2024 RESIDENT FACULTY LECTURE, June 24, 2024

Rodrigo Valenzuela Great! Thank you, everybody, for being on time. I just want to
start with the bio, the thing that you can, you know, find on websites and stuff like that, and
then I will break it down for you. [laughter] Okay?

Working with the archives, performance, video, drawing, and sculpture, Dean
investigates the recursive loops between the circulation of ideas and material rep, a
material reproduction of global capitalism. Operate across media, and with a variety of
collaborators and participants, we try to find fault lines within dissimilar closed circuits.

Dean received her MFA from California Institute of the Arts, and is an alumni of the
Whitney Independent Study Program. She recently worked on a new commission for
Mercer Union in Toronto, 2024, Performa 21 New York, 2021, An Amazon (Proxy) and a
solo show at the Tate London, 2022, and other, other solo, other solo shows include Times
Square Arts, New York, 2023, Long Low Line, Bazar at the ICA San Diego in 2023, True Red
Ruins at the Museum of Contemporary Art Detroit, 2018.

She participated in the Whitney Biennial in New York, 2022, and other group in,
other group exhibitions include This is Land at the Contemporary in Austin, 2023, Freedom
of Movement, Stedelijk Museum in Amsterdam, Netherlands, and The Centre Cannot Hold,
Lafayette Anticipation, Paris. Paris. Made in L.A., in 2020, in 14, 2014, at the Hammer
Museum, and Danielle works are held in public collection, like, Arts Council collection,
London, UK, Whitney Museum of Art, the Stedelijk Museum, Amsterdam, and the Hammer
Museum, to name a few.

So this is the thing that you mostly know. What, I know, and it’s, breaking it down is
a weird way to say it, but, you know, she graduate at the same time that I graduate. We, I, [
interview for the Whitney Program when she got in and I didn’t, so I stay in Seattle, hanging
out, like a loser. And then, and [laughing] then we both, like, but then we got into the Core
Program together, so, we move out at the same time, and it was very nice to have a good
cohort. And |, and again, this is very important to me, to make sure, because, like, I think at
the time [ met Danielle, she have just, like, she have not getting a commission from the
Frieze, and I thought she was the most famous person I had met. Because she didn’t get
something that was really fancy. [laughter] You know? [laughs] And, but we like,
complained - so, you know, so, eventually, you have these friendships where you're like,
you see the goodness, and you see the failures, and you, like, understand how they feel, and
then so, sometimes you don’t really have to tell how something feels. And then she got the
Creative Capitol - [PHRASE UNCLEAR] that they are not here.

And then, we, I got, at the same time, this award also from Seattle, [ was getting
ready for my first solo show, so we both kinda got this, like, two months into Houston,
being super broke, and really happy that, to have this tiny stipend from the Core, we both
get these big awards and recognition that kind of helped us to like really get focused, but
also, it's gonna happen to you guys, maybe already have happened, that you're like, you
just don’t know what to do with money. You know? You don’t know how to start to spend



it, you don’t know how to, like, now you have to make that idea, and then we have the time,
and we have the attention, and we have to also run the seminars that we have to do in, at
the Core, and, kinda like play real artist, it was very - | mean, it was very important, in my
career, to, have like, a partnership in that self-discovery.

And the same happened, [ just came back from seeing one of my best friends in New
York that is having a hard time, and he’s somebody I was roommates in Skowhegan. Right?
So, these friendships just, they stay for a long time, and you learn a lot, right? Danielle is
really picky, and it's something, we have like a [laughter], we have like, you have like, well,
you know, I'm saying it because like I, I am not picky at all, and I always feel [laughter] just
lucky that I get invited. And I have to sometimes hear, like, it, it, she has this sense of self-
worth that is beyond my understanding, right? She really knows what she deserve, and I
don’t have it all the time in me, so I, [ look up to her, to like feel that is like, oh, maybe it's
right, you should get more money. Or like, oh, maybe we should get more time, or we
should get more space, and I love, because, yeah, my first impulse is like, I'm just lucky to be
here, thank you. Right? And so what, looking at your friends that you kinda start from a
similar position, and [PHRASE UNCLEAR] that something that you speak this, when you
come from similar social, economical backgrounds, you, you understand something about
them that doesn’t need to be said. And I think that’s gonna happen with you guys. Right?
You already are identifying each other, hanging out, like, you speak this, you know, without
saying a lot of words.

But, for example, [ watched the final of the World Cup with Danielle’s mom, at the
bar, at 6 AM. You know? Like, she didn’t show up, because she like to sleep, but like
[laughter] her mom will watch the soccer match with me. You know?

Like, and, and eventually, after we finished the Core Program, we moved to LA, and
she got ajob, I got a job, and then she got a residency and I didn’t, and I stay around, but
[laughs] then [, then it was kinda like, figure out how to support each other. [ remember
when she was teaching at, at Cranbrook, [ went one time to cover her classes, to teach,
because she was, like, double dipping in these places, and try, but it’s just so hard to have a
career and money and time, that is just, you never got those three, and you have to trust
your friends that they’re gonna step up. Right?

So, again, this is just to say that there’s a lot of things that sounds really fancy, but
every single time, I remember there was a doubt, and a question, and kind of like a fear, and
you have to be there for your friends. And it’s very nice to see them struggling through it,
and also it’s very nice to see them succeed. So, congratulations, Danielle. [applause,
cheering]

Danielle Dean Okay. Well, thank you, Rodrigo. Yeah, take your tea. Do you think I
need this mic for the videos, or?

Audience member We can turn it down.

Dean Okay. Let me get comfortable. Sorry. Okay.



[screen goes on behind her] Do you think it's okay like this? Okay. [video plays
00:07:34 - 00:08:28]

[switches slide] I'm in my room in Hemel Hempstead, England, age eight, laying on
my Coca-Cola bedsheets. My mum agreed to allow me to decorate my room with Coca-Cola
wallpaper, Coca-Cola border, Coca-Cola curtains, and a custom made Coca-Cola trashcan. I
thought it was fantastic, even though I absolutely hate to drink Coca-Cola.

[switches slide] Laundry is the only thing that should be separated by color.
[video plays 00:09:01 - 00:10:31]

[video plays 00:10:32 - 00:11:11] So this is me and my mum in 2011, and we’re
both smoking a Virginia Slim cigarette. What happens if you can’t disentangle what is real
or not? What gets passed through family or media? Does our subjectivities get affected, or
even constructed, in relation to capitalism? Our behavior, language, or relationships get
interpolated by things like advertising. I can assure you we don’t smoke anymore.

[video plays 00:11:12 - 00:11:38] So this is a soap opera that I love, still love, I grew
up watching it, called East Enders, and it, like I grew up watching it in the UK. Serialized
soap operas begun as a form of advertising, they were actually created by soap camp,
companies in the early twentieth century to market cleaning products to a fem, feminine
audience. They were a lot about teaching people how to become consumers, and how to
integrate products into your emotional lives in relation to normative gender roles.
Language was often in direct reference to a product as a metaphor for emotion.

[switches slide] So, an early work that [ made, it was called No Lye, from 2011, and it
was the first work that I made where I used a performance to re-enact and re-interpret
archives of advertising. And I was thinking about the material history of advertising. So this
piece uses copy from magazines, such as Ebony, Essence, and Vanity Fair, and Vogue, that all
have a particular target audience, based on race, and the archive that [ was looking at |
think was like starting from, started from 1946, and went to the present of 19, 2011. Which
is also already in the past. [laughs]

So, No Lye, which is spelt L-Y-E, was a slogan from a hair relaxing advert I found in
the archive, and I think the idea was that it, no lye, meaning that it doesn’t have a type of
harmful bleach that was used in, in such products, and [ was interested in it being this kind
of slippage between, like, no harmful prod, chemicals, but also apparently no lies in the
advert, so it was like this pun that I thought was interesting.

[switches slide] So, five women, including myself, performed a, this kind of
assemblage script that I put together using the copy, and we performed it in my bathroom,
well, actually, Tyla’s bathroom in LA. We followed a Brechtian method, which created an
intentional gap between the words that were said and this like soap opera-inspired
performance that was inspired by East Enders.



And words, language and sound were literally floating inside of the bathroom, and I
was thinking about things like what Stuart Hall calls floating signifiers, for, for Stuart Hall,
race is a signifier that is relational, not biological, but something embedded in language.
And so therefore not essential, and not fixed. [ thought if I could rearrange the advertising
copy, and play with its delivery, then perhaps new meanings could arise.

[switches slide] So the, the script used this, these sources that you can see on this
image, so it was advertising copy mixed with speech, political speech about immigration at
the time. And [ wanted to subvert the notion of individually beautifying oneself in the
bathroom, and the narrative implies, so, instead of being on your own, in the bathroom,
you're there with a group of women, making a bomb. And the bomb that was implied was
also using, like, chemicals - well, we didn’t literally use chemicals that could be used to
make a bomb, but I found out that the chemicals in these products could, could actually
make a bomb.

[video plays 00:15:32 - 00:15:56]

[switches slide] So, these, these works that I made at this time, I made a bunch of
them, and they were all about ten minutes long, and they all used this assemblage script
method, creating scripts from adverts, sometimes combining them with other political
speeches, and often thinking about the re, something to do with where the copy came from
that might have informed the narrative or the context in which the, the performance
happened, the video was shot.

[video plays 00:16:29 - 00:17:11]

[video plays 00:17:13 - 00:18:13] So, also, as part of this, like, method of assembling
the script from these sources, I also thought about images in relation to that, so sometimes
there was like a collage of images that occurred in the videos. This piece is called
Hexafluorosillic, and this an installation shot, and I'll tell you more about that work if you're
interested, in the Q&A, but I'm gonna keep going.

[switches slide] So, I then kept this assemblage method going for a bit longer, and
for a while I got obsessed with Nike, and I made several works about Nike’s advertising.
And most of this work was also using this assemblage method, and I'm gonna show you
clips of the, of three works that [ made in this Nike craze, [ don’t know, | was, why [ was
obsessed with Nike, but for a while, that was what happened. [videos play 00:19:11 -
00:22:28] Okay.

So, the first clip that you saw was called Trainers, and that was used, using Nike
commercials from 1988 to 2014, and combined with an archive of speeches about civil
rights. And a sidenote, if you don’t know, trainers is the name for, the British name for
sneakers. So in the video, which includes my sister, who'’s sitting in the middle, Ashstress,
and we, basically, it’s not clear what’s happening in a way, like, whether they’re, the
performers are training to become neoliberal consumers, or revolutionaries, and the work



was kind of thinking about layers of appropriation, and how Nike appropriate from
political rhetoric, and how I then did that on top, like, basically was appropriating from
Nike, and rendering these things even more abstract.

[switches slide] So I looked, for, with this video, | looked at camera angles in these
adverts that often are using rhetorics of competition and individualism. [switches slide]
And also adverts like this, which is a ‘90s Nike commercial by Spike Lee called The Urban
Jungle Gym. And, you know, where colors and patterns are relating or referencing
multiculturalism, so another form of cooption, or appropriation. [switches slide] And then
also thinking about Russian constructivism.

[switches slide] So A Portrait of True Red, that piece was the only time I directly
referenced Nike, with the tick, in a way, although you sort of see it at the beginning of the
animation, and this one was about true red, the vampire sneakers, or vamps, from 2003,
and [ wanted to basically create this fiction where the character merges with the Nike
sneakers, and thinking about, like, the relationship, again, to political rhetoric and the
appropriation that’s happening in Nike adverts, so re, retelling those stories, within this
video.

[switches slide] And then the last piece was called True Red, which was like a, a cell,
a hand-drawn cell animation that I did, which took forever, and the cast - sorry, this is a
castle - it starts out with the Nike sneaker and morphs into multiple different things, like a
castle, or factory workers, and loads of different things that one could say is a part of these
consumer products.

[switches slide] Okay, so basically I am gonna stop talking about that assemblage
work, because I ended up feeling a little bit like I wanted to move my work on, because it
sort of felt like it wasn't, it wasn’t doing as much as I wanted it to, so I started to work with
different ways of thinking about archives, and still, sometimes, looking at archives of
advertising, but this time, scripts were less scripted, and more in relation to prompts, and
trying to find ways to connect with the people who [ was working with.

So, also, I just got influenced by the red castle in the previous animation, which led
me to a different castle, called Elmina Castle. So, Elmina Castle was built in 1482 off the
coast of Ghana, and was a, at the time, it was built by the Portuguese, and was sort of like a
way of protecting the trading that was happening with the gold, so like a military building
to store and protect the gold that was being mined in Ghana. And then it went through a lot
of different colonial powers, and literally became one of the largest slave prisons of its time,
and helped expand the transatlantic slave trade. And also, [ found out, through the research
that I was doing is that this castle actually was prefabricated in Portugal, and was like an
early flat pack system, so it was brought in pieces from Portugal on a ship to Ghana, which I
thought was crazy. [laughs]

[switches slide] During my research, [ was imagining what it would have been like
to have the castle imposed in your community, and in the archival research I found that the



people of Elmina actually stormed the castle as it was being built, because they, the
Portuguese built it on an ancient burial ground.

[switches slide] So I thought about the castle as a form of media that creates a type
of cultural technique. So, for example, the castle was a typical medieval castle, so it would
have had towers on each of the corners - you know, [switches slide] like this is what a
medieval castle looks like, [switches slide] you know what those look like. And these
towers would have been used to watch the sea, but they would have ended up also
watching the inhabitants of Elmina. Or, you know, been like, there would have been a sense
that they would have been watching you. And so, | was thinking about the panopticon
effect, and, like, for Foucault, this constant sense of being watched actually has a
psychological effect on the, on one, or people. And then I was thinking, you know, this
history of surveillance is also racial, and this book is really amazing, | recommend it, by
Simone Browne, called Dark Matters. And in it, she talks about the connection of the history
of surveillance to the history of slavery, and how, how those things can be charted back.

[switches slide] And, so, but more than just a singular site of control, the castle
became a model for many other castles to be built a, along the coast, and so, for Friedrich
Kittler, who is a, a German media theorist, all media are systems of storage, processing, and
transmissions of information. A bit like a cell phone. So, I don’t know, my brain put castle,
cell phone. So I was like connecting the two, and because the castle could store not only
goods, but also people, but also was a technology, or a cultural technique, to produce not
only more castles, but also subjects that were suitable for the castles’ logic, or its colonial
logic. So creating types of subjectivity that suit this sort of system.

[switches slide] So, the piece, the piece is called True Red Ruin (Elmina Castle). 1
name things badly, but we can talk about that at the end. Me and my sister and her friends
performed parts of the historical accounts that I found out about Elmina. We imagined the
castle being built in the middle of my sister’s housing estate, where she lived at the time, in
Third Ward, in Houston, Texas. (00:30:05) We thought about what the castle was, like a
prison and a warehouse, and how these things relate to the present, and through
workshops, we thought about ways in which power is embodied, and how the technology
of a building or a cell phone can become technologies of self-surveillance, and
commodification.

And in the video, I play the colonialist, although I don’t speak Portuguese, so I'm -
although British did own Elmina at one point, so, that’s, my accent’s suited there. And, I,
and also maybe the manager, and I'm there to ask my sister and her community to get this
castle built there.

[switches slide] The castle that you saw in this is a video [switches slide] still, so it
looks a bit like it’s digitally put there, but it actually did [switches slide] get placed in the, in,
in Houston, and it was used, it was made using, like, standee, or you call it cardboard cutout
technology, and I was interested in that connection to, to the castle being prefabricated, like
how cardboard cutouts get shipped around the globe.



[switches slide] Behind me is a reinterpretation - [switches slide] so it basically
started out as watercolors, or this was actually watercolor and ink drawings from archival
maps of Elmina, and I took the castle out, and left the sea, or the land, and also the homes,
and turned those [switches slide] into backdrops, selfie backdrops that could be rolled up
and shipped, sent to my sister so that she could perform part of the video, and shoot some
of it on her cell phone without, until I got there, and then we shot more.

[switches slide] This is the installation view of the piece when it’s finished, so it's a
two-channel video, and you can see some of the elements of the props and things that were
used in the video become this, like, window display. A side note, | used to work in
advertising, and I [laughing] designed window displays, so that’s probably why it looks like
that.

[switches slide] The script - I'm gonna show a clip in a second, but the script is
much more open-ended than the way | was working before. Because I sort of used a more
telecommunication prompt script, like, so there’s like certain things that we needed to hit
to get the story, but the way things were said and what was discussed was really open-
ended. [video plays 00:32:43 - 00:35:21]

[switches slide] Okay. So, another archive I previously entered was a shopping
center that was in the center of Paris, called BHV, Bazar de 'Hotel de Ville - I'm sorry, for
those who speak French. It was first built in 1870, and was like a significant institution in
Paris at the height of the empire. [switches slide] So I,  went into their shopping catalogue
archive, which started in 1890, and [ was interested in these pages being like a pre-
Amazon, the online retailer. The archive is about a history of how objects and consumers,
goods are presented to us through photography, painting, and images. And I was interested
in how it, you could, you could argue that it contributes to a French identity and a type of
nationalism. And then, also, thinking about things like what Lazzarato calls immaterial
labor, the work of desiring and consuming.

[switches slide] So, BHV was located in the center of Paris, and only certain people
went there. And [ ended up working with some women who lived in the suburbs of Paris,
and they, you know, some of them said they’d never set foot into BHV. These women were
mostly second generation immigrants from France’s old colonies, such as Guadeloupe,
Algeria, and Martinique. [switches slide] So we worked together in workshops that were
both looking at the pages in the, of the archive, but also just like talking about our personal
experiences of being second and third generation from Africa and the colonies.

[switches slide] The video takes these discussions and ideas and develops a piece
that is kinda like part fiction, part documentary, where the women journey through the
pages of the archive. [switches slide] Which then unfolds onto the streets of Paris.

[switches slide] This is an example of one of the pages from the archive, a ‘60s
advert of, well, not advert, but page, showing a, an assemblage of white appliances.
[switches slide] And then so through digital images, imagery, the, this became a scene in
the journey that women inhabited. [videos plays briefly] Oops, I'm sorry. [video plays



00:37:54 - 00:39:30] [switches slide] So that, that was Emily, int hat last scene, dancing
crump next to a giant Nespresso machine, which is something that Emily was talking about,
how a lot of people have these machines, coffee makers, in Paris, and how she wanted to do
something like crump dance that she felt was expressing a kind of different way of being, or
a different movement, in front of something that's quite homogenizing. (00:40:03)

So this is a series of watercolor works that I made from the archive, and the series is
called I Am Hiding In Here, and the date of the page of the archives. This is from 1921. And it
has Ingrid, who'’s one of the women in the, the video, hiding behind the cupboard. Which
you kinda, kinda can see.

[switches slide] And then this piece became a four-channel video where I used the
cardboard cutout technique again, and [switches slide] also using some of the
representations of landscape that [ found in the archive, and this became this [switches
slide] sort of installation view, configuration of the video, that was shown at 47 Canal in
New York. And San Diego.

[switches slide] Okay, so my next obsession became Ford advertising, which started
when [ lived in Detroit. And this is an example of a Ford ad from 1924. I was interested in
the representations of landscape in the archive, mainly because I already started to look at
representation in the previous projects. Sorry, landscape in the previous projects, so |
kinda probably got drawn to it because of that. The car is often positioned in front, and
using tech, a technique of perspective, the human is always in the center of the landscape.
[clears throat] And I was thinking about this as a, how this becomes like a material history
of representa - representing the natural world. [switches slide] So this advert [switches
slide] is split here [switches slide] into two panels, two parts. And I'll explain why in a
second, but I started to think about these adverts in relation to the assembly line, and how
the, the, there’s like this relationship to the image, and the production of the American
imaginary. And Walt Disney was obsessed with Ford, and Fordist tailorist [?], or Fordism
[laughs] that just like used, basically, you know, dividing up the tasks in this alienated
system along an assembly line. [clears throat]

So I basically connected Disney and Ford, and wanted to make a animation of these
landscapes, and I basically made a digital version of a technique called the multiplane
camera, where I split the adverts up into these layers. [switches slide] And the camera, the
multiplane camera was this large apparatus that was actually made from car parts, that
split the landscape into sections that you can see here in this diagram, along, on glass, but I
used a digital version of, of this. The production of image, images that, so, in effect, the
representation of landscape becomes an efficient assembly line, which ignores the complex
ecologies of physical and social connections in nature. And I was thinking about this as like
a way of relating to how, you know, what, what kind of effect does this type of
representation have onto our consciousness, and the reasons why we’re cool with
extracting from land.

[switches slide] So, the animation rolls through multiple different landscapes, and
kind of becomes like an assembly line. It's multiple different landscapes depicted in car ads,



and this is an installation view of this piece that’s about twenty minutes long that was at
the Whitney Biennial in 2022. [switches slide] And it was also shown in Times Square, on
the billboards, with that project that they’re doing in Times Square. [video plays 00:44:17 -
00:45:21]

So, [, whilst [ was looking at this work, I also stumbled across Fordlandia, in the
Dearborn archives, and I don’t know if you know what Fordlandia is, but just to simplify, it
was a work camp that Henry Ford set up in the ‘30s in Brazil to yield rubber for the
production of tires, and it was like his dream project to civilize the Indigenous workers,
who would live, eat, work, and sleep in Fordlandia. But, actually, it was a complete failure,
because they would plant all of the rubber trees close together, and all of the bugs jumped
from tree to tree, and they died, and they didn’t ever yield any rubber, so it was a, it was a
complete disaster.

[switches slide] So the archive was full of bureaucratic - this archive about
Fordlandia was really interesting, cause it was direct documents from the organization of
the work camp, and was very bureaucratic. And it was always from the point of view of the
managers, and so [ was interested in, well, where was the voice of, of the workers. And this
example shows, like, when the workers rioted Fordlandia, the only thing that described it
was like the list of damages. There was no asking from the voices of, of who did that.

[switches slide] So I wondered how I could think through this archive in the present.
So I thought about post-Fordism, and how the assembly line has exploded across the globe
in various ways, and rubber was a, the big commodity at the time, and now big data is a
thing, so I looked at Amazon Mechanical Turk, which also some of you might know, but it’s
basically a company that Amazon owns where you, people around the globe are connected
to it, and they’re having their data extracted, basically. It’s like human, access to humans for
data on big, on a global scale. [switches slide] And basically it’s, it’s online click work
questionnaires, image identification, and all of this data is often used for Al.

[switches slide] So this is Mohammed Wajid’s bed, who works for Amazon
Mechanical Turk, from, in India, and this is a quote from him. ‘I work at home during the
day, I work in the living room, and during the evening and nights [ work laying on my bed. |
just put my laptop beside me and sleep, and wake up during nights just to check if there’s
any work available. As of now, I don’t mind sleeping on the same bed with a laptop beside
me. For me, money is money, and it is very important, rather than total comfort.’

[switches slide] So, the work was developed in workshops with Amazon Mechanical
Turk workers, during COVID. [switches slide] This is AMT, Amazon Mechanical Turk,
worker Amy, and she shot her, the footage of herself, you, basically all the footage of the
Amazon Mechanical Turk workers was shot by themselves, because we sent camera kits,
which had, like, lighting and sound and different things, and through the workshops,
everyone learned how to use these, this, this technology. And the video is a re-enactment of
events that occurred in Fordlandia, with, as if it was kind of happening now, in relation to
the Amazon Mechanical Turk workers, so the, the kind of, like, contradiction of it being out
in the Amazon, but actually everyone was in their homes. And then, props were sent, like,



backdrops and digital props were sent to computers, and it’s a mix of historical fiction and
the, the lives of the Amazon Mechanical Turk workers.

[switches slide] A lot of random things happened in Fordlandia, one being that
Henry Ford insisted everyone eat tinned peaches, instead of the abundance of amazing
things that were available in Brazil, and also Indigenous workers were forced to learn
square dancing. [switches slide] And there’s like, also, connections, because the workers
had to use their company scrip, so basically pay for all of their living board with the money
that they got from the job, which went back to Henry Ford, back to the company, and
Amazon does stuff like that too, they pay people sometimes in Amazon vouchers, instead of
actual wages.

[switches slide] So this is an install of this work at the Tate Britain, and there’s, it
was basically a large anamorphic projection of a kind of fictional Amazon, [laughs] like a
forest that I essentially painted during COVID of millions of plants. And then each, there’s
like, it, it's kinda like each worker is having their own screen, although it does jump around,
and it's meant to be [switches slide] sort of situated in this fictional forest. [switches slide]
And then these are plants that are growing from data servers, [switches slide] you can see
them a bit better here in the light. (00:50:00) So they’re rubber casted servers with painted
plants growing out of them. [switches slide] [switches slide] And I'm gonna show you a
couple of short clips of the five-channel installation. [videos play 00:50:15 - 00:54:01]

Okay. So, I'm not gonna talk about this, cause we’ll be here forever, but I just wanted
to mention I also did a different version of this project, with Ruth, our Ruth [laughs], at
Amant, for Performa 2021.

[switches slide] So, [clears throat] I also made a series of large watercolors, which
are four by seven feet, bring together the worlds of AMT and Ford, Fordlandia. They’'re
basically a collage of Ford car ads without the cars in it, and each one has a place of an AMT,
ta - oh my god! An Amazon Mechanical Turk worker’s place where they work, so often
either beds, or desks. And I was thinking about the, the contradiction between the
American Dream that’s sold in these adverts, and the reality of working from home, from
your bed, or a small desk in your living room.

[switches slide] This one is including an archive photo of Fordlandia where the
forest was burned, so the clearing of the forest before they planted the rubber trees.
[switches slide] This one has a dragon. [switches slide] And some horses, and you can see
the bed of the AMT worker’s place to work. [switches slide]

[switches slide] And then this is a thirty-five feet long version of this series, where it
goes night to, to dark. Night to dark? Night to day, sorry. And | wanted to also amp up the
emptiness of, like, there’s no humans there, in this one, and it has like a, I mean, you can’t
really see it, but there’s like [switches slide] a roving horse, that in the original advert was
obviously someone’s horse, but without the presence of people it’s like these, the, these
tamed animals becoming wild, and like, maybe markers that humans are, have, you know,
done themselves in.
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[switches slide] Okay, I know you’re tired, so it’s the last project. We’re almost to the
end. Okay, so the last project is like, I'm going back to the clip that [ showed at the, the
beginning. So, this piece is called Hemel, and it’s my most recent work, and it’s a short film
that was shot on 16mm, and it's about twenty-nine minutes long, so | promise you I'm not
gonna make you watch it all.

The work is about the town that I grew up in, in, in England, called Hemel
Hempstead, which is, Hemel is short for Hemel Hempstead. [switches slide] It takes a film
called Quatermass 2, which I think in the, in America, was called Known, Known As Enemy -
sorry, no - oh my god, I can’t speak! En, known as Enemy From Space, that was the
renaming of it, but in England it was called Quatermass 2. And it's a 1957 sci-fi B movie that
was actually shot in Hemel Hempstead. In Quatermass 2, the, it's basically about the arrival
of a non-human entity that possesses the minds of the residents and the factory workers
who, and so the factory workers end up cultivating this entity, which comes in the form of a
goo, in a factory, and then this, it becomes a monster and it explodes and threatens to
destroy the world. [switches slide] The alien entity arrives from outer space in meteorites
that fall from the sky, and throughout the film that I shot, it changes state from black goo to
gas to, from the rock, and, yeah.

[switches slide] Hemel was, Hemel, or Hemel Hempstead, was a community
developed under the New Towns Act in 1946 in the UK. And it was a kind of utopian vision
for people moving out of London after World War II, and it was, I think, | mean, it’s hard to
imagine, but in London after the blitz, like the bombing in London, a lot of people didn’t live
in homes with toilets and things, so this vision of these suburban towns was like pretty
amazing for people, to then, and they could pick their homes from catalogues and stuff, and
my, actually my grandma and my, my grandma’s brother, they all picked their home from a
catalogue. [clears throat]

The film, the Quatermass film is, it’s basically an archive of the time of this
development of Hemel, and it documents the transitions of building these rows of similar
houses that you can see - these are video stills from the original. And actually I live, my
mom’s flat, that was built later on, maybe, I think in the, in the ‘50s or ‘60s was like on the
top of that hill, so, [clears throat] yeah, and so you could see these changes of development
of the town, but also I thought about it in the level of fiction is that it was also about the
attitudes of white people, cause the town was obviously built for white people, and like the
attitudes of white people, like, in this town, and how they were embedded in this sci-fi, and
like the fear of being taken over, or being destroyed by the other, and, because there’s this
continual, like, sense, even like now, particularly post-Brexit, of like, oh, people coming to
this place is like the reason why things are looking shit, and all, like - yeah. (01:00:03)

[switches slide] So, in the film, I play Quatermass, the movie’s detective, or
protagonist, but I also play myself. I go back to Hemel, to investigate the blurring of fiction
and reality, and my own relationship to the town. [switches slide] The film also explores
the relationship to work. So as I said, it, it was built close to what we call the industrial
state, which is essentially factories, and, actually, the, the, in 2005, there was this massive
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oil depo explosion, so it was the biggest explosion in Europe since World War II, and it was,
happened on a Sunday, so people didn’t die, but it was pretty catastro - ugh, pretty
unbelievable, I can’t say that word now, after talking for so long - and it caused a lot of
damage. Even now, it’s causing damage, cause it really polluted the town. So the explosions
happened in the industrial state, and then, because it happened, it, probably polluted the,
that area, and Amazon came in [laughing] and got cheap rent, and built a factory on top of
where the explosion happened. And Amazon is like, was at the, for a while, the biggest
employer in Hemel, and, so throughout the film, I do talk to people who work at Amazon, as
like a contemporary form of work, and it’s basically implied that in Amazon, that’s where
the black goo is being cultivated. But we never say Amazon, we always say the corporation
in the film, and we use the Quatermass logo, which is actually famous, you probably don’t
know it, but people do recognize this logo, so that gets used throughout, instead of, so no
one ever knows it's Amazon, but the reality is is that is what people are talking about.

[switches slide] And also, the, the work, there’s different people in the town that the
work is in conversation with, so one of them is Stan, who left Nigeria to live in Hemel,
because his wife got a job in an elderly home place, and he actually is a filmmaker, and runs
his own hotel in Nigeria, but in Hemel, the only job he could get was at Amazon. [video
plays 01:02:31 - 01:03:41]

[switches slide] And, so then, also in the film, there’s a scene - I mean, I can’t show
you everything, I'm just showing snippets, but basically there’s a scene in a community
center, and the community center features heavily in the original film, and it also was a part
of the design of the town, to have a community center, and I thought it was important to
bring it in, because it’s a place, a site of creating community, right? But it also could be a
place that makes one feel excluded. And, you know, this feeling of, like, entering into a
space and not being super welcome, so, in the film that’s kinda like the way that it’s, it’s
being explored. [video plays 01:04:27 - 01:04:45] And this is just a quick clip from the
original of the community center. And those posters - yeah, anyway.

Okay, and then this is the fresh clip. [video plays 01:04:46 - 01:05:52]

[switches slide] And then, that [switches slide] oh, it's gone now, sorry [switches
slide] that is, Harvey also, who's singing in the band, he is a, a, a character in the film, and
he used to, he, well, he still works for Amazon also, and he, he was amazing, and was like
really like politically active against Amazon, and didn’t mind to express his views about the
company. Because a lot of people didn’t want to participate in the film, which is
understandable, because there’s like, all the posters in the film that are like keeps, keep,
keep your mouth shut, and all this stuff, is from the original film, about don’t talk about the
factory, but actually that’s what Amazon does now, which I thought was crazy. So |
reproduced those posters, and he was saying, yeah, like, there’s posters, you know, with
Amazon logo, logos in the warehouse saying don’t ever talk about what goes on here, and,
but he was amazing, was super up for talking about it. And because no one ever says
Amazon, they say the corporation, then he, he felt safe to do that.
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So this is an install shot of the piece at Mercer Union in Toronto. Basically, the, the,
you enter into the community center, but it’s all [switches slide] in black and white, like, so
grayscales, and like there’s black liquid in the glasses, and the, and I, and I actually, there’s
no image of it, but I, I sometimes just like to work for the heck of it, and I painted Hula
Hoops, which is British crisps, chips, black and white, all these British crisps that I got from
Santa Monica British store, [laughs] and painted them black and white, which is a detail
that you saw if you went in, [switches slide] into the install.

Okay! So, I'm gonna show one last short clip of the piece, and then we’re done.
[video plays 01:07:52 - 01:11:41] Okay, that’s it, thank you. [applause, cheering]

Audience member Thank you so much for that, Danielle. It’s cool to see this
lecture, because I've known you since you’ve made all of these pieces, and, but [ haven’t
seen this last piece, and [ am quite emotional right now, because it’s very different. And
knowing you personally, as a friend, it, it's emotional, but [ think it stands out in a way that
in all of the work, you put yourself into the videos and into the narratives as a kind of
fictional explorer.

Dean Mmhmm.

Audience member That’s metaphorically autobiographical.

Dean Mmhmm.

Audience member But in the last piece you do it literally, and I'm just wondering,
it’s a quite simple question, cause | haven’t seen it: what was the shift in you to bring your
mother - cause you work with your sister, but even when you work with your sister, you
have a sister relationship, but then you put her in the videos as a kind of fictional character.
Dean Mmhmm.

Audience member Or like another version of herself. Almost like a cartoon -

Dean Mmhmm!

Audience member Of, of that relationship. And then in this last piece, it's quite
literal, real conversation layered on top of the, the more metaphorical -

Dean Mmhmm, mmhmm.

Audience member So what’s what was that shift for you?

Dean [ think that], I, [ was, I think that I'm just continually developing, like, and trying to
find something real. And I've always been trying to do that, but it’s like not like, oh, the real

is just simple, if that makes sense. Like, the, [ didn’t want to make a straight-up
documentary, I've never really wanted to do that, because I always felt - actually, it’s
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interesting, cause I made a more documentary piece, that went, just before [ came to
Skowhegan, and Cauleen Smith was the faculty here, and, and she was really critical of it. In
a good way, she was, so, guys, you feeling like we’re being critical - it happens. Bigtime.
Like, she was super critical of it, and I really appreciate that, cause I was like, oh, yeah, like,
documentary can be violent, to like put just a camera on someone, and expect them to
perform. So [ always wanted to find a strategy to allow something to occur. And so this
work, I think, the, I'd just been pushing that strategy - I can’t say that word. [ don’t know
what I'm trying to say. It's just happened, and I'm happy that it did, but it is pretty hard to
watch that, this piece, and is kind of complicated, cause maybe I have put my mum in a
complicated position, so, yeah, I don’t know, it’s, it’s, it’s just, yeah - I feel like good work is
not easy, right? So --

Audience member [off mic] Well, something that happened, or something that
happens in this video is that, | mean, in the previous work, you use advertising [gets back
on mic] as a way to figure out identity, right, and -

Dean Yeah, yeah.

Audience member -- how these kind of outside sources influence, whether it’s our
job, our, you know, our nation state, whatever kind of history we inherit -

Dean Mmhmm.

Audience member -- through advertising, or through political speeches and
movement and labor.

Dean Yeah.

Audience member But then in this last piece, you really, literally use the, your
biological family as a way of -

Dean Yeah.

Audience member -- thinking about identity production, and I think that that’s,
that’s kinda the shift, and it’s really powerful.

Dean Thank you.

Audience member Thank you so much for sharing your work. I, when I was
watching it, [ was kind of, kinda reflecting how there’s a mediation and a creation of a third
space, to a certain extent, and kind of like a, a kind of objection or, of space and time, which
is really cool and interesting, kind of seeing the archival process as well as the, the personal
process, and like the, the intention of creating a dialogue between, like, all the like social,
political things. So how do you, how do you mediate kind of creating that liminal space and
navigating the personal from the political, and from the fantastical? The, it was pretty cool.
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Dean Thank you, [laughs] sorry, cause I, [ don’t know. I don’t know. [laughter] I was like,
it's a good question, but [, 'm not sure I totally understand. Sorry. But, mmm. Half of my
brain’s like, answer with something else. [laughs] Do you, what do you think? [laughter]

Audience member [ mean, [ mean, the way [ was, | was reflecting on seeing it, it
reminded me of assemblage -

Dean Mmhmm.

Audience member -- and just like a, a discourse of kind of an intellectual
assemblage, and a, and a personal assemblage, so -

Dean Yeah.

Audience member -- it was really elegant, and it was cool, that’s why [ was, like
kinda thinking about it.

Dean Yeah, I love that word assemblage, and, yeah, because |, I think about that, and also
collage, and like, how, how in a way, we, our identities are assemblages, or the things that
we, we connect, are pretty abstract, and become something pretty naturalized, or, or maybe
whole, but they come to us in these different ways, right, and so, yeah, I think, I think
collage and assemblage is a really interesting way of describing it. [laughing] Thank you.

Audience member Um, hello? Hi, Danielle. Thanks so much, that was really
generous, and awesome to see again. I have a question, if you could, I'm thinking about the
quality of the actors, and the acting, and at times it felt like there was some subtle humor,
or even awkwardness, or, and an unease, also, and I'm wondering if you could talk more
about that -

Dean Yeah.

Audience member -- and how that kinda like comes in.

Dean Yeah, so you're talking about my bad acting? [laughter]

Audience member Not, not bad acting. [Dean laughs again] Of yourself, of your
sister, of the people that you also kind of like included, especially in the assemblage script -

Dean Yeah.

Audience member -- there’s an awkwardness, which is kind of like funny - or I
found it funny.

Dean Yeah, I like that. [, most of the time, they’re non-actors, so that does make it a bit

more awkward. Sometimes, my really good friend Nereiya [?], she’s a really good actress,
and she’s in a lot of the work. And she, at the beginning of making work, kind of gave me
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some strategies of how to perform. I don’t know if I listened [laughing] very well, but, yeah,
that, I, it's been, I've been doing it for so long that I kind of maybe lost the reason why I did
it in the first place, but I'm interested in, again, this connection to the real, so, if the, there is
this recording of us dealing with the material, like sometimes it’s like there’s - it's not live,
and it’s not a live performance, but there’s like a, a situation that happens on the set that is
about dealing with what is being said. (01:20:26) So, and, and there’s like a realness to that.

So, for example, the last clip, that happened on set, with the camera crew, and my
mum literally, you know, there was like this literal thing, where, like, we didn’t know that
was gonna be said, because [ didn’t know that she didn’t know that it was kinda difficult for
me to live in Hemel, and she thought it was rosy. So, sometimes in the performance, the, is,
something that starts out as a performance might break down. And, and something real
might happen, and that’s what I'm interesting in finding. It doesn’t always happen.

So things like the piece with, that’s about the Nike sneakers, that wasn’t very, that
was very performative, cause actually Selma, who was the person that performed it, she
was a amateur actress, she was, she wanted to be an actress, and so I think that work didn’t
really have that. And so [ was disappointed with that. yeah.

But like, True Red Ruin, with me and my sister, it is very overly performed, but I
kinda like that because of the relationship to performing on, with, in relation to cameras,
like how we perform on Instagram, and cell phones and stuff, so, the overacting of that
suited that piece, [ think. Yeah, so [ don’t know if that answers your question.

Audience member Thank you for that talk, that was really, that was really
amazing. [ really loved your reference to the Constructivists, [ thought that was really,
really incredible, actually. Especially thinking in, like, the, these sort of zones of time and
space, and these types of things.

[ also wanted to remark about the silhouettes of the figures are impeccable. You
know, in your films, it’s like you really are able to keep that, the humanness, even within
these structures.

But I think for me like a, what was really almost like kinda the most interesting thing
for me is just your iterative process. It’s like you're always sort of like, you're like self-
teaching yourself as you're going through these, these processes. So I was really kinda
wondering, like, you know, your conceptual process versus, you know, and I think we
addressed this a little already, working with people, and it’s like you're really able to fly on
those, in those different working practices, it’s really kind of an amazing thing.

Dean Thank you.

Audience member Hi, Danielle -

Dean Hi.
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Audience member -- thank you so much. I was wondering if you could speak more
about your relationship to genre, like, when you spoke about growing up watching East
Enders, like, that came through so beautifully, in that piece, and then it seems like in the
most recent work, you know, there’s this amazing, like, sci-fi reference, and I'm just curious,
like, what the rules of genre and filmic genre kind of allow, and how you’re engaging with it
in different projects, and even, you know, how you're trying to subvert it.

Dean Yeah, that's great. I'm sorry, I'm stumped thinking about it because I, I think it’s
definitely there, but I don’t think I always think genre first. More - cause I saw the, [ mean,
it is sci-fi, but I saw the sci-fi as like this archival document that I, I think that’s what I saw
first, because I could see the town that I grew up in in it. Although, and that’s so personal,
like, no one else has a relationship to that, but I saw that first.

But then the genre of sci-fi is very interesting to me, and it has been throughout - a
lot of the work, I realized that some works, I was referencing sci-fi even though I didn’t
really know I was. Like Hexafluorosillic, that’s like a sci-fi, and, | mean I only showed a super
quick clip of that, but it’s like, it’s shot in Houston, and it has this sci-fi narrative to it.

Yeah, I like, I like to think of genre, but [ want to sometimes break it, too, so it
doesn’t stay within that. But I think it’s like a narrative device that people recognize, and
that I am effected by, and I unconsciously end up working with it, I think. Yeah.

Here we go. [laughter]

Audience member [PHRASE UNCLEAR]

Audience member Oh, sorry, here.

Dean Oh, sorry, there’s a question before you.

Audience member [ - oh, I'm just gonna ask. It’s a really simple question. I wonder
if you could speak a little about the choice to do the last project, the most recent work, in

film. The one before that, with the multiple screens, and the square dancing -

Dean Oh, the Amazon, the choice to do that one.

Audience member No, no, no -
Dean No -
Audience member -- the last one. Could you talk a little bit about your relationship

to, like, film as material?
Dean Could, sorry, could you say that again? [ can’t hear you.

Audience member Sorry. Can you hear me now? Is this better?
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Dean Film as material, like -
Audience member Film as material, like -

Dean Mmhmm.

Audience member -- the last film is fully shot on -

Dean Yeah!

Audience member -- film, I'd love to hear you talk a little more about that.
Dean Yeah -

Audience member [t seems very deliberate.

Dean Thank you so much for that question. So it’s the first time I've ever shot on 16mm,
and it was amazing, | was, oh my god, what a, what a pleasure, or privilege that it was that I
got to do that, because I've always shot digital, because it was the only thing I could afford
to do. And it did make sense to shoot digital, because I was obviously looking at
advertisements, and all of them were digital, but this time, [ was looking at an old film, this
Quatermass film, and it was shot 16mm, so that was the first impetus to shoot film. And
then, what [ didn’t realize is that it was this incredible learning curve, and this idea of like
what is happening on the set, the, the thing, the actual event of the set is much more, how
do you say, close, much more captured with this film, because we couldn’t shoot over and
over again. Like, | mean, I can’t tell you the mess it was to shoot the scene with the people
holding up the meteorites in what we call the dip, so it’s this field close to where I grew up,
and we call it the dip. And it was nuts, because we had to rehearse it over and over again,
and then just shoot it a couple of times, well, once or twice, because we didn’t have enough
footage. And, and it just, [ don’t know, I just really loved the process, it was, [ would love to
do it again, it was amazing.

Audience member Thanks.
Audience member Hey, Danielle.
Dean Oh, hi, did I go, like, were you gonna start playing me off?

Audience member You were like six minutes over. But [laughter] let’s keep count!
[ just wanted to kinda tie the last two questions, that were offered together; first off, thank
you, this was so generous, in so many different ways. But I'm also very curious about how
the role of adventure, as in, like, adventure novels, or the art form as correspondence,
there’s like a little bit of like Island of the Lost Souls, a little Robinson Caruso, a little bit of
The Tempest, and sort of taking this lens as like a post-capitalist or terminal capitalist sort
of post-colonial literature of empire sort of bend to the work, and sort of how you remix
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advertisement almost as, like, wonder. Or as, like, the, the false flag narrative of, like, oh,
there’s this kind of going on here. So could you speak just very briefly about that?

And maybe almost too about, like, the notion of variety, and the, in the work.

Dean Wow. That was beautiful, thank you. Well, in, yeah, I don’t know. [laughter] Oh my
god. [laughter] Well, I'm really glad you said that, because in the Amazon project, with Ford,
like, the, the watercolors, | was really thinking about adventure narratives, and, and like
this journey through the lands to get work. [laughs] I don’t know. And so, again, [ think I'm
constantly blurring this fiction with, like, the reality of like, actually having to go very far for
work, or the opposite, of actually maybe journeying far online, but being on your own at
home, and not actually ever really being able to travel the world, or not being able to
connect so easily with other people. (01:30:01) Like, even though, you know, one can
connect to other Amazon Mechanical Turk workers through some activist sites online, it
really is about keeping you separate, and on your own.

And so, yeah, [ don’t know, not many, I sometimes feel like not many people see
those things in the work, so thank you for saying that. Yeah, but what was the second
question? I, the variety?

Audience member Yeah, like the notion of variety, like variety show, and then
also, too, like, advertisements at the, as strategic parts of soap operas, as like variety,
there’s also like variety television, I don’t know if like Carol Burnett was streaming in the
UK, or things of that nature, Dean Martin and what’s his face, Sammy Davison, and some
other folks. [PHRASE UNCLEAR] was also there too. [laughs]

But yeah, just thinking about how you remix and piece and reference and sort of
almost re-pitch advertisement as variety, as like, as a sense of like microdosing wonder for
the consumer.

Dean Mmhmm.

Audience member And that incentivizes them, again, to buy into the dream, the
narrative -

Dean Mmhmm.

Audience member -- etcetera.

Dean [laughing] Oh. Oh, I don’t know. [laughter] [ mean -
Audience member We could skip!

Dean [laughs] I, I don’t know exactly what the question is, but the, yeah, [laughter] you,
[laughs] it's -
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Audience member [ think I can summarize that question, because it was, my
question was in that vein, and I'm glad I have to save time for the - I think it’s, you
mentioned a couple of times this idea of real -

Dean Mmhmm.

Audience member -- when mostly talking about kind of the fakeness of the
performance, and the real of intentions, right?

Dean Yeah.

Audience member And [, you know, you've been influenced by a soap opera, in
your area, or probably the only sci-fi movie shot around your neighborhood, right? It’s
almost create a mythology for the neighborhood -

Dean To the what, sorry?

Audience member [t create a mythology for the neighborhood, right -

Dean Oh, oh, oh.

Audience member -- you grew up thinking, you know what, this town, that B
movie was shot, right? And it become part of the identity, right?

Dean Yeah.

Audience member In the same way, so I wonder, how do you enter this reality,
right, from the part, you know what [ mean, like, either through the live experience, or |
mean, capitalism does it too, right, we, we have a job that allows to live the life that we
want to live, but we only can live it with the limitations that the job allows us to have.

Dean Yeah.

Audience member Right, so in the same way that the, so how many narratives,
right? In LA, where we live, everything is possible, because a million movies been shot.

Dean Yeah, yeah.

Audience member But in your town, only a TV show and one B movie, right?
Dean Actually, loads of things are shot in Hemel.

Audience member Oh, loads?

Dean Yeah, it's like -
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Audience member Well, then you have a whole career ahead of you!
Dean Cause there’s a, there’s Pinewood Studios really close, so -

Audience member Oh.

Dean -- you're wrong.

Audience member Okay, I'm wrong! [laughter] I, yeah, sorry for the ignorance, I
understand that - so, which would you, as a [WORD UNCLEAR] artist come from, right, from
the door of the, the real reality, like, from the, kinda like, yeah, what kind of, what is the
door for you? Entering through the pop consciousness of making, living a life, or making
art, or through the, like, reality crashing? Capitalism crashing science, or crashing fiction.
You know what I'm saying?

Dean The entanglement of both. I mean, that’s where I come from, because, so, how do I,
how do I think about that? Like, [, yeah, when I say I'm interested in the real, I don’t mean,
oh, I, it’s just hard to find the right words, but I'm interested in the, the reality of a film, and
how it has a, an effect on us, but maybe even more than that, it’s like, it's material that is
present with us as other things are, and formulates real consequences. Like, not just film,
but,  mean, I'm interested in advertisement, not just advertising, but media in general, but
also, like, a castle. A castle, you wouldn'’t think is a digital media, it’s a building, it's
architecture, but that has an influence on, that had a major, that bloody castle had an
unbelievable influence on the world, it literally was a massive part of the expansion of the
slave trade. So, and, and it, and it, it, its reason, part of it was to do with the architecture of
the building, not only, but there’s, there’s things that happen because of the materials that
surround us. So, does that make sense?

Like I, I showed a clip of Stuart Hall at the beginning, not to say that that’s actually
the, the way I see things now, but [ thought it was interesting to think about that because at
the beginning I started to think about how language lays itself over objects, and defines it.
But now I'm starting to really more think about them being really meshed up and entangled
together. Like they, they’re stuck in.

Audience member [ think that my question is a good segue from Rodrigo’s. You
talked about - well, now I'm thinking, maybe it was Stuart Hall, but I think you yourself
talked about the empty signifier.

Dean Mmhmm!

Audience member And I think you may have answered my question by talking
about them being meshed together, but I think that you maybe brought it up in terms of the

soap opera teaching people how to use consumer products to -

Dean Yeah.
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Audience member -- like, embody their gender roles. And, and all of these sites,
and, you know, refigurations and representations in some ways, like, are a kind of
inhabiting of what might be, what could be an empty signifier that you reimbue with, with
like a different kind of significance.

Dean Yeah.

Audience member And [, and I was kind of wondering, like, well is there some
quality that makes something particularly empty of significance that is necessary for, like,
corporate propaganda or advertising in the first place?

Dean Absolutely, yeah.

Audience member Or, or is,  mean, is anything empty of significance, I think you
kind of answered that, it's already mushed together, so probably not, but like, or are certain
things just also necessary to reimbue with significance in order to reclaim them?

Dean Mmhmm, mmhmm. Wow, that’s really amazing. [laughs] Well, well, so, when, when |
was younger, | worked in advertising for two years, and it really, I think it was like seminal
for me, because I used to see adverts and things like that as, as like, truth. [laughs] [ don’t
know, [ was like, I mean, the fact that I said that I, for example, decorated my room with
Coca-Cola, bedroom - I don’t know why, like maybe I could talk to my therapist about why |
did that [laughter] but I think I did it because it seemed to me like it really knew what it
was. It was like, ah, this is red and gray, and it’s like, strong identity, and I was so confused
about who [ was.

And so I think, [ don’t know, I think it might have been the reason for like, doing that,
[ was like, oh, these signifiers are really clear, but  am a mess, and I [laughing] have no idea
why I'm in Hemel Hempstead, in my little room. I don’t know if that’s answering the
question, but I, I think that corporations definitely want to fill the, and make sure that, that
they fill it with their brand, so that you think of color, like red, that red, you think of Coca-
Cola, and you only think of that brand. Even though they don’t own that red, right? But, I
mean, maybe they do actually, maybe they [laughing] copyrighted it. But anyway, even if
they’ve copyrighted it, let’s be honest, they shouldn’t actually own the meaning of that
color. We need to be able to do, think about it ourselves, in whatever way.

[ don’t know if I'm answering your question, but I think it’s both filled, and then we
can maybe un-fill it, or things change in history, and, yeah.

Audience member So maybe my, my question, maybe, is connected to that, or is -
yeah, cause I'm thinking about, now, 'm thinking about the archive as your starting point,

and while [ was listening to you - of course you're oozing too [laughs] -

Dean [laughing] Yes! (01:39:53)
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Audience member -- while [ was listening to you, I was thinking to myself, is the
archive that place of safety? It’s that place, that position of being able to sort of look at these
painful things analytically in order to get to this place of self or personal in it. You know?
And maybe that’s why we kind of always go to that - you know what I'm saying? That safe
place. For me, it’s like the place of, like, allegorical -

Dean Mmhmm.

Audience member -- storyteller, whatever it might be. Right? But for you, it’s the
archive.

Do you think that’s why - and I'm looking at, 'm so curious about this latest work,
like, I'm, like, I, I thought it was too short, I wish you could show us more of it. [Dean
laughs] Because, you know, that’s what I'm thinking, is, is it now that getting to the
personal, cause the ooze is more about that personal, right?

Dean Mmhmm.

Audience member That, would you think that, do you think from now on you're
still gonna be starting from that archive place of the, sort of the analytical? Or need to?

Dean Yeah, |, probably. [laughs] I hear what you're saying, but I probably will go back to
the archive, because it, yeah, it’s a, it’s a place to look at concrete things, like, something
that, again, like a material history, something that exists, and then I can do something with
it that might not have the same logic as what it is in those places of power. But can I acc, can
[ look at these - cause I'm interested in how history effects the present, like a lot of people
are. But the way I access history is through materials, like, things that exist in archives, and
- but I'm honestly more of a, [ abuse the archive, I suppose, cause I'm always looking for
images [laughs] so I'm like looking through it, and I like to see images, 'm not like,  don’t
know, I don’t know if 'm answering your question, but yes, I'm sorry, I'm probably still
gonna look at archives. [laughs]

Audience member Oh - no, no, go.

Audience member Thanks, Danielle, that was a great talk. [ have a question about
the last piece, and in relation to these kind of portals of revisitation. And particularly the
way that happens through the camera work, and I'm curious, you, as a sort of like a, how
did you think, or how did you direct that camera? Because something made me think about
how, for instance, Stanley Kubrick uses the latest [WORD UNCLEAR] technology, basically
designed for NASA and stuff, to film under candlelight. So there is a particular, I feel like
here there is some kind of proximity in the camera to the main kind of witness -

Dean Mmhmm.

Audience member -- that - can you speak more about that, you know -
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Dean Yeah.
Audience member -- about your direction in relation to the camera.

Dean Yeah, so it's a combination of me storyboarding, I actually do a lot of storyboarding
for every work that I do, that will inform what kind of frame or shot that [ want to see. And,
and, and the, the portal idea you're talking about is really interesting, because throughout,
it's me looking at portals like, in [WORD UNCLEAR], so slides, looking through a slide
viewer into a slide, or looking through the binoculars to see the factory that actually was
just a watercolor [laughs] put in digitally into the space. Like, layering, or like, the, I wanted
to blur the archive with what we shot, if that makes sense, so whatever, like, the film being
the archive, but also the slides of Hemel, the, the catalogues, all of the documentation that |
found about this town being developed, |, [ was interested to blur those things, so that’s
why it’s also sometimes in color, which is maybe a little bit confusing, but, there’s some
parts shot in color. And there’s shot, stuff shot on Bolex cameras, because the original
promotional material of Hemel was shot on a Bolex camera. And so a lot of it was
developed before, through storyboards, and images of the archive and stuff, but [ worked
with a cinematographer who, his name’s Alberto, and he’s an Argentinian cinematographer
who lives in Portugal, and he, he, we just worked so well together, and, and he really got it,
based on all of the meetings we had, all the storyboard stuff, and, and [, and I had to
sometimes trust him. Because if I'm in it, you know, I can’t control the camera - [ mean, I
couldn’t shoot it anyway, cause I have no idea how to use a 16, 16mm [laughing] camera,
but I could always, you know, frame it if I'm not in it. But when I'm in it, he would also take
some creative decisions, and, and I think that you see, also, in, particularly in the part - we
already decided that |, like, talk, when some conversations were happening, that we
wouldn’t put cameras in people’s faces, and that it would be like, hands, or like, with the
last shot, like, you see my hands, and you see gestures of different parts, instead of putting
the camera in someone’s face. We didn’t really want to do that. We al, so we made decisions
before, but he did really sometimes take that further, as well.

Audience member Hey. [laughing] Thank you. | wanted to piggyback off of what
Nicole was sort of referencing in terms of the archive, and | was wondering if you could
speak a little to, for the strategies for navigating, like, using an archive from potentially like
a place you'’re not from, like, or we’re not from -

Dean Yes.

Audience member -- and then using bodies and people from, maybe, like, a place
that we’re not necessarily familiar with.

Dean Yes.
Audience member Yeah, and what the ethics are, and the fine line, and using those
stories. It struck me, like, watching your videos, I think you had a, you had a very personal

connection to most of the places you were shooting, except for the one, and maybe I'm
wrong, in, in Paris, at the, the BHV.
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Dean Yeah.

Audience member And [ was just curious, like, yeah, how you navigate, and the
strategy you use to, you know, use a very also loaded colonial history - the banlieues in
Paris -

Dean Yeah, oh my god.

Audience member -- and like, but how, yeah, how do you ethically navigate that, I
guess?

Dean Yeah, and -
Audience member And make work about that?
Dean --1don’teven speak French.

Audience member And, right, and then use those actors, [Dean laughs] right, and
as a French - yeah --

Dean Yeah.

Audience member -- I interpreted that video -
Dean Yeah.

Audience member -- my own lens of --

Dean [ mean, sometimes, I don’t know, [ mean, maybe sometimes it doesn’t work. I mean,
I'm not saying, I think there’s some things that work with that project, but I definitely was
not from there. And the women that I worked with were, but, yeah, I, [ saw the archive
through my lens, but then also was seeing, trying to open that up with the women who I
was working with, and I, you know, [ am an outsider from them, but, at the same time, we
did work together for a long time, so we got close. Not to say that that gets over that
situation.

I'm always in the work cause I find that, some, like I want a try and to sometimes
acknowledge my position somehow, and in that piece, you don’t see it, but [laughing] I'm
hiding in the, in the work, like I literally hide behind the washing machines, like a creep,
and I think that might be - like literally, that’s how it is in the video, and I kinda think that
might be reflective of, like, how maybe I am, like, creeping in that archive from, from an
outside point of view. Although [ would argue that that archive really is beyond just France,
too, because of the fact that it was all these, like, representations of, of goods that we can all
kind of have an understanding of. But, yeah.
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[ think that that’s an ongoing thing, and it’s like [, I, [ feel like that’s why I want to
work with people, but then at the same time, I'm like, yeah, sometimes it’s like, like, I won't,
[ wasn’t an Amazon Mechanical Turk worker. Although I tried it out, that doesn’t make me
actually the same as who I was working with. But in that piece I played the entrepreneur,
which is basically like a requester, so some, cause anyone can, like, become a requester on
the site, and it’s a lot of academics, like [ found out that a bunch of people from UCSD use
that site for their research. Which is insane, but, anyway, so I kind of was trying to
acknowledge my position within it somehow, by being, playing the, the, someone who
would put a HIT out. Cause they’re called HITs, which is fucked up. Human Intelligence
Task. Yeah, anyway. (01:50:00)

Audience member [PHRASE UNCLEAR] [Dean laughs] You know, I'm gonna do it,
I'm gonna do it. I'm sorry, [ know you’re very tired, tired probably, and that was really
generous, and thanks, but I guess my question is, do you have to make the watercolors
yourself, and if so, why?

Dean No, I don’t make them all myself. I have studio assistants.
Audience member Cool.

Dean Yeah, cause they're --

Audience member -- so like it's about the object, then?

Dean [ started making them all myself. So the early ones, I did everything, and I
developed, I mean, [ don’t,  wouldn’t call it a technique, but [laughs] I, I developed my way
of, my interest in watercolor was to do with the illustrations of things I found in advertising
that were painted in watercolor, or gouache. So I developed it from that. Although it started
earlier, cause I started drawing from the archive materials for True Red Ruin in ink and
watercolor, but, and it was mas, mostly practical, cause I was like, oh, I need those things
for props, but if [ scan them, they’re not high enough res, so [ redrew them so that I could
then scan them and make them bigger, and also take out the castle, so it’s like a, an
analogue version of Photoshop.

And then it got more and more, I got more interested, and then I started to do
watercolors of the catalogues, and it just got, it grew and grew, and now I can’t do it all on
my own. Otherwise [ wouldn’t be here today. [laughs]

Audience member No no no, yeah, no no no, yeah, it wasn’t like a question about,
about the value of, of that, but like wondering what they are as work, and what they are as
objects in the world, like, what happens to your attention, and then -

Dean Yeah.

Audience member -- versus the sort of like, | mean, especially if you're interested
in, like, the sort of like Brechtian schism of like what can ha, what can happen of the real
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inside of a performance, and like wondering if the making of those had anything analogous
or not, but I think it’s super interesting in relation to the rest of the work.

Dean Mmhmm. Mmhmm.
Audience member Thanks.

END OF RECORDING
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