


Do you consider art-making an essentially spiritual endeavor?





I think it can be a spiritual endeavor, but so can doing a math equation or


walking in the woods. Art, physics and spirituality all have the same roots.


They stem out of a human necessity for attempting to explain the world.


Spirituality is a very personal thing. It cannot be prescribed. Some people


find it in organized religion, others find it in sado-masochistic ritual.





2x4x8x was a piece in part about possibilities and the seemingly infinite.


Would you say the works in Elsewhere are a continuation of your thinking


about those ideas? 





When I began 2x4x8x I had no idea that I was dealing with the infinite. Not


that I was, but the numbers were extremely huge. I was dealing with modules,


not dissimilar to my parent's suburban home that I explored in 3045. I


suppose the infinite is somehow marketed to the consumer in modularity, as


in "an infinite array of possibilities."





In retrospect though, perhaps 3045 was also about limits, which is of course


the flipside of infinity. The videotape that surveys the perimeter of the


interior of the house and the finitude of a container reduced to its


mass suggests an attempt to measure or account for something that has a


great deal of psychological and emotional charge (a childhood home). 


Infinity Walk strikes me as similar in that regard although perhaps a little


less personal.





I'm always trying to tap into a universal vein through an intensely personal


route. But the definition of "personal" within the work has shifted a little -- away from the subjective and towards the objective.





What does this mean that the personal is shifting towards the objective?





Personal as in "personal."  Personal as potential, rather than kinetic,


energy.  A general form, rather than the specific.  A locket, a car, a


tchotchke (sic?,) a house, a favorite shirt (etc.) not yet purchased.





Do you mean that you are interested in objects that are likely to evoke personal connotations in others rather than drawn from your own personal experience?





3045 and Elsewhere seem to be coming from opposite directions. In 3045 you


were abstracting and objectifying a very particular, personal experience


whereas the pieces in Elsewhere begin with the abstraction (the concept of


the infinite) and get turned into experience.





"Singularity" is a very important notion in modern physics. Basically, it is


what existed before The Big Bang. But it was invented during the


Renaissance.  It is the vanishing point.  It is where everything vanished


to.  Zero and infinity are flip sides of the same coin. Zero is the ultimate


limitation. It was the invention of zero that refuted Zeno's Paradox. Like


the ace in a deck of cards that can be both a low number and a high, zero


and infinity are so far apart as to be right next to one another.


The infinity symbol is totally inadequate in representing what that concept is really all about. The symbol denotes linear movement and the idea is really about space -- movement in all directions at once, forever. 





So its also about time or rather that which is beyond space and time and thus that which cannot be represented.





"Infinity" is a word that defines a concept, creates a boundary, a


limitation for a concept that actually has none of these things. Attempting to represent anything is going to immediately make it static, fuse it in time and place. Representation is a commitment. I think that is the tension that runs throughout all of this work. Any attempt at representing the infinite is going to be futile. Images are only hints of something larger. Did you know that humans are the only animals with any concept of mortality? All other animals think that they are immortal.





Let’s talk about mortality. Much has been written about representation and mortality, specifically photography and mortality - that to photograph


something is to take the life out of it. You use materials that have no life


of their own- wood, sheetrock, paper and its like you try to give them life


while acknowledging the futility of that action.   





The materials I use are wrought with references to the world out there.  They also act as catalysts. Making art is a very Sisyphian (sic?) endeavor.  Making anything is.  Infinity Walk attempts to encapsulate this circular inevitability.





So perhaps Infinity Walk is also a type of metaphor for artmaking?





And perhaps artmaking is a metaphor for life.





You work in multiple modes, i.e. you draw, you build things, you make video


tapes, you create installations, you produce photographs. Do you prefer one


medium to another or does it depend on the project and the ideas? Have you


ever started a project in one format and thought, hey this would work better


as a videotape, (or sculpture, or installation)?





I'm a technophobe living in a technofetishistic society. So, yes, I am


constantly switching mediums. I feel the pull of technology but it terrifies


me. Most often I work at stripping things down, making them simpler and


simpler. 





But technology aside, I'm more interested in how you develop ideas


relative to their form. 





I think that the ideas, the forms and the materials


are all developed at the same time. They can't really be seperated.





When I first visited your studio in New York I noticed and commented on the


videotape, The Way Things Go by Fishli and Weiss and you said you considered it one of the best works of contemporary art. Would you explain why?





I don't think I can explain that -- and that is precisely why it is so good.


My father introduced me to the work of Rube Goldberg, Spike Jones and Ernie Kovaks at a very early age. I knew who they were long before I knew of Van Gogh or Monet. There is something that unites their work, along with the


work of Fishli and Weiss, something that is very subversive. They rearrange


the givens of a very sedate society and then they use those givens to push


the limits of it, to taunt that sedateness. They all come very close to


creating chaos, but don't. They turn culture upon itself, occupying the very


limits of order. The alchemy runs very deep. My father didn't realize it but he was preparing my palatte for Black Flag, Survival Research Laboratories and Andy Kaufman. I almost put The Way Things Go into my pantheon of "great art experiences," along with The Bronzes of Riache, Giotto's Scroveni Chapel,


David Ireland's house, Miles Mahan's Hulaville and The Alhambra. It didn't


make it because it is on film or video. I need a more immediate, visceral


experience. 





You flirted with the study of architecture as an academic discipline yet


opted not to pursue it, how does your work relate to architecture?





Architecture is the most specific of the site-specific arts. I don't really


care that much about two-dimensional images or the spaces they represent. I


am interested in the way both sculpture and architecture force you to deal


with the real space around you. Architecture dictates movement, allots


light, blocks sight and enhances sound, as can sculpture. There is no period


of translation. The experience is immediate. It deals with very real things


and I think that is what both attracted me to and repelled me from it. It is


a very strict discipline. I'm also extremely intrigued with the utopian


ideals of the early Modernists. The Bauhaus school seemed like such an


incredible place. It's trajectory, both towards the east and the west, is a


fascinating one to follow. It's unfortunate that its legacy that we are


living with is Ikea and tract housing. Their eastern equivalent would be the


acres and acres of government housing blocks that surround every city in


Russia. Modularity is something that I am constantly exploring in my work


(as are the people at Ikea and the urban planners in Russia.) I think living


in New York and having a small studio forces one to deal with that. Building


storage into the work has become a given.





When we first spoke about this project I conveyed an interest in a proposal


that would in some way be site-specific and the title of the exhibition


suggests that you are thinking about place, yet the works are not


necessarily specific to this particular site. Could you talk about how you


think about place in relation to this work.





My way of dealing with site-specificity in this case was to address its total opposite. Elsewhere, somewhere other than here, there -- that's the ultimate goal of art, isn't it? Art transports us to a place where we can more clearly assess what is going on. It forces reassessment.  There are so many ways to be site-specific. Richard Meyer and Daniel Buren occupy two extremes. Site-specificity only became significant when we saw the specificity of certain sites becoming less so. 





And white cube galleries are good examples of particular kinds of sites that strive to be non-specific…


.


The ideas of modularity that I have worked with have extended into ideas of


place. Place, in the modern world and in my own work, has become a module. I explore this idea directly in the Scrapwood projects. Places are no longer


fixed in time or space. It is an idea that is in flux. Its meaning has


changed. Places are now interchangeable. Infinity Walk attempts to encompass all experience. It is the ultimate multi-use piece of furniture. It attempts to be all places at all times. Perfect Night offers the experience of a


beautiful, star filled night sky -- anytime, anywhere. It is a transferable


photo opportunity. "You Are Here" could be anywhere.





The planters and fountains, and the pigeon images reference aspects of an urban folk culture that utilizes and aesthetizes what are often considered urban blights - old tires and pigeons. How do these relate to your thinking about place and the infinite?





The small gallery with the fountains and the birds is all about Brooklyn. There is a there there. Brooklyn also allows for reassessment
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