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Co-/ocation, 2015, unpaintecl cardboard, Foamcore, 24 x 23 x 3.5 inches

Can you give us some insight into your process? How do you begin and how do you create your compositions?

The starting point of any artwork a|ways exists within the material. | am drawn to the found ephemera of the everyday and
respond to an ol)ject's unl(nown history of use, the strange energy within a discarded, transitory thing that has lost its
intended purpose. My work is process-driven, where | allow for the material to guide the way and arrive at an outcome

with no set p|an as | go.
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Fixea/Depar[ure, 2011, unpainteci cardboard & ioamcore, 24.5 x 26 x 1.5 inches
Does drawing piay a part in your process?

In the last year | began to incorporate drawing into my practice, using my cardboard constructions as the impetus for new
works on paper. I've started to see my waii-hung coiiages not oniy as iu”y realized pieces but also as potentiai gateways or
portais |eaciing to a further expioration of space. It's sort of like using the compieted models to ascertain the biueprints.
So I've been mai(ing rencierings based on photographs of the wall co”ages, creating basic pencii-iine images that form a

ground or beginning point, and then buiiding out the imagery from there.

Y ou mention in your statement that no paint or color is added to the repurposed materials in your work. The colors

seem so rich and vibrant! How do you find cardboard with such rich colors?

It's everywherei Pretty much any kind of consumer prociuct out there is going to come in some kind of cardboard
container. When | first started thini(ing of cardboard as a good scuipturai materiai, | began to notice all the paci(aging |

came in contact with and would collect speciiic boxes based on their color.

When artists work with found materiais, | can’t i\eip but imagine the process of i:inding and storing raw materials for

future use—what is your strategy for this part of the preparation in your work?

For quite some time | was reaiiy obsessed with the “noticing & gathering" aspect of the process and couldn’t pass a
recyciing bin without tai(ing a peei(. Living in New Yori(, the streets provide an over-abundance of eye-catching material
soit didn't take |ong to acquire a reaiiy good stoci(piie of boxes. Every now and then I'll do a kind of inventory and
organize all my cardboard into color-coded piies around my studio. This tends to renew my sense of the pure color and

iorm oi ti1e materiai and ti1at oiten generates ti1e start oi anew piece.
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Is there a so|ic] sul)-structure to your worl( or are they mac]e entire|y ot cardboard anc] l)ool(s?

A” of the worl< is made entire|y of cardboard and/or cut up bool( covers. | don't use any l(ind of armature, | just |et the

material build upon itself. Each co”age is attached to the wall by a custom-made cleat.
Have you a|ways emp|oyec] co"age in your work? What first interested youin co"age?

Everything | make is the result of some form of co”age or an assemb|y of parts. There is a sort of dual operation going on
where construction and destruction are constant|y at p|ay, where the addition of one |ayer can then subtract whatys
underneath. A co”age, and the act of mal(ing something in this way, both reveals and obscures at the same time. | like to
engage in a process where the on|y thing that determines the next line is the mark that came just before it. It forces you to

be rea”y in sync with the thing on the wa”, to pay attention in a certain way that allows the thing to unfold.
What interests you most about the book as a material?

| |il<e the b|anl<ness of a Bool('s inside cover, the empty rectang|es of space that ho|d the pages, or the story, in p|ace.
Thereis a great variety of found color |url<ing inside old hardcovers. Books are such loaded objects - theyyre these little
chronicles of information and shared narrative and yet when they are broken down into mere parts (cover, binding, and

page), they lose their intended purpose and take on this qua|ity of negative space, or some kind of lost communication.
an you talk about the importance ot color in your work?
Can you talk about the import fcoloriny k?

| re|y on color enormous|y in the mal(ing of my work. | rea”y have no idea what a piece is going to look like until it's
finished - there is no p|an, | don't p|ot anything out beforehand. A certain color will a|ways serve as the starting point and
from there the piece begins to grow. Each co”age sort of finds its way within a fair|y limited pa|ette (5-6 colors at most)
that is who”y determined by the material that | have at hand.

What is a typica| c]ay like for you?

If I'm not scheduled for any freelance work and the day is all mine, I'll usua”y head over to my studio in the morning, make
co”ee and do some computer stu” (emai|s, website maintenance, search for more free|ance work...!) |t genera”y tal(es
me quite awhile to quiet down and ease into an Ol( start-mal(ing-things-now" state of mind, so when I'm in the studio |

tend to stay put all day and hope for little interruption. Some days the work comes easi|y, other days it's a battle.
What are some ot the l)iggest cha"enges that you have overcome as an artist so tar in your career?

The biggest cha”enge has a|ways been about ba|ancing my time in the studio with time at some job that will pay the bills.
Up until late 2014, | had a|ways worked at a full time job and squeezed in studio time at night and on weekends. It
eventua”y set in that if | continued to give away 40+ hours a week working as an assistant in someone else’s studio, my
own career was never going to have a chance. Though it's difficult trying to make ends meet doing freelance worl<, I've

made my studio practice my #1 priority and that's the most important thing.
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Ryan Sarah Murphy's studio in East Harlem

Can you describe your studio space? What are your most important worl(space essentials?

My studio’s on the 3rd floor of an old commercial bui|ding, a coup|e blocks over from my apartment in East Harlem. |
have 2 |arge, super-drafty windows and get some nice |ig|1t in the morning and ear|y afternoon. | like to work on fo|ding
tab|es because | can easi|y move them around the space. My studio essentia|s are my industria| grade g|ue gun, my space

heater and my e|ectric l(ett|e.
What do you listen to while you work? |s this an important part of your practice?

Often NPR or podcasts - if |'m focused on my wor|< |'m rea”y on|y ha|f—|istening at best, but | usua”y |i|<e the sound of
peop|e ta”(ing in the bacl(ground. | tend to picl( up bits and pieces of whatever I'm |istening to and then sometimes use
particu|ar words or fragments of conversations/songs as titles for pieces. For music, Warpaint, TV on the Radio and

John Frusciante are a|ways in the rotation.

Has there ever been a bool(/essay/poem/mm/etc that tota"y changed or influenced you? What are you reading
right now?

The Martha Graham quote that starts, “There is a vita|ity, alife force, a quicl(ening..." ltis a perfect statement about an

artist’s responsibi|ity to stay open.
What are some of the artists that you look at/ feel that your work is in dia|ogue with?

Louise Neve|son, Gordon Matta-C|ar|<, Sarah Sze, John Beech, Karla B|ac|<, Lucy Williams
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Do you have any advice for recent grads that are |oo|(ing for teaching jol)s, transitioning out of graduate schoo|, or

|oo|(ing to l)egin their career as studio artists?

| would just try to remember that you're an artist, that's what you do, and anyjob outside of that isn't the thing that defines
you. Sustaining alife and a career as an artist is a weird and unpredictaHe road. There is no map whatsoever to c|ing to,

so learn to trust your instinct as that is all you've got.
What is one of the best or most interesting recent exhibitions you have seen?

| just saw Martha Tuttle’s wonderful show “Metaxu” at Tilton Ga”ery, and a few months ago there was an exhibition of

Rachel Whiteread drawings at Luhring Augustine - amazing.
2015 was a l)usy year for you! How do you stay involved in exhibitions and get your work out there?

It's important to l(eep in contact with curators and other artists. Networking is in no way my strong suit but it definite|y
he|ps to maintain your professiona| re|ations|1ips. It's good to l(eep your website up to date so your current work can
a|ways be seen in some form, and | think the more organized you can be with the business side of your studio practice, the

easier it is to deal with ga”eries and be prepared for exhibition opportunities as they come up.
Do you have any exciting news or shows coming up?

| am headed to the Vermont Studio Center for a residency in the fa”, and around that same time |'ll have work in a three-

person show called “Bauhaus Babies", opening at ODETTA Ga”ery in BrooHyn.

https://www.maakemagazine.com/ryan-sarah-murphy
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