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Detail of ‘The Earth
Good and the Stars
Good (Wettings)’,
Nylon Paint on
Fabric, Aluminium,
Ash Frame, MDF,
Fabric, Cast
Pewter, Steel,
Cereal Boxes,
Wooden Balls,
Ribbon, Dry
Transfers, Sepili,
Fabric, Masonry,
Pistachio Shells,

Sanded Train
Tickets, String,
Steel Wire, Cast
Jesmonite,
Toothbrush,
Marble, Button,
Stainless Steel
Rod, Site:

300 x240cm,
Frame:
310%250%8.5¢cm,
Plinth: 128.8x60 %
66.5cm, 2021

In addition to your visual works, you
have published several books. There
are also paintings with narrative
elements that together tell the tale of
“Third Moment Profile | The Almost
Horse,” shown at Sadie Coles HQ and
also made into a book. Can you tell
us what writing means to you, why it
was inevitable for you to choose it as
a medium, and how you define the
relationship between art and writing?
| actually do not believe that art is non-
verbal, and | think that language is
part of a manipulatable index of
materiality, similar to a stone, twig, or
a colour. Language, as a ‘certain
body’ has grammatical attitudes like
bliss, ugliness, or horror, and its tactile
power affects us in the same way as
literal surface or outline. What | most
love about a text is that it is a minute
cosmos, and within that space is a
loose scaffold on which scraps of truth
and imagination hang. As the
consumer or producer-either reading or
writing — you can choose to sit in that
world or chase it in another direction.
For me, writing and art-making share

very similar terms: they are both

Installation view of
(Therefore, an
Ogre)(30
September~6
November 2022,
Greene Naftali,
New York)

constructed from wild impulses to
examine pleasure or distrust, and in
that effort never stand still.

I am also curious about the title of the
exhibition, which seems to suggest
two narratives, “Third Moment
Profile” and “The Almost Horse”.
Exhibition titles are usually singular
and inclusive, but you have used two
independent phrases. Can you share
your thoughts and processes of
coming up with this exhibition title?
These diptych titles were part of the
beginning intent to create a structural
unease and a complicit ambiguity in
defermining the “content” of the
exhibition. The word “almost” is an
adverb qualifier, gesturing linguistically
to something concrete that ultimately
fails to materialize. Almost there. The
word “moment” operates with a similar
fleeting obscurity, implying a point in
time that is either a pause or a
description of a point of insubstantial
connection. Both titles were devised to
behave mutually as half portions of the
same construct, but also individually,
with one referring to the literal three-

fold attempt to describe a horse — in

2023. 2. 17.
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Detail of ‘The Rage
in which we Live
(Wine Willow)",
Nylon Paint on
Fabric, Aluminum,
Ash Frame, Steel,
MDF, Plywood, Dry
Transfers,
Silkscreened
Aluminum, Plastic
Bottle, Glass
Bottles, Jesmonite,

Embroidered
Fabric, Site:

300 % 240cm,
Frame:
310x250x8.5¢cm,
Low Plinth:
40%190.6 %

45.5¢cm, Large Box:
35.4X24.4x8.9cm,

Small Box:

25.5X19.9x7.4cm,

2021.

language, image — and form and the
other referencing the terminology
employed in physics that is used to
qualify the degree of deflection that an
empirical weight exerts on a straight
line. | loved the possibility for
metaphor with both titles and how
stylistically they both also spoke to a
desire to rationalize and qualify
content with a recognizable outline.
The work that drew the most attention
for me was the wallpaper installation
“The Deepening Inch.” This work
made me think about the meaning of
the word “exist.” It made me think
about the process from seeing to
receiving. | would like to know more
about how this work was conceived.
This work forms the basis of an optical
trick and in a sense, it operates as the
most legible “almost horse” in the
exhibition. The horse is a real
breathing animal, a stunt horse
photographed in situ at the gallery for
the concrete density of its form, the
detail of its hair, and its life-affirming
realness. The image of this real horse
was then projected into an entirely
fabricated digital space, a space built
to mimic the architectural properties of
the gallery, the lights, and the material
specificity, but also an environment that
was subtly manipulated to suit my own
conceptual needs. The deception in this
image is not only the obvious one of it
being upside-down, but that the
perspective lines in the CGI gallery
have been altered to create an
impossible spatial widening effect
when seen from a distance: the floor
and ceiling of the CGl image morph
with the hard lines of the real-world
floor and ceiling, creating a parallax
effect that greatly elongates the back
wall of the gallery. In essence, another
conceptual duplicity is performed
because our trust in seeing is given
over fo the ultimate anarchic agent,
that of perception. The horse is real
and not real, as is the space, our
understanding of it, and the continual
assault of both actual and allegorical

devices. The motif of a horse is almost

arbitrary and almost ridiculous, and
important not for its animalistic
qualities or its aesthetic beauty, but
rather for the mythologies it holds as a
historical vehicle: the horse can be a
cipher for so many spectrums of civic
power, for self-preservation and
edification, for philosophy, barbarism,
for sacrifice and mythological control.
It is an image that comes pre-loaded,
so in its existence here in an upside-
down wallpaper, there is something of
the recording and preserving of a
mirage, of the inevitable sense of a
“synthetic” infiltration that pervades all
corners.

In contemporary art, a lot of artists
refrain from naming their works. You
seem to give a specific name to your
work. And I think your titles rather
amplify my imagination about the
work instead.

I love titles. The same way | enjoy
people giving their pets very formal
human names - there is a lovable
perversion to it that is curious. | like the
hedonism of language, the everything-
you-can-eat quality to words, but in
that possibility for absolute saturation,
there is a pessimism that is equally
inferesting because it means you might
be forced to reconsider a relationship
to stable material truths. | like all kinds
of titles: those that are epigrammatic,
scientific, punning, poetic, and so
forth. The attenuation of a single word
can offer access to many different
systems of imagining. Perhaps titles are
something like flirtatious stewards who
point the direction but also let you
know that there are countless other
ways fo your seat, or even different
seat options entirely.

Are there any topics you are looking
into these days? How will this
substantialize?

| am interested in rats, obsessed,
perhaps. They repulse me but they are
model citizens in every Permutation of
the word model! I'm interested in them
as units of currency. To imagine rats as
sites for default human fears is to

imagine a kind of literal low-level
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‘The Melancholy of
Resistance’, Cast
Resin with Marble
Dust, Cast Painted

Pewter, Eye Hooks,

String, Cotton, Tea
Bag Labels,
Gemstones,
Wooden Fruit Box,
Dry Transfers,
Cellophane Candy
Wrappers, Mixed
Hardwoods, Cast
Plaster, Foil, Glass
Beads, Paper,

Fabric, Embroidery,

Steel,
58%211x131cm,
2022

streaming of anxiety that inferweaves
silently and often invisibly through our
daily lives. I'm thinking about the idea
of architectural transcripts — of space
as a length of theoretical sequences
that do not necessarily have a
narrative. I'm wondering about how to
transform that idea info a “live play”
where a viewing audience enacts on
one floor a kind of spectator script-
performing theater by the act of
consuming it — and then watches in
video format on another consecutive
floor, a replication of their behavioral
modes of interaction, their classic

collective traits, and narcissisms.
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