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would be interesting to start w
Sensibility of... Time ( Clock of the Heart), because
Isee Boy George as a telling pin on a map. In 1982
when Culture Club was releasing a steady stream of
hit singles, I was 11 years old.

And I was 17.

Portrait by

— And it was a few years before I was introduced to
Marc Swanson punk rock, and I was also living in a very rural
place, so I didw’t have any ability to read those
songs. When I think back to that time I'm still fascinated with that
nussic pro

ling itself into such a mainstream space.

Yes, I was introduced to Boy George when the first single W
Boy came out by my friend Devin, who has been deceased
1986. Devin was this super fabulous glam, punk, junkie, teenage
prostitute, and international traveler. He came back to San
Francisco after one of his many travels, and he told me, “there is
this Rasta drag queen in London that you are going to be
OBSESSED with.” I was 16 or 17 and I adored Devi
his cultural instinets. So I was hooked immediately
very inter

G

and trusted
1 think it’s
ting now. T made a body of work in 1995 with Boy

e for my graduate thesis show at Art Center [College of
Design]. Boy George could not have been more out of fashion, and
my thesis was somevwhat about this. I was making a relationship
between Boy George and Barnett Newman. I repainted Newman
paintings, and I dressed as Boy George and then it was

photographed with me holding the painting and my figure as Boy
George becoming a “zip” in the photo. It was a doubling, so to
speak. This was a type of project that wasn’t really what was in
fashion in 1995. People were really like, “What the hellis this?” I
thought I would never return to Boy George. I was just, like, I did
that, but I've always had this true place in my heart for Boy
George. I started thinking about all the current discourse on
gender fluidity and Queer, and how it’s back in the culture, in
popular culture and especially social media culture. Boy George
was obviously addressing so much of this, but in a very different
way at a different time. It really became about a type of nostalgia
for me in terms of this particular politic, and where that was
placed... and I was just like, “I'm gonna use George again.” That
is how that piece came to be. The text in that piece, along with the
text in several other pieces, is a quote from Susan Sontag’s Notes
on Camp. The images are halves of two images that I put together
from the video for Time (Clock of the Heart).

s that your favorite Culture Club song?

No, it was more just like this really flat-footed idea about “time.” I
was interested in what Sontag was saying about how the past and
time operate in Camp, as well how the two halves of the image are
from a split-second time difference in the video, but they can
never become a unified whole. You know, “time.” [Both laugh.]

— Before we get 10 the Sontag, I want to talk a little bit more about
Boy George, specifically about your willingness to use subjects that are
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out of fashion. That willingness in 1995 seems to still be preseat in your

ay it's defiance along with willingness. Who gets to
decide what is culturally relevant and why? That’s just me doing
my push back on the power structures of cultural currency. IUs
like, “Fuck you, Boy George is more queer than

Ohyes. I'd

— The hit Netflix series. Blah, blah, blah.

I'm

Yeah, whateve nky, I'm old.

— Well, Time is my favorite Culture Club song, and it just predates my
familiarity with subcultures and any ability 1o detect subversion. I'm
alzways curious about such things making it into the mainstream. 1
mean, [ remember those times as being extremely homophobic.

Yeah, Reagan, Aids.
nd yet, her e these songs on the radio, and I don’t think most

Americans could have told you the difference between Boy George and
Billy Idol,

ho teas seearing a cut-up, beaded, half-shirt.

Yes! I think that is one of the interesting things about that time.
is music and imagery were being mass consumed and the
intricacies were illegible to most. It seemed as though they had no
desire to “read” it, but just to consume it. I think everyone is
much more of a cultural critic now. We now all have this endless
immediate access to culture. It can’t grow and permeate, in the
same way that did then, into a larger consciousness.

— 1 fear there’s @ sort of insistence on consensus nose, shich s limiting
And this could bring us to the Sontag subject. To me there’s a first and
asecond read to your shose. Unless you recognize and can place the
criting, you're left 1o sit with it as is before doing your homezzork.

I think it’s recognizable to a ver
dous amount of s

‘here is not a
to point you to it.

small number.

— There

o much 1o say here because I also thinkk it relates to your
lationship to poetry.

Definitely.

— Youwant to g0 back and spend time with it. Once you present text
asavisual art like this, there is a different processing speed. Anyway, I
did g0 back and read her essay, wehich is incredible. It had been a schile
since I'd read it and I was again so struck by it. The thing that alays
sticks out to me is her examples of this sensibility. They're before my
time and swould take some work to appreciate. I think someone could
teach a class on these examples and by the end of that class, you would
perhaps understand...

.. A time and a place.

— Take Secans Lake. I'm thinking; I'm so far from that. I want to get
back t0 that place where I could be a person who could have a camp
relationship to Sewans Lake. But that ambition to try to appreciate a
sensiblity feels like something nosadays people don’t zant at all.

No. I think she is trying to locate and describe and theorize on a
subculture’s sensibility that is not meant to be described or spoken
of, but simply understood. To align yourself to someone else or a

sensibility that is somehow illegible to other people. I think that is
alotof the point of Camp. IUs an elitist proposition, as Sontag
says. You know, it’s like, “you don’t get it honey, and you never
will.” And that’s why I love it. Camp is gencrous, as she says, but
itis also, you know... bitchy,

— Aud also born of limitation? Doing something with what was
available. This was all you had on TV, this all you had 10 wear

And you weren’t allowed a voice in the world, as a gay man, for
that is basically who she is speaking of, so you had to develop this
language out of these discarded relics. They were communicating
in 4 new way that could then be understood by people like you.
But it doesn’t make sense. T can’t help but think that this
sensibility has to somehow be genetic, and not just psychological
and cultural. I mean, why do gay men of a certain age, at a certain
time respond to these certain actress performances, in a certain
way? People have theorized, and theorized and theorized on this,
but I think it is somehow ineffable. I'm also fascinated by her
(Sontag) as a semi-identified lesbian, trying to place it. It's stil the
definitive writing on the subject, whether it is tremendously
outdated or not.

— What year is it from?
1964. A year before I was born. I was conceived while she wrote it
She wwas my neighbor for a time.

— | Laughs.

You're s

ich a namedropper.

— / Laughs. | On a couple of occasions I was accidently delivered her
mail and had to return it to her. But I swas so intimidated. I couldn’t
figure out what to say and how I would say ir.

Of course! But don’t you think that was part of the practice too?
She developed that persona. It was a decision. One of the other
things T was thinking about in the show was the idea of the
“celebrity intellectual.”

— I love that phrase. Just trying to think who that would be nose.

It's more the Celebrity Apprentice now than the celebrity
intellectual. You know the one who will go unnamed. That’s
where our American culture is. I mean, can you imagine, Susan
Sontag, Gore Vidal, even Truman Capote as a celebrity now on a
mass scale?

— WEll, I think it’s about access again. At that time, there swere only
three television networks, and I believe it seas federally regudated; you
actually had to have a certain amount of nezes and cultural
programming. You could only have so many sitcoms and such. But
where swe are at not, you can just cat McDonald’s all day, like they
want you to. I don’t think back at that time | when | Middle America
wanted to watch Gore Vidal.

Tagree with you. I'd like to jump to your show now. I think it’s
interesting to think about when she is writing this and these
specific celebrity intellectuals are on television, and how the
subject of your show Concerning Vietnam is the exact same time
that we’ve been discussing. I'm very interested in your take on
popular culture at the time. Usually when the Vietnam War era is
presented to us now or even in the last 20 years, it is all through
the lens of protest and counter-culture. That is kind of the
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takeaway visual of the time, not the imagery that you are
presenting. You are working with imagery of the real power
players and dominant culture of the time, yet we are often directed
{o think that what was really relevant at that time was the Protest.

— SO much to say. Protest and its history are of course eritical. Those
people wers trying 10 stop a sear. My current project is more historical,
It concerns a cery upsetting time from the distance of fifty-some yea
It concerns the time of a generation just before mine. The history of
protest s ot the antage point I'ze addressed ye.

ceas thinking the other day, schat my creative precedents could be since
I don't seem 0 be pulling from the visual art sworld (maybe I never
hae.) In a tay it’s possible I'm doing something closer aligned with
New Journalism. A subjective perspectice to an intensive reporting of
Jacts. T'e alecays been a fan of that period and that blurry space in
literature that people like Joan Didion and Michael Herr occupied.
But there twas a real moment when after a significant time reading
about the tar —a couple years— I had to ask myself if I could
address it in my art. Part of me recognized on a deep level that 1 had
Jound my subject. Now that P've been making the work, I'm kind of
traumatized by the project that I put forzeard for myself, and I look
Jorseard to finishing it, but I knoe it will be a long, long time before I
can do that.

One of the things I find fascinating about this work is its
relationship to your earlier work. It contains your hand and
signature style and certain motifs, but the subject matter is one
that supposedly shouldn’t be used by this same artist. One could
characterize your earlier work with a world-weariness, dark
glamour and i ion. This work is not ici in those
things in the slightest. It’s alluding to a very different point of
view, but all through your point of view. And literal point of view
is something I did want to ask you about as well. For instance, Bell
AH-18 Cobra, Pilot’s Seat is from the pilot’s point of view, where
Oval Office is from, I guess, the Press Corps’s point of view and
hence documents are upside down and hard to read. Is this
something that I, as a viewer, am meant to highlight?

—Yes, that is a very big point. Not 10 go back to Boy George.
One should always go back to Boy George if one can.

— To go back to the beginning of my career, 1 had wanted 10 use text
and I had started to write and use that writing in my art, and people

assumed that exerything was autobiographical.

Really?

— And my instinct was 10 stop using text, and then I realized.

[interrupting] that is so lame.

— | Laughs. | Well, that was when I realized there was something to
take advantage of there. I could play this pronoun game and I think if
Twas to psychoanalyze this strategy it was born from someone
immersed in popular culture. That's why 1 bring up Boy George, for
whom “you, he, wwe, they” can be read on many levels. 1 developed this
language of a sort of ventriloguism. Basically, it was a ventriloquist’s
act that I was doing with all my prints. Except with this new body of
work I'm doing much more than the one-liners I used to. My wi is stll
there. Hopefully.

Regarding the perspective. There is a film term|strategy called ‘split
diopter’ that is used by Hitchcock a lot where onscrecn someone will be
very fore-grounded ~their head taking up half the screen, and someone

distant at the same time, say at a desk. I'm trying to do something
similar 10 sort of place the viescer inside my pieces i a similar way.

It took a second or third look at your show for this issuc of point
of view (o become clear to me, but when it did T was really aware
of how present it is in the work. And I thought; how could I have
missed this? But the work is so visually pleasurable, and there are
so many signifiers to play with that I went in for details before [
took on the larger whole picture. T don’t know if this has to do
with viewing the work online rather than being in front of it, as I
alize scale plays such a large factor.

— Yes. verything is slightly targer than ife as if to mimic, say, the
v that you zeould look at your oten hand. Its a very intimate
wiewpoint. I want 1o put the wicser in the perspectize of poscer,
executive poter 1o be specific. And I don’t think I really need to say
this, but the show is not really about Vietnam, but about America’s
relationship to war:

I think you do need say that, or why wouldn't you say that?

Laughs. | Well, one, I don’t want to give it azcay to those tcho don’t
knoww it, and 120, to ather people I feel like I don’t need to say it.

Oh, be generous. Give them some help.

Well, Ive alwoays enjoyed talking about the thing by not shosving you
the thing that you are talking about. I'm a big fan of Jean Renob
Rules of the Game or even say, Hal Ashby’s Shampoo because they are
both talking about a very frivolous society in the forcground while the
wworld is on fire in the background. I used o say I swas addressing sehy
e are our oo seorst enemics. I'ce translated that onto a larger and
less personal scale. The problem I hate currently is that my subject went
from being something buried in the past into a sort of hot topic

That was an accident on my part. For one, 1 didn’t realize Trump
would become President and that would become the horizon for all
conversations, and tzco, I did’t realize that Ken Burns was making
this 18-hour documentary, and that swas trauwmatizing for me. I
worked past both of those.

ince

I do that to myself too. The fucking zeitgeist. How dare they!

[Both laugh.] But I actually think it’s very powerful and we should

try and embrace it a bit. Marc (Swanson, Joe's partner) always says

this to me; * it means you're on the right track. ™ It doesn’t

Iy mean that people will think you stole the idea, or that
the idea s not

nece:
the other individual will grab the attention, or tha
special enough. It actually means that it is really relevant.

— Yeah, Pve always had such an uncomfortable relationship to the

mainstream.

Me too.
— And now that the boundaries are so blurry....

“That’s for sure.

1 think we both share a nostalgia for a discomfort that we used to

have.

Absolutely. Or for a location, or for a way to define things
relationally that is disappearing. 1 don’t know if you are, but Tam
ged, and it 5o weird to think about the things that ha

s well as the things that are still to come. Where am

middle
come b




in relation to this or that? It’s confusing.

Let’s talk about...

Let’s not talk about aging.
— Let’s tatk about the picce Or Grandmothers. I think this painting
speals 1o sehat you are talking about right nowe. To start, the painting
behind the text is incredible. That is the level of 95% of everything
that see at an art fair. The text on top of it demands many steps:
does the text come from, whose grandmothers are we talking
about, what does talking brilliantly mean. 1 dow’t think people would
rall about painting like this anymore. 10 gone back 1o this very
place. My enthusiasm for the art world has curdled so
much i the last ten years. [ wonder if it's returned to something, or if
something is lost,

conservats

I was very interested when you were talking about the pronoun
thing with Boy George. In thi are “theys” and “ours”
and “I's”. T had not even realized this until I was putting it all
together in an exhibition. When I had this realization, I was very
pleased. The quote is from Oscar Wilde's The Picture of Dorian
Gray. It comes from a dinner party in the novel and this is just a
throwaway. One out of a thousand quips. The character is actually
talking about ms

show there

— Uh. Oh

Which I loved, because along with so many other things, it is the
story of a painting, and of vanity. Wilde is obviously hyper-aware
of the double meaning here. The image that the text is placed on
top of is a Google image search result for Lipstick Traces. It is a
stock photo of “lipstick traces,” and I know you get that
referencel, which Ialso thought was just a funny way to Google
for makeup. I placed the text on top of the stock image in
Photoshop, and had it ink-jet printed on canvas. While I don’t
necessarily consider this a painting, I wanted it to have some sort
of physical relationship to a painting.

— Somuch to sa

So, if the subject of the shotw is a sensibility, then
the opposite of a sensibility would be a default. I do happen to see this
asa painting There is  tension betzseen this idea of a sensiblity, and
you are making specific choices, and then you are also just lifting your
hands. 1 see this in the choice of magenta, and some of the typeface
choices, and then Googling as well.

Yes, Lam very interested in this idea of the choice of certain fonts
being “neutral”, when they are tremendously loaded. Also, in the
idea of a Google Image search being chance or neutral and
objective, when it is in fact directed by your previous searches to
try and get you to buy something. I'm also interested in the idca
that one would pick the first image in an image search as the most
illustrative of the subject. This idea that we, as subjects, viewe
or consumers are making “choices” that suit our sensibility, which
we are, but these “choices” are also being directed by that
elephant in the corner, Capitalism. This is something I am trying
to illuminate. Look at me and my unique sensibility, but I too am
also trapped in this system. Does that make sense?

— Ohit does. 1t’s a very interesting thing 10 use as one’s aristic
palette. O one level a visitor 10 your shozo tcould somehoze perceive
this, but it sets up something zery strange. For instance, one time I had
adrik with Allen Ruppersbers, Someone had suggested that the 1o of
s collaborate, but he didn’t like my idea, and it did*t seork our.

When was this?

— Ol maybe 10 years ago or something. 1 proposed that we would
ke an art supplics store, and he said, “1 hate art supply stores.” [
said, “of course”. The idea was that a customer would come in and ash
Jor something, and we would then go in the back room and hand them
whatever we wanted. And when you walk around your show, you say
“ahis is a painting,” this is avideo,” “thisis | ..., I don’t know what
10 call this third thing, “this is a zwork on fabric?” They are just barely
passing. You couldn’t even be bothered 0 go to the art supplies store, you
would’t want to enter that space, if someone bought you paints and a
canvas, you would’t want 10 use them. There’s a tension there. There
i, 10 use your word again, a defiance of the current enthusiasm for the

return of the hand.

I am working with my own limitations. I am not a draftsperson.
I've never been enamored of my own gesture. And I've never been
patient enough to further develop that. I am very interested in the
idea of something we might call the digital hand. I draw like a
child in Photoshop. I cut things out in Photoshop, like a child with
a tremor. I do it wrong because I'm old and I've never been willing
to take a class to change this.
And this creates yet another sensibility where my work starts to
have a “hand” to it. You can look at it and say, “Joe made that.”
“There is not just a tone or subject matter sensibility, but there is
actually a “hand” to it.
“The forms and mediums that I'm working with are born out of
economics and where I live. The paintings and the fabric pieces
areall made on my computer and then sent away for using

and fa i They are not
produch in a fine art environment. These technologies and
companies are for people doing home sewing or getting a canvas
print of a family photo for above the couch. And I made the
videos in iMovie because that is what I can do, what is available to
me, and what is cost-effective. This level of production is also
interesting to me. I think it creates a finish that is unsettling. They
are neither rough, handmade or naive; nor are they truly state of
the art. And it’s also simply the best I can do.

— Listening to you now I think I have a different impression of it.
Initially, I thought that you had taken a tscenty-year break from art-
making, or that this show taok tzcenty years to make and there were
like, four shotws in one, as there were so many forms.

That’s kind of true too.

ot that you're describing it, 'm thinking, “oh yes, if you had a
photograph of your family on vacation and you swanted to make it into
an artzcork for your house, you twould go online, and oh, we could get it
printed in canvas or we could get a little frame that scrolls through
images of our vacation that we st on our nightstand.

You're realizing how cheap it really is. Tawdry, vulgar.

— Yeah. Which is a hard thing to do in a way.

ICsalso, if I dare say, weirdly elegant. And I'm interested in that

tension. I think you work with that tension too. You know; you

have a fucking vacuum-cleaner in your show: I mean, other artists

e used vacuums, but you use it very differently. I'm interested

t0 hear you talk about that. Also, why is The Quiet American
igon sculpture) the biggest thing in the room? Obviously, the

real work of the show is in your hand and your research, which

’t}
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Painting is so corrupted
and code for money now,
I’m not sure what to say.

live in the prints. But when you walk into the show and sce The
Quiet American, you’re like “Whoa, what’s that big thing?”

— P’te alceays been interested in a highyloso dynamic and Ice long felt
that the purpose of art, for me at least, is to serce as an irritant. I want
my work to visually attract, and camouflage darker content. It should
have a visual authority, or a familiarity or correctness to it that is then
countered by all these other things that I have done. In this particular
shotw, I spent a great deal of time, perhaps a year of doing little else,
making the works along the wall. I caleulated that I put in tens of
thousands of pages of research into them. So then it came to putting
them in the space, I'm altways very self- conscious about, and interested
in display. It fet like there wwas physically too much space around it. I
wanted to disrupt the gallery or change the architecture. And yet, hote
to.do that I swasn’t sure. 1 had this moment, which I'm still unsire
about, where I envisioned this Saigon sign. I think it had something to
do with a reversal. That if the prints are so information dense I could
counter this by taking a single word, and tan a single word into an
object, wery clearly illustrating that a zord is more than a word. It’sa
word that haunts language.

How I picked that scale i  lttle confiusing. At one point the fabricator
told me he could make it three times bigger than that *both laugh. and
ather people behind me were saying “let’s do it”, But no, no, it needs to
be particular human scale that it is so that you can walk around and sec
it. Soit’ like signage, but it’s also sculpure.

Itis. It also has this decidedly clunky cutout edge quality 1o it,
when obviously it could be smoothed out by a fabricator. Again,
for me it alludes to cither a manual or a digital hand cutting it out.
Snip, snip, snip.... these letters. What about that choice?

— I’ not an appropriation or a recreation of  sign that already
exists, but it refers to the many signs that did exist. A great deal of
Joreign money flooded into that city. In the 19605 a soldier heading into
the city from the airport would sce large billboards saying “Chase Bank
welcomes you to Saigon” and such. But my piece is very much my
hand.

Because that piece is so purposefully “THUD,” if you had not
have done that, it would be easier to move past. But then because
its the largest piece, I had to look at it and consider why you made
the decisions that you did, relating to the other work. I had to
consider how you made it, not just in content but of course
formally. I think it’s really interesting. You've always kind of done
You, unlike me, can draw and paint but you didn’t make big
paintings. I mean; that’s a decision you've always made.

4

— Yeah, there’s a long history to it. As 'm doing my visual research
Jor these things, there are many moments schen I'n like, “oh that's
perfect, 1 need this, P'm going to use this.” There’s the exact letterhead
that somebody had, and then there’s the choice, do I redrazy that? Do I
use a different font for that? Do I come wp sith my ozon font? These
types of decisions are sort of going on all day long. It’s amplified
vousee it used in one large sculpture like that. But it’s a kind of visual
language that Pve developed over time. 10s aleeays had a sort of
looking back lens, but it doesn’t hate a specific date 10 it.

en

Well, I'm going to just ask a hideous question. Have you ever had
anyone suggest that you make paintings so you could sell them for
more money?

— Yes. All the time. | Both laugh.
105 not that 1 don’t like painting But 1 feel part of your brain has to
Jall out of your ears 10 make paintings.

Painters are going to love that [both laugh.]
— Well, maybe I'm just jealous. But painting is so corrupted and code
Jor money nows, ' not sure what 10 say. And my relationship to paper
s problematic ones it’s born from a love and fetishizing of printed
matter. I've altcays liked the advertising more than the actual, in a
wway. I'm embarrassed by the cwhole project of being an artist. So, if 1
thine being a painter is sort of embarrassing for an adult, but being a
printmaker is really sad.
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[Laughs.] Could onc say t

— Tragic. Yeah. Laughs. There’s something about the way I make
things that corresponds to the tway I think. There’s something about the
pacing, the cadence. There’s something I haven’t figured out for myself
T will say this; the subject of the American swar in Vietnam allozeed me
t0let goof alot of restraints that 1 had put on myself wisuall
Because the subject seas so constoming, it almost distracted the gates that
Lusually have for art-making, so that I ended up making everything a

thousand colors and lundveds of screens.

You could probably paint it quicker.
Laghs. Yeah.  don’t think I could paint the way I would want
to. Printing is a zery different language. Sure you can print a painting.
But medims as the central subject are wninteresting to me. I have such
anillustrator’s way of making sense of things. I want the idea of the
thing 10 be the focus. 1 want the visual to assure that focus. If 1 could
figure out hotw 10 make what I seant to make in the form of painting, I
think I probably swould.

1 find this fascinating and I love this sort of defiance. I mean, you
could paint them in a way that people would like them, and sell
them, and they would be able to be more valuable, but you don’t
do that. And then you also don’t make multiples.

— Lalso thindk that in my art education, this hierarchy didn’t exist
wntil 1 became a part of the commercial art world, and I'll just go
ahead and say it, came to Neww York. I understood this, but it was too
late in a way. 1 got into graduate school as a painter, and I have
returned to painting, but.

Maybe that’s a good segue to talk about where you went to school
and then coming to New York.

— L think wwhat is most exciting about painting and what I resere for
ity is that you dow’t kot there you are going 1o end up. It’s more
related to mussic. I'm interested in a different sort of articulation.

You were saying this hierarchy of painting didn’t exist in your
undergraduate education in Los Angeles, and this became more a
part of your awareness when you came to New York.

— 1 think it’s a litle different because you swere going to graduate
school, but we share something here. I arrived in Los Angeles in 1989,
and the only thing I was interested in was music. 1 worked in record
stores and went and sazw bands five nights a week. Going to UCLA in
1992 0r 1993. 1 transferred in after dropping out of three other schools.
v first teachers weere Paul McCarthy and Joan Jonas, and 1 took an
art history class where we looked at a hotel as @ nuuseuom, and broke
dozon the lobby and the particular rooms.

That sounds pretty grad level to me.

— L don’t think the bowndaries were very clear betzeeen undergraduate
and graduate or faculty for that matier at that time ar UCLA. Or
being a professional artist wersus being a teacher, o that it was probably
the most rewarding, exciting art community I've ever been inzolzed

with. Leaving school, and just sort of returning 1o going to sce music.
1 kind of just went to graduate school 10 break fr
awa)

from a depression in

How much time was there between undergrad and grad?

— 1 think maybe 120 years. Lari Pittman proposed to me that I go to
school in New York and then return to Los Angeles. That was the plan.
Columbia University had just started up an art program. And I had a
hard time going o school there. It was more of a finishing school. It
wasn’t what UCLA was. I got a lot out of it in a sort of negative
experience. Learning what I wanted to do against what was available
10 me. But, this is the thing I think we share, this other world. I think
we share this sort of ambivalence about being an artist. Am I right?

Yes. And I think we really share a lot just in terms of time and
space. You know, I moved to Los Angeles in 1989 as well. I started
graduate school in 1993 at Art Center College of Design and I had
not gone to undergrad for art, but for film. You use many film
references, when you are talking about your art that many people
do not. [actually feel very comfortable with these terms and they
really do help me to understand. As well as the music thing,
obviously. But that is a whole other conversation. [Laughs

— I think we both also think that the art world is in an unfortunate
moment.

Absolutely. And everything you said about the Los Angeles art
community and art education, whereas mine was graduate school
and I think somewhat different. But while you had Paul McCarthy,
I'had Mike Kelley and Steven Prina. It was such a small
community and the market was really nonexistent everywhere, but
especially absent in Los Angeles. You went to an opening and
there were your classmates, and other art students from other
schools, and faculty, and the art students from a generation before,
and that was it. I went to grad school for art because when I moved
to Los Angeles, I met artists, in particular Larry Johnson, who
gave me permission to think that I was allowed to be an artist.
They empowered me with that permission, because I had had
some sort of weird preconceived notion or insecurity about what
an artist was supposed to be.

— Is it true that the first art you ever made was the art for your
graduate school application?

Itis true. The legend is true. [Laughs.] I try and talk to art
students about this not being a great way to do it. I was so ill-
prepared for graduate school. I showed up and I was all “this is
going to be so fun” and then... Oh my god. Al of these people
had already been to art school and many had been making art their
whole lives.

— Youwere at Art Center, and at least at that time, “fun” would not

be the way I would describe it.  Both laugh.

Lwill never forget. On my first day of school, one of the other new
students used the terms “ontological” and “cpistemological
break.” [Laughter.] This was before the days of whipping out
vour phone to look things up. T was like, “oh shit. What the fuck! T
have no idea.” You kinow, “what am I doing here? This isn't going
0 work.”

— But here’s another thing that’s los. 1 feel like, when 1 wanted 10,
before I ever understood anything in October magazine, I mean 1
bought the thing: 1 was beyond intimidated, then spent some time.
There was a willingness then that isw’t wote, maybe this isn’t true. The
speed of appreciation that is current is wery different from the notion of
Camp awe started with, that had a lot 10 do with negotiation, even'if it
was an informal occasion.



Yeah. I mean, Lalso love the idea of Ocrober magazine being
Camp. But that’s 2 whole other.... [Laughter. | Yeah, I think it has
to do with cycles of interest. It’s such a big thing to think about,
the ways that certain things and ideas cycle through in the art
world.

— L think it’s more than that. 1 think that art fairs and Google procide
instant aceess 1o ¢z

vthing. Part of my project is amnoing in that
manner. The information in it requires so maech more of the viewer, It's
trying 1o negotiate its ozen terms.

1 think we are both interested in that. Why would you bother
making something that was that easy to consume? Like what is the
point of that as an artist, other than to have it be consumed? I
know people have very different ideas about this, but I just think,
how is that rewarding as an artist? So you figure out how to make
this thing that someone will look at on their phone and like, and
never think of again. I guess that is a bit harsh. Laughter. ]

— Also, the strategy of wariation. I made this one and there are like
20 hundred of the same thing. Yot knoss, I thin five swould have been
good.

There are as many as there are collectors in the world. That is how
many they will make. OK, cynical, harsh, here we go. I mean
you’re not exploring the possibilities of repetition. You’re not
fucking Warhol. And he made the commodity aspect of it part of
the practice. I love people pretending that is not what they are
doing [Pause] I guess we should get back to us.

— Tzant 10 go back to your process of using the consumer-based
technologies. Knowing that made me like it more.

Really? Why?
— 1 had thought you were second-guessing yourself. I couldn’t ell. I
wasn’t sure. Was it, there’s so much that I want to do, so I'm going to do
Jour different projects in one, or if..

I do think that’s part of it too. I’s not just that I had not this large
of asolo show in twenty-one years. Two years ago I had a show at
Catherine Bastide Gallery in Brussels, which were four picces I
had made over the past few years that the gallery curated into a
group that became a small solo exhibition. It totally worked. It was
Three Chairs Three, which is a collaged photograph referencing
Kosuth’s chair picce. There was the painting Nevermind, a
painting of Nevermind the Bollocks with the color and text
removed. There’s the photo of my mother after Mapplethorpe’s
Man in a Polyester Suit. And the video Stylc is Everything, which
again is Sontag’s text, They are all black, white and grey. So
there’s a photograph that I took. There is a collage of other
people’s photographs printed on paper. There is a painting on
canvas that I didn’t paint, based on something from popular
culture, and there’s a video. In certain ways, that is my practic.
P'm not trying to be, nor am I capable of being a painter, or a
master photographer or a video artist. You know, I really don’t
know how to do any of them. The majority of my art training at
Art Center College of Design, T was already having people make
things, as [ was so insecure and behind the curve. I had friends and
other students help me. And then T was a creative director in the
music industry for many years, where [ was overseeing people
“making” things. So this show and the things I've made in the last
few years, feels to me like the first time that I am actually making

art, and not just being a creative director. But that creative director
process s still such a part of my project and I can’t unlearn that.

— Right. So these last tzwo shotes you've done don’t become a solution,
but more ther

own information.

And 1 look at Concerning Vietnam, and I sec aline through from
your older work, in both the prints and the sculptures, but
developed into something very different. And you have made
embroidery on canvas, silkscreen, prints that you paint on,
seulptures, a book, films. T don’t think we get to that way of
working in the same way. But I don’t look at your work and
wonder, why doesn’t he make just one thing?

— Yeah. I wish I made one thing, but i’ too late nose. Ive learned the
hard way. I don’t want to suggest that I haven’t tried that. Something

Happers. 1 hass an bl slf-desruc. Leery time L make soncthing
that I think people swant, they dow’t want it. Later on it’s
they would’t want it. They don’t want it. Every time I just make
what ] want 10 see, then it’s more interesting

clear

Marc and I always talk about that. Marc will tell me that I often
say, "I just made something and it’s so stupid” and he’ll say, “Well,
those are always the best things.”

— / Laughs. | Yeah.
And Mare will say about something he made, “there’s not enough
here. It was too easy.” Then years later he’ll realize that he fucked
it up, and it was done when it was too casy. I think that finding
that space between self-doubt and criticality and confidence in
your own, dare I say, sensibility, I think that is a real common
struggle for people that are good artists.

es. It
alway artaste of
hote somebody else might sce it. And then you're getting all this
information back. I always feel like I seish that you could build a howse,
e init, then tear the swhole thing dosen and then rebuald it. 1 feel the
same way with an exhibition. I wish you could make it, put it up, have
people sec it, then ok, tear it all doton and the do it again and correct
cverything. [ mean, it scouldn’t be rescarding to do that, but there is
something very difficult about presenting artscorks publicl

— Yeah. And we'll never be able to see it outside of oursele
traumatic for me 10 have an exhibition because it’s like

Yeah, but I think that is why people want to see art. They want to
somehow feel that, uh oh, now P'm going to sound really touchy-
feely! Feeling that flaw, that humanity, that imperfection, that

that is what real is about. T mean,
that is why your work isn’t advertising.
On that note, it was great o talk to you s

s al

— You too.

1. Lipstick: Traces is a 1962 song that has been covered by many
musicians from Ringo Starr to Alex Chilton and the title of a book
by Greil Marcus subtitled “a secret history of the 20th century,
published in 1989, More recently the reference has been used
the title for a Manic Street Preachers compilation [Ed. Note.]
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