














what his walk from the subway felt like, what
it actually meant to be in that building, and
make things alone, you know. So it wasn’t just
the building that was in my mind but /ike also
a kind of tone of a moment, [ike a consciousness
that I had placed myself in while absorbing all
this stuff.

I think for the first time, I see the parallel
between sets and memorials, which until now I
always thought of as opposing scenes. But they
kind of both hold a memory of an action, and
point to something other than itself, where the
physical matter becomes /ike a stand-in, or like a
record-keeper of another action, a placeholder.
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ANNA LUNDH

Lumi Tan: There’s a section of Front-time Re-
workings called “the detective wall’; in your
performances, you also refer to parts of your re-
search as “evidence.” Do you generally approach
your work in this investigative manner?

Anna Lundh: I always think of my work as
investigations, whether it’s small-scale observa-
tionsor larger research projects. But the “evidence
wall” can also be attributed to the LMCC studio
I had in 2008—09, which enabled me to use the
walls in my large office and really spread out, to
sort out things physically and make connections
in space. It also made sense with the specific
projects I started there, since the research con-
sisted of pard copies of archival documents and
photographs. When you're so used to doing re-
search on a computer screen—where everything
is always replacing cach other and you can’t look
at things simultaneously— the big wal/ provided



a nice overview. I wanted to take on the role of

an almost stereotypical movie detective, to see
how it would affect the work. It also revealed
some of my process, directing the viewers™ eyes
through all the information-dense material.

LT: Your visual mapping in the evidence
wall reminds me of Oyvind Fahlstrom’s maps.

AL: 1 know, it’s weird, because I wasn’t fo-
cusing on their actual artwork in my reworkings,
but rather their work methods and processes.
But Barbro Ostlihn was working very differently
from Fahlstrom. She was a much craftier paint-
er—she actually painted a lot of his paintings,
but he was the more famous one. I found out
that they had been living together and working,
around the same age as me, only one block away
from my LMCC studio on Front Street. I wasn't
familiar with Wzl Street before the residency, but
I had gotten to know the area after a year. Here
was this other perspective of two artists from
Sweden in the same area, just divided by time.
I didnt know much about Ostlihn. She had

actually left her kids behind to go to New York
with her new husband, Fahlstrom. She was re-
ally taking her own career seriously, rather than
being a mom, which was uncommon in 1961.
Her process had been to walk around lower
Manbhattan, take photos of facades, buildings,
in-between spaces, and then crop out a detail to
use as reference for her paintings. To me, these
photos were really amazing themselves; I didn’t
care that they had become paintings. T cared
that they were a record of someone’s movement
in this particular area, that I now also knew so
well. I was more interested in the photographs
that hadn’t necessarily turned into paintings, the
discarded ones that are just byproducts or rem-
nants of this process, searching for something
only she knew. But an artist’s decisions and
choices can become an interesting filter through
which to look at a place and time.

LT: We first met and talked about this proj-
ect at the height of Occupy Wal/ Street, which
is also when I first saw you out with your video
camera. And then you showed me one of Fahl-
strom’s TV documentaries where he observes
Vietnam War demonstrations and resistance
groups in New York in 1968. Were you already
thinking about retracing his steps?

AL: Yes, the documentary he did—not
as an artist per se, but more as a reporter from
New York—was called Revolution Now, where
he was covering the anti-draft protests, the
Yippie movement, groups like Up Against the
Wall Motherfucker. When T first saw it, I was
frustrated about there being nothing comparable
happening. But right around then, Sweden had
voted into parliament this small right-wing party
with highly offensive immigration policies. Sud-
denly everyone was out on the street protesting.
That is when I felt, yes, people can react, but it
was already too late that time. When I came back
here this past fall, I landed into OWS. Tt was just
starting, and I realized that it was something that
related to what I saw in Fahlstrom’s film, even if
it wasn’t about such a specific issue, like against
the Vietnam War. It was more general and
vague, something is fucked up in this country.
But it was still amazing to me how it was all
these different kinds of people, protesting
together. Of course, it might be the most over-
documented movement in history, but that’s also
very interesting to capture. That's a huge
difference—when Fahlstrém was doing 17



it, not many people had access to a video camera.
Now everybody does, but everyone’s gaze is dif-
ferent, everyone’s reasons are different, and it
becomes about what you do with it.
What I can relate to very much with Fahlstrom
—and Ostlihn as well—and where our methods
overlap, is the aspect of being from another
country, being from the outside looking in, but
at the same time being a part of it. You also see
your own culture better when you're far away
from it. It’s a good trick to maintain, to become
a professional observer of the world. You can do
it physically by moving yourself to and from
cultures, so you keep your eyes fresh of what is
wondrous about something, or why people do
what they do.
I also wanted to pick up these little things about
Fahlstrom like how he was concerned with the
dimension of time in his painting. He was really
interested in the comic strip, where the past,
present and the future can be seen simultane-
ously, which isn’t the case in books or film.

LT: And your video also functions in that
same way.

AL: I wanted to cross contaminate these
times, my time, their time, New York time.

DAVID HORVITZ

Lumi Tan: Thinking about navigating the streets
during OWS marches figured largely in my
thinking about this show, when simply walking
down a side street became a conspicuous or con-
niving act. Or how easily you could temporarily
“pass” as a non-protestor, by ducking into deli
to get a soda. Your recent OWS figure drawing
sessions, where you roam the streets looking
for police in the post-Zuccotti era, reverses this
relationship. Was this reactionary?

David Horvitz: That’s a funny way to
think about it. We weren't trying to get away
from the police, we were looking for them! The
wildcat marches are always interesting because
they have no way of being diverted, because
there is no destination. They just move against
the police’s reaction. The police react again, and
they move against that. Maybe if the police just

went away, then what would the march
18 do? Where would they go?

terms: a_few seconds ago, attention,
distance, distract, following, rain, shadow,
shadow, simultaneously, stare, time
standardization

The first drawing sessions met at Zuccotti
Park. I brought drawing materials with Adam
Katz, and we sent out emails for people to come
down and draw the police with us. There were
so many people already there, people just joined
in. The idea was kind of like a staring contest.
Returning the gaze of the police, whose act of
looking was that of power and surveillance. We
stared back with a different kind of looking.
Instead, paying attention to light, shadow, line
and detail... They are different processes of
visual attention. Also, high-res images of the
drawings are posted online to Flickr and data
storage sites so they have a second life of cir-
culation.

After Zuccotti was evacuated, I kept the draw-
ing sessions going. Now we meet at night at the
park, and wander around looking for police
presence, drawing what we find: police, bar-
ricades, surveillance towers, etc. We dont stay
in the park, we wander around the streets. It's
really funny to be wandering around the streets



of downtown Manhattan at 1 am with drawing
boards, paper, charcoal, and pencil. It was rzining
the first night. We seemed to embody the
romantic idea of the artist, wandering around in

the dark making charcoal drawings as it rains.
There is also something amazing about sitting
in the dark with your friends, and just looking
together.

LT: Youre an artist who is consistently
interested in going specific places and enacting
your work there, but you're also well known for
using the Internet as a means of distribution.
The figure drawing classes were very much
about “being there” and working by hand, but
it seemed equally important that all the images
became available online. What's the relationship
between the spaces in which you travel, and the
“non-space” of the Internet?

DH: I've never been satisfied with making
things that are only for the Internet. T like it
when things can either slip offline, or when they
can happen in real life and then end up online.

The Internet produces a mentality of a non-
space/non-time, but that’s purely an imagined
space. Immediate life interests me more in terms
of experience. But the Internet is a great tool for
distribution. It’s about balancing the two. With
my project Public Access, photographs were
made up the entire California Coast, and up-
loaded to Wikipedia articles about the beaches
were they were made at. All the photographs
were a view of the Pacific Ocean with my body
subtly standing somewhere in the image. There
is a play with the idea of aztention here. With the
Internet, everything is constantly updated, and
you have to attune yourself to this speed. (As of
a_few seconds ago a “conceptual artist, curator”
is now following me on Twitter.) It’s the speed
of distraction. The photographs depict a kind of
looking that is impossible online - to just stare
out into the distance.

LT: The Twitter project is also a perfect
example of this. Here you are address-
ing what you refer to as the “local time” 19



of each day’s high noon, and “Internet time.”
DH: I found this great slogan from time
standardization  resistance in  19th-century
America: “let us keep our own noon.” I actually
used that title for a show I curated in Den Haag,
Holland that opened on Leap Day of this year.
The slogan refers to the loss of noon when
America officially adopted railroad time, which
became the time zones that we use today. Be-
fore that, every place had their own local time,
and noon was when the sun was at its zenith.
Now noon is when the clock says 12:00. So this
relationship to the sun is also lost. In this work
I ask, how can you desynchronize and adjust
to local time? Throughout the exhibition I will
calculate when high noon is, the actual local
noon of New York City. I will then walk through
the city (and probably out of it) following the
sun until sunset. The sun will be the object of
orientation/navigation. And during this walk
I will be making photographs of the sun and
simultaneously tweeting them. Time’s first image,
when it was first visually represented, was the
shadow of a sundial. In a sense, these images will
be like a clock. And they will be distributed over
the Internet, the very thing that distracts us and

pulls us out of an immediate place and time.

LT: This your third publication in which
there is a crowd-sourced glossary. I thought it
worked well for this show, because it followed
the idea of (literally) subjective definitions of
words, much like how the works in the show
shift the uses of defined spaces. What informa-
tion do these particular definitions give?

DH: The original intention of this pub-
lication was to serve as a kind of map for the
exhibition, orienting from two different perspec-
tives. One from each individual artist—using
the artist interviews to illuminate different as-
pects of their practice. And one from a broader
sense, taking these definitions and alphabetizing
them, giving a more collective perspective of the
exhibition. You can read the glossary from A to
Z and get a broader understanding of the exhi-
bition. ’'m not interested in just the format of
the glossary, but more the contextualization of
a word in dialogue, its contextualization when
defined, its re-ordering alphabetically. So I guess
my interests are more in contextualization, re-
contextualization, ordering, and reordering.

I've also been into this idea of the sup-
20 plementary publication to an exhibition.

It isn’t a catalogue, meaning it isn't just about
the show. It’s more like a satellite, which can lose
its orbit and wander off somewhere, existing
independently.

This publication is in conjunction with the
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