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Duo,
2020.
Steel, plaster, burlap,
sand, pigment, and

¢ shower curtain hooks,
90 ! 196 x 67 x 67 cm.
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ON THE COVER:

Sanford Biggers Caniggula
(detail), 2020. White marble on
Custom cedar plinth,

7713 x 33 x 32.88 in. overall.
PHOYO: Lance Brewer, ©
Sanford Biggers, Courtesy the
artist and Marianne Boesky
Gallery, New York and Aspen.
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Cannoli
[F(akaktjocaccia],
2016=19.

Artificial kumquat,
bald eagle excrement,
cattails, ceramic,
contact lenses, epoxy,
leather, nall polish,
shellac, sparklers,
steel, steel coat hanger,
and Tang drink mix,
13x 10 x 10.5 in.
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Cannoli
[F(akakt)ocaccia],
2016-19.

Artificial kumquat,
bald eagle excrement,
cattails, ceramic,
contact lenses, epoxy,
leather, nail polish,
shellac, sparklers,
steel, steel coat hanger,
and Tang drink mix,
13 x 10 x 10.5 in.
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W (aniel giordano

FROM THIS PAGE:
Self-Portrait as the
Coprophagist,
2019,

Buoy, coprolite, Dior

lipstick, hardware, key chain,

moisturizing face mask,
pin cushion, sewing
machine needles, steel
coat hanger, and T-pins,
12 x6.5x 4 in.

My Apricot |,
2016-18.

Ceramic,

approx. 2 x 2 x 2 in.

Daniel Giordano works on the third floor of hig family’s
former coat factory in Newburgh, New York (across
the Hudson River from Beacon), where he makes
outlandishly beautiful sculpture from the most unlikely
of materials. Very much aware of Modernism but not
beholden to it, Giordano represents a new kind of cre-
ative thinking. His work is startling, and he negotiates
issues of taste with nonchalance, allowing high cultyre
to mix easily with the popular and the mundane. The
amalgam might be regarded with suspicion, but the
exuberance of Giordano’s work is compelling. Not only
does it suggest a passionate affection for everyday life,
it retains the quality of the experience and the process
behind the construction. Throwing caution to the
wind, Giordano creates a valid space for childhood
memories, his understanding of recent art history, and
his love of the American demotic. He is currently work-
ing toward a solo show at MASS MoCA, planned for
March 2023.

Jonathan Goodman: You have played semi-profes-
sional tennis, studied accounting at Pace University,
and received an MFA in sculpture from the University
of Delaware. How have these disparate experiences
influenced your work?

Daniel Giordano: I'm retired from playing tennis com-
petitively, but I still love it. My aggressiveness in the
game works in tandem with the passion that infuses
my sculpture. I love the physical attributes of tennis,
and its instruments often find their way into my work.
Balls, string, grommets, weighting tape, and Har-Tru
American Red Clay (a court surface) find a new life as
sculptural materials. Business school gave me perspec-
tive on running my own operation and made me realize
that I needed to pursue my passion—making visual art
While I was in the MEA program, I had the equip-
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| Cannoli

‘ (the Grip of Goran),

| 2016-19.

| 24k gold leaf, acrylic
paint, ceramic, contact
lens, cork, epoxy, fibered
| aluminum coating, glass-
‘ l glazed brick, hardware,

‘ | leather, lichen, Megan

‘ Murphy Martinez’s hair,

| milk paint, peat, pow-
dered pigment, sewing
machine needle, sewing
machine timing belt,
shag fabric, sparklers,
steel, Tang drink mix,
tennis ball, tennis racket
grommet, tennis racket

string, ticks, upholstery,
and foam, i
20 x 28 x 21 in.
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“ Individual taste is the res

ment and facilities to elevate the production value of
my work, which includes a wide variety of activities:

g metal, forging steel, chiseling wood, and
ceramics. I also refined an intuitive approach to
incorporating found materials into the sculptures.
Before graduation, I mass-produced cast aluminum
and raku-fired ceramic parts to use in future sculp-

tures. L am still incorporating those pre-made compo-
nents into my work today.

JG: After living in New York for several years, you
returned to Newburgh to make work in your family’s
former coat factory. Why did you leave New York?
Does Newburgh live up to its burgeoning reputation
as a city for new art?
DG: In the summer of 2013, I moved back to my
hometown because my work was evolving from collage
0 loose assemblage and I wanted to take advantage of
the sprawling space available in the factory building.
Iefer to the property as “Vicki Island” after my aunt,
Vieki, who was the inspiration for my grandfather’s
¢0at manufacturing business, Victoria Rose. Vicki
Island is my dynamie playground. Together with my
lend and fellow artist, Samuel Boehm, I've hosted six
exhibitions in different areas of Vicki Island; the pro-
8%m, naturally, is named Vicki. Since her conception
1 2016, Vicki has attracted audiences from far and
"1de, and she has fostered a fine arts community here.
inNinl-lrgh can be bleak, crumbling,.and' depress-
’ & Ut‘ 1tis nevertheless beautiful. It is gritty, rea'l,
YMantic, ang symbolic. It has a buzzing pulse. Like
e: lH}udson River School painters before me, I sefzk an
#1€5 perch from the rooftop of Vicki Island, while

ult of experience,
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the deep bass vibrations of the intercity rumble below.
Newburgh provides endless inspiration.

JG: Your work is all about materials: you've incorporated
your aunt’s cheesecake into a resin cast and used baid
eagle droppings and beef jerky. Why do you use food, and
what about the archival problems? How important is it for
viewers to see and recognize these elements?
DG: My material choices are instinctual, and many
hold memories. One of the most immediate physical
signifiers of culture is food. Being raised by proud,
first-generation Italian-American parents, I was sur-
rounded by our traditions and history. My sculptures
combine found, fabricated, constructed, and tradition-
ally sculpted parts. Experimenting with surface treat-
ment and wrestling with scale have become priorities—
fine-tuning the relation of art to the body.
Epoxy is my ambrosia. I have also electroplated
temporal objects in rare metals. These are means
to immortalize otherwise ephemeral material. The
components cannot be a mere means to an end
to create form; rather, they should offer an entry point
into the work, which must speak to my personal
intuitions first and foremost. Food is simply one of
many materials that I use. There is no hierarchy in my
choices. I use a combination of historical art materials,
such as metal, stone, wood, and ceramics, and non-
traditional ones, including urinal cakes, ticks, coprolite,
Tang Orange Powdered Drink Mix, and liquid vita-
min B12. Recently, I have conceptualized using the work
of other artists as a material. Rather than engaging
with these artists directly and collaboratively, their
work would enter into the world of my material lexicon.
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