











Speaker One:
And really, all these groups--the Black Pulse, Structure of
‘Thought, Ganjin, are portraits of humanity, or humans. And in a way, so is

Alleverythingthatisyou.

Speaker One:
After photographing Ganjin, we found out that a lot of the philosophies
that guide our work--.

Speaker One:
things like, things like the coincidence of opposites—in Buddhism known
as Non-duality. Well, it’s the yin-yang symbol --

Speaker Two:
those fish are in fluid movement, the fish swirl around and through each
other. Each one of us is independent and dependent, not one and--

Speaker One:
well, these things could be thought to be opposite, yet are exactly the
same in their oppositeness, and--.

Speaker One:
And this is again, you know, the idea of black being both the void and the

reservoir of light.

Speaker One:
how everything is made up of parts and then, and is part of something
else, everything affects something else.

Speaker One:

You know, that whole idea of everything being made of parts and part of
something larger--, I just remembered this when I was putting my kids to bed—
when I was five years old, with my own stuffed animal, and looking at the plastic
bead nose of a little hedgehog and somehow seeing a city within reflections

on that tiny plastic bead and imagining there’s a little boy inside that city who's
looking at a little plastic bead and seeing a city inside that, and on and on, and just
being fascinated and then thinking, “Well, wait a minute. Maybe that’s all I am.
Maybe this isn't just a fantasy. Maybe it’s true... 'm just inside an endless chain of
little plastic beads.”

Speaker One:

So anyway, these are just innate parts of our makeup that make us

think about these things, so it’s quite fascinating for us to find these things
in Buddhism--. and also to find these things in science as we study about our
subjects.

Speaker One:
Are they polychromed?

Question two. Could you explain your other current body of work, which extends from
the use of carbon and deals directly with the antiquated process of carbon printing?

The imagery deals with sculptures of Buddbist statuary. Can you explain in depth the
significance of the Buddha to both of you--personally, philosophically, and how it relates

to your work as a whole?

Speaker Two:
are actually paralleled in Buddhism, and so these--.

Speaker Two:

it’s not a simple image of opposites, it is a dynamic exchange—

Speaker Two:

not the other. Normally we think that if something is not singular, it must be
plural, but you can see plainly that each of our lives are plural, but at the same
time singular. Not two and not one.

Speaker Two:

and both are needed to create the completion.

Speaker Two:

Interdependence and--.

Speaker Two:

the permanent condition of Impermanence.

Speaker Two:
And I also had a recurring dream of a very similar thing during those same days. I
don’t know that we ever spoke about it. But maybe everybody has these fantasies.

Speaker Two:
Anyway, we ended up photographing more Buddhist statuary that we identify
with, and the colors of these sculptures are really--.






Speaker One:
Yes, it is. They’re almost--

Speaker One:
'The color process we've wanted to work with since we were in
school, is the color carbon process, where each--.

Speaker One:
Not a transparency like auto-chrome, it was before auto-chromes.
'The color photograph is separated into the four colors--magenta, cyan,

yellow, and black—

Speaker One:

And each layer, each negative is printed as an individual tissue with
pigments, there’s no substrate for these tissues of color. They are just gelatin
with color.

Speaker One:
build that full color image.

Speaker One:

Which is absolutely great for us. We don't want a perfect

fidelity; we have no interest in that kind of perfection, and through that
imperfection, through those tears, you see the color building up. And, of
course, this was--.

Speaker One:
It’s mostly evident in how;, just about everything we make shows
that it’s made in parts.

Speaker One:

Yes. 'The Buddha icon--I don't quite think of it that way. Obviously,

the icon--it gives a feeling of serenity and peace and understanding on
different levels. You know, we don't just mean like in a, in a more Western
religious perception of serenity. It’s more sort of, well, the Western leaves
out the uncomfortable. I think it’s scary for people. But in Buddhism

there is real acceptance of the hard to pin down and that leads to more

real satisfying serenity, when you can get there. Buddhism has never had a
problem with the discoveries in science, it all fits. And, of course, the way
Buddhism sees the physical as an illusion, which so does quantum physics.
Our work, I think, one of the things we try to instill, as much as we kind of
hate ourselves for it sometimes, is that we'd like to get a touch of that feeling
when you look at our work.

Speaker One:
No, it’s a very difficult thing to talk about.

Speaker Two:
Yes, some of them, and some of them are gold-leafed. But they’re really
fascinating, the age that’s apparent in these sculptures.

Speaker Two:
the colors almost need to be extracted from them. That’s the way I felt
about it.

Speaker Two:
Color Carbon was the very first color printing process in photography.

Speaker Two:
you know, it’s called Color Carbon, because the black layer was made of
carbon, and still is.

Speaker Two:
And these are, one at a time, layered onto a piece of paper, building the color
and, you know, to--.

Speaker Two:
Right. And the tissues are very delicate, and often they rip and tear and--.

Speaker Two:

and by seeing the color’s absence, you notice its presence in other places, and
this really worked for us, this idea of Interdependence that we always like to
have involved in our work in some way or other, usually, I suppose--.

The next part of that question. Also, can you explain or offer a tie between the
historical significance of the Buddha as an icon and how it relates to the work?
the work?

Speaker Two:

And if we can, you know, and--I don’t know how to say it.

Number three. In conversation at your studio, the notion of a moment was
reoccurring. The significance of each moment capturing experience and essentially
being, each moment was very important. Can you elaborate on this?






Speaker One:
we talked about that a lot, obviously, in the snow and--yes. This thing’s
already so long.

Four. Lastly, in your work, the scientific process plays a large part, or a large role in
understanding the finality of your projects, as well as in the research prior to completion.
Can you articulate the necessity of the scientific process in your work? Who inspires you
in the fields of the sciences, and essentially, the interconnectedness between science and
art?

Speaker One:
I mean, with both artists and scientists, we’re trying, we're studying life,
you know.

Speaker One:

And it leads to a much greater depth of understanding of the subject and
sometimes the concepts behind the work. The more you know about our subjects,
the more scientifically, I think the more you can get out of what we’re making.
You know, when we're filming the moths, we learned that moths have a difterent
experience of time than we have. Our minds are very complex and we have a high
resolution, there are many layers of electro-chemical reactions to make all this
happen, our brains are able to process about 30 separate events each second, and if
something is happening faster than that--

Speaker One:
this is like when some people say that things go into slow motion when
they were in a car crash, the mind goes into a hyper drive--

Speaker One:

Time is relative to the experience. And another thing about the moths

was how to present them, how to print them. The way we decided to print these
pieces was a process that we developed where the silver emulsion flakes off the
photo paper during the processing.

Speaker One:
If you've ever held a moth, which we had many times as children or, you
know, just rescuing one--

Speaker Two:
Well, we already--

Speaker Two:

Well, I don't really follow science closely, so I can't really say much about who
we’re watching in the field. You know, I think someone else that we identify with
in exposing-- trying to find out how things work by seeing the flaws and the
missing is Oliver Sacks, in neurology.

'The connection between science and art--you know, we're certainly not the

only artists that are fascinated by science and find parallels to work with and

to work out concepts in. There’s a strong connection that just has existed for a
long time. At the end of the eighteenth century, scientists were known as natural
philosophers..., kind of one and the same,

Speaker Two:

We like to know about our subject. You know, something that inspires us,
something that we’re interested in, or just thinking about how to photograph it,
we start researching it to find out how it works and how it’s made up.

Speaker Two:

like a movie projector, it shows you 24 images every second, each one is held still
and then another, 24 times every second and we see a flow because we can only
process so much information at a time. But a moth has a much simpler and lower
resolution, and because of that it processes a lot more information, it processes
300 separate events every second. That means more time is experienced--

Speaker Two:

sometimes people say they saw it in black and white. We filmed the moths in slow
motion to capture their world, to replicate their perception in a way. When you
see them in their speed they do not seem so frantic and choppy. Their movements
are much more fluid and you see them bank their turns while orbiting around a

light bulb, its really cool.

Speaker Two:

'This was in attempt to mimic the wings of the moth.

Speaker Two:

getting it out of the window--






Speaker One:
you feel their wings, and they’re very dusty. That dust is actually the scales
that cover the wings.

Speaker One:
But those scales fall off, and that’s why it feels dusty on your fingertips.

Speaker One:

that we chose to work with and coat with silver emulsion. Again, another

reason to do this was we were mimicking their wings, the wings being what brings
them out, you know, the paper’s what brings our ideas to the viewer. Moths are
well known as mimics. They supposedly have been able to change their coloration
within a few generations to change with environmental change. You know, and
understanding the carbon arc lamp that we made. The more you understand the
science behind it, the more it becomes this--well, the piece is called--what’s it

called?

Speaker One:
'The arc lamp.

Speaker One:

yeah, and the more you understand the science behind--.

Speaker One:
that’s the temperature of ‘Middle Finger’, it is blindingly bright. But it’s still black,
literally. It’s black but it’s so bright you can't look at it!

Speaker One:

That temperature is the threshold of when carbon atoms changes into a plasma....

Speaker One:
its the first state of matter, Plasma is more than 99 percent of the
universe. You could look at our state of reality as an aberration of the--

Speaker One:

'The world, the very real reality that we live in is also completely false, and the--
when you understand and come to grips with that falsity that we live in, I can’t
explain it here, but it’s a real shock and-- a “fuck-you” to our everyday perception.

END

Speaker Two:
It gives them a little bit of extra friction so they can get some lift, because they’re
not as strong of flyers as, say, a housefly or a dragonfly.

Speaker Two:
And they're, you know, they’re very delicate wings. They rip while they are flying

around, just like our paper--.

Speaker Two:
I totally drifted off into a labyrinth and I don’t know what you're talking about.

Speaker Two:
oh, the title of that piece is “Leonardo’s St. John or This is My Middle Finger”

Speaker Two:

behind the carbon arc lamp and--. Well, there is a lot of science, but one thing

is about carbon itself, in physics, it fits the description of something known as

a ‘black body’, something that absorbs all light that falls onto it, and at room
temperature it appears perfectly black. But if you raise the temperature to around
1000 degrees, it would be glowing red, that is because of the thermal radiation
of the carbon at 1,000 looks that way to our eyes. And if you raise it to 6,000
degrees—

Speaker Two:

It’s still molecularly black carbon, but black doesn’t mean what you normally think
it means. Something black is filled with light and we are seeing that light come
out of the black body of carbon. Our eyes see the thermal radiation of the carbon,
which is white, but it’s black. The viewer becomes Ganjin, able to see the light
within the black.

Speaker Two:
plasma is not solid, liquid or gas, it is a fourth state of matter. The electrons
separate from the nucleus and--

Speaker Two:

our bodies and everything around us, our world, exist as a freakish aberration of
the stuff of the universe. From the point of view of... it’s almost as incongruous as
cities within cities within a plastic bead.

Speaker Two:
And that’s exciting.











