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RECORDING BEGINS WITH INTRODUCTION IN PROGRESS

ALISON SAAR: ...feel likewise... I’ll start out with the facts, choosing just a few of her rather
impressive solo exhibits—The Walker Art Center in Minneapolis, The Henry Art Center in
Seattle, The Louver Gallery in New York City, Hirshhorn Museum of Sculpture and Garden—
some of these pieces were in collaboration with...Kathy? ... Kathryn Clark—Capp Street in San
Francisco, Mocha in Los Angeles... She was also included in the Spoleto Festival in South
Carolina, and the Sao Paolo Biennale in Brazil. Her awards also include Louis Comfort Tiffany
Awards, (unintelligible) awards in Visual Arts, the John Simon Guggenheim Memorial
Foundation Award (laughter)(laughter)—hey! I’'m getting good at it, huh? And the Bessie
Award, which is for performance arts—theater and performance art in New York City. I kind
of... played around with what I wanted to say today, because... | remember my initial response
coming to see her work, and walking into an installation—well, actually it wasn’t the first time.
The first work I saw was at the Whitney Philip Morris—an installation. And then again the show
at Amocha [sic], which was a couple of pieces all in separate rooms... and... it was very difficult
for me to verbalize the sensations in walking inside of these installations, and kind of being
consumed in a certain sense. You’re overwhelmed... just—initially you’re overwhelmed
walking in... by the smells and the sounds and... just a general feeling... evoking feelings of

sorrow and solitude, passion and wonderment. And then after that, once you kind of acclimate to



that, you start looking, and... you’re... almost appalled (laughs) at how much effort and labor
went into the pieces, in terms of looking at the floors that are covered with small lead type that
had been laid; or, such as a piece in Capp Street, which were pennies that were laid in honey
painstakingly. And part of the work, as I shall—Oh, no! Too late. (laughter)—as she’ll
describe, really talks about task, and menial task, and labor, and community involved in those
things. Is that enough, or shall I go ahead and?—I was going to read something (end of sentence
fades in speaker’s laughter) And—from a review written by Margo Shermeta (spelling), “Each of
Ann Hamilton’s installations overwhelms the sensory opulence. Certain sights, sounds and
smells re-occur—the rush of water, autopsy or examining tables, cloying or odor of beeswax.
Yet nothing is predictable. Her inventory of the organic, from the smell of sheep dung to the
sound of crickets, is astounding. Hamilton looks upon her work as being embarrassingly literal,
but these bizarre tableaux are often mysterious to the uninitiated viewer. She believes that art
cannot be separated from the body, divorced intellect from the senses is so barren as to be

useless.” ...further ado, here’s Ann.

(applause)

You can wear it... That’s a pin you like (unintelligible 31) You just can’t walk too far

Speaker: All right. Is this too loud? Okay. If you can’t hear me, or I fade off, just holler.
Thank you, Allison. (spelling) The worst thing is to give an introduction for someone that’s
sitting right in front of you. (laughs)(laughter) Thanks for being here tonight. I was actually
getting quite nervous walking up the hill, and then I thought about all of the hundreds of talks
that have taken place in the room, and all of the words that these walls have absorbed... and it
was somewhat of a comfort. (laughs) Why don’t we turn off the lights first? (laughter)(laughs)
Okay? Great. That’s good. And why don’t we have the first two slides. There’s this comfort of
standing in the dark and having the images that lets me get going a little bit. It’s great to be back
here... waking up by the lake and listening to the loons again... It seems like it’s one of those
places that people—at least if not physically, in memory—want to come back to again and again.
As I was putting my slides together this afternoon-- What happens when you go through all this
work, and the work becomes just this kind of flat piece of film, you’re always looking for these

threads that connect everything as way of maybe getting into talking about the work. And I’'m



going to start with work that I did ten years ago, with graduate work, which I actually haven’t
shown that much very recently. And part of it is I realized looking at the work that in that work
are the seeds for many of the ideas that I’'m still working with. And it’s some comfort to be able
to look back and recognize those patterns... and see that, even at the time that I felt like I didn’t
know what I was doing, that I trusted it enough to do it, and that in time some of the things start
to make sense. And one thing I recognized looking at the work was that what is consistent is
the—conceptually trying to deal with the condition of being a body... And not in a descriptive
sense, but the condition of being always an interior and an exterior... the condition of being
simultaneously consuming and decaying, growing and decaying. The fact that we’re born into
language, and language I think in many ways hierarchically begins to dominate the way we trust
many of our experiences. But that we’re also born into knowing the world through all of the
other senses... And that one of the things in the work is—for me it’s to try to make a place for
paying attention to what we know that we don’t know through language. And... so I find it
somewhat ironic to be standing up here with words again, when making the work is actually
about trying to find the silence. So if I fall silent during this lecture... (laughs) please
interrupt... ask questions... make comments... I know it’s kind of hard, because I’'m standing up
here and you’re out there, but I really do welcome the interruptions. Could we have...? Oh, I

have to do this, right?

SLIDES

This piece continues to be a real touchstone for me, because I did this when I was in graduate
school, and I had... come to Yale to study in the Sculpture Department, and I had never taken a
sculpture class before—I really came out of a textile background and a way of knowing things
which was a way of ordering through small accretions... That’s like knitting, or like weaving or
like spinning.... And I think when I first arrived I was really terrified, and I thought what—what
is this sculpture stuff? And proceeded to try to make what I thought sculpture was... and wasn’t
really getting anywhere. And it was at a point about six months into the experience that I
realized that I need to trust my own hand, and the way that I know things, and to work out of
that. And that’s when I first did this... suit. To find my hand and also to begin to deal with my
own situation at the time, and to let that begin to feed the work... to not look outside of that...

for the sources. And this is just a man’s suit that’s completely covered in toothpicks... one by



one... glued into the skin. And it very literally makes present this relationship for me between
the interior and the exterior, because standing wearing this suit, the exterior hide of it, which
becomes like a camouflage, becomes animate, and I almost—in standing very still within it, I
became the inanimate object. And so there was this kind of transfer, and in doing this there was
a form of paying attention that I recognized, just in the process, as an experience that [ was very
interested in... that’s something that has continued to be a really important part of the piece—
making room—part of my work—making room within it for quietly paying attention. And I
look at this and I think it’s kind of ironic that the process of actually making this is the opposite
is the opposite of that stillness. Because making this kind of skin... this hide... this animal sort
of surface... is a process that’s very labor intensive. That I would go home at the end of every
day from the studio and think that, “Oh, I’ve got three square feet done,” and there’d be this
incredible sense of satisfaction that comes out of that making. And part of it is that it’s very hard
to be still.... I think when you’re raised in the Midwest, when you’re raised with this work ethic,
(laughs) that to be doing is sort of how you legitimize yourself or you save yourself, or there’s
redemption in labor (laughter)(laughs)...And... engaging and trying to disengage with that really
does go almost like an accordion throughout all of this work. But this was the first time that I
did use myself as both an object and a subject of the work. And it really came about very
accidentally, and I think sometimes you make very large steps in the work because you’re trying
to solve actually a very small problem.... And the problem in this piece was that I didn’t know
how to weld, and I needed an armature because I had made this thing. And that my body became
the handiest armature.... And so I tried it. (laughs) And it really is the kernel that a lot of the

work I’m doing now extends from.

SLIDE

Trying to investigate that space between what we know up here, in this part of our bodies, and
what we know through walking... through the pace of the feet... through things that come up
through your body... is the territory that I’m interested in. And these early photographs, again at
the time, kind of... looking at the relationship between the animate and the inanimate... I look at
them now and realize that I'm still doing the same thing; it’s just gotten a little bit more

complex.... And photography has become a way—although it’s not something I do very much



of—of testing ideas... or a form of sketching, because I find that I don’t really keep notebooks,
and I don’t really draw—that I work very visually in my head. In fact, when I’'m working really
hard, what I do is lay down and shut my eyes—in bed...(laughs) and try to imagine things. To
imagine something that’s felt, and what kind of images that creates. And it’s not something that
I really get to through a process of drawing. Once I concentrated on the body... went right to...
the body as the subject... the object... really the witness to itself, which is I think what’s going
on in that early piece, slowly the work became more social in two different ways... It grew very
slowly. I almost felt like I was doing these kindergarten steps. It was the body... and then it was
the body and an object...In this case I was thinking I was hanging on a wall, as a trophy, across
from this... again toothpick-covered couch that was in the pattern of a tropical fish. And
thinking about the desire of the fish to be a trophy... and I was the trophy on the wall—or the
transformation of this couch actually into an animate surface, and (sighs)... From there it
actually became two people in relationship to a physical predicament, each sort of taking a
different position that for me had a lot to do with an element of choice in the... relationship
between the body and the objects. Here the wall that is a very central surface is covered in
mussel shells. And all those mussel shells are glued to the wall, and they’re open so that the
interior is exposed, although the animal is no longer there. This smell would have been a little
overwhelming.... And I was sitting with my head buried in sand, obviously not seeing this
relationship between the domestic lawn roller, cantilevered off of the shell wall... and the other
person couldn’t see—This is actually Nancy Davies, if anyone knows Nancy... in Portland—and
she couldn’t see because her head was up through the ceiling, and so the ceiling became like a

hat, blocking her plane of vision....

SLIDE

And from there more people became involved... And it seemed like I was actually going towards
performance very quickly. But there was actually no interaction between the people. And I was
really just trying to lay out a vocabulary. In this I was just trying to figure out a way to structure
the time. Because so far all of these pieces, which were done in graduate school, existed solely
for a two-hour open house, when there was an audience that would come through the studios.

And it seemed that the kind of stasis of that time was something that I needed to deal with a little



bit more actively, or consider as one of the elements the same way [ was considering the
materials and their choices. And so here I got one of these tennis ball pitchers, that’s
mechanized. And it—a cycle of that runs about an hour and a half. And so that was the
mechanism I used to time the duration of this piece. And in it are several people I was in
graduate school with, who were very happy that I moved to the west coast.... (laughs) (laughter)
after this was all over, and they wouldn’t have to endure any of these.... And everyone in this
piece was in an isolated and separate predicament, with a mass of material. And that desire to be
absorbed into material is something that runs through all the work. And I recognize, in looking
at this, that that’s what actually made me begin to make installation work. That is was a desire to
break that subject-object distance, to be in the interior... and for the work to wrap around you.
And here it’s still kind of occurring just between the person and the material. I think you can
sort of see this one on the... let’s see—your right. I’m sitting with Molly at a table; we have fans
that are blowing towards us, without any guards... so that any attempt to have conversation is
blown obviously back towards us. And in the middle is this very still pile of feathers which is

not moved by the air current at all.

SLIDE

This was the tennis ball—*“Deluxe Professional Prince, Model 2,” and it was firing at someone
who’s wearing a catcher’s mitt... as a mask. And in fact what happened doing this is that
Jennifer almost fainted, because it became like Chinese water torture. And it really made me
think about what I was doing to my friends. (laughter)(laughs) It also made me—It made me
look at the humor that I saw in these things... and that when you make them real, and live,
there’s a dark side in it that I think I was very unprepared to look at... or... to experience.
Because I started to thing about—I was always thinking about the relationship of the body to
these materials in a very sensual way... and here it really did become like a kind of torture, and
the featism (fetism?) of standing occupying these positions for several hours became much more
the subject than I was really willing to address. This is someone that opens and closes with the
door.... (laughter) And... this is my friend David. (laughter) And he’s covered in burdocks,
which are those things that catch on your clothes when you go for a walk in the woods.

(laughter) And I would go out every day collecting these in the woods... and then making almost



like Velcro sheets out of them, putting them all together... and making this fabric that literally
laid over his body and this porch swing that he was slowly swinging on over the course of this
piece. And I thought this was very humorous... (light laughter) But it is—it is the desire of that
absorption... and what happened is I was working with a group of people here, but I was making
these in a very solitary manner... And actually what changed, is over the course of the next four
years—and I’m skipping quite a bit of work here—and switching to about 1988—that slowly I
recognized that the making of it was so much a part of'it, and that increasingly I needed a lot of
help to get the work done. And it was a big transition to be in to be able to ask for help too—
Really let people help you, to be dependent on other people... And so, where early on the
performances started to include more people, what happens later is that the presentation of
them—or their public life in the museums or spaces that I’'m exhibiting in—becomes very
solitary and individual, but the making of them is really very social. And I think it’s a way that
I’ve personally kind of survived—that what was happening is I was working so much that I got
that reputation that, if you want to go see Ann, you have to go help her with her work; that’s the
only way that you’re going to have any time... And that really wasn’t an exaggeration... And I
really thought it was really isolating me, and so there was a point where I pretty consciously tried
to bring the life into the work. And... -- But I never started out really in any of this working
thinking about how much time it was going to take to get the things done. It’s—I think—what
was it (unintelligible name) said? —“The appalling labor...” (laughs) I think that what happens is
that I see—I want to see these things... and it’s this kind of leap of faith that they can get done.
And so far everybody’s saved me. (laughs) But every time you start, you think maybe this is the
one where you’re going to be naked in public. This piece is—or these slides are-- process slides,
and some of the people who helped, at Mocha, in Los Angeles, in 1988... and it was one of those
pieces where we literally were living at the museum... and sort of took over the museum. And a
lot of my students—I was teaching in Santa Barbara—came and helped. There was a large crew
that the museum had... and we were... getting people off the streets—(laughs) Everybody that
we could. And I think that what I began to see with this work was that coming out was this
belief that if you just touch things enough, something happens. And that, literally, is how this
piece was made... in the felt presence of all of the people who made it—although I don’t think
it’s something that you can point to in the actual piece, it is something that is in the air, and it’s

something that’s very, very hard to photograph.



SLIDE

This is a mother-daughter team that helped... when we were rubbing graphite in one of the
rooms. And the slide on the right is the entranceway to an installation that had three different
rooms in it. And like the early work that I was showing from graduate school, I think this
particular piece, which was probably the most public and the most complex that I had done up to
this time, also laid out another vocabulary that I feel like have been working on the last several
years. It was titled “The Capacity of Absorption,” and I really meant that as a challenge, and it
many ways it came to—from watching in a previous project that I had done, in New York, the
way that... people immediately go for the written information—the didactic panel, or the
handout... or the whatever, and don’t trust, or allow themselves to just absorb... or slow down
enough to just be in the space. And so I meant this really as a challenge, and so, what’s
underlying the structure of these three rooms for me are an investigation of language actually
becoming very sensual and tactile in the way—the forms that it exists within these three rooms.
The first room is, for me, the aural room, and immediately when you walk in you could smell
beeswax, because the walls are covered in beeswax panels, all of which have been folded with
lines that I thought of as a structure like musical score sheets. And that protruding from, at
different places off of those lines or through those sheets were small glasses of water, which each
had a vortex spinning in them. So you had this sound (makes sound)—It sounded a little bit
better than that (laughter)(laughs)—and...the hum of that, and the smell... are things that—it’s
like you’re taking in information before you know it. And what happened is, when you spoke
into the mouthpiece—you can see it there hanging off of the megaphone, which is a flax-covered
structure based on a design for extending the voice in the landscape of Kirchner’s. As you spoke
into that, the louder you spoke, the slower the motors spun, which spun the magnets, which
created the vortex. And so through speaking loudly you made the room silent. And so it was a
very different way of making a presence, or being present in a room. And it’s one of the things
that I’ve been very interested in the work, is making room for silence, for what we know when
we slow down and pay attention... and we’re not acting either through words, or physically, in
space. My—(unintelligible 258) neighbor engineered this whole system for me... and it worked

the whole time; it didn’t break down, which... my history of mechanics is not all that great, so...



I was very lucky. The opening of this megaphone, rather than having a hollow space that would
allow the sound to escape, actually had a video, so it was blocked. And in that space there was a
monitor which had a slow motion tape of the ear filling up and overflowing with water. And it
became very ambiguous as to whether it was flowing in or flowing out. And that was really tied
to the way that I think very much about that vortex—both the internal vortex that is silence when
you make speech in the world, but also the way that internal vortex is affected by what you take
in from the outside. And it’s one of those images that I trust because I can’t explain it. You
move from that room into this second room, which, its reference to language was in the form of
the furniture. And it’s a very long library table that was built for the piece in such a way that it
could re-circulate a very thin skin of water. So water runs and connects all of these three rooms
together. The room itself looks as if it’s been filled with algae, and as if it’s flooded and then the
water has subsided. It was actually amazing what they let us do to this building. To be able to
go in and to not have to worry about precious surfaces was a really wonderful gift that allowed
this piece to happen. What I was doing in this part of the piece was actually working with a
person almost for the last time in a very quiet position... in a position of stasis...that I think there
was a lot of question and a lot of taunting of the person there... It was like whether they were a
mannequin or whether they were alive. And... what it was trying to do by this was built was
actually create a place within it that you could join that position. Whoops. That’s the algae.
There. And so there were a series of finger holes cut in the table, and there was a second set of
finger holes beside it. And I was really wanting to open the work up, so that as a viewer you
could come in, and you could also occupy that same position. And, in fact, I think it became
pretty hokey, and it became sort of like a gimmick—you know, like you press the button and
something happens... you put your fingers in the hole and something will happen. And... there
was too much expectation around that sort of experience... but it was what moved the work a
little bit later into gesture. (Pause) Somebody lost a wedding ring... down one of these holes that
we never did find... but also it was very ambiguous as to whether that was just a very shiny
surface, or whether it was water moving, and people’d come in and put their papers down, and
then they would start to float away. And so everything about the structure of this, not to really—
I don’t really want to sit and explain how I was thinking about each part of it, but it was about
paying attention to what was physically around you. The sound in this room was actually the

sound of crickets; there’s a—you can see a box above the flood line, and there were crickets in



there that were... just doing what crickets do. And the person who was standing here was
connected through this formless kind of tail to the next room, and to a buoy that’s obviously
really absurd in relationship to the amount of water that’s on that table. And that buoy is etched
with phrenology lines, so there’s kind of lines that have to do with making a physical
measurement to try to explain or talk about one’s personal motivations, or personality. And... I
was really thinking a lot at that time about how those systems of classification of measurement
and categorization that are inherited from 19" century sciences... how inadequate the are... or
how different they are to the actual experience of a thing. And I was just sort of using that to—
surface to be emblematic of that system. The thing that I was interested in here is the way that
the suit goes from form to formlessness—this fear we have of the formless. One of the people
that I studied and read a lot of when I was working at this time was Mary Douglas, and her books
that have to do with—what are the taboos in different cultures, and how are those sort of socially
constructed. The thing that was for me really interesting about watching people go through this
room—and it’s actually odd because here they’re—all these pieces are photographed, and
they’re very devoid of anybody visiting them, ‘cause I always have this very ambiguous
relationship to what people coming in have to do with the piece (laughs)—is that people really
kind of lost their distance a little bit... You know how sometimes you walk into the museum, and
there is a kind of self-consciousness of viewing... and what happened as people went through the
series of the rooms is they I think really started to slow down, and started to investigate it... very
physically, in a very tactile way, get it—people were crawling around on this last floor by the
time they got there. And the last—this floor is ten tons of linotype. So what’s happened as
you’ve moved through these three rooms is you’ve moved increasingly towards language that’s
present in the form in which it’s made for reproducing it. So this is all type that would have been
used mostly to print newspapers. And it becomes literally a floor that moves under your feet,
and it’s very liquid... and in it’s sort of experience. The walls were all rubbed with graphite...
Again another marking material... the stuff of pencils. And what happened as you marked it, it
also marked you, because the surfaces rubbed off on you. We didn’t actually get any dry
cleaning bills, but— (Pause) You can see here the surface of the buoy and the surface of the
floor. And this is... I think that point when I was doing this floor—It was two weeks before the

opening, and it took six of us from about midnight to six in the morning to do like three square
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feet of it. And we looked across the twenty feet that we still had to go and realized that we were

in trouble. Yeah?

Question: I was wondering (unintelligible)

Speaker: Right. I think, you know, ideally for these it’s like I would love it if you could be one
person alone going into these things... but I could never imagine setting up the situation where
you had to stand in line and wait to go into one of these... because it sets up a completely
different kind of expectation. And so really in these things every moment is completely
different. And it really depends on when you’re there and how you’re there... And it’s the same
for the person being in it, which I haven’t really talked about yet... in that you’re doing the same
thing every moment, but in the repetition of those moments there is a difference. And... there is
something that happens when you’re standing there that... there’s a kind of recognition that I
think is sometimes exchanged with people that come in that is non-verbal, and it doesn’t have to
do with the exchange of the glance. And I’m interested in the intimacy of that. At the same time
that being present in the piece is you’re setting up this very, very private space in public. And so
there’s a lot of things that—edges that the work kind of goes back and forth between. I’ve never
been able to resolve that one of what happens when there’s a lot of people in it. It’s like—you

know—-chance; it’s life.

Question: (unintelligible)

Speaker: You know it just depends.... It really depends...Thirty-two—this is... complete
exhaustion at the end. One of the things that came up for this that actually is quite important in
moving the work forward is that [ hired a guard to... occupy—someone who already worked
within the museum—to be the attendant... the person who attends the piece, which is how I like
to refer to the performers... persons often called, because I don’t really think it’s so much
performance as it is being present in the duration of the time of the piece. And... this wasn’t a
person that actually had any relationship to making it... And it was the first time that—It was—I

think her motivation was... curiosity, but also that it was a job. It was something that would not
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be like what she always did. And it actually didn’t work very well...because she didn’t have a
relationship to it... and so I would get these reports from friends that say, “Well you know she
was handing her business card out (laughs) (laughter) in the middle of the piece, or... that you
know sometimes that she was very, very good, and I would talk to her and it seemed to be going
well, ‘cause I was at this time out of town. And at other times, you know, it was too much. It’s
really a lot to ask of somebody who doesn’t have a real commitment to doing it. And that
actually relates back to the kind of participation that is actually in its making, because there is
this enormous community of people that help. And it really becomes theirs to some degree. A
friend of mine, Philip (spelling), who helped with that last piece, who’s an editor and so had a
flexible work schedule... He... you know he did it for the sake of itself, for the experience; not
because he got paid, or not because he was necessarily my closest friend and (laughs) he knew I
was depending on him.... It was that he felt like it mattered. And there is this kind of ownership
that happens I think for the people involved. And they end up taking responsibility within the
piece in different ways. And so by the end everyone is usually taking care of me, (laughs)
because then I’'m kind of losing it. But it’s something that I think’s impossible to make public.
It’s something that you can’t film. It’s something that... it’s actually very private for as social as
it is. But it took some of the questions of what happened with the attendant in this piece forward
to this one. I took questions of... the presence of the person as subject/object/witness within it,
in the way that it always seemed to be falling into a fascination with the feat of doing that, and
that seemed to always dominate the other relationships. And so for the first time, about a month
and a half later, I did this piece. And... addressed some of those issues, as well as addressing the
scale, and for the—actually not the first time, but the first time in the slides I’'m going to show
tonight, working much more in response to the site. And this is a piece that was at Capp Street,
that’s one that actually’s been kind of well represented in catalogs, but I wanted to talk about
‘cause it’s one of my favorites. It’s got some good stories in it... which sometimes more than
my attention seem to be the thing that it is important to share. I was concerned with how much
Mocha had cost, even though it’s not a functioning—or wasn’t occurring in a real economy,
because most of the labor was volunteer... It still was extraordinarily expensive. And that’s the
costs of the production, in addition to all the institutional costs that a museum incurs in that kind
of show. And I thought, you know the motivation for the work so much has been out of

responding to materials that are very, very common. And to thinking about them in the system
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of their production, and the metaphors that they contain when they are juxtaposed with other
materials. And the—I was getting into something that I thought was maybe going to go towards
Disneyland, or Hollywood, or... just bigger than I wanted; and I wondered if bigger was actually
doing anything. And yet on the other hand I was completely—I’m very interested in that scale
that wraps around you. So in this piece at Capp Street, it’s in the Mission district of San
Francisco. It’s an area that had a lot of interesting street activity. (laughs) A lot of people asking
for money, a lot of people living on the street... It’s increasing—It’s a dicey place. I had a van
when I was living there, and I went away—to Los Angeles actually—for ten days during the
time I was there, and when I came back there were three guys living in it. (laughter) And the
windows were always being broken, sometimes in the middle of the night. There was a lot of
violence, actually, right around that area, and I was living in the house that David Ireland built,
and I understood after being in it why it was so fortress-like. And I had this—It was my first
break from teaching... and—after four years of teaching full time—and I had eight thousand
dollars... and I had this time. And I—you know—I kept thinking about the relative luxury of my
position in relationship to where I was. And the piece came very literally out of considering that
situation. It came together the day that someone asked me for money, and all I had was pennies
in my pocket... and that recognition that... they really don’t have any real economic power,
except in great accumulations. And so that’s what I did; I exchanged the budget for... pennies.
Which was an interesting process, because you can’t just call up and get your money in any form
that you want. It’s illegal in amounts over two hundred dollars, which I think prevents us from
paying our taxes with pennies (laughter) more than anything. And what I did was—Brink’s
actually delivered them, which was fun. And began to lay them on the ground in a—over a skin
of honey. And I was thinking very much about... in that membrane, that covering on the floor,
the melding of an animal and a human economy—the honey obviously the product of the hive.
And like that tale that sort of became for me a kind of transgression or a formless object that
came off the back of the suit in the last piece, the honey is what is sort of transgressing the
rectangle quite literally, and oozing and seeping out the edges. And Ann (spelling) Hatch, the
director, was really wonderful because in a museum something like that would not be allowed to
happen... And in fact at the opening someone slipped and fell down, and she just was like. “It
needs to be there for the piece, so we’re not going to clear it up, and we’re not going to put any

ropes up....” And I’ve been very lucky to work with people who have had that attitude, and have
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let me do a lot of things that are difficult to do in public institutions. When you walked in and
you saw this surface of copper, which very much reflects the pattern of the hand laying them
down—it wasn’t by design so much as it was by rhythm—and reflected different sensibilities
that create—different hands that actually did the placing... But what you smell is that you smell
the sheep that are living in the back of the space. And it wasn’t something planned, but it was
something that I recognized when the piece was finished, that when you walk in you see this
copper but you smell the animal. And...it seems to me that it’s in that that maybe this piece
exists. It was called “Privations and Excesses.” I chose to work with sheep. I was thinking very
much about how they are animals that have become so domesticated that they’re very dependent
on humans for care. In fact “lamb” is the first word for pet. And I was interested in the fact that
they return a gaze... that although they’re skittish, and people who’ve worked with sheep tell me
they really are not very smart, I always have that sense that they look back; but you don’t
cross—you can’t cross that space with language. And they look out across the grid—across
the—through the grid and across the surface of pennies. And for the person who is sitting in this
piece, who is wringing their hands in a hatful of pennies, there’s something—there’s a
correspondence between the rhythms of the animals eating and being in there, and the rhythm of
that kind of wringing... which was done by a lot the people who actually literally helped make
the piece. And that gesture—the nature of that gesture—is really important because of the
ambiguous quality that it had. I don’t know how much leeway I have here, but... it was like
very, very, very sensual; and it’s like the enjoyment of that kind of liquidity of the material at the
same time that it was like wanting to get the stickiness off, in a really very kind of greedy
quality. And yet I think it wasn’t any one of those things singularly. And it was evoking those
things that I wanted the piece to do. What you see on the right is you see a mortar and pestle that
was in the back of the space, so there was a mechanical sound... because at this time I was often
working with the human, the animal and the mechanical. There was grinding... One was
grinding teeth and one was grinding pennies... And I think at this point this is the kind of object-
in-installation that I would actually let go of... that it was kind of an intellectual attachment...
that is really unnecessary and...was, because I was trying to explain something rather than just
letting something be present. It’s hard to let go of those things that you get attached to, and I
think that’s what I’m increasingly learning, and trying to ask questions in the work a little bit

differently... about what’s really necessary, what’s really needed...here. This piece—one of the
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things that I really enjoyed about this situation is that we could leave the garage door open to the
public. So... it was like watching TV when you were sitting there, because the light outside is
very different....But it also meant that anybody could come in. That there wasn’t this—you
didn’t have to know that it was an art project, or that it was Capp Street... And people did
wander it; and in fact someone drove their sports car in because they thought it was still a garage.
(laughter) And... there was this kid—I like to tell the story of this kid who found the piece,
who’s about twelve... and he lived in the neighborhood... and /e had a sense of ownership
because he had found this thing, and he started taking people in the neighborhood on tours...
And one day one of his friends ran across the surface of pennies, and... he was fiercely excited,
and so he kind of punched him out... (laughter) You know, this is my thing. And I thought it
was very interesting, given the substance of the work, that it brings out that kind of ownership.
(laughs) What... Oh, and then the other thing that I think as artists we often are really longing for
a sense of function. I found a sense of function in this piece, (laughs) because standing across
the street getting coffee one day at just a local corner store, I overheard two people talking about
it, and one person saying that they hadn’t been it yet, but they heard it was really improving the
neighborhood. (laughter) And...so.... And then what we did which is always very interesting
is... oops... at the end it had taken six weeks to lay, by hand, and it was very important to me
that it be laid by hand, that it be that kind of time... That it’s—That’s that time of being present.
That it’s something that’s kind of hard for me to articulate beyond that right now, but the minute
it was over we got tools... And so we shoveled it up in six hours... And the money was all
washed in a cement mixer... and then we hired a counter that counted it back into bags... and
Brink’s came... Oh, this is the sheep...These are the two guys from Brink’s (laughter)—That
they—They thought that this was really wild... and they came, (laughs) picked up the money...
(laughter) and the money went for the cost of doing the piece... and the rest of it was donated to
an organization in town that was committed to bringing artists in to work with elementary school
teachers on their curriculum—not just as art classes. And... so the piece had a—it’s a very

whole cycle to it, and in its—I think the only one I ever did that was so clean... in that sense.

[AUDIO BREAK]

15



Speaker: ... people that you make very real connections with. And I think that started to actually
affect the work in a lot of different ways.... In fact, in terms of its content. And...I see it in this
piece... and it led to this—that experience, time after time, as I’m beginning to work, always out
of town, always kind of arriving and leaving—that in combination with doing this piece, which
was in the place that I was raised in, led me to make the decision to... to leave California
actually and move home. I’ve moved back to Ohio... which is where this piece is; it’s at the
Wexner Center... And I’ll just describe it briefly, ‘cause I think the piece is actually not such an
interesting piece; I think I was going over the same vocabulary I already knew, with maybe some
different materials... But what was important is that my family and...friends—a lot of my
parents’ friends were the crew for this one. And... as a result of that, two years later I did make
the move. In fact just after I was here, a couple of summers ago. And it’s been really a very
good thing for me to have that kind of base... to have a place that’s kind of quiet to come to...
and a place that I can afford to live. This piece was made in response specifically to the
architecture of the Wexner Center, which is the first the first public building that Peter Eisenman
has built. And it’s a building that got a lot of attention in the press because of that, because he’s
so well known for his theoretical writing. And it was a piece that was built supposedly in a non-
site, meaning that it was literally in this space that was left between two existing buildings. And
in a very simplistic way, the form was—I mean, for me to simplify, not that it was simplistic—it
was based on the intersection of two grids, one the grid of the city, and one the grid of... the
campus—the university campus where it’s located. And when I first visited this building, I don’t
think I’ve ever had such a negative physical reaction to a space. And... I felt, at the time, that it
was so arrogant... and... really didn’t allow any place for art to be in it... (laughs) I mean this
was—I had a very extreme reaction; I’ve since modified this a lot. And... I felt like the
repetition of the grid again and again and again was... There were a lot of other systems that
could have been evoked. And I went, in the process of making this work, from actually being
very angry, and trying to kind of kick back at the building, to sort of stopping and asked [sic]
myself, Well what can I bring in? What does it need? Can you make a place within in it that are
those things that you think it has lost... And I wouldn’t claim to have done that. But it was a
way of kind of coming to terms with the space. And in the process of doing this, in which from
the exterior I followed his grid... to the interior and working in it, I realized that he was as

thoroughly obsessive with his system as I am with mine. (laughs) And so it’s kind of like looking
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at myself in the face. What happened in this piece is that this environment was created out of
cornhusks... and corn meal and corn cobs, and a large bassinette and a lot of fabric to really
make an environment to raise these moths in. The piece was called “Dominion,” and the moths
lived, breathed, bred, reproduced, died within the space; but they didn’t stay within the space.
Actually did end up getting all over the building. And it’s a good thing that the Wexner doesn’t
have a collection, (laughs) because they were everywhere. 1 worked with the Entomology
Department, and...(laughs) we were very successful (laughs)(laughter), and there were
thousands and thousands of them. And the curator there—Sarah Rogers (spelling first and last
names?) that I worked with—was really quite wonderful. She said, “Well, Ann, they’re
everywhere in the building, and everyone’s just pretending that they don’t see them.” (laughter)
And the gesture that was in this is the unraveling of this cloth... and it’s a very long cloth that’s
actually literally connected to this bassinette, this very gigantically scaled object in relationship
to the very miniature animals. And a lot of my work has been concerned with a relationship
between the miniature and the gigantic. That really comes out of reading and re-reading and
reading again a book of Susan Stewart’s (spelling) called On Longing; Narratives on the
Miniature, the Gigantic, the Souvenir and the Collection. And she’s a writer that I feel like I
don’t actually understand all of what she writes, but I recognize things in her words... that help
me trust what I’'m doing. And that’s very much how I read. I don’t have a studio. A large part
of my process is reading. But it’s reading looking for something that allows you to trust a hunch
that you have, and increasingly it’s... poetry that I’'m reading. I think the times I don’t trust
myself, I’'m reading theory; and the times I do trust myself, I’'m reading literature. And it’s kind
of interesting to watch that rhythm. But one of the things that interests me about the scale shifts
between the miniature and the gigantic goes back to this idea of absorption... And the gigantic
for me very much has to do with this desire to be absorbed into something larger than yourself...
and the fear that goes with that, which is, I think, the fear that you often make from—or I make
from. And the miniature is very much similar to collecting and control and isolating something
from the external world. And both impulses for me exist very simultaneously within the work.
And the balance between them kind of settles out differently.... In this one, one of the things I
learned, which is kind of a mechanical thing, and I think that even more than one’s intentions,
sometimes that’s where the learning happens. It’s in actually doing it... It’s that—I was sitting

there unraveling this grid, and it was very important to me that you name it in that way, this
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undoing... And someone came up to me and she said, “Oh, isn’t that sweet; she’s making
fringe.” And I thought, (exasperated half-laugh) Well, there goes that piece...(laughter)
because... it...for me in the relationships that I was creating, it was very important to understand
that it was an undoing... to return to something... and not a making. And that’s something that
then I have actually pursued in... I think the next piece that ’'m going to show you. There’s a

moth; they were very difficult to photograph.

SLIDE

And it made me also recognize that, as much as I’m interested in the physical experience that
you have within these pieces, that they also do rely on naming them in a particular way. And...I
do that—that it needs to be made clear by how the gestures, how the work physically exists, to
make the relationships clear. A similar kind of problem of naming happened in this piece. And
I’lIl kind of get to that in a minute. This was the first piece I did after I left teaching full time, and
it was the first time, really, in a couple of years, that I’d had the chance to work on site, and let
the work really benefit from being in the place. And I arrived in Charleston—this is part of the
Spoleto show that Mary Jane Jacob (spelling) curated... and I arrived about a month before it
was to open, and I really didn’t have any idea what I was going to do. And I do put myself out
on that limb a lot. I think partly it’s that kind of terror...that I need to actually think. (laughs) I
think probably a lot of you, at least from the studio visits yesterday, are feeling some of that
terror yourself. So that means you’re getting ready for a really good one. (laughs) Anyway, in
this—I was living in an apartment that was on one of those carriage tours... that Charleston is a
city that really markets its very selective history, and time—period in its past, as a form of
tourism. And so I was on the route that those carriage tours took, sort of telling you the history
of Charleston’s settlement. And at the time I was also reading a lot of Howard Zinn, and a lot of
labor history... and thinking about how in the work is it possible not to e/l the other story, or not
to be so presumptuous to do that.... But how do you talk about what’s not there... what’s been
lost... what’s absent. And is there a way that you can physically evoke that, through materials.
And what that thinking led to is deciding to work with work clothing. So I bought a semi load
truck—truckload of blue work clothing—blue very much because I was very involved in reading

and studying and researching the history of indigo, because it was the first cash crop in that part
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of the country. And it was the first industry, or economy, that was started by Eliza Pinckney, a
woman of... one of the first settlers in that—a daughter of one of the first settlers in that area.
And... I thought about these as bodies... You know, the clothing as the body that’s empty. And
what I learned from this piece was a lot about the gesture of—through the gesture of its making.
It was in doing it that I actually recognized very much what this was about. The clothing makes
a landscape; it literally makes a strata... one layer after another... a layer of shirts and a layer of
pants. And the process of laying this out was... of smoothing them... placing them. It was slow;
it was, again, a way of kind of marking time. And... the pile is solid. There’re—sometimes I
fake it, and I’ll tell you when I’'m doing that. But this one was real, and I think its presence was
different because of that.... (long pause) And the longer I worked on this, the slower I went...
because it was a very, very satisfying activity. And increasingly that’s kind of how I know I'm
doing what I need to be doing... because I lose a kind of self-consciousness in the making. And
I think that suspends one part of your brain and allows another kind of thinking...and that’s been
the benefit of all the labor for me in the work... because I actually learn from the suspension that
that creates. What was happening behind this picks up on this unraveling of the cloth, in that
there was a person present, using a pink Pearl (brand?) eraser and their own spit... to—or
saliva—spit—(laughs) to erase these little blue history books. And they started at the back, and
they erased towards the front. And they were books that had to do with actually how one
establishes military borders... actually particularly in that area, between the land and the ocean...
Where are those borders? And... about seven or eight of these books were erased over the
course of the summer... And the text accumulates in these pile [sic] of erasures, that you can see
kind of accumulating there in front of it. And it was very important for me to think about this in
that way... that it was like using—the mark of the body was replacing the words of the text, and
changing that text. And it wasn’t that you were telling another story, but maybe it was making
the space for something else. The other—The piece had another component in that, downstairs
there’s one physical experience of this... pile... which was like a very large belly.... And in fact
there was a cat — or we think it was a cat—that slept in the center of it every night, (laughs) and
someone who was there helping to take care of it said that you need to just see this one little
indentation, that was kind of slowly becoming softer and softer, so it really was this great place
for this animal to sleep. But there this was over you, physically; and if you went upstairs and

looked down the office windows in this very small, suffocatingly hot room, you looked down on
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the pile. And in that room it became increasingly unbearable to be in over the course of the
summer, because there were bags of soy beans that were slowly rotting and becoming putrid in
the summer rains... and I think it’s—I don’t know—Zkind of pretty obvious.... But that smell was
actually very important. And again, it’s one of those things where I was lucky enough in this
situation to be in a place where that could be allowed to happen, that kind of decay. That—
someone had suggested we spray it with Lysol at one point, (laughs) (laughter) which really—
the point was that they really—this collection, these things that looked like moneybags really
were rotting very slowly upstairs. And thinking about the—really just looking for another
story—Is there another story where there isn’t the impulse to do something that doesn’t have to
do with one group dominating another... or... that the motivation is not economic? ... which is
what I just kept coming across again and again and again, obviously because I was reading all

this history, and... thinking about, How do you respond to that? Yeah?

Question: (unintelligible)

Speaker: It was given to all the Salvation Armies in the area. (laughs) (laughter)

Question: (unintelligible)

Speaker: What? Actually I had one of the blue shirts on earlier today.

Comment: Riiiight.

Speaker: (laughs) But I had made an arrangement for the man to buy them back; and of course
when it came to buying them back, it was bye-bye... So...we ended up giving them to all of
these different charities in the area... And you know we came by with a station wagon, and a
person said, “You know, we’ve got some clothing...” and they were really excited. And then
pretty soon, you know, forty trips late...r it was a bit of a nightmare. And part of it—it’s like
I’m not there sometimes. I did go to help take that one down at the very end, but... where things
get re-distributed is sometimes better taken care of than in others. It’s ideal if things can be re-

used. That hasn’t always been the case. In fact, this is a case where that wasn’t so economic.
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I.... Very soon after being in Charleston... in... kind of between there I did something at the
Hirshhorn with Catherine.... I had the experience of going and working in Brazil... and the
process of preparing for this piece meant that I took three different trips there, each of a longer
duration than the one before it. And I had the opportunity to travel with a man NIBAMA
(spelling- government acronym?), from the environmental agency of the government there.
And... he took me south from Sao Paolo State into this area called Guaraquecaba, and there I got
to visit these... -- It was Atlantic, virgin Atlantic rainforest. And to go into these small fishing
villages, and into an area where he was working with the villages to try to decide with them what
should be preserved, instead of that being legislated or determined by the bureaucracy. And he
was a very interesting man to talk about it. Obviously Brazil is a place where, like the
Northwest, actually, which is where the institution that sponsored this project with me was
located, where a lot of environmental issues are very much on the surface. And it’s a kind of a
microcosm of what’s happening in a lot of places... in the rate of consumption, that is actually
destroying a lot of the environment. And I was actually there just drinking being in that culture
in; it was so sensual, and so really rich for me to be living there for a period of time. But also,
conceptually looking for a link between being there, and knowing that the structure of this
sponsorship was such that a show had to go back to the Northwest, and it had to go back to
Seattle, and what would be those links.... And it actually occurred when I was sitting in rush
hour in air that was so diesel-filled with fumes that I couldn’t breathe any more, and it was so
loud—It’s a very, very dense city—that it was so loud it’s like you couldn’t hear yourself think
anymore. It’s like there wasn’t an interior left. And I started just thinking about that kind of
consumption, that the density of population... that it isn’t—the issue isn’t necessarily the
rainforest or the spotted owl, but the rate at which we’re consuming, and that to—the reality that
just to be breathing is a form of consumption.... (laughs) And that really informed... in kind of
out of thinking about that created the images that became this piece. This is the installation as it
existed in Brazil, and it’s a very large room that is entered over a floor of metal tokens, which are
all nailed to the ground. And the tokens are emblems of exchange, and they’re all numbered;
and they’re very much like what the trees are tagged with. They’re like the—in scale very
similar to the slave tokens that I had looked at in Charleston... They are fairly generic, and can
be used in a lot of different ways. They’re like the tokens that I saw in Pittsburgh, that were used

in the mines to measure the quantity of someone’s labor, for their credit. And so it was—these
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became a metal surface that—you became very aware of your own body moving over this
surface as you entered the room. And what you saw in front of you was this very, very long,
long... structure, steel structure, that’s piled with the kind of candles that are used in the
churches. And... it was actually very interesting for me to go and watch these candles being
made. We contracted with a company there to make all the candles for this thing... and they’re
all made by hand. They’re cranked individually a string into a hot bath of oil—or I mean of
wax—and you know made me really think the kind of labor that I go through, which has a very,
very different meaning in this culture. The form of the piece was really a road, because the
edges—the metal floor didn’t actually go to the edges; it created a road... and it was because,
when I was doing some of this traveling, there was this controversy raging over whether or not to
build a road into this very isolated area. There was only less than a mile left to complete, but it
was all stalled because of the political process surrounding it. And... I was thinking very much
about how... very complicated an issue it is; and who is in the position of deciding what gets
developed and what gets preserved. And once a road exists you can’t necessa—you can’t control
what goes in or what comes out. And that is very much an issue that’s going on in Brazil, very
actively, at the time I was there. This is one of the pieces that I faked in, so this has a hollow
center. And I think it’s one of those things where I spend more energy trying to cover up the
hollow center... (laughs) than actually kind of making the piece; and... I think it’s one of those
situations where I actually didn’t learn from what was happening. I think what you try to do
when you’re making work on this scale is pay attention all the time, and be willing, obviously, to
change your plans. We couldn’t afford to buy all of the candles we needed to make this solid, to
make these sinew-like candles really logs piled on here. And I don’t know if I had stopped and
really thought it through, how I would have changed it. But... I think it’s one of those false
spots that [—you just carry forward to another piece. There still were a lot of candles, as you
can see. (laughs) They were all used to actually create the surface of the walls, which are zit-
marked, (sit-marked?) and they are all traced with the carbon of the candles burning... and then
those candles were used to build this form in the center. And the process of making these two
very different activities—the process of burning the walls, and the process of laying the floor—
actually were completely different; and one thing that was interesting in watching was to see
how much each activity paralleled the system that it referred to, in the sense that... standing all

day, holding candles in front of your eyes, tracing this was—we were listening to opera, as
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well—was...like reverie. It was breath, and fire, and air, and all of this very basic elements.
And the process of actually laying down the tokens... and nailing them to the ground, and
putting the patina on them was like Las Vegas. It was loud, and you had these things like
flowing through your hands... and it—sort of like Charleston—it’s interesting for me to watch
how I may come—or be motivated—to make the piece with a lot of kinds of reasons, or ideas,
but it’s in physically actually doing it that I sort of understand what... I kind of—Let’s see, how
do I phrase this? I come to understand better what the piece is about, because physically doing it
is what it’s about it. It’s like the things are what they are; they’re not metaphors for something
else. And it’s in dealing with what they are that meaning is created. The second part of this
installation was this back room...that... entering...-- you entered a very different scale. It was
much smaller... It was really opulent, because the floor, walls, and ceilings were all covered in
copper tokens, and... they were nailed onto the walls, so you could take one off. But if you took
one off the whole illusion of the room was lost, because the white space of the wall underneath
was revealed. And so I think there was always this temptation to take—but to take would be to
mar the room. And I was thinking—and so... for me that was a very important part; and that
was the reason that I put them up in the way that I did. They create a skin around these two
vitrines that had the smell of decay coming from them, because there were dermastid beetles that
were slowly cleaning off these two turkey carcasses—one thing feeding off of another... an

order of things. (long pause) This is what happens (laughs) to the crew.
Question: (unintelligible)

Speaker: I flew down with two of the technicians from the Henry Art Museum in Seattle, and a
friend, Rebecca (spelling)—the woman there in the foreground with the white hair, who has
helped me on several projects. And I hired everybody else there. And... I don’t speak
Portuguese, and didn’t learn a lot of Portuguese, but we managed. And we had a really
wonderful time, and it was a really great crew. They gave and gave and gave... and I think
there’s that point where people are giving beyond the description of any kind of job. I think that
I realized we’d kind of reached our limit, where one night I fell asleep there, and all the
impressions of those numbered tokens were in my face, (laughter) (laughs) you know. But I
think that I also felt... of this piece similar to I did—how I felt after Mocha, that, What was the

work doing as it got this large? And so it does contract, not immediately, but in different ways
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over the next couple of months following this. The piece went in January—or a version of it was
made in this building on the Seattle—the University of Washington campus in Seattle... and it’s
a wonderful museum. And what was really important about this shift was that I was given the
whole museum. And I really /iked having the whole museum. (laughs) I thought, “Oh, this is
quite nicel” But partly it’s because the artificial nature of this built spaces, which was the case in
Brazil, because it was part of the Biennale; it was part of a whole series of rooms that people
were walking in and out of—that it brings out the theatricality of the work in a way that I think is
really counter—which has been a problem with the work. And having the whole museum to deal
with, it’s not just lining a room with the skin; it’s actually engaging that whole institution in the
meaning of that space in a very different way. And I did actually a lot (allot?) less with this. I
filled it up...in a very different way. You entered through a hallway that had two series of glass
doors.... And the first ones were clear, and you could see through, and then you pass through this
space here on the right; and the second set was smoke-marked so that you could not see into the
interior. And when you entered the interior, it was actually empty, except for this lining of
marks, which for me I thought of as marks of consumption that created a landscape within the
room... And...what we did was we really just...cleaned up the space. We took down the
lighting that had been added... to make it into a gallery...We... I let the light of the day... of the
north—the winter skies really determine the light in the room. So if you went at noon it was
very different than if you went at five o’clock. And what was in the room was your body, in this
space, and the presence of two hundred canaries that were flying free through the five rooms.

Let me see... I think there’s.... I don’t see one in this slide.... So they were sort of there and not
there. And one of the things I was thinking about when I made this one was how much this
building is... in...form... in it’s architecture very reminiscent of the buildings that often house
natural history museums. And there is actually a very—a building that’s very similar to this one
on campus that has all of these drawers of birds.... “The skins,” they’re called, ‘cause they’re
stuffed with cotton, rather than actually taxidermed [sic]; and they’re there for study. And these
birds actually were flying free. There was a lot of controversy over this piece; it was almost shut
down by animal rights protesters; and there was a point where there were a lot of picket lines
blocking people from entering the space... because we had a hard time stabilizing the... birds.
And the first couple of weeks we lost quite a number of them. And yet the had —you know—

eighteen veterinarians, and five caretakers... And it was a problem, actually, of gender. What
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happened was, the... we... I had ordered from the breeders. They’re animals that really... don’t
exist in the wild anymore... completely domesticated, which is why I was using them. And you
need to have the right balance between male and females, or they create territories and they fight.
And what was happening is that there were a couple of females in the group, because they’re
very hard birds to sex; and so that’s actually what was happening. They were—some of the birds
were starving out some of the others. And we discovered this because we started to find eggs.
(laughs) And after that we got more feeding stations and got it stabilized... This is the view
through the spaces. And the floor... again. And the back room was a narrower room, but again
it had the skylight; and in that space there is a vitrine, very much like a museum vitrine, that was
filled with these hollow wax heads, all.... Actually they’re made from the ex-photo (963) heads
that I found in Brazil in the churches... and we cast hundreds of them and filled these cases.

And there’s this kind of suffocation in that space, a relationship to the space that the birds
occupy. And it became the favorite perch, actually, for the canaries... and they seemed to really
hover around... those cases. And you know it was quite magical. And it was just to be in, not
necessarily to explain. The piece was—I can’t even remember what it was called, actually....

“Accounting!” 1t was called “Accounting.” Yeah.

Question: (unintelligible)

Speaker: That wasn’t something specifically that came up.... You find these in lots of—like
they’re very much like the ones you find in Spain... and they weren’t specific particularly to
Brazil. These ones are very mass-produced and kind of sold all over the place... They
actually—They’re features—It’s very interesting ‘cause the features here are very much like
manikins, and... yeah, it wasn’t something that came—Is that a problem for you, or...?
Question: Well, no; I mean it’s just (unintelligible)

Speaker: Uh Huh, and buy (by?) the offering...

Question (unintelligible)
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Speaker: But you know what the churches do...? They—Like they take ‘em, and then they re-

sell ‘em, you know; it’s a real racket... (laughs)

Question: (unintelligible)

Speaker: Well, no, they have the—you know they have thrift stores in churches, right? And you
go in and you can buy these wedding dresses as offerings? And then—but you can go in, and
they clean out those rooms every once in a while and they re-sell everything again. I think it’s

great. (laughs)

Question: (unintelligible)

Speaker: No, just the animals... But we actually worked in advance with PAWS, specifically
several groups to get their approval—or not necessarily their approval, but their support... and
we went over all of the care of the animals with them... and it was really a kind of more radical
group that wasn’t affiliated with the university in any way, that really was raising the issue. And
when they didn’t get a response, after like two or three weeks, it really settled out. And the birds
stabilized. (long pause) This is making it. When we first started to burn these walls—Are you
guys doing all right for time? Are we all right? I didn’t realize I’d been talking so long.... —the
director, Richard Armstrong, walked in, and I thought, “God, I’m burning the walls of his

2

(laughing) space...” And I said—I—you know it was one of those things where you’ve been
planning something, and then you actually start to do it and it sinks in what you’re actually
doing. And several months later I met the daughter of the architect who had designed this
building, and she really thought it was offensive. And it was interesting... because [—it was not
a surface that actually really damaged the walls; they actually had scheduled to re-surface all of
them anyway, so this show came at a good time. But some people did see those marks as being

very transgressive. I saw them as kind of marks of consumption. Yeah.

Question: (unintelligible)
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Speaker: Well, you allow it to happen. I think that’s one of the things that I’ve really learned
from the work is it’s actually that the work benefits from all of the different hands, and the
different sensibilities... That, if it was all my hand, it would be like wallpaper, you know, in the
way here that it actually creates a step in this landscape of marks... That there’s a certain kind of
guidance, and it’s like, well how do you get it to actually mark? But beyond that it really... the
work only works, and people only enjoy working on it if... you’re kind of allowed to find your
own rhythm with it. And that’s the thing; it’s not like there’s a right way and a wrong way to do

it, so much as finding the way that’s comfortable.

Question: (unintelligible)

Speaker: Sometimes we went back in and darkened sections, but... it didn’t — you know, it’s that
thing where, if you start to get like design-y with it, like standing back and doing this... it
doesn’t work. It.... It’s the result of the making of it out of a different kind of sensibility. Yeah.

Question: (unintelligible)

Speaker: ...I think it’s good to push buttons. I don’t think it affirmed, or confirmed, anything; I
think it just gave me something more to think about... people’s responses. I trusted the kids the
most. They came in and they knew what to do with it... (laughs) how to be in it. And I think it
was a lot harder for the adults, and I think that—It actually made me sad, because I thought, you
know, actually I’'m dealing with some issues that are very similar to what some of these animal
rights protesters were trying to raise, but—and they were not antithetical to each other. But it
didn’t seem like there was a way to actually communicate that with them. That they’re very
extreme... and probably any use of any animal was bad... and what they wanted to do was break
in, and let them go outside and die in the winter... cold. The first experience I had using the
birds was actually a couple of months earlier, and it was at the Carnegie International where I
worked... near—Let’s see, what’s it? —The mattress factory. And actually the use of the birds
really comes much more literally out of the history of the coalmines in Pittsburgh... and the use
of the canaries as harbingers of suffocation. And you—this was the one piece that you have—

that I’ve done that you had that experience of being able to go in and see it in a solitary manner,
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because you went next door to the mattress factory and got a key. You could go—and usually
people were by themselves, or just with the group of people that they were with. And you
walked in this front door.... The windows were soot-marked, just like the walls in the last two
pieces, so that the birds in the space would not run into the windows and hurt themselves. And
you walked in, and there’s just a little bit of evidence of this reside of melting wax... and it’s
cool, and you hear the sound of birds, but you’re not sure at first... they’re alive, or a recording,
or what they are. And the process of this piece is really hard to document, the experience of it;
because it’s moving up this dark stairway in this very small old royal (row?) on the north side,
that has, literally, in every seam, from its history in that city, of accumulating dirt. And as you
move up, you’'re seeing these accretions and accumulations of this material, but you don’t
necessarily know what it’s from. This is just the first week, and this piece was up several
months; so that the quantity you see here... was... a lot greater by the end of'it. And so in that
sense the piece actually measured the time that it was open; and when you got to the attic...
(long pause) you saw the source... of the... melting. And it was those same wax head that I used
in Seattle. All these pieces were done within three months of each other, so they all kind of used
the same vocabulary, but I think functioned very differently. And it was very, very hot in that
space, ‘cause I had put a heater—Iliterally had put a heating system into the house so that the
birds would survive the winter. And... they also gathered up there, and flew between the two
dormer windows that framed this... vitrine... And on a schedule, with a timer, the vitrine

continued to melt the heads. And it went from form to formlessness as they leached down and

leaked through the height of the building.

SLIDE

And in the middle of doing all of this—It was a busy year—I did a piece I think is really one of
those important ones. It was called “Malediction,” and it was the first time I worked in a
commercial gallery... and... it was for me trying to come home to the very basic vocabulary of
working with the body again... almost like that first suit with toothpicks. And this piece... like
the others, responded to the context that it was in; and to being in New York and in that situation.
And I wanted to try to figure out, How do you slow people down a little bit, and prepare the

entrance. And so... the... when you walked in the gallery the first thing you came across were
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these wine-stained, wrung rags... bed sheets...linens... things that would have wrapped the body
that created a field in front of you, and you had the choice or walking on, over or through them.
And it was very interesting to be aware of those choices that people made. Some people kicked
them, just walked on them... some people walked—picked their way slowly through them. And
it was really this kind of choice. And I was sitting on the other side of the wall that you see there
in the right-hand slide. And you became very aware of what kind of energy was coming into the
room. As people made their way across this field, which I thought of as very much like these
bodies that were laid out—it did have that quality—you became aware of a voice, that is a
recording that was in the wall. And it was a reading by a friend of mine who is Welsh, who I
think has a very lyrical, kind of beautiful soothing voice; and she was reading sections of Song
of Myself and The Body Electric. And it was read in such a way that it wasn’t like a
performance; it was like a remembering. And like you would repeat something to yourself to re-
remember... to tell again and again because you need to know these words. And it was played—
I didn’t bring a recording of it with me, but it was very, very low in volume; and it was—the
speaker for it was buried in the wall directly behind my head. And so if you stood beside it, and
you watched... forward in the space, you saw this image on the right. And as I was doing this
thing at the table, which I’ll explain in a minute, it looked as if I was talking. But in fact what I
was doing was taking dough from the bowl that’s on my left, and forming it into small pieces;
and... stuffing it so that it formed the hollow interior of my mouth... and taking those mouth-
molds out and putting them in the basket which is actually a casket...a kind of making—a re-
making of the body from the hollow interior. And... I thought about it as a piece that’s very
important because it’s kind of... I think in a lot of ways it’s what... one is—or I’m trying to do is
to make exterior that interior. And here, in this piece, it’s quite literal. And it isn’t so much a
rejection of food, as it is it’s trying to describe that space which is the edge between the inside
and the outside. It’s that place of incredible sensual pleasure... it’s the orifice we eat through...
it’s where language exits the body... it’s one of those primary sites. (laughs) And... and I think
viewing this was very much like witnessing (unintelligible) in witnessing participating in it...
It’s a piece that’s hard to talk about; it’s probably much more personal than a lot of the other
work that I think takes on a kind of story that comes from its context in a way that this doesn’t.
And... that was the activity. It was important for me to do it myself, not to work with other

people... to actually take care of'it... it attend. It started—It opened on the anniversary of Pearl
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Harbor, and it ended the day—or the public performance part of it ended the day that the gallery
closed for Christmas. And for me those were two significant dates. The work at this time is—
And I’'m going to kind of speed ahead, ‘cause it is late, and it’s hot—but I was very influenced,
and continue to be, by that book of Elaine Scarry’s, The Body in Pain; the Making and
Unmaking of the World. And probably because I think that book is so affirming of making,
(laughs) and what making can be. And it in many ways gave me permission to kind of follow
through and do this piece in public, which was not easy to do. It was very, very... It took a lot of

concentration to be able to do this... for eight hours a day, day after day.
Question: What did you do (unintelligible)?

Speaker: I sold them. (laughs) (laughter) No... in the piece they accumulated, okay? So the
individual mouth molds, which I thought as kind of... word molds... were almost re-absorbed by
the larger mass. But we did take them out and bake them at the end... and... somebody bought
it.

Question: (unintelligible)

Speaker: Yeah! (laughs)(laughter) ...which is kind of another story. I wanted to show this
because David’s coming, and because... at the end of this year... I kind of skipped that one in
between... I had the opportunity to work with David Ireland; and it was a wonderful, wonderful
experience; and I learned a lot from him. And you’re really lucky that he’s coming later in the
summer... and at the very last thing we did is we left the piece with this photograph on the right.
(laughs) And the piece is very much about the fact that there’re two of us there working. I think
we both did—we were not asked to collaborate; we were asked to do separate pieces. But the
spaces we were given literally adjoined each other, so you had to walk through one to get to the
other. And it’s the kind of space that’s very white, supposedly neutral, but full of architectural
problems, we found, to make work in; and so what we did was really decide to respond to each
other... And to make a piece that was about emptying... and filling... and concealing and
revealing. And the material we used was flour. And it came really from a visit that I had made

to the mills, where I walked in this room that—

[AUDIO BREAK]
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...exit through a hallway, and it falls in a veil... over these two tables... and over the duration of
the piece, the gap between the tables is closed. And it’s a piece... that I think we both tied some
our own form-habits behind our hands. I think at some point I was trying to do what I thought
David would do; and David was trying to do what he thought I would do... and... I think it
turned out okay. The—This one got closed down by the fire department for a while... which is
kind of another story for another evening... but the presence of the voice was also a part of this,
and... I did a recording with a woman there, and this desk occupied a wall in that second room
with the two library tables. And it was a recording of Linnaeus’ System of Classification in
Latin; and it was read by this woman with this incredibly sensual voice. And I don’t think it
belonged in this piece; I think it was one of those attachments—David had one in his room and |
had one in mine that we couldn’t let go of—But moving towards voice is actually what I ‘m
trying to do with the work.... And... this piece here is still silent, but there is an element at the
back of it that... is the direction I think that I’m trying to go. This piece is called “Aleph.” (sp
Aleph literally means the shape the mouth makes as it goes to form—make its first utterance. It
means “one,” “I,” “the,” “first;” it’s a... word in Hebrew. And—Can you focus the one on the
right? —This piece—Ellen Gallagher’s here, and Ellen was the person who stayed and took care
of this after I left—really kept it alive. And the process in this piece was one, again, of an
erasure, to make clear, or to make a new surface. And...actually this is a piece I could talk a
long time about, but basically, in a nutshell, I was thinking about...that—very McLu—That I
did—It really comes out of Marshall McLuhan in a lot of ways—about, for every technological
advance—and this piece was at MIT, and I was in the Media Lab building, and thinking very
much about the role of technology there—that it’s a step in many ways away from the body...
and that the more advanced we’ve become, we’ve also become increasingly self-conscious—
And so this piece has mirrors in it, and it has books, and a steel floor that makes you more aware
of your body.... The response—Responding to... the... context of being at MIT was very
important to this piece and... there’s kind of a lot to go into right now, but... basically I did for
like an anachronism, because everywhere on the first floor of this building, carrying these heavy
old books around, because this wall is made up of old patent books... and it charts that shift from
a mechanical system to an electronic system, because it starts in the 1860’s and goes forward....
And... sandwiched within it are these wrestling dummies. .. held up and compressed by the

weight of those books. And at the table—You enter kind of from behind the table—Ellen and
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another person were helping maintain this—there was a stack of mirrors that were all kind of
head-size. And, with a small piece of sandpaper, they were... erased, slowly, in a circular
gesture, until the glass was clear again, and you could actually see through it. And those stacked
up, and accumulated—Can you focus there? Yeah, thanks—Ellen, you were moving... (laughs)
and created two stacks that were intended to accumulate to the height of the body, although we
kind of miscalculated it, and it never finished; it never got to that height. And way down at the
opposite end of the room was a very small video; and that video was set flush with the wall; and
it was like this little beacon of light down there, drawing you down the length of the walk with
the ninety feet of books. And it was—this is very out of scale, because the video monitor was
only this large... and it was... my mouth opening and closing, rolling stones around the interior,
but never losing one of the stones. And it was very hypnotic to watch. I think it was very
sensual and hypnotic at the same time that it was really kind of disgusting and... looked like
maybe there would be some sort of suffocation.... And then out of this piece—I just mostly have
process shots of the last two pieces I did, because they haven’t been documented yet. They’re
still going on...This was one in Toronto at the power plant. And here, responding very much to
this situation, which is a place where there was once a very active port, that like many ports has
been transformed into a site of leisure consumption; and thinking a lot about what happens to the
body in that shift, and in a way that—the only way to participate is actually to consume their
shops and condominiums and... and it’s not a place where there’s evidence of a lot of labor.
This is the making of the piece, where I pursued using those wrestling dummies that were part of
the project at MIT. And we made hundreds of them... This is one of those cases of really
miscalculating what was involved; it was a real workout. That’s my mother. My parents often
have to come help and save me. (laughs) ...and have been incredibly supportive. And these are
the bodies accumulating in this space; and this is the crew, all volunteers, many of whom came
in from out of town, and worked... around the clock to get this thing done. This was the night
we had a big dinner before the opening. And the walls—It’s a large—It’s like a sixty...five foot
square piece—all the walls are covered up twenty-three feet high with a stack of these wrestling
dummies, all laid one over the other like sandbags. And they formed literally a lining of the
room, and it was partly because I was thinking about this room as a gymnasium.... And within
the center there’s a ring. And... there’re these columns that you see in the slide on the left—

They held, almost like two hands would hold a skein of yarn, this yarn that was literally walked
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around it, mile after mile after mile; it’s a very (unintelligible word) And, on that column—you
can’t see them, but there are two punching bags that are striking bags that are used in boxing, and
they’re mechanized, so that every three minutes they go like this and they’d hit the column. And
below that, this ring that divided the two halves of the room is—Oh, that’s the blocked
entrance—is knit—It’s unmade. I was thinking about a relationship to a making and an
unmaking—that the ring is undone, and the second circle is made; there’s a person there four
afternoons a week who is knitting a circular tube that’s the same diameter as the diameter of the
bodies that create the lining of the room. The whole room literally is lined; it has a canvas floor
very much like a boxing ring... Joyce Carol Oates has written a wonderful book called On
Boxing, that really made me think about that sport very differently—to think about that intention
to harm the body in relationship to knitting, which I think of as... a making process. It is a kind
of a healing, and a process of tending the body. I don’t have really good slides of that one; I just
wanted to stick these in... because they just happened...and this—I just came back from working
in Holland, where every hour, eight hours a day, there’s a barge now going up and down the
Rhine with this installation on it; and... it’s part of a larger project called “Sonsbeek,” which has
forty projects in the city of Arnhem, which is about an hour and a half out of Amsterdam... And
Michael, who many of you have met, and was the crew on this one with me, was a very modest
project compared to the last one... and this is the owner of the barge, Pete, who’s seven feet four
inches tall, (laughs) (laughter) and has a heart as big as he is—as wide as he is tall. And he is the
one that’s now driving this barge, and became very involved in making this piece... with us.
And I’m actually doing something I didn’t think I would do in this piece, and I don’t have any
slides of what happened with it... But, it’s actually all a performance, and all of this time, in ten
years, | thought I was really working away from that... And in this piece I actually, through a
circus agent, hired two people to be in it—There’s a person who’s standing atop of this pile, this
very large pile of flower bulbs? And there’s just a little bit of light that comes in through an
opening in the ceiling of the barge, which is that interior space again.... And they’re juggling.
And they’re juggling up towards the light. And... there’s a second person sitting back in the
back of the barge... at that desk, although it’s in a different position. And they’re counting
prayer beads. And there’s the presence of their voice... one after the other, making this kind of
counting. So the rhythm of the bulbs, and the rhythm of moving in the water—because to

experience this piece you actually get on, and you go twenty minutes up the river and you’re let
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off at a different site. And... it was one of those situations that just — I think—really pushed the
work a long way for me. Partly it’s that there wasn’t much time... It was one where... ... am...
working with time very differently. I’d been very nervous to... sort of have anything different
happen; it kind of had this stasis in it. And in here—You’re trapped on there for... twenty-five
minutes. But it actually—and I think some people resent that, but most reports I’ve heard back
have been that it actually allows you to settle in to the time of the piece very, very differently;
and what happens is, as the barge moves, it actually passes under two bridges... And the light
changes. And you... You’re guiet, I think, in a way, and for a period of time that wouldn’t be
possible if you could just walk on the barge and walk off when you thought so-called “had,” or
consumed the experience. And... I was just very lucky to find the right people to do it, and to
take care of it. So now, during the day, every hour, you know, I look on my watch, and this
piece...I think about this piece happening. And I think that... what happens for me is just that
each of these pieces takes me into a really different world, and brings up new questions; and
that’s what’s actually pushing the work right now. And... I don’t know, it makes me try things
that... I certainly wouldn’t have imagined before—having been asked to come to Holland. So...
that’s it. It’s been a really long night, and... I kind of got involved with it. (laughs) But if you
have any questions, or you want to wait until another time, or... whatever, that’s fine. But that’s

it for the slides.
Question: (unintelligible)

Speaker: Well, I think specifically in the Brazil piece and in the Seattle piece, which is where
they come up, I think—I’m thinking about it in two different ways. I think... sometimes I’ve
thought about language as a form of consumption, in that... sometimes—depending on the way
that we use words, that they can very quickly consume an experience, and shut off... It can help
explain or expand an experience, but sometimes depending on the words that are used, it can shut
it down. And I think about that a lot in the work... You know, depending on how something’s
named, it opens it up; or it puts borders around it, so it can be literally consumed: “Oh, I’ve had
that experience, now; I don’t have to deal with this any longer.” In Seattle and Brazil I was
thinking literally about the fact that it seems the reason so much happens with the kind of
settlement that occurs is motivated by an economic consumption—to take more on. And the fact

that, to be alive, to be breathing here, is also an act of consumption. And wanting to—in...
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through... evidences, in the tokens and in the walls of those two forms of consumption—to make
a place that’s about the question of how we’re present within those, how we participate within

those.... Does that answer your question? I can’t see you....
Question: (unintelligible)

Speaker: But—You know I think that the—to sort of take that question in a different way—is
that one of the things that I’'m very interested is in how we know things through material. And I
think that particularly like at MIT, it’s like—I feel like we’ve lost a lot of that knowledge—the
kind of things you know through your hand... that information is increasingly very invisible.
And... it’s not like wanting to look back with nostalgia, but wanting to bring forward those
things that we know through materials and a way of thinking that’s available to us through that...
I think I was very influenced, and continue to pull forward with me, the background that I bring
with me out of textiles... And Annie Albers (spelling) wrote this book in which she sort of lays
out her philosophy of designing, or making—she ran the textile studio at the Bauhaus? And she
talks about how—and this book was written probably thirty or forty years ago—she felt like
there was so much schizophrenic behavior because people have really lost touch with making
anything from a raw...stuff, through to something... And that she, in her writing of this, talks
about how she thinks that a very kind of fundamental human need. And I think on one level I
really believe that, that I know that just personally what happens to me when I settle into making
stuff, moving materials around... and that it’s a very healthy kind of thing to do, and it’s... in the
way Elaine Scarry talks about in her book... an affirmation of the body. And it’s in those terms
that I actually think about that; on the other hand I’m really aware of the kind of excess of this
stuff... You know, that you’re actually participating in this thing that you’re also... sort of
criticizing, and that both of those things are present... and that it’s a condition; it’s not like
falling one side or the other... that... you need to have all of these materials present to actually...
talk about that; or is there another way to do it? I don’t know. At this point... I don’t see that
really changing, because it’s partly... like how I know things... what I respond to... which sort

of sidesteps the question a little bit... but—Yeah.
Question: (unintelligible)

Speaker: Of control?
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Question: (unintelligible)

Speaker: Um hmm. Yeah, I think that’s all in there, definitely. In—you know I’m also really
aware that ’'m very dependent, you know, on working in these spaces that I’'m given to work
in... that just the economics of creating these situations, like being able to have a barge, you
know—It’s like I can go out and just find a guy that was really nice and said, “Sure, have my
barge for three months.” (laughs) And...that there’s a lot of control that I exert to work in an
interior space like that. It’s made me very nervous, actually, and in one sense still think about
working outside. You know, I don’t know what I would do outside, or what I would need to—or
if I would need to do anything outside, which isn’t quite what you’re asking, but I think part of
what happens in the pieces when I work with a lot of people is actually letting go of a lot of...

things as you make it, which is more personal.
Question: (unintelligible)

Speaker: Right. Yeah, well I think that hopefully that’s the way... I mean, what I hope is that the
work evokes questions, not answers... and that part of that, particularly in the earlier work,
where maybe things you’re talking about don’t seem—aren’t what they seem to be... that it’s

part of... evoking that response....
Question: (unintelligible)
Speaker: Ah... no!

Question: (unintelligible)

Speaker: A sense of control... or lack of it... or how much you exert... or.... I think that 'm
very interested in how-- one becoming aware of how and when it’s present in a space, how one
takes up space... how one leaves a mark... and... in that sense I think that ties in to what you’re

bringing up, only you’re using a different word for it. Yeah.
Question: (unintelligible)
Speaker: No.... I think that in the process for me of making work I — let’s say knowing too

much—Now I know I don’t know too much—(laughs)(laughter) But—it’s more that, when
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you’re—because the kind of work—this kind of work is the scale it is at this point, although I’'m
really trying to, and I have done some much smaller and much more private pieces, and I'm
trying to be home more to make a different kind of work that may be the... balance to this work,
but—so I have lots of periods which are—You know, I’'m waiting for the idea, or I’ve gone to
make site visits, I’ve read a lot about the history of a site... I'm kind of tossing all this stuff in
the air, waiting for... something that I feel like I can work off of, seems to fall into place. And I
think it’s at that point when I can describe something to myself really well... like I already
understand it, but I know I’m not there yet, that... there’s that point for me in the process of
making work where there’s an image that I start to sense, or imagine, and... I don’t really
understand what it is, but it doesn’t go away. And that’s what I mean towards working towards
what you can’t name. It’s like the video of the mouth. It’s not something you can say, “Oh, it’s
this, this and this!” You know, and so that’s why I’m interested in it. That visual art is visual,
and it does things that other forms can’t do... and... you know... trying to find those images
that...that can do that.... That you can’t ignore, but you can’t explain until you stay with them.
And... Because I do think also part of experiencing the work, and it’s so different than looking at
slides of it—It’s so—To be in them is so much nof these images. It’s that the longer you spend
with them, I do think the more that comes out of them, the more that comes back from them. It’s
like establishing a relationship. And I feel like that in the making of them... the more that I’'m in
them, the more I learn.... Not that’s interesting to sit here tonight and tel// you all those things,
but that’s why I do the work. And... it is about committing to the time with it. I recently had a
conversation with a writer in Toronto who’s writing about that piece. And he said at this point
he’s been back six or seven times, and he said, “You know, each time I go back I get something
very different from it.” And that it continues to kind of unravel in different ways. But ultimately
I think they resist closure; it’s never any one of those threads that are unraveled... that it’s
allowing kind of a poetic response... a very personal—one that allows kind of broad

associations... and that there isn’t a closure within it.
Question: (unintelligible)
Speaker: ...the memory of making them... Yeah, like...

Question: (unintelligible)

37



Speaker: I think—Tell me if ’'m wrong. I think what you’re asking is... in the beginning I was
talking about the relationship between how we know things through language or through words
and through our other senses... and that I was trying to create... a place where... maybe those...
experiences that you have through your senses are not dominated by what we know through
language. And she was asking, But in the end, you’re left with language again... because it’s
back to words... it’s back to you may be believing me describing these things... and do I write
about the work? Do I write about my intentions? And then the other question was, What is left
afterwards? Is that right? What’s the residue? Well, in terms of writing, no, I don’t really
write. ... | write these little things that are descriptions of the piece... but the words are very
carefully chosen, and they have a more poetic structure than they do, like, “I intend to do this...
and to explore these ideas....” And they’ve actually been published in one of the catalogues, and
it’s something I do kind of following the piece. But it’s this long—You know, it’s not... a big
thing. My process of making work is actually often writing, but it’s only really making lists with
words... because it just becomes a way for me to generate thinking about the relationship
between things; because you can put two words on a page, like revealing and concealing, and...
go between those a lot. And it’s just... I suppose for me a process that’s analogous to somebody
drawing or sketching.... Let’s see... the question about what’s left over.... Well recently—for a
year [ was with a gallery—I’m no longer with the gallery although I still work with somebody
who kind of helps manage me, I guess—and what he says I actually try—I feel very lucky to be
working with him. His name’s Sean (spelling) Kelly, and he really comes out of working in the
nonprofit sector, but moved into working in the commercial world, and now is kind of working
on his own... without a gallery. And what—I think my initial—It’s a long way to answer this,
but my initial motivation to be in the work was almost a way of extending—partly it was an
extension of the process... into the public life of the work, which is very different than the
making life of it. And... one thing that Sean has done is go through a lot of the pieces with me,
and we kind of look for things that you might call artifacts, really, that still contain some of the
kernels of the essential relationships within a piece, that I feel can stand on their own outside of
it... That they’re not the piece; there’s no attempt to recreate what is ephemeral ultimately and
can’t be recreated, but...that it’s something that’s left over from it that I think can stand on its
own... And I have a lot of... ambiguous feelings about how that’s working at the moment... but

it... like from the piece with the pennies I saved the hat and the chair and the cloth.... And
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somebody bought that; there have been six things that I’ve sold. And... so those exist, like...
and... there were shirt and (unintelligible) from a piece I didn’t show... There’s a table of
shirts... these singed men’s light work shirts that were the center of an installation, and those
exist on their own, and they were actually recently—I didn’t see it but they were in a show at... I

think the Modern—That’s not your question?

Question: (unintelligible)

Speaker: Yeah, well I think-- (pause) and then it’s over....
Question: (unintelligible 665-6)

Speaker: Yeah, they’re lives... And they happen in time... And they don’t really get repeated...
But I also—in some ways I’m getting older, and I’m thinking like it would be nice if some things
were around... you know, and I do think it’s—I don’t know, maybe it is partly a product of
age... but when I did the piece in Seattle... that was the first piece I’ve ever done, and I thought,
You know, I would really like to be able to come back and see this again; I’d like this to be
here... And it seemed kind of like a shame that it was taken down...It was actually made in a
way that it could have just... continued to exist... as long as there was a way to take care of it.
And that’s sort of the first time I’ve actually had that impulse. I think with a lot of pieces when
they’re done I feel like they’ve kind of run their course; I’ve learned from them and it’s time to
move on. You know, in a lot of ways, when I first started doing it... I thought, Well, these
things aren’t going to be around to haunt me....That really is partly what you learn in doing it. I
think... as some of these artifacts, which actually is a very real and I think a very interesting
question with the work, and what’s happening with it, have their own life, you know I think I
have—It sort of brings up this issue of control—Because I’'m no longer in control of the context
in which those are seen... and so I have to... you know, face some of those same issues a lot of

other people who make objects face... once they leave your hands.
Question: (unintelligible)

Speaker: Ivan Marks.... (pause) Yeah, and there’s a lot of history and antecedents for
questioning the forms and... the... how something exists over time... You know I think—we

could talk a long time about that. (laughs) So—Thank you.
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(Applause)

END OF RECORDING
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