











JOSEPHINE MECKSEPER AND THE BURDEN OF HISTORY

LAUNCH GALLERY »

Josephine Meckseper is adept at critiquing her environment. She questioned the prosperity of the art
world by placing an "Out of Business" sign in the window of a gallery in Chelsea (a similarly cheeky "Help
Wanted" sign attracted up to 20 applicants a day who had failed to get in on the joke). In 2012 she erected
two 25-foot oil rigs in the heart of Times Square to remind unsuspecting tourists about the perils of
capitalism and industrialization. Her work critically examines mass media, our consumption-obsessed
society, and even our political systems. But for her most recent solo exhibition at Andrea Rosen in
Chelsea, Meckseper turned her attention towards something left previously unexamined: her own lineage.

Though Meckseper left Germany for New York on her own accord, she failed to leave behind the burden of
guilt felt by many young Germans, even three generations after World War I1. The reverberating impact of
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Meckseper's German heritage is exemplified by her black-and-white images of Niedersachsenstein, a
sculpture in Meckseper's hometown of Worpswede that commemorates the soldiers who perished in
World War 1. This historic image is juxtaposed against glossy ad images and Meckseper's vitrines—
recognizable reconstructions of modern store displays. The uniquely personal nature of the exhibit
became clear when we sat down with Meckseper to discuss leaving the sheltered artistic community of
Worpswede, living in New York, and the Christmas displays at Macy's.

ALLYSON SHIFFMAN: There's a sense of irony in that the advertising imagery in this exhibit closely
resemble the ad pages one would find in an issue of Interview. Do you have any misgivings about that?

JOSEPHINE MECKSEPER: That's funny—no one has ever asked me that. Obviously my work speaks to
the usage of advertising. The abstractions in my paintings were actually based on how you divide an
advertising page—the quarter-page, half-page ads. Since it's so much a part of what I've been doing, it's
good to embrace the media rather than try to ignore it.

SHIFFMAN: Worpswede seems to be this sheltered artistic utopia. At what point did you start to become
aware of the world beyond this community?

MECKSEPER: | moved to Tuscany right after high school, which was actually not very different in the
sense that it was extremely sheltered and very much formed by cultural history. There was little
mainstream contemporary consumer culture there, at all. Then | was briefly in Berlin studying at Berlin
University of the Arts, but Berlin was so underground at that time. The wall was still up, so it was much
more about being in this island inside of East Germany. | was completely in favor of the division of
Germany—it's kind of a leftist stance. We all felt it was not justified that it would ever be unified.

So it was really only when | moved to Los Angeles to go to CalArts—that was the big shift for me—to be
outside of L.A., in Valencia, where it's all about the mall. That was the beginning of deciphering the
language and the vocabulary of the mall and the culture that comes with that.

SHIFFMAN: That's an extreme introduction to consumer culture—especially at a time when the mall was
still very relevant. It's evident in your film that explores the Mall of America that mall culture is waning.
Does this amplify the quality of relic in your work?

MECKSEPER: It does. The whole idea of the window displays is already becoming something very
historicizing. It's more about looking at something that's disappearing in our culture. There was a time
that the Christmas decorations on Fifth Avenue were a big event—people would come from the suburbs.
Now I can imagine a young kid saying, "There's no way I'm going to go to that.” [laughs]

SHIFFMAN: [laughs] To anyone who isn't from New York, the notion of unveiling the Macy's window
displays being an event is so peculiar. Is your studio still in Chinatown?

MECKSEPER: It is. It's near Orchard Street on the Lower East Side, where there are still some of the older
Jewish shops. There's this one lingerie store that has extra-large women's underwear. So there's literally
these huge underwear displays... nobody now would display something that is that unattractive. It's pretty
surreal.

SHIFFMAN: This show encompasses so much more than the consumerism issues—particularly with the
images of the Niedersachsenstein monument in Worpswede. What did that monument mean to you
growing up?

MECKSEPER: I always liked to make up stories and narratives. | would bring other kids there and tell



them all kinds of stories about what I thought it was.
SHIFFMAN: Can you recall any of these stories?

MECKSEPER: A lot of the fantasies revolved around us having been told that after the war a family had to
live in the basement of the monument because there was no place else for them to stay. They had come
from the East, fleeing from the Russians. We tried to break in to see how they lived there. This monument
was declared degenerate art at the time. They were actually about to tear it down, but we didn't really see
it as artwork as much as a place for us to hide. It's tucked inside of a forest and when I grew up people
didn't really go there. People would rather try to forget about it—nobody wanted to be reminded of the war
at that point. Now it's different.

SHIFFMAN: When I first visited Germany, | was overwhelmed by the burden of guilt felt by young people
and all the monuments built to serve as reminders.

MECKSEPER: Itis. It's huge.

SHIFFMAN: How do you approach doing a show in New York, in Chelsea, differently? Are the stakes
higher given this is essentially the most consumerist of cities?

MECKSEPER: All my previous gallery shows that I've done here were hinting directly at that issue. It's so
much a part of my practice to be conscious of the environment. It goes back to being at CalArts and
studying with Michael Asher, where it was really about institutional critique, but this show is a lot less
about that. Chelsea is so oversaturated, it's not that interesting anymore. So it was an opportunity for me
to dig deeper into what it means to be a German artist in New York.

SHIFFMAN: And what does that mean?

MECKSEPER: It's sort of what it means for me having come here without being forced. That whole guilt
thing was so heavy on me—when you're really sensitive, you can't live with it. It was actually unbearable to
stay [in Germany] and be constantly reminded of it. I'm the third generation after the war, so it feels
selfish for me to say that I'm somehow affected by what happened, but it's still so much a part of my life.
This is the first time I felt like I'm actually bringing that into the work. Of course there's all the
consumerism, but there's also another truth, which is more biographical.

SHIFFMAN: Your work has also touched on issues surrounding the oil trade. I'm curious about what your
thoughts are on the emerging art scenes in oil rich countries like Qatar?

MECKSEPER: There are very different aspects to it. When | was in the United Emirates participating in
the 2011 Sharjah Biennale, even though they censored some of the works and they fired the director of the
museum, it was such a great opportunity to begin opening up that society. | was in this building near the
main museum that was next to a mosque. People would go to the mosque and they would stop at the
museum afterwards—I don't know if it was because the AC was running [laughs], but it seemed very
organic. It was actually providing opportunities and jobs in and around the museums, especially for the
local females interested in art. So I'm actually for it.

SHIFFMAN: So what else have you been working on?
MECKSEPER: I'm working on proposal for a competition to create an outdoor environment at a prison in

Germany. It's in Stammheim, which was the prison for the Baader-Meinhof Group—the German terrorist
group from the '70s. My aunt was sort of on the fringes of it.



SHIFFMAN: That's fascinating. How does a competition like that even come to exist?

MECKSEPER: The Green Party is running the state where the prison is, so they have all these innovative
ideas. It's a very, very unusual project.

SHIFFMAN: Everything you do has such weight to it. What do you do to relax or escape?

MECKSEPER: | don't really do anything to relax and escape. If | could take a vacation that would be great,
but I never do. [laughs] I like badminton. I never have time to play, but when I do, it's my favorite thing.

SHIFFMAN: Are you an optimist or a pessimist?

MECKSEPER: I'm sure most people would say I'm a pessimist. [laughs]
SHIFFMAN: [laughs] Probably.

MECKSEPER: ...But I think of myself as an optimist.

JOSEPHINE MECKSEPER'S SELF-TITLED SOLO EXHIBITION IS ON DISPLAY AT ANDREA ROSEN
GALLERY THROUGH JANUARY 18.
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UTSIDE JOSEPHINE MECKSEPER’S studio, right in the heart of
chaotic Chinatown, the streets are bustling with commuters and
tourists. Inside her studio, though, the noise is hushed, the walls are
white, the floors—pristine. It feels almost more like a laboratory than
an artist’s studio—until you see the two glass vitrines, each at least 10
feet tall, standing by the window. The vitrines contain abstract wooden
sculptures that recall the modern art of the early 1900s but look less
like an art exhibit than a display case in a high-end jewelry store.
“They’re a window into our time,” Meckseper tells me. “With all its
contradictions.”
A few days after my visit, the vitrines are transported along the Long
Island Expressway all the way to Water Mill, where Meckseper is having
an exhibition at the Parrish Museum, a stalwart of the area’s art scene that’s recently reopened in a stark new
building. The Parrish plans to invite contemporary artists to produce new installations—and in selecting
Meckseper for the inaugural show, has chosen a provocative and challenging artist with a strong connection
to the area.

The Parrish Museum has been a fixture of the Hamptons art scene since 1897, with a collection that
includes many artists who have lived and worked on the East End, but its original building grew unwieldy for
contemporary purposes. This past
winter, after a years-long endeavor,
the museum unveiled an austerely
beautiful new home designed
by Herzog & de Meuron, the Swiss
architectural duo  responsible
for such icons as Tate Modern in
London, the “Bird’s Nest” stadium
in Beijing and the Prada tower in
Tokyo. The new Parrish is a long,
low-slung structure nestled among
the surrounding grass, which
features light-filled galleries com-
posed of pure, unadorned materi-
als: concrete, steel, glass and blonde
wood. With its triangular roof and
spare detailing, the building pays Josephine Meckseper, Manhattan Oil Project, 2012. The Last Lot project space,
homage to the barns that still dot New York.
this end of Long Island.

Since the museum opened during the Hamptons’ off season, this summer will be the first time that many
visitors will see the new Parrish—which Meckseper is taking into account. “It’s quite a statement, but it’s
very subtle,” the artist says of the museum’s new home. “It could almost be mistaken for an agricultural
building. It’s definitely very inviting, not overwhelming. The curators were very generous and I could have
done anything: films, performances . . . But since the building is so new, and so specifically inspired by the
area, [ was interested in engaging with the architecture itself. So I've created a narrative thread through the
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Josephine Meckseper in her studio . »
P P museum with my artworks.
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~or more than two decades, Josephine Mecksepers art
nas blurred the line between culture and commerce.
This summer, she takes her provocative work to the
ravisning new Parrish Museum in Water Mill.

by Jason Farago
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Josephine Meckseper, Corvette, 2011. Metal fixtures, acrylic fixtures, metal chains, metal rings, metal buckles, metal hooks, taillight; digital ink-jet print on canvas
with plastic; on acrylic mirrored MDF slatwall with aluminum edging.
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To that end, Meckseper has created new sculptures that replicate or
respond to elements of Herzog & de Meuron’s architecture. Visitors will
see this effect even outside the front door, in a self-styled “outdoor lobby”
that leads into the forecourt. There, Meckseper has produced a number of
her signature vitrines, which display out-of-context commercial materials
and references to modern art. But she’s produced them in the same
scale and with the same materials that Herzog & de Meuron used for the
building. The result is an uncanny echo effect, which Meckseper describes
as “expanding the museum from the inside to the outside.”

Elsewhere at the Parrish, Meckseper has hung her own work alongside
art from the permanent collection, in a productive, at times surprising,
conversation. Near a neon sculpture by Dan Flavin, for instance, is a
Meckseper painting that incorporates a brassy light source. One of the
Parrish’s ravishing late paintings by Willem de Kooning has the same
red, white and blue color scheme as a Meckseper painting that references
America at war. And a crushed car from the sculptor John Chamber-
lain—who worked on Shelter Island and whom Meckseper has always
admired—stands alongside her largest work: an abstracted assembly
line of hub caps and other car parts, featuring a pair of televisions
broadcasting car commercials against a giant mirrored backdrop.

“I actually made this work in 2008, and it had a lot to do with the crisis
in the American car industry,” Meckseper tells me. “But in this context
I really see it more in juxtaposition with Route 27, which runs right by
the museum.” The artist has cunningly installed the piece near one of the
Parrish’s largest picture windows, “so you actually see the cars reflected in
the mirror. It'll almost be as if the cars are driving through the installation.

“I didn’t really want to comment too much about the economy of the
Hamptons, because people already know that it’s a wealthy place. ’'m
more interested in the aspect of getting to and from the Hamptons.”

Meckseper explains that she was inspired by Weekend, the classic 1967
French film by Jean-Luc Godard, which features a minutes-long tracking
shot of an endless traffic jam. “We all know what it’s like to be driving that
stretch. You turn the corner in Southampton and you feel, ‘Oh, I've almost
made it, and then you're still stuck in traffic. And at this point you will see
all the cars reflected.”

“THEY'RE A
WINDOW INTO
OURTIME,”
MECKSEPER
TELLS ME.

“WITH ALL ITS
CONTRADICTIONS.”

ECKSEPER WAS BORN and raised in northern Germany and came to
the United States in the early 1990s to study at California Institute of the
Arts (CalArts), one of the country’s most progressive art schools, which
pushes students to think about producing art outside of the traditional
system of galleries and museums. When she graduated, she decided that
instead of making art, she wanted to edit a publication. That publication,
FAT Magazine, lasted for seven years and juxtaposed heavyweight articles
on art and philosophy with loud, garish imagery (and sometimes even
pornography), all laid out like a trashy Italian tabloid. All sorts of artists
contributed: In one issue, a work by Matthew Barney was disguised as an

ad, and FAT soon garnered a downtown cult following.
It wasn’t until the 2000s that she began making artworks in what
has become her signature style: assemblages of random consumer

) goods, sometimes luxurious and sometimes cheap, in glass vitrines

against mirrored backdrops. They bring the imagery of shopping
into the white cube, but by placing such weird collections of items
together—car parts, designer underwear boxes, costume jewelry, a toilet
brush—Meckseper calls attention to the strangeness of those objects, and
to the larger economy that produced them.

The works are also, she explains, a chance to ask questions of the art
world’s own tendency to transform culture into commerce. “At first I
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didn’t want to take part in the commercial gallery system,” she says.
“But later I became more interested in taking on the commercialism
of the art world itself, and that’s when I started making these display
forms and shelves.” Her vitrines and displays have been exhibited at
MoMA, the Guggenheim and the Whitney; this autumn, she’ll have
her first show at Andrea Rosen Gallery, her new dealer, with help
from the Art Production Fund.

Last year, Meckseper completed her largest work ever: a massive
public installation, right on 44th Street, of counterfeit oil pumps,
which made the site look as if midtown had struck black gold. Oil,
and the political and ecological consequences of car culture, have
always been a few of the artist’s major interests. But Manhattan Oil
Project was on a scale she’d never before attempted. Even though the
pumps didn’t actually have any function, they churned up and down
all day—and became an unlikely tourist draw.

“That piece in particular was really about creating something
extremely accessible,” Meckseper explains. “Being near Times Square,
it allowed people from all over the world to see something where
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they weren’t really sure if it was an artwork. When we did surveys, 50
percent of the people really thought that the city was drilling for oil.
It was actually very endearing to talk to people about their ideas and
what they brought to it. A lot of people from the Midwest told me
that they had these things in their backyard. So it was as if a piece of
Americana had been brought to New York. But then, 500 feet away in
Times Square, there’s that army recruiting station . . . It was the most
gratifying thing that I’ve ever done.”

Her work requires precise craftsmanship, so most of her pieces are
produced not in her studio but with the help of outside manufactur-
ers. Although she often works with specialty art producers, she told
me that she actually prefers to work with commercial fabricators.
“For the oil pumps I worked with a company in New Jersey that only
does industrial machinery and not artworks,” Meckseper says. “They
were so excited. They came to the opening, and we’re still in touch. It
would actually be a lot cheaper for me to produce my work overseas,
but it’s nice to manufacture things in this country. There’s a certain
amount of pride that goes into doing things locally.”



MATTHU PLACEK

“WHEN WE

DID SURVEYS,

50 PERCENT OF
THE PEOPLE
REALLY THOUGHT
THAT THE CITY WAS
DRILLING FOR OIL.
I'T WAS ACTUALLY
VERY ENDEARING
TO TALKTO
PEOPLE ABOUT
THEIR IDEAS

AND WHAT THEY
BROUGHT TO IT.”

ECKSEPER’S PARRISH SHOW is something
of a homecoming. She spends her summers
in Amagansett with her boyfriend, the artist
Richard Phillips, and several of the works in
this show were inspired by a car dealership
in Southampton, where she’d sit outside and
gaze at the showrooms. Unlike many of the
artists who exhibit in the Parrish’s collection,
Meckseper has no studio on the East End, at

least not yet. “I hope to, at some point,” she

) says. “But I also sometimes prefer not to

work there, because it’s nice to have a divi-
sion—to just go out there and not think about work. 'm torn. Because
once I have a studio, I know that I'm going to have to work there.”

Meckseper’s elaborate, sophisticated show in the Hamptons this
summer may seem a far cry from the punky magazine of her early days.
But the impulse behind her new work remains the same as it’s ever
been: to surprise us, to expose the hidden sides of our culture and to
investigate our assumptions about everything around us. “As an artist
you can’t really take the exhibition space as a neutral ground,” she says.
“Maybe the most radical thing would be to show at some glitzy gallery
uptown. I think it’s more interesting because it gives you more options.
If you live on the fringe, you always have the romanticism about never
failing. If you don’t really jump in, you can’t fail” 4
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Josephine Meckseper Drills to New York’s Dark Center
by aimee walleston 03/05/12

This spring, Josephine Meckseper brings the pernicious quest for
black gold to New Yorkers’ backyard. “Manhattan Oil Project,” the art-
ist’s first foray into monumental public sculpture, opens Mar. 5 at The
Last Lot, a project space at 46th Street and 8th Avenue administered
by Art Production Fund. The kinetic sculpture consists of two life-size
steel oil pumpjacks, modeled after mid-20th-century rigs the artist
found in Texas.

“Last fall, | made a trip to Texas to look at how oil pumpjacks were
still being used,” Meckseper told A.i.A. on the evening before the
concrete foundations for the sculptures would be poured. “A lot of

the jacks are not being used now, so what | saw in Texas was almost
more of a cemetery for oil pumpjacks-like a science fiction monument
to the past.”

“Manhattan Oil Project” is based in part on an exhibition Meckseper
created in 2009 for the Migros Museum in Zurich, which featured two
red-and-black pumpjack sculptures (Oil Rig #1, Oil Rig #2). “The con-
text for those sculptures, as opposed to ‘Manhattan Oil Project,” was
about where the U.S. had arrived in the last years of the Bush admin-
istration,” says Meckseper. “The pumpjacks operated as a signifier of
that particular period, and the reasons the war was

fought in Iraq: for natural resources.”

For Meckseper, the rigs stand in for quintessential Americana, refer-
encing the specific economic and cultural history that frames Amer-
ica’s oil industry. “Before oil, the idea of wealth in the U.S. wasn’t as
prominent. Wealth from oil really changed the texture of the culture

in America. And of course the same thing happened to the Middle
East.” The plotlines of major motion pictures from Giant to There Will
Be Blood have proposed that the fall of America begins with a dribble
of crude oil (and the evil gleam of avarice in men’s eyes). Meck-
seper’s piece falls in line with these parables in some ways, while
also aligning the history of America’s oil consumption with a larger tale of globalization. Oil—here, in the form of pumpjacks—

is used as a physical metaphor for the mystification of global economics. Meckseper’s sculptures formalize the concealed initia-
tives of capitalism, repurposing the physical identity of crude oil—and its conduits—in the service of larger concepts of power
and control.

Photo by James Ewing Photo by James Ewing

Meckseper counterpoints the myriad billboards that carve a story of commerce into the streets of Times Square. She viewes her
sculptures as critical of capitalism, and as a call to arms in line with the new identity of Mark di Suvero’s monumental sculpture
Joie de Vivre (1998). “In scale and color, they are definitely a nod to di Suvero,” says Meckseper. “His sculpture at Zuccotti Park
has become an emblem for Occupy Wall Street, and | am interested in public sculpture becoming a symbol for political action.

| believe in that potential in art.”

Meckseper is known for creating appropriative sculptures that beguile with the shiny, happy charm of the commodity playthings
from which they are derived. When she repurposes luxury items, displaying them on mirrored, retail-ready showcases-she does
so to challenge their ubiquity. What we are blind to becomes a literal mirror. To this end, Meckseper’s pumpjacks promise to be
in the spirit of Times Square itself—disconcertingly spectacular and fun. “It's extremely gratifying to make something for people
who don’t necessarily pay attention to art,” she says. Like theatrical set pieces, the sculptures behave as props for the set of
Midtown Manhattan, illustrating the machinations of power and force that run the city.

“The key thing is that they operate as a mystery object, something real and yet also fantastical,” says Meckseper. “They look
extremely real, and technically, they could pump oil. So at first glance people will say ‘Wow, now we’re drilling for oil in New
York City?”
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Josephine Meckseper, Manhattan Oil Project, 2012, steel, plastic, hardware, paint, 25 x 23 x 6’.

For the Manhattan Oil Project, the German-born, New York—based artist Josephine Meckseper has installed two
twenty-five-foot-tall sculptures inspired by mid-twentieth-century oil pump jacks in The Last Lot, a project space in
Times Square organized by Art Production Fund. The project is on view from March 5 to May 6, 2012.

THIS IS technically my first large-scale public sculpture. In the 1990s | produced a conceptual magazine, FAT,
which was kind of like public art because it was distributed at local newsstands. Similar to the magazine, the oil
pumps are art disguised as something real. Both projects use recognizable generic forms to subvert an elitist art
vocabulary, one typically not accessible to a broad audience.

My main motivation for installing oil pumps in the middle of Manhattan was to use forms that were already ingrained
in people’s consciousness and therefore inherently understandable. | wanted to make a conceptual monument rep-
resenting what was going on in 2012, and the pumps signify various current sociopolitical issues—from war to the
world economy to the exploitation of natural resources.

The oil pumps are made out of three tons of steel each. The familiar forms appear jarring when juxtaposed with
throngs of tourists, harried office workers, and a sea of advertising. In this area of diversion and commercialism, the
sculptures become the hard-edged reality of a culture that is defined by its control of supplies of natural resources.

The surrounding theaters provide a distraction and escape from such real-world issues. But the nearby Port Author-
ity, on the other hand, defines the neighborhood more realistically. For many immigrants, this terminal is a launch
pad for their hopes and dreams. Picking up on this notion, the pumps can be seen as symbolic of the quintessential
American dream, left over from the frontier days: striking it rich.

A New York metal shop called Pabst Enterprises, which typically makes large metal specialty parts for big telecom-
munications networks, fabricated the sculptures. There are very few plants like this still working on the East Coast,
since this type of production is now largely outsourced to China and elsewhere. It was important to me to work with
a company that makes industrial products, not art sculptures. Fifty years ago this plant built giant parts for the US
Navy. There are still old train tracks on the factory floor there, which reminded me of the giant steam train my father
bought in the "70s and installed on nineteenth-century tracks next to the train station in my hometown, Worpswede,
Germany. The similarly anachronistic look of the oil pumps echoes the more innocent beginnings of the industrial
revolution, now escalated to a tenuous reality defined by our dependency on oil.

— As told to Mara Hoberman
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A Wildcat Operation in Midtown

By RANDY KENNEDY
Published: February 29, 201

In many parts of the country the pump jack — akind of
equine-pterodactyl metal monstrosity that perpetually
extracts oil from awell — isas familiar afeature of the
landscape as a tree or atelephone pole.

But to come across a pair towering over avacant ot in
Midtown Manhattan, with a“Jesus Christ Superstar” hill-
board on one side and a porn store on the other, is alittle
surreal, like aportrait of John D. Rockefeller by Magritte.
The two pumps, 25 feet tall, materialized this week on alot
at 46th Street and Eighth Avenue where a hotel once stood,
now the only remaining patch of undeveloped land in the
neighborhood. On Monday the pumps will be activated and
— at least if their creator, the German-born artist Josephine
Meckseper, has her way — they will cause passers-by to
think about alot more than whether there might actually be
black gold coursing beneath the urban bedrock.

“1 think of them as akind of fragment, a glimpse, into what
our redlity is,” said Ms. Meckseper, 47, whose work often
operates at the intersection of culture, consumerism and
power. “They are about people struggling to have enough
money to pay their heating bills. But they are also about
those same people’s desire for entertainment and culture,
and about the costs of those things too.”

The scul ptures were commissioned by the Art Production
Fund, a nonprofit public art organization, as part of its Last
Lot program, in collaboration with Sotheby’s, the Times
Square Alliance and the Shubert Organization, which owns
the chain-link-fenced lot and has donated it temporarily for
art projects.

Ms. Meckseper based the electric-powered pumps closely
on mid-20th-century models used in Electra, a small town

in north Texas once famous as the state's pump jack capital.

And while their red accents and arcing forms inevitably
evoke Alexander Calder and Ellsworth Kelly, she said it
was important that they were pump jacks first and kinetic
scul pture only second.

“The fact that they would really function is very impor-
tant,” she said, standing in alight rain Wednesday morning
on the rough ground where the pumps had been installed.

Until May 6 they will lumber into motion twice aday —
four hours in the morning and four in the evening on week-
days; continuously for eight hours on weekends — pump-
ing nothing but conceptual crude while appearing to pump
thereal thing. They will probably not succeed in drowning
out the constant stream of roaring, honking traffic headed
east on 46th Street, but they will make the authentic, old-
fashioned din of American industry.

“The fabricator asked if | wanted to make them noisier, but
I'said I didn’t want it to happen artificially,” Ms. Meckseper
said. “If they were out here for afew years, they would
start to make that horrible screeching noise. It's a sound
that | actually kind of love.”

A version of this article appeared in print on March 1, 2012, on
page C3 of the New York edition with the headline: A Wildcat
Operation in Midtown.



Josephine Meckseper | The Final Shop

Sarah Lookofsky
A conversation between Josephine Meckseper and Sarah Lookofsky.

Josephine Meckseper, Film still, Mall of America, 2009.

Sarah Lookofsky | thought we could begin with a bit of media-specific contemplation. Here we are on a website that addresses, among
other things, fashion, a time-bound commodity that your artistic practice has continually explored. | thought it might be interesting to think
about this site in contrast with the “sites” you frequently assemble in your work, namely the glass vitrine and display case. The shop
window is a curious recreation at this point in time, since people’s desiring (of sex as well as other consumables) and buying have
increasingly moved online. To further emphasize this point, the shopping mall, in your piece Mall of America, shot at the once-biggest
mall in the world, appears like a heavily discounted ghost land with a few disoriented shoppers milling about, almost as if undead. These
pieces seem to recognize that the shop window and its surrounding gigantic mall, once the symbol of American affluence, are, if not
obsolescent, then at least obsolescing spatial tropes. What are your m