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Suzanne McClelland: Hi. I do not want to delay your encounter with Kota, but [ will take
five minutes, since [ watched you all do five minutes, and introduce an extraordinary artist
who [ finally had the pleasure of meeting here in Maine.

Over three decades, Kota has offered an evolving and sharp perceptive body of work
that defies categories and respects material lineages. He is known for his animations, light-
boxes, watercolors, that often draw from complex and historically important well-
publicized events. I first encountered Kota’s work at MOMA in the early 2000s, through his
piece The Simpson Verdict. Not so much as an animation or video, but as a sculpture with
motion, a series of hand-drawn forms, a moving and subtly expressive, at the same time
objective, object. I felt it to have been made through time, through engaged inquiry and
exchange, rather than being a product of a one-dimensional fixed position. The artist had
listened and looked, and he had translated something. Orchestrated the sensory exchange,
beyond what was captured by the courtroom camera. Yet without adding information. I
recognized the historic subject of the film only after [ absorbed the color, shape, phrasing,
sound and rhythm.

Born in Cologne in 1969, Kota lives and works in Oakland, California. He studied at
the Kunstakademie Diisseldorf, San Francisco Art Institute before getting his MFA from San
Fran, Stanford University. He has received numerous awards, including the Tiffany
Foundation Award, SECA Award, Eureka Fellowship. His work was included in numerous
solo and group exhibitions, with SITE Santa Fe, the Georgia Museum of Art, Metropolitan
Museum of Art, Saint Louis Art museum, Williams College Museum of Art, Wadsworth
Atheneum Museum of Art, and 2019, his work was included in the Whitney Biennial in New
York City. Ezawa, Ezawa’s work can be found in the collections of Kunstmuseum Stuttgart,
Albright Knox Art Gallery, Art Institute of Chicago, Baltimore Museum of Art, Berkeley Art
Museum and Pacific Film Archive. Hirschhorn Museum, Israel Museum, ]. Paul Getty
Museum, Metropolitan Museum, MOMA, the National Gallery of Victoria Australia,
Netherlands Media Art Institute, San Francisco Museum of Art, and Smithsonian American
Art Museum. And the reason [ am listing them is because I think we, as artists, should
always ask to see things in museums. The complete list of collections and awards are all on
his CV, too numerous to list, but [ do want to point to the beautiful recent artists’ books and
publications on the shelf in the Skowhegan library, where you can immerse yourself in the
reproductions of the work Meredith in the library has acquired, and I take pleasure in
reading his titles. A History of Photography Remix, published by Nisraeli Press. The Crime of
Art, and Opus, which is published recently in connection to three of his 2021/22
exhibitions, one at Ryan Lee Gallery in New York City, another at Gallerie Anita Beckers in
Frankfurt, and another at 68 Projects in Berlin.

In one text, [ found a succinct description in the essay by Barbara Gordon. “Quoting
scenarios we think we know, Kota Ezawa makes history into art, and vice versa. Initially his
imagery seems suspiciously accessible. Careful scrutiny reveals the subtle power of an
artist’s mastery. In his works, painterly invention and the interplay between generalization
and detail evoke inference and complexity. Kota was often been cited as an artist who



simplifies and reduces. I would argue that instead of erasing, cropping, or generalizing, he
in fact dissects, distills, magnifies and thereby enlightens aspects of historical material. He
locates telltale gestures, tracing sounds and gestures within and it feels like possibly
outside of the frame. Attention to that gap between sound and sight are apparent, so how
does a body of work resonate with mediated reality when details are cut or erased or
threads set aside? What gets left out? What didn’t get woven in? And how does this enliven,
reveal, and expand?”

This is what I asked myself when I first saw Kota Ezawa’s Simpson Verdict, twenty
years ago. His drawings, traced from found footage, have the ability to suggest that a
camera is a character, all the more poignant as there is no dependence on a camera in
animation. Cameras were not allowed in US federal courtrooms until a judiciary committee
led by a Reagan-nominated Judge Rehnquist in 1988 initiated a pilot program in the years
just before the O] trial. This matters in a sense because Kota’s piece address mediation,
power structures, and the assumptions and projections that are the groundwork for
framing of histories. So those years revealed, and the early ‘90s, late ‘80s, revealed a radical
shift in public awareness through these televised trials. Kota magnifies history and slows it
down, and gives us space to reflect on our memories of these filtered events. Almost done.

Almost twenty years later, I encountered National Anthem, his piece in the 2019
Whitney Biennial, a monumental projection that greeted us when the elevators parted
upstairs in the museum. A physically transparent projection presenting a powerful moment
of silent protest, the kneel by Colin Kaepernick, reproduced in color and shape. And as |
saw it, a history painting. In her review of the Biennial, critic Aruna D’Souza writes, “By
rendering these images in paint, allowing the camera to linger on them, and projecting
them on a massive wall, Ezawa moves them from the unthinking speed of social media
outrage and lets us dwell on the implications of the action, and the reverence of the
gesture.”

Kota has so much more to show you, work between those two pieces that I just
happen to have experienced. Welcome. {applause, cheering}

Kota Ezawa: Thanks so much, Suzanne, this is by far the most thoughtful and thorough
introduction I've ever received, and thank you all for sharing your work yesterday. My
head’s still buzzing with the wealth of artistic practices that I got to see on the screen and
your thoughts to accompany them.

[ loaded quite a bunch of works onto this presentation, so I'll keep my comments
fairly short, and, but I hope that we can kind of dive into a conversation. I'm happy to chat
on, about anything that you will encounter in this presentation. {begins slide show,
switching from the image that’s been on screen so far} I'm going to start with this one here.
It's, it’s a type of like cardboard TV that I started making as a kid. As Suzanne mentioned, I
grew up in Germany. In Germany we had these, like, chocolate drink tea, chocolate drink
powders, they came in these boxes, and then I cut a window into them, and put these, like,
wooden rods, and turned them into a hand crank, so what conspired in this opening was
like a panoramic hand crank film. I keep making these, I didn’t have time to make one here



in Skowhegan. This is one that I made as a student at the Kunstacademie in Diisseldorf, in
the early ‘90s. I lucked into this video program in Diisseldorf, it was really quite special, it
started in 1979, under the auspices of Nam June Paik, and so it was like video pre-digital,
pre-anything, and it was actually video as a, more as a sculptural medium. And that’s also I
think still informs my understanding of video.

In 1994, | moved to San Francisco. Originally I just wanted to go for a year, but that
year turned into a lifetime. [ started making narrative films, [ felt [ couldn’t kind of continue
what I did in Diisseldorf and had to reinvent myself, | made narrative films with actors, and
scripts. But then had also, kind of a side project happened, [ formed a band together with
some friends called the Helen Lundy Trio. This shows us at a reunion concert in 2015 at the
Oakland Museum, and I'm going to play you one of our music videos. Okay. (00:10:03)
{video plays 00:10:04 - 00:11:41} And the song goes, continues, but, yeah. {applause,
cheering} Oh, I'm not done, not done! {laughs} Yeah, so this was done on Amiga 2000, it’s
like this ancient computer pre-desktop video editing. [t was like a fancy machine in the
1990s, but no longer. It’s kind of obsolete technology. And it looks also like a really simple
piece, but it was like nights of rendering to do this. I thought at the time, when [ made this,
this was definitely my first animation piece, [ thought of it as some kind of like a
suprematist music video, but it, in reality, I feel it’s more like a kids’ dance video {laughter}
and it’s in the collection of the Oakland museum, and there are some videos of kids rocking
out in front of it. {laughter}

This, also fairly crude and fairly simple, but also very significant to my practice; this
is the first time that I tried to do like a digital drawing, in Photoshop. I picked up a real
estate brochure, you know, like the ones you have in these boxes next to the sidewalk, and I
clipped out a photo of a house, and then, you know, stuck it next to the computer, and tried
to re-draw the house in the photo. And this is kind of what happened. And it’s super simple,
but it made me really happy, because [ thought in this translation from photograph to
digital drawing, like, a lot of things happened. I felt that the emotional content of the digital
drawing was somehow like heightened, and, in a weird way, that this digital drawing
seemed more real than the photograph. And at the same time, more abstract. And like, I
turned this also into a video, I'm not going to show it to you. Basically all that happens is
that the clouds are moving and it turns from daytime to nighttime, and the lights go off, and
the lights go on. Kind of nod to Empire State by Andy Warhol, where like a building
becomes the main character of a movie, and, yeah, nothing else.

After doing this, I thought I could try this experiment, like, instead of using a
photograph, using like an entire video, and then re-draw the video digitally. And the first
thing that popped into my mind was The Simpson Verdict. Now, thinking back of it, it makes,
kinda makes sense. I moved to the US in 1994, and that’s exactly when the trial happened,
or when the trial started; it ended in 1995. So my first whole year in the United States,
people were just glued to the television, following every twist and turn of the trial. And I
made my animation in 2001/2002. At that time it was neither historic or current, it was
just like something that had happened a few years back. And I'll play you the entire video,
it’s like, it's two minutes and forty seconds or so. [video plays 00:15:27 - 00:18:16]



Going into this, I really didn’t know very much about O], or the trial. I guess that I
choose my subject matter rather intuitively, but then, like, making it is so kind of tedious
that you just learn along the way. And I feel I also learn along with the viewer. So whatever,
you know, people tell me after watching this kind of makes it into this learning experience,
and the, yeah, that’s kind of why I make this work.

One thing that happened right after making it is the dean of the college where, the
former dean of the college where [ was teaching said that he knew someone that would
really be interested to see this, and this person, her name is Penny Cooper, she’s like a Bay
Area arts patron, and collector, but she’s also a former trial lawyer, and she was on the
defense team of O] Simpson, and so she came to visit my studio shortly after [ made the
video, and I had, like, sweat pearls on my forehead, and a sweaty palms. [ kind of imagined
she would get really angry, seeing this, and, or sue me for copyright infringement, and, but
her comment was really kind of surprising. She looked at this and then she said, like, that’s
how it was. And then she actually helped the Berkeley Art Museum, where she’s, that she
supports, to acquire the piece. (00:20:03) So she, it looks like she didn’t hate it.

[ mean, I, | made this piece, also, I was like, yeah, my practice wasn’t established by
any means, and I sent it to like film festivals and so forth, and a couple of them played it, but
then the work really found its place being shown alongside painting and sculpture and not
in like, yeah, dedicated film programs. This is the show that Suzanne mentioned at MOMA
in New York, the show was called Out of Time, and to the left you see The Baader-Meinhof
Series by Gerhard Richter, and to the right is a piece I really love by Rachel Whiteread
called Library. You know, The Simpson Verdict was my first animation like with people and
characters, and, but I feel [ had more to explore, so this was my first gallery show in New
York at Murray Guy in 2005, and I presented a 3 channel piece called Lennon Sontag Beuys.
The show as in 2005, and | made the piece in 2003 /2004. And it shows John Lennon giving
his bed-in for peace with Yoko Ono, and then Susan Sontag in the center, giving a talk on
photography as an instrument of protest, and then on the right, Joseph Beuys giving his
famous public dialogue at The New School in New York, where he talks about social
sculpture. And I don’t consider myself, or, no, [ should rephrase that, but I don’t, didn’t
think of my work to be an overt act of political activism, but all these artists in the video,
they are definitely political activists. They kind of put their practice aside and was like, I'm
just going to protest the Vietnam War, or the Bosnia War, in the case of Susan Sontag. [t
wasn’t really about propelling their artist practices, they were just political activists in
those moments. And 2003, for those of you who were around and remember, was the
beginning of the invasion of Iraq, and the whole art world was this like supercharged
political think tank, almost, and I feel the work [ made in that moment was just mirroring
what was going on around me.

This is another video installation, made a few years later. This is at a German
museum, Kunsthalle Bremen, the town where Yana [?] is from. And it’s a remix of Alain
Resnais’ film Last Year At Marienbad, L’Année Derniere a Marienbad, not sure if you had
encountered it in film history 1, it's kind of a surrealist film from the 1960s, and there’s all
these people that take these very kind of statuesque poses, and I cut out all the statuesque
poses and made this - it's almost like an architectural animation.



All this work is pretty time-consuming and labor intensive, but that’s also kind of
the fun of it. I feel at this point, I had created like my own nine to five job. I go to the studio
and I put the pen on the paper, or the pen on the tablet, and, you know, start my workday.
And part of this working routine is that [ always try to kind of, okay, [ hope to get this right
- bite off more than I can chew. And, like, in this case, I tried to repaint the 158 shots that
make up the Odessa step sequence by Sergei Eisenstein. So I made like 158 ink drawings, in
this case, of the, of the Odessa step series, and it became an artist book, then parallel to that,
I restaged the 158 shots with like friends and students and anyone I could motivate on the
roof of the San Francisco Art Institute. (00:25:02) And, like, it was a monumental work
effort. The result is like, [ don’t know, it was a show, it was, it did some things, but [ almost
feel that to, today, the work is more {laughs} more resonant than it was back then. But
that’s also kind of a lesson to me, like, sometimes, you know, you start a project with
excitement, and then sometimes you don’t, unsure if what you're doing is like super solid or
not, but [ now have to have it, [ finish the work, and if it's not seeing its glory right when I
finish it, it might become, come in handy ten years later.

This is a projection on the big outdoor screen at the symphony in Miami Beach.
Whenever they don’t show the symphony, they show a lot of video art. And the video that’s
showing there is a piece [ made for a group show at SF MOMA. San Francisco has a, like,
very well-known experimental filmmaker called Bruce Conner, and he died in 2008, and
then in 2010, the museum showed one of his big installations, and alongside the
installation they showed work by younger artists that they thought was, were influenced
by him, and one of them is, is me. And here’s this excerpt from this video. [video plays
00:26:40 - 00:27:38] Some of you might recognize, it’s ten seconds or so of the Beatles
playing “Twist and Shout” in the image, and then the soundtrack is the Dead Kennedys, like
legendary San Francisco punk band playing “California Uber Alles,” as funny was that they,
this song was released in the ‘70s, and they talk about Jerry, Governor Jerry Brown, and he
was also the governor when I made it, like, he had a comeback. I mean, this is, obviously, a
little bit maybe a joke, but also I feel there is something serious about this film. Some
filmmakers say that the event of synchronized film is like the worst thing that ever
happened, because it really kind of regulated or streamlined how filmmakers use sound.
It's oftentimes talking heads and dialogue. Before that, in the silent film era, people had to
be much more inventive how they mix and match films, sounds, and like, my thinking is
always sound and image work best when they have an interesting relationship, when they,
you know, they can be in conflict, or at odds with each other. That's usually better than
when they’re just like glued to each other for no reason besides being in synch.

This is at, me at, during a residency at Headlands Center for the Arts. [ know one,
Chelsea was there also, at a similar time from, this was in 2011. It’s kind of, it has a
similarity to Skowhegan, but it’s also very different. But has the same floor {laughter} as
this one. And, I'm installing a piece on these old monitors that I found in the attic of the art
center. It's a piece called The City of Nature, and City of Nature was a commission by
Madison Square Park, the New Yorkers of you might know this park, it’s kind of a, it's a
small park in midtown Manhattan that commissions a lot of large outdoor sculpture, but
they also, I don’t know if they still do it, but at the time they had like a film/video program



where they commissioned one film or video artist to make a film for the park. (00:30:20)
Every year, and one year they asked me, and [ made this. It’s for, it was a really difficult
assignment, [ feel like, who, who goes to a park to watch TV, really? [ mean it’s, doesn’t
seem to be the thing to do, but I jumped on the opportunity and made this film, it’s called
The City of Nature. And this is just like a one-minute excerpt. [video plays 00:30:47 -
00:31:27] So, I collaged together all these scenes from fiction films, like Fitzcarraldo,
Brokeback Mountain, Swept Away, The Old Man and the Sea, and I cut out scenes where all
you see is nature, where no people were entering the frame. And, like, a lot of the images |
use are very recognizable, with nature, it’s like, nobody can tell if this is the ocean from
Swept Away or the ocean from The Old Man and the Sea. The only kind of iconic scenes I feel
are from Brokeback Mountain, like the sheeps from Brokeback Mountain, you do recognize.

This is how it was installed in the park, and, on these like LED screens, next to the
Shake Shack {laughter} hamburger stand. And, yeah, I feel all these like public art practices
just happen, you know? I didn’t seek it out to be a public art artist. But, [ honestly love the
interaction, [ love the accidental viewer, or the passerby that’s not seeking out an art piece.
And it kind of became a really significant part of what I do.

This is another public art project, called Hand Vote. It was first kind of a tabletop
sculpture that [ made for a group show at the Vera List Center for Art and Politics, in New
York, at their inaugural show. And it was just, the tabletop sculpture was honestly just kind
of like a joke about democracy, and then, but then when you enlarge it to, this was, I think
sixteen feet tall or so, the meaning completely changes. It becomes all of a sudden this
celebration of democracy, or this, [ don’t know how to describe the shift in reading that this
work gets. This was an installation at Canal Park in Washington, DC, it was a temporary
installation. Washington DC has this public art festival where they invite curators to pick
artists to do projects all over town, and Washington DC, as you know, is kind of the center
of political life in the United States, and then this piece gets like a completely different
reading when it’s there. Also because the residents of DC don’t have representation, full
representation in Congress, so.

This is another temporary public sculpture, this is in the sculpture court of the
Yerba Buena Center for the Arts in San Francisco. They asked me to make a proposal in the
fall of 2012, when Hurricane Sandy devastated the east coast, and this, some of you might
remember this amusement park in New Jersey was completely destroyed, and like swept
into the Atlantic. And it happened literally when I got this request to make a proposal, and I
said, like, why don’t we just rebuild the amusement park in the, in the courtyard of the
museum? And they went for it, and we did it, and it was kind of a, the rebuilding of the
amusement park happened the same time as I, we built the sculpture and then the re-
opening of the amusement park was almost at the same time as the completion of the art
work.

And I kind of also like how sculpture courtyard and amusement park are in
conversation with each other. I mean, I had this conversation over lunch or dinner with
Abigail, like, a lot of these sculpture courtyards are like graveyards, they seem so kind of set
in stone, and static. And I felt they could use a little amusement park. {laughter} And then



on the other hand, I find that amu - [ personally hate going on rides, I get motion sick right
away, but I love how boardwalk walks are also these monumental abstract sculptures that
are, like, inserting themselves into seascapes and so forth.

This is a re-drawing of a Rembrandt painting. I first found this image on the FBI
database of stolen artworks, and, you know, started, I thought like, here’s something for
me, finding stolen paintings and re-drawing them. And, and this painting was stolen from
the Isabella Steward Gardner Museum in 1990. And then, as I was making this drawing, a
story ran in The New York Times that this videotape had surfaced. It’s a surveillance tape
from the Isabella Stewart Gardner Museum, not of the night of the theft, but the night
before the theft. The thieves had stolen the surveillance tapes that were recorded during
the night of the theft. And those of you who are not familiar with the theft, this was like the
biggest art theft in US history, 500 million dollars’ worth of artwork were stolen from the
museum. And when this tape surfaced, [ thought like, here’s my show. I {laughter}
recreated all the thirteen artworks that were stolen from the Isabella Stewart Gardner
Museum, in kind of accurate, exact same size as the stolen artworks, as LED light-boxes.
Yeah, the smallest one is just like a couple inches {laughs}, like a Rembrandt etching, and
then the largest one is like a Rembrandt seascape. There’s also Degases and Manets and a
Gu vase from China. And then I also recreated the surveillance tapes, and the surveillance
tapes were playing on these security monitors at the gallery front desk. And I was hoping
that like during the run of the show, they would find the paintings, and then the, you know,
all the critics would have to rewrite the reviews because the show would be something
different at the end than it was at the beginning. But they never found the paintings.

The show traveled to a couple of, so it started as a gallery show, and then it was
shown at a few museums. It started at SITE Santa Fe, and then went on a tour that just
ended at, it was on pause because of the pandemic, and then it resumed and ended at the
end of last year at the Georgia Museum of Art. And this is installation shot at the Mead Art
Museum at Amherst College. And I really liked the installation where these, like, super
contemporary LED light-boxes were hung onto the oak panel walls of the museum. They
have a period room. And then also I really loved how the stained glass windows kind of
mimic the light-boxes, and vice versa.

And for the museum show, I made another video. This one is called The Crime of Art,
and it works a little bit like The City of Nature. I cut out all these scenes from Hollywood
films where art is stolen, and combined them all into this like mega, mega art theft.
(00:40:03) Gonna show like a minute of that also. [video plays 00:40:06 - 00:41:23] You
probably notice that I didn’t redraw the entire footage, I left the artworks pixelated, like
from, like I got them from the film footage. And I always, you know, when you make
animation, you want to try out all these different things, and I thought of these films that I
honestly have never seen, but I thought of them: Who Framed Roger Rabbit? and Space Jam.
{laughter} It's these films where like, in Space Jam, Michael Jordan interacts with Bugs
Bunny, like a real human being with a cartoon character, and I thought, this is kind of my
version of Space Jam {laughter} where like, where like real art is like interacting with the
opposite, or, yeah. And then it becomes so confusing, like, or paradoxical.



I'm going to show a few more recent public art projects. Going to go fairly quickly.
This is a window space in New York, in Chelsea, at Ryan Lee Gallery. They have a, this
screen that faces the Highline, and they show videos there. They asked me if they could
show a video, and this is the video that I gave them. [video plays 00:42:53 - 00:43:18] It’s
more like a screensaver. {laughs} I told you, like, it takes me, sometimes it takes me a year
or two to make an animation; this one didn’t take all that long {laughter} it was like — and,
but I wanted to show it because it kind of leads to this project, the, I was also asked to make
a proposal. It makes me sound like I'm this like ultra-popular public art artist, but the
reality is like, if you've done one public art project, they just land in your inbox. It’s because
not every artist wants to do them. Understandably. It’s a lot of compromise-seeking with
public art panels. You can’t just say it’s my way or the highway, you have to really be up for
a dialogue.

[ was invited to make a proposal for the international, for one gate in the
international terminal of SFO. On my way to the site visit I said, like, I'm gonna do the
Beatles coming out of an airplane. And, like I said, I like to adhere to these first thoughts
that I have, and proposed it, and they went for it. | superimposed a Mondrian composition
on top of it, just to make it more colorful, because I felt black and white people wouldn’t
even notice it. It's hand-painted wood, I did it with a team of friends and relatives, and it’s
also dimensional, like the other ones, it’s like a pop-up book. And also, while [ was making
this, I learned that the Beatles gave their very last live performance at Candlestick Park in
San Francisco, which is almost like in viewing distance from the airport. Which, like, this
was kind of inadvertent site specificity. That, so kind of this confirmation that, go with what
comes into your head; it usually makes sense.

This is another public art piece. [ probably would not have shown this tonight if it
wasn’t for what kind of happened to it. |, this is for a building. This was the first time [ was
asked to propose something for a building in Oakland, the city where I live. And Oakland,
those of you who are familiar with it, is really a city marked by protest, and I felt [ had to do
something related to protest. From, you know, Black Panther to Black Lives Matter, it’s just
always been a major thing going on in this town, in recent memory. And, but then, you
know, getting something past a public art commission is not that easy, so I decided to
redraw a protest that happened in Canada; this was a protest against domestic violence,
that was in Toronto. And I replaced the background with an Oakland cityscape. That’s why
it also feels kind of mismatchy, they all wear kind of winter clothes and it’s like the city of
Oakland, where you never really have to wear winter clothes. And I made this design in
2016. It was executed as a tile mosaic, and then you all know what happened in the fall of
2016, the previous administration was elected, and Oakland city residents made like a ring
around Lake Merritt, and it’s kind of a Jean Baudrillard moment, where like, the copy comes
before the original. And, yeah, and I was really happy that my piece kind of became
documentation of a future event.

You are all familiar with this, Suzanne also mentioned it in the introduction. These
were kneeling protests by NFL players. They also started in the Bay Area, when Colin
Kaepernick took a knee in the preseason of the 2016/2017 football season. And then in the
2017/2018 football season, it became really widespread. And the first couple, maybe first



two weekends of the football season, you could actually see it on TV, like, a lot of players
were doing them all over the country, and the camera, the TV crews didn’t have the
direction yet to hold back, so it was really visible. After that, the protests continued, but
they kind of disappeared from, like, the public eye, because the TV stations got directions
not to show it, like, you, some of you are probably pretty familiar with this story. [ was
actually leaving the country at that moment, and living abroad for a year, and, but felt really
kind of moved by what was going on, and my reaction to it was that [ wanted to draw it.
And [ made about 200 drawings of these protests, and I drew them digitally, like, the ones
that you've seen before, and then I transferred them with carbon paper to watercolor
paper, and then I colored them in. And the complete set of watercolor paintings turned into
a short animation. The animation’s like a minute and a half long. I'm gonna show, play the
whole thing. [video plays 00:49:20 - 00:51:00]

[ didn’t make this piece with any show or exhibition in mind, that’s actually how I
prefer to work. I just wanted to make the work. And then in the summer of 2018, the
curators of the Whitney Biennial, Jane Panetta and Ru Hockley visited San Francisco. They
asked if they could see me, but I was not in the country, and instead they stopped by at the
gallery where I show my work there, and I sent the gallery like a ten-second clip of this
animation, and they followed up with me, and eventually invited me to participate in the
exhibition. This is how the piece was shown. It’s also, as Suzanne described, like right as
you get off the elevator to the fifth floor, the piece was just like right in your nose. On the
left you see amazing artwork by Elle Pérez. {cheering, applause} And as a video artist, you
always hope that they give you like a space with dark gray walls, and a carpet, and like
awesome sound. And this was the opposite, like {laughter} the sound was really bouncy
because there were hardwood floors, the light was really shifty because there’s like
elevator doors opening, and ambient light. And I did a site visit, and they proposed this
location for me, and I was like, uh, ok, if you think so, I trust you, let’s put it there. And then
now in the end I'm really grateful that they put it there, not because it was like so front and
center, but because this expresses, like, in my mind, accessibility versus like exclusivity or
quality or these things that I find less useful than, yeah, having something available and
accessible. I have other thoughts, but I'll, I'm honestly more curious what you guys are
thinking.

One thing leads to the next, you know, after meditating on kneeling gestures, |
thought of other kneeling gestures that had happened in the history of, yeah, in history.
This is German chancellor Willy Brandt visiting the Warsaw ghetto in 1970, where there
was an uprising in 1943, where 13,000 Jews were killed. And he was the first German head
of state to visit the Warsaw ghetto, and like, he spontaneously went to his knees, and back
then it was also a very controversial gesture, and nowadays it’s just like he, he helped
Germans to have like a, yeah, he helped, he helped.

And this image made me think of this image, Barack Obama visiting Hiroshima in
2016, where he didn’t go on his knees, but he visited the memorial for the victims of the
atomic bomb. And just like this, he didn’t bow, but just like this subtle head gesture, like,
lowering his head in front of the memorial, like I know meant the world to many people.
Including my dad, who's ninety-three years old. He, he's, was a teenager when the atomic



bomb fell, and never mentioned it. And never mentioned having a grudge on America or
anything, but when Obama visited Hiroshima, he got like, he, he was really moved, and he
mentioned a portion of the speech that, part of the remarks that Obama gave, and I'm just
gonna read it. “Someday, the voices of the Hibakusha will no longer be with us to bear
witness, but the memory of the morning of August 6, 1945 must never fade.” And my dad
was just so impressed that Obama used the word ‘Hibakusha.” Look it up.

This is my pandemic project, as all of you, I had to keep my hands moving, I couldn’t
sit down and watch New York Times all day long. And so I started to re-draw the rise and
fall of the Berlin Wall. I don’t know if it's my most clever project ever, but it's what [ kept
myself busy with for two years. It was a shitload of painting, and {laughter} this is how it
was installed last year at Ryan Lee Gallery in New York. I projected it onto a cinderblock
wall, and I really liked how the kind of texture of the watercolors interacted with the
texture of the cement, kind of added another layer of, like, after making for twenty years
these really graphic images, | enjoy doing something more painterly and prose. The show
travelled to a few galleries in Germany, including a project space in Berlin, and the Berlin
gallery then decided to project it onto the remainders of the Berlin Wall, and I'm just going
to show you a few seconds of that. [video plays 00:57:22 - 00:57:51] Everybody knows that
the Berlin Wall was this dividing wall between the east and the west, but the Berlin Wall
was also like the most monumental display of street art. It was like covered in graffiti, every
square inch of it, and so I really liked actually how the projection was, this was an
intervention, we didn’t ask anyone for permission, just like drove up to it, projected the film
onto it, documented it, and then drove off. And so I felt like this was the closest I've come to
being a street artist myself, and {laughter} liked doing it.

A very kind of last minute inclusion in the show was, this is a very small light-box,
like ten by seventeen inches. It was an event that just happened like, less than a month
before the opening of the show, so I like drew it in a haste, printed it, built a light-box and
like carried it on hand luggage, or like under my arm {laughs} and then brought it to the
show at the day of the opening, and this is called Kabul, it's Afghans climbing the wall of the
Kabul airport on the first days of the Taliban takeover. And, you know, obviously there’s a
visual similarity to people climbing the Berlin Wall in 1989, and, but I feel there’s more
than a visual similarity. It's very different events, but the, it’s, in both cases it’s people
trying to get to other side, and humans trying not to be, yeah, humans trying to get to the
other side, and climbing over walls.

After all this, like, super charged content, I also had to do something that felt more
doodly, and less severe. This is, was kind of a side project, these are recreations of the
existing photographs of the Merzbau by Kurt Schwitters. (01:00:01) It’s, the Murch bow is
thought of like the grandparent of installation art. Kurt Schwitters was a Dadaist in the ‘20s,
and he like covered his apartment and studio in this kind of, like, improvised abstract
installation. And the, he had to immigrate, because he was prosecuted by the Nazis, and
then his wife stayed behind to guard the installation, but then, very tragically, the
installation was destroyed in Allied air raids on Hanover. In the like, short before the end of
the war. And I printed the three drawings as a wallpaper, and then I hung light-boxes on
top of it. And it, there’s actually quite a number of recreations of the Merzbau. One



permanent one is at the Sprengel Museum in Hannover. But, but there were all done by
architects, and I feel they didn’t really catch the Dadaist spirit. Not sure if [ did either, but
like, {laughter} I tried.

So this brings me to summer of 2022. I'm here, so happy to be with you, happy to
have a studio at Skowhegan. I didn’t do this drawing at my studio, but I drew like the waves
in the foreground, this is how much I got done in the last seven days. {laughter} And this is,
we're all, you know, {laughs} artists, so I'm not ashamed to show you my sketchbook. This
is what my idea is to make kind of small light-boxes, like the Kabul light-box, like this size,
and then I had, I have the idea to make like an audio guide like you get in a museum, and
whenever you're in front of a light-box, you can push on a button and then a little sound
clip comes. Like this. It might change, as you know, but. [audio plays 01:02:15 - 01:02:30]
“The boat came to a full stop. [ walked forward to my window and saw a grayish white
mass lifting by. I was very much surprised, and decided to take my fur coat and go out on
deck and see what it was all about. And so on. The working title of the project is called E La
Nave Va, which is also the title of a Federico Fellini film which I really like. And along with
the light-boxes, | want to show a film, and it’s, 'm also showing you sketches of this film.
I'm not sure if it's going to be watercolor or some unknown process that I still have to
invent, so this is just the digital sketch to it. [video plays 01:03:07 - 01:04:12]

That’s it. {applause, cheering} Unless you have any questions.

Audience #1: Thanks so much for your presentation, for being so generous. [ was
wondering if, I feel like depending on what circles you're in, rotoscoping can be very, like, a
divisive technique, and I guess |, in terms of authorship, or, I don’t know, just like
technique-wise. And I guess I'm wondering if you could speak to your experience with
working that way, and if, what, what the reaction has been to, to using rotoscope and,
what’s the word I'm looking for, yeah, I guess the sort of collaging artwork in a new form?

Ezawa: Yeah. This question came from Jordan, who studied animation at Cal Arts, and
{laughter} sorry to out you, Jordan, but like, I didn’t study animation, like, when I had the
idea for The Simpson Verdict, | bought a book on Amazon, How To Make An Animation, |
read it, and made the animation. I didn’t have an in-depth technical training, and
rotoscoping, rotoscoping means like redrawing camera-recorded imagery, just seemed like
the most feasible way of making the, doing, getting this. I don’t have the chops to do
bouncing ball Disney-style animation. It does cre, I've, it does create controversy, or it does
create kind of tension. The school where I teach created an animation program, and they
didn’t invite me to teach in it, they just like {laughter}, you stay in painting and media arts,
like, we don’t really think you can give people direction how to land a job at Pixar. And
{laughter} I'm, yeah.

The, I don’t know if there was a, if | heard a second part kind of regarding collage
and copyright and all these things, because I'm not, you know, inventing these things from
scratch, I'm borrowing and sampling and remixing. And I was afraid of that. [ was afraid
that I would get hit with lawsuits and things for making these things. But mostly because of
the audio. But the reality is like, nothing ever happened.



The thing that got me into a little bit of trouble is I did this project that also Suzanne
mentioned called The History of Photography Remix, where I re-drew photographs from The
History of Photography, from, like, Fox Talbot photographs from the nineteenth century to
Nan Goldin. And I didn’t ask for permission, I just did it. And there was a range of reactions.
There was like, hurray, bravo, how conceptual! And then {laughter} also like, how dare you,
and, and the project doesn’t lose its, it was recently shown again, and there was like a
Facebook shitstorm of 150 photographers yelling at me. And {laughter} but as an artist, you
just have to have thick skin, I feel also, to some degree.

Audience #1: Sorry, you answered the question. [ should also say I, 'm very pro-rotoscope,
and I think it’s great. And I think everyone should steal. {laughter, applause}

Ezawa: Yeah, just, can you take the mask down when you ask the question? Otherwise I
have a hard time hearing it.

Audience #2: Hj, hello. Is it me? Okay. Hi, thank you so much for the presentation, Kota. It
was very moving, and that led me to think about the labor in your process, and I was
wondering what, what you think about when you’re putting in those hours, whether you
work alone, and if that is part of your process, or you ever work with assistants, and, and
then in that, do you find that that process of putting in those hours, the work and the
subject matter changes you, as the artist?

Ezawa: [ prefer to work alone, but sometimes I can’t just pull it off, and I, there’s one
person who lives in Berlin, Rhiannon Thayer [?], who I've worked with for fifteen years, so
when [ get into a crunch, [ send a text message to Rhiannon, and we, I love the solitude of; I
could never run a studio with tons of assistants, it’s too stressful, and I think the real
reward of being an artist is that you have this time to yourself. (01:10:34) You asked a
second --

Audience #2: The second part was in that time that you spend with the subject matter
alone, and in labor, do you find that this, the time and attention that you're giving to that
subject matter, does it change you? Do you find yourself transformed by that level of
attention to those subjects?

Ezawa: It's a drain; if you draw for six hours, I'm sure a number of you have done it, your
eyes hurt a little bit. And, but you learn so much, and you learn, like, almost useless
information, also, like, | know so many details about so many images, because I really drew
every damn plastic cup in the image, and everyone’s hairdo, and, yeabh, it’s, as I said earlier,
[ feel like I've created my own 9 to 5 job. Some artists’ practice, [, Martin Puryear once said
this, I wouldn’t want to divide people like that, but he said, there’s blue collar artists and
there’s white collar artists. And I think of myself as a blue collar artist, like I really think of
the studio as a workspace, [ put in my time, [, without putting in my time, without clocking
in and clocking out, nothing’s gonna happen.



Audience #3: Thanks. Oh, see, I don’t know how close to get {laughter} I'm gonna just talk
from here. Just a question about sort of how you're sort of translating from reality into, like,
a different type of reality in the sort of illustrative quality of the work you’re making? I
found the sound ot be sort of like grounding, in the work, and [ was just wondering how
you were thinking about sound operating in the work, and how it performs.

Ezawa: [ didn’t get the last part, sorry.

Audience #3: Just wondering how sound, like, for you, is operating in the work, or how it
performs, for you.

Ezawa: Yeah,  mean, [ didn’t say that, like, The Simpson Verdict, I, my original plan was to
recreate the sound from the courtroom with, like, voice actors. And then I had to show the
film in process and ran out of time and just used the original audio, and loved it, I was like,
no need to hire actors to do this. And I've kind of stuck with that for like the first fifteen
years of this ongoing project. But recently, it has changed a little bit, like for National
Anthem, | kind of operated the same way. [ found this rendition of the national anthem that
[ found moving, and just stuck it on the video. And, but then people advised me, you should
really, like, contact the musicians for this one, because they might find out and might not
like you just like grabbing it. And so I contacted them, and they’re four cellists from Boston,
and, you know, [ was able to locate the orchestra where they’re employed, I called the
orchestra, and they gave me the email of the orchestra manager, and, and I was like, you
better don’t say no, and they didn’t. And so, that was one thing.

And then for the current piece, I'm really committed to using “I Left My Heart in San
Francisco.” It's also somewhat of an anthem, it’s like the anthem of San Francisco. But I feel
the lyrics also kind of have so much to do with what'’s going on in the film, and there I got
the rights to the song, but I didn’t get the rights to the recording. So I'm going to record the
song with a group of musicians sometime this fall.

And so like, the answer to your question is like, I don’t have a set way of how to deal
with audio. I'm making new experiences with new projects.

Audience #3: Thank you.
Ezawa: Thank you.

Audience #4: I'd like to ask you information, like, at the middle ‘90s you started to make
the first animations, no? And my question was about the aesthetic. So it’s like, mm, more
than twenty years you are doing your works, and they’re very characteristic aesthetic, like
a ground zero, we can say, aesthetic, no? Very minimalistic. And I can also remember me,
very precise direction also in the, in the paintings, like, [WORD UNCLEAR] painting, or
[WORD UNCLEAR], maybe, works. And so my question is, now that, of course, I started to
do it maybe for a matter of the technology. Now that the technology for doing animation
very fast changed, your work, of course, developed, but it’s the same aesthetic. So what
were your feeling about this? And also, so that last works, you also introduce watercolor,



no? Inside the work. So, my question was about your, your experience, your feeling on, on
the tools you are using, that, in twenty years, are changing, are like, no, developing very
fast. At the same time, you're trying to, to stay in a certain aesthetic that before was
necessary; now, it’s a choice, no?

Ezawa: Yeah, I feel you honestly captured it. Like, I really started this aesthetic out of a
necessity. I, when [ made this house of the, from the real estate brochure, and made the
animation, [ first had these, like, fancy gradients in it. But video was such a rough medium
at the time that they kind of like fell apart visually, and I noticed that when I used solid
colors, they kind of just stay together, and stay powerful. And then, right away, like, after [
made the first, these people called it a signature style. And it’s a little bit of a blessing and a
curse, you know. You have, I made like my signature style. But then some people also like,
oh, he just kind of like does it over and over again.

But, it’s funny, [ also had to think of Gordon’s talk, where he made the alphabet out
of shapes. The way I think about it is that [ created like an alphabet, and I'm just like, I feel,
when you have an alphabet, it doesn’t limit you in what you can say, and what you can
express. So, if [ felt that this kind of system that I created was somehow limited, [ would like
throw it overboard right away. But, I feel actually there’s, I just feel endless possibilities.

Then, but the aesthetic, I know it’s, people have thrown Alex Katz at me for a long
time. But there, he’s not the only one. There’s also superflat Takashi Murakami, and I feel
flatness doesn’t belong to Alex Katz, or me, or any - it’s like, there’s, there’s a lot of us that -
and flatness {laughter}, it's, yeah, I mean, flatness also, it’s just easier. I like, sometimes I
think, ah, maybe I should do a 3D animation. And I've done 3D animations with the blue
and red glasses, but like, that’s as 3D as I can get.

Alright. {child walks across the stage} They got to stay up late tonight. Alright, go.

Audience #5: Kota. [ have a - whew! Sorry. {laughs} | had a question about whether you
brought up Cal Arts earlier. Should I go closer? Ok, I'm sorry, it just seems so loud. When
you brought up Cal Arts earlier, I was wondering, I feel like there’s a connection with your
work, like especially that Dead Kennedys meets the Beatles, and this idea of
reappropriation, but also like the O] trial being essentially made into, like, this cartoon
existence. (01:20:09) And [ was wondering if you enjoyed or were into the artists of the
Pictures Generation that came out of Cal Arts, like Robert Longo, Hannah Héch, and Jack
Goldstein, because I feel like there’s such a huge connection, especially with Jack Goldstein
and Robert Longo, like American Soldier, which was the still of that Fassbender movie,
American Soldier, that was reduced to this kind of flatness and hung on the wall.

Ezawa: Hmm.
Audience #5: Like a crucifix, or something.

Ezawa: Yeah. I'm not like an art history expert. Of course I'm aware of the Pictures
Generation and the exhibitions that ensued. I feel the unfortunate thing about that



movement, if you want to call it, is that it was also the, kind of the term appropriation was
also kind of coupled with that, and appropriation is such a negative term. And [ don’t really
- and so, it’s kind of, I'm the opposite, also, of a control freak, like, I think there’s so many
descriptions of my work that call it appropriation. I personally would never use, I abhor
that word appropriation. I feel, if what [ do is appropriation, than everything or anything is
appropriation. People have been borrowing, remixing, doing cover versions, as long as this
planet or this humankind exists. So I feel actually what the Pictures Generation did wasn’t
all that special. It’s just kind of like a natural evolution of image-making.

Audience #6: Thank you, Kota. Villen danke. [ wondered if you could just speak more
about remixing and sampling -

Ezawa: Mmhmm.
Audience #6: -- if you could just expand on that.

Ezawa: Yeah. [ mean, [ did, 'm so glad that Suzanne mentioned when I was born, 1969, so, |
was a teenager in the ‘80s, and I, I'm a hip-hop generation, but a hip-hop generation, very,
very, very old school, like, Public Enemy and Grandmaster Flash and A Tribe Called Quest,
and this is kind of the remixing and sampling that was happening when I was a teenager,
and that [ naturally feel attached to. And I'm really grateful for all the remixing that
happened in the late ‘70s, and ‘80s. Like, [ don’t know, are you German also? Your last name
is slightly German.

Audience #6: [INAUDIBLE].

Ezawa: Yeah, okay. Grandmaster Flash, original D], remakes Kraftwerk, a German techno
band. He remixed “Trans-Europe Express.” And I feel like yeah, Kraftwerk owes everything
to Grandmaster Flash. And I like also kind, and the Tribe Called Quest remixed Lou Reed,
and just, I like that every borrow, everybody borrows from everyone. And, yeah so, this is,
remixing, there’s all kinds, but this is the type of remixing that [ grew up with.

Okay, alright.

Audience #7: Sorry, one more question. [, I think a lot about animation in an exhibition
con, like, context, and wondering, like, how much do you think about demystifying the labor
that it takes to produce the work? Or if that’s a thing that you care about that people are
aware of when you're, when you’re showing the work? Or, or if you ever have interest in |
guess specifically maybe the work that involves, like, physical detritus that comes as a
result after, like the watercolor paintings, or stuff like that, like, in a, if you ever think about
displaying that with the animation?

Ezawa: Almost the opposite, like I feel people would be horrified to find out, like, how
much time it takes. And the work, luckily, has kind of a {laughter}, the work has kind of a
light surface. It looks kind of, you know, it creates a little bit of a conflict with curators and
gallerists. They think, you know, you just push on a button and then the work comes out.



Audience #7: Yeah, they just think you're a witch, right?

Ezawa: Yeah, so {laughter} they, but, as a viewer, I feel you would be pained to know how
much, like, how many barrels of tea and coffee and podcasts went into making this.
{laughter}

Audience #7: Thank you.
Ezawa: Yeah.

Audience #8: Thanks, Kota. Could you speak a little bit to your attraction to these, the
multiple acts of political potency?

Ezawa: Sorry, | had problems to acoustically hear that.

Audience #8: | was saying, [ was asking if you could speak a little bit to your attraction to
acts of political potency. Political potency.

Ezawa: Okay, yeah, yeah. Yeah, about political protest. So --
Audience: Potency! {laughter as Ezawa scoops up a child}

Ezawa: [ wanted to actually, [ specifically asked Mika [?] to attend the screening, because
the afternoon, he did like a wonderful dance for the color video, but like then not this
evening, but next time. {laughter}

But about political protest --
Audience #8: Political potency.

Ezawa: Potency, yeah. I like, in the beginning, when I started doing this work, I really
rejected the label of being called a political artist, because |, I kind of separate, like, I go to
demonstrations, and [ subscribe to causes, but [ don’t think that’s all that my work does is
that. But I honestly kind of turned around to, turned my thinking on that. I think, actually,
like art by itself is political. There’s a wonderful, I also am not the most theory-driven artist,
but I have read this essay by Hannah Arendt called “The Crisis in Culture,” it's a wonderful
essay where she talks about the relationship between art and politics, and she actually
says, if | understand her right, she says art comes first. So, ancient Greece had all these huge
temples, and marble sculptures, and then ancient Greece was also a society that invented
democracy and politics, but in Hannah Arendt’s thinking, politics were invented to support
and protect art, and not vice versa. Art is not there to illustrate politics, but like, and I think
also, if you read The New York Times, it's just like, Ukraine war, January 6t panel, and all
this kind of political thing, and then on page 47 they have a theater play, or a music review,
and the music section gets smaller and smaller, and the art section, art critics don’t get any
money, and, but to be honest, like, how much music do we listen to? So much. How much



art do we look at? All day long, and we can’t stop, so I feel like the kind of, there’s been a
weird shifting of priorities, I find like, [ find art is really what drives - and, okay, why do we
want to live in the United States? Because of the art that gets made here, and because of the
music that gets made here; not because of the laws that get passed here, or the {laughter} -
(01:29:36)

Audience #9: Hij, thank you. [ was thinking about your work in relation to documentary, or
like, question of the document, I guess. And, like, how before the invention of the camera,
painting had a different relationship to possible documentation. And like, to me the, the
moving image works, they have to do with painting, but they feel like entirely filmic,
whereas the stills seem to have a more, like, defined relationship to painting, as in
presentation on the wall. [ was just curious how you're, like, thinking about the difference
between the moving images and the stills, and, yeah, maybe more about, like, how you
think about panting and the tension between that and the photographic image. Sorry if
that’s too --

Ezawa: [ know, [ came -
Audience #9: -- many things --

Ezawa: -- from, I actually started as a sculptor, but then quickly moved into video and still
images kind of came later on, maybe because of the types of opportunities that [ was
offered. But I treat them the same way. Like to me, you know, still image is just a, just as,
should be as animated as a moving image. I don’t know if you asked that, but like, I, maybe
you asked about documentary and documenting also, and I actually find that painting and
drawing is like a super-effective way to document things like, almost, we kind of revert to
photographs, but paintings have a different power, because somehow people want to
collect them. And then they, then they become, like, for example, a lot of the images that I've
drawn have been on the phone, on your laptop; five minutes later, they were gone, because
of the news cycles, and media cycles. But if you make a drawing, and then somebody buys it
and hangs it in their house, or the museum puts it in their storage, it kind of becomes part
of the permanent record. And I feel that’s what all of us artists can do, is like, you know, we
pick out the images that we find important, and we make it part of the permanent record,
like, it’s easy to destroy a Facebook post, but it's not so easy to destroy a painting, so, it’s
kind of how we can document things very effectively.

Audience #10: You directly referenced Battleship Potemkin, the Sergei Eisenstein film. Are
there any other films that you indirectly, like, maybe not visually, or just aesthetically, that
you referenced, or maybe some of your favorite filmmakers that have influenced these
works.

Ezawa: Mmhmm. I mean, I teach in a film program, but I think just because they don’t want
me in animation. And {laughter} I'm not a, as you know, [ have kids, I don’t have time to
watch Netflix, and {laughter} so I'm not like a, I'm not endrenched with films like maybe
some of you are, but obviously, film, just like music, are things that accompany our lives.
And I've done quite a few pieces based on cinema. Another piece I've done, that I didn’t



show, is I made a piece called Who's Afraid of Black, White, and Grey, and it was a remix of
Who's Afraid of Virginia Woolf? And that’s a film that made, like, a deep, deep impression on
me. [ saw the film when I was twelve, and - no, no, no {laughs}, wrong age, and it like, it
kind of, yeah, it shattered - but it’s a film that always stayed with me, maybe because |
watched it when [ was too young. There’s no overt sex or violence happening, but the kind
of psychological violence that's happening there is pretty extreme. But it’s also a kind of
weirdly autobiographical, I'm from a very Who's Afraid of Virginia Woolf? place at
Princeton, I think. And Elizabeth Taylor is the wife of an associate professor, and my father
was an associate professor. I could kind of like understand that film.

Audience #11: When you're working on your pieces, are you thinking about, like, what
reactions you hope viewers will have?

Ezawa: Your, my viewers have?

Audience #11: What, like, are you hoping that viewers have specific types of reactions to
your work?

Ezawa: [ only hope that there is a reaction, you know, and there, and I take any reaction.
But the reaction is very important; [ don’t make this work for myself. Maybe it starts like
that, it starts for myself, but the interaction with the viewer is super, I feel it's almost like
volleyball or something, like you, your piece is like throwing something out there, then, but
you want something to come back, and yeah, that, that’s key. The dialogue is key.

Audience #12: [ was curious, you had said something about liking to use audio and visual
that don’t synch up. But your choice in the NFL protest piece was to synch that material
with, like, identifiable sound, and I was just curious about why that felt important for that,
or what, what was in that?

Ezawa: Mmhmm. Actually, {laughs} the recitation of the national anthem was not at a
football game, it was at a baseball game, so there is a mismatch, but that’s not what the
piece is about. To me, at least.

The, maybe you can say that there’s a kind of congruency, because the kneeling of
the football players happened during anthems, and then you have the anthem playing, but
actually, for me, the kind of most, what I get out of the interaction of image and sound in
this piece is the interaction of watercolor with the sound of strings. And they are also from
a very different place. String instrument and like a watercolor are, like, couldn’t be further
apart. One is putting brush and water and dipping it onto paper, and the other one is
running a bow across some strings, and there’s, [ find that there’s many things going on in
this piece, but in terms of image and sound, I feel the relationship between watercolor and
cellos is something I kind of think about.

And then I also think about that in the beginning, [ chopped apart the anthems that
were actually played during the kneeling, and it was, you know what anthems are playing



during the beginning of football games, it’s a lot of, like, belting, belting the anthem. And for
me it was very important at some point that there was no belting.

Okay. I'm cool to go get a drink if {laughter} anyone - {laughter, applause}



