April 6, 2001

JOCELYN:

1. What is your native background?  I was born in the USA

2. Is there a relevant experience (at an intellectual/ emotional/ personal level, whichever) that has influenced, shaped or challenged your work on a conscious level? 

Desire? Frustration? This question is too hard. The work will have to answer this for me.

3. Do you have an artistic itinerary: do you travel regularly, do you travel for inspiration at all or are the trips work-related?

I travel as often as possible, and I do not plan to live in any one region permanently. I am particularly interested in the American southwest, and other desert regions of the world (Israel, Turkey, Sahara, Madagascar, etc.)

I travel for work, but I have little control over where I go. Does reading and studying count?

4. Why did you decide to study (and work on) sculpture as opposed to painting/ drawing/ film? Have you ever thought about changing your medium?

It is not a relevant concern- medium; I feel as though I already work in all mediums at once, I just shift from moment to moment. This is why I usually refer to myself as a producer; implying that artists today are more like Hollywood producers who are the financial providers and executives of their own productions. I could call argument to the notion of ‘independent film’ or ‘independent filmmakers’, this terminology is very popular and in my opinion gives a false impression- ‘independent films have long credits, and several people working together. It is my belief that today’s media artists (fine artists?, visual artists?) are true independent artists, working independently of structure and collaboration, completely immersed and responsible for every decision expressed.


I don’t mean to make that sound romantic or hierarchal, but rather an observation. Surely FILM has ‘won’ over visual art in market appeal, the renaissance was only a couple of centuries ago-  the cinema is only a child and has already killed its parents.


Sculpture was the only department where artists could make objects, employ paint, use film techniques, draw, etc. I didn’t want to pursue the illusionary arts; I prefer to realize my projects physically.
5. How and why did you change from the pattern of repetition and dadaesque domestic objects coming to life or imitating human behavior in rinse (and) repeat in Alabama, 1997 to what you’ve been doing more recently, which is more elaborate, the sets, production with much variety? Why do you think you changed (or was it an inevitable development of your work)?

You answered your own question, didn’t you? Maybe you didn’t really ask one. I believe it was an development I was always aware of, but I needed to go through the motions of crafting those things, I did a great deal of reading at that time and eventually felt ready to deal with my concerns of installation/video. I didn’t want to start with the human form; I wanted to work up to it. I am still working up to it. I am still exercising Duchampian license.

6. We talked before about the role of the audience and I’d like to further explore the subject, you work on an intellectual level (more conscious than intuitive, perhaps?) and use philosophical issues and direct references which, one could presume, require a literate audience (literate of the culture in which it takes place, in your case, American), this, perhaps a vestige of postmodernism? But, are you hinting at these moments in history or characters hoping (or expecting) your audience will understand the dialogue you are trying to have with it, OR do these moments or characters loose importance as you utilize and perhaps even trivialize them by making them mere objects OR are they completely irrelevant (it seems an impossibility to attempt at their irrelevance, if one takes the titles into consideration)?

I like your take on that. I like that my subject choices are causing this sort of contemplation before the viewer even begins to experience my application of the subject. (I must admit that I have fallen prey to the ‘elite artworld practice’ of assuming the audience is either informed or willing to become informed; I regret this and I am working on this- even the assumption of a clean, bright white space is presumptuous and insulting to the viewer, ‘this is the gallery, oh!, and this must be the art’, Fischli and Weiss have nailed this issue.) Literate audience, ok. But I think I might just be assuming the position. I make use of a common history [I fear it might be a revisionist American slant], and then disguise layers of meaning behind the dialog, for me it is an exploration of subject with visual/physical results. Irrelevant because they, like everything else are available for discourse and appropriation. I like the term, ‘poly-incidence’, and a system of complication where one association leads to next, and then spawns an interconnection; relationships are made apparent and then fold back on themselves.

Anecdote:  Once during a violent rainstorm, when sleek black wolves, whose fur was as dark as night, moved silently through the dense forest that spilled to the edge of the river. A toad waited for the rushing waters to calm. A scorpion called to the toad from a rock nearby, “hello, would you mind if I rode your back while you swim across the river.”  The toad responded, “I don’t think so, you will sting me”. “If I were to sting you while I was on your back we would both drown, that wouldn’t make much sense, now would it?” The toad agreed and allowed the scorpion to crawl down from the rock onto his back. The toad slowly worked their way across the river when suddenly the scorpion pierced his flesh with her stinger. The toad exclaimed, “why would you sting me in the middle of this river?” She responded, “because I’m a scorpion stupid.”

7. You mentioned your interest in Hollywood as related to the fakeness and how it deals with mimicry and simulacrum –do you think reality is obsolete?

The question isn’t whether or not reality is obsolete, it is- whether or not reality is fundamental in our experience of the world.  Most people have never been to space, but most people can visualize the surface of the moon and many other planets from a first person perspective, at the ground level. To me this is really about scale, both macro and micro, as well as composition.  The ‘simulacra’ available in the world of cinema provides incredible control. The visual experience can go through walls, underground, into the cellular level, into water and so on. The ‘eye’ can fly across fields and over cities, even cities that have not been built. The experience is real but the subject is fictitious. This is groundbreaking phenomena, treated with very little regard by a media saturated culture, too busy to notice. Editing and the theory of edited experience are fascinating to me. I am dependent on ‘composition’, framing the experience; A matter of controlling what is seen(scene) or portrayed.

My fascination with repetition still rears its head in the form of mimicry I suppose.

8. At first I thought the videos showed the process (the process of making art, as we briefly discussed, I thought you hinted at the process through the video), but now I’m wondering whether the video is just the enactment, the show, because there seems to be no hierarchy in your pieces, each object is part of a whole, and as important as the whole, could one then say that the video is merely part of the set (the piece itself) OR does the video equals the set (not only in relevance but in value) and therefore the process is the presentation (of the set, video, etc) the viewer encounters?

That is a very keen observation. In the show ‘Our American Cousin’, the objects are the “process”, the video is a product and performance, which is strictly delivered and is not dependent on a visit for it is recorded and permanently cycled. The objects of course function in two ways at precisely the same moment- they are the set and the elements of the filmwork as well as the ‘artwork’, which is engaged in a traditional museum/gallery format.

Value, is much harder to discuss. I think that the relationship would not be complete without the two elements engaging the viewer in the same setting at the same time (the video provides the vignette for the objects/set, and the objects/set provide a evidentiary presence for the video).

9. In respect to the emphasis you place on language, among your use of semiotics and semantics tell me about the quasi-nostalgic title of American cousin.

Ahh, the title- it is masked. All I am willing to say about it is that there are two main categories for its application to the work- outsider/explorer   and   specific historical reference
10. Your work seems to evoke and address the voyeuristic perspective of the viewer, but as the audience intrudes the set, these objects appear to become more present, more alive and eerie; is it possible that, at some point, the viewer becomes the viewed?

There is a great deal of reflection in this show, when things are black, really black, a mirror effect comes alive.  Even when a costume is still and empty its potential for action is present and eerie, even ghost-like.

11. Could you mention some contemporary artists that are relevant to you/ your work?

a. Marcel Duchamp

b. Henry Darger

c. Paul McCarthy

d. Fichli and Weiss

e. David lynch

f. David Cronenberg

g. Joey Beuys

h. Edgar Allen Poe

i. Roman Signer

j. Dennis Oppenheim

k. Richard Misrach
l. Ann Hamilton
m. Jason Rhoades
n. This list could go on for quite some time and I love talking about these cats.
12. Finally, could you tell me a bit about your future projects, if any, and also tell me a bit about how the Locust Project came about (you are one of the directors, right?)?

I am working on two projects now, the first is video apparatus like the one in ‘Our American Cousin’, but on a smaller scale- it uses filters to engage the viewing experience and is based in video/film. The second is a video-installation based on the death of Buddy Holly; I am making drawings and developing the soundtrack at this point. I am going to be in a show at the University of Miami, called “Hurricane” (contact Sherry Gache in the Art Department/New Gallery)- it is some sort of actionist forum, seven artists have been asked to create one-day exhibitions. I don’t know what I am going to do yet, but it will come to me soon.

www.locustprojects.com, Miami needs all the help it can get, artist opportunities are seldom and controlled too tightly by too few

Feel free to ask more questions, I am interested to hear more of your observations.   Photographs will be available soon; I can email you images in a few days. You have been very pleasant.

Thanks for your interest.

COOPER

