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CONTRIBUTORS

1. SIMON RIVERO

Simon Rivero is a design student from Paris. He interned
at the journal during the summer and early fall, when he
worked on this issue and the previous issue. Simon has
been a cheerful and motivated addition to the journal, and
now that he is back in Paris, all of us here are sad to see
him so far away. simonrivero.com

2. CLARISSA DALRYMPLE

Clarissa Dalrymple is a private art dealer and curator. Born and
educated in England, she has lived in New York since 1968.
Together with Adam McEwen, Clarissa curated this issue's
Salon, “Framed and Censored.” Due to the recent economic
downturn, she is currently looking for more work.

3. BLAIR TAYLOR

Blair Taylor grew up in the Commonwealth of Massachusetts.
She is currently the New York Director of Peres Projects, where
she looks after the very special needs of the gallery’s local
artists. Hobbies include driving, parking and gassing up.
When she is not herding herself to art fairs, she lives in
Brooklyn with the dog Kiki, the cat Salad and the artist
Banks Violette. For this issue of the fjournal, she interviewed
artist Paul Lee, which begins on page 96.

4. JASON CROMBIE

Jason Crombie has fooled everyone into thinking he’s writer.
He's the editor and publisher of Wooooo magazine. He lives
in New York. For this entry of the journal, Jason interviewed
his good friend Carlos Valencia.

5. JONATHAN BLACK

Jonathan Owen Black was born in Dumfries, Scotland,
and received a BSC in Microbiology at The University of
Glasgow. In 2004 Jonathan moved to New York to pursue
photography and work as an editor at the journal. He later
worked in the photography department at Men's Vogue until
it ceased to exist this past fall. For this entry, he photo-
graphed Brooklyn-based artist Eddie Martinez. Jonathan
currently lives in Harlem with his wife Laura.

6. ADAM MCEWEN

Adam McEwen s an artist living and working in New York.
He recently exhibited at PS1 Contemporary Art Center and
Nicole Klagsbrun Gallery in New York, and Galerie Rodolphe
Janssen in Brussels. For this entry of the journal, Adam
curated the Salon alongside Clarissa Dalrymple.



i/2/3
4/5/6

39




96

PAUL LEE

INTRODUCTION AND INTERVIEW BY BLAIR TAYLOR
PORTRAIT BY JACK PIERSON

MY INTRODUCTION TO PAUL LEE TOOK PLACE OVER THREE DAYS
DURING THE LATE SUMMER OF 2000, WHEN HE AND | AND TWO FRIENDS
CONVENED IN A SWELTERING CHELSEA APARTMENT. EXTENUATING
CIRCUMSTANCES PROHIBITED THE FOUR OF US FROM LEAVING THE
APARTMENT, WHICH IN THE END WASN'T A PALL SO MUCH AS AN
ADVANTAGE, SINCE PAUL DOESN’T NEED A LOT OF ROOM TO WORK. THE
WEEKEND HAD THE FEEL OF THE SCENE IN ANIMAL HOUSE WHERE DONALD
SUTHERLAND’S PROFESSOR JENNINGS CHARACTER BLOWS BOONE AND
KATY’S MINDS WITH HIS UNIVERSE-IN-A-FINGERNAIL HYPOTHESIS. EXCEPT
IN OUR CASE PAUL EXPANDED OUR POINTS OF VIEW QUIETLY, WITH
SUPERIOR ORIGINALITY AND, OF COURSE, NONE OF THE LECHEROUS
UNDERPINNINGS. IN HIS ARTWORK, AS IN THAT WEEKEND, PAUL OPENS
UP THE WORLD IN A WAY SO UNASSUMING AS TO BE IMPERCEPTIBLE
UNTIL YOU ARE SEEING IT ANEW AND ALL AT ONCE.









When | first met you, in 2000, you were making collages.
They were fussy things, with FedEx envelopes and Pop
references.

Matt Damon.

Leo.
Yeah—from magazines.

They were always really small and meticulous.
Right, because | didn’t have a studio for seven years.

Because you moved here without a plan, kind of. Or did
you have a plan?
Well, | wanted to make work.

That's a good plan.

| moved here because | was having shows at the School-
house Gallery in Provincetown. Having the shows there every
vear helped me keep ahold of making work, because it was
areal struggle being here.

You mean financially?
Yes.

And you've said that you moved here, in a way, because of
Jack Pierson.

Yeah, Jack sort of instigated it, because | wrote a paper
about him when | was in college. Later, | met Jack and he
had read my paper. | visited his studio in Provincetown, and
then | came back and stayed—| had a little room in a house
that he had in the summertime. It was amazing because
I'd never really spent any time in nature or by the sea. It
was beautiful. In Provincetown, | realized that the sea, which
I'd never really known growing up because my parents were
from farms, is the most amazing place to be next to.

And that informed your work.
| think so, yes.
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You work a lot with horizons, So what does it look like in
liford, England, where you're from?

It's changed a lot. liford is on the edge of the suburbs in
London. | remember my friend Rachel was from West
London—liford’s in East London—and we always used to
talk about how aithough we loved being in the city, being on
the edge of the city was an amazing place to be. Because
you weren't right in the city, you could romanticize it. liford
paper is there because of the liford camera factory, but
when | was there the camera factory had become a super-
market. It's a Sainsbury’s supermarket. | was thinking there
was a metaphorical association about that because where
there used to be the liford camera film factory, | worked in
the butcher’s department chopping meat. So | really liked
that metaphorical...

Meat to camera.

Yeah, exactly.

You were interested in cameras in your work, but not in
actually using them.

| was interested in the camera as an object. It's like a station
between two different realities: the imagined photographic
reality and your actual reality. The camera is something you
can actually hold that exists between those two different
places.

Your work seems to be always between two different
things.

And searching for depth. Trying to hold something that is
perhaps unattainable. | was making the cameras out of clay,
which to me was like making them out of dirt, which was
then taking this object that is this station in between two
realities, and making it into something that flowers grow out
of. Like a rock. And then | started making rocks.

Your work seems to be anchored by these simple tenets,
Not to say that the work Is simple, but when you're asked
about the work, you tend to talk about simple, universal
things: the sun, the water, rocks, dirt—

Mixing colors. Chemical reactions. Things that are real. And
| also like the idea that these materials are available to
everyone as well. It's kind of like the FedEx things | made
way back when. When | first moved to New York City, | would
see people carrying FedEx boxes, and there was some-
thing sort of glamorous about someone FedExing some-
thing somewhere. Like, “Wow, they're important,” and the
idea that planes are flying around everywhere with stuff in
them. Again, like the camera in a way, the FedEx box is this
station. Then | went away from that kind of literal metaphor
to a more poetic metaphor. Like rocks and the sea. More
intimate metaphors.

Continued on page 102
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You make everything with your hands. Nothing is out-
sourced. You have some basic materials,
but you are handling them intimately and specifically by
yourself,

Right, because | think what I'm trying to do is grapple with
the sense that you exist in this world, and you're a person,
and you see everything happening. | was writing last night
about objects moving at different speeds, but when you pro-
cess things, they all go into your head and all exist at the
same speed. So I'm thinking of making objects that contain
parts that move at different speeds. When that happens, a
sort of depth is created.

It's interesting because you come from a kind of humble
place as an artist—I'm not trying to romanticize your
roots in liford, coming from a working-class background—
but just the way that you think about things is really
humble and intimate in a way. And for that to translate to
the New York art world reception of the work... Reading
reviews about your work, people like to tie you to
Incredibly huge forbears: Ellsworth Kelly, Mark Rothko,
Robert Rauschenberg. How does that make you feel?
Does it put pressure on you?
Well, | think they're all people who inform me. Most of the
time that happens with artists that | really love. So | think
their presence in the work happens by accident—or, not by
accident but intuitively. | don't think of it as something that
puts pressure on me. At school, when | went into art class it
was this thing that | could do to rescue myself from what was
going on in the playground. Art class was like being in this
safe place. Those artists were more in my reality than play-
ing football in the playground. Looking at those people, and
seeing it and believing in it, is more in the recollection of my
past than anything else. | remember | had great friendships
at school and my art teacher, Mr. Nutt, was really amazing.

Mr. Nutt?
He was a cool guy. | remember he used to paint bomb craters.
But we never ever saw any of his work.

How do you know what he painted then?
Because he mentioned it, he would talk about it.

Wow. So you only had the idea of what Mr. Nutt made.

Art was like looking at these people who created how you
perceived them, in a way. There was something about my
school years where | was creating how people perceived me,
because | was hiding things. So those influences, they come
through. | am aware of them when | am making work. | like
it when | come across that. It's like an affirmation—I think
that visual language is something that grows and evolves
and develops and changes. How can anyone make anything
that doesn’t have influences?

Right, that's not the goal. But you also seem to separate
yourself duly from the art world as it exists so monstrously
in New York, right?

I'm aware of what goes on in the periphery of it all. At the
end of the day, I'm making the work for myself because I'm
trying to find something.

Your series of can sculptures that you've been working on
for a while—is it always the same Xeroxed face stuck on
them? Where is that image from?

There was occasionally a different one, but then | started to
use the same one. It's from a '70s Naturist magazine, which
| sort of feel is beside the point for me. | don't know if it is,
but it's just this face that, for me, looks a bit like a statue,
It's very classical, but very anonymous at the same time.

It’s a very innocent face, one that immediately begs the
question of homoeroticism for some viewers. Do people try
to make more of that than you intend?

| think it exists and it's there and it happens. When | pull
different elements from the work together, it becomes even
more apparent. There are certain elements of gay history
that are really interesting to me because it's changing and
evolving and passing and losing something along the way,
as well as gaining something. | think that | tend to romanti-
cize the stuff that's more poetic and less about conforming.
Because it seems like a lot of what's going on in the Eay
community now is all about conforming. | think, essentially,
what I'm doing is dealing with the language of objects. My
work is very much about desire, because desire is almost
like an abstract thing in itself. Desire is about the things
in you that exist at your core, but it's also about the things
outside of you that control you against your will. So there
are those two different realities.
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Bath towel, wood panel, house paint and ink
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Courtesy of Peres Projects Berlin Los Angeles



Right.
I sort of love it that the bathhouse thing happened.

Ywmmanmmﬁmmmutmhlnmr
work?

| think it helps to contextualize the work in this moment in
time. The bathhouse reading is kind of the most obvious
reading, the narrative reading of it. But for me, | am more
interested in different languages existing in the same object
at the same time. For example, the light bulb: It's in front
of the image of the face, which is a photographic image,
which is made from a reaction with light, and now you have
to look through the object of the light bulb to look at the
photo. You're exposing something about how that image was
made, but at the same time there's a space that you're look-
ing through that is a physical thing that you could hold. I'm
really interested in how the light bulb fits in a hand. Or take
a yellow towel: You see the color yellow and it refers back
1o all these different things you associate with yellow. Like
maybe when you're a little kid, yellow is sun, green is grass,
blue is sky, but then you have this yellow object that you put
on you that physically dries you. So you have this thing that
touches your body, but also touches your mind way back
there when you started to think about how you perceive the
world. Maybe that’s looking for a lost innocence. And maybe
what's gone on in the gay world was about discovery and
now is about conforming.
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Back to the towels for a second, because they are such a
perfect material to chose to think about the body. You were
hand-dying them and stitching them together to make flags,
and then cutting away from them to create empty space,
then drying them with cement into architectural forms. Did
this process take them away from the body again?

They kind of become objects in the past. There's something
about towels as | use them—they absorb something of the
person who uses them. They're like a portrait of the person
who used them, an abstract portrait. And so they're these
things that retain something—I guess that implies a certain
eroticism or whatever—theyre holding something. But |
want to talk about the towels that | hung on the colored
panels. What happens is that you have this retention over a
certain period of time, but then you have this moment when
it's hung on the peg. It's hung there and it stays there.

It's suspended.

Exactly. But there's an immediate reaction with the colored
panel that it's hung on. Whether it's a yellow towel hung on
a blue panel—which refers to sun and sky, which refers to
nature—or if it’s a blue towel hung on a purple panel, where
the blue that might exist in the towel from the idea of water
is suddenly mixed with the pink to make the purple of the
panel,

The pink of your skin?

Yeah. It's sort of undiplomatic of me. But anyway, with the
cement towel, it becomes an architectural form. It also
becomes something permanent. It holds, The person is
still there, but the person becomes the viewer. There's an
interactivity that happens, which is like the work in the L.A.
show with the tambourines that you don't actually hit but
you think about hitting.

And the tennis and racquetballs suspended on the can
sculptures. Is it like the potential that you as a viewer
could have or would have with an object that now you can't
have?

Yeah, exactly. It's an implied interactivity. What that's doing
is opening up some sort of imagined space in the objects,
but it’s also a physical space at the same time. I'm really
interested in this kind of place where imagined realities and
physical realities meet. So there’s this opening up space in
objects. It's almost like trying to make holes that you could
climb into where you can exist in your current reality, It's just
about trying to feel. And | think that that comes from—and
I'm reluctant to say it—oppression. But the bigger picture
exists outside of oppression, something more universal—

Continued on page 108
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Well, oppression is pretty universal.

It is. That's very true. We all oppress ourselves, really, But |
think there was a heightened awareness of oppression.
You mean in your own personal life?

Right. And | think the crux of an art object is to open up a
space you can exist in with the viewer. It's about trying to
share your experience. Does this sound like therapy?

It sounds like the kind of therapy | want. Actual therapy
scares the shit out of me!

Anyway, | work really intuitively. Hopefully it stops me from
making work that's contrived.

| remember you told me about having read about Ellsworth
Kelly taking the bus and looking at the shadows from the
bus. You were relating to this really quotidian experience,
that someone like Ellsworth Kelly was riding a bus and
looking at shadows and making artwork. That seems really
parallel to your process. Maybe even more than the art
objects that result, the way you think about how to make
art objects is similar? It's about a daily experience?

Yes, there is a realness to everyday experience. Anyway,
it's funny you bring up Ellsworth Kelly and the shadows
because in Provincetown, | was staying in a cabin and the
sunlight was coming through a mosquito mesh screen on
the door and there was this bigger wooden grid over that,
which | guess is to protect the mosquito mesh. The sun
was coming in and refracting this grid on the floor and there
was this crazy wind and all these trees were blowing around
outside. So there was this grid on the floor that was the
shadow of a grid, and then there were the shadows of the
leaves and the trees and the branches laid on top of this
grid, and it was on this maroon floor. It just happened to
be so beautiful, the summer wind and the crazy shadows
moving. | took a clear light bulb and | put the clear light
bulb on top of the grid. | made a video for seven minutes
of an object, which you can hold, on the floor. And the con-
trast of the light was so intense that the light bulb looked
almost like it was switching on and off, just because of the
shadows in the trees. It was somehow allowing you to hold
on to a piece of nature, hold on to a natural reaction that
was occurring. The bulb became like a camera—this point
in between.

You bring up your video work, which | want to talk about.
For example, the piece we showed in Berlin, Freight. Your
studio in Marfa, Texas, when you did your residency with
the Chinati Foundation, had a view out onto a train track.
Mdmrydayafawﬁmesadw,atmlnmldmby
your window. And you took the Xeroxed image of a face
and pasted it on the window and filmed the Xerox with a
cut away where the eyes would be...
Yeah, like the sort of rectangle you would see over some-
one’'s eyes when their identity is being blocked. 1 lined it up
with the bottom of the train track and the freight train passed
through the eyes of the image. There were all different colors
and all these different sectioned boxes, some were stacked
one on top of the other. | think that [Donald] Judd really loved
the trains passing through the landscape there. They are
amazing trains.

The effect of the finished video is so complicated. Every-
one who saw that video said, “How did he do this? Is it two
projections? What's happening here?” The expectation s
that there are special effects and everyone is trying to
ﬁguwomwhatﬂmspeeialeﬁacum,mnlnhﬂmh
made it in the most basic, handmade way that you

could have. It was all done with objects and tape and of
what was happening outside, and it creates this more
magical, mysterious end result because video is something
that everyone expects will be manipulated.

In the video there's always this physical element—some-
thing that you could grasp and hold. | like the idea that even
though video is this imaginary thing, you can hold on to it
and have it and grasp it, even though it's impossible to do
that, really. Sometimes the idea of trying to achieve some-
thing is equally as important as achieving something. | think
that what happens in that video is you end up looking into
the eyes of this person, but when you look into the eyes
of this person you end up witnessing a physical volume.
You're looking into the eyes of this person and experiencing
a mass—a heavy massive thing. Uniting the imagined reality
and the physical reality.
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Untitied (three towels), 2007

Bath toweis, cotton thread and ink

70 x 50 inches

Courtesy of Peres Projects Berlin Los Angeles

PAGE 110

Untitled (double negative, gold and beige), 2007
Bath towels, cotton thread and ink
48.2 x 43.7 inches

Courtesy of Peres Projects Berlin Los Angeles




So what's next?

I'm interested in these videos that | started to make in
Provincetown. And when | first started making work there,
| was always interested in these reflectors that you see on
wooden posts.

The ones so you can know where not to drive?

Exactly, because the road is something I've been thinking
about. The idea of a black towel nailed on the wall, with
the negative space, is this kind of road. | like the idea that,
like the tambourines, the reflectors are these things that
bounce you back, that bounce back at you, bounce color
back at you. So I'm really interested in thinking about the
reflectors in relation to towels and stuff. And | made a paint-
ing in Provincetown. I've always used color and | feel my
sculptures are very painterly.

It's a very loose margin with you.

Right, but | also like that—I like the evasive quality of what
the medium actually is, because | think that the objects are
almost in denial about themselves in some ways, in terms of
what they are. Like, the collages are also photographs and
paintings and sculptures. The sculptures use the language
of painting. The towel pieces, | guess, are like paintings, but
using the language of sculpture. The videos are using the
language of collage.
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Do you think of yourself mostly as a sculptor?
When people ask, | say, “Um, ah, I'm an artist.”
Who are your temporary infi ?

Well, Jack. | like how Jack, again, uses everyday life experi-
ences. There's a poetry and a romance to his work that |
really like, and a sense of loss when looking at the past.
When | first became interested in his work, he was blurring
photographs. | found that really interesting. | liked his use of
clichés, because—like the open road, celebrity and all that
sort of stuff—these are just everyday things that exist in
everyone's life that you can hold on to and maybe fantasize
about.

1 like that idea of cliché.
There’s the Elvis imagery and the coif, the James Dean and
all that stuff.

You seem to choose such unloaded materials for starters.
A towel, a light bulb, a soda can and a rock are not even
clichés because they are so banal, Elvis is loaded. But a
rock Is totally forgettable. It's something that's ubiquitous
but not clichéd. You could say that the light bulb is an
artistic cliché.

Jasper Johns.

Dan Flavin. Rauschenberg. But it means something different
at this point in time. Or maybe | just use it in a different way.
Other influences: Robert Gober, Donald Judd. | used to really
love Robert Smithson when | was at college.

Not any more?

No, | still think he’s amazing. | was just thinking about Spiral
Jetty. How it's this thing that you walk around, and then at
the center of it you look around and you're at this final point,
and all you have around you is the path that took you to that
point. It’s like a concrete memory.

An artifact of what just happened.
It's an affirmation of the point where you are, at that point.

We all need one of those. How the fuck did | get here?

Where's my jetty?
Where's my jetty when | need one?



