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The first time | met Hayley was in Florence, on her first solo show in Europe, at Spazio Veda. It was at
the end of September and she told me that she would shortly leave for the island of Elba, out of
season, in October. | found this familiar at once, | had made the same choice years earlier, and it had
not been such an inspired experience (it rained all week long). | hope it has been better.

Hayley Silverman: Elba was really beautiful. It didn't rain, but it wasn’t particularly warm out. My
partner Capri and | rented a tin can of a car that slid backwards down some hills (the island is all
hills), and we got lost a lot because the roads aren’t well marked. The last day we found this-
beach full of babies and teens and couples that still had some private alcoves that felt really
special.

Simone Rossi: On the occasion of that show at Spazio Veda, ‘The living watch over the Living; you re-
vealed a central focus of your artistic path, namely the figure of surveillors, of recording angels ob-
serving life. These divine protectors were part of your following speculation in your second one-per-
son show at Bodega, New York, called ‘Entering Heaven Alive; which is just over. Will they appear in
renewed shapes, influencing space at your upcoming show at Sommer, Tel Aviv, in May?
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_ I just went to D.C. and saw James Hampton’s The Throne of the
Third Heaven of the Nations’ Millennium General Assembly at the
Smithsonian museum. It was the most beautiful, thrilling work of
art. I've been thinking about his piece and the question, “Will
there be any new masterpieces in our lifetime?” that my friend
Emily asked as we stood before it. Since I'm in this transitory
state between shows I've been thinking about Hampton'’s altars
made from tin foil and the other visionary work that lives in the
wing of the Museum, and how (I'm assuming) it was willed
through the artist’s wound: through hardship, poverty, illness,
depression, and this other manifestation that could be called
creativity—a burst of vision that finds this container. And then,
here it lives “on view permanently” in the U.S. capital. This makes
me think more about religious iconography and the religiosity
of art making; how effigies that are mass-made, handmade from
tinfoil or otherwise, can bring you closer to the supernal, as well
as to yourself and to other histories of survival throughout time.
Folk art is a part of my religious art history experience, and I'm
trying to make sense (in this question) about my compulsion to
make protective symbols, and how that connects to my own
personal mythologies and to greater religious iconography.

S_ Your approach to the biblical matter follows a secular tradition
that makes the sacred text first of all a cultural text. As you re-
cently observed in conversation with artist Damon Zucconi:
“Atheism and spirituality aren’t diametrically opposed”. When
and how, according to you, do atheism and spirituality find a
bond, do they combine to mean together?

H_ I remember reading that Aristotle used to think about angels
as intermediary movers within celestial spheres. His text On the
Heavens and primary philosophy of the “unmoved mover” speak
about angels within the laws of metaphysics, absent religious
doctrine. Philosophers including Locke,Descartes, and Spinoza
also used angels to explain the phenomena of the cosmos.
Angels became a dialectical way of describing non-experiential

Io Exist is to Survive Unfair Choices, 2018. Courtesy of the artist and Bodega, New York

knowledge. John Dee, Queen Elizabeth I's scientist who was
also a mathematician, astronomer, astrology, and occult phi-
losopher, embodied this kind of alchemy where philosophy
and mysticism operate as an intellectual mode of specula-
tion. Dee felt that man had the potential for divine power,
and he believed this power could be exercised through
mathematics.

S_How much of your practice do you think is influenced by your
Jewish education?

H_ All of my education becomes a part of how | creatively
think about and approach reality. | wonder if my Jewish edu-
cation affects my dream-space. Am | Jewish when | dream? |
wonder where identity goes then.

S_ The world perceived as a gaze, in which we are subjects-that
see and at the same time objects-that-are-seen, supports of vir-
tual information and material bodies-that-feel, makes us
beings who possess a dual ontological status. Has the human
being become a sort of secular angel of him/herself, overseer
and supervised? data and subject?

H_ I like your question a lot, “all the world’s a gaze.” That's
what my piece “Shrinking World” was getting at in some way:
a bronze collar hung neck-height (my height, more precisely)
tethered to a hand mirror. All the elements of the piece are
composed of the same materials. I'm really interested in how
we move around these constructs of control, or lack of con-
trol. | keep working it out through mirrors: which way they
face, if they are two-way, hand-held, or in

the round, and what they can tell us about mediation,
identification, and personal agency. I'm reminded of this
piece | made in 2008 for my thesis project at MICA called
“Free TV,” which is also an extension of this ontological ques-
tion of control. | feel like these thoughts are sliding into that
crazy chamber seen in one of the last scenes of the movie
Annihilation, but that’s its own discussion...

S_Iladmit that the photographic part, although minimal in
your shows, is incredibly fascinating. It manages with great del-
icacy to make sense of the whole thing with disarming simplici-
ty. In both your latest shows, the two photographs “The Custo-
dian” and “The living watch over the living “ have had a fatal
attraction to me. | am impressed by your selection and reduc-
tion ability, which allows you to enclose the entire imaginary in
a single shot. At what stage did these images enter the shows’
construction process?
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anxious about the time the show is on view. The pieces ‘survive’
the exhibition, if I'm to follow this semi-hyperbolic mode of
thinking, and that’s part of what | think about when making
work —what ideas-objects-permutations-of-dreams should
have a life? It sounds so authoritarian and weird, but thatis a
part of the burden of being an author. On the other hand,
performance is a place where | feel fulfilled, in that it’s a T.A.Z.
(temporary autonomous zone) that lives through a more
de-centralizing agent. | love how collaborative it is, how chaotic
it is, how it demands presence and how the whole story can be
told in 15-30 minutes through a series of monologues or songs,
and ultimately how the whole universe is born and dies within
that time. Documentation through photos never really work,

videos never work. Mostly only storytelling carries
performances on.
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H_Thank you! | took a picture of Capri, my partner, for the piece
“The Living Watch Over the Living” a long time before the show,
but then re-staged it by adding the small image of Sputnik framed
on the wall and photoshopping in a different landscape. Those de-
tails became more crystallized when | started to hone in on the
show more. The image of my grandmother was taken four years
ago in a series | made with Emily Shinada. We photographed my
grandmother posing with a model in different arrangements in
her home, mostly in the chair she sits in, on her bed, or outside on
her patio where she smokes. All of those photos still feel really im-
portant to me. Choosing just one is really hard, but I like working
within those limitations and seeing how they can return different-
ly to you through the passage of time.

S_In addition to installation exhibitions, you are used to using
performance as an expressive medium. How do you understand and
choose how to present your work? What method returns you (in
terms of self-gratification) the most?

H_ Self-gratification is really hard to recognize, both inside and
outside of making art. During the exhibition of Entering Heaven
Alive at Bodega | hosted two different meditations: one as a sound
bath, and another in breath work. Those two more private exercis-

| es felt like the missing link. Showing work feels so consumerist,

people come and take (see) on this unrelenting monthly schedule,
each month is filled, each month is left, and the work and its
context disappear on this experiential felt-level. | am often
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Hayley Silverman (b.1986) received her BFA from the Maryland Institute
College of Art in Interdisciplinary Sculptural Studies. Recent exhibitions
and performances include Bodega, NYC, Veda, Florence; Boatos Fine
Art, Sédo Paulo; MoMa Ps1, New York; Ellis King, Dublin; Salzburger Kun-
stverein, Salzburg; Atlanta Contemporary, Atlanta; Liste, Base. Her work
has been reviewed in Artforum, The New Yorker, BBC Radio, Art in
America, Frieze, and Art Papers, among others. Upcoming projects
include solos at Sommer Contemporary, Tel Aviv and Swiss Institute,
NYC as well as group shows at Lisson Gallery, NYC and Tanya Bonakdar
Gallery, NYC.
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