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artin’s work was dry?

A

v nicely dry... Really succinct. | mean | enjoy the

IS , lIke an interface,
r but has so many angles. | think that’s exciting.




is actually a practice now, it's not about a gesture, whereas

<y

“nltlally it was about a gesture. So nowadays conceptual artists have
3 practice just like painters have a practice, and this is what the
Jan Verwoert essay is about that | wanted to talk with you about,

""ecause he makes this really interesting argument that painting
. - that

-

4c'o;nceptual art has a potential to have a practice

hy do you then decide for a lot of the work to use imagery from
oecific time” Not a lot of it looks like its coming from the now.
‘work in the ‘Exquisite Corpse’ show, for example, was based
0 research of the feminist art magazines of the 70s. So | guess

y curious about it and curious as to how it has been
',.;and how maybe you can degeneralize the topic with a

he feminism question, which is another contem-
ing about endgames in painting. It’s like we have the
reach other... But it does seem like you're using

ideas or themes in your work without making your
| ."just &S 2 sort of investigation for yourself. You're



But an archive is a very objective thing, where as a collection is subjective.
. Yes that’s true.

~ RM So | would always think that these don't have a very archival quality,
s ~ they are more of a collection.

G Well maybe, but then they are a collection with the intent to ordering

- itto some kind of conclusion. They’re not open ended. The construction
- always comes from a desire to order an excess of information.

where do these things all come from then?

l, for example in the show ‘The Only Man in There’, a lot of the
2arch came from microfiche. | knew that | wanted to do a series
)aintings on women in power so | narrowed it down to four women
/ere leaders of countries from the 60’s to the 80’s. | went to the
1 library, after doing a lot of preliminary research on their lives

it happened while they were in leadership, and | went through
S of microfiche of Time magazine and British news-

qe

}dian newspapers, and printed frantically. Along the

N

, lIke an ad from the 80s, and printed that out and
Ier moment in the show. So a lot of the images come

. 21 W
S
>

rch at libraries with newspapers or books, and some
M the Internet, usually the film media stuff comes

. Because that’s all that the Internet is good for

g towards a show, are you then always

might not be so interested in painting,
cept of painting, or the conceptual part

painting. I’m not interested
‘aditional medium, and there’s a whole
hat haven’t been, you know?

o~ -

le idea is that con:



its not about the act of doing that anymore, so then a kind
mization begins. Because that’s how | see them, as items,
ing part of a group of work and which talks to something else
 next to it. Until now eveything | made has been painteq,
)ave encountered the challenge of painting history.

N

a3

ainting of course, more than any other genre Of two dimensional

-3

king is more about making an image your own because you have
"ole duration of making it, of building it up from scratch gain),
s a little different than printing or photographiC processes.

S you interested in these things because you want to make them
onal’?

hat’s an interesting point. I've never thought about it in

s of personalizing it. | have thought about the work in terms
eed, because when you are actually physically painting
thing you can determine the speed at which it is read, ana

e in that sense, that angle is my own. But since everything
tened in the first place, the text and images never function

A
-
(o)
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f them are made up of several different elements The putting

er of them, is that something you do, is that the story you're

y tell or is it something that you just copy from a situation that
en in a space, for instance this work here where you see
like 10 or 12 different newspaper clippings put together?

¥

'ome back to the construction thing, how far are they constructed?

2 talk by Chus Martinez last night, and she was saying
is a difference between something that is a collection and

t is an archive, and the difference is that an archive
s idea of history, etymologically it comes from the

.
T

“

ainting like Timeline, 2006 to be a sort of collection

as an archive?
ight | would have regarded them as a collection

{

»eing similar to other collections in art history,
uscha’s books, where he photographed

st not just as a basis for painting, but as

echanics of painting. I'm not trying to make
g to say that | always thought that
as doing, in the sense that there is a log
1ot just random. For example this one is
t an ordering of these sources, and in the
trying to portray a reconstructed history
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ly Dry: an interview between
~ Melissa Gordon and Robert Meijer

A

oking around:) So what is this thing with thinness In your paintings”
e ones I've seen, they have that, almost that you can see the
nvas all the time.

uldn’t say they are thin in an expressive kind Qf way. They're
bout the act of putting the least amount of paint you canon
as.The surface decision is more about making the most aecisive

ents in a painting that you can; so in some spots, yeah you
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e:’the canvas, if that’s appropriate, and in some parts it’s very

<
B

that's appropriate, and some parts it has a shine on it, or

k

N

1, slightly thicker, but it never gets to the thickness of being
ed surface’.

)

E
7

e

vergence of stars and planets was going to bring about

If | were to paint that, with the content behind it, with
ers and layers of oil paint built up, it would turn it

for me the actual fact that these are research

. - g decision, | can
g to hide where these images come from
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€ talks about his work, finding,

N€ Same process... It is not about
h that is of course a part of it.
visually exciting.

dited down, and cropped. | mean

redone to a certain extent,
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/€ S paintings, the whole is never a self-contained entity, but
{xeterogeneous collection of interrelated fragments. Incorporating
OCIO -cultural, political and philosophical sources, the result

ordo *eXplora’uon of feminist genealogies usually takes on the guise

: ;I'.’- : :‘}%‘?’ -...ﬁ%i{': e

fnventory: of stories and protagonists, but also of the physical traces

"1@’ lated existence. Film stills, magazine clippings, book covers,

"w s are often combined in storyboard-like constellations,

»m m thelr original format to function as signifiers in what seems

n associative visual matrix. The Satisfaction of Knowing (2007), a
‘* that was central to Gordon’s recent exhibition Exquisite

,.1: C|ent & Modern in London, is exemplary of this approach:

ers of The Portable Kristeva and Jacques Derrida’s The

( ; f the Frivolous are painted alongside various images taken

- -;,_/5"&‘»'» 5

4‘4: £ *‘--"‘ &5

WL other sources, the 1970s Feminist magazines. By doing

- s interest in dissecting the legacy of a specific socio-
} 'omenon as a semantic system, suggesting that its visual
ons are readable as a comprehensive and logical referential
g the case of ‘inventory’ or ‘clipboard’ paintings such as

| @ tlon of Knowing, meaning is generated not only by unveiling
%nnectlons between pre-existing imagery, but also on a
|IC level: the background’s deep reds, for example, reference

DU e the seminal 1972 exhibition put together by Judy Chicago
chapnro

s.."*e

:‘15 self—assured heroine that dominates an entire pamtmg to
imous women in the artist’s representations of unspecified group
arl»- More often than not, Gordon’s women are engaged in some
mative activity. The ‘performative’ is a notion which has
3*‘* ssocnated with the cultural domain of Feminist art practice,
empowerment through a critique of existing power structures,
: f;._'fonstructlon of traditional patterns of social behaviour.
 such as s Futurist Construction and Contortions (Spinning Round),
m s@ matter are dealing with ideas closely connected to
at mﬁ Futurlst Construction is a three-dimensional object, shaped
“M abstraction somewhat reminiscent of a gaping mouth or
nell, ‘inted on the inside — both panels depicting female characters
ently involved in physical activities, such as sports or ballet. Con-
(St w“'lng Round) is a related attempt at physically extending the
Ol %@ e «lnto space, creating a fierce, ominous- -looking constructivist
%f”?"f"'orks can be regarded as sculptural elaborations of their

l‘* I
'y :ﬁ‘ ._"’z,."'. )

é atter, and as spatial continuations of the illusionism Gordon

ventory paintings. More importantly though, through

“‘f fs_k_,\ace these forms are able to suggest and ‘perform’ the
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