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Artist Matt Keegan’s new book 1996

1996

1996

1996

1996

1996

19961996 is an
idiosyncratic close study of one pivotal year in
politics, activism, and art. Edited by Svetlana Kitto
and co-published by Inventory Press and New York
Consolidated, 1996 explores artistic formation in the
context of the Democratic Party’s slide to the right in
the 1990s. The book brings together interviews with
two generations of artists—those who completed
their undergraduate studies and voted for Bill
Clinton in 1996, such as Chitra Ganesh, Elisabeth
Subrin, and Seth Price, and those who were born in
1996 and were first eligible to vote in a presidential
election in 2016, including Astrid Terrazas and
Meetka Otto. Essays by writers such as Mychal
Denzel Smith and Natasha Stagg, and archival
images from zines, magazines, and newspapers (a
Sassy profile of 15-year-old model Ivanka Trump is
particularly remarkable), provide further
background. 1996 is a yearbook, a time capsule, a
queer history, and a treasure trove. Megan Milks
spoke with Keegan over video chat days before the
wrap of 2020, another astonishing year.

Matt Keegan, 1996 (Los Angeles: Inventory Press, 2020), 12–13. Time magazine covers from 1996.
Courtesy of the artist and Inventory Press.

MEGAN MILKS: So often, histories are organized
according to decades, periods, waves, or
presidencies. Why did you choose 1996?

MATT KEEGAN: In the leadup to the presidential
election of 2016, Hillary Clinton’s platform,
especially in comparison to Bernie Sanders’s
campaign, was akin to that of a centrist Republican,
and I wanted to better understand when the
Democratic Party began to move to the right. That
research led me to read about the formation of the
Democratic Leadership Council and the election of
Bill Clinton. I chose 1996, the year of Clinton’s
reelection, over 1992 because the more research I
did, the more significant 1996 became. In the
ongoing AIDS crisis, 1996 is considered a watershed
moment when people with access to healthcare could
receive protease inhibitors that made an HIV+
diagnosis no longer a death sentence. It’s the year
when the general public understood the internet,
even though in oversimplified and naive terms, since
Microsoft launched Internet Explorer in 1995. Fox
News started in 1996. Benjamin Netanyahu was first
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Matt Keegan, 1996 (Los Angeles: Inventory Press, 2020), 12–13. Time magazine covers from 1996.
Courtesy of the artist and Inventory Press.

MEGAN MILKS: So often, histories are organized
according to decades, periods, waves, or
presidencies. Why did you choose 1996?

MATT KEEGAN: In the leadup to the presidential
election of 2016, Hillary Clinton’s platform,
especially in comparison to Bernie Sanders’s
campaign, was akin to that of a centrist Republican,
and I wanted to better understand when the
Democratic Party began to move to the right. That
research led me to read about the formation of the
Democratic Leadership Council and the election of
Bill Clinton. I chose 1996, the year of Clinton’s
reelection, over 1992 because the more research I
did, the more significant 1996 became. In the
ongoing AIDS crisis, 1996 is considered a watershed
moment when people with access to healthcare could
receive protease inhibitors that made an HIV+
diagnosis no longer a death sentence. It’s the year
when the general public understood the internet,
even though in oversimplified and naive terms, since
Microsoft launched Internet Explorer in 1995. Fox
News started in 1996. Benjamin Netanyahu was first
elected as Prime Minister of Israel. Legislation-wise,
the Welfare Reform Act, the Telecommunications
Act, and the Immigration Reform Act—all of which
have great relevance to the current sociopolitical
moment—were all signed that year.

MM: This remarkably dense and generous book
brings together archival material, oral histories,
researched essays, and a play excerpt. Obviously,
you had to be shrewd in your selections.

MK: It was a slow build. In 2008, for my book
AMERICAMERICA, I interviewed artists who
graduated from the School of Visual Arts in 1986.
For 1996, I knew from the outset that I wanted to
look outside of New York. Los Angeles became a
central location, as half of the artists attended the
University of California Los Angeles at that time. I
then worked with Svetlana Kitto to create the choral
form that stitches the separate conversations
together into one central discussion, which we titled
“An Aroma of ’90s Gay Smells.” From there, I
started building the broader puzzle and finding
contributors to address what I deemed to be the core
topics. I worked to create a balance between
commissioned essays by journalists and writers,
first-person narratives, and interviews to give a
reader a diverse and immersive portrait of the time.
The point was never to be exhaustive.
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elected as Prime Minister of Israel. Legislation-wise,
the Welfare Reform Act, the Telecommunications
Act, and the Immigration Reform Act—all of which
have great relevance to the current sociopolitical
moment—were all signed that year.

MM: This remarkably dense and generous book
brings together archival material, oral histories,
researched essays, and a play excerpt. Obviously,
you had to be shrewd in your selections.

MK: It was a slow build. In 2008, for my book
AMERICAMERICA, I interviewed artists who
graduated from the School of Visual Arts in 1986.
For 1996, I knew from the outset that I wanted to
look outside of New York. Los Angeles became a
central location, as half of the artists attended the
University of California Los Angeles at that time. I
then worked with Svetlana Kitto to create the choral
form that stitches the separate conversations
together into one central discussion, which we titled
“An Aroma of ’90s Gay Smells.” From there, I
started building the broader puzzle and finding
contributors to address what I deemed to be the core
topics. I worked to create a balance between
commissioned essays by journalists and writers,
first-person narratives, and interviews to give a
reader a diverse and immersive portrait of the time.
The point was never to be exhaustive.

Matt Keegan, 1996 (Los Angeles: Inventory Press, 2020). Courtesy of the artist and Inventory
Press.

MM: The archival images peppered through the
book—are these from your personal collection?

MK: Over the last three years, I started purchasing
magazines from 1996 off eBay—Time, Rolling
Stone, Sassy, Us Weekly—and looking for ads and
stories that had a resonance with 2020. I also started
saving clippings from the New York Times that had a
relationship with the midnineties. There are so
many gems that didn’t make the cut.

MM: Do you have any favorites?

MK: There are so many that are just bonkers. The
things that we were sold about the environment—
like plastic. The plastic ad is kind of sinister,
promoting plastics as “the sixth basic food group.”
Or the illustration of sweet animals congregating for
a Chevron advertisement, viewed with the
knowledge that Big Oil knew about global warming
as early as the 1970s but didn’t do anything. There
are certain things that age to an ouch, and other
things that have aged to a laugh. The Kenneth Cole
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Matt Keegan, 1996 (Los Angeles: Inventory Press, 2020). Courtesy of the artist and Inventory
Press.

MM: The archival images peppered through the
book—are these from your personal collection?

MK: Over the last three years, I started purchasing
magazines from 1996 off eBay—Time, Rolling
Stone, Sassy, Us Weekly—and looking for ads and
stories that had a resonance with 2020. I also started
saving clippings from the New York Times that had a
relationship with the midnineties. There are so
many gems that didn’t make the cut.

MM: Do you have any favorites?

MK: There are so many that are just bonkers. The
things that we were sold about the environment—
like plastic. The plastic ad is kind of sinister,
promoting plastics as “the sixth basic food group.”
Or the illustration of sweet animals congregating for
a Chevron advertisement, viewed with the
knowledge that Big Oil knew about global warming
as early as the 1970s but didn’t do anything. There
are certain things that age to an ouch, and other
things that have aged to a laugh. The Kenneth Cole
ad, which reads, “The year is 2020. Computers can
cook, all sex is safe and it’s illegal to bear arms and
bare feet…” was obviously perfectly timed for my
use. I found the ads about the internet to be so naive
—like the internet as being a quirky, niche thing
rather than the ubiquity that we negotiate every
single day of our lives. The idea that the internet
could be tailored to you as an alternative, funky
person is so quaint and funny.

Matt Keegan, 1996 (Los Angeles: Inventory Press, 2020), 241. Chevron advertisement from Time,
May 27, 1996. Courtesy of the artist and Inventory Press.
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ad, which reads, “The year is 2020. Computers can
cook, all sex is safe and it’s illegal to bear arms and
bare feet…” was obviously perfectly timed for my
use. I found the ads about the internet to be so naive
—like the internet as being a quirky, niche thing
rather than the ubiquity that we negotiate every
single day of our lives. The idea that the internet
could be tailored to you as an alternative, funky
person is so quaint and funny.

Matt Keegan, 1996 (Los Angeles: Inventory Press, 2020), 241. Chevron advertisement from Time,
May 27, 1996. Courtesy of the artist and Inventory Press.

Matt Keegan, 1996 (Los Angeles: Inventory Press, 2020), 17. Kenneth Cole advertisement
from Details, March 1996. Courtesy of the artist and Inventory Press.

MM: One thing I noticed you left out, in terms of key
1996 moments, was the release of Tori Amos’s Boys
for Pele.

MK: [Laughs.] I also could have gone into a Mariah
Carey spiral. Music is definitely discussed in detail
throughout the choral conversation and the
interview between Alissa Bennett and Mel
Ottenberg, but it’s a topic I could have given more
focused attention to. I was listening to so much
music at that time.

MM: Who were you in 1996?

MK: I was a sophomore in college. That’s also the
year that I came out. Bill Clinton was the first
president that I voted for when I was of voting age,
in 1996. I thought about my own relationship to that
year in regard to voting for Clinton and
understanding, even at that time, that I was the
target for his candidacy. His playing the saxophone
on The Arsenio Hall Show—he was being imaged as
a “cool” candidate. I understood that as being
differentiated for me as a young consumer and voter
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Matt Keegan, 1996 (Los Angeles: Inventory Press, 2020), 17. Kenneth Cole advertisement
from Details, March 1996. Courtesy of the artist and Inventory Press.

MM: One thing I noticed you left out, in terms of key
1996 moments, was the release of Tori Amos’s Boys
for Pele.

MK: [Laughs.] I also could have gone into a Mariah
Carey spiral. Music is definitely discussed in detail
throughout the choral conversation and the
interview between Alissa Bennett and Mel
Ottenberg, but it’s a topic I could have given more
focused attention to. I was listening to so much
music at that time.

MM: Who were you in 1996?

MK: I was a sophomore in college. That’s also the
year that I came out. Bill Clinton was the first
president that I voted for when I was of voting age,
in 1996. I thought about my own relationship to that
year in regard to voting for Clinton and
understanding, even at that time, that I was the
target for his candidacy. His playing the saxophone
on The Arsenio Hall Show—he was being imaged as
a “cool” candidate. I understood that as being
differentiated for me as a young consumer and voter
versus… the absolute opposite of cool, which would
be Bob Dole, his Republican opponent. Or the
Independent candidate, Ross Perot, for that matter.

MM: With this book, you’re interested in how artists
participate in a broader cultural history. You don’t
seem as interested in historicizing the art world as
an institution. What was your relationship to art at
that time?

MK: Around 1996, I was introduced to Group
Material and Fred Wilson’s exhibition Mining the
Museum at the Maryland Historical Society
in Baltimore, and I was deeply impacted by the
possibilities of collaboration and collective work and
institutional critique. Sophomore year was the first
time I collaborated with a classmate. I did a project
with my friend Denise Delgado where we got a grant
from our school, Carnegie Mellon, to make an
exhibition called The Whole Art Show. We put out a
call to people within the city of Pittsburgh via ads on
buses and in local newspapers, asking for residents
to reach out to us if they considered themselves to be
artists. We connected with visual artists, as well as
people doing hair, working in textiles, bakers, and
musicians. That was an important project for me. It
ignited my interest in collaboration, but also this
idea of storytelling, too—through public exchange.
As a side note, Fred Wilson lectured at Carnegie
Mellon the day before The Whole Art Show opened,
and Denise and I nervously invited him to the
opening and gave him my landline number to
contact us. When we came back to my apartment,
Fred had left a message and, although he was unable
to attend the opening, we screamed as if a rock star
had left a message on my answering machine. Total
nerds!
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versus… the absolute opposite of cool, which would
be Bob Dole, his Republican opponent. Or the
Independent candidate, Ross Perot, for that matter.

MM: With this book, you’re interested in how artists
participate in a broader cultural history. You don’t
seem as interested in historicizing the art world as
an institution. What was your relationship to art at
that time?

MK: Around 1996, I was introduced to Group
Material and Fred Wilson’s exhibition Mining the
Museum at the Maryland Historical Society
in Baltimore, and I was deeply impacted by the
possibilities of collaboration and collective work and
institutional critique. Sophomore year was the first
time I collaborated with a classmate. I did a project
with my friend Denise Delgado where we got a grant
from our school, Carnegie Mellon, to make an
exhibition called The Whole Art Show. We put out a
call to people within the city of Pittsburgh via ads on
buses and in local newspapers, asking for residents
to reach out to us if they considered themselves to be
artists. We connected with visual artists, as well as
people doing hair, working in textiles, bakers, and
musicians. That was an important project for me. It
ignited my interest in collaboration, but also this
idea of storytelling, too—through public exchange.
As a side note, Fred Wilson lectured at Carnegie
Mellon the day before The Whole Art Show opened,
and Denise and I nervously invited him to the
opening and gave him my landline number to
contact us. When we came back to my apartment,
Fred had left a message and, although he was unable
to attend the opening, we screamed as if a rock star
had left a message on my answering machine. Total
nerds!

Matt Keegan, 1996 (Los Angeles: Inventory Press, 2020), 236–37. Twenty-three people born in
1996. Courtesy of the artist and Inventory Press. Photos: Adam Pape.

MM: You mention the problem of intergenerational
loss, and you present this book as a kind of gift or
time capsule for younger generations. I’m curious
about your own relationship to intergenerational
loss as a queer artist.

MK: Intergenerational loss is a hard thing to
articulate. My whole sexual life was defined by AIDS.
I never understood sex without illness and death
being interwoven. And a lot of queer people around
my age understand the tremendous loss of the
generation before ours. What immediately comes to
mind is a kind of absence that is ill-defined, a
mourning of specific people but also a mourning of a
past that I only understand through oral history.

I recount in my introduction being shocked that
smart and savvy students that I taught in recent
years did not know about ACT UP. I was quite upset,
and I said to my students, “I want you to understand
that this kind of cultural erasure is a conservative
project, that this isn’t a fluke that you don’t know
this information. This is part of learning—paying
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Matt Keegan, 1996 (Los Angeles: Inventory Press, 2020), 236–37. Twenty-three people born in
1996. Courtesy of the artist and Inventory Press. Photos: Adam Pape.

MM: You mention the problem of intergenerational
loss, and you present this book as a kind of gift or
time capsule for younger generations. I’m curious
about your own relationship to intergenerational
loss as a queer artist.

MK: Intergenerational loss is a hard thing to
articulate. My whole sexual life was defined by AIDS.
I never understood sex without illness and death
being interwoven. And a lot of queer people around
my age understand the tremendous loss of the
generation before ours. What immediately comes to
mind is a kind of absence that is ill-defined, a
mourning of specific people but also a mourning of a
past that I only understand through oral history.

I recount in my introduction being shocked that
smart and savvy students that I taught in recent
years did not know about ACT UP. I was quite upset,
and I said to my students, “I want you to understand
that this kind of cultural erasure is a conservative
project, that this isn’t a fluke that you don’t know
this information. This is part of learning—paying
attention to what is historicized and what is not.
And deciding what role we want to play in
countering that erasure.”

X—

Matt Keegan

Matt Keegan

Matt Keegan

Matt Keegan

Matt Keegan

Matt Keegan

Matt KeeganMatt Keegan is an artist based in Brooklyn, New
York. He’s a Senior Critic in the Painting and
Printmaking Department at Yale University.
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Megan MilksMegan Milks is the author of Remember the Internet:
Tori Amos Bootleg Webring, forthcoming from
Instar Books.
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Electoral Aesthetics
Art in America, November 2, 2020
Lucy Ives

Matt Keegan's book 1996, with interviews edited by Svetlana Kitto, Inventory Press.
COURTESY INVENTORY PRESS.

I remember some of 1996. That election (https://www.artnews.com/t/election/) year nearly a 
quarter century ago is the subject and title of a new collection of essays—a time capsule, even—
edited by artist Matt Keegan (https://www.artnews.com/t/matt-keegan/) with interviews 
edited by writer and oral historian Svetlana Kitto. In 1996, I was either fifteen or sixteen years 
old, and I lived in New York City, where I took a bus or the subway to high school most days. I 
wore a lot of polyester clothes sourced from bins and bulging racks downtown. I carried a plastic 
wallet with cartoon frogs on it and lugged my textbooks around in a leather Village Tannery 
backpack that was way too small for the purpose and therefore had a weapon-like density. I read 
Hermann Hesse, Toni Morrison, Anaïs Nin, Gertrude Stein. I had never heard of David Foster 
Wallace, author of 1996’s Infinite Jest. I was obsessed with platform shoes.

Home | Art in America | Features

ELECTO�AL�AESTHETICS
By Lucy Ives

November 2, 2020 12:39pm
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I still don’t know where the determination to look and dress the way I looked and dressed in
1996 came from. It was, however, of such importance to me to wear the clothes I wore, and to
use a specific eyeliner (white) and hair dye (blue-black), that over time I’ve wanted to decode
this affinity. Since I thought less about the provenance of my thrift-shop finds than their colors
and shapes, I have to believe I was after an image rather than a series of historical references—
but what image was this, precisely? The decadence of the American nineties was a decadence of
false minimalism, of up-cycling and appropriation, and of the dissimulation of enormous wealth
and geopolitical power in textiles and imagery as “soft” as fake monkey fur or the underfed body
of Kate Moss.

I couldn’t vote in 1996, and to the extent I remember that year’s election, it is for the pen that the
seventy-three-year-old Republican nominee Bob Dole always clenched in his war-crippled right
hand to mask its limited mobility. This, along with the candidate’s susceptibility to memory
lapses, was subtly exploited by the Clinton-Gore ticket. Most of what I recall from 1996, if this
can be said to be a politics, has to do with messages related to sex. In spite of the country’s
having emerged from the puritanical Reagan-Bush years with Democratic triumph in 1992, sex,
we were told, was unsafe for a number of reasons (shame, pregnancy, infection). I did not think
of this as a sign of the times or evidence that the liberalism of the executive was frequently
merely symbolic—saxophone stylings covering for continued dismantling of the social safety net
and high rates of incarceration. Instead of thinking such things, I got up each morning and
arrayed myself as if I were a visitor to the present from some other, possibly fictional era.

1996 Time magazine covers, from Matt Keegan’s book 1996.

Keegan writes in his introduction that the election of 2016 was an intellectually and politically
transformative moment for him, motivating him to investigate “changes that the Democratic
Party went through in the run-up to Bill Clinton’s emergence as a presidential candidate in
1992.” The essays, interviews, archival images, magazine and newspaper clippings, and shots of
art installations he and Kitto collect in 1996 focus on the experiences and points of view of
artists who were either in or nearing their twenties in 1996, some voting for the first time in that
year’s election (including Becca Albee, Thomas Eggerer, Malik Gaines, Chitra Ganesh, Pearl C.
Hsiung, Jennifer Moon, Seth Price, Alexando Segade, Elisabeth Subrin, Martine Syms, and
Lincoln Tobier, among others). The anthology also features contributions from a number of other
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disciplines, exploring the 1994 Crime Bill and the 1996 Personal Responsibility and Work
Opportunity Reconciliation Act meant to reduce welfare; the AIDS crisis; racism and carceral
politics during the 1990s; poet Eileen Myles’s 1992 presidential campaign; American
immigration policy; Israel, Palestine, and American foreign policy in the Middle East; and the
climate crisis, among other touchstones, many of which significantly affect the present or remain
with us in hardly altered forms. The book includes essays by such writers and scholars as José
Esteban Muñoz (“Pedro Zamora’s Real World of Counterpublicity: Performing an Ethics of the
Self”), Yigal S. Nizri (“5756, Jerusalem”), and Mychal Denzel Smith (“A Lesson to Be Learned:
On Clinton’s Approval of the 1994 Crime Bill and the 1996 Welfare Reform Act”). The book’s
guiding animus is the notorious movement toward business interests and globalization effected
by the Democratic Party in the platform of William Jefferson Clinton, (in)famously evidenced by
the 1994 implementation of the North American Free Trade Agreement (NAFTA), a Reagan
initiative that was finally stewarded into existence by the forty-third chief executive. Keegan
explains the relevance of his research to our present situation: “I would argue that this rightward
move [of the Democratic party] is also foundational to Joe Biden becoming the Democratic
presidential nominee in 2020.”

Keegan has a point. As rhetoric in the lead-up to this month’s contest has tended to emphasize
the anti-democratic statements and policies of the incumbent, as well as the GOP’s more general
affinity for low turnout, restrictions on voting, creative districting, and indirect representation,
1996 reminds the reader of a longer history of norms, messages, exclusions, and coalitions—
Republican, Democratic, and otherwise. One of the most interesting things about the writings
and pictures the book assembles is that, although a great deal of this material originates in the
year 1996, much of it does not. A number of essays are set several years before or a decade or so
after the titular year, suggesting that even as we have a tendency to corral events into discrete
dates and spans of time, our experience of them can be far more amorphous and ambiguous. In
particular, essays by journalists Ahmad Ibsais and Jordan G. Teicher on global warming and the
denial thereof show the ways in which political rhetoric and the news have wreaked havoc on
our sense of time and causality. As Teicher notes in his concise history of climate-related
misinformation from 1996 to the present, 1996 has the alarming distinction of being the last
“cool” year in human history, with its average of 51.88 degrees Fahrenheit just shy of the
twentieth century’s overall average of 52.02. “Every year since,” Teicher writes, “it’s been
hotter.”
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The anthology deploys ephemera very effectively, handily shocking the reader with the stupidity 
of mainstream ideology of the mid-1990s. A 1996 Kenneth Cole ad, touting the brand’s next-
level wingtips, proclaims: “The year is 2020. Computers can cook, all sex is safe and it’s illegal 
to bear arms and bare feet. The future is what you make it.” Such items—along with an image of 
Ivanka Trump as teen model or a fear-mongering depiction of the pledge of allegiance in Spanish 
and German from the xenophobic nonprofit “U.S. English,” still operational today—provide 
some of the strongest tastes of the moment and foreshadow its lingering social and political 
effects.

The 1990s were the heyday of so-called scatter art. Although scatter art has perhaps not held up 
as well as other late-breaking takes on conceptualism (like those of Felix Gonzalez-Torres), 
some of its interest in the power of metonymy and everyday artifacts has clearly been absorbed
—not uncritically—into 1996’s modus operandi. Interspersed among the essays are images of 
pieces dated 1996 by Rachel Harrison, Roni Horn, Glenn Ligon, Cady Noland, Jack Pierson, 
Lari Pittman, Julia Scher, Wolfgang Tillmans, Kara Walker, Nari Ward, and Andrea Zittel, along 
with a still from 1995’s CREMASTER 1 video by Matthew Barney—all of which appear without 
comment. However, there are no photographs of works by such artists as Mike Kelly, Karen 
Kilimnik, or Paul McCarthy, who are often understood as dominant artists of the time, and these 
omissions felt purposeful as well as refreshing. I did, however, sometimes wish that 1996 leaned 
a bit harder on Keegan and many contributors’ area of expertise, i.e., visual art. It might have 
been nice to include at least one essay surveying the ubiquitous installation-based work of the 
1990s or discussing the numerous artworks illustrated, particularly as the collection is well 
positioned to explore 1996’s art in an original way, given its wide-ranging interest in policy and 
popular visual culture. That the book’s ambition to focus on a rightward shift in American 
liberalism is not more fully explored via “high” art, as opposed to mass media, seems like 
something of a missed opportunity; or, perhaps the reader is simply meant to connect the dots. 
Yet, while juxtaposition can be a powerful aesthetic tool, it tends to produce suggestive 
resonances rather than clear argument, and the reader of 1996 might have benefited from a bit 
more lucidity with respect to the role of artworks in this historical moment. Given that Rudolph 
Giuliani serves as Trump’s lawyer today, the book might have considered, for example, his failed
attempt to censor Chris Ofili’s 1996 glitter-and-elephant-dung-adorned painting The Holy Virgin 
Mary while it was displayed at the Brooklyn Museum in 1999. Although Giuliani was widely 
hailed as a hero for his actions around the World Trade Center’s collapse shortly thereafter, his 
authoritarianism and disregard for the First Amendment had already been made clear when he 
sued and attempted to withdraw municipal funding from the Brooklyn Museum. It is interesting 
to consider how the art of 1996 might, for the perceptive reader, have decrypted the neoliberal 
politics of the time—de-normalizing them, as it were—even before these politics became more 
legible in hindsight.

Electoral Aesthetics
Art in America, November 2, 2020
Lucy Ives
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Eileen Myles on November 6, 2016, at readings and performances in response to 
Zoe Leonard’s “I want a president.”
PHOTO: JULIETA CERVANTES.

Two of my favorite pieces in 1996 manage a difficult feat where nonfiction is concerned: that of
being at once historically informative and intensely personal, showing how we may experience
major historical changes as they are unfolding in the present. Debbie Nathan’s essay recounts her
time as the Texas chair of Eileen Myles’s 1992 write-in presidential bid. As Nathan notes, Texas
has gone Republican in every presidential race since the 1980s. Nathan, who would otherwise
have voted Democrat, decided, after attending a poetry reading by Myles, “that if I was going to
throw away the coin of my vote, I might as well toss it into a wishing well of hope.” She joined
Myles’s campaign (its slogan: “Veto the mainstream! Stay outside! Vote for Eileen Myles”). She
quickly discovered that she was too late to submit signatures necessary to get Myles on the
ballot. Undeterred by this or her friends’ dismay at her enthusiasm for an independent candidate,
Nathan, a journalist and immigrants’ rights advocate, joined the poet-candidate to paint a giant
WRITE IN MYLES on a concrete embankment of the Rio Grande in El Paso. But this is only the
beginning of Nathan’s account. She details the Democrats’ ramping up of policing after Clinton’s
first success: a 1993 op-ed in the Los Angeles Times by Democratic California senator Dianne
Feinstein calling for tougher measures on immigration, as well as Biden’s 1994 Violent Crime
Control and Law Enforcement Act, signed by Bernie Sanders, among others. By the time 1996
rolled around, Clinton’s position on immigration was hardly distinct from that of his Republican
opponent.

A Chevron ad published in Time on May 27, 1996, from Matt Keegan’s book
1996.
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Michael Bullock’s “Cruising Diary: 1991–2001,” meanwhile, is a memoir of navigating the early 
internet’s male-seeking-male offerings. Bullock recounts his teenaged attempts at cruising and 
use of a telephone chat line advertised in a newspaper (the source of one very creepy encounter), 
bringing the reader along as he begins to experiment with web-based communications and, in the 
process, to reckon with desire, risk, and safer sex. In 1996 there were only limited and somewhat 
awkward options via real-time chat rooms, but by the early 2000s Craiglist’s personals section 
had blossomed. Encounters with one Craigslist poster, “ZebraShades,” demonstrate to Bullock 
the power of the anonymous message board to facilitate new kinds of connection, along with the 
fulfillment of very particular erotic needs. As he writes, “Digital space allowed a generation of 
men to grow together, enabling us to each fearlessly seek out our own ZebraShades.”

The verb “to normalize” has become a favorite shorthand in the present, yet 1996 calls our 
attention to a much longer series of successful and politically devastating normalizations, which 
we would do well not to ignore or forget. It is a kind of art to establish familiarity and normalcy 
where, in truth, none can or should inhere. In this sense, as we know, artists are far from the only 
ones who are creative in their jobs; marketers and political strategists are creative, too. The 
Jamaican-American artist Dave McKenzie, writing in a new essay on his 2004 performance We 
Shall Overcome, makes the following observation:

I know the internet and social media supposedly explain Trump, but weirdly enough—and this is 
why I think of him as the television president—I wonder about there being some sort of delay. At 
some point, we’ll have a YouTube star who’s president, but maybe not for another fifty years or 
something. But I’m wondering how each Clinton—from Clinton to Clinton—each moment or 
figure exposes something in the very recent past of media, of culture. They’re dragging with them 
some idea from the generation just prior.

If McKenzie is correct, we should be thinking about 1996 today because it is this moment’s 
media ecosystem and its political events that are likely to affect if not determine the present. I’m 
not sure what it might mean to be governed by a YouTube president, to extend McKenzie’s 
metaphor, but it does seem clear that four more years of “the television president” would be an
instance of the past not merely influencing the present but overwhelming and, in some sense, 
displacing it. Overall, 1996 is an informative and, in the end, hopeful collection, demonstrating 
that we can learn a great deal from recent history, even as the time remaining to apply these 
urgent lessons grows increasingly short.
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De volta aos anos 1990 com Matt Keegan
!  Dasha Birukova

No início de março, a galeria Pedro Cera abriu uma exposição individual com as mais recentes obras
de Matt Keegan, intitulada Recycle. Keegan cresceu nos anos 80 e 90, nos Estados Unidos, e
explora o impacto sociopolítico e dos meios de comunicação massificados dessas décadas no seu
país. Recycle apresenta novos trabalhos em vídeo, fotografia e colagem feitos a partir de material já
existente produzido em massa, e um arquivo pessoal de imagens da sua mãe, que esta havia

Matt Keegan, "Recycle", 2020. © Bruno Lopes Matt Keegan, "Recycle", 2020. © Bruno Lopes
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preparado para as suas aulas de inglês. Com uma linguagem publicitária que serve de base às suas
obras, o artista experimenta a descontextualização e inversão do imaginário, num contraponto à
sociedade capitalista.

 

Dasha BirukovaDasha Birukova – Lisboa é uma cidade marcada pela imigração, especialmente nos – Lisboa é uma cidade marcada pela imigração, especialmente nos
últimos anos. A sua exposição individual na Galeria Pedro Cera explora estas questões?últimos anos. A sua exposição individual na Galeria Pedro Cera explora estas questões?
Como construiu esta exposição e trabalhou com o contexto português em particular?Como construiu esta exposição e trabalhou com o contexto português em particular?

Matt Keegan – Fiz os meus quatro vídeos para uma exposição individual que tive no ano passado,
na Galeria Altman Siegel, em São Francisco. Quando a minha mãe começou a ensinar inglês como
segunda língua (ESL), trabalhou com adolescentes e adultos no ensino público,
predominantemente da América Central e do México. É a mesma população que Trump
criminalizou por tentar entrar nos EUA. Embora trabalhe com os flashcards da ESL da minha mãe
desde 2010, a resposta atual a essas populações imigrantes adquiriu uma nova relevância. Não
tinha Portugal em mente ao fazer este trabalho, mas, como a sua pergunta refere, há uma crise
global relacionada com os imigrantes deslocados e refugiados. Independentemente de estarmos
nos EUA ou em Portugal, o inglês é a língua franca para o comércio (artístico ou não), por isso o
conteúdo ESL tem relevância. Trabalho também com imagens comerciais feitas nos EUA, e essas
fotos de arquivo já circularam provavelmente no estrangeiro, e são legítimas num contexto
internacional.

DBDB – Pode contar-nos mais sobre as histórias por trás desses vídeos? E porque decidiu – Pode contar-nos mais sobre as histórias por trás desses vídeos? E porque decidiu
animar as imagens estáticas?animar as imagens estáticas?

MK – Escolhi quatro flashcards para animar a partir de um conjunto de 400 cartas com frente e
verso. Com base no tipo de imagens que a minha mãe selecionou, tentei abordar o que me pareceu
serem categorias da coleção dela. Uma natureza morta: com 7.5 Litros de Leite. Publicidade em
catálogo: Preparado para trabalhar. Representações da diversidade étnica/racial: Companheiros de
Viagem. E o auto/biográfico: Licenciado. O processo de animação destas quatro cartas foi bastante
intuitivo – obedeci àquilo que imagem exigia. Tentei ativar o que já estava representado na imagem
estática, com exceção da ‘Licenciado’. Para este vídeo, escrevi o breve roteiro baseado num
intercâmbio real que tive com minha avó materna, quando me formei na faculdade.

Reanimar uma imagem estática é uma reflexão sobre o período temporal que contém essa mesma
imagem, conferindo-lhe vida através de um olhar contemporâneo. Por exemplo, o vídeo do metro
foi capa da revista New York Time, e tive interesse na linguagem que usada para enquadrar
diferentes populações, e o quão extremamente datada parece nos dias de hoje. É interessante que
estivesse datada na altura em que começavam a brotar as políticas de identidade. Os meados dos
anos noventa estão agora a começar a ser debatidos. Cada vídeo refere essa estética particular. Ao
usar as imagens de arquivo, tão familiares no contexto norte-americano, deixaram de ser invisíveis,
sem nunca se apresentaram claramente. A minha ideia era trabalhar com o processo que estas
conseguissem evocar.

DBDB – A cultura visual massificada dos anos 90 é capaz de evocar sentimentos ou uma – A cultura visual massificada dos anos 90 é capaz de evocar sentimentos ou uma
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aura nostálgica – contudo, a sua forma de alienar essa visualidade cria uma dissonânciaaura nostálgica – contudo, a sua forma de alienar essa visualidade cria uma dissonância
que se situa algures entre o sarcasmo e o sentimento. Qual é a sua visão sobre aque se situa algures entre o sarcasmo e o sentimento. Qual é a sua visão sobre a
estética dos seus vídeos? E como é que os anos 90 influenciaram a sua prática artística?estética dos seus vídeos? E como é que os anos 90 influenciaram a sua prática artística?

MK – Os flashcards foram feitos principalmente entre 1987/88 e o final dos anos 90. São uma
cápsula do tempo dos desejos e ambições da classe média dos anos 90.

Estou interessado neste período, pois, do fim da presidência Reagan até aos dois mandatos de Bill
Clinton, a classe média encolheu significativamente nos EUA. Embora referida frequentemente
pelos políticos, essa demografia não existe em números (ou na viabilidade financeira) relevantes, tal
como a minha mãe havia lecionado no curso de ESL.

Estou mais interessado no humor do que no sarcasmo ao refazer essas imagens comercialmente
lubrificadas. Todos os flashcards que selecionei têm imagens fixas amadurecidas com diferentes
registos absurdistas. Espero melhorar esse aspeto e seguir uma direção engraçada, desconfortável
ou inquietante. O ideal é que a resposta seja mais do que um risinho.

Os anos 90 têm uma influência significativa na minha prática artística e em mim como pessoa. Fui
para a faculdade em 1994. Fiz parte dos primeiros anos dos estudos culturais e de género. Conheci
o trabalho de artistas como Fred Wilson, coletivos como o Group Material, e percebi que a arte e a
cultura mais abrangentes, o enquadramento museológico, etc., estavam disponíveis para mim
enquanto artista.

DBDB – Falemos das colagens: o que o atrai nesta técnica? Que camada crítica poderíamos – Falemos das colagens: o que o atrai nesta técnica? Que camada crítica poderíamos
encontrar na coleção de cupões de desconto?encontrar na coleção de cupões de desconto?

MK – Comecei a fazer colagens baseadas em fotos ainda nos tempos da minha pós-graduação e
continuo até hoje. As minhas colagens anteriores consistiam em cortar e colar fotografias do meu
arquivo pessoal. Locais, pessoas e momentos uniram-se em arranjos formais. Tendo em conta a
forma como a minha mãe fazia os seus flashcards com material impresso que chegava à nossa casa
(através de catálogos gratuitos), tenho interesse no marcador temporal dos preços. Estão próximos
do momento atual, pois os vários itens eram mais baratos nos anos 90 do que são hoje. Vejo
também uma beleza particular na forma como a publicidade nos supermercados era feita e com os
cupões eram fotografados. Nas minhas colagens, tentei criar um campo para apresentar estes
marcadores.

DBDB – A sua série  – A sua série ClockwiseClockwise deu corpo à sua abordagem típica, que brinca com os deu corpo à sua abordagem típica, que brinca com os
materiais e as formas. Poderia falar-nos mais sobre o processo de cortar as capas dasmateriais e as formas. Poderia falar-nos mais sobre o processo de cortar as capas das
revistas noticiais para transformá-las em objetos?revistas noticiais para transformá-las em objetos?

MK – Aqueles três números da revista Time (todos de 1996) tinham anúncios a leite que a minha
mãe cortou para fazer o seu flashcard. Achei interessante as três capas terem relevância no
momento atual: A Rússia em ano eleitoral, assim como a própria eleição de Ieltsin (há também uma
história de capa da Time sobre a intervenção americana na eleição de Ieltsin), com as mulheres a
serem uma importante demografia para os candidatos presidenciais americanos (Trump conseguiu
assegurar uma grande percentagem de eleitoras brancas em 2016), e o cientista Dr. Ho teve um
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impacto significativo com a sua investigação durante a crise da SIDA.

Os trabalhos de Clockwork baseiam-se no meu interesse pela transição da forma bidimensional
para a tridimensional. É como um padrão para um vestido ou camisola, compreendendo que o
padrão liso poderia uma peça de vestuário dimensional. É uma tradução tátil muito específica, onde
as ideias são transportadas para o material.

DBDB – Sente uma diferença entre o mundo artístico norte-americano e europeu? Como é – Sente uma diferença entre o mundo artístico norte-americano e europeu? Como é
ser um artista americano hoje em dia?ser um artista americano hoje em dia?

MK – Nunca vivi na Europa e, embora tenha lá exposto, não o fiz de forma exaustiva. Os EUA são
muito grandes. Posso falar enquanto artista que vive em Brooklyn, Nova Iorque. Não é fácil. Tenho a
sorte de ensinar, de proporcionar um escape para um tipo diferente de diálogo permanente. Mas
não sei o que significa a verdadeira América. Especialmente agora, quando a maioria dos
republicanos está feliz com Trump, 40% dos EUA também estão felizes com ele. Ao viver no
cosmopolitismo da costa, racial e sexualmente diversificado, não tenho qualquer relação com a
América como um todo. Acho que estou interessado nos estereótipos gerais sobre os EUA, pois é
impossível fugir deles. Especialmente por ter crescido na cidade durante os anos 80, onde os meios
de comunicação que eu consumia, por exemplo, transmitiam o projeto de democracia. Ouvi sempre
dizer que “a Rússia é um inimigo”, ou “a democracia vencerá”. Era tão banal quanto o Rocky ou o
Rambo. É simplesmente impossível retirar isso da minha identidade. Poderia eu ser outra coisa que
não um artista americano? Mas nunca me senti tão confuso com o representante escolhido pela
população. É um momento estranho para todos, especialmente agora!
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Matt Keegan: Recycle

— por Cristina Sanchez-Kozyreva

As imagens falam mais alto do que as palavras, mas o
que dizem?

 

Matt Keegan: Recycle
Contemporânea, Ed. 01-02-03, 2020
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Foi uma semana depois de Matt Keegan ter inaugurado a sua exposição
individual em Lisboa, Recycle, na Galeria Pedro Cera, a 6 de Março, que
respondeu às minhas perguntas por e-maiI, a partir da sua casa em Nova Iorque.

            “Para o trabalho incluído em “Recycle”, interessa-me menos falar da
minha experiência pessoal, e mais no modo como as imagens da cultura popular
foram usadas pela minha mãe para ensinar inglês. Os seus mais de 400 cartões
de aprendizagem apresentam imagens que funcionam como um retrato de
arquivo de uma classe média americana aspiracional nos anos 1990. Por sinal,
foi nesta altura que a classe média começou a enfraquecer. Em termos
artísticos, estou interessado na relação desta colecção com a Pictures
Generation. A minha mãe não é artista, e apesar das várias decisões criativas
envolvidas na criação dos seus cartões, eles são ferramentas empáticas para o
ensino.”

Infelizmente, a exposição não ficaria aberta por muito tempo, porque pouco
depois foi declarado o estado de emergência pelo governo português em
resposta à propagação da Covid-19. Só agora é que reabriu, e isto graças à
extensão da exposição, até ao final de Maio. Na exposição encontramos doze
trabalhos feitos entre 2007 e 2020, incluindo vídeo, colagens em papel com
guache e tinta vinílica, impressão sobre alumínio, e fotografias emolduradas.
Apesar da brancura plana da galeria e da qualidade de certo modo bidimensional
dos trabalhos, as obras são bastante invasivas, com cores intensas e uma forte
vibração. Grelhas de elementos visuais competem através da cor e de indicações
visuais, não apenas esteticamente, parecendo transportar informação, como se
diferentes conjuntos de puzzles estivessem misturados. A mais vibrante, uma
série de quatro colagens que compõem Circulatory (Meat, Quilt, Surplus, Head to
Toe, todas de 2019), consistindo cada uma de uma grelha de recortes de material
publicitário, do género que recebemos na caixa do correio das mercearias mais
próximas com todas as promoções e preços especiais. Os itens contrastam com
os fundos coloridos brilhantes, cor-de-rosa, verde, amarelo.

Keegan diz que escolhe o seu medium — colagem,
impressão sobre alumínio cortado e dobrado,
escultura e vídeo — de forma intuitiva.

Aparentemente estas colagens foram as mais rápidas de se fazer, ao passo que
os vídeos e os trabalhos em alumínio (ver abaixo) exigiram um maior planeamento
e tempo para desenvolver.
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Naquele email, Keegan referia-se ao conjunto original de cartões ESL (Inglês
como segunda língua) feitos pela sua mãe para ensinar aulas de ESL nocturnas
em Long Island, Nova Iorque, desde o início da década de 1990 até ao princípio
dos anos 2000. Keegan encontrou mais de 400 cartões num armário na casa da
sua mãe. Ela criara os cartões recortando imagens de revistas e de outros
materiais impressos de grande circulação, incluindo publicidade. Como um
professor desenvolto faria, ela usou o que tinha disponível, mas, ao mesmo
tempo, cristalizou visualmente as representações de coisas e pessoas dos media
dos anos 90, acrescentando-lhes as suas escolhas subjectivas ao associar uma
imagem encontrada a uma palavra do programa curricular. Nem todas as
associações são directamente ilustrativas, algumas talvez exijam mais
subjectividade por parte do aluno, o que não deixa de ser uma experiência normal
para qualquer pessoa que já tenha, num dado momento da sua vida, aprendido
uma língua estrangeira. Uma experiência, no entanto, ainda mais memorável para
quem o tenha feito enquanto imigrante no começo de uma nova vida — era esse
exactamente o público da mãe de Keegan. Keegan mencionou também o grupo
Pictures Generation, aludindo assim, por um lado, a uma prática artística que
revela a fabricação inerente a imagens mass media (e como contêm estereótipos
ou agendas particulares), e, por outro, o prescindir da autoria pelo artista,
encorajando talvez ainda mais uma cadeia de apropriações.

Parte da pesquisa de Keegan consiste em vasculhar por imagens na internet.
Disse que comprava revistas desde 1996 no eBay (um ano que lhe interessa
particularmente) quando encontrou o anúncio original ao leite que a sua mãe
usava para fazer um dos seus cartões. 2 Gallons of milk (2019) é um pequeno
vídeo que apresenta dois garrafões com tampas azuis e cheios de leite sobre
uma mesa e ao lado de alguns tomate-cereja. Sobre uma parede em tons de azul
suave projecta-se a luz de uma janela. No espaço da galeria, o leite torna-se o
sujeito de uma sensual natureza-morta em vídeo, com gotas de condensação
que se formam nos garrafões e que devolvem os garrafões de leite às suas vidas
passadas, uma enquanto auxílio visual para aprender inglês americano, a outra
como o sujeito de um anúncio para o American Plastic Council. Na exposição, três
outros vídeos tiveram como ponto de partida os cartões encontrados de Inglês
como Segunda Língua (todos de 2019, de 4,5 cm de comprimento), e foram
escolhidos por Keegan porque pertencem a diferentes categorias do conjunto de
cartões (embora essas categorias, como “auto/biografia”, “diversidade” ou
“natureza morta”, pareçam ter uma classificação própria). À entrada da galeria,
Ready for Work é um vídeo que recebe os visitantes com um jovem empresário
americano, bem vestido, a calçar um par de meias. Na parede do fundo da galeria
está “College Graduate”, um vídeo que retrata uma avó latina e a sua neta, que
parece ter acabado de se formar, e que inclui um bolo. Em Fellow Travelers, a
câmara de Keegan retrata, um a um, um grupo heterogéneo de passageiros do
metro de Nova Iorque e termina com uma lista escrita de rótulos. Arquetípicos,
eles são Do-Good Bluebloods (deve ser aquela senhora branca burguesa,
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elegante e austera) ou Indian Hipsters (deve ser o que usa um sari). Mas as
descrições mais crípticas da lista, aquelas que não se baseiam completamente
na etnia ou na aparência, tais como “Lingering Liberals” ou Crash-Course
Americans, fazem-nos questionar estas associações baseadas em clichés.
Touché, embora resumir os EUA (ou mesmo Nova Iorque) a leite, Wall Street,
Metro e emigrantes latinos pareça um bom início de descrição, um lugar e a sua
cultura associada têm certamente mais camadas, são mais heterogéneos e feitos
de muitas excepções.

“Tenho trabalhado de um modo interdisciplinar desde
os meus primeiros anos de faculdade”, diz Keegan.

Baseado em Brooklyn, trabalha não apenas como artista, fazendo escultura e
instalação multimédia, fotografia, vídeo e trabalhos baseados em texto, como
também escreve e edita. Dois dos seus projectos editoriais são == (igual, igual),
um projecto curatorial impresso, e North Drive Press
(http://www.northdrivepress.com/) (uma publicação anual fundada em conjunto
com a sua amiga de infância Lizzy Lee) também com múltiplos, entrevistas e
textos, e de inspiração colaborativa. As suas actividades variadas,
frequentemente de natureza colaborativa — incluindo membros da família, mãe,
pai, sobrinho… — e com ligações directas ao seu meio envolvente, fazem de
Keegan um habitante da cidade e membro participante de comunidades ao seu
redor, e, por extensão, um nova iorquino empenhado. Curiosamente, para a sua
primeira exposição em Lisboa na Galeria Pedro Cera em 2013, envolveu Helena
Cardoso, a mãe da artista e amiga Ana Cardoso, que lhe ofereceu a oportunidade
de criar uma relação específica com Lisboa:

            “Estava especialmente interessado na carreira da Helena na TAP
(viajando entre Lisboa e Nova Iorque, entre outros locais), e no seu mais recente
trabalho enquanto tradutora.”

Construindo uma espécie de ponte, sublinha o facto de que a estratégia artística
de Keegan inclui a ligação a um local e o envolvimento de pessoas próximas — e,
claro, palavras. Desta vez, embora a exposição seja uma selecção de vários dos
seus projectos, em vez de um pacote curatorialmente coeso que facilite a leitura,
Keegan consegue partilhar com o público de Lisboa algo de casa, a partir da sua
pesquisa contínua e das suas experimentações.

Três trabalhos expostos juntos enquanto uma série (todos são impressões sobre
alumínio recortado, e datam de 2020 mas referem-se ao ano de 1996 — ano em
que Clinton venceu as eleições presidenciais americanas — têm por título

Matt Keegan: Recycle
Contemporânea, Ed. 01-02-03, 2020
Cristina Sanchez-Kozyreva



Pedro Cera Rua do Patrocínio 67 E 1350–229 Lisboa
+ 351 218 162 032 info@pedrocera.com

www.pedrocera.com

Clockwise) representam artigos (frente e verso) da revista semanal nova-iorquina
Time. Clockwise (5/27/96) corresponde ao número de 27 de Maio de 1996. A
capa anuncia uma reportagem especial sobre as próximas eleições russas (Boris
Yeltsin viria a tornar-se presidente em Julho). A contracapa é um anúncio do
American Plastic Council (sabem, aqueles garrafões de leite que mencionei
antes). Clockwise (10/14/96) e Clockwise (12/30/96), respectivamente, dão
destaque às mães trabalhadoras americanas pelo seu papel crucial nas
seguintes eleições americanas da altura, e o investigador na área da SIDA, Dr.
David Ho, como o homem do ano da Time num número duplo especial. Sobre este
último, por coincidência, encontrei esta citação enquanto fazia pesquisa para
este artigo pelo então editor da Time, Philip Elmer-De Witt: “Algumas épocas são
definidas pelas suas epidemias”. Ho continuaria a ser a única pessoa da medicina
a merecer este reconhecimento até 2014, quando a revista distinguiu os
Combatentes do Ébola (veremos quem escolhem este ano). Keegan não tinha
forma de saber sobre a propagação súbita de Covid-19, mas tal como o título da
sua exposição é Recycle, o velho e o novo seguem-se continuamente um ao
outro. A linguagem evolui, mas alguns estereótipos e ideias permanecem, embora
por vezes seja útil desmontá-los ao expor as suas origens. Keegan aviva a nossa
consciência para as muitas ramificações possíveis que as imagens e as palavras
têm, e, considerando o nosso mundo saturado de informação, parece ser uma
boa competência a aperfeiçoar.

 

Matt Keegan (https://mattkeegan.info/)

Galeria Pedro Cera (https://www.pedrocera.com/exhibitions/matt-keegan-recycle/)

 

Cristina Sanchez-Kozyreva é uma autora com
experiência em relações internacionais e estratégia.
Viveu na Ásia durante 15 anos. Actualmente trabalha
e vive entre Lisboa e Hong Kong. É co-fundadora e
editora-chefe da revista de arte Pipeline, com sede
em Hong Kong (impressão 2011-2016). Contribui,
regularmente, para várias publicações na Ásia, Europa
e EUA, como Artforum, Frieze e Hyperallergic.
 
Tradução do inglês por Gonçalo Gama Pinto.
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11 Outdoor Installations to See in New York This Summer
The New York Times, June 21, 2019
Melissa Smith
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Matt Keegan, Altman Siegel, San Francisco, USA
Frieze, June-July-August, 2019
Fanny Singer
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Artforum, 2019
Andy Campbell
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Big Red & Shiny, November 28, 2017
Josh Fischer
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Contemporary Art Stavanger, 2015
Marte Danielsen Jølbo
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Matt Keegan - Altman Siegel 
Artforum, 2015
Monica Westin
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Matt Keegan: Form and Function 
Interview, September 11, 2014 
Colleen Kelsey
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Matt Keegan. Horizon 
Expresso, May 18, 2013 
Celso Martins



Pedro Cera Rua do Patrocínio 67 E 1350–229 Lisboa
+ 351 218 162 032 info@pedrocera.com

www.pedrocera.com

Federal Blue & Deep Cool Red: A Conversation with Matt Keegan 
Idiom, November 26, 2012
Zak Kitnick



Pedro Cera Rua do Patrocínio 67 E 1350–229 Lisboa
+ 351 218 162 032 info@pedrocera.com

www.pedrocera.com

Federal Blue & Deep Cool Red: A Conversation with Matt Keegan 
Idiom, November 26, 2012
Zak Kitnick



Pedro Cera Rua do Patrocínio 67 E 1350–229 Lisboa
+ 351 218 162 032 info@pedrocera.com

www.pedrocera.com

Federal Blue & Deep Cool Red: A Conversation with Matt Keegan 
Idiom, November 26, 2012
Zak Kitnick



Pedro Cera Rua do Patrocínio 67 E 1350–229 Lisboa
+ 351 218 162 032 info@pedrocera.com

www.pedrocera.com

Federal Blue & Deep Cool Red: A Conversation with Matt Keegan 
Idiom, November 26, 2012
Zak Kitnick



Pedro Cera Rua do Patrocínio 67 E 1350–229 Lisboa
+ 351 218 162 032 info@pedrocera.com

www.pedrocera.com

Matt Keegan
Visual Art Source, December 2011 
Chérie Turner
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Matt Keegan. D’Amelio Terras
Artforum, September 2011
Michael Wilson
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Matt Keegan. D’Amelio Terras - New York 
FlashArt, July-September 2011 
Alexander Ferrando
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Matt Keegan. D’Amelio Terras 
Artforum, June 2011
Corrine Fitzpatrick
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Matt Keegan
The New Yorker, May 23, 2011
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Matt Keegan, “I Apple NY”
Time Out New York, May 12-18, 2011 
Anne Doran
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Father Figure: Matt Keegan Takes on Robert Moses’s New York
Art in America, May 10, 2011
Adam O’Reilly
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Matt Keegan. Questions historical, social and political: ‘how did we get here?’ 
Frieze, May 2011
Naomi Fry
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Lost in Translation: Do you see what I read?
MAP, Winter 2010
Matt Keegan
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Matt Keegan “New Windows” 
ARTINFO, December 29, 2009 
Amber Vilas
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Shades of time: Q&A with Matt Keegan 
Pixel Vision, May 7, 2009
Johnny Ray Huston
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Time passages
The San Francisco Bay Guardian, May 6-12, 2009 
Johnny Ray Huston
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Young Artists, Caught in the Act
The New York Times, April 10, 2009
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Matt Keegan in New York 
ARTINFO, March 6, 2009 
Sarah Douglas
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Matt Keegan in New York 
Art+Auction, March 6, 2009 
Sarah Douglas
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Matt Keegan 
ArtReview, March 2008 
Shamim M. Momin
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Matt Keegan. D’Amelio Terras
Modern Painters, December 2007-January 2008 
Nuit Banai
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Matt Keegan. New York
Art Papers, November/December 2007 
Erin Shirreff
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Matt Keegan. Jedediah Caeser
The New York Times, September 7, 2007 
Roberta Smith
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Artists at Work: Matt Keegan 
Afterall, June 2007
Audrey Chan
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Leslie Hewitt and Matt Keegan
Time Out New York, June 29-July 5, 2006 
Martha Schwendener


