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The seven works in this show offered different opportunities to rethink the nature of
abstraction. Two small square works, The Shadow of the Cover and The Shadow of the
Mailer, both 2015, show a play of shadows. What casts them we do not see, though the titles
give a clue (the cover of a vinyl record and the mailer it was sent in, respectively). Only the
shadows themselves are depicted, ranging from dark at the top to lighter and transparent at
the bottom of the painting. Though geometric in appearance, the shapes are representations
of the actual figuration caused by the play of light on an object. The graphic impact of the
paintings and the fact that the images are hard to read make them abstractions of a kind,

even though they are still delicately executed representations.

In La Patience, 2016, abstraction has to do with the breaking-down of a composition—in
this case, the scene of a girl in an interior playing solitaire—into essential compositional
lines. The painting is based on a 1943 work by Balthus. Metzger saw it repeatedly in his
hometown museum, the Art Institute of Chicago. In place of the girl leaning over the table in
Balthus’s original, Metzger shows us a zigzag of three black diagonal shapes, echoing the
direction of her physical position and shadow. In the upper part of the painting is a pattern
of vertical white and brown stripes, just as in Balthus’s painting, where it is part of the wall
decoration. For Metzger, such a pattern points to Daniel Buren, who made it a trademark of
his painting critique in the 1960s. In Metzger’s painting, the stripes are presented as an
isolated fragment and thus come across as painterly abstraction, even if their form did not

change.

Metzger’s paintings create a short circuit between abstract and figurative painting,
disrupting a distinction that seems less and less useful even if many critics (and artists and
curators) still cling to it stubbornly. He develops his canvases with elements of both, and
thus creates a common ground. His paintings are stylistically polygamous: What they share
is their precision of execution, as well as the fact that each is related to an external source
that even determines its size and shape. Despite their visual virtuosity, they embody a sense
of restraint. They are abstract not stylistically but in the sense that, despite the logic that

informs their genealogy, there is something about them that cannot be grasped.

— Jurriaan Benschop
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Barthelme writes about this is an essay called Not Knowing. He wrote that artists make work without knowing how it will end up or even
why they are making it. They have a style that comes from limitations and setting up some sort of parameters—in your case it is the gray
primer background you always use, the length of the knife dictating the height and width of the canvas. But then after you've finished the
work, you realize why you did it. You figure it out later, but it was in there all the time and you didn’t know it as you were doing it. You

have to work that way if you want to uncover, as Barthelme put it, “the as-yet-unspeakable, the as-yet unspoken.”

Not knowing is also about privileging vulnerability, about being okay with not quite understanding. We have a tendency to jump to terms like
failure, but maybe it's not as binary as success or failure, knowing or not knowing, but rather just accepting an unavoidable incorrectness /
inaccuracy while doing, and the vulnerability that results. It means that if you fail, you are failing in the aesthetic of being vulnerable versus

confident vulnerability.

It takes a lot of maturity and patience to get to that point. | think that's a good place to be and a good place for us to stop.
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KL

And then of course these paintings are silent, which is a major difference from
music. It seems notable that in recent shows you're starting to introduce actual
sonic elements—something for the ears, not just the eyes. At Regards you have
these 'sound machines’ or white noise makers that huddle in the corners of the
room. They're these beige, innocuous objects, begging to be overlooked, but they
subtly add sound back into the equation. What led you to this addition here? Do
you see the sound machines playing a certain role in this show?

MM

| look at the same white noise machine while | sit in the waiting room of my
psychotherapist's office. | initially began to think about the possibility of sound
also functioning as a wall (in this case not allowing me to hear the conversation
occurring in the other room. Real walls are made far too thin these days.). The
white noise machine itself became a location for me to think about the moment a
wall is erected (the machine as the screws that hold the wall in place and the
sound as the wall itself) and therefore the moment a space is transformed from
being an open and shared space into the public / private binary we all know so
well. It was a way for me to further dimensionalize, albeit in a very subtle and
abstract way, my feelings around the Be-longing project. I'll refrain from
mentioning here all the additional and more critical positions the machines take on
in my use of them with AC/DC as a pop cultural icon.

3.

KL

After those sound/music questions, | want to ask a more painting-centric
question, one about color in your work. In this show color seems to play a number
of roles. On one hand you have the understated palette of the shadow paintings
and the dull beige sound machines, and on the other, the red banner and the vivid
pinkish wall upstairs. And AC/DC is back in black of course. But in your work you
clearly think about both the visual impact but also a color’s cultural lineage or
associations. (Here I'm also thinking of the mint green Braxton paintings, or an
early work of yours that still sticks with me: just a yellow rectangle surrounding a
gray field, which is instantly recognizable as part of the visual identity of National
Geographic.) How do you tend to think about color in your work, and can you
elaborate on the choices in this show?






5.

KL

Springing from that last question, it's interesting that you use the phrase “vantage
point” in the press release, in the context of the AC/DC anecdote. It's a phrase that
has both literal and more figurative meanings: it can mean both a spatial position
(a certain grounded perspective) or it can be a way of seeing (a personal outlook,
so to speak). The spatial arrangement of the show offers certain vantage points in
a spatialized way, in the first sense. Were you also thinking about vantage points in
the other sense?

MM
Yes absolutely. In relation to ones imagined, psychological construction of their
identity, both through objects and their sociological proximity to others.

6.

KL

In the press release you use the AC/DC anecdote to introduce the twin notions of
belonging and disconnection. And woven in among that rock n’ roll story are all
these short brusque sentences, all of which trace forms of relationality, and
maybe specifically two different kinds: proximity (e.g. aside from, left of, etc.) and
causality (e.g. because of, out of, etc.) Do you see similar relational dynamics at
work in your paintings, or in this exhibition at least? Are you starting from certain
thoughts about belonging or disconnection, or discovering them along the way?

MM

| am starting from certain thoughts for each show. | learn a lot from each show and
move on into other domains after. For the press release | wanted to use the
archive of all my past press releases (two previous ones) for this project but
interjected with an alphabetical use of two word prepositions (since prepositions
for me always seem to speak to body / object relationships) throughout. The first
press release was the basic Be-longing project statement. The second press
release was a series of nouns that | felt necessarily abstracted / blurred an
oppositional split. So here | felt that the preposition was the next in line,
functioning like the white noise machines, only from the perspective of say
Humpty Dumpty before he falls off the top of the wall, being able to see both sides
but never quite telling you which side housed which, good or bad, public or private,
dead or alive. Left of , Aside from . Of course
once plugged into the other press release, each preposition is coupled with a
noun by a type of “chance operations”.










10.

KL

Lastly, | want to ask you about legibility and illegibility, or accessibility and
"difficulty”. | get the feeling that your paintings operate in this canny, yet shifting
manner in relation to these qualities, or they collapse different spots on that
spectrum at times. On one hand, you offer us the instant pleasure of encountering
arich illusive rendering of something, the real satisfaction of these immaculate
object-images. But there is a certain defining opaqueness as well, which is
perhaps related to a certain conceptual depth, like an iceberg. Your works are
often pulling from very specific sources, or they have a scaffolding of precise
references, and yet these aren't always clearly evident or explicitly conveyed. How
do you think about these various terms or qualities? How easily, or not, do you
want them to be parsed or ‘read"?

In some sense it also brings me back to the classic avant-garde question of
whether there is value in art being "difficult.” That idea seems most embedded,
historically at least, in modern music, voiced by a composer like Schoenberg (if |
remember correctly), who at times took an openly antagonistic stance towards his
audiences, basically challenging them to wise up or walk out. What do you think?

MM

| don't think my work really requires it's sources to be known in order to be
understood. It is surprising to me that in most cases if ‘art’ is not utterly aesthetic
then it's assumed there is something we have to know in order to be invested in it.
As though it's a murder to be solved, a puzzle to be assembled, or a book to be
read. That there is, no matter what, some dense system one has to wade through
in order to ‘get’ a work of art. | don't subscribe to that. Being confronted by art is at
most simply that. We all have the agency to invest ourselves, to dig a little, to wax a
little, and to ultimately give ourselves over a little. The reasons | have in place for
the decisions | make are in an effort to establish some alternative criteria for
making choices, and accepting with each choice that is made, that they come with
a lot of baggage, sometimes productive, sometimes oppressive. | think there is
certainly a reason why we use the phrase “to make meaning”. Meaning is not a
static thing to acquire. It must be built, constructed, through collaboration and
negotiation. So the attitude of “wising up or walking out” | can't endorse because it
proposes a kind-of hierarchy of meaning, an elitist way of knowing. Alternatively
however, | do think we are slightly lazy and slightly shy viewers of Art with little to
no criteria for what makes something Art or not. I'm working really hard to remedy
this at least for myself.
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7.

MM

Do you have certain strategies in the studio for developing and maintaining your
instinct and intuition for what is necessary in your process of making? If so, can |
be lucky enough to know what they are?

MG

That's the millstone, isn't it? Thanks for even suggesting | might have this figured
out. So | know by now that my drawing hand wants to make certain things. For
good and for bad, | have my tropes and tendencies after making a lot of work over
alot of years. (To be clear | am not hinting at any kind of mastery here—I'm
exclusively talking about what it means to contend with one’s habits). So | have had
to figure out how to challenge the marks, shapes, etc. | seem to gravitate toward.
I'm always trying to make work that feels surprising and somewhat confounding to
me. The use of found imagery has been instrumental in this—it's a gift, using
images and surfaces your hand/mind wouldn't have conceived of and clearly
didn't. It's an inherently reactive or conversational way of working that | like a lot.
It's also maddening when you have committed to a given piece of material for
some reason but it has text on it you don't want and say, Eddie Murphy's head. (No
disrespect.) What has been new to me in this work has been finding that | cut and
rip in a way that is different from the way | draw. That may be obvious, but
broadening my approach to the material, i.e. paper, and allowing for its mutability
has meant welcoming a countervailing voice in my practice. | can surprise myself
far easier with a pair of scissors these days than | can with a pencil. That's me
working against my own limitations. I'll also say that my instincts can be really
unreliable—time and again | have made pieces that | thought were really solid
completely fall apart for me a few months later. I've gotten somewhat better about
this but it is still there. My only way of contending with it is by being a prolific maker
in the hopes that I'll get smarter as | go. Plus if you make enough you can always
hide the shitty stuff.

8.

MM

The works in Jelly Sandwich seem to float between two poles of subjectivity,
honest nostalgia and the diary, or in other words, between the cultural production
of an imagined otherworld (80's sci-fi films, green / blue and TV screens,
sleepwalking, fabricated outer space, etc.) and the intimacy of a private, felt self.
With this in mind | wonder if the exhibition could perhaps function as a love letter
to the longing teenager?
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