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ABSTRACT
BAD INFINITY (OR) SOME EXAMPLES OF DISPLACEMENT
By Andrew J. Meerow, MFA

A thesis submitted in partial fulfillment of the requirements for the degree of Master of Fine
Art at Virginia Commonwealth University.

Virginia Commonwealth University, 2012

Major Director: Holly Morrison, Department Chair, Associate Professor, Painting and
Printmaking

The following thesis is comprised of an edited interview between Andrew Meerow and an
undisclosed questioner in which the two discuss Meerow’s visual thesis, a body of
paintings titled “Some Examples of Displacement.” The interview addresses the production
of art and value as Meerow's primary subject, a reflexive position that absorbs qualitative
interpretation in either direction. In keeping with the intentions of the artwork, the
interview is re-organized, censored, and collaged such that the discussion itself is addressed

not as a procedure of truth, but as a performative gesture toward that pursuit.



“BAD INFINITY”

(OR)

SOME EXAMPLES
OF
DISPLACEMENT

M. He brewed a strong,
french-press of coffee, placed it on the table between us, and
we began,



The following interview was conducted in March of 2012. 1

: "\ He br(,wul a atrono
french- prcss Ofcoffcc piaced it-on the table between us, and

we began.
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Question Man: So how's it been going?

Andy Meerow: Good. Just trying to keep calm. I'm not
sure if I'm nervous about or moving back to New
York, but basically if I'm not thinking about one of those
things at any given time, I'm thinking about the other.

Q: When are you moving back?

AM: In like a month.

Q: Do you know where you're going to live?

AW_: NO.

Q: T hate looking for apartments in New York.

AM: I know, it's depressing.

Q: This place is super nice.

/ e said

(_5 now
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more

| want to start by talking about your new set of

pain tings.

Oh gc:c:d -




that motif, an

Q: Can we start by talking about this figure, the circle and
its negative? What's behind that motif, and where did it
come from?
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Tt came from an older work of mine.
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you elaborate?
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AM:

just 2 form that I took from an older body of textile cgﬁag@s
I suppose looking back is an important part of these things.

Q:  Clearly.

e " 4 g .
aggressively derivative, not just of vour own work, but of

I mean one could say these paintings are

classic, canonical moments in modern painting.

<

Even if you make them, it’s not them.

Q: But don’t you think that’s kind of a cop out® Just letting 4
atmospheric conditions re-contextualize your work. At some
point don’t you have to start brokering in new ideas? i

. JAR’
, - ) LS (0
AM: (long pause) W0 o}( o~

¢l
e )\o K\
New ideas. I don’t know. I don’dthink 'm really that drawn
to ideas. More executions, objectsN(But couldn’t we sav that
the cop out or the aggressively derivative, as you say, is about

as new an idea as any? Personally, I get in wouble when I
become too focused on the new, on that which is out in front
of me on some imaginary, distant horizon I can’t reach. Ir’s

like a mirage.

AM: Yeah. But you can’t make those paintings any more. 4 ‘
‘z
§

ey

Q: Okay. Well I think we’re going off on a tangent
-but I really want to know more

simply what this cut-out form is about. I mean, is it just a

decorative motif? |

AM: Could be. Like Marimekko or something. But I
think no, it’s more. It represents an action, call it the
“doing” of the painting. And the cut-out shape (as well

as the black hole, if we see it as such) becomes at once
figure and void. But that singular action of cutting and
removing the shape, that is the representation that I’m
most interested in. J

p2
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Q: So the content is you doing it? Are you sure that is
enough?

AM: Well, it also looks a certain way.

We often think of painting as an inventory of actions,
very literally, we called it “action” painting. But now these
actions are a language of their own. Where they used to
speak to painting as verb, now they represent it as noun.
We have to go through weird, circuitous processes now
to access the verb again.

Q: And what’s so important about the verb?

AM: -

' X o The verb
is something that artists do. The noun is just an idea that
surrounds certain historical objects. I think if we look v
back we’ll see painters trying to keep the verb vital and
meaningful, and so as a result the paintings change.

3/[/0'/' Jues. /V/ L




! Q: So the figure images action, the action images painting, ‘
/ and the painting images. .. -

AM: The figure. You know that school bus song, “This is
the song that never ends?”

Q: “Thete’s a hole in the bucket.”

AM: Becket.

Q: Come on dude.

AM: Sotry.

Q: So they are kind of impossible, or non-committal?
AM: Impossible yes. You cannot put the circle back. You

cannot fix the bucket. Non-committal, I think no. I mean,

on the level of painting, visuall); they are forceful as hell,
right?

(pauses)

I think about music lots. About tone and delivery.

Q: These ate pretty “cool.”




AM: Emotionally yeah., But that's for a reason. Not so
‘'much to be cool in the fashion sense, but so that there is
room for the viewer to play around and decide if things are
serious or not.  Like isome friends of mine see these
paintings and think they are just hilarious. But then I sort of
look at them and I'm like, are you sure? I mean, are you just
saying that ‘cause I'm here and you think I wanna be this

snarky 2

Q: That's funny.

AP



(& 2 (Laughs) Yeah. So what h-.lppc_-.ned to all of that digital
printing and text? | mean, I agree with your friends perhaps
regarding that older work which seemed really laden with

irony.
AM: T guess I've been trying to calm the work down.
Q: I see.

AM: With the printing, I don't think I was really trying be
ironic about painting as much as I was trying to bring
production issues to the foreground. Like, in this backwards
way it seemed like a way to get people to think about
making paintings, by not making them.

Q: And what was your interest in these issues, production

and so on...

\|\[ \-"\"acﬂ, not just ainting H'Udlictilﬁll. but wvalue
] I o i ?
pmduuti:m.

Q: How do you mean?

AM: Like when you take some appropriated material,
found text or something, some non-art thing, and you
reproduce it within the vernacular of, I dunno, fine art o
post-minimal painting or whatever, what you are doing is
testing the way we produce value within that vernacular.
Printing was a way to make that transfer or elevation happen
really fast.

7

Q: And you think that speed is important. [

AM: Well, facility. It's not so much that value production is
possible that is interesting, but that it can be done really
easily, like a trick.  This is an old conversation that started
and ended with the readymade I guess. Warhol in painting
I guess. The elevation of value can be de-skilled as an
operation.

Q: Seems to sfay relevant though.

/ ~ AM: Did you read that book Rich Texts by John Kelsey?

. Q: Parts of it. Its good but some of it pisses me off.

AM: Of course. I mean, I think it's supposed to. Anyway,’
he has this one quote in there about painting where he talks

about its hallucinatory properties. He says something like

"painting has an uncanny ability to hallucinate the crisis of
art.”

Q; That's interesting. Can you talk about that more?




) . - — A 7 IIT ; - - = _r-.
AM: Yeah, well from the moment I started painting I was Q: What, painting?

always super excited about building stretchers, priming
canvas. Should I use linen? Oh wow so pine is not good
you should use poplar? Do people actually use oak or maple
or something? I bet they do, etc... And it always amazed
‘and amused me when I'd finish stretching a decent sized
canvas. This is whep ] was like 20 years old in undergrad. I'd
feel like some|Eagaagor fetishist because of how good I

AM: (laughs) Yeah, I just can't do it. I think I'm a
sort of beating myself up about that. That it just
work for me emotionally.

AM: Totally, but it
to be totally paralyzin}

know it’s ridicul®g

pitence. Like I &

bugh, T mean 1§
| are best at tl
e kinky mas

AM: So I think
productively. I mean,; people the paranoia is
gerfect. It just sui bhe kind of c‘cperie"tce they

_kua. Iviansse cut-outs. Bhnky FPalermo.
ebber, Forg, Henning Bohl, all of that

ey say in fashion, casual elegance.




"Prada or Antonioni's films or something.
g

they're pretty personal feeling to me.




Q: So you see this work as political still?

AM: Well, I guess what I'm saying is that painting is
already a politicized thing. It's in the air. It has this history
of radicality and a struggle against real oppression, and at the
same - time it has this relationship to. design, to the
decorative, to markets, and to wealth. Some people are
gonna just come to it from that perspective and understand
all of those paradoxes already. - I think for a time I wanted

the work to explain that stuff.
- Q: Isee.

AM: T mean, there is still a kind of heaviness. - This series of
work is titled "Some Examples of Displacement.”: So I
think that functions in a lot of ways, obviously the circle/hole
thing, but then a displacement of time and meaning as well.

Q: Do you consider them abstract?

AM: I don't think there is really such thing as an abstract
painting anymore, because no matter what, the painting is so
entrenched in reference and ‘representation, even if its just .
representative of other art: Plus there are a lot of potentially
figurative reads. Yin-yangs, snake-eyes. A friend of mine
saw them and immediately said they were guillotines, which
I thought was pretty awesome.
i :

. But

AM: Yeah totally. I like how these cou/d be read as abstract. -

I, o v o




for me to get to, causs

think like 1 do, but that's

. know?

Q: (laughs) That's 2
that bumper sticks

Q: Yeih, do it!




AM:  So, yeah, if you make work tha
VIEWEr trace your exact social and emotional perspectives it
can be pretty selfish or boring or scripted.

Q: Tagree.

avid Joselit _— f%!ﬂ /L/-"‘%} f@s,{—‘{g!} (g

Q: Yeah, I read that. There are interesting ideas in that
essay.

AM:  Totally, he talks about the ways that painti
incorporate the networks surrounding its' product and
distribution into its visugl field, or its ;Ijatt‘.r{alit\f. A lot of
my favorite painters are in that piece. )

Q: Kippenberger, Rayne, Koceaey

Q: And you see this work as being in line
with this thinking? I’m not sure I see that.
Can you explain how?




Q: I'mean, I see the repetition, but that to me seems a really old
and not particularly interesting way to talk about the artist as a
“producer.”

AM: I agree. Regarding production, I think an interesting aspect of

this work is how it is not necessarily skilled or de-skilled. People
often talk about Warhol as this automaton, I guess because he said
he wanted to be a machine, but really his paintings were so
sensitive, so varied, and so skilled. His sense of color and
draftsmanship was constantly at play and constantly evolving, not
to mention that the aesthetic itself was so original. I mean, after
soup cans, and that really straightforward stuff. The portraits, I
mean who ever saw something that looked like that? I think it’s
strange that he is spoken about in terms of appropriation and the
automatic.

Q: As opposed to your work?

AM: Well, we’ve talked about them being derivative stylistically.
But let’s talk about the fact that I've started here by making ten
paintings, and I haven’t done a single edit. They all went fine. I’'m
happy with all of them. So, on one hand you could say this is
because I’'m a real deal professional and I know what I’'m doing.
But, on the other hand you could say it’s cause this work is easy or
lazy or detivative. Am I just performing production, with the
paintings as props in that performance, or is there really some
formal necessity to the mass of the series?

The way I’ve installed them pushes the conversation further into
one of distribution and display. So, on the left, you have a stack of
paintings, and on the right there are some hung in a2 row. The
viewer stands in this space between the work on the floor
and the work on the wall. That space has a lot of potential energy.
They might begin to imagine themselves as curator or art handler.

I want to communicate that these things are made to be moved
around. Again, displacement. I think that further politicizes them.
Like, I produced these things and now they have needs.

|

= right! Not as empirical truth,
IS B ootists keep coming along and

oo
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AM:

they want to be endlessly rewarded for aestheticizing the new
and different ways in which things are fucked up. Like, the
internet and social networks.are the new way that power is
fooling us into complicity and so on...which may be
true...but then, I dunno, is that what we do, just go on
holding up mirrors and pointing fingers forever, for a profit?

Q: There's a pridefulness to it I suppose.

AM: Have you ever heard the term "BAD INFINITY?" 1

just came across that term the other day.

Q: No.

AM: Its a Hegelian concept. It refers to a situation that
presents the illusion of possibility, when in actuality things
are only possible within the confines of the situation. It'sa
cool philosophical idea that can be applied to the ways we
think about, um, progress and capitalism.

Q: So you see your new work as a kind of slowing down, or
resistance to progress?

e

AM: Yes! Or maybe just rethinking the definition and

thinking about progress as cyclical, as something with more
of 2 memory. I mean, even on a small scale the way | came

up with this work was by looking back at paintings I had -

made previously, before I started placing new demands on
the work and how it should function.



Q: Thave this 'zine of your writing with me. The one called
"Invisible Machines.”" What we're talking about now really
reminds me. of a passage you wrote. Lets transcribe it for
the interview. :

AM: Okay.

- Q: It goes:

"We have heard before that artistic critique is problematized
by its interdependence on. oppressive institutions and the
dexterity with which these institutions adapt themselves to
include, and thus dissipate critical potential. Remember the
punks, who made a farce ‘of critique by showing us how
many ways ‘one can wear a suit that doesn't fit and still look
-good?  (Are you familiar with the work of menswear
designer Tom ‘Browne?) My recent work enacts these
problems, not just of radical subject material, but of myself
as radical subject. Foucault speaks of the subject (the
individual) not ‘just as the effect, but as the instrument of
power. Nothing angers and embarrasses us more than an
artist who is naive to these conditions, wha revels pridefully
in the opportunity for his or her subjective display. While
the effort to remove myself from my work responds to this
situation, it also tests a suspicion that the systems of thought
(and commerce) surrounding our art world will insert me
right back. -

AM: Test being the operative word there. (laughs)

Q: Do you consider yourself "removed" from these circle
paintings?” :

AM: Well; there is definitely a coolness to them, like we -




Spokt: a lot about specific audiences, style RETNBICHI
was such a bad thing toRIISEIEEIES P [YPC of person
might like your work. Well, IJISMEERRE (ype of person,
but what type of taste.

Q: Right, like it's all supposed to be 30M€ big m—
mystery.

Q: Yeah.

AM: Well yeah it's funny 'cause on the one hand you'd have
. classes in MFA programs that where we quarantine so-called
"professional” thinking - grant writing, artist statements,
how to photograph your work, etc. All of that is this
separate conversation. It's like, we don't want to sully the
purity of your studio practice. But I'm like, well shit, we
might as well make THAT our work too. I've heard fellow
students kind of naively ask in those classes "how do you get
a gallery", or something like that. And then the teacher or
lecturer or whomever would be like "Well, pay attention to
the art scene. Go to shows. Know what kind of programs are
featured at what kind of venues. Go to the openings, meet
people, etc." . But then fast-forward to next week in your
studio and the same people will be like, this work seems
really directed and like it knows too much what it is, or
something like that. An you're like, oh sorry, I thought we
were supposed to know what we were doing, right? Isn't that
the whole point here. And they're like, well not in THAT

way.

Q: (Laughing)

t

£



AM: It's a really funny thing. Like we are supposed to
become these hyper professionalized, educated artists and yet
any direct address of Lhe conversations we are projecting our
work into, the "scenes” or whatever - it's still really touchy.

Q: You sound defensive.
AM: I am!
Q: Why do you think that is?

AM: Well, because I think these problems can all be up-
taken as content. So there were a lot of times in my studio
in grad school when we were having some argument about
the work and I would get infuriated 'cause I was like "this
argument is the work."  You just sort of have to get it
though. It's a subtle thing. Rosalind Krauss is probably the
person we read here who was kind of a lightbulb for this kind
of thinking, at once old and new. You know, the question of
just what constitutes our "medium.”  So, like we were saying
‘about the Joselit piece, styles and audiences and venues of
chstnbutlon are very much part what I consider to be my

i assetd 15 a fundamentally modern
way of thmkmg, mimus ﬂJf: idealism and. essentialism of the
artwork itself as thing that can be isolated.. It's just, as
Krauss says, a consideration of our media as something that
expands outward with very long arms.

" Q: Soyou don't think the work can really ever be isolated?

AM: No way. There are always missing parts, and there are
always secrets. .
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ANDY MEEROW
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