STRIKING IDEAS + MOVING IMAGES + SMART TEX]
NOVEMBER/DECEMBER 2011 US $7 CAN $9 UK €6 EU

| 11>

NTERRUPTION NEGOTIATION INS*A;SILITY EVIEWS

‘ THE ARTIST'S INSTITUTE: + MATERIAL PLAY JOSE LERMA  WILLIAM CORDOVA
:’" 7508 A THINKING SPACE CARLOS SANDOVAL DE LEON  ON CLARITY ANTHONY GOICOLEA

LAWZ featuring Ge
“IN THE [VEN‘? OF r?vo
upac Shakurs “The Rose

NIMO a1 g
DEMISE AGA

Grew From Conerete




fifty-four



ART PAPERS

Stealing Stop.Stop.Stop.Stop.

from Oneself: The Artist’s Institute
Editor’'s Desk 9 José Lerma 18 As Space for Thinking 24

José Lerma talks to John McKinnon about the Unruly excerpts from a series of freewheeling

import of political satire, the power of suggestion, conversations between Anthony Eims and

and the pitfalls of clarity.

Anthony Huberman.

Noteworthy: the editor’s pick of notable shows

38 Atanta William Cordova Felicia Feaster
40 Raligh, NC+ Anthony Goicolea Amy White
42 New York Creative Time Summit: Living as Form  Chris Fite-Wassilak

on the cover

William Cordova, untitled (amauta), 2009,
reclaimed wooden crate, stones, coal, vinyl record
(courtesy of the artist and Saltworks Gallery, Atlanta)

ART PAPERS is about contemporary art. That's all we've been about for thirty years—
stubbornly, unpredictably, and reliably. We understand contemporary art as a
constellation of practices variably wielding ideas, images, space, sound, materials, en-
counters, discourse, and text. We also define it as a permeable realm subjected to
the muitiple, changing, and incessant pressures of contemporary life. That explains
our fierce and unruly curiosity.

Looking simultaneously at art communities across the USA and around the world,
ART PAPERS scans the event horizon to challenge accepted notions, and articulate
debates. We engage artists, critics, curators, scholars, collectors, and readers to pro-
voke discussions. Recognized as the independent critical voice that best covers all
regions of the USA, we undauntedly assert a unique global perspective on what
shapes art now. Blame it on our non-profit status, and our worldly, southern accents.
They just afford us a unique perspective, and a great deal of intellectual freedom.

Informed, assertive, authoritative, and accessible, ART PAPERS is the essential,
independent guide to contemporary art.
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Stealing from Oneself

J ose Lerma in conversation with John McKinnon

José Lerma currently lives and works in New York and
Chicago, where he is a faculty member at the School of the
Art Institute of Chicago. He creates intricate installations
that combine paintings and non-traditional materials. His
works in The Lightweight, his recent solo show, spanned the
heroic and the pathetic with motifs evoking flight and fall:
a Vietnam-era parachute hung over blank paintings, moth
holes sewn onto a canvas, and a drawn foot of a hanged
man [Western Exhibitions; April 8—May 14, 2011]. Perched
atop a milk crate, viewers were confronted with a reflective
curtain featuring a cartoon from a French newspaper. The
original image’s caption translates to “A painter whose
work is badly placed installed a telescope so that art lovers
can see his picture for two sous [gold coins] ... which he
gladly gives them.”

I first met Lerma ten years ago when we were both stu-
dents at the University of Wisconsin-Madison. As a teach-
ing assistant, he encouraged the study of painterly painters
like Philip Guston and Giorgio Morandi and gave insights
such as, “If the work looks too polished, try drawing [or
painting], with your opposite hand.” I admired how easily
he could shift from discussions on mark-making to concep-
tual art practices.

This summer, I visited Lerma at an East Hampton home
and studio formerly owned by Elaine de Kooning and later
by John Chamberlain. We used the occasion to go on an
Abstract Expressionist pilgrimage. He and I walked on
Jackson Pollock’s paint drips at the Pollock-Krasner House
and Study Center and then paid homage to many art world
luminaries buried at the Green River Cemetery. We soaked
up the historical value of these sites and began recording.

John McKinnon: How did you develop your current artistic practice?
José Lerma: After school, I started exhibiting as a post-studio artist.
It made sense to me at the time. Then I attended a couple of resi-
dencies where I felt that this kind of approach was more than well
represented. As a reaction, I began to paint. It was just more fun to
paint when others were interested in video or relational aesthetics.
By default, I took something of an unnatural stance and became a
painter. I guess it is more typical to follow the opposite trajectory,
from painting to post-studio approaches. I now work in a hybrid
mode that feels very natural to me. I'm glad that I've been able to
merge the two positions. Hopefully I've become less dogmatic.

You have said that your work is either about art history or your
parents. Can you expand on this?

That was an off-the-cuff statement. Still, it was expansive, which
was important, and I began to use it to describe my practice. It's a
cliché, but to an extent I am my influences. I'm not just referring to
art, but also biology, sociology, and so on. While it may be my job to
supersede these legacies, I find that their conscious selection, frac-
ture, and combination yields a poetic third meaning that is simul-
taneously honest and unpredictable. Other ideas may come to me,
but they are always filtered by this nexus of influences. The point is
to use my life to end up somewhere unexpected aesthetically.
Paradoxically, to get there, I have to be suspicious of my taste,
upbringing, education, and sense of where the art world may be
headed. It’s important to ask myself “Why do I like what I like?” Or
“Why did I use to like it?” Only then will the particulars of my biog-
raphy yield more interesting results than generational clichés.

You have used historical imagery including fountains, French
bankers, royalty, and coins. Why are you drawn to these subjects?
Do they have a timeless quality?

I wouldn't call them timeless. While anachronistic and obsolete,
they retain a certain temporal stability. These images and objects
don't fit into a contemporary context. That’s why they interest me.
I reuse histories that appeal to me.I like the B-sides of art history
far more than the hits. They are all relevant; one just feels more
problematic in the current context. If I favor the obscure, and com-
bine it with my biography, I may get to an interesting place. For

INSIDE FRONT COVER: José Lerma, detail of Rampant Mid-Careerism, 2011, Vietnam-era training parachute, acrylic on 60 x 48 inch canvas, blank canvases, graphite

drawing on paper, and tacks on electronic keyboard, 104 x 108 x 93 inches / OPPQOSITE, TOP TO BOTTOM: install
Gallery, New York, December 11, 2010—January 22, 2011; The Glib Decade, 2010, acrylic, silicon caulk on canvas
thesizers, and speakers, 94.5 x 140 x 22.75 inches {all images courtesy of the artist and Andrea Rosen Gallery,
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instance, I combine paintings of seventeenth-century French
bankers with keyboards from the technological present. These dif-
ferent modes do not fit together neatly and ultimately produce a
new read.

Some of your images come from caricatures that commented on
topical issues from the time they were created. Are you interested

in their social criticism?

Ilove the work of James Gillray. I also like William Hogarth, George
Cruikshank, and Thomas Rowlandson. Also, pretty much anything
in Punch or Le Charivari. These caricaturists were brutal. I am inter-
ested in the trappings of status and power in their cartoons, but I
don’t use it directly in my work. Sometimes a pose or a title might
suffice to recast the commentary. The historical distance allows me
to address ethical issues without moralizing. The viewer’s ability to
project a contemporary character or situation into the scene is
essential.

Some figures seem to recur in your work. Where do they come from?
I'll give you an example. Before I went to art school, I visited the
Metropolitan Museum and shot about twenty photographs of
Guillaume Coustou’s bust of the banker Samuel Bernard. I don't
know why I did it. I had no intention of making art. Years later, I
stumbled upon the photographs. They seemed like a great subject.
The financial meltdown happened as I was working on the series.
While I had already been drawn to that subject matter, current
events gave the works more urgency and direction. Another exam-
ple is the Charles II series. My mother, who is from Spain, used to
bring him up when I was a kid. He suffered from severe genetic
abnormalities and his reign was a total disaster. During the last
years of the Bush presidency, I thought a lot about him.

When you redraw images, you often leave out elements that would
point to a specific person. Do you do this to let your materials

speak or direct a viewer away from the original source?

Since the work is not about likeness, I can use paint less pre-
dictably. I try to use materials in such a way as to make them refer
to something else. If I wanted something that looks like a high-
lighter, I would not use a highlighter. I would rather resize or trans-
form another material to give the appearance of a highlighter.

Do you do this to prevent the work from looking too slick?

I often use materials that are the complete opposite of my subject
in order to make a new reading. The reflective 3M material I use can
be flashy and dramatic, so I pull back a little. I create rather dull,
conservative curtains with it instead of covering an entire gallery.
These materials, including the carpets, have a corporate identity.

ABOVE, TOP TO BOTTOM: José Lerma, Untitled, 2009, ink on canvas, 95.9 x 72 inches; José Lerma painting in South Hampten Studio, 2011 / OPPOSITE, TOP, LEFT TO RIGHT:
it on paper, 24.8 x 18.5 inches; OPPOSITE, BOTTOM: view of

Emperador Maximiliano {gray/, 2010, relief, lithography, fabric dye, 42 x 42 inches; Spanish revival, 2010, color p
exhibition Spanish Revival at Galeria Marta Cervera, Madrid, September 9—0ctober 29, 2010
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