Lauren Clay

by Karherine Nonemaker

Lauren Clay’s work sucks you mnto 1ts hidden comers. It grabs you, pulls you, leads you slowly into
darkened vortexes and spits you back out into hundreds of brightly colored directions. Clay, who
received her BFA in Painting at the Savannah College of Art and Dezign and her MFA at the Vir-
gma Commonwealth Universzity, works primanily with cut paper, wire, wood and foam construct-
inyg elaborate geometric forms that seem to be pulled directly out of the non-Euclidian mghtmares
of H.P. Lovecraft - but with a brilliance of coler and complexity of form that makes that alternate
horror seem oh-so-inviting. Her sculptures, simultaneously joyous in their colors and somewhat
unsettling mn their otherworldliness, are beautiful not only i their construction but in their poten-
t1al for more. Each sculpture 1z comprised of seemingly endless architectures. Hundreds of strips
of paper, grids creeping out from her sculptural forms lead out onto the wall or to the floor, and
receding structures built on top of larger structures hant at the possibality that these forms could
extend outwards ad mfintum- and maybe they do. Begarding Clay’s subtle indications towards
Taoist themes, I personally think [.ao Tzu would be proud, and let's just hope Clay herselfends up

bemg a catalyst that spawns Ten Thousand Things. . they'd certmnly all be beaumiful

Katherine Nonemaker: You mceived your BFA in Painting,
and your MFA in Painting and Printmaking. What moli-
vated you to hern to soulplure?

Lavirern Clay: In many ways, iry Fansiion ko sculplung was
a nafural progression of a body of work | Degan making In
2003, Also | began making sculpture becauss | found it -
portart for the work bo exist in the viewer's physical spacs,
rather B for it bo rernain depichsd in an ragined, picioral
spaca. Theres something powarful aboul the work existing in
the sarme space &s the viewsr. I 2 simultanesusly impossible,
but very present-—- usherng B views nto the potential Tor
the ureeal to exist. s like a laksnan that hes the power to
“turm o the potential for anether exslence.

KM: When you begin work on @ piece, what s you think-
ing about first? Is it color, form, texture, & certain phrase
or idea you find inapidng, all of the above?

LC: | thirk my work develops out of iy own necessity for it o
exist. [t becomas & sorting ground Tor &l of these overlapping
chues and thernes— idess thal are specilic o my own personal
iflarects, as well s ones that have a broader culiural, ar his-
torical, or tirely significances. Usualy | nave a general impulss
or fesiing for & piece, bul it evolves & kol a8 'm working on iL.
The work itself is fant of the search.

KMN: Many of your works have vaguely metaphysical fles
with allusions to Taoksm and other Eastern philosophies,
but not without & esnes of play and irony. |s this some-

thing personal for you, or am viewing thess themes from

a more critical and conceptual place?
LG | think humor & an importar part of the wark becausa
ahough most of my work is very sincens | think we would be
lyirg bo oursshes i we ignored the awkward fumbling feeing
thal comes along with any phatsaphical pursait- whether it's
art related or spiritual Unless you are one of e lucky ones
who are seized by a visionary imputse or nternal calling, Tor
the most part, | think &'s healhier to aderit how sily and awk-
ware ary atlempl bo address the infirits feeks,

KM: There's a distinct, albeil sort of odd, geometry to all
of your drawings and sculptures. What attracted you to
thess push and pulls of form and negalive space?

LiC: By work has always atdressed the foms of geometric
absiraction. As & way to poke fun at the masculing forms of
modernist art, o the self inflicted stoicism of minimaism, my
wiork has always been engaged with a play on serality &3 a
ayrmibel of abundance and providanse.

In mymmmam-Mmmu
pairiling, the grid, the pinth— symbols of baren, siripped-
down, esotene, maseuline abstraction, becerne simply what
they ane: geometnc forms that by their own nature seem o
reproduce themsalves and axist in patlems of various scale
anel various permutations of irfinity.

KM: | picked up on this phrase in another interview of
yours that piqued my intersst._could you describe what
the term “inherited space” means to you?

LC: With B term “inherited space” | think | was liteally re-

Opar Lab B3



farring to the plbtes we are Fom, the places we grew up. |
think that place is an | impaan Bclar in determining how we
understand who we afe. | geew up in the suburbs— 8 place
whera hare is no strong fealing of localion or place-ness. Tha
eliblrbs ane & consumer landscape-- ona that will ondy anis-
cially evoke a senss of place-ness when it is profitable to do
80 In soMme ways my work i probably an atternp! 1o escape
this. If | ward to be really harsh | could say that growing up in
thies kind of place robbed me of faving & true sense of soesal
identity, Or if | ward to be gererous | could say that growing
up in the Suburbs gave me he opportunity and aimest im-
pulshee desive 1o constuct my own senss of place-- a kind of
*D-1-Y" regionalism.

KMN: Looking at your sculplure ower the years, it seems
thare's bean a gradual shift from full installstions to moms
individualized works that stand on their own. Could you
sl ws a litthe bR about this shifty
L-E!Fﬂﬁiﬂ'ﬂlﬂrﬂlfﬂﬂﬂtﬁﬂ in how all the compo-
reribs of the room warked logether bo creala an anlire amiron-
rmant in onder o “transport™ the viewer But lataly 've Deen
rmorg inferesded in the polential for & singla work 1o evole e
irtangible.

KHN: Whers & your work headed now and what is

its motivation?

LC: For aboul & year now |"ve been working on a sares of
work targely drawing from wreath and garand forms. Lately
Ive besan imlerashed i European and Early American decors-
thve arte. In sorme ways | think s aBows me b position my-
ealf outside of the traditional art historical rarrative.
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