shows in New York, Chicago,
Philadelphia, Miami, and Vancouver. Her work
has been included in many permanent and
private collections including The Museum of
Fine Arts, Boston and The Racine Art Museum,
Wisconsin. York is an Associate Professor of
Audain School of Visual Arts at Emily Carr Uni-
versity of Art and Design in Vancouver Canada.
She received her BFA from Emily Carr Institute
of Art and Design and her MFA from New York
State College of Ceramics at Alfred University.
Subsequently, she has held fellowships and
residencies at Shigaraki, Japan, Maryland Insti-
tute College of Art, Baltimore, The Clay Studio,
Philadelphia, and International Ceramic Re-
search Centre, Denmark.

TIM BERG X

REBEKAH MYERS

Tim Berg and Rebekah Myers are a studio art
collaborative based in Claremont, California.
Berg and Myers have participated in multiple
solo exhibitions including On the Bright Side...
at Faulconer Gallery at Grinnell College in
Grinnell, IA (2016), Site Unseen at the Amer-
ican Museum of Ceramic Art in Pomona, CA
(2014); Honest to Goodness at Santa Barbara
City College (2014); An embarrassment of
riches at Dean Project Gallery in New York, NY
(2013); and As Luck Would Have It at Naas Kons-
thantverk Galleriin Géteborg, Sweden (2009).
OvertheyearsBergand Myers have also partic-
ipatedin numerous group exhibitionsinthe US,
Mexico, South Korea, Qatar and Kuwait. Their
work is included in many private and public
collectionsincluding The Betty Woodman Col-
lection at the University of Colorado and the
Biedermann Museum in Germany. Berg addi-
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tionally works as an Associate Professor of Art
at Pitzer College in Claremont, California.

MKGUTH

An alumna of the New York University gradu-
ate school of fine arts, MK Guth has exhibited
her work internationally at numerous muse-
ums, galleries and festivals including, The
Whitney Museum of American Art, The Yerba
Buena Center for the Arts, The Melbourne In-
ternational Arts Festival, Nottdance Festival,
England, The Contemporary Art Center, Cin-
cinnati, Boise Art Museum, Gallery-Pfeister,
Gudhjem Denmark, Franklin Parrasch Gallery
NYC, Cristin Tierney, NYC, Elizabeth Leach Gal-
lery, PDX, Swiss Institute, NYC, White Columns,
NYC, The Frye Art Museum, and The Henry Art
Gallery atthe University of Washington. Guthis
afoundingmember of the RED SHOE DELIVERY
SERVICE, a collaborative performance project
with artists Molly Dilworth and Cris Moss. She
istherecipientof severalawardsincluding, the
Betty Bowen Special Recognition Award, ad-
ministered by The Seattle Art Museum, and a
Ford Family Foundation Fellowship.
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