For the last ten years New York-based artist Rosemarie Fiore has been making orchestrated experiments using machines and the forces of physics. Painting, Performance, Machines is the first survey exhibition of this period, revealing an artist of action who is not afraid to ask “what if” and do it, even if it involves 60-foot amusement park rides or souped-up lawn mowers as “brushes.” In April 2008, SSG Director Leah Stoddard asked Fiore (who also happens to have a BFA from the University of Virginia) to reveal the roots of her machine collaborations and her continued interest in performance and documentation.

LS: When did you first use machines to make your work and why?

RF: During my first year in grad school at the Art Institute of Chicago (1998-99) I used common machines and motors in my work to create kinetic motion-activated sculptures and installations. I was casting the machine parts and manipulating the molds in the second year. The summer after graduating, I was given a residency at Skowhegan, Maine. At that time I was becoming less and less interested in the actual machine itself as an art object and more interested in its movements, its function and purpose, and my relationship to it. 

At Skowhegan, I spent a lot of time sitting and thinking in my Subaru. This was primarily because my car was a private space where I felt creative and alone. I sketched, contemplated the landscape, and read the car manual. I thought about the mechanics of the car, what made it go and how similar it was to the human body. I started exploring its surface by making rubbings of its engine and its body. I ran over frescoed panels with its wheels and I painted using its rear wiper. I wanted to understand what kind of

marks it could make and how far they could be manipulated. 

LS: Why were you interested in collaborating with machines? Is it something about the indirect nature, or that there is an element of control but also chance?

RF: Machines are rigid. They do what we designed them to do over and over again until they break down or are replaced. Even though they are limited, they dictate our decisions to some degree. For me, the challenge in collaborating with machines is to find ways to guide, harness, and ultimately transform their expected and repetitive movements into interesting imagery. Each type of machine has a specific movement and produces a specific and unique signature mark. I try to respect that mark. Depending on the machine, I can alter those marks to various degrees through my interventions. It is within this confine that I am able to explore the relationship between control and chance. 

LS: Documentation of the process of making or the "action of making" seems key to your work. Why are you so interested in documenting the process, and when did video start to play a role in your work, to the point where some of the documentations, such as for The Gulf Stream, appear as standalone works themselves?

RF: I am interested in process, for it is through process that I am able to connect to a deeper meaning in my artwork. I use video as a vehicle to record some of my artmaking experiences. To me, all my videos can standalone, and the actual painting serves as evidence of the video. You can see that something occurred on its surface but you are not sure what it was until you view the video.

In conjunction with Second Street’s exhibition is a show of new work by Fiore at Les Yeux du Monde, featuring an edition of twenty oil paintings called View from Clear Creek, inspired by the Bob Ross TV series The Joy of Painting.

