DAN& ADAM

Artists Dan Colen and Adam Marnie first met at the Rhode Island School
of Design in the late 1990s, where they both took Dike Blair’s singularly

g

important painting class. After graduating in 2001 and moving to New

York City, each in his own way has relentles sly

ufwlpm re and paintin

interrogated the boundaries

in galleries the world over, often taking bird

shit, tipped motorcycles and punched drywall as subject matter. Marnie

caught up with his old school
York City’s Ace Hotel one morning

H_‘m\ ng the transition
culpture, from real to f
. »

DC: | don't relate to that Inwin quote that much. | think he’s distinguishing
between creating in his mind and creating in the physical wortd, right? |
don'tvalue the time | spend in my mind as much as he does. Matt Kenny
wrote this essay about me and it touched me. It ended with a statement
I'm making with my hands or
walized it and I'm directing, it’s all worthless until Ive actually

es—as much as I'm interested in thinking
- whatwas importantwas the three months that it

about kicking them ove
took to make them,
AM; Iwin goes on to admit that he has suffered in terms of production,
which is both what's super-compelling about him, and maybe what's
flawed

oC 5 50 often ook like ehit.
M Totally. But ifs oo nteresting to hear what he did in the 60s. Ho
worked through so much. And made an extremely finite number of works
in that decade, Uke 100, working super-slowy, and got to 2 pointwhere he
gave ita

D hares Ro hs loany made 100hings 1 the st decade righ?

chum and talked shop for TOP at New
last winter.

thetics. Which has changed the conversation a lat. Still, photographs of
flowers as a material are super-reduced. | think they can have an aesthetic
ntation without inhabiting aesthetics.
DC: Its funny, right,whenit's supposedto be about these important things,
but then it comes down to, yeah, but haw does it look?
AM: Righ, Fm ying o ot up thstruth-but e  goad or bad punch?
at conversation with every stroka. And what does that
el . he right color? Is it the right size? Could I have believed in it
more? Could | have loved it more? Could | have put more of me into it?
AM: Much of your work hovers around monument and transcendence,
which seems to be in mary ways your investigation of faith. Like in what
you've been aling abown 3 belie i the mark but also icluing direc
to religious iconography, or a painting with a tile like Allegory
of Fath. With the manument y6u 6ftan propose # t be both worthy and
suspect. There s the formal genre stuff that | named in the beginning, but
within that | would say there is the personal history stuff, But even inside
that is this investigation.
DC: What | do s search. ' rying to pinpoint the power that s in at that

Everything's driven, buthe’s
he makas them over and over and over again. Wa only see a part of the
process but he's obsessed, he’s in love with making things, and it’s all
about that, right? His work acknowledges that it could be anything—he’s
just chosen these things. He does all this stuff that's like the chicken or
the egg

You have to make a decision. You have to pick Something to meditate
on. I'd like to pick nothing, but Iwant to share it with people 5o it has to be
sometng. Bt | want o do rartring o natfig, | Gt ar t doons
thing. You have to pick. | don't have that much appreciation for the concep-
tualZaton bacausa  should ba the hing 3nd e nact thing and tha ok
Allideas are equal, right? It can't be about great ideas. | don' think they
exist,
AM: What Irwin was doing during that time was reducing the focus to the
viawer's perception or experience exclusively, increasingly without an ob-
ject, or with an only slightly mediated experience.
C: Iwin thinks optics—or thece specific things that he feels are worth
more than other things—will be more effective for bringing about a re-
‘sponse from the viewer? When I'm talking about the mark, what is it that
is powerful? Is it the stroke of paint, is it the artist’s hand or the artist's
belief in it or is i the viewer?

re'| was going before—I was going to talk about outpur. | make a

lot of stuff now, but | really do appreciate the restraint that Robert Inwin or
Chartes Ray has. What's the thinking part, what's the making part, what's
the shawing part? I've been thinking a lot about that now, the amount and
the impact that each thing can havewhen i’s distributed in a certain way.

1don't even know if it's important that | make art. | just have a relation-
ship to art so that's what it is. Maybe | call oo many things art. Maybe |
should call fewer things art. Maybe | should call more things art. | don't
know.

It's abways difficult to pinpoint what you're most interested in. Once you
say it, you're actually interested in this other thing, not that thing at al
But do you have pieces of drywall that don't make the cur? Like, what's the
gesture worth? That's often what I'm interested in. | make a (ot of deci-
sions ke, that wasn't the right punch, that's not the right hole.

AM: It's complicated how aesthetics enter into what I'm doing, because
'm trying to set up a very imited set of conditions in which to perform.
Bringing n phtograpty a3 culpural mateial has el changed wht
s lending this other very aesthetic thing to what | was doing
befare, which watn't non-asethaic, ot | wat trying to reduce it so that it
was just about a very small number of things. You know, like intent, per-
formance, framing, the picture, presentation. But it wasn't about aesthet-
ics exactly. Even though itwas! Of coursef
DC: But it wasn't Supp
AM twas abou the presantation space the gllery,the witewall, the
white picture frame, my being an art han y years, all these
other different things, but now I'm bringing mm\sdamdsduzwmem ma-
terial, photographs of flowers, you knaw, that are almost only about aes-

Tor %

we ‘weVe heard talked about historically. Sometimes
1 think about and enjoy the possibility of its existence and other times |
have no confidence in it at all. Most of the time, | understand that it's just
in my faith that it exists, like God, you know. | think about art like that. So

‘whatever the form 'm workingwith—the monument or shrine or idol—it's
good format fo use. 'm gonna get (00 deep naw, but hat swhat s about
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