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CONTRIBUTORS  // FEBRUARY

Farzin is a Ph.D. 
candidate at the CUNY 
Graduate Center, where 
she’s researching the 
books and performances 
of Guy de Cointet, taking 
a broader interest in the 
intersection of language-
based art of the 1960s and 
’70s with performance. 
She recently co-edited 
13 Most Wanted Men 
with Larissa Harris, an 
accompaniment to the 
Queens Museum’s recent 
Warhol exhibition. On 
page 70 she reviews the 
Guggenheim’s survey  
of the German movement 

major museum show in 
the U.S.,” Farzin notes, 
“so I was very curious 
to see all the work at 
once, as well as how the 
Guggenheim dealt with 
their collaborations  
and collective work.”

“‘Countdown  
to Tomorrow’  
is an ambitious  
and informative 
exhibition, and 
sometimes—
perhaps inad-
vertently—a  
very funny one.”

Media Farzin

The performing arts 
editor at  
Blouinartinfo.com,  
where he writes about 

on various music  
projects, including an 
electronic-music album 
based on samples from 
Vin Diesel movies. On 
page 19 he considers the 
artist Eric Baudelaire’s 

Letters to Max,  
a collaboration with 
Maxim Gvinjia, former 
foreign minister of 
Abkhazia, a country  
not recognized by the  
United Nations.

Craig Hubert 

“What emerges  
is a playful 
rumination on 
what it means  
to be invisible,  
to live a life of 
nonfiction in a 
fictitious world.”

A writer and editor in 
visual art and perfor-
mance, Piejko is the New 
York correspondent  
for Flash Art and editor 
of Performa magazine. 
She introduces the young 
Israeli artist Tamar 

encountered her work 
in Performa 11,” says 
Piejko. “She did a really 
dynamic piece in the 
middle of a construction 
site in Red Hook, and I’ve 
continued to encounter 
her work quite a bit in 
the last couple of years.”

“I love seeing  
how Ettun uses  
dancers, or 
‘movers,’ to 
illustrate how  
quiet movement 
can be, and  
how animated 
objects are.”

Jennifer PiejkoWendy White

An artist living in New 
York City, White has 
exhibited at LACMA; 
the Royal Swedish 
Academy, Stockholm; the 
Indianapolis Museum 
of Contemporary Art; 
and Kunstverein Rosa-
Luxemburg-Platz, Berlin, 
in addition to numerous 
galleries in the U.S.  
and Europe. Her portfolio 
12th Man, on page 57, 
collages images of recent 
paintings and related 
thematic material. A 
show of the same name 
will be on view at David 
Castillo Gallery in Miami 
beginning February 13.

“12th Man explores 
athletic prowess, 
sports moments, 
machismo,  
and winning via 
iconic sports 
photography, 
residential  
textiles, and the 
man cave.”

Based in Los Angeles, 
Slenske is a contributing 
editor at Modern Painters. 

white-hot Danish artist 
Kasper Sonne: “Two years 
ago, Sonne was making 
paintings in Dustin 
Yellin’s backyard or atop  
a friend’s Chinatown roof,” 
he says. “But we met at 
his current Greenpoint 
studio—a 2,500-square-
foot loft space with a new 
spray booth, a gallery 

will cover fellow Angeleno 
Scott Benzel’s upcoming 
desert happening  
outside Palm Springs.

“Sonne has a 
measured  
approach to  
the insanity 
surrounding him, 
which is interesting 
because he’s 
been making  
and showing  
solid work for a 
dozen years.”

Michael Slenske 
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THE UNTITLED FAIR

Nicholas Callaway

DOM PERIGNON 
PARTY AT THE WALL
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LAWRENCE ABU HAMDAN
NEWSMAKER

TRENDS // SNEAK PEEKS // NEWSMAKERS // PORTFOLIO
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BORN IN JORDAN and currently 
working between London and Bei-
rut, Abu Hamdan is an artist 
whose practice revolves around 
sound, technology, and place. 
He’s included in the New Museum 
Triennial, opening in New York 
this month, and he has also been 
tapped by the 2015 Armory Show 
as its commissioned artist. For 
the latter project, he’s meeting 
with MIT scientists who are explor-
ing ways in which audio can be 
extracted from video clips that 
visually record the vibrations of 
sound waves on common objects. 
Modern Painters executive 
editor Scott Indrisek spoke with 
him about his recent research. 

SCOTT INDRISEK: As part of 
the Triennial, you’ll be showing 
works from your “Tape Echo” 
project. Tell me a bit about that.
LAWRENCE ABU HAMDAN: 
It began during a residency with 
Beirut—an art space in Cairo—
and questioned noise pollution 
and hearing damage within a spe-

one of the world’s noisiest cities. 
When I got there, I brought all the 
questions I typically ask myself 

we being heard, and what is our 

suffer from tinnitus. The city is so 
loud that it causes hearing dam-

age, this ringing in the ears. It’s 

But there’s an interesting moment 
where religious speech comes into 
it; that was the next phase of the 
project, looking at how people 
battle the volume of the city, how 

it. The loudspeaker culture is very 
particular—in order to make a 
space amid the din, people produce 
their own sonic environments. 
And people often listen to reli-
gious sermons, they want a sound 
that does them good, so they 

cleansing for the ear canal. On a 
Friday, you have every mosque 
broadcasting into the streets, the 

voices giving out ethical advice.
SI: Is there competition among the 
mosques to amplify the loudest?
LAH: I’m sure there is. You can 

cassettes at secondhand stores, 
warping in the sun. Often what 

the title on the cassette. There’s 
a lot of overdubbing. Tape never 
deletes its content; it overlays and 
reorganizes magnetic particles. 
I produced these microscopic scans 
of cassette tapes for the project 
because I was inspired by artist 
Susan Schuppli’s work using 
the analysis of Nixon’s Watergate 
audio recordings—if you remember, 

Lawrence Abu Hamdan 
performing Contra-
Diction—Speech Against 
Itself at Cornerhouse 
Manchester, 2014.

http://worldmags.net/
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he had this 18½-minute silent gap 
in his archive. With the Cairo 
cassettes, sometimes the remnant 
of a previous recording later  
pops through; those layers remain. 
They’re interesting as a kind of 
archaeological site.

For “The All-Hearing” [a 
component of “Tape Echo”], I 
approached some sheikhs and 
asked if they would be interested 
in talking about noise pollution  
for their Friday sermon—and 
having that sermon broadcast, at 
an extremely loud volume, into  
the street. It produced not an irony 
but a continuity. The form and 
the content became continuous. 
And also like many of my works, 
the project exists on different 
registers. Sometimes my research 
can be made into videos for  
human rights advocacy, and then 
that same research is developed 
into exhibitable projects. The 
works are not just in one world but 
are hopefully rippling into others.
SI: Where did your initial interest 
in the politics of sound come from?
LAH: I was doing DIY music with 
my band, Cleckhuddersfax. The 
great thing about DIY culture is 
that it exists in order to avoid all 
the traps of the music industry.  
It led me into thinking about how 
to construct audible environments 
and the politics therein. And  
then looking at listening and how 
it functions in society and the law, 

in terms of surveillance and in 
courtrooms—the performance of 
legal “hearings,” as they’re  
called. From there, I developed  
an interest in expert listeners, 
people called into court to  
provide forensic audio evidence. 
SI: Many of your projects involve 
sound as a type of evidence, 
something to interrogate. 
LAH: All evidence is slippery. 
Sound, and especially voice, is  
one of the slipperiest entities,  
and this is also why I’m attracted 
to it. It’s a contagious substance,  
and the way we talk to each other 
differs based on the context.  
The voice we adopt is dependent 
on our interlocutor. This whole 
idea of a contagiousness and mim-
icry means the voice is always 
multiple in its position on truth. 
This is also why I’m interested  
in the fact that, for the law,  
the voice still remains the main 
space for truth emission. In  
that sense, a lot of my work has 
been to contest things where  
the voice has been used as evi-
dence. In  
or The Freedom of Speech Itself, 
I looked at how asylum seekers 
have their accent analyzed to see 
if it correlates with their place 
of national origin. I had an in-
teresting relationship with a lot 
of the experts I met. Often I was 
judging them, but also learning 
from them. Those people listen in 

more radical ways than other peo-
ple. One of the forensic listeners 
told me that he spent three days 
listening to one word from a police 
interrogation tape. That kind  
of listening is more radical than  
anything going on in New York  
in the ’70s! It brings sound  
back to its materiality, a formal 
thing that can be dissected.
SI: What led you to the research 
being done at MIT, which is 
the basis for your upcoming 
commission for the Armory Show?
LAH: I am still developing my 
ideas, but it will be a presentation 
of the ways in which I am think-
ing about sound as material  
presence, and the sonic footprints 
in the world. I am currently  
very inspired by the MIT Visual 
Microphone Project. Sound has 
material residue, it has so  
much to do with our bodies and  
the way we propel air, and  
then, of course, it lands on objects.  
And one of the interesting  
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things about their experiments is 
the way they revolve around trash 
and detritus, like potato-chip 
packets or chocolate wrappers, all 
the things we discard. In its  
early form, my project is about  
the form those objects take,  
and about objects that work as 
reliable witnesses and absorbers 
of speech, and other objects  
that don’t. It has to do with the 

objects tend to be the best visual 
microphones. They’re playing 
“Mary Had a Little Lamb” at these 
objects, at a potato-chip packet. 

sound that Edison ever spoke  

ever to be reproduced. They’re  

ways in which people were think-
ing about storing sound. The  
way in which Edison’s voice could 
be scratched into a phonograph 
cylinder is very similar to the  
way in which our voices, beyond  
our frame of perceptibility, are  
bouncing off potato-chip bags and 
chocolate wrappers. It returns  
us to this very material way of 
thinking about sound. I’m also 
thinking about the disclaimer as  
a speech act. The disclaimer has  
an interesting formal presence  
in the U.S., like in pharmaceutical 
commercials with their lists of 
side effects. I want to construct 
my own personal disclaimer  
for these objects that may  
be listening to us, something  
between when a call center  
tells you they’re going to record 
you for training and quality  
purposes and the Fifth Amend-
ment right to remain silent.  MP 

Lawrence Abu Hamdan
ABOVE:  

Detail from Conflicted Phonemes, 2012.

BELOW:

Still from The All Hearing, 2014.
Digital video, 12 min. 42 sec.

NEWSMAKER
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“I HAVE NO IDEA how or why my letter arrived,” artist Eric Baudelaire
says by way of introduction in the notes to his latest project, a collabora-
tion with Maxim Gvinjia, former foreign minister of Abkhazia. Letters 
to Max, 2014, which will screen at New York’s Museum of Modern Art 
on February 23, is structured around a conversation between the two 
that should never have happened. Baudelaire sent off a letter to Gvinjia, 
expecting it to bounce right back, since Abkhazia technically doesn’t  

exist—it’s an autonomous state that 
separated from Georgia in 1992 follow- 
ing the collapse of the Soviet Union 
and is not recognized by the United Na-
tions, its status in limbo. A few months 
later, Gvinjia responded via e-mail, 

would write to his new friend, who 
would then record his responses and 
send them back, creating the narration 

What emerges is a playful rumination on what it 

questions and then responds, often with startlingly 
 

vision of his unknowable country through images of its landscape  
and his family, both of which are slipping from his grasp. Thinking  

Baudelaire created “The Succession Sessions,” of which Letters to  
Max
Kunsthall in Norway in 2014 and included panel discussions and a  

fragmented form at MOMA.  —CRAIG HUBERT

Eric Baudelaire
Still from Letters  
to Max, 2014.  
HD video, 103 min.

FILM

THIS MUST BE NO PLACE
Writing to Abkhazia

“THE PRODUCERS DIDN’T like 
it, the director didn’t like it,  
and most of the actors 
who were part of the initial 
workshop production  
didn’t like it. As for myself, 
I wasn’t sure,” says Sheila 

Heti, reflecting on the early days of her  
play, All Our Happy Days Are Stupid, which 
gets its New York debut February 16 though 
28 at the Kitchen. Heti, a Canadian writer 
best known for her semiautobiographical 
novel, How Should a Person Be?, is perhaps 
waxing self-deprecatory, but it’s true that 
nothing has been easy for this production, 
which was initially commissioned and 
conceived in 2001. (It finally reached  
the stage at Toronto’s Videofag in the fall 
of 2014.) The play, whose plot revolves 
around two families on vacation in Paris 
and an ensuing series of calamities, is “not 
realism—not an imitation of life—but a kind 
of joke on life or about it,” Heti says. “It’s 
obviously a sad play, too. But funny, I think.”

The drama is accented with songs 
written by Dan Bejar, of the bands 
Destroyer and the New Pornographers, 
whom Heti met via her ex-husband, writer  
Carl Wilson. Fans will recognize a few 
of the tracks: Due to the play’s long 
gestation, Bejar released some of them  
on his 2004 album, Your Blues. “The songs  
are like dreams dreamed by the play  
itself,” Heti explains. “They don’t come 
from any particular character, and their 
relationship to the play isn’t linear.”

Speaking of characters: Heti’s play 
has more than a few, another reason that 
it took more than a decade for the  
work to find a life on the stage. “Most 
plays have only a handful of actors 
because actors are expensive,” she says. 
“I think my play has about 20 parts. 
That’s what happens when you’re used 
to writing fiction. You forget the practical 
details. It doesn’t cost any more to 
publish a book with 30 characters than  
a book with three.”  —SCOTT INDRISEK

A /V LAB

HAPPY, STUPID, 
DIFFICULT
Sheila Heti’s long  
journey to the stage
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ON OUR RADAR

GERARD & KELLY

Installation view  
of “Gerard & Kelly: 

P.O.L.E.” at the New 
Museum during an 

“open pole” session in 
the fall of 2014, with 

Ryan Kelly on  
the pole in back.

PARTNERS IN ART and life, Brennan Gerard and Ryan Kelly  
have been collaborating since 2003 in the creation of 
performances and installations about intimacy, movement, and 
memory. Both have dance backgrounds: Kelly was a member  
of the New York City Ballet for four years, and Gerard worked 
with the postmodern Judson Dance Theater’s Simone Forti.  
Their oeuvre is notable not only for their elegance and rigor, but 
also for their queer perspective. This month, the duo present  
an 11-day exhibition, opening February 4, in the lobby gallery 
of the New Museum in New York, where they’ve been fall 
2014 R&D season artists in residence. “We were thinking about 
the kinds of frameworks by which we approach making art,” 
Kelly explains. “At the same time we were interested in pole 
dancing—what it is and how it has been appropriated by 
different kinds of communities, specifically feminist and queer 
communities.” Their six months of research culminates in  
a show titled “P.O.L.E. (People, Objects, Language, Exchange),” 
which will include object-based and performance elements—
and, yes, a pole—and will also involve displacing the translucent 
drop ceiling panels onto the gallery’s glass walls, shadowing  
the action inside while opening up the skylight view.

As part of their residency (organized by Johanna Burton, the 
New Museum’s director and curator of education and public 

engagement), Gerard & Kelly filled the museum’s fifth floor from 
October through late January with artworks and events. These 
included invitation-only pole-dancing classes and “In Bed With” 
conversations featuring such figures as artist Andrea Fraser. 
Museumgoers freestyled on the pole, and some even taught the 
artists a thing or two. Kelly describes a female visitor who  
went to the museum instead of to her weekly pole-dancing class; 
she demonstrated the proper inner thigh technique. “She starts 
giving me this training where I’m wrapping my legs around  
the pole on the floor and squeezing my ass so I can get it off the 
floor,” Kelly says. “It was the weirdest exchange.” Complementing 
these events was Reverberations, a score performed by the New 
Museum’s R&D fellow Lauren Bakst, composed of gestures and  
movements witnessed during the preceding months of program-
ming. Gerard says the collaborative score arose from a question 
that the artist duo continue to mine: “How do we remember  
and how can we subjectivize the process of documentation?”

Looking forward, Gerard & Kelly will parlay their research  
on movement and space into an installation in Los Angeles  
that examines “queer repatternings of domestic life” as part  
of “Modern Living,” a two-venue exhibition held between 
Schindler House in L.A. and Philip Johnson’s Glass House in 
New Canaan, Connecticut.  —WENDY VOGEL N
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FOR A PAIR of shows opening this month, 
Analia Saban has been thinking about 
paint’s chemical materiality, domestic design, 

 
Tanya Bonakdar Gallery from February 19  

 
“Paintings,” of a sort, made using photographs 
of paint cans taken in a New Orleans supply  
storage depot. Saban snaps the images, which 
she then has a New York lab print in large 
scale. As soon as the photographs are ready, 
she rushes them to her Hell’s Kitchen studio, 
where she pours boiling water on the surface, 
then wields an X-Acto knife to scrape and 
excise bits of the image. Afterward, she uses 
these colorful scraps to form spare collages  
on canvas, shown along with the original (now  
defaced) photographs. Most of Saban’s new  
works are similarly about the ways in which  
things can change form, like “construction  
materials that have been stored forever in your 
grandpa’s backyard, which are disintegrating 
over time.” A series of sculptures destined  

 
hanging on a clothesline in that aforementioned 

and re-formed lengths of marble over wooden 
sawhorses as if they were towels. (“It’s been 

 
object,” Saban says, noting that she has made 
similar works using concrete.) She’s also 

PROCESS

Analia Saban folds marble, scrapes photos, stretches a couch 
BACKYARDS AND LIVING ROOMS

working on a photographic collage made of 
high-resolution scans of paint chips provided 
by the conservation department of the Getty 
Museum. These images enlarged from speck-
size sources—culled from works by Leonardo 
da Vinci and Roy Lichtenstein, among oth-
ers—got her thinking about the physicality 
of paint itself, and the ways in which its 
production has changed over time. “Pigment 
once came from glass or eggshells,” Saban 
notes. “People were grinding anything they 
had and making colors. Sometimes now I 

At “Interiors,” her Sprüth Magers show 
opening February 27 in London, Saban  

setting and present works that, 
she says, rest on the line  
between art and interior design. 
The centerpiece is a sculpture 
that is both a marvel of formal 
cohesiveness and a damn good 
joke, a hybrid of a painting and 

-
ing uses of common materials 
while clearly lampooning  

 
a masterpiece that matches their 
sofa. Saban commissioned an 
upholstery company to cover a 
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custom-made couch in linen, asking them 
to leave a long length of unstretched fabric 
at the top. When the furniture arrived at  
her studio, she pulled and stapled the excess 
linen over stretcher bars, generating a  
blank, unprimed “painting” that rests atop 

humorously and concisely pokes at the very 
 

 

 
does wonder if a collector might end up using 
the sculpture as furniture. “And if you sit  

 
 she wonders. “Do you call the dry cleaner, or 

—SI

“Why is the painting 
so important,  
while the sofa has a 
different value?”

Analia Saban
ABOVE:

Draped Marble (Rosso Levanto), 2014.
Wood, marble mounted on steel,
33 x 36 x 19½ in.

LEFT:  

Claim (from Chesterfield Sofa), 2014.  
Linen canvas on stretcher bars and sofa 
structure, 124 x 96 x 49 in. 

http://worldmags.net/
http://worldmags.net/


http://worldmags.net/
http://worldmags.net/


C
LO

C
K

W
IS

E
 F

R
O

M
 T

O
P

 L
E

F
T:

 K
A

TR
IN

 S
IG

U
R

D
A

R
D

O
TT

IR
 A

N
D

 I
N

G
U

N
N

 W
E

R
N

E
R

S
D

O
TT

IR
; 

M
A

X
 M

C
C

LU
R

E
, 

P
A

TR
IC

K
 S

TA
FF

, 
A

N
D

 C
H

IS
E

N
H

A
LE

 G
A

LL
E

R
Y

; 
LY

N
D

A
 B

E
N

G
LI

S
 A

N
D

 C
H

E
IM

 &
 R

E
A

D

PORTFOLIO  // TRENDS // SNEAK PEEKS // NEWSMAKERS

CAMBRIDGE, MASSACHUSETTS
 1  For her solo exhibition at the MIT List 
Visual Arts Center opening February 13, 
Icelandic artist Katrin Sigurdardottir presents 
two bodies of work: “Ellefu” and “Unbuilt 
Residences in Reykjavík, 1925–1930.” The 
former consists of intricate miniature  
re-creations of the interior structure of the 
artist’s childhood home in Reykjavík;  
the structures on the gallery floors are models 
based on architectural drafts that reference 
only sketches she made on site. Through  
“Unbuilt Residences,” Sigurdardottir continues 
to question the inevitable convergence  
of memory and accuracy in recollecting the 
past: Using unexecuted housing plans from 
the city’s archives she constructs models, 
which she destroys and then rebuilds. Unbuilt 
2-Bjarni Jónsson Residence, Sóleyjargata 13, 
1925—Architect: Einar Erlendsson, 2008,  
is the reconstructed wreckage of a model 
made from cast Hydrocal, demolished by 
being thrown off the roof of the artist’s Long 
Island City studio.

LONDON
 2  Premiering at Chisenhale Gallery 
on February 20, London-based artist 
Patrick Staff’s new film installation, The 
Foundation, focuses on queer exchange, 
particularly as it occurs between different 
generations. Shot between a set that  
Staff built and the Tom of Finland Foundation  
in Los Angeles, where the artist spent 
several years doing research—situating  
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the film within an archive tracing the 
history of gay men and homoeroticism in 
20th-century art—the work presents  
Staff’s research through semiautobio-
graphical choreography and performance.

WEST YORKSHIRE
 3  “It’s hard to believe that this exhibi-
tion will be Lynda Benglis’s first museum 
show in the U.K.,” says chief curator Andrew 
Bonacina. On view through July 5, the 
Hepworth Wakefield will showcase some  
60 works created by the feminist artist  
since 1968, including early latex poured 
paintings, metal sculptures, installations,  
and videos. Bonacina adds that the show 
coincides with the 40th anniversary of  
her infamous “Centerfold” image, which 
shows Benglis nude and holding a dildo. 
“You can see Benglis’s influence in the work 
of artists from Alice Channer and Jessica 
Jackson Hutchins to Sterling Ruby in his 
exuberant use of materials,” Bonacina adds, 
citing Benglis’s early interest in craft media 
like ceramic and glass. “She’s becoming 
relevant to a generation that continues  
to explore ideas of process and materiality in 
the context of an increasingly digital world.” 

MEXICO CITY
 4  Trained as an architect, Gabriel de la 
Mora works at the intersection of painting, 

drawing, and sculpture, combining an 
interest in modernist abstraction with an 
autobiographical element that stems, in  
part, from his own accumulation of found 
objects, photographs, and documents.  
An exhibition of new work opens February 5 
at Galería OMR, coinciding with the  
Zona Maco fair, for which de la Mora will 
premiere “El peso del pensamiento,” a series 
of works made from discarded shoe soles.

BEIJING
 5  “Liu Wei serves as a transitional figure 
between the more overtly political and  
social concerns of the 1980s and ’90s Chinese 
avant-garde and the formal investments  
of the millennial generation,” explains Philip 
Tinari, director of the Ullens Center for 
Contemporary Art. “Colors,” the painter 
and sculptor’s largest institutional show to 
date, runs through April 13 at UCCA. “Since 

Liu Wei began working at a time when 
claiming space for exhibitions was in itself 
a subversive act, his work has retained 
an element of disturbance—it gets in the 
viewer’s way, with an aggressiveness  
that is conditioned by the larger situation.”

MOSCOW
“It is important that Russia think of itself 
as part of a larger cultural discourse— 
that notion really hasn’t been tackled through 
exhibitions so far,” says Snejana Krasteva, 
one of the curators of “Grammar of Freedom/5 
Lessons: Works from the Arteast 2000+ 
Collection,” on view at the Garage Museum 
of Contemporary Art beginning February 6. 
The Arteast 2000+ Collection focuses on 
works by Eastern European neo-avant-garde 
artists and on introducing their work to a 
broader audience. Conceptual and perfor-
mance-based practices reign supreme, as 
with Sanja Iveković                           ’s 1979 Triangle 2000+ 6 , 
a performative action executed by the artist 
during a visit to Zagreb by President Tito.

NEW YORK
Taking as its title the palindromic refrain 
“No melon no lemon,” endless repetition  
is the name of the game in Swiss artist  
Claudia Comte’s first solo exhibition in the 
United States, opening at Gladstone Gallery 
on January 28. The site-specific installa-
tion combines acid-hued painting, plinths 
nearing 20 feet, and the artist’s signature 
chainsaw-carved wooden sculptures, creat-
ing a fantastical environment that oscillates 
between rhythm and disruption. 

4

5

6
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After more than 16 years 
as curator of modern and 
contemporary art at the 
Virginia Museum of Fine 
Arts, John B. Ravenal 
went north in January 
to take on the role of 
executive director at the 
deCordova Sculpture 
Park and Museum in 

Lincoln, Massachusetts. 
“I had known the institu-
tion for much of my life,” 
says Ravenal. “Part of 
my job at VMFA included 
active engagement with 
modern and contemporary 
sculpture, including 
outdoor exhibitions and 
commissions, and I was 
attracted anew to the 
deCordova by its ambition 
to be one of the best 
sculpture parks in the 
country.” Goals for the 
immediate future include 
improving the grounds, 
attracting more visitors, 
and increasing national 
attention for the park. 
“Everyone there seems 
eager to follow through 
on this vision, and I’m 
excited about working 
with them to make this 
happen,” Ravenal says. C
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Sculpting a Future

INS
OUTS

It’s no secret 
that the nearly 
two-decade-old 
Lehmann Maupin 
harbors serious 
goals for expansion: 
Originally located 
in New York’s SoHo, 
the gallery has since 
moved to Chelsea 
and added locations 

on the Lower East Side and in Hong Kong. 
Now they’re relocating from West 26th Street 
to a new, larger space on nearby West 22nd 
Street. “Since we moved to Chelsea in 2002, 
the gallery has experienced tremendous 
growth—not only in the size of our staff, but 
more important, in our artist roster,” says 
Rachel Lehmann. “Over the years many 
contemporary galleries have moved to the 
area, and the High Line in particular has 
been a welcome addition, increasing foot 

After extended discussions about upgrading 
the Chelsea location, the space on 22nd
Street—formerly the site of Sonnabend 
Gallery—presented an opportunity that 
jelled with a longer-term plan of expansion. 

Including both 7,500 square feet of exhibition 
space and an outdoor courtyard, which the 
gallery will use as a sculpture garden, “the 
new 22nd Street location is a substantially 
larger upgrade,” Lehmann says, “giving 

be able to offer them additional exhibition 
space in the city and increase the number of 
exhibitions per year.” 

The inaugural show opens this month, 
and gives an opportunity to show off what 
the gallery has achieved in the past two 
years. “It’s a specially curated show that 

Maupin’s artists, like Gilbert & George, 
Tracey Emin, and Do Ho Suh, as well as our 
newest additions, like Roberto Cuoghi,” says 
Lehmann. And it’s 
worth noting that this 
particular expansion 
is but a step in a 
larger plan: The 
gallery also revealed 
that it’s working 
to open another New 
York location down 
the line—details to be 
announced soon.  MP

CLOSE-UP

Longtime friends Stefan Stux and Stephen Haller 
merged their respective galleries into a 4,000-square-
foot space in Midtown Manhattan, reopening as 
Stux + Haller. Gavin Brown’s Enterprise quietly 
added a second New York location on Grand Street. 
Uptown, the Guggenheim appointed Troy Conrad 
Therrien to the newly created position of curator of architecture and 
digital initiatives. Melissa Chiu took over as director at Washington, 
D.C.’s Hirshhorn Museum, and in California, Elizabeth Armstrong 
was announced the new executive director at the Palm Springs 
Art Museum. German artist Christian Jankowski was named chief 
curator of the 11th Manifesta biennial, opening 2016 in Zurich. 

POWER MOVES

Troy Conrad Therrien

Adam McEwen gained New York representation with Petzel, and 
Paul Kasmin picked up Laylah Ali. Also in New York, Mitchell-Innes 
& Nash announced that it now represents Los Angeles–based Karl 
Haendel, while Marlborough Chelsea added Keith Mayerson and
Michel Auder to its stable. Philadelphia’s Pentimenti Gallery brought 
on Argentine painter Osvaldo Romberg. In London, Modern 
Art added Torey Thornton to its roster, and Lisson Gallery picked 
up the duo Broomberg & Chanarin.

ARTIST HOPS

John B. Ravenal 

Laylah Ali
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David Maupin
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US $75 $65 $135 $120

CANADA $90 $80 $165 $150

REST OF WORLD $100 $90 $180 $165

SAVINGS 
UP TO

33%

Sophisticated.
Worldly. Refined.

BLOUIN Lifestyle is an exciting 

initiative in luxury lifestyle publishing: 

a magazine for affluent buyers and 

collectors of art, jewelry, fashion, 

motor cars, watches and wine; 

blended with luxury lifestyle news and 

features from the world’s premiere 

destinations.
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Your Lifestyle?
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THINGS WE LIKEHIT
     LIST

1. A LIMITED-EDITION 

SKATEBOARD DECK 

DESIGNED BY ERIK 

PARKER, AVAILABLE 

AT PK SHOP  2. SAKE 

SET BY BOSCO SODI, 

VIA GREY AREA  

3. AQUAELITE’S MULTI-

COLORED SHOWERHEADS  

4. MONDRIAN-INSPIRED 

STICKY NOTES BY 

PA DESIGN IN PARIS  

5. A DIAMOND AND 

GOLD KNUCKLE RING BY 

BIJULES  6. ARTISTIC 

SCARVES BY ANNIKA 

CONNOR  7. TILT-TOP 

TABLE BY SCHOLTEN & 

BAIJINGS FOR HAY  

8. A LINE OF FURNITURE 

MADE WITH ROCK SALT, 

SAND, AND OTHER 

MATERIALS, CREATED BY 

SAMUEL AMOIA AND 

FERNANDO MASTRANGELO 

FOR AMMA STUDIO, 

THEIR JOINT ENDEAVOR
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FOR ALL HER INTENSE FOCUS on the ever-
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SPOTLIGHT // JULIA WACHTEL

CRITICAL POP
 Mixing high and low (plus Kanye and Miley) 
TEXT BY SCOTT INDRISEK 
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CLOCKWISE FROM FAR LEFT:

A study for a painting 
tentatively titled Depth 
of Field. 

An Ikea chair in concrete 
in Wachtel’s studio.  
The piece was designed 
by her ex-husband, 
Matthew Antezzo. 

Encore, 1988.
Acrylic and silkscreen ink 
on canvas across three 
panels, total dimensions 
65 x 97½ in.

A Dream of Symmetry, 
1988. Oil and lacquer ink 
on canvas across  
four panels, total 
dimensions 4 x 11½  feet.

A 1990 Absolut vodka  
ad using Wachtel’s work,  
with the cover of the 
magazine in which it ran.

OPPOSITE:

The artist with two 
works-in-progress in her 
Brooklyn studio. 
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SPOTLIGHT // JULIA WACHTEL

ABOVE, FROM LEFT: 
Grasp, 2014.  

Oil, lacquer ink, and 
Flashe on canvas 

across three panels, 
total dimensions  

60 x 80 in.

A box of art books 
and greeting cards in 

Wachtel’s studio. 

BELOW:  
Installation view 
of two paintings 

included in Wachtel’s 
2014 exhibition at  

the Cleveland 
Museum of Art.
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INTRODUCING // ALEX DA CORTE

Installation 
view of 
Easternsports, 
a 2014 
collaboration 
with Jayson 
Musson at 
the Institute of 
Contemporary 
Art in 
Philadelphia. 
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BY THEA BALLARD

Inorganic Matter
 Layering space to explore family history

“THE FIRST THING I started working 

Alex Da Corte is describing the early 
trajectory of his career, after studying 

 
had always loved objects and wanted to  
work with them, but I didn’t understand 

and it felt like it was about being a  

a lot like Richard Serra’s Tilted Arc:  

It’s a really nice monument, it’s strong, 

A decade or so later, the artist’s 
northwest Philadelphia studio—a 
windowless, unheated room with high 
ceilings in a now-empty factory, accessible 
via a garage door—remains populated 
by numerous plastic accoutrements, 
fragments of a practice that incorporates 
video, painting, and sculpture, often 
mixed together in an intensely colorful 

style arrangement of objects into an ad  
hoc mood board along one wall indicates 
that Da Corte’s elevated view of such 
inorganic cultural scraps is very much  
still present: There’s a bright-yellow upside- 
down plastic bag bearing the image  
of the very tan pro wrestler Hulk Hogan 
alongside a trio of Swiffer mops, a nose 

hanging wig, and several smallish collage-
style paintings, including a Ouija board 

http://worldmags.net/
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There’s a careful geometry to the 

the artist’s term, both found items and 
leftovers from completed projects (the 
Swiffers, for example, are but three of 
many more that appeared in Da Corte’s 
2014 collaboration with Jayson Musson, 

Easternsports
Drawing from the impulsive organization 
of this wall is “like surveying a crime 

 

The artist, a longtime Philadelphia 
resident who was born in nearby Camden, 
New Jersey, and lived for a period in 

and clues in the circuitous relationships 
within such groupings—recalling, as  
he points out, Haim Steinbach’s ready- 
mades, transformed through juxtaposition, 
except in Da Corte’s case “these things  
are touching one another or have changed 

 

show with Luxembourg & Dayan, opening 
this month, he will extend his spatially 
minded approach to the entirety of the 

been fantasizing about that town house 
for over a year, how it would be fun to 

he was asked to show in the space, this 
idea morphed into re-creating his grand-

deals with memory, and how objects 
change when they pass through different 

everything in her house—she was very 

year or so she’s developed dementia, and I 
thought it would be a nice moment to 
marry her house to the gallery, in hopes of 

is fabricating objects himself, such as 
individual braided rugs for every stair, 

The aim of this process, it’s worth noting, 
is not necessarily sentimentality—the 
settings Da Corte is handcrafting will be 
marked by his off-kilter sense of humor 

 

is crafting a large mock-up of vertical  
bars: “Wow, that’s a big jail cell—I mean, 

explains: “That’s going to be a neon 

town house, which will be black with a 
candle over the window, with a brass door 

 
When you get inside, you realize that 

movie The Cell
Also folded into the installation will 

be borrowed pieces by artists Da Corte 
admires, including Robert Gober and 

Luxembourg & Dayan as a secondary-
market gallery, I became interested in 

using other people’s work in my own, 
relearning or rediscovering it, and maybe 

“So if the context is my grandmom’s house, 

were to stumble upon, say, a Gober sink 

creation of space than a layering, Da Corte 
explains: “It’s important to me that there 
are—I wouldn’t say ghosts, but that there 

in what moves between objects, and  
how space is a fossil of these exchanges, 

Taste becomes a key factor in the 
negotiation between these skins, as the 
artist marries the staunchly middle-class, 
suburban details of his personal life to 

the socioeconomically loaded space of an 
 

that proposes that you’re fancy or luxe 

trying to disengage from your own taste, 

déjà vu—jamais vu, seeing something for 

Da Corte in 
costume as his 
grandmother in 
a promotional 
image for his 
upcoming show 
at Luxembourg  
& Dayan.

“ Plastic is really comforting to me.  
If everything uptown is glass, then 
everything in my house is plastic.”

http://worldmags.net/
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ABOVE:

The Moon 
Gone Dark (with 
Eugene Von 
Bruenchenhein), 
2014. Anodized 
metal frame, ribbon, 
digitally printed 
nylon, sequin pins, 
spray paint, images 
from Eugene Von 
Bruenchenhein’s 
1998 Works in  
Clay catalogue, 
foam, and  
tape, 56 x 64 in.

RIGHT: 

Da Corte as Eminem 
in a promotional 
image for the 
September 2013 
exhibition  
“1 O O O I S L A N D” 
at Joe Sheftel in  
New York.

interest in plastic, as seen in the Hulk 
Hogan bag, or an in-progress arrangement 

Christmas ornaments and a particularly 

to the complication of socially loaded 
associations, be they with low cultural 

 

“and their idea of America or the suburbs 
just made me giggle, because I think  

think of it that way because I grew up in  
that environment—plastic is really familiar  

uptown is glass, then everything in my 

it doesn’t break—all of these things, to me, 

Da Corte possesses some aesthetic and 
social overlap with other young artists 
plumbing the imagery of contemporary 
consumer culture, but the sincerity of 
his relationship to these materials lends 
weight to his middle-class references 

that’s lacking in the urbane detachment 

True Life, 2013, in which he stares at the 
viewer while eating a bowl of cinnamon 
Life cereal in character as Eminem (color 
contacts and all), has a comic veneer, 

form of adornment; it’s also, however, an 
empathetic performance—stepping into 
the embattled rapper’s costume to see  

Easternsports, too, 
has a stylized veneer: It consists of four 
channels replete with good-looking actors 
and humorous references (beer pong,  
a spray-tanned woman doing yoga, and  
a chain-smoking witch among them),  
not to mention the setting in which it’s 

at half speed and narrated by subtitles 
relating an epic, and often hilarious, poetic 
treatise written by Jayson Musson, the 
piece—projected as a four-hour loop— 
is designed to be experienced in no partic-
ular order and revisited, coaxing the more 
attentive visitor into a somewhat alien 
viewing rhythm, one that works in tension  
with the rhythms by which we under- B
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Da Corte’s evident affection for 
advertising or a supermarket palette 
might suggest to the viewer that he or she 
should rapidly consume the work, but  
he emphasizes a perhaps counterintuitive 

“It’s slower than what people assume 

 
he offers some family history, uncovered 
while working with his grandmother  

father was a grocery store stockist for 

reason, it just never occurred to me, but 
my abuelo on my father’s side started a 
conglomerate supermarket when he moved 

parallel, with my grandfathers on opposite 
ends of this food chain, occupying two  

of class is very much embedded in all 

emerged through a process of revisiting 
the systems that make up his personal 

if the set of systems that you grew up  
with is a given, or a puzzle—how you can 

 
and containing a narrative of the artist’s 
own history, it also uses these same 

 
of animation, from the days when ink and 
paint were reverse-painted to a cel, and 
what it means to live on the other side  
of that plastic sheet; it seems like plastic 

between the real and the glossy, some 
MP 

http://worldmags.net/
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INTRODUCING // TAMAR ETTUN

Living Sculpture
An artist creates hybrid performance works
BY JENNIFER PIEJKO

IT WASN’T CLEAR just what, exactly, 
Tamar Ettun and a group of performers 
were building toward during an hour-long 
event last June in the small theater at  
the Abrons Arts Center on New York’s 
Lower East Side, but all six of them moved 
between tasks onstage with such 
determination that most of the audience, 
though able to enter and exit the space 
freely, stayed put for the entire duration. 
It’s Not a Question of Anxiety, 2014, a  
work the artist considers one of her “live 
sculptures,” comprised several stations  

 
an oversize green balloon made of large 
swaths of transparent tarp held together 
with masking tape, which was then tossed 
around; a dancer attached large plastic 

legs so that their contents would pour  
over his body when he stood on his head; 
another performer climbed atop a very 
high ladder to continue growing a large 
totem pole composed of found materials; 
and a system of torn-fabric ropes tied 
together two people, relying on the tension 
from both participants’ leaning back  
on the ropes to keep them upright, in a 
tribute to Trisha Brown’s Leaning Duets.

Ettun, a Jerusalem-born, Brooklyn-
based artist, grounded her early practice 
in the fact that she was working without 
a studio—shooting videos and creating 
live sculpture in public spaces—while 

her recent work expands into ever more 
voluminous forms with multiple actors. 
The artist and her team of dancers,  
called the Moving Company (Lyndsey  
Eugene, Adrian Galvin, Maia Karo,  
Tyler Patterson, and Tina Wang), have  
staged several shows together since  
2013, often creating much commotion 
and spectacle with immediately unclear 
rationales. The Moving Company and  
the products of their actions, alternately 
in motion and motionless, embody a hybrid 
discipline between traditional sculpture 
and performance that continues to drive 
the artist’s progress in both media. In 
posing herself and the Movers as statues, 
having them stay still for extended periods 
of time, they become objects. Ettun’s 
discrete sculptural objects, meanwhile, are 
expanding in size, nearly weightless and 
animated, taking a path of their own in her 
performance-driven installations. 
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Still, it’s the careful attention to 
psychological pathologies and the reaction 
to personal trauma that marks her recent 
“Performing Stillness” series. Delving 
further into the dark subject matter of 
psychic wounds, the works are intensely 
personal yet pointedly alienating. Her 
exhibition “My Hands Are the Shape 

Transformer in Washington, D.C.,  
this past autumn, featured a selection  
of photographs, videos, and casts from 
arms and legs. The pieces resemble 
phantom limbs that haunt those suffering 
from post-traumatic stress disorder,  
an unavoidable manifestation of war in 
her native Israel, where she put in the 
requisite two years as a soldier in  
the national army before making the  
move to New York nearly a decade  
ago. Performances such as One Thing  
Leads to Another, 2011–13, explored the 
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ABOVE:

Tamar Ettun  
in Brooklyn, 

2014.

RIGHT:

Pink Hand 
on Cello 

with Yellow, 
2014. Cello, 
wineglass, 

plaster,  
pink rubber 

glove, yellow 
paint, and 

candy box,  
24 x 18 x 16 in.
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upside down in trash 
cans throughout the 
park, seeming to defy 
gravity while sporting 
capes and sneakers. 
Their actions became 
subtle interventions in 
other artists’ temporary 
installations and 
amusing curiosities for 
passersby. 

This year began with 
a residency at Robert 
Wilson’s Watermill 
Center on eastern Long 
Island. She made the 
move in January and 
returns this month with 
members of the Moving Company for 
three weeks of open rehearsals. Future 
projects, Ettun says, will articulate 
“instinctive empathy that is physical and 
not intellectualized.” The method will again 
mine her personal history and PTSD’s 
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FROM TOP:

Red Glove and 
Objects on 
Yellow, 2014. 
Pigment print,  
30 x 30 in.

Image of It’s 
Not a Question 
of Anxiety, 
part of Rachel 
Feinstein’s 
The Last 
Days of Folly 
performance 
at a festival 
in New York’s 
Madison 
Square Park, 
September 3, 
2014.

obsessive-compulsive disorder can be 
driven to execute—such as pushing  
a clay boulder around the circumference  

Formally, the Moving Company dancers’ 
choreography of quotidian movements and 
playful interaction is best seen in Empty Is 
Also, 2009, with dancer Emily Coates. The 
performance borrows from the graceful 
moves of the ballet choreographer and 
dancer George Balanchine, the postmodern 
sways of Yvonne Rainer and Trisha Brown 
at the Judson Dance Theater, and Israeli 
conceptual choreographer Ohad Naharin’s 
delicate Gaga movement language. Her 
extensive research into the engineering  
of hot-air balloons, supported by a  
grant from Yale’s MFA sculpture program, 
informs the ephemeral architecture of  

The past several months have brought 
a wave of new productions: Performing 
Studio, the centerpiece of last September’s 
DUMBO Arts Festival 
in Brooklyn, was 
simultaneously a 
functioning workspace 
where she continued to 
rehearse “Performing 
Stillness,” as well 
as an exhibition and 
performance space 
open to the public. In 
August, she staged a 

the Moving Company 
played a score composed 
by Tamar Muskal and 
Yonatan Rosen on musical 
sculptures built by  
Ettun. In September  
she also participated in 
The Last Days of Folly, an 
evening of performances 
staged in Manhattan’s 
Madison Square Park 
centered on Rachel 

fairy-tale architectural 
follies. Alluding to 
the improvisational 
techniques of her pre-
studio days, she and 
the dancers fashioned 
themselves into makeshift 
live sculptures, standing 
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characteristic of rendering its patients 
unable to empathize, since all their psychic 
resources are diverted to emotional 
survival. No doubt her circle of harmonious 
collaborators and spirited objects will help 
her to illustrate greater affect.  MP 
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Kasper Sonne  
in his new 
Brooklyn  
studio, 2014.
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By Michael Slenske
Portrait by Kristine Larsen

Can Kasper Sonne reignite process-based abstraction?

CON-
TROLLED
BURN

http://worldmags.net/
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he fact that you have a two-party system in 
America, to me, is crazy,” says Kasper 
Sonne, sipping an iced coffee in black jeans,  
black boots, a black military-style wind-

Though he once sported a wild beard and 
rocker shag, Sonne now wears his hair 

maintain an intense focus at the book-

 
 

 
are all aglow with their congressional 

socialist about the various binaries and dichotomies pervading  

creation-through-destruction model could very well serve as a 

you need the help of these other parties, so even the smaller ones 

borderline absurd waiting lists due to a steady stream of fairs, 
tantalizing social media posts, and a string of well-received solo 

 
 

To Sonne that often means rolling the perfect monochrome 
canvas in a broad range of bright hues and then igniting or 

 
the canvas with aggressive lyricism to charred voids exposing 

destruction/creation, feminine/masculine, pretty/ugly, light/ 
dark, being/nothingness dichotomies rest right on the surface,  
the paintings succeed when Sonne exposes the vector that keeps 

 

though he typically ignites the canvases inside the backyard of 

controlled burns must certainly offer at least a pyromaniacal 

OPPOSITE:  

Borderline (New 
Territory) No 18,  
2013. Industrial 
paint, fire, water, 
and fixative 
on canvas, 
aluminum frame,  
70¾ x 55 in.

says the similarities to Arte Povera forbears pushed some astute 

 

 
BRIC, 

riding bikes inside the close-knit, fenceless, car-free community  

social experiment built near a former execution site in 

professionals, and left-wing politicians, including former Danish 
 

 
 

would get the same allowance, be home at the same time, and 
wait for each other going to school, so if one of you was late, all of 

 

they worked out a deal with his teachers that allowed Sonne to 
draw on his desk during class because it made it easier for him  

with a smooth surface and they were great for making pencil 

Despite these dispensations, Sonne left school after the ninth 

home after a semester to study drawing and design while cold-

 
The Kingdom

graphic designer for a modeling agency, at a now-shuttered  
mental institution, assisting handicapped people, and mentoring 
ADHD  
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titled debut exhibition, “The Dicktator Sucks,” Sonne 

despot shouting orders from a tank with lightning 
spewing from his mouth and a strap-on serving as his 

wordplays on each canvas, and soon realized, “Those 

To prove that he was more than just a painter,  
he installed a sculpture of painted black soccer balls 

 

wooden cutouts of life-size dice with black chains 
running through the space, which served as a precursor 

and for the cacophonous galvanized steel chime instal-
lation New Religion he unveiled last January at SALTS in 

time a visitor passed between them, and actually provoked the ire 

“The chain pieces and steel beams you have to push through 

to stay on one side and miss out on the other, or physically 
involve yourself in the exhibition,” says Sonne, who continues  

 
or strings of backyard bulbs forming a series of Xs across a chain-

 
Angst or Guilt

black-and-white, which forced his 
explorations of familiar dichotomies 

 
 

The next logical step was color, burned or  

dictating the medium rather than the other 

process-based abstraction, which is now 

 

always included video or sculpture or some-
thing else that contextualizes the paintings 

This might come as a 
surprise to his ravenous 
new collector base and even 

canceled a show in London 
that was supposed to be in 

many toxic paintings for it 

That number to me was 

“The pressure from the 
dealer side is that if he 

 

 
a black duct-tape painting of his in a group show he curated  

seems more poetic and more searching and more vulnerable,  
and in that way it takes the curse off the predetermined aspect,” 

 
 

as best they can and take the check, Sonne is so involved with  
the waiting lists that he himself prioritizes which collectors will 
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FROM LEFT:  

TXC82, 2014. 
Industrial paint 
and chemicals 

on canvas in 
aluminum frame,  

70 x 95 x 2 in.  

TXC78, 2014. 
Industrial paint 
and chemicals 

on canvas in 
aluminum frame,

72 x 60 x 2 in.
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cared about them,” says Sonne, noting they also failed to sell at 

until December of that year that things really took off, after 

 

that a lot of new “friends” now approach him, and de-friend  

 
 

 

that materials do and then go for the easy way to make a product, 
make a lot of it, and make it likable and decorative and appealing 

 
 

 

 

something very primal to it,” says 

interested in the volcanic ash works 
because they work with  
ideas from both the burned and  

Dard would love to utilize the 

showing a new suite of the ash 
paintings, which the artist creates  
by smearing marks of MAC

 
 

his hands then repeatedly wetting 

the sugars in the exfoliant make 
erasures via evaporation for up to  

ready to expose that vulnerability 
just yet, though not for a lack  

 
 

how you make great things,” says 
Sonne, arguing that he still needs  
to test the boundaries of size, shape, 
and color before he abandons his 

Installation 
view of “Zero 
Emotional 
Content,” 2013, 
at the Hole, 
New York. 

History 
History, which states that the life span of auto-destructive art is 

walled studio space to test out installation setups, and a  

sawdust and pneumatic nail guns, Sonne stares up toward the 

 
MP

“ People are already tired of 
abstraction. The new thing is 
figuration, and then there’s 
going to be a reaction to that.”
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Carolee 
Schneemann 
in her Upstate 

New York 
studio, 2014. 

She is pictured 
with her 

installation 
Flange 6rpm, 

2011–13.

She polarized the avant-garde film community with 
her experimental 1965 erotic film, Fuses; she issued a 
challenge to the art world in 1975 with Interior Scroll, 
in which she read a text extracted from her vagina 
damning its male prejudices. And as she enters her 
70s, Carolee Schneemann, describing herself as a 
painter who extended the canvas into real space 
and time (to include writing, film, performance,  
and installation), is as fearless and frank as ever.  
She was interviewed at  
her home in Springtown,  
New York, where she has  
lived since her days as a Bard College student. She 
touches on her forthcoming season at New York’s 
Artist’s Institute and her upcoming retrospective  
at Museum der Moderne in Salzburg, and discusses 
essentialism, cats, and shocking her audiences. 

Q&A WITH
CAROLEE
SCHNEEMANN

By Wendy Vogel
Portrait by Kristine Larsen
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WENDY VOGEL: What are you planning for your 
upcoming shows?
CAROLEE SCHNEEMANN: The Salzburg exhibition will 
span two stories of the museum. Sabine Breitwieser 
and I will organize works that are very cohesive  
yet full of differentiations. For instance, drawings from 
when I was four years old remain remarkable because 
a lot of them are predictive of future works. I’ve been 
able to integrate them with contemporary images, and 
Salzburg will include these very early works. I began  
as a landscape painter, so there will be early landscape 
and still life paintings and drawings. We will present 
paintings from the 1960s that begin to incorporate pho-
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“I WAS  
ALWAYS 

INCORRECT, 
AND I’VE 

BEEN 
INCORRECT 
UP TO AND 
INCLUDING 

TODAY.”

tographs, just as I began to photograph my live actions. 
     For the Artist’s Institute, I will organize my texts 
and reference books so that a realm of my research will 
be available. 

During a recent talk, Jenny Jaskey, the director 
of the Artist’s Institute, described you as an 
artist who is still emerging. Your work has many 
facets that people are still discovering.
And that I’m still discovering myself. I don’t have a 
programmatic procedure or a predictable next step, so  
I feel I’m emerging. And I also always feel that I’m 
behind myself—I’ve not caught up. 
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Performance still  
from Up To and 
Including Her 
Limits, 1973–76, 
at the Kitchen, 
New York, 
February 1976. 

OPPOSITE:  

Eye Body #4, 
1963/1973.
Hand-colored 
gelatin silver 
print with 
scratches,
17½ x 14½ in. A
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The Institute is situated within the Hunter 
College art department. You’ve done a lot of 
teaching: Will there be a pedagogical component 
to your show there?
I hope to blast apart any horribly synthetic, program-
matic, academic theories. You know, I’ve just been on 

Breaking the Frame. There were 
discussions afterward, and I saw students and graduate 
students struggling to constrain my work within the 
theories that they had adapted. It was grotesque—an 
elephant trying to put on a little slipper. I had to say  

to them, “The theoretical forms that you rely on and 
that shape your insights cannot work with what you’re 

What are the roots of your research?
I’ve done a lot of research in biology, the life of art and 
forms, and with the early French theorists that I  
would call the sensualists. They consider what the eye 
brings to the body. And then, of course, I do a lot  

 
the great theorist of female lack, Jacques Lacan.  
I once ended a lecture with, “And would you go to  
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You’ve spoken before about your days as a  
student at Bard, painting nudes of James  
Tenney, your partner at the time. Can you  
talk about these early works?
I grew up surrounded by the walls of masculine 
convention and ideology, in which I could be a muse 
but I could never have authority. Even at Bard,  

would say things like, “Don’t set your heart on art. 

Breaking the Frame I say, “I was treated  
as if some stray masculine principle had somehow 

incorrect up to and including today. I was incorrect  
 

for lesbian feminism, and certainly I was incorrect 
as a student painting my partner as a muse. That 
was considered degrading, especially because he was 
really nude: He had a cock and balls. That was deemed 
inappropriate for me to represent in 1960, although 
anything about my sexuality could be represented.  
I was kicked out of Bard for moral turpitude. 

I realized when I got a President’s Award from 
Bard College in 2012 that the moral turpitude 
probably wasn’t necking with my boyfriend, but it 
might have been the open-legged self-portraits I  
was painting in my room. Opinion twists around. 
The whole pivot of my concern has always been to  
search for a possible equity—not to assume it, not  
to anticipate it, but out of my own lived experience to  
see if there was a form for it. Fuses was part of that. 
All my work is a great experiment. I don’t have 

if it eventually does, it’s quite wonderful. 

Your early pieces were performed with people 
from the Judson Dance Theater, including 

Site, 1964.
 

I made movement works. A couple of years later  
Bob, a good friend, said he wanted to collaborate.  
We started to work in the basement of Judson doing 
contact improvisation. I wanted to bring in a lot  
of strange materials that we could batter around,  
and during the second or third rehearsal, Bob said, 

little platform thing down at my studio; come down 

of plank while he’s moving these 8-by-10 plywood 
boards. It wasn’t a part of Judson, though Bob did 
collaborate with people from the company, like Yvonne 
Rainer and Simone Forti.

already performing Meat Joy, and the importance 
shifted away from what I’m making because everyone 
is so interested that I’m naked in Bob’s piece. That was 
also the problem with being nude in my own work. 
When I’m naked in my work, I’m part of a collage of 
materials. I never imagined that the body would be 
less integrated than I intended it to be—that they’re 
still looking at my tits.

Detail of Caged 
Cats I & II, 2005.

Large-format 
archival print,  

88 x 66 in.

OPPOSITE:  

War Mop, 1983.
Plexiglas 

construction, 
mop, motor,  

and video 
monitor, 

24 x 62 x 20 in.

http://worldmags.net/
http://worldmags.net/


BLOUINARTINFO.COM FEBRUARY 2015 MODERN PAINTERS   55

Your work has always been controversial. 
Oh, yes, absolutely. With all my work on war and 
brutality, going from Snows and Viet-Flakes to  
the more recent work on the destruction of Lebanese 
spaces and Palestinian culture, the whole relay of 
pieces up to and including Terminal Velocity, War 
Mop, and Devour, these multichannel videos and  

pretty consistently from the ecstatic to the violent 
and the terrifying. It’s a balance that I continuously 
regard, depicting the great contradiction of violence  

 
 

 
 

quiet works—there’s always a pussycat on a carpet. 

You write in addition to making visual work. 
There are moments where text and photography or 
other visual material collide, like the Correspondents 
Course piece from 1980, or Vulva’s Morphia, from 
1995, which pairs text and imagery in a serial way. 
Both of them have this humorous bent.
     A lot of the work is very funny—even Interior  
Scroll is funny. But people think it must be serious,  
so they miss that aspect.

The text is writing that comes out of research  
connected to the imagery. It’s not disruptive; it’s part  
of a coherent thought strain. For Vulva’s Morphia,  
I was building a language morphology, made of vulvic 
forms that I knew could not be considered obscene  
because they came from sacred history, from comics, 
and from nature, from real life. They might be con- 
sidered obscene, but the weight of it would have to be 
considered historic, sacred, and lived. I researched  

 
hibitions against young women playing baseball be-
cause they might get pregnant, and what the  
Pope said about witchcraft. 

Breaking the Frame?
Six years, but she worked on it without me. She took 

puzzle with her collaborators to structure and layer 
this history.

as if someone enters your psyche and blows it into  
the forms it took. What she does with my photographic 
series Terminal Velocity is amazing. She said,  

 
a lot during those six years and had a studio there,  
so I told her, “Terminal Velocity is being taken down. 

 

wrapping it in bubble wrap, so you see the falling 

invisible. It’s fantastic. And then they pick these  

It was very deep, so it looks like they’re going to hell 
with this thing and out the door. 

Animals, particularly cats, are often included  
in your work. 

wild. I have a very early drawing of a cat with his paws 
up in the air with these lines of energy coming out 
of it. It looks very much like one of my gestures when 
I’m naked and in the tree in Up To and Including 
Her Limits. I always had cats growing up. The cat 
was sensitive from without to within. The cat always 
represented what was potentially harmonious. The  

and its sweetness, its devotion when it was devoted,  
its purring. So then I begin to align the double obscenity 
of the female genital pussy and the domestic cat  
pussy in misogynist traditions. I recently made a video 
titled Mysteries of the Pussies. And then, of course,  
Fuses has the cat’s name on the title frame, because 
instead of a director or an odd presence, the cat was 
always there as a shameless, approving presence. She 
was always purring when we made love. 

Who’s in your inner artist circle?
 

a huge inspiration, as is the rigor of Cézanne, but  
all the lost women were of interest to me. And I just  
wrote a piece on Arthur B. Carles for the site Painters 
on Painting. He’s a Philadelphia painter who brought 
back the visual dynamics of Europe in the early 1920s.

Absolutely. I’m close with all my exes, especially 
Jim Tenney’s wife, Lauren Pratt Tenney—I actually 
introduced them to each other. 

professors at Rutgers.
Yes, in the art department, and I was let go for being a 
fucking witch! This was called the Wonder Woman job.  
I gave it my all, but my all was too much. I had dinner 
with a colleague I really liked and he said, “I have 

“What? Everything seemed to be so popular and 
 

MP

“MY WORK 
MOVES 
FROM THE 
ECSTATIC TO 
THE VIOLENT 
AND THE 
TERRIFYING.” 
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George  
Boorujy
Detail of  
Pulsar, 2014. 
Ink on paper,
44 x 72 in. 

USING REFERENCE PHOTOGRAPHS, 
clay models, an undergraduate 
training in biology, and a long, 
feathery stroke of ink, Boorujy paints 
scrupulously realistic portraits of 
extinct or near-extinct animals.

The female black bear in his six-
and-a-half-foot-tall Appalachian 
(all works 2014), standing lanky and 
upright in a paper-white void, seems 
equally poised between challenge 
and display. She holds one nursing 
cub against her body with a forepaw; 
another cub hunches and squints 
like a fetus as it hangs from her 
sunlit muzzle. And though a few 
dried leaves, like the frankly artificial 
pine tree of a Japanese Noh stage, 
cling to her foot to indicate that 
we’re supposed to imagine her in a 

NEW YORK

George Boorujy
P.P.O.W. // November 6–December 20, 2014
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larger world, what makes her 
expression fi nally so diffi cult to 
place is that it’s entirely self-
contained. Despite the whiff of 
anthropomorphism in their not-
quite-candid poses, Boorujy’s 
animals remain so anatomically 
particular that we can’t fi nd 
in their gazes the reciprocity 
we instinctively look for.

The damp adolescent elk of 
Pulsar, surreally smeared with 
bright yellow pollen, gives the 
artist more room than the neatly 
coiffed bear to vary his delicate 
mark. Gray and tan lines blend 
into one another to create the 
matte, bumpy texture of antlers, 
while pollen sits on lines of fur 
in speckles and dots. Shown 
from the neck up like a mounted 
trophy but flattened, rearing 
back, and hanging at eye level, 
the elk discomfits as much as 
the bear, its stare more clearly 
defiant and its hostility to the 
viewer’s own gaze more direct.

Xochipilli, a red-winged 
blackbird hanging upside down 
from an explicitly phallic ear 
of corn as it strips away the 
silk, is named after an Aztec 
love god; the California condor, 
sitting on a mountainous 
whale with its wings draped 
around it like a dressing gown, 
was only recently reintroduced 
into the wild; and in the 
gallery’s backroom are several 
views of the once-numberless 
passenger pigeon—including 
one visual quotation of John 
James Audubon’s painting of 
Martha, famously the last of her 
kind—on this centenary of 
its extinction.  —Will Heinrich
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George 
Boorujy

Passenger 1, 
2013. Ink on 

paper,
50 x 38 in. 

NEW YORK

Hannah Barrett
Regina Rex //  November 9–December 21, 2014

WHILE THE TITLE “RUSTICS” MEANS “unsophisticated country people,” 
the subjects in Barrett’s exhibition of fi ve paintings are highly 
mannered in their various activities, which include tea drinking, 
pipe smoking, hall decking, and day tripping to the countryside. 
Barrett repopulates the 18th- and 19th-century British painting 
genre known as conversation pieces—group portraits set in a landscape in which 
the portrayed participate in discussion and outdoor pursuits—with ambiguously 
gendered and androgynously bodied folk. In a nod to Nicolas Poussin’s series 
of inhabited arcadian landscapes, four large paintings depict the four seasons at 
different times of the day. A fi fth, smaller canvas reveals another of Barrett’s 
reference points: 1950s-era cookbooks. Sinister Ham, 2013, shows the meat as a 
crosshatched slab of brown and pink atop a swath of green—indicating a lettuce 
leaf—against a background that reads equally as landscape and painted toile 
wallpaper. Painted plaid, tweed, herringbone, and pinstripes also appear through-
out the four large canvases as landscape elements as well as patterns for the 
elaborate costumes worn by mannish women, effeminate men, and transgender 
and intersex fi gures, and, in the case of Fall Hunters, 2014, as skin texture. 

In a visual triple entendre, Barrett interprets style as presentation, fashion, and 
manner of representation, playfully equating the aesthetic concerns of painting 
composition with gender construction. Her fi gures externalize their self-image through 
imperial garb updated for contemporary taste in the artist’s painted proposition for a 
queer New World. In Winter Hunting Lodge, 2014, the head of a standing trans-
gendered minotaur, identifi able through his top-surgery scars, takes the place of a 
trophy deer on the wall. A frock coat parts to reveal an empty codpiece above fur chaps 
in Summer Shepherds, 2013. Fashion designer Claire Fleury contributes inspiration 
to the show, as well as a curtain for Regina Rex’s window. Rather than making a 
fantastical projection of or commentary on the past, Barrett reassembles and re-signifi es 
traditions; through this tether to history, she deftly creates a hybrid remix of 
temporalities that situates her project as an alternative for the present.  —Risa Puleo

Hannah Barrett
Summer 
Shepherds, 2013. 
Oil and acrylic on 
canvas, 78 x 78 in. 
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“EPATER LA BOURGEOISIE!” (“Shock the middle class!”) has long 
been the avant-garde’s motto, and Karlheinz Stockhausen devoted  
his career to its pursuit. But the German composer, who died in 2007, 
found his work overshadowed by a tone-deaf remark he made 
soon after the September 11 attacks on the World Trade Center: He 
infamously called the event “the greatest work of art imaginable.” 
This presentation of Originale, staged 50 years after its New York 
debut, sheds fresh light on the composer’s early, irreverent theater 
work. Curated by Nick Hallett for Darmstadt: Essential Repertoire,  
an annual festival of experimental music, this version and its diverse 
cast update Stockhausen’s bare-bones score for the digital age.

Originale is structured around a performance of Stockhausen’s 
landmark quasi-ambient composition Kontakte, ostensibly 
interrupted by a parade of avant-garde figures competing for  
the audience’s attention. The now familiar premise in our social  
media–saturated era—that watching outsize personalities,  
or originals, perform everyday actions might trump a traditional 
theatrical experience—stunned the audience during its 1961  
Cologne premiere. When the piece traveled to New York in 1964,  
the cast included countercultural luminaries like Allen Ginsberg,  
Allan Kaprow, Charlotte Moorman, Nam June Paik, and James 
Tenney. Yet Stockhausen, already no stranger to controversy, aroused 
anger due to allegedly dismissive statements he’d made about jazz 
and folk music. A group of radical artists, including Fluxus’s founder, 
George Maciunas, and filmmaker Tony Conrad, protested the  
event under the collective name Action Against Cultural Imperialism. 

The 2014 performance of Originale aimed to rehabilitate these 
tainted perceptions about the work’s elitism, with great success.  
(A group tried to organize a protest like the AACI’s via Facebook, but 
momentum sputtered out before the show’s two-night run.)  

Hallett’s casting reimagines the downtown spirit of the 1960s, 
carefully redressing the balance of that era’s male-dominated, 
whitewashed art world with a number of artists who are female, 
queer, trans, and of color. With the Kitchen’s black-box theater 
cordoned off to a quarter of its size, the audience is free to roam 
among various stations of action. Media artist Joan Jonas plays 
the Action Painter; the poet Eileen Myles takes Ginsberg’s role; 
Alexandro Segade of the performance collective My Barbarian dons 
a Playboy Bunny costume and recites “naked cellist” Charlotte 
Moorman’s monologue; trans performers Bishi and Justin Vivian Bond 
replace the models of days gone by. In tune with today’s fractured 
attention spans, A.L. Steiner produces a four-screen film component 
of 3-D animations and social-media how-to videos, interspersed with 
live feeds from the room’s four corners. Among the most compelling 
sequences is a contortionist-inspired dance by Narcissister—a 
masked performance artist who cut her teeth both on the burlesque 
scene and at the Whitney Independent Study program. In her turn  
as the Animal Handler, she dons a Red Riding Hood getup and a 
wolf’s mask on her hindquarters. Performance stalwart Lucy Sexton 
pairs with dance artist Ishmael Houston-Jones for an especially 
poignant duet: Houston-Jones stands by her side, alternately racked 
with sobs and stoic, as Sexton reads from a melodramatic script,  
from the day’s newspaper, and orders pizza for the crowd. 

The actions seem simultaneously to celebrate New York’s avant-
garde past and mourn its gentrifying present. If Stockhausen’s 
original Originale sought to disturb the audience’s sensibilities,  
this restaging shows how far audiences have come. But with  
New York’s rapid transformation from bohemian mecca to playground  
for the rich, one might wonder where, in another half-century,  
such downtown energies will reside.  —Wendy Vogel
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NEW YORK

Karlheinz Stockhausen’s Originale
The Kitchen //   November 7–8, 2014

Karlheinz 
Stockhausen 
Joan Jonas 
as the Action 
Painter (left) 
and Ishmael 
Houston-Jones 
as Performer II 
in Originale, 
at the Kitchen, 
November 7, 
2014.
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NEW YORK

“Zero: Countdown to Tomorrow, 1950s–60s”
Guggenheim Museum //   October 10, 2014–January 7, 2015

A BLACK FLAG EMBLAZONED with the word 
ZERO hangs outside the museum, less 
ominous than classically revolutionary. 
Inside, a projection screen in the rotunda 
shows selections of films and printed 
matter from the exhibition upstairs. The 
signature image is a rocket launch, a 
perfect expression of the technologically 
inflected postwar optimism that defines 
the German art group Zero and the larger 
“Zero network” of like-minded artists, 
whose members hailed from various 
Western European capitals (and included 
outliers from America and Japan).  

Taken together, their work reveals a shared 
preoccupation with natural processes, 
everyday materials, plays of light and 
texture, and moving parts, both optical 
and mechanical.

This show, which fills all six floors of  
the Guggenheim’s rotunda, was clearly  
an ambitious undertaking by Guggenheim 
curator Valerie Hillings (it is Zero’s  
first major museum survey in the United 
States). The group’s core members— 
Heinz Mack and Otto Piene, who met as 
students in Düsseldorf in 1958, and 
Günther Uecker, who joined them in 

’61—are relatively established figures,  
but less is known about their collaborative 
work and connections to the larger 
European scene. By focusing on exhibitions 
and events such as a foundational 1959 
show in an Antwerp warehouse that is 
reconstructed here to great dramatic 
effect, the viewer is offered a revealing 
cross section of collective activity as well  
as insight into individual bodies of work. 

Zero’s utopian ambitions were 
characteristic of a generation fed up with 
the emotional expressionism that defined 
painting in their day. At their best, the 
artists produced mature explorations of 
new processes and materials: the balanced 
play of sheen and matte in Mack’s 1958 
Sand Picture with Silver Rotation, paired 
here with the ghostly shadows of Francesco 
Lo Savio’s 1959 painting Light Space;  
the immersive music-box appeal of Piene’s 
installation Light Ballets, of 1961 and 
1969; or the delicate liveliness of Jesús 
Rafael Soto’s relief Vibration, circa 1959. 
Of course, far from starting at zero, the 
artists were responding to a constellation 
of inherited influences, from Bauhaus 
pioneers like László Moholy-Nagy to Op 
artists like Victor Vasarely. But their 
ultimate allegiance was to the two- 
dimensional space of the canvas, whether 
reduced to a single color; roughed up; 
smoothed down; abused with nails, smoke, 
and fire; or made to glow, reflect, rotate,  
and rearrange itself. The occasional 
magazine burning and flag waving not- 
withstanding, they were a rather well-
behaved and aesthetically minded bunch. 

If Zero’s artistic conservatism somewhat 
contradicts the fervor of their manifestos, 
the incongruity is exacerbated by the 
visible aging of their “new materials.”  
The rusting nails of Uecker’s kinetic 
sculpture New York Dancer, 1965, for 
example, carries the work that much 
farther from the radical anti-art posturing 
of the Situationist International or the 
neatly printed multiples of Fluxus.  
Yet nowhere in the wall texts, labels, or 
exhibition catalogue do we find any 
acknowledgment of how funny some of 
these works are: the visceral humor  
of Piero Manzoni’s tuft of white fiberglass 
(Achrome, 1961) or the anthropomorphic 
twitching of Henk Peeters’s chicken 
feathers (Trembling Feathers 8-14, 1961/67);  
the gravity with which Lucio Fontana 
pokes holes just so in a canvas, or how  
Yves Klein, in a bow tie, wields a blow-
torch, with a fireman hovering anxiously 
behind him. And what to make of Tele-
Mack, a 1968 made-for-TV documentary  
of Mack running around in a silver space 
suit in the middle of the African 
Sahara? The 45-minute film has neither 
subtitles nor gallery seating, as  
if to discourage the viewer from lingering. 

“It looks like wet toilet paper,” a young 
girl pointed out thoughtfully to her parents, 

Piero Manzoni
Achrome, 1961.  

Fiberglass, 
fabric, wood, 

paint, and 
acrylic glazing,  
26¼ x 23 x 9¾ in.
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NEW YORK

Neo Rauch 
David Zwirner //   November 6–December 20, 2014

ONE OF THE MOST influential painting virtuosos of his generation, Rauch was 
born in Leipzig, East Germany, in 1960. He studied art with the venerable  
Arno Rink at the Hochschule für Grafik und Buchkunst, where Social Realism 
was the sanctioned style. When the Berlin Wall fell in 1989 and Germany  
was reunited, Rauch emerged as one of the leaders of the New Leipzig School, 
which was invested in the figurative and grounded in Realism.

For his sixth solo outing at Zwirner since 2000, Rauch presents his biggest 
exhibition yet. Although he’d intended to show only six large canvases,  
the hanging grew to include 16—10 giant ones and six small ones, all from  
2014. The six paintings that were originally slated for the show began in 
grisaille, but they benefit from added moments of color. 

Am Brunnen (“At the Well”), which provides the exhibition’s title, 
depicts a group of unrelated characters, rendered mostly in sepia tones, 
gathered around a village water supply. A rider sits atop a horse that’s 
drinking from the well; by contrast, a woman in a vibrant purple dress 
gazes, entranced, at a vase she is holding, while a gentleman in a bright  
yellow suit and exaggerated hat rests his hand on the shoulder of an 
elderly female little person with a cup in her extended hand and a  
vividly paint-smeared apron around her waist. A metaphor for Germany’s 
past meeting its present, the strange scene is revealed as a stage  
set by the exposed floor and beams at the bottom of the picture plane.

Der Blaue Fisch (“The Blue Fish”), one of the largest canvases on 
view, captures the idea of rebirth. A red-haired woman in a red dress is 

pulled from the belly of a large, lacerated fish at the edge of a canal. She’s 
comforted by a man with a blue face, who looks as though he needs  
help more than she does. The dreamlike locale, with an identical windmill 
appearing in two places, is also shown to be a somewhat surreal stage  
set, as seen in the canal’s “surface” water turning into stretched black rubber, 
and the melding of buildings and sky.

Devising parallel, metaphysical worlds—much as a filmmaker or playwright 
would—Rauch illustrates visual conundrums that blend memory with history 
in enigmatic ways.  —Paul Laster

FROM LEFT:
Otto Piene 
Installation view 
of Light Ballet 
(Light Satellite) 
(top) and Light 
Ballet (Light 
Drum), 1969.

Neo Rauch 
Marina, 2014.
Oil on canvas,
98½ x 118 in.

on seeing one of Manzoni’s “Achromes.” 
The artist, who went on to can his  
own shit, would have been proud to have  
her recognize his desire to reduce the 
surface to trash. The show’s strengths—
its careful elucidation of processes, 
strategies, collaborations, and influences—
would have been strengthened by a 
lighter touch, a more imaginative under-
standing of its iconoclastic irreverence. 
But despite a didactic curatorial frame-
work, the works capably demonstrate  
the unintended humor that frequently 
offsets the naïveté and grand ambitions  
of postwar utopianism. 

“We had to choose among these  
three possibilities,” Piene is quoted in  
the catalogue, “splendid resignation…, 
prosperity…, [and] optimism.… We did 
choose the absurd position of optimism,  
the ‘positive attitude.’ ” In Piene’s 
remarks we hear a rueful acknowledg-
ment of the contradictions of Zero’s 
stance, and a glimpse of what it meant  
to be young and German in the 1950s. 
The historic situation they had inher- 
ited—a political context never really 
accounted for in the show—made  
for extremely limited ideological options.  
So with the blithe determination  
of youth, they found a way to move on, 
voicing an affirmation and optimism 
that, given the circumstances, could  
well be considered quite absurd. Ultimately, 
the cheerfulness with which Zero  
took on their limitations is a marker of 
their courage: They were determined  
to bring about a tomorrow they could not 
envision in any real way, except that  
they knew it had to be different from 
yesterday.  —Media Farzin

http://worldmags.net/
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REVIEWS

RIGHT:
Birgit 

Jürgenssen
Houdini, 1990. 

Black-and-white 
photographs 

and fabric, 
47¼ x 47¼ in.

BELOW:
Valentin Carron
Installation view 

of Belt on Bar 
Stool, 2014.

“MUSIC IS A S-S-SERIOUS THING” combines industrially 
produced objects with a nuanced sensuality in an 
effort to draw fruitful connections between capitalism, 
the body, and multimedia approaches to painting. 
On the walls are works made with vinyl ink on PVC 
tarpaulin framed only by steel tubing, while the gallery 
fl oor is populated with belts cast in glass and carefully 
arranged on kitschy furniture. This odd collection brims 
with melancholic life. From the immobilized belts that 
serve as humorously fragile symbols of masculinity 
to the tarpaulin that paradoxically ripples and fl exes 
like skin, Carron’s work examines long-standing dis-
courses of the body within painting and sculpture. 

In Belt on Rattan Basket (all works 2014), a belt 
slithers out of a basket like a snake, at once brushstroke 
and sculpture. The crosshatched texture of the basket 
stands in contrast to the smooth, painted belt. 
This produces a sensory disconnect reminiscent of 
Eva Hesse’s 1968 Accession II, a steel cube interwo-
ven with rubber tubes, or Meret Oppenheim’s 1936 
Object (Le Déjeuner en fourrure), a teacup, saucer, and 
spoon covered in fur. Like Hesse and Oppenheim, 
Carron thrives on incongruous pairings; the rough 
interwoven material against the smooth skin of the 
belt engenders a tactile dissonance in the same 
vein as drinking from a hairy cup. Moreover, the belt 
is erotically charged, loaded with the possibility of 
loss and death. Where are the bodies to which these 
objects were meant to be affi xed? One is reminded 
of Joseph Beuys’s frequent use of fat, a gruesome 
metonym of once-vibrant lives that have been reduced 
to a solidifi ed, anonymous mass.

A similar operation can be found in Carron’s paint-
ings on tarpaulin, which, because 

of the viscous, fast-drying nature
of the toxic vinyl ink, retain 
the artist’s mark like a tattoo. 
Largely composed of repur-
posed illustrations from books 
of the postwar years, these 

paintings marry the modern, 
industrial materials of steel-tube frames and tar-
paulin with images that are self-consciously 
dated. Carron situates these historical conversa-
tions not on canvas but rather on metallic 
contraptions that, as a result of their tube 
frames, insist on their separation from the 
gallery wall, begetting a feeling that these ob-
jects are in a state of becoming. They are 
neither transparent windows onto the world 

nor wholly abstract distillations of the world, 
two camps between which painting 

oscillates as a discipline. Carron 
condenses these themes into Cold 
Figure, in which patches of pig-
ment in simple geometric shapes 

tentatively compose a silhouetted 
form. The work becomes an entity that 
is in the process of decomposing and 
s imultaneously reconstituting itself, 
echoing Carron’s investment in 
materials that suggest impermanence 
even as they fearlessly expose their 

fragility.  —William J. Simmons

NEW YORK

Valentin Carron
303 Gallery //   November 6–December 20, 2014

THE ART WORLD’S CURRENT reexamination of art by women entails 
the usual wonderment over the practitioners’ exceptional 
consideration of process, formalism, and conceptual rigor in the 
face of underrated valuations by academia and the market 
alike. So as the latest round of recognition adjusts the gender 
needle a fi ngerbreadth closer to parity, one reason the projects 
of women artists fail to produce sustained enthusiasm remains 
overlooked: the regular refusal by female practitioners to maintain 
focus on a single investigation, resulting in a lifetime of work 
that is often deemed too diffuse or diluted to be properly resolved. 
It’s through this lens that the recent presentation of work from 
the 1980s and ’90s by the late Viennese artist Birgit Jürgenssen, 
known for her feminist work of the ’70s, is best viewed.  

Occupying the second fl oor of McCaffrey’s elegant Chelsea space, 
the show offers an impressive tour through Jürgenssen’s broad 
studio practice, including photographic experimentation, fabric and 
metal work, and sculpture. The modernism of the 20th-century 
artist’s personal vernacular emerges through surreal photographic 
compositions confi gured into grids that evoke the sentimental and 
nostalgic. A sinister edge, however, comes through courtesy of 
hand-wrought iron frames as well as a top layer of translucent fabric 
that effects a mechanized, nearly digital sheen on the works’ 
surface. More experimentation is found in Jürgenssen’s “painted 
photo” method, in which she manipulates the chemical interactions, 
then scratches the surface of the picture plane, forcing evidence of 
the artist’s hand into the seamless mechanical process. Talismanic 
3-D works of papier-mâché, wax, hair, and wire and detritus profess 
to bring the project into the realm of the profoundly personal. But 
even amid these seemingly pure investigations of expression, 
it’s likely that the artist’s feminist conceptualism, which examines 
both the body and its role in society, heightened the fortitude she 
brought to her more intimate work. The seeds of broader meaning 
make a clear point: The personal is political.  —Deborah Wilk

NEW 
YORK

Birgit 
Jürgenssen
Fergus McCaffrey //   
November 6–December 20, 2014

http://worldmags.net/
http://worldmags.net/
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THE RELATIONSHIP BETWEEN the city of 
Los Angeles and its environmental features 
has traditionally been rooted in a kind of 
performance. The same desert sunlight 
that attracted the movie studios a century 
ago allows its iconic (Florida transplant) 
palm trees to thrive. The lush, artificially 
irrigated desert stands in for the tropics, 
as well as almost every place from which 
its immigrants hail. L.A. is a surface for 
projections of all sorts and is something of  
a spectator’s city—one commonly viewed 
from afar (or through the windshield  
of a moving car) rather than close at hand.

Huyghe’s retrospective, which debuted at 
the Centre Pompidou, attempts to bring  
with it some of the flânerie of its Parisian 
origins. Conceived as a public space, the 
exhibition is arranged in a “nonhierarchical 
presentation” of elements in which viewers 
may stroll, immerse themselves, or participate. 
The selected works similarly emphasize 
situations over objects and foreground the 
artist’s preoccupation with architecture,  
music, and science—disciplines in which 
conditions are set up and events are left  
to run their course. Moreover, Huyghe’s most 
recent works (to which the 25-year retrospec-

tive is strongly skewed) incorporate living 
elements and systems that have an autonomous  
set of prerogatives beyond the realm of art. A 
giant hermit crab wears a resin likeness of 
Constantin Brancusi’s 1910 Sleeping Muse as its 
shell in Zoodram 5, 2011; a bee colony makes 
its hive where the head of a reclining nude 
should be in Untilled (Liegender Frauenakt), 
2012; a white Ibizan hound with its right front 
leg dyed pink roams the galleries at will in 
Human, 2012. These works retain their inde-
pendence from the show, placing themselves 
outside the usual parameters of authorship. 
Pompidou curator Emma Lavigne’s catalogue 
text invokes object-oriented ontology. She 
finds an analogue to Huyghe’s decentralized 
practice in the contemporary philosophical 
trend’s de-emphasis on subjectivity, a leveling 
of subject-object relations that allows for a 
non-anthropocentric worldview with resonant 
implications for ecological study.

Huyghe’s many cinematic works on view 
are constructed similarly. A scene is set  
up, subjects are placed, and the camera 
serves to witness moments and behaviors  
as they manifest without direction. The  
camera cuts from one subtle action or point 
of interest to another. In the 19-minute  
film Untitled (Human Mask), 2014, a monkey 
wears a long black wig, a woman’s dress,  
and a female mask reminiscent of those 
donned in Kabuki theater (and Sleeping 
Muse). The animal was trained to work in a 
now abandoned restaurant near Fukushima, 
Japan. We watch it wander the space, idle, 
pick at its costume, and gesticulate restlessly. 
At one point, Huyghe cuts from a plastic 
maneki-neko (“beckoning cat”) in the restau-
rant, waving its mechanical arm, to the  
monkey’s hand making the same gesture. Is the 
animal equally mechanical, or is it waving 
at someone? Waving announces presence, a 
desire to be seen. What happens when the 
gesture comes from almost-human surro-
gates? Huyghe’s works reveal the incidental 
and concurrent among organic systems that 
operate without us––mirroring us only to  
the extent that we project ourselves onto them. 

As a stage for Huyghe’s retrospective, 
L.A.’s performative ecology reflects his meth-
ods and intentions, although the enclosure 
of the museum causes some chafing. At 
Documenta (13), many of these pieces were 
installed outdoors, where they continued  
to thrive regardless of their art audience. 
There’s a natural deadening that happens 
in museum retrospectives, a context that 
Huyghe seems anxious to subvert. The show 
is, after all, a kind of eulogy for the work  
long after it’s been done. Huyghe seems eager 
to show us that he’s still going. And while 
contradictions like these are not readily 
resolvable, they do not detract from this  
show’s pulsing vitality.  —David Matorin

LOS ANGELES

Pierre Huyghe
Los Angeles County Museum of Art //   November 23, 2014–February 22, 2015

Pierre Huyghe 
Zoodram 5, 2011.  
Live marine 
ecosystem, 
aquarium, 
resin mask after 
Constantin 
Brancusi’s 
Sleeping Muse.G
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FROM LEFT:
Dario Robleto

Installation 
view of 

Setlists for a 
Setting Sun 

(Dark Was the 
Night), 2014. 

Stuart Semple
Oops I Did It 

Again, 2014. 
Acrylic on 

canvas,  
29½ x 29½ in.

REVIEWS

JOHN CARPENTER’S SCI-FI horror film They Live 
presents a dystopian future in which the population 
is bombarded by hidden authoritarian messages. 
These are visible only by using special sunglasses 
that also expose consumers as rotting zombies. 
Semple’s new paintings function in a similar way: 
He proposes that we are in an “unconscious  
coma state induced by that flickering media flow 
which ultimately shuts us down.”

“Anxiety Generation” (all works 2014) reveals 
Semple as an assured and accomplished artist.  
His post-Pop sensibility (he is a child of both 
Warhol and Koons) embraces a complex layering  
of appropriated images and stenciled lettering 
sampled from print and digital sources, as well  
as social media. Music is a key reference point, 
especially pop lyrics. In Suspended in This Bliss 
(titled after a lyric from the American indie  
band Bright Eyes), Casper the Friendly Ghost is 
juxtaposed with a film still of a brutal murder  
found on Instagram and Jamie Reid’s iconic punk 
typography. The artist hints at the concept of 
erasure from Heidegger and Derrida; words in his 
paintings (“too high, too far, too soon,” “cool aid,” 
and “Froot Loops”) are frequently crossed out, 
suggesting their inability to convey meaning.

Horror movies including Last House on the Left 
and The Texas Chainsaw Massacre also provide  
fertile material. Six paintings are based on stills 
showing sexualized violence from the ’70s gory 
Italian film genre Giallo, overlaid with lyrics from  
the likes of Britney Spears, Kylie Minogue, and the  
Spice Girls. To cut through our cynicism and  
give images again the power to disturb is quite  
a feat; that Semple manages it via the medium of  
paint is even more impressive. An artist and an 
activist, Semple is politically engaged beyond his art 
critiquing mass media and consumerism: He is an 
ambassador for the mental health charity Mind and 
has also campaigned for artists’ rights. His approach 
is summed up by the famous line from They Live:  
“I have come here to chew bubblegum and kick ass...
and I’m all out of bubblegum.”  —Jonathan R Jones

LONDON

Stuart Semple
Delahunty //   November 13–December 4, 2014

BALTIMORE

Dario Robleto
Baltimore Museum of Art //   November 16, 2014–March 29, 2015

INSPIRED BY THE proximity of Johns Hopkins University’s Space Telescope 
Science Institute to the museum, “Setlists for a Setting Sun” is a collection  
of Robleto’s collections, which cover themes such as music, archaeology,  
and space exploration. Two eponymous works, subtitled Crystal Palace and 
Dark Was the Night, are encased assemblages of objects that would populate 
16th-century cabinets of curiosity; they include shells, coral, the skeletal 
remains of sea animals, precious stones, cave minerals, crystals—found and 
made—interspersed with cyanotypes and butterfly specimens. The insects’ 
antennae in the two installations have been re-created from stretched 
audiotape recordings of Handel’s Israel in Egypt and blues musician Blind 
Willie Johnson’s “Dark Was the Night.” Performed at London’s Crystal Palace 
in 1888, Handel’s opera is the oldest recording of music. “Dark Was the Night,” 
recorded in 1927, will perhaps be one of the most wide-reaching: It is included 
on the Golden Record aboard the Voyager spaceship launched in 1977,  
chosen to convey human loneliness to the beings who may someday hear it.

In his essay “The Collector”—itself a collection of text snippets—Walter 
Benjamin writes, “It is the deepest enchantment of the collector to enclose  
the particular item within a magic circle, where, as a last shudder runs 
through it (the shudder of being acquired) it turns to stone.” Robleto goes one 
step further: His practice seems driven by a desire to extend the life of  
objects beyond acquisition, capturing not only music’s ephemerality as  
a medium but the poignancy of the listening experience. Butterflies appear 
throughout the exhibition as a metaphor for impermanence and vehicles for 
disseminating music. American Seabed, 2014, is a compilation of fossilized 
whale eardrums that have become resting places for more butterfly 
specimens. Here, antennae have been replaced with pulled audiotape of 
Bob Dylan’s “Desolation Row,” 1965, a song of notorious length that inter-
twines biblical, literary, and historical figures associated with water, like 
Noah, Ophelia, and the Titanic’s passengers. Robleto’s butterflies whisper 
these narratives to whale ears in a scene possible only through the collection, 
as a medium that combines fiction and historical reality with romantic and 
redemptive impulses.

The artist establishes genealogy as an ordering system for idiosyncratic 
assemblages. In Melancholy Matters Because of You, 2010, Robleto fashions 
adult, adolescent, and fetal hand bones from his own, his mother’s, and his 
grandmother’s record collections. In Music Has the Right to Children, 2013, 
he displays butterfly specimens with antennae made from the stretched 
audiotape recordings of paired songs by musician parents and their children, 
such as Frank and Nancy Sinatra and Elvis and Lisa Marie Presley. 

For The Sky, Once Choked with Stars, Will Slowly Darken, 2011, Robleto 
removes everything but the stage lights from concert album-cover images 
by Johnny Cash, Jimi Hendrix, and others. What remains in the eight 
digital prints appear to be telescopic views of celestial bodies, a conflation 
of deceased music stars with illumination in the night sky. Robleto 
concretizes poignancy on the scale of the universe by appropriating stars 
as lights that never go out.  —RP

http://worldmags.net/
http://worldmags.net/


FROM TOP:
Adel 
Abdessemed
Untitled, 2014.
CNC-machined 
polyurethane, 
3-D printed nylon, 
graphite, and 
scalpel blades, 
49¼ x 35½ x 55 in.

Ioanna 
Pantazopoulou
L.O.S.A., 2014.
Silicone and 
cigar labels, 
90½ x 29½ in.

CURATED BY ARTISTS KOSTIS VELONIS and 
Alexandros Psychoulis, this exhibition takes 
the wide-ranging theme of the trickster—
from comical and marginal characters to 
the shamanistic and strange—to refl ect 
on the variable role of the artist today. 
This characterization is best encapsulated 
in author Barbara Babcock-Abraham’s 
description of the trickster as one who 
creates haphazardly for mankind and 
who reenacts a process “that is central 
both to perception and creation”: one 
of “schema and correction.” The idea is 
articulated in Valentina Karga’s video 
How to Build a Tiny Home, 2014, which 
documents the building of a shelter 
produced as part of the Summer School for 
Applied Autonomy, a research initiative 
that explores “self-suffi ciency in an era of 
a new commons.” The work demonstrates 
how an artist-cum-trickster might 
operate today: with a kind of perseverance 
that, as the curatorial statement says, 
faces “the distance that separates an ideal 
project from the effort of its implementation” 
without fear or trepidation. 

There is an emphasis on material 
intelligence in this exhibition, from Costas 
Sachpazis’s untitled 2014 assemblage of resin, 
rubber, acrylic paint, soap, and black leather, 
to Ioanna Pantazopoulou’s collection of cigar 

labels arranged into a kind of mat in L.O.S.A., 
2014. What these object collections attempt 
to show is summed up in the title of Nana 
Sachini’s 2013 towerlike sculpture made 
from a thick, pink blanket wrapped around 
wood, clay, a mat, and acrylic paint: Now Logic 
Must Take Care of Itself N5. Each assemblage 
underscores the necessity of composing form 
out of the broken fragments of the present: an 

instinctive gesture in times of crisis. Extending 
this notion is Zissis Kotionis’s Sower_Beyond 
Good and Evil, 2013—a wearable survival kit 
that includes a mattock, a woven rug altered 
into a kind of padded cape, and a Bible opened 
to the Gospel of St. Luke—in which the artist 
becomes a cunning survivor who carries on 
against all odds.

But the trickster theme doesn’t end there. 
The collective A Whales Architect contributes 
Turk, 2014, an installation of documents, maps, 
and notes that draw a relational cartography 
between the Mechanical Turk, an automaton 
chess player of the 18th century, and the 
world events that unfolded in the years 1647, 
1789, and 1848. These dates are scribbled 
onto various maps and refer to the revolution 
in Naples, the French Revolution, and the 
so-called Year of Revolution in Europe, 
respectively. These historical markers 
add another dimension to the Mechanical 
Turk reference—it was a chessboard 
designed to deceive its players by masking 
the mechanisms behind a fi xed game 
presented as a mix of strategy and chance. 

The metaphor here is that the world is 
a political game with the odds stacked in 
favor of whoever is in control of the 
machine. And since survival becomes the 
only way to transcend the trick, this makes 
tricksters of us all.  —Stephanie Bailey
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ATHENS

“Trickster/The Variable Practice”
A.Antonopoulou Art //   September 29–November 22, 2014

PARIS

Adel Abdessemed
Galerie Yvon Lambert //   November 22–December 20, 2014

AFTER 48 YEARS OF CHAMPIONING contemporary art in France, 
legendary gallerist Yvon Lambert turns off the lights in his 
Marais gallery following Abdessemed’s one-man show, “Solo.” 
The modest but airy space already feels like a half-empty home 
with Abdessemed’s unfussy pieces on the walls.

Although the 10 large drawings at the core of “Solo” may be 
minimalist, their heavy streaks of charcoal on clean white 
paper belie something more sinister. At fi rst glance, a spindly 
dog is playful in Personne (all works 2014), until a closer look 
reveals it’s chewing on a human hand. A peacock with a soulful 
gaze holds an egg in its mouth, which it perhaps intends to 
crush, and an upside-down man might be in a handstand, or 
strung up by his feet. Abdessemed’s images of war—some 
familiar, like the ghoulish fi gure running, naked, from napalm 
attacks in Cri—convey a quiet violence, mesmerizing enough 
to negate any unease that might make viewers hurry past.

Two short videos run on a loop. In Deep Stroke, the actress 
Salma Hayek stands stone-faced in cobalt-blue workman’s pants 
next to the Canal St. Martin before smashing a watermelon in 
slow motion with her bare feet. A lightbulb’s fi lament slowly pulses 
with a low hum in Nuance, burning out in a loud pop that fi lls 
the gallery. The audio, though essential to the pieces, is too 
jarring for the small space and distracts visitors from the draw-
ings, which ask for more time and attention to be absorbed.

Religious contrasts play out in the brightly lit adjoining room, 

where a life-size metallic 
sculpture shows a man in a 
suit holding a knife to a 
kneeling man’s neck. From 
afar, it seems as if both men 
have been stopped in their 
tracks by a volcanic eruption 
of mercury. Further examina-
tion shows the piece to be 
composed of thousands of 
scalpel blades—no “Please 
don’t touch” sign needed. 
The scene recalls the biblical 
tale of Abraham, who nearly 
sacrifi ced his son Isaac before an angel commanded him to stop. 
(Abdessemed’s fi gures are modeled after himself and his father.)

In the same room, a carved black marble diptych poses a 
bird’s-eye view of Mecca next to the same perspective of Manhattan 
city blocks engulfed in smoke. On the opposite wall, in white 
marble, Stonehenge sits beside a seascape. As a cycle, the four 
pieces echo the progression of revered sites, from untouched nature 
and simple geographic markers to complex, symbolic structures.

The show may not sum up Lambert’s nearly half-century 
career, but “Solo” does manage to cover art history’s principal 
themes: politics, war, and religion.  —Jake Cigainero
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REVIEWS IN BRIEF   NEW YORK

Klara Liden
Reena Spaulings //  November 1–December 8, 2014

Upstairs, a subtle 

array of picnic table-

esque sculptures 

constructed from 

scaffolding planks 

is mounted atop a 

platform covered  

in the marley board 

used on dance 

studio floors, the furniture crisscrossed with 

pink spray paint and then sliced with a circular 

saw. Downstairs, a shuttered Chinese restaurant 

shows a video of Liden struggling to keep  

up in a rehearsal with professional ballerinas.  

An emphasis on physicality has the artist  

navigating spatial dichotomies: public/private; 

rehearsal/performance; communal/commerce.

Grungified casts of sectional cushions hanging 

from the walls and clusters of old soda cans 

retain the sinister humor of Upson’s conceptual 

“Larry Project,” based on objects found at 

a seedy neighbor’s burned-down Southern 

California home. Despite their great titles (You 

Don’t Need a Rope to 

Pinch a Stranger’s Butt), 

it’s hard to imagine 

these individual works 

outside the star-shaped 

installation made up 

of five tiny rooms. The 

claustrophobic viewing 

condition is ideal for 

these pieces, seemingly 

wrenched from  

a hoarder’s nest.
Installation view of “Kaari 
Upson,” 2014. 

Kaari Upson
Ramiken Crucible //  November 1–December 14, 2014

Imagine the Guggenheim’s rotunda or Chelsea’s 

porthole-bedecked Maritime Hotel turned inside 

out, collapsed, and rearranged into three nested 

spaces, and you begin to get a sense of Moun 

Room. The installation’s scale recalls Richard 

Serra’s massive Corten steel labyrinths. But, 

composed of cracked plaster and visible iron 

rebar, it humbles the borrowed vocabularies 

of Serra’s 

gesture and 

pristine organic 

abstraction, 

resembling 

a space relic 

more than a 

modernist icon.

These sculptures and action paintings offer, 

with attention to material and conceptual 

details, none of the comfort of the art objects 

they so closely resemble. A sense of violence 

heavily influenced by post-Snowden revelations 

about the American state is embedded in the 

abstract hot-pink-accented paintings, executed 

using gun powder and drones. Perhaps more 

unsettling is the artist’s 

live evocation of the 

cloud in her “Data and 

Dragons” series of wall 

sculptures—custom-

built printed circuit 

boards whose LED 

lights glitter as they 

intercept data from 

nearby Wi-Fi signals.

No stranger to the 

power of images, 

Stuart is the feminist 

land artist behind the 

1975 ephemeral piece 

Niagara Gorge Path 

Relocated, in which she 

unfurled a 420-foot-long 

scroll down a craggy 

mountainside: Only 

the striking documentation endures. For “Silent 

Movies,” she shows a new series of photographic 

grids telescoping decades of research into 

nature, cosmology, cinema, and violent political 

histories. The strongest pieces break the grid 

into irregular formations or favor simple forms 

over heavily reworked images, like the peaks  

of Sacred Solstice Alignment, 1981/2014.

-r-xr-xr-x, 2014.

Installation view of Moun Room, 2013–14.

Video still from “It’s 
Complicated,” 2014. 

The patent holders 

granted Vierkant 

license to produce 

the pair of strange 

objects on view here: 

The “air filter” and 

“detachable storage 

rack” that fill out the 

space through an 

abstract use of line and pattern, while adhering 

to a somewhat corporate palette of royal blue 

and gray, are conceptually expansive imaginings 

of what can exist within the boundaries of 

intellectual property. Less exciting is a new video 

work composed of two humorous but somewhat 

flat animations of an average-looking, middle-

aged white man in both casual and work attire.

This show about social media pairs Kristin 

McIver’s sleek aesthetic with Man Bartlett’s playful 

style. A standout is McIver’s colorful grid “portrait” 

derived from the 44-character facial-recognition 

data generated by Facebook. Rendered in a 

palette based on Andy Warhol’s “Marilyn” series 

with an accompanying sound installation, it 

updates Hanne Darboven’s obtuse algorithms 

for the Internet age. 

Essence of Man, 2014, 

a surprisingly pleasant 

scent created by 

Rhoni Groff based on 

Bartlett’s Twitter feed, 

creates an intimate 

counterpoint to a digital 

avatar’s distance.
Kristin McIver, Data Portrait 

(Selfie), 2014.

Installation view of “A Model  
Release,” 2014. Vaucluse, 2014.

Addie Wagenknecht
bitforms gallery //  November 2–December 7, 2014 Michelle Stuart 

Leslie Tonkonow //  November 1–December 20, 2014

Grand Avenue Kiss, 2014.

Spare and elegant, 

Howard’s paintings 

depict figures in the 

midst of daily life. Their 

formal means suggest, 

however, that they 

offer something more 

than merely graphic 

pleasures. Each canvas 

plays on abstraction, 

usually by describing the 

backgrounds and other elements with rigorous 

economy. A woman in bed stares up at a 

literally abstract artwork, evoking intangible 

notions of beauty and longing. Similarly, 

schematic shapes below a couple kissing 

gesture at love and desire. 

Ridley Howard
Koenig & Clinton //  October 30–December 13, 2014

Thomas Houseago
Hauser & Wirth //  November 10, 2014–January 17, 2015

Creating works 

as visually 

compelling as they 

are conceptually 

dense, Quaytman 

has earned  

her institutional-

darling status. 

This show premieres O Tópico, Chapter 27, 

an installation conceived for the Brazilian 

botanical garden and art space Inhotim. Based 

on Fibonacci’s golden-spiral equation, the 

exhibition design features curvilinear exterior 

walls and several discrete spaces. The paintings’ 

motifs include dense geometric patterning, 

helical forms, bloblike protrusions, silkscreened 

photos, and colonial maps. Far from didactic, 

the transcendent series retains its mystery. 

The Other Great Abundance, 2014.

R.H. Quaytman
Gladstone Gallery //  October 31–December 20, 2014
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Artie Vierkant
Untitled //  November 2–December 14, 2014

“Me/Me”
Chasm Gallery //  November 7–December 7, 2014
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“Turbulences” 

brings together 

three groups 

of work by the 

Swiss artist. In the 

“Shape” series, 

images of plants or 

blades of grass are 

collaged together, 

so that the stems 

of one join with 

those of another plant to form a sort of artistic 

hybrid. The series “Turbulences” consists of 

ink drawings that riff on curvilinear lines and 

delta-like effluences. “Spells” expands Furter’s 

exploration of the line into three dimensions: 

abstract, hard-edge constructions in brass  

that resemble deformed grids.

These large-

scale images 

deliberately trade 

in photographic 

clichés: Rainbows 

appear above hazy 

Irish landscapes; 

a woman lies 

asleep in a variety 

of beds; the yellow awnings of pawnshops 

decorate urban streets. Given the show’s title 

“Does Yellow Run Forever?,” we can assume 

that what unites these subjects is the pot  

of gold that is hope, delusion, or yearning. The 

question the show raises, however, is whether 

the individual images, banal as they are,  

can stand on their own. 

Co Clare, Ireland, 2014.

Shape Alize, 2014.

 

Banu Cennetoglu
Rodeo //  October 11–November 29, 2014

04.09.2014.

The artist’s most renowned works portray 

imagined spaces—and his “London Paintings,” 

2013–14, continue that theme. It’s not the  

real city being depicted so much as fragments 

of fantasy and memory, snippets that both 

deconstruct and perpetuate stereotypes: the 

Thames at night, an insalubrious hotel interior, 

a half-glimpsed statue. Dalwood’s mongrel style 

is simultaneously Pop-y, sketchy, realist—the 

different registers 

appearing to collide 

or slide past each 

other in a way that 

feels aggressively, 

quintessentially 

urban.

—GABRIEL COXHEAD

Clar is a technologically savvy, visually 

resplendent artist who occasionally produces 

works with concepts as brilliant as their effects—

such as his video of break-dancing footage, 

with the performers’ faces projected against 

and dizzyingly dispersed by a spinning mirror 

ball, or the endlessly shifting, mind-boggling 

screen patterns that result from a computer’s 

optically translating 

the whirring sounds 

of its own hard drive. 

The show’s flaw is the 

number of pieces in 

neon, their beautifully 

colored permutations 

appearing merely 

decorative, lacking the 

same critical edge.  —GC

In 04.09.2014,  

all the newspapers 

printed in Britain 

on that day 

are arranged 

alphabetically 

within 46 leather-

bound volumes 

and placed on tables. It’s a salutary experience, 

browsing not only all the news that’s fit to print 

but also the accompanying ads and celebrity 

waffle, noting discrepancies between national and 

local publications. Yet the rationale behind the 

project seems somewhat odd, as if Cennetoglu 

were unaware that there already exist places 

where these same newspapers are daily collected 

and archived—they’re called libraries.  —GC

Freefall v9, 2014.

Half Moon Street, 2014. 

Paul Graham 
Carlier|Gebauer //  November 8, 2014–January 17, 2015

Since the 1990s, Craven has been painting the 

moon and birds on perches, in quantity.  

Her secret, perhaps, is endurance; would this 

saccharine imagery  

be so compelling if  

it were not the product 

of repetition? Fifty-six 

small plein-air pictures 

of the moon hang in  

a line around the gallery. 

They are interrupted  

by Craven’s large—

stately, even—canvases 

of owls and doves, 

incongruous against 

hot-pink grounds.  —JG Owl (Barred Owl Looking), 2014.

Nina Lola Bachhuber 
Heinz-Martin Weigand Gallery //   
September 20, 2014–January 17, 2015

The centerpiece 

of this show, 

sitting on 

the floor, is 

Bankett, 2013,  

a rectangular 

swath of red  

cloth trimmed  

in long black hair upon which some 11 sculptural 

objects lie. Constructed from the denuded 

skeletons of wooden parasols, feathers, and 

large springs, these uniformly black pieces 

make for a strange, though compelling, feast: 

the remnants, perhaps, of an occult banquet. 

Elsewhere, a series of ink drawings provide  

a zesty and surreal dessert. 

Installation view of “Bankett,” 2013.

Max Maslansky 
Emma Gray //  November 15–December 30, 2014

Ann Craven
Hannah Hoffman Gallery //   
November 15, 2014–January 10, 2015

An artist who recently 

turned heads in the 

Hammer Museum’s “Made 

in L.A. 2014,” Maslansky 

makes paintings on 

bedsheets of images 

from vintage porn. Rather 

than seedy, as one might 

expect, the outcomes  

are dreamy, lyrical tableaux 

of soft-edged color. This 

exhibition features stills 

of the actor-singer Dennis Posa, a.k.a. Dennis 

Parker, a.k.a. Wade Nichols, who caromed 

between personas before his AIDS-related death 

in 1985. Even Maslansky’s most explicit paintings 

are never prurient, somehow instead telegraphing 

innocence, vulnerability, even love.  —JG

Clayhands, 2014.

In these endearing hybrid 

video-sculpture-collage-

performance-drawings, 

it’s the last medium 

that drives the action. 

Monitors in custom frames 

show actors (often Bress 

himself) making pictures 

in real time. In the dual-

monitor video Organizing 

the Physical Evidence 

(Purple), 2014, characters in foam costumes draw 

and erase images on glass as if they are inside 

the screens. In Clayhands, 2014, Malevich-inspired 

abstractions are manipulated as we watch  

purple fingers poking fun at the seriousness of 

the creative process.  —JONATHAN GRIFFIN

Dennis Parker: Close-up 
(Pillow case portrait), 2014.

James Clar 
Carroll/Fletcher //  November 14–December 20, 2014

REVIEWS IN BRIEF   BERLIN // LONDON // LOS ANGELES

LOS ANGELES

Brian Bress 
Cherry and Martin //  November 8, 2014–January 3, 2015 

BERLIN

Franziska Furter 
Schleicher/Lange //  November 15, 2014–January 17, 2015

LONDON

Dexter Dalwood
Simon Lee //  November 18, 2014–January 24, 2015
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ACA Galleries
529 West 20th Street
5th Floor
New York, New York
+1 212 206 8080
info@acagalleries.com
www.acagalleries.com
February 11, 2015 - April 4, 2015: Luis 
Jimenez (1940-2006), Sculptures & 
Works on paper. Hours:  Tuesday 
through Saturday, 10:30-6p.m.

Amsterdam Whitney Gallery
511 West 25th Street
New York, New York 
+1 212 255 9050
amsterdamwhitney@aol.com 
www.amsterdamwhitneygallery.com
FEBRUARY 3-MARCH 17, 2015 Exhib-
it: Thursday, FEBRUARY 12, 2015 “VAL-
ENTINE’S” KING & QUEEN of HeARTS” 
FETE Soiree Lisa Azzano, John Davis, 
Daniel Gimbel, Diego Salado, Jerry 
Newcomb, Elizabeth Mowry, Kai 
Bratbergsengen, Philip Catania, Cora 
Cronemeyer, Ann Gores, Tricia Kaman, 
Adrienne Kyros, Ted Martland, Doug 
Simon 

Marian Goodman Gallery
24 West 57th Street
New York, New York
+1 212 977 7160
goodman@mariangoodman.com
www.mariangoodman.com
Giulio Paolini, February 6 – March 13, 
2015

Marlborough Chelsea
545 West 25th Street
New York, New York
+1 212 463 8634
info@marlboroughchelsea.com
www.marlboroughchelsea.com
January 10 – February 14, Devin Troy 
Strother.  Hours: Tuesday through Satur-
day, 10am-6pm.

Marlborough Gallery
40 West 57th Street
2nd Floor
New York, New York 
+1 212 541 4900
mny@marlboroughgallery.com
www.marlboroughgallery.com
January 6 – January 31, Robert Weing-
arten and Clive Smith .  Hours: Monday 
through Saturday, 10am-5:30pm.

Ronald Feldman Fine Arts
31 Mercer Street
New York, New York
+1 212 226 3232
info@feldmangallery.com
www.feldmangallery.com
Wave & Particle
A Group Exhibition to Celebrate Creative 
Capital’s 15th, February 14 – March 21, 
2015, Opening Reception: February 
14, 6-8PM. Hours: Tuesday – Satur-
day, 10:30am – 6:00pm, Monday by 
appointment

GALLERY 
LISTINGS

ARTIST 
PROFILES

ALBADER, SAMAR                         
www.samaralbader.com 
smralbader@hotmail.com 
Lost Jasmine, 2014

BROWN, SARA SLEE                    
www.sarasleebrown.com 
sarasleebrown@gmail.com 
Diner No. 1, 2014

BURTON, ALICE                             
www.aliceburton.com 
aliceburton@yahoo.ca 
Trois Iles, 2013

HILL, SOL                                       
www.solhill.com 
sol@solhill.com 
Urban Figure # L1065273 - Red Shirt, 
2011

KIVINIEMI, MONIKA                       
www.kiviniemi.se

monika@tyfonmail.se

Yes We Can, 2011

KOZHEVNIKOVA, ELENA                       
elena-kozhevnikova.com

ekjart@gmail.com

Whale Songs, 2014

 

LEWSEY, RICHARD                       
www.richardlewsey.com  
1945, 2011

LUNDIN, KERSTIN                                    
www.kerstinlundin.se

klu@transit.se

Heart Palpitaion, 2013

PECE, ZINO                                    
zinopece.com 
info@zinopece.com 
Tears, 2014

SHOGREN, ANN                            
www.AnnShogren.com 
annshogren@gmail.com 
Horse Power 1, 2014

TRAN, HUU PHUOC                            

www.huuphuoctran.com

huuphuoctran1963@yahoo.com

42-54 Untitled 029, 2013

TEATHER, WILL                            

www.willteather.com

info@willteather.com

The Vast and Unknowable Universe, 
2013

special advertising section

Van Doren Waxter
23 East 73rd Street
New York, New York
+1 212 445 0444
info@vandorenwaxter.com
www.vandorenwaxter.com
Emil Nolde and Die Brücke, Master 
Drawings New York, January 23 - 
February 20, 2015. Joe Goode: There’s 
Always Tomorrow

February 25 - May 1, 2015

To be included in Modern Painters paid 
gallery listings, contact Sarah Bronstein 
at sbronstein@artinfo.com
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What’s it worth? Find out at 

Andy Warhol’s “Liz #5”

Unlimited Searches. Millions of Auction Records Dating Back to 1922.

Thousands of Individual Artist Indices

basi.artinfo.com

college art association
NEW YORK
103rd Annual Conference

February 11–14, 2015

www.collegeart.org/conference

Four days of non-stop art, discussion, and lively debate 
at the world’s largest conference on the visual arts.
Meet your professional network.
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DE WAIN VALENTINE 

PETER ALEXANDER 

BILLY AL BENGSTON 

JOHN BALDESSARI

ED KIENHOLZ

MIKE KELLEY

LARRY BELL

ED RUSCHA

MARCH 1, 2015
MODERN ART & DESIGN

PETER LOUGHREY, DIRECTOR  |  16145 HART STREET VAN NUYS, CA 91406  |  323-904-1950  |  LAMODERN.COM
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JOHN CURRIN

FEBRUARY 19–APRIL 11, 2015

GAGOSIAN GALLERY
456 NORTH CAMDEN DRIVE  BEVERLY HILLS 90210  WWW.GAGOSIAN.COM
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