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LM: I’m so angry at the 
moment. Women are constantly 
fending stuff off: it’s a fight, 
and it’s consuming every bit 
of me. When I go into the 
studio, it’s the only thing I can 
think about. I read a quote by 
Louise Bourgeois the other 
day that I love: ‘To be an artist 
is a guarantee to your fellow 
humans that the wear and tear 
of living will not let you become 
a murderer.’

PL: Do you feel that you’ve 
been able to channel your anger 
about events in your past in a 
productive way?

LM: It’s tough to work with, 
certainly, and is emotionally 
draining. There is an aspect 
of exorcising something. I’ve 
always said ‘I make personal 
work’, but now I look back on 
it and think, it really wasn’t. 
This is personal. I got to a point 
where I was quite conscious 
of the need for my work to be 
palatable to men, and now I 
don’t give a flying f**k about 
that. 

PL: I’ve been thinking of the 
voice in the audio being that 
of a younger you, but then the 
sculptural pieces come from 
an older you who has seen and 
absorbed more. Does that ring 
true?

LM: Definitely. There are two 
voices in the space. The voice 
of memory is quite plain, but 
then the sculptures are me 
revisiting the same memory, 
but with the benefit of 
hindsight. The images in the 
ceramics are the monsters 
that the past images have 
grown into. With this man I’d 
met on holiday, I thought I 
was experiencing a summer 
romance, but it escalated into 
something I wasn’t mentally 
prepared for. It was a real 
shock. I thought there was 
something wrong with me, but 
now I can see that I was just a 
body, in a situation. That’s why 
there are all these dismembered 
body parts in the show, it’s 
about the disassociation that 
happens in these moments as 
a means of self preservation. 
I wanted them to be like hollow 
vessels. There is something 
scary about seeing the shell of 

a person. It also relates to the 
objectification that women all 
experience – being seen as just 
legs, or tits. 

PL: I’m interested in the way 
you navigate between the 
stylised and naturalistic. It’s 
trickier with bodies, perhaps, 
whereas products, like Malibu 
bottles or Terry’s Chocolate 
Oranges, already have a 
recognisable form.

LM: With this group of works, 
those recognisable bits are 
where the humour is, but then 
the severed body parts subvert 
it into the Gothic. Gothic as a 
genre is not horror; it’s more 
the telling of harrowing tales 
with a sumptuousness and 
seduction. There’s definitely a 
brutal darkness in the mise-
en-scène I’ve created, but it’s 
not gory. Even with the head 
on a platter, you don’t need 
the blood. The viewers can be 
the soft bodies as they move 
around the space, looking at 
these trophies.

PL: The head on the platter 
feels like a centrepiece. It’s 
brimming with literary and art 
historical allusions.

LM: The dismembered head 
(You’re So Vain I Bet You Think 
This Sculpture’s About You) was 
inspired in part by the poem 
‘Salome’ by Carol Ann Duffy. 
She juxtaposes this ancient 
tale [of a dangerous female 
seductress who demanded, and 
received, the head of John the 
Baptist] with a story of cigs, 
booze and one-night stands. 
I first read it when studying 
GCSEs, and was captivated 
by the horrible grittiness, and 
surprised that a woman could 
write like that. It was a voice I 
could use. But also, like at any 
good buffet, there needs to be 
a centrepiece to an exhibition; 
the prize pig so to speak. 

PL: You’re setting out the space 
so the viewer enters a theatrical 
scene. Why this structure?

LM: It stems from an acute 
sense of horror vacui – of never 
feeling satisfied. The level of 
simulacra in places like London 
Dungeon, where you’re utterly 
immersed, has strange parallels 

with different cultural sites, 
such as Charleston in Sussex 
[the home of artists Vanessa 
Bell and Duncan Grant]. It’s 
about suspending disbelief. My 
work is, of course, based on 
very personal stories, and the 
way I learned to talk about how 
I feel was by trying to find visual 
metaphors to describe this pain. 
But if you’re trying to convey 
to someone what an intangible 
disease like depression feels 
like using language, you’ll 
usually just hit a brick wall. It’s 
the impossibility of trying to 
explain something abstract to 
someone that they can never 
fully understand. That’s the 
type of emotional environment 
I aim to create, even if it has 
jovial aspects.

PL: You’re collaborating with 
people on certain aspects of 
the installation. Can you talk 
a bit about how and why you 
wanted to do this?

LM: I often find making very 
lonely. It just feels better to 
forfeit the ego of the singular 
artist to create a democratic 
voice. Many hands are 
wonderful. For Invites, my mum 
and I are making a restaurant 
wall painting together. I’m also 
collaborating on a sculpture 
with artist Paloma Proudfoot. 
The idea for this show came 
from Paloma and me seeing 
a Jane Norman bag and both 
having a powerful reaction to 
this object. It’s the bag that 
all the horrible girls at school 
had their PE kit in. We decided 
that one of us would make the 
bag, and the other would make 
something really lubricious 
sliding out of it, which Paloma 
has done with these beautiful 
eels.

PL: You’ve also curated and 
organised many shows and 
events by other artists.

LM: One of the things I love 
the most is bringing people 
together, which is a cliché, but I 
love seeing people have a good 
time. When I had depression I 
couldn’t get out of bed, and I 
remember thinking, ‘If I do ever 
get to move again, I’m not going 
to waste it.’ When you’re devoid 
of every bit of joy, daily life 
occurrences are what you strive 

for, and regaining them makes 
everything seem delicious. I 
think banality and boredom are 
such wonderful sensations.

PL: The ongoing exploration of 
taste and class in your work is 
not ironic, then? 

LM: So many people strive 
for this hierarchy of culture, 
where you learn more and 
know more – and I obviously 
want to learn too – but when 
your everyday treasure is 
thinking ‘I’m OK today!’, then 
a connection to the simple 
things is just as important. My 
work is a lot about privilege. I’m 
more interested in the desire 
to be cultured than in actually 
being cultured. If you’re doing 
something from the heart, that 
comes from what you know, 
someone can’t really say to you, 
‘That’s not right.’ They’ll call 
you vain or self-absorbed, but 
they can’t tell you that’s not a 
truth that you know.

PL: How important has the 
discovery of working in 
ceramics been for you? 

LM: When I was at art school in 
Sheffield, the trend was subtle 
sculpture. I tried it, but it was 
like trying on a hat that didn’t 
fit. Then I started taking Prozac 
during my second year of uni, 
and everything just went into 
Technicolor. I found a lump of 
clay, and I could put everything 
together in it. That was air-
drying: the firing and glazes 
came later, at the RCA. Working 
with clay is incredibly cathartic. 
I’ve got an upcoming project 
at The Turnpike, Leigh, where 
I’ve combined the two parts 
of the award – an exhibition 
and designing workshops with 
disadvantaged youngsters – 
into one. I’m inviting artists 
to work collectively with the 
young people, all on the same 
terms, and their joint work 
will be exhibited. It’s like my 
overall approach to art – make 
it generous and give everyone 
who is part of it something 
great.

Reverse: Still Life at Plaza, 2018 
(detail). Gouache and oil pastels 
on paper. Courtesy of the artist.
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Paul Luckraft: Can I start by 
asking about the particular 
memory that anchors the 
show? How long have you been 
considering making a work 
about it?

Lindsey Mendick: Soon after 
my Royal College of Art degree 
show last summer, I had this 
idea. Suddenly art changed for 
me from being something that 
seemed so free to something 
almost slimy, where you were 
a product. This sensation 
wasn’t completely new; it 
collided with a déjà vu feeling 
of being ‘perfectly ripe’ – being 
discovered and coming of age. 
One day, on the Tube, I returned 
to a memory from a family 
holiday, and it was almost like 
automatic writing – it came out 
succinct and definitive

PL: The text doesn’t read as a 
diatribe. 

LM: This looming shadow of a 
person who took advantage of 
me is something that comes 
back to me all the time. He was 
a man and I was a child. But I’m 
also interested in stripping back 
emotion. There was a degree 
of stripping back verbosity. I 
wanted to take out the self-
consciousness.

PL: Is a directness central to all 
of your work?

LM: Yes, well, I guess I don’t 
really understand nuance! 
Maybe that stems from 
my family environment, 
and wanting to be able to 
communicate with my father, 
who’s a Daily Mail reader and 
thinks culture is pompous. 
When you write something 
that is very evocative of a 
time and place, it cuts through 
emotionally. Deborah Levy’s 
novel Hot Milk (2016) was a big 
influence on me, full of plain 
voices, where people are messy 
and complicated.

PL: Your mention of ‘plain’ is 
interesting. What is going on 
in your work is a long way from 
simple, either in emotional 
register or the production 
process. But this new body of 
work does feel more pointed, 
more aggressive, than the RCA 
show.

PERFECTLY
RIPE


