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Phaidon's Vita~in sé~ies,: which beg~n· iñ ~002 with . 
VitárrÍin P, in eludes sorne of th~ most popular a'.~c:1 ·. :· .. 
influentiai ~urveys ofcontemporary art thi.s sfde • .. : 
ofthe new mÍílennium. Each volume is an in-depth, : 
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: ·cover th:e.~pectrum f~om geometric minima:lismto . 
~i"estu~al.expressionism_. Manyartists bridge the_, 

.· fig~'ratjve and the abstract divide, while others veer . ' ' 
, . towards ·conceptu~anci interdisciplinary app~Óachés . . . 

• , ,, • , - , • -. f 1 _ f ., , ,_ " , .~ " 

up-to~the-minute overview of dev~lopments in ~ ; 
single artistic medium, including drawing'(Vitamin '.· · AII ofth~ artists lnVitamin P2 have beén nomi- . , 
D), photographY, (Vitami,:r Ph},:sculpture and Jri~t-al- . · riated for their outst'~nding re~en'tcoritributions to 
lation (Vita~in .3-D) an'd _painting (Vitamin P and , _ the "medium. ScYme are senior flgu~~s: oth~rs JLÍst . 
now Vitamin P2). Compiled f rom the hominations of 0

' •. • commenc'Íng their artistic Óareers: AII have réceÍved 
internationally ren~wne'd curator~. ~ritics arÍd art · . their first international att~ntion o/ ~ignÍfic'aiÍt new 
historians, the results offera thorough assessment · acclaim in the past five years. Whatttiey· share is a.: 
ofthe best recent work in each medium. ·: ' . cominitmentto a medium asoldas art itself. l~ his 

introdúction, Barry Schwabsky se.es.th,is cc>'mmit- . 
menta~ the key.to paint in~ undimini~hedvitality: 
'lt's where the much~cited modern project'of Ílnking 
a~t with everyday life continue~ to be worked out.; ,,., .. . .,. 

As well as a showcase for new·painting, Vitamin'P2 

"' is also a plat{orm for riew art writing, featuring texts 
by over forty writers commissioned especially fo~· . 
the publication, including leading critics,_curators 
and academics. As tt'!_e practice of painting and the -

The first 17/tam/n P arrlved ata momentwhen painting 
was in need of such a re-evaluation, and the book's 
success exceeded all expectations, inauguratlng a . 
vibrant new period for painting and helplng to ignite 
an explosion of lnterest in the medlum. Sincé 'that '. 
book's publication, a new generation of painters hás 
emerged, sorne inspirad by the artists wh'o appeared 
in it, others taking thelr cues from new sourc.es. 
Vltamln P2 presents this new wave of pain.ters to 

theworld. - discourse around it maintain their primary role in 
contemporary art, Vitamin P2 provides an indispens­
~ablé gu!de to the mediurrfs current moment, as well · 
as its future. 

Halllng from more than ~hirty countries, the 115 artists 
In Vltamln P2 represent the plnnacle of new interna­
tlonal palntlng, thelr work encompassing a staggering 
dlverslty of styles, perspectivas and subjects. Their 
figurativa approache~ ranga from t_he reallst to 
the sfyllzed and the surreal, and their abstract works 

. f 
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EVERYDAY PAINTING 
BARRY SCHVIABSKY 

Be-fore there was art, there was painting. The inten­
tions of the PaJeolí thlc people who conjured the 
famooa herds of bíson and de~r that move across 
the v1alls of the ancíent caves are mysterious, but 
we can be w re that they had nothing to do with 

• the concept of a1;sthetics that arose in eighteenth­

centur¡ Europa or the f leld of autonomous á.rt 
productlon that emerged around that time as paínt­
ing began to detach ítaelffrom cervice to church 
and court. Neíthc r a cave paínting nora MedievaJ 
aJtarpiece was self-evidently 'an object ( .. . ) in the 
fashioning of which the íntentíon to enablo ít to 
satisfy the aesthet ic lntercst playod a signlficant 
causaJ part' - to use a defínítion of the artwork 
typicaJ of philosophlcaJ aesthotics.' E ven tho mastor­
pieces ofthe Renaissance and Baroque oras, whlch 

for many viewers are stlll exemplary of great painting, 

possess a very ambiguous relation to autonomous 
art as we understand it , being devotional images 
whose surpassing beauty was valuad at the time 
more for its power to kindle faith than for its own · 
sake. Other works functioned as propaganda for the 
rulers who commissioned them; their impressíve 
quaJities were intended to reflect back on th~ patron 
rather than onto the painting itself as a self-reflec­

tive entity. 
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1 remember a conversaticin I once had with 
an elder painter who was a particularly adamant 
proponent of abstraction, insisting on the absoluta 
importance of painting's independence from any 
demand that it illustrate a predetermined meaning. 
'Well, how do you feel when you look ata painting by 
Caravaggio,' someone asked, 'who made such great 
paintings under the constraint of illustratlng scenes 
from the Bible?' 'When l look at Caravaggio's paint­
lngs I feel sorry for him,' the palnter replled. 'I can 
imagine how much greater the paintings might have 
been ifthey had been free to be nothing but paint­
lng.' There is something wonderful, as muchas it is 
absurd, in that dogmatic extremism, but it no longer 
has much of a grip on contemporary culture. lt no 
longer seems of use. Ad Reinhardt may have had a 
point when he claimed that the project of abstract 
art Is 'to present art-as-art andas nothing else, [ .. . ] 

separatlng and deflning it more and more, making 

lt purer and emptier, more absoluta and exc;:lusive'.2 

lnfuriatlng bravado Is always good as entertainment, 

but still less today than in Reinhardt's time can we 
see hls claim that 'orlginallty exists only where all art­
ists work in the sama tradltion and master the same 

convention' as anythlng but an ldiosyncratic hobby­
horse, the impossible notion of a charismatic crank 
whose ideal academy could only ever have existed 
in his own fierce imagination.3 The purity of the mod­
ernist dream could pnly have been realized either by 
a cÓmplete separati~n from daily life - Reinhardt's 

- , 
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colleague Jack Tworkov accused him of wanting to 
erect 'a kind of Chinese wall between experieñce and 
painting'4 - ora complete colonizatiÓn of it, such as 
that aimed at by the artists of De Stijl and of R_ussian 
Constructivism, each in their own way. Today, contra . 
Reinharat, we know it's no use pretending that there 
is just one tradition or one convention. The quasi­
anonymity that Reinharélt ascribed to the true p_ainter , 
has no social, political or economic basis for exis­
tence. Maybe that's one reason why, as time goes on, 
it beco mes harder and harder to make any general 
stateme·nt about paintihg (as opposed to the general 

cultural situation in which painting takes place). 
Perhaps· once it was possible to believe that 

painting was one thing, and that therefore the col­
lecti':'.e effort invoived in the pursuit of painting could 
have to do with finding its essence - for instance, 
flatness and delimitation, according to the definition 

once given .to it by Clement Greenberg. But sorne do 

still believe that painting is one thing, no matter what 

anyone says. lt's still possible to be an essentialist 
rather than a pluralist. More importantly, it's still pos­
sible to make very good and very relevant painting 
out of such a belief; one of my favourite contempo­
rary painters comes to mind, Joseph Marioni, who 
upholds severe modernist criteria in painting (he 
paints onescolour-abstractions) in the face of an art 
world that insists these are outnioded. Marioni once 
told me that painters ought to secede from the art 
world. 1 identify with the art world from which he 
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1. Joseph Marioni .,. , . . • • 
Contemplótion floom . • , - .. _' 
lnstallation at ,Ttl~-i:i~séi :· _... . , .·· "-,- .• -
Art Fatr, 2009 _ - _ 
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_ -.- . • ' 
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2: : Paulina Oíowska 
· Wooi rnork, ·2010 · ,_.. · 

Oil en canvas·:· ·•.. >-·_-:-

,.· 

. 5.- Dianna Molzan 
Untit/ed, 2010 • ·. 

··.-:-:: .:~_/::-~.= :~~·--~~' --:... :: .. -'. 
··. -:;:': ---.-

. Clil en canvas on f\( ,- .. ' _~ · 
61X45-5Cm_ .. _ · .. ·~~---.-.: 
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would like to secede, but my aJ"1: ~orl~ would include·: · -.~vi~ce~ the artisfs hand!_o_r Only wti,at_has jmpor- , . : · c_ateéjirÍ China !ind lhdia; J.re Westerners s g~t 
him as a majorcontemporary figure. Dogma- keep- tant soci_ó_-po/itica/ subject'!'atter! Ó! On}j whatjs_ _ Úsed to the idea that; as faseinating as we find°their 
ing in mind the sense of the word as it was adopted_ strict/y s~lf-reflective!Bu~ how_rfductive woutd that _ · W?rk, óur intérp~etaiion a:nd judgmen't of it are only 
by the ·group of Dánish filmmal<ers in 1995 .- remains · ~e? Nothing coul'! b~ more contrary to tlie._ s~iri! of P,artial. And justas contemporary paintrng need not 
a reasonab1e·positi9n to take wi_thin a context that: art füan t? put on the bli_r,ders in order to feer a false come from _a European tradition, even when it cioes 
continues to be plural. security of Judgment. As uneasy as it may.make us · . _ it l'l'!ªY. not he the· 'great tradition' we l~amed ab·out in 

- But while such essentialism fílªY be helpful to _to say it, our time remalns what critic Córinne Robins s~hoql. Merlin James, as we discover in these •pages, 
sorne artlsts, it would be detrimental to the crltic . : already called the .1970s: a 'pluralist era'. rátes Giorgio Morandi as á.n inspiration. Weli, no greát . 
who wants to understand the work that artists are . One paints today acpording to a double perspec: - - surprise there; so shoüld plenty of others. Bút ho;,.,, 
aolng today. A glance or two around the art galler- tive for which one might borfow the Saussurian . · . many ofthose others would,asJa~es does, evoke 
les _ or, for that matter, a glance or two through -terms diachronic and synchronic. Or perhaps it . the Bolognese master in the s·ame breath as the 
. thls book _ should remlnd anyone ofthe dlfficulty would be justas well to speak of historicaland less renownea L. ~.- 1:.owry, William Nicholson 0 ~ Jean 
of deflnlng palnting, or of laying down any definitive contextu~ aspects. On ·the oríe ha~d, and p·f?~Sibly in · Hélioñ? In Romania, of ali place~. there ~eems to be · 
statements about lt. Is lt really possible to bracket contrast to artists who wor~ in newer media, palnt- something in the water con"clucive to good painting. 
Wade Guyton's InkJet abstractions wlth Odill Donald ers are necessarily conscious of their production . Shouldn't we assume that behind this lies á hidden 
Odita's clashlng shards of colour, Paulina OIÓwska's as sharing in an array of practices and conventlons history waiting to b·e excavated? · 
canny montaglng of éapltalist and ·communist with deep roots in history. Painte~s are aware of a - But painting is hardly thé only form of visual 
cultural histories with Katharlna Wulff's symbollst multlplicity of pictorial vocabularie~ from manner-, input to which t9day's painters aue·nd _ and for . 
reveries that float free (lt would seerñ) of any élear ism to modernism - to mention only terms relevarit that matter, ·their artistic interests ~ay not even be 
historical reference poínts; the coolly optical/orna- to the hlstory of European art. Today, a páint_er · predomiriantly visual. You' d be hard put to find many 

. -mental painting-objects of Philippe oecrauzat wlth mlght equally be inspired by, for instance,_Chinese who don't use photography as a tool or a ·source; 
Dianna MQ!zan's funkier, more tactlle take on sculp- lnk palnting or Australlan aboriginal bark painting movies, télevision á.11~ the Internet are all felt influ- .. 
tural painting (deconstructed perhaps more In the - irrespective, of course, of where he or she hap~ ·- ences. Fashion too (as we leárn, Anj Smith introduces 
sartorial than in the philósophical sense); or Lynette pens to be from. The fact that the arts of Asia, Africa . _ Bos_ch and Cranach to Chanel and Vuitton). And so 
Yiadom-Boakye's ~oody imaginary·portraits with and Australia seem to be converging with those of. ~are ali ~inds ofmusic. Even the onetime phobia 
Kerstin Bratsch's multivalent pictorial practlce, which Europe and the Americas, however, should make us against 'literary' painting seems to have· fallen by 
seems the product of multiple artistic persona_e? especially sensitive to the likelihood that thE! art _we . the wayside, and we fil)~ painting once again being 
Sure, you could try to evade this multiplicity by _giving encounter has sources that may not be_equally evi- used as a vehicle for historical and· social commen- • 
yourself sorne arbitrary ground rules: Only abstrae- dent to ali viewers. In.particular, a !?ignif!cant number tary as well as a reflection on narrative (rilina Chane! 
tion! or Only mass-mediated images! or On/y wnat _ ofthé artists include1 in this book have bee~ edu- Abney, Michael Fullerton, U Songsong). In place of the 
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6. Nina Chane! Abney 
Clase but No: Cigor, 2008 
Acrylic on canvas • · 
_2 parts, overall 183 x 426.5 cm 

7. U Songsong _ _ 
_ Flowers Ón the Sea, 2008· 

Oil on canvas 
-35o x3oocm 

-:-8. ~"Mary Heilmann 
.Neo Noir; 1998 
Oil o_n cañvas 
190 X152 Cm 

9.·· Keri'yJames Marshall · 
. UntÍtled (Painter), 2010 

- Acrylic on pvé:" panel 
120.5 x 109 cm ., 

10. Rodney Graham - , -.. 
· lnverted -Drip P.airi t ing #3, 2007 

"ü quid acrylic on,linen - ~ -
150X 124.5 cm __ · 

aesthetic autark"y Ónce sought by a certain strand 
of modernism, the present seems as enamoured 
of free trade between artistic disciplines as it is of 
untrammeled exchange in the economic_ sphere. 
Paínters aré as interested in what their work shares 
wíth other cultural and subcultura! pursuits as in 
what distinguishes it from ali t_he rest. 

These developments are hardly native to the new 
millennium. As l've pointed out, the idea of pluralism 

· in art was already mooted decades ago. But it has 
gathered force in recent years, _if only becau'se the 
hold of classic modernist thinking on artists and crit-

, ics has grown ever more tenuous. As a result, it has 
become difficult to get an overview of what paint­
ing is or can be today. This was already tru~ when 
Vitamin P was published in 2002, by the way. That 
book had an immediate lmpact that was surprising 
even to those of us who had been involved in making 
h. Clearly, it answered a widely felt tíunger. In· particu­
lar; as so meo ne who regularly vlsits art schools and · 
university art departments, 1 could hardly help but · 
notice thá.t nearly every painting student - or rather 
(since these institutions no longer necessarily divide 
themselves into depari:ments of painting, sculpture, 
print~making, new media, and so on) nearly every,: 
student who was making paintings - hada copy of. 
it in his or (more likely) her studio. Naturally I had to 

. ask myselfwhy Vitamin P had been so enthusiasti­
cally received. Part of the reason, it seemed and 
still seems to me, was that the paucity of serious 
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discussion of contemporary painting had, particu­
larly but not only for students, led to a genuine sense 
of perpiexity. A credible overview arrived as a: relief. 
What made that overview possible was that, rather 
than trying to establish a single Olympian authority 
to· create a synthesis, the selection process involved 
creating a dispersed network of nominators - it was 
crowd-sourced, so to speak. And the same is true 
hereagain. · 

As in any art, the meaning of a new work is relative . 
to its position in relation to other works in the same 
field, past and present - its significance emerges on 
diachronic and synchronic planes. 1 often tiear the 
complaínt that young painters have little grasp of 
history. In fact, 1 find the opposite is true; they have 
a better grasp of history than of the present state 
ofthe att. Young painters who have studied art for­
mally may have a good general grasp of the history 
of the medium from the beginnings of modernism 
up to about, say, the 1960s, maybe even the 1980s 
but after that it all tails off - at least in wid~ly used, 
thematically organized sourcebooks such as Charles 
Harrison and Paul Wood's Art In Théory or Kristine -
Stiles and Peter Selz's Theories and Documénts of 
Contemporary Art. S~bsequently" published hiss _ 
tories like David Joselit's American Art Since·1945 
or the massive Art Since 1900 by Hal Foster et al. . 
merely codify the reigning prejudice that after Pop 
art ~nd its German _pffshoot, the. '.capitalist real-
ism' of Gerhard Richter and Sigmar Polke, further 

- , 
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developments in painting can be safely ignored. 
Reviewing Joselit's. book for Bookforum in 2003, 1 

regaled readers with a somewhat arbitrary multi­
generational listing of sorne ofthe names that went 
entirely unmentioned in it: 'Alex Katz, Larry Poons, 
Vija Celm.ins, Malcolm Morley, Peter Saul, Jim Nutt, 
Leon Golub, Robert Colescott, Brice Marden, Sam 

Gilliarn, Mary Heilmann, $usan Rothenberg, Elizabeth 
Murray, Ross Bleckner; David Reed, Terry Wfnters, 
Jean-Michel Basquiat, Jonathan Lasker; Kerry 
James Marshall, Sue Williams, John Currin and Usa 
Yuskavage.'5 Looking báck now, 1 can only wonder wllY 
1 didn't make my list even longer. ButJ could probably 1 

make an even more impressive and equally dispa­
rate list of international names that you won't find 
in the index to Art ·since 1900, starting with Eugene 
teroy, Carol Rama, Carla Accardi, Raoul de Keyser. 
Lee Ufan, Rémy Zaugg, Martín Kippenberger, Marfene 

· Dumas, Ch~ri Samba, Bernard Frize, Michael Krebber, 
Luc Tuymáns, Takashi Murakami, Gary Hume, Peter 
Doig, Katharina Grosse and Beatriz Milhazes. Like my 
American roster; that's nota group whose members 
could please any one viewer equally, but it demon­
strates the range of striking and influential figures 

, wÓrki~gprimarily or significantly with painting in 
recent decades; it would stand to reason that at 
least sorne of them ought to have been mentioned 
(even if only to be criticized) in cónsidering the art ' 
of our time. And aside from being left uriapprised of 
sorne ofthe leading painters ofthe day and ofthe 
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issues surrounding i:heir work, readers of stándarét . ·: .•. ~o.:i'ténd t hat alrth~sed1sparáte things aré gÓÓd or . mous árt norietheless tak~s on a broader historica.Í 
references on contemporary art might alsci find . .. ·.: that ali ~re equái lt mérely sÚggésts that gÍI these: - • resonance..:: to'r free, as it ~ere? This point oftén .. ·. 
themselves puzzled as to why esiabl[shé~ artists · ¿lastiingp roposals might be· worth enteri:aining, and · . : seems to be implied by_ the writÍngs of, for _instance, 
primarily known as conceptualists so oft~n seem.tó · that, iÍ1 undertaking sÜch a task, reáders \l\lill be sure . fredericJameson: orªofTheodor Adorno, whose 
turn back to painti11g as a niedium of express_ion _.,_ to have the raw materials necessary to maké up their music critiéism was based on the ·idea th.at 'the time . 
from first-generation conceptualists like Mel Bochner .. Ówn minds as to what painting can or can't or should that i~ irrirnanent in all music, its inne~ historicity, is ·. 
or Art & Language, who have b~en making paintings o~-shouldn't do .in our ~ime. . . · ~ · _real historical time reflected phenomenally'.6 But that 
for decades now, to more recent converts such as Ttie question ofthe historicity of art, ofwhat art seems too goÓd to be true; it sounds like a way for 
David Hammons, Ro"dney Graham and Martín Cree-d. has to do ·with the now,,with today, is one of_the· moj t -. the critic to actas if he could speak with thé voice 
Clearly, painting cont inues to satisfy artistic neéds serious questlons that criticism has to deal with, • ... , . of históry itself. Art criticism today, if not the art of 
that objects, texts, photography and so on dón't. and one ofthe most urgent. 'The chance wori't come painting itself, is still sufficiently woozy with its hang~ 

What Vítamín p supplied, and what füis book again,' as Bob_ Dylan once sang. lt also represents the . _ over f~om· the" ecstásies of modernism that it really 
means to supplement, was an óverview that never greatest possible temptation to sheer superficial- might be wise ·not to 'speak too soon•: 

. cláimed to be a canon, Jt was never asserted that ity- to futile trend-chasing. Remernber the singer's · And with good reason. Everyor.e knows that for. 
these were the hundred or so most interestlng advice: 'Don't spéak too soon / Fo_r.the wheel's stiU · the last hundred years or so, in principie, anything 
younger paínters worklng today - merely thát they in spin.' The movement ofthe now may be alwáys · : - can bE: art. lt sf arted .with .Marce! Duchamp: of 
were paínters whom sorne people knowledgeable . on the ~etge of over,whelming us, bút, by the same .course, but it didn't end thére - and didri't really 
about the field considered interesting. For that very token, it never reveals itself until the last minute, '. , . , t_ake effect.in a _big way until the 196os. lf art can 
reason, it provided glimpses of the ranga _of p·ossiblli- until it's almost too late. And while the movement Óf , be a snow s};iovel or a urinal, then why shouldn't it -
t ies for contemporary painting, including 'possiblllties present time may be enigmatic in itself, eVel) more be some'live hórses or dead cows, a tent, sorne 
•that might be mutually inc-ompatible. This was sorne- enigmatic is the relation to it of any art form, for art · newspapers piled up, or even an immaterial some-
thlng that y.,as only possible because the book did , has lt s own unique course of development while at th_ing possibly _trarisl!litted by tel~pathy between . -
nót representa single critic;s viewpoint or_even 'the the same time being affected by a constellation of two people and inaccessible to anyone· else? And if 
consensus of a committee but ~ather the passions of broader social, political and economic factors. Is it .• art can be any of those things, why, couldn't it also 
sorne seventy nominators, such a book could never through its responsiver:ress to its context that an art . ,be á painting? Maybe. But what kind of painting? Any 
presume to give the reader a formula to determine embódies its time, or is it rather through tt,e integrity kind, presumably. Figurative or abstract -in this 
what authentic painti~g is (and isn't) in our time. lt with. which it resists externa! pressure in order to -·, ,. view; it might not matter. But iffigurative, for.the 
does not préscribe a style, a range of subject rriaúer follow through ori its .own int~rnal 10:gic?_ And, if ttié . sake of argurnent, then realism mÍght be as good 
ora historical agenda for painting. But neither does latt~~ is this intemal,development. still so~eho'v':' . as fantasr or expressionism, classical téchnique 
it prescribe pluraiism as a style in itself. lt doesr:r't c~rrelated to ~acial d7velopments, so that_aut?~~- as_good as·primitivism·or faux pa:i~eté, pompous 
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··allegory as good as n'íhilístic disdain for nieaning or._ 
an engagement with the p~enomenology of percep-_ _ __ notabl?. resurgence of eilergyáround ~6stra?t páint: ' ':: in partfculai; the Wt:íole phenomenon of'painterÍiness' 
tíon, the ícons of commercial culture as good as : ing. Jacqueline Hu~phries wasAmong thos~l saw. · . "'· has a different value today than it die! irí the past. In ' _ -
objécts of íntima.te personal significance. (Those _ -- · > then as great ho"pes f~r abstraétiofi; _it_is interesting · ._thiiwork of_painters such as Phoebe.Unwin,Jules de _. 
last two might ín a,ny case be ídentical in practice.) . • th~t she _is re:emerging now with renewed relevance. '. . Balincourt or Zhang Enli it functions _less as a signi- · 
Abstraction, likewise, might be hard-edged or atmo- · _ The strength of her recent paintings is_ evidenced; : . _ .-fier of the individual artist's stylistic signature, or of 
spheric, geometric·al or gestural, systematic or intuí- paradox¡caily, tiy the_fact that_they stlll speak of_: ; ·· ~ emotional expression, or of the labour of making that · 

· tive, illusionistíc or 'what you see is what you Sf;~'- · :· promise, of the pursuit of som_ethíng glimpsed, rather would have béen conceáled by a smoothed-over high -
lt can limit itselfto"the monochrome or attempt to than of mastery. Of co.urse, the_re are others too;·Jdá --- _ _finish-though it can still be ail ofthose -than as á · 

-- overwhelm the viewer wíth its structural compléxiti es. · Ekbfad, Richard Aldrich and Sarah Crowner show ·thát .' way of allowing the painting to linger in tti_e ~-órÍdi-
Let's look a little more closely at the corrim~m- abstract palnting takes numerous forms todáy. : • . ." . _tion in which things are still unsettled, metamorphié, _ · 

place dichotomy between abstraction and repre• But a great many contemporary painter~ work : . _ in transition. Many such artists seern determined . 
sentation. Although many of the works in this book · _ on the borderline between abstraction and images;:·· . to cátch painting in an. in-between state, a sort of 
depict recognizable people and things, very few of this coni:ested and highly porous boundary is in _- _ amorphous lability in whicfl any given mark can read · 

.• the painters who made those works are engaged ltself an object of great fascination. lt's as ifthe • : ·_ as abstract oras image-bearing, depending on how 
· with representation in the classical sense ::. the ' potential for t_ransltlon had become more urgenf · < ·you look at it._ · · 

art that dominated Western painting from the than lde·ntlficatlon·with a fixed positlon. Mobility : Then there are the palnters whcise work appears 
Renalssance through lmpressionism and which still . trumps rigour. More than in lmages or abstract!o~ :·< · .- mo·r_e abstract,than it really is:- particularly those - . 
·had signlficant proponents at the énd of thé twen- · per se, there Is a tremendous lnterest today In what : who use th~ subject_ of architecture to rediscover _ 
. tieth century (Bal.thus, for example). Among those •. the art historian Darlo Gambonl has called '.potential : · abstractfÓrm, as Pierre DÓrion-,Josephine Hálvorson 

·. in the book, Ellen Altfest still upholds this practice images': 'those established - i,n the realm of the • _ . and Martín Kobe do in very different ways; or those 
_of recon~tructing visible appearances through · virtual - by the artist but dependent on the beholder : •. who_ use ·motifs from observed reality as stari:ing -
direct observation and not through the treatnie~t .. for their realization: [ .. .]_Théir property is to make . .. . points for paintings-that migtit as well be abstract 
óf already mediated imagery, but she is one of the · the beholder aware - __ either palnfully or enjoyably :- --. '. and yet retain so-mething of the aroma ofrepre-
few. 1i: should go without saying that ttíose .. who pái_nt · of the a~tive, subjectiye, _nature of séeing.'' That is, : / ~enta~ion, as Lesley Vanee does in her intense little 
froni photographs or other forms oftechnícally seeing one thing rather than another Is not a'glven; .: _ paintings derived from still-life set-ups~ Li Shurui's 
reproduced imagery are engaged in projects qúite - .- it is a comr:nitmerit. Anda form of painting thatlays·_ --~ paintings may remind you of Op Art, but they 

. distinct from classical representation. ·, _ emphasis on this latent state ofthe image (which is ~.. are inspired by ali sorts of artificiál and natural light' 
Pure abstraction is more common than traditional "' als~ a late~t state of abstraction)_ is one tháÚhrows · • s·ources. Meanwhile, artists such as Wehdy White -

representation; ye~ stlll_less so than one might h_ave . ·_ , back on.the viewer tp_e quesfon of his or_ ~er ow~ · ~and Josti Smith explore the common grourid (and the 
. - ' :- . . . . . -
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11, ·jacqueli~e H~;,:;phries _ • .. • _a-,,· 
Untit/ed, 2009 -- -. _- , .'· 
Oil on ·canvas·, · -

" --: 1s3x_198 cm 

12. Sarah Crowner _ 
· • - Untitled, 2010 

-• _ ·.- -OÍi on sewn canvas, 
• · cloth and linen -· •· · 

. 86.5 x68.5 cm_ " · 

· 13. Zhang Enli 0 -

, White Tobfes ond Choirs, 2008 
· ._ -- Oil on canvás -

250 x 250 cm_- _ 

14. Adrian Ghenie 
· Flight into Egypt 1, 2008 
Oil and acrylic on canvas· 
2oox320 cm 

; ___ . -: 

conflicts) between writing and pictorial mark-mak-
ing - a different way of not painting entirely abstractly. 
TaubaAuerbach's recent paintings, asJens Hoffmann -
points ·out, 'look [.:.] like oversize· photocop_ies' - that 
is, like reprodüced i,:nages - but instead have been · 
made using non-representational processes. 

Still, it should be evident tha~ if most of the salient 
paínters ofthe 1990s were painters of images -
Marlene Dumas, Luc'Tuymans, Peter Doig, Chris Ofili, 
'Gary Hume, Lisa Yuskavage,John Currin, Elizabeth 
Peyton, Karen Kilímnik - their influence has remained 
. strong in the first decade of the ·new millennium. 
Younger painters such as Dana Schutz, Karin Mamma 

_ Andersson, Víctor Man, Adrian Ghenie, Silke.Otto­
Knapp or Tala Madani continue to develop the idioms · 
of contemporary image-based painting with extraor-
dinary freshness and.vigour. · -

Everything goes, it would seem; or; as another 
great song ofthe 1960s had it, 'different strokes 
for different folks'. Well, isn't that a good thing? · 
lt appears that nothing and therefore no one is 
exéluded from the happy realm o·f contemporary art, 
either ás a producer oras a· receiver. This is the era 
of what Boris Groys calls 'the logic of equal aesthetic 
rights'.8 And yet exclusion - perhaps we could even· 
say discriminotion, in both the positive sense of 
discernment and the negative one of bias - seems 
_to be central to the notion and practice of art. _'Art is 
always choosing,'9 as Duchamp once insisted, and 
for that reasónalways entails excluding what has _ 

~- .... 
-·- ... ~·:~" - · --~. 

....... .;,-

not beeñ'chosen. And this is as true ofthe enjoy~ 
ment of art as it Ís of its making. lf you walk through 
a series of galleries without periodically saying to · 
yourself, 'No, not that,' 'No, that's not so good either;' 
'No, 1 dón't need to look at this,' 'No, no, no,' then your 
yeses will probably not mean very much to you and _ 
your pleasure will be merely mediocre. 

That is_ to say- and I think Groys would agree, 
though perhaps for different reasons ~ equal 
aesthetic rights are something that we are never 
quite prepared to put into practice_ even though the 
concept is foundational for artistic modernity. One's 
capacity for tolerance, let alone love or even just sin­
cere interest, can never be infinite._The parallel lines 
of apparently incommensurable artistic aspirations 

- may never meet within a given subjective struéture 
of aesthetic judgment - that is to say, within any one 
person's taste. Or else you could say that they do -
meet but only in the infinitely exten·sive judgment 
and inflnitely deep sympathy of God. In any qase, -
never in the finitude of being human. And justas 
equal aesthetic rights exist bu( as Kafka might have 

' said, 'not for us', so it is the case that the predica­
ment'Ofthis contradiction weighs upon ali art, but 

i _/,¿: 
J_ 1-: 

'{ti 
'r .:. •. ~~➔ 

_ gets.the job done. No sweat.~º Elsewhere, Berkson -.:.:;~ 
speaks of a student who asked, 'Is it my goal to make . ,_ . .\~ 

· art, or is [it] to contribute the next stép in art-historic -.;~ 
discourse?'" A very _astute question, to which t~e __ -:;a; 
only possible answer might be 'Yes, of course. Both!' , ;:-;-t? 
But really there is always going to be~ emphasis ~ 
on one side of the coin or the other, and the people 
who paint are setting out to be people who mean 
at least to make art, whether or not they make the ' ~~•_..,.j 

· . next step in artistic discourse, whereas those who -""'~ 
are determined at least to make the next step in the· ·:-_~,. 

. disco~rse, whether ornot they do so by making any .- ·,; 
art, are not necessarily painters. In other words, the _ f -~1 
ordinary art made by the orainary artist is likely to ·~ •;-"j 
be painting. lt's an art that meets its beholder on a ·;{, 
plane ~f equality. lt may be. in this particular sort of }:,~ 
ordinariness that the necessity and contemporane- ·~ í 

~ ity of painting now resides; it is in painting, more than 
in other; les~,deeply rooted artistic forms, that art 
can hope to succeed in the task Groys sees for it in 
the face of the onslaught of media imagery, to be 
'where the visual vocabulary of the contemporary 

- máss media can be critically compared.to the art 
heritage ofthe previous epochs'," which in its totality 

Js só much wider and deeper and ful! ofpossibilities 
for the future. 

not equally. lt affects p¡¡.inting moré than the rest. _ 
That's because painting is so familiar; so well-known. 
lt is the default mode of art-m!3-king (and ttie_ usual 
form in which art is appreciated and marketed). The ,· 
critic and poet Bill Berkson cites tlie figure cif 'the 
Or_dinary Artist'. He deJines this as 'the one:who just 

·Forme, and 1 think for many others, the ordi­
nariness of painting has become ó·ne of its most 
important characteristics. it's where the much­
cited modern project oflinking art_ with €veryday 
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l5. 

fe contínues to bé worked out. When a collection 
ot Gerhard Rlchter's writlngs and ínterviews was 
flrst poblíahed In 1995, what was possibfy the most 
rcoonarrt thlng about lt was not any of lts particular 
contenta, bút Ita Utle: 'The Dalfy Practica of Palntlng'. 
tt's not nece~earlly through any particular subject 
rnaue, that palntlng comos el.oso to us, nor through 
thc avoldaneo of lt, but more llkely through the ovi­
dent manner of Ita clolng. 'I am for an art that is pollt• 

• leaj..efotJc-m,¡etJcaJ,' a.a Claoo Oldenburg famously 
uld, ' that ooec eomothlng othor than slt on· lts ass 
In a muwum. i .. J I arn for an art that embrolla ltself 
vllth the ,,.,or¡day cra.p and otlfl comos out on top.''1 

lt'a lronlc that, vlhcn Oldonburg mado that statomont 
In 1961, l t VIM a manlfotrtatlon of a rovolt agalnst 
paJntJng In favour of tho nw , ar t of happonlngo and 
onvlronmonto, vlhoroM now. flfty yoaro lator, ouch art 
ha:s bocomo In mflrr/ car.oc a forrn of ontortalnmont, 
a dlstra.cUon, a epectacle usod to draw crowdo to 
vast museum opacoo 111,..0 Tato Modorn'o Turbfno Hall. 
Meanwhlle lt's paJntfng that koopo trylng to drow uo 
closor to a sonso of our own dally llvoo and to what­

ever Is polltlcaJ, orotlc o.nd myatlcaJ. Thfo ovoryday 
art Is moro nocessary than ovor. 
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15. Dana Schutz -
Arrdngement, 2010 

· Oil on camías . _ 
183 X 228.5 Cl:1 -
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NINA CHANEL ABNEY 

Nearly thirty years after art historian Hal Foster's seminal essay 
'The Expressive Fallacy' indicted the neo-Expressionlst palnters 
of the 1980s as cynical traffickers in an ahistorlcal style, a new 
generation ofyoung artists has returned to the scene ofthe crlme. 
In exploring narrative, pastiche and the expressive stylizatlon ofthe 
figure - but interrogating the transcendental claims and privileged 
subject positions that gave neo-Expressionism abad name - these 
artists have strongly reasserted the potential offigurative painting 
in our era. Nina Chanel Abney's paintings participate in this ongoing 
retrieval, tackling the complexities of race and gender, experience 
and mediation, through an evocative form ofvisual storytelling. 

In Abney's work we see figures frozen in strange transformations. 
Beauty in the Beast (2009) shows two tattooed, fishnet-and­
tanktop-clad white women with the heads of older black men (or, 
justas easily, black men becoming white women) cradling unlikely 
offspring (a mustachioed black man swaddled in blankets and a 
pig in a dunce's cap) while cartoony dogs and death's heads look 
on. In The Boardroom (2008}, a group of men in various stages of 
undress inhabit a fractured space recalling a sauna or Japanese 
bath. Severa! couples are engaged in ambiguous, possibly sexual 
embraces, while in the foreground one man has unambiguously 
put another in a chokehold. The group is racially mixed down to the 
individual limb, face or feature, and, as with the complicated drag 
act performed by Beauty in the Beast's central pair, we could interpret 
the situation as black men donning white-face, the reverse, or 
something less literal entirely. 

Abney's scenes show bodies and identities subject to dramatic 
change. Her work operates via the dreamlike logic of signs, through 
which images from the collective American imaginary and the 
artist's own life coalesce into unpredictable new arrangements. 
Randaleeza (2008), for example, brings together the former 
Secretary ofState Condoleezza Rice anda friend ofthe artist in a 
portentous narrative. Rice poses in a white bikini and army helmet, 
while Randa! is set upon by a pack offierce dogs; the two appear 
as part celebrity couple, part wartime antagonists. 

In their collision ofhistorical allusion, pop reference, and autobi­
ography, Abney's paintings recall those of Robert Colescott. Though 
both artists stage dramas of African-American life in which perni­
cious racial stereotypes and demons ofthe pastare always waiting 
in the wings, Abney compases her troubled tableaux with slow 
deliberation - closer to the Cubist-inspired draughtsmanship of 
early American modernistsJacob Lawrence and Stuart Davis than 
to Colescott's fevered scumbling. The carefully maintained emo­
tional temperature of Abney's paintings may be a good strategy for 
expressionism in our time: in an era ofmediated experience, painting 
first has to cool itself down in arder to reach the frozen heart ofthe 
viewer. - Roger White 

1. Beouty in the Beost, 2009 
Acrylic on canvas 
139 x169.5 cm 

2. /vy ond the Jonitor in Jonuory, 2009 
Acrylic on canvas 
Diptych, 137 cm x 152.5 cm total 
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3. Rondoleezo. 2008 
Acrylic on canvas 
228.5 cm x 233.5 cm 
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RICHARD ALDRICH 

When people talk about 'conceptual painting' they often mistakenly 
assume that such an approach strives to reduce painting to the 
illustration ofideas in paint. What they fail to grasp is that conceptual 
painting is itself a mischievous paradox: ali painting is to a greater 
or lesser extent conceptual, but, equally, its concepts crystallize in 
the realm ofthe visual, and it is there that they ultimately succeed 
orfail. 

Richard Aldrich spends a lot of time thinking deeply about 
what it means to be a painter today. His practice aims to encompass 
big questions - about history, time and the ways in which we 
position ourselves in the world - but it is also about, in his words, 
'the number of different things one does in a day'. He has made 
portraits, abstract works, text works, assemblage, large and 
small paintings (sometimes ofthe same composition), sculptures, 
performances, music and poetry. Newcomers to his wide-ranging 
oeuvre might assume that he deliberately avoids a coherent aes­
thetic style, and that his attitude to his art is somehow detached, 
cerebral, even ironic. As it happens, most ofthe t ime he works 
intuitively, feeling his way tentatively in the dark rather than charging 
forward, map in hand. 

For instance, in a 2010 exhibition at Marc Foxx gallery in Los 
Angeles, Aldrich exhibited the work ufo2 (2006), which consisted 
of the letters 'ufo' written above a dlamond-shaped hole in the 
surface ofthe canvas. The once radical gesture of cutting into 
the canvas - thus revealing the painting's stretcher and the wall 
beneath - now belongs to a solidly historicized area of modernist 
discourse, dominated, of course, by the ltalian Lucio Fontana. For 
Aldrich, however; it was merely an attempt to solve a problem: he 
didn't like what he'd painted previously, so he sliced the offending 
area away. In fact, in notes accompanying the exhibition he admits 
that he was 'never quite sure of' ufo2, and had left it crated for 
the four years since it was last exhibited. Exposing it once again 
to public scrutiny, now framed by the doubt expressed in his text, 
became a way oftrying to make the painting 'work'. 

This combination of candidness and casual involvement, offset­
ting difficult, reticent work, is typical of Aldrich. He understands 
that paintings only become complex when one comes to them 
lightly, and from an angle. /f / Paint Crowned /'ve Had lt, Got Me 
(2008} is another painting with a large section of canvas cut away, 
as well as having thin strips of wood fixed over the top (it's almost 
more a sculpture than a painting). Aldrich titled it after reading 
Maurice Merleau-Ponty's 1945 essay 'Cézanne's Doubt'; it refers 
to Cézanne's comment that if he tried to transpose the words 'a 
tablecloth [ ... ] crowned with blond rolls' into paint, his representation 
would fail to match the expressiveness oflanguage. 

The disconnect between ideas conveyed in words and expres­
sions inherent in images or objects líes at the core of Aldrich's eva­
sive practice. His painting Two Planes (with text) (2007) admitted 
almost as much, in hand-wrítten text scrawled across the abstract 
image: 'The ideas exist in the roots & the art exists at the tops of 
the trees. They aren't related except for; of course [ .. . ] they are the 
same thing.' - Jonathon Gríffín 

1. Two Planes (with text/ , 2007 
Oil, wax and marker on linen 
81.5x52.5 cm 

2. lf f Paint Crowned /'ve Had /t, Got Me, 
2008 
Oil and wax on wood on cut linen 
213.5X147.5 cm 
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ELLEN ALTFEST 

American artist Ellen Altfest, who has enjoyed a number of lauded 
solo shows since graduating from Yale University School of Art in 
1997, is a prolific name in contemporary figurative and representa­
tional painting. The reason for her success is not only her meticu­
lous technical skill, but also her awkward compositions and subject 
matter. They go against what might conventionally be considered 
pleasing, creating a tension in the union between elements that 
are typically difficult to find beautiful - minute details ofthe body 
like veins and fingernails, intimate body parts and body hair; for 
example, as well as lifeless gourds, desiccated cacti, scaly logs 
and unruly tumbleweeds. Altfest makes her subject - whether the 
mal e body or the still life - both ugly and beautiful, representative 
and abstract. 

Painting from life rather than reproduction, Altfest subsumes 
herself in intense scrutiny and personal engagement with the sub­
ject that she then renders on the canvas. The intensified details of 
individual hairs and pores create dense paintings, and her division 
ofthe male form into smaller parts - with one composition isolating 
a foot, another a head, a back ora front, for example, each one 
different from but informing the other - adds a level of abstraction 
to these otherwise representative paintings. Where objects are 
positioned in the frame is crucial to her work, as are what is 
omitted from the picture, her subdued palette, the tiny brushes 
she uses and the small scale at which she paints. She creates a 
shallow depth offield that is intimate, inward-looking or claus­
trophobic, both adding intensity to the work and heightening its 
voyeuristic nature. 

Altfest moves back and forth between the figure and the still 
life, but each is treated in the same way. In the latter; she has the 
unique power of giving a decaying object life or making her subject 
impotent yet still physically present. Rocks, logs, plants and gourds 
become estranged from their natural habitat, but they feel uncannily 
natural in the composition, usually situated on a table or the floor 
of an urban space. 

Even if the gourds are rotting or the logs are disintegrating, all 
these states of being offer a drama oftheir own on the·canvas. The 
physícal and the sexual are omnipresent in her paintings in much 
the same way thatJean-Baptiste-Siméon Chardin's works convey 
a palpable physical reality and tension, or Caravaggio's decay-
íng, ínsect-ínfested fruit defies the ageless nature of still life and 
remínds us of mortality. Altfest's gourds, cacti and tumbleweeds 
feel robbed of their turgidity, yet their wilting nature offers another 
pressure or quality that fills the frame. The sturdy human flesh in 
her nudes is ímpotent too but obviously present befüre us. These 
subjects are real but not real, dead but alive. - Marinó Cashdan 

1. Head and P/ant, 2010 (fírst state) 
Oil on canvas 
28 x 25.5cm 

2. Bent Leg, 2008 
Oíl on canvas 
30.5 x 20.5 cm 
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3. The Back, 2008-09 
Oíl oncanvas 
40.5 x 63.5cm 
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HURVIN ANDERSON 

Born in Birmingham, England, toJamaican parents, Hurvin 
Anderson maps the eddies and flows offirst-generation immigrant 
culture. Peter's Series (2007-09) is a suite of paintings depicting, 
from various angles, asparse and somewhat impoverished domestic 
space furnished asan ad hoc barber shop with a set of mirrors, a 
swivel chair anda radio. The scene is not from the present day but 
from the 1950s, when newly arrived immigrants too poor to afford 
the rent of commercial property sought alternative locations for 
their businesses. What we see is a sign ofthe survival of notjust 
a commercial instinct but a way of life: barber shops were, and 
still are, places to hang out and chat late into the night in Afro­
Caribbean neighbourhoods. For those who arrived in England in 
the 1940s and 1950s, the UK was a promised land. But in retrospect, 
Calypso singer Lord Kitchener's London is the Place for Me (1948), 
with its admiration of ali things British, seems blind to the experi­
ence of many immigrants. Peter's Series succinctly captures this 
stoicism and celebrates the fragile capacity for the uprooted to 
believe in a new life. 

Formally, Peter's Series invokes the traditional painterly palette 
of Northern European seascapes. Here, the room's reddish carpet 
is an earthy foreground, the blue walls suggest the open sea, but 
the wash of blank sky looks anaemic, as ifthe vibrancy ofthe 
Caribbean sun is fading to a north European pall. Each work in the 
series is a permutation offiguration and abstraction: the nearly 
featureless blue and white walls in Peter's 111 (2007) cede to the 
furnished room in Peter's Sitters 111 (2009), in which a customer is 
depicted hunched in the barber's chair. We might read the levels 
of abstraction here as Anderson's faltering attempts to reconstruct 
a past that he experienced as a child and which is only partially 
remembered. In this sense, the walls that vanish toan ethereal 
nothingness might be equated with the erosion of identity in an 
uprooted culture. However; it's also important to realize that these 
images may be read in reverse: as nomadic figures populating and 
giving life to a void. As the cultural critic Paul Gilroy once observed, 
migration is best interpreted in terms of mobile 'routes' that 
meander across the globe, rather than statlc 'roots' based on fixed 
identities and essentialist notions of race and place. 

Anderson, who is above all interested in the psychology of archi­
tectural space, frequently paints views of private homes, clubs and 
bars that have restricted public access. For example, Country Club 
Series: Chícken Wíre (2008) depicts a tennis court as seen through 
a tall wire-mesh fence, the kind used to prevent tennis balls flying 
off and smashing neighbourhood windows. The barrier is, however; 
aJso a means offencing offthe court from non-club members. 
This is a vis ion of relative opulence that is tempered by the implied 
experience ofthose forced to look from the outslde only {we, the 
viewers, share this outsider's perspective). Through such inventive 
formal means, Anderson's paintings draw our attention to the real 
and psychologícal barriers wíthin our societies and the spaces that 
we inhabit. - Colín Perry 
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Peter' s ///, 2007 
Oil on canvas 
187x147cm 

Afrosheen. 2009 
Oiloncanvas 
250x208cm 

3. Country Club Serías: Chlcken Wlre , 
2008 
Oíl on canvas 
240x347cm 
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KARIN MAMMA ANDERSSON 

Karin MammaAndersson is one ofSweden's most internatlonally 
renowned artists. Her paintings comprise a melange of lmagery 
that is paradoxically inviting and unnerving: domestlc interlors 
pulsating with eerie tension, snowy landscapes evocatlve ofthe 
forests and open vistas of Lulea, the artist's childhood home in the 
north of Sweden, and awkward groupings of figures that convey an 
uneasy intimacy. 

Andersson acquired her memorable middle name while a 
student at the Royal University College of Fine Arts in Stockholm. 
The painter already had two small sons with the artistJockum 
Nordstrom when she began her studies and recalls how she started 
her career by depicting landscapes because this Is what she saw all 
around her when she was pushing her children around in their pram. 
Though the landscapes of her childhood and young adulthood were 
clearly a profound influence on her practice, so too were the paint­
ings that she encountered while working as a guard at Stockholm's 
Moderna Museet. She has recalled the need she felt to engross 
herself in others' works in order to further her own painting, and 
cites examples of painters from whom she learned, most notably 
Dick Bengtsson, whom she describes as her 'greatest teacher'. 

Andersson's dream-like work has invited comparisons with the 
British artist Peter Doig, the South-Africa-born, Netherlands-based 
Marlene Dumas and the Norwegian master Edvard Munch. The open 
vistas and dramatically lit interiors and exteriors of Andersson's work 
have also prompted critics to compare her with the American painter 
Edward Hopper. The artist herself lists John E. Franzen and Enno 
Hallek as significant to her practice's development and, while many 
artists might seek to hide the tricks and turns they've purloined 
from past masters, Andersson credits many ofthe sources ofher 
inspiration, such as Man et, Monet and Gauguin, by including her own 
versions oftheir iconic works within severa! of her compositions. 

lf Andersson's practice is open about its art-historical refer­
ences, it is no less coy concerning its debt to cinema. The medium 
of film allows the director to play back and forth between past and 
present, exploiting different vantage points and building suspense. 
The contemporary viewer is therefore primed and ready to conjure 
up narratives from the most skeletal of clues that a painting might 
afford and to draw conclusions from even subtle suggestions. 
Andersson could be said to exploit this modern-day phenomenon, 
knowing that a tense arrangement offigures in a pristine, domestic 
setting, for example, or wildly swerving tyre tracks in virginal snow, 
will Jead the viewer to a variety of possible narratives. 

The uncanny atmosphere of Andersson's works is heightened by 
the 'normality' ofthe scenes that she depicts. Yet their dreamlike 
quality is so constant as to suggest that the 'reality' she conveys 
is an alternative one, a place where fairy-tale characters can exist 
alongside her favourite artists and contemporary muses. That 
Andersson succeeds in combining these disparate elements in one 
unifying language is testament to her skill asan artist, but it also 
points to a directoria! awareness that would not be out of place in 
film or on stage, since it is the drama ofthe stories she conveys that 
takes precedence in her intriguing and compelling works. -Jane Nea/ 

1. Who Is Sleeping On My Pillow, 2010 4. Looters, 2010 
Acrylic and oil on panel Acrylic and oil on panel 

72x122 cm 122x150 cm 

2. Labourious, 2008 5. Dead End. 2010 

Oil on panel Acrylic and oil on panel 

85x122cm 122x150 cm 

3. Pigeon House, 2010 6. The Horizon, Caspar and Me/, 2009 

Acrylic and oil on panel Oil on panel 
85x122cm 61x83.5 cm 
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JUAN ARAUJO 

The traditional art-historical canon is northern-hemispheric, and its 
chapter on painting, the central one, is chiefly composed of mas­
terpieces from Euro pe and the United States (perhaps with a brief 
passage devoted to Mexican muralism, though often as a footnote 
to Abstract Expressionism). lf painting must inescapably refer to 
its own history, and ifthe artist must see the history of painting by 
viewing it in the flesh (an equation that Google's latest art project 
might alter), how can a painter working at the margins of northern­
hemispheric modernity build his own oeuvre? Juan Araujo's practice 
has always been a reflection on his condition - and his position. His 
first paintings reproduced not the canonical masterpieces them­
selves but the pages ofthe books and magazines in which they 
were reproduced. Here and there one finds fragments ofthe original 
mediating structures: the white space ofthe page where a captión 
ar explanatory text was once printed, a picture trame with its barely 
legible imprint, the unequivocal squarish white borders of a Polaroid. 

On coming to professional maturity, Arauja turned to masterpieces 
to which he had direct access. This time he referred not just to art 
but also to the Latin American architecture that surrounds him. 
Along with a series of paintings made after photographs that he 
himselftook in and around Gio Ponti's Villa Plachart (Caracas, 1956), 

he became interested in the work of Morandi and the Venezuelan 
masters Alejandro Otero and Armando Reveron. Arauja presents 
fragments ofthese paintings, sculptures and buildings in dialogue 
with the architecture and the landscapes in which they are situated. 

He has since worked his way through a succession of houses 
that help to integrate the canon of Latin American modernist 
archítecture ínto internatíonal discourse: Osear Niemeyer's Canoas 
House (Ria de Janeiro, 1951-53), the Brazilian Mínistry of Educatíon 
and Health by Niemeyer and Le Corbusíer wíth gardens by Burle 
Marx (Río de Janeíro, 1930), Lína So Bardi's Glass House (Sao 
Paulo, 1951), Luis Barragán's House (Mexíco Cíty, 1947), Carlos Raúl 
Víllanue_va's Caoma House (Caracas, 1951-52), and Marcos Acayaba's 
more recfrit Residencia Milan (Sao Paulo, 1972). 

Whíle archítecture has become íncreasingly sígníficant in his 
work, Arauja has maíntaíned his ínterest in books and magazínes 
as medíatíng structures, evídenced in works such as Libro Luis 
Barragan (2010) and Catalogue Luisa Lambri (2009), the latter 
involvíng the appropríatíon of a brochure on the ltalían photogra­
pher's ímages of Canoas House. Arauja has been developíng a rich 
dialogue between the hístory of paínting and archítecture, íntercon­
nectíng European and Latin American narratíves. Canoas 7(2008), 

far example, appears to be a black and whíte abstract geometríc 
composítíon but in fact depícts a detail of a wíndow desígned 
by Níemeyer far the house, wíth íts slanted constructivísm and 
orthogonal form challengíng both Euro pean moderníst architecture 
and geometríc abstractíon. Yet Araujo's practice is also outward­
looking and inclusive, seekíng as much to create connectíons and 
conversatíons as to questíon the Euro-American status qua. Thís 
can be seen in works referencíng archítects such as Frank Lloyd 
Wríght - by means of hís Imperial Hotel (Tokyo, 1916-22) - and Álvaro 
Siza, depícting hís Centro Galega de Arte Contemporaneo (Santiago 
de Compostela, Spaín, 1988-93). Almost always presentíng fragments 
and fíltered through reproductíve processes, Araujo's practice 
builds up into a polyphonous perspectíve on twentieth-century 
architecture and aesthetícs. -Adriano Pedrosa 

1. Cire /1 House 1. 2007 3. Residencia Mi/an 1, 2010 
Oil on wood Oil on wood 
40 X55,5Cm 69 x110 cm 

2. Canoas 2, 2007 4. Caoma 1, 2007 
Oil on wood Oi l on wood 
27x18 cm 33-5 X50 cm 
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TAUBA AUERBACH 

Like many artists of her generation, Tauba Auerbach is unafrald to 
bridge many different disciplines in her work, taking on at varlous 
times the guise of graphic designer, sculptor, painter, photographer 
and even maker ofmusical instruments. Holding ali ofthese attltudes 
together is a refined sense of detail and formal construction, her 
works always conveying the meticulousness with which she has 
embarked on a new project. 

lt could be said that graphic design, or at least a strong affiliation 
with typography, underlies her earliest works and continues to 
influence her keen feeling for design. Early paintings were constructed 
quite literaliy out of letters - one series, for example, Uppercase 
/nsides (2006), used the interior shapes ofthe uppercase letters 
that have enclosed insides (A, B, D, O, P, Q and R) to create 
Constructivist-like abstractions. lt comes as only a slight surprise 
therefore to hear that Auerbach was a sign painter in her native 
San Francisco for sorne years befo re dedicating herself exclusively 
to her artwork. In a recent article she said ofthe experience, 'lt 
was ideal because I was forced to meditate on letters and began 
to manipulate them.' Other text-based works include the book Bbe 
ehHi 1/oTy, for which she arranged ali the letters and punctuation 
marks found in the Bible in alphabetical arder - the title is a re­
arrangement of 'The Holy Bible'. 

In a unique mise-en-scene at Deitch Projects in 2009, Auerbach, 
with the musician Cameron Mesirow (aka Glasser}, designed and 
then performed on an eccentric-looking two-person pipe organ 
while dressed in outfits and shoes that they had specialiy constructed. 
Suggestive of something between an Arts and Crafts reviva! and an 
exactingly realized ritual, the wooden organ was characterized by 
its two incomplete keyboards at either end and the foot pedals on 
each side that sent air to the other player's beliows. 

More recently, Auerbach's work has remained abstract but taken 
on a concern with our reading of different modes ofvisual information. 
A significant series of'Crumple' paintings look like oversize photo­
copies of crumpled paper. Painted and printed using a half-tone 
process, the image is almost invisible ata normal viewing distance, 
and only on stepping back a considerable distan ce (between 10 

and 25 metres depending on the work}, does the image become 
readable. A related series of'Fold' paintings look like - and actualiy 
are - previously creased canvases. These works are directionaliy 
sprayed with paint to record the contours ofthe folded fabric 
befare being stretched taut, and thus the paintings are poised 
between two and three dimensions. Compellingly perplexing as weli 
as beautifuliy resonant abstract surfaces, Auerbach's works take 
time to unpack visualiy, giving us cause to consider the implications 
of, and the intentions behind, her processes of reversa! and 
revealment. -Jens Hoffmann 

1. CRUMPLE IV, 2009 
Acrylíc paínt and UV cured pígment 
oncanvas 
203 x 152.5 cm 

2. CREASE I, 2009 
Acrylic paínt and UV cured pígment 
on canvas 
203 x152.5 cm 

3. Untit/ed (Fold), 2010 
Acrylic paint (airbrush) on canvas 
183x137cm 

4. Untitled (Fold), 2010 
Acrylic paint (airbrush) on canvas 
152.5x114.5 cm 

034 

5. Untitled (Fold), 2010 
Acrylíc paint (airbrush) on canvas 
152.5x 114.5 cm 

6. Untitled (Fold) , 2010 
Acrylic paínt (airbrush) on canvas 
152.5 x 114.5 cm 

7. Untitled (Fold), 2011 
Acrylic paint (airbrush) on canvas 
1s2.sx114.5 cm 
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JULES DE BALINCOURT 

Jules de Balincourt has described himself as a 'perpetua! tourlst'. 
This has to do with personal history - his relocation from France 
to the United States as a child in the early 1980s, and hls extensiva 
travelling - but perhaps more importantly, the phrase crystalllzes 
an attitude. Being a tourist implies a certain way of looklng - one 
that combines curiosity, even fascination, with lncomprehenslon 
and occasional distrust. Balincourt's paintings are lnfused with 
the conflicting feelings inherent to this particular perspective. His 
pictorial mix offiguration, text and abstraction reflects a world that 
is at once familiar and odd to the point of surreality. 

In his early pieces, little devils shared cocktails on a terrace over­
looking a megalopolis (Feast of Foo/s, 2004), and hooded characters 
hid rabbits from an inquisitive helicopter (Free for A//, 2003). His 
latest work has lost sorne ofthis unbridled fantasy, but the uneasy 
feeling remains. Looking at Them Looking (2010) shows a crowd of 
faceless youngsters cheering and dancing in front of an enormous 
stage. The piece's mood would be joyful if not for a stern profile 
silhouetted in the foreground - a mirror ofthe artist unable to 
engage, or a personified critique of mass-entertainment. 

Sorne of Balincourt's works are more overtly political. His Ho/y 
Arab (2007) seems to condense the compulsive anxiety that beset 
Ame rica after 9/11. lt's a close-up portrait of a bearded man, his face 
crossed by looped lines like so many aeroplane trails. Composed 
of tiny square patches of colour; the painting is as pixellated as an 
image on a computer screen, a constructed, disembodied vision 
ofthe 'enemy'. Digital communication recurs in many of Balincourt's 
paintings, as ifthe artist were trying to make sen se of its impact 
and of the overabundance of images that arrived in its wake. 
Networks of high-powered beams explode in bright colourful ribbons 
in his large abstract paintings; in Think Global/y, Act Local/y (2007), 
glowing white rays spring up from what looks like a small town seen 
from aplane at night. The piece's title is inscribed in block letters 
on each side ofthe canvas, hammering the message home. 

Balincourt's painting is immediate, inescapably so. Whether 
it involves unsettling slogans - Temporary We//ness, shouts one 
of his works from 2010 - or depicts an everyday scene, like A Few 
Good Men (also 2010) in which a class of schoolchildren sit listening 
to their teacher; it is this very sen se of immediacy that gives coher­
ence to Balincourt's multifarious imagery. His lines are consciously 
unaffected, almost naJve, as if he were attempting to rid himself of 
the weight of historical tradition. He doesn't fully escape it, though. 
The wraiths of Pop art and Nouvelle Figuration haunt his pictures, 
but Balincourt seems eager to keep them at bay, adopting instead 
a pictorial simplicity reminiscent of outsider artist Henry Darger. 
And like Darger's works, Balincourt's pieces function on a logic 
offree association, instantly accessible. They capture a train of 
thought that the artist has put onto the canvas seemingly unham­
pered by concerns of style. Balincourt has talked about the 'direct­
ness' of painting and its ability to 'offer the most elementary, basic 
transmíssíon of vísion': his píctures, he suggests, are an unmedi­
ated mapping of his míndscape. - Coline Milliard 

1. Holy Arob. 2007 4. Looking At Them Looking, 2010 
Oilon panel Oil and acrylic on panel 

92 x 82cm 48.5x56cm 

5. Drowing Color Unes, 2010 

2. A Few Good Men. 2010 Oilonpanel 

Oil and acrylic on panel 218.5X244Cm 

66 x 51cm 

6. Out of the Dorkness ond lnto the 

3. Floating Through lt, 2010 Light, 2009-10 

Oil and acrylic on panel Oil, acrylic on panel 

239 x 208.5 cm 178.5 x 204 cm 
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ANTONIO BALLESTER MORENO 

Abstraction versus figuration, Art Brut versus Pop, naivety versus 
irony: Antonio Ballester Moreno's loud, playground aesthetic 
compulsively merges all these concepts into a new kind of histori­
cal painting. Both his large-scale works and his smaller panel com­
posites mix motifs from conventional children's drawing and school 
murals with folk crafts and symbols, references to outsider art and 
autodidactic]sm, all laid out together to intimate an ironic quotation, 
a re-appropriátion ofthe past without nostalgia. They create 
instead a wórld full of grotesquely exaggerated innocent wonder. 
Populist subjects and technique anda sort of outsiderish obses­
siveness are interwoven with codes and nods revealing a continua! 
sublimated recollection of childhood, often representing experi­
ence in post-dictatorship Spain. Exuberant and terrifying, his work 
suggests a crudely unromanticized celebration ofthe primal human 
urge to depict. 

The Madrid-based artist's panels are crammed to the edge with 
cartoon-like depictions of people, objects and situations in civiliza­
tion and in nature, in 1980s Spanish life and outside ofit. Painted 
in ordinary acrylics with either careful fill-in-the-pattern precision 
or in a looser Art Brut fashion full of drips and scratches, Ballester 
Moreno's bright rainbow of colours is almost hallucinogenic. There's 
a compulsive, childlike horror vacui in these pictures, a sort of per­
verse, uncomfortable reversa! of painter's block: he fills in all blank 
spaces, often weaving repeating patterns in ink, and the whole 
world has to fit in, even at its most unglamorous and antisocial. 

lmperfection is a running theme throughout - the imperfection 
of the 'untrained' artist, whether a child, a folk crafter, an art-thera­
py patient or, like Ballester Moreno, the artist himself. 'l'm interested 
in that line that connects Art with a capital "f( and amateur artistic 
manifestations, whether intentionally or not,' he has said. Having 
started out with a low-fi street aesthetic, Ballester Moreno turned 
from installation and video to painting, despite not knowing 'how 
to paint', for one simple reason: it required less infrastructure. An 
obsessive curiosity fuels his fragmented conceptual rebus, look­
ing in as much as he looks out. The paintings assimilate a chain of 
art-making influences ranging from the writings of Henry David 
Thoreau and John Cage to' pop music, as well as from the artist's 
own childhood drawings. He has said that sorne of his inspiration 
stems from his own family's home-grown practice: 'My grandfather 
was a sculptor from Murcia who never solda thing.' 

In his self-created world, everything and everyone simply exists, 
bright and banal, with big bold colours and wide-open eyes that 
convey a sort of consistently hyper, panicked acceptance, all 
depicted from a flat, frontal point of view, as if everything were on 
the same plane, newly pluralistic and 'democratic', like an orderly 
vegetable patch but ruled by oversimplifying stereotypes - a 
míddle-class world where a racial caricature ora visual gender slur 
is evidence of an everyday hegemony still to be reconstructed. 
Ballester Moreno's work is a contemporary update on the surreal, 
a polítícally unfíltered world-fashioning springing up from the past, 
offering images in their crudest and most unabashed form to 
challenge assumptions of cultural politics with both an incurable 
ínquísítíveness and unadulterated glee. - Lupe NOñez-Fern6ndez 

1. Belén (Bethlehem). 2010 
Acrylic on canvas 
2oo x 250 cm 

2. Pójoro (Bird) , 2010 
Acrylic on canvas 
162 x195cm 
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3. Tribu (Tribe) , 2010 
Acryl ic on canvas 
2oo x 25ocm 

4. Unt itled (Expect Anything), 2011 
Acrylic on canvas 
2oo x 25ocm 
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HERNAN BAS 

Plushly decadent interiors and vibrant, exotic landscapes nestle 
around the young male protagonists of American painter Hernan 
Bas. He has a love of literature and poetry that manifests itself at 
times delicately and at others vigorously in the soulful expressions 
and situations of his subjects. The decadent and impassioned 
writings of Joris-Karl Huysmans and Osear Wilde have both been 
cited as inspiration, and more recently the American Transcendentalist 
poets (Emerson, Thoreau, Alcott), and the 'Dark Romantics' (Poe, 
Melville, Hawthorne and Dickinson) have made their presence felt 
in his work, bringing their sinister shadows and preoccupatlon with 
death and the supernatural to bear on the young artist's oeuvre 
in the form of a sombre palette that contrasts sharply with Bas's 
earlier preferences for vivid, almost fluorescent hues. 

Yet the core of Bas's practice remains the same: romantic 
heroes, wayward dandies and wistful young men on the threshold 
of adulthood occupy a variety of situations that evoke nineteenth­
century romanticism, dandyism, the charge of sexual tension and 
his delight in the canon of epic classical and historical painting. 
lf pleasure is key to the sensuous delight that Bas appears to take 
in his painterly brushwork (especially evident in his description of 
lush vegetation and in his sensitive evocation ofthe beauty ofthe 
youthful human physique), it is balanced with sufficient pain and 
nastiness to prevent his works from leaning towards the sentimental. 
An underlying sense of nihilism and desperation is summoned by 
the sometimes hopeless expressions of his figures, and by the 
drama and the potentially threatening nature of their often dark and 
foreboding surroundings, suggesting that paradise (or the closest 
an earthly version can offer) has a seedier, troubling underbelly. 

Bas works in oil and acrylic. One ofthe most brilliant colourists of 
his age, he lightens and darkens the mood of his theatrically staged 
works with an instinctive knowledge for colour that appears rooted 
in expressionism but also invites comparisons with Blake and El 
Greco. Skies are often pregnant with storm clouds and the promise 
of spiritual revelation. Religious enlightment runs as a leitmotif 
throughout Bas's works, taking form in the depiction of saints 
struggling to overcome their particular demons or burdens, and 
in the quietly contemplativa scenes ofyoung men at meditation. 

Bas has lived and worked in Miami since his birth, and the city's 
lush vegetation and tropical climate have clearly left their mark on 
his practice in terms of his palette and in his feeling for its land­
scape. A recent decision to move to Detroit, coupled with his foray 
into the world of Dark Romanticism has seen Bas's practice both 
darken and deepen, affirming his position as one of America's most 
sensitive and expressive young painters. - Jane Nea/ 

1. The Hollucinotions of Poets 
(donde/ion). 2010 
Acrylic, airbrush, household gloss 
and block print on linen 
183 x 152.5 cm 

2. The act of pollination, 2009 
Acrylic on linen º ':!.e,r P,ane]_ 
127x 101.5 cm .,.. ·:~•'. .;~ /;\ 
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3. The hounting of that hi/1 house 
(Mackintosh), 2010 
Acrylic, airbrush, household gloss . 
and block print on linen 
152.5 x 122 cm 

4. Ubu Roi (the wor morch) , 2009 
Acrylic on linen over panel 
Diptych, 213.5 x 366 cm 

1. 

2. 
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TILO BAUMGARTEL 

Tilo Baumgartel seems to have aligned his figures with the_ 'mul~i­
option society' as Peter Gross calls it, referring to the way m which 
large sections of society have dispensed with the concept ~f salva­
tion. Representatives ofthis existence appear slack and vo1ce­
less, thrust involuntarily into a particular and often peculiar set_ of 
circumstances - slumped on the ground in a makeshift camps1te 
next to an amphitheatre, or sharing a cigarette with an Eskimo 
during a thunderstorm, for example. The characters in his paint­
ings thus appear strangely inactive - lethargic perhaps, or simply 

without purpose. 
Baumgartel is nota social analyst, but he is a realist when it 

comes to his own inner worlds - there is something down-to-earth 
and believable about the strange scenarios he concocts. His 
worldly yet unworldly approach is reflected in deliberately neutral 
yet curiously retrospective attire - his characters regularly appear 
in period costume from one era or another. This, however, is only 
a trick to liberate himselffrom rules and norms. He sometimes 
leaves realism behind and gets closer to fantasy when he turns 
to exaggeration as a strategy, whether in the form of an oversized 
animal ora figure verging on caricature. 

Sorne commentators describe his style as fairy-tale, while others 
say it is nostalgic. His aim, however, is serious engagement. During 
an interview in 2008 he declared to me, '1 see myself as a hinge 
between people asking questions on all levels, and asan agitator 
who presents his findings and tries to capture madness, beauty, 
questionable things and strange things in pictures in arder to create 
a certain resonance.' He also likes to incorporate a little irony into 
his pictures, perhaps to make his messages less indigestible. Far 
fun, he brings everyday objects absurdly to life - quite literally in the 
drawn animation films that he creates alongside his paintings. 

Baumgartel thinks in filmic and theatrical terms, and his staged 
spaces have an extraordinary unity as painterly compositions. 
Within his complex pictorial arrangements, his figures are exposed 
in their isolation. They are shown in interior and exterior spaces, 
frozen mid-step as they realize that they have entered at the 
wrong time. They wait on staircases and in hallways, on beaches 
and wharfs; they meditate at writing desks or pianos or blow their 
psychoplasm pensively at the moon, always with unmoved faces 

. (sorne reveal their dreams and yearnings, floating above their 
heads in the kind of speech bubbles found in comics). 

The pictorial spaces that Baumgartel creates are like memories 
and fantasies torn from their proper homes, offering visions of 
incipient decay ora looming downfall - we can't help but feel we are 
looking at the visualization of someone's worst-case scenario. This 
unsettling world is one of beguiling possibilities - of the dark, of 
threatening incidents, or of the menace of something unforeseen 
that enshrouds the figures in their post-catastrophic surroundings. 

Baumgartel's paintings have considerable affinity with the great 
decades of the late níneteenth and early twentieth centuries - the 
spirít of Max Klínger, Arnold Bocklin and Edvard Munch with a leav­
ening of Giorgio de Chírico. The contemporary relevance of his work 
is ancho red in his respect far tradition and in a sense of rootedness 
wíthin it. He has thrown the window of memory wide open and 
made the past contemporary. - Christoph Tonnert 

1. Woodway, 2009 
Oíl on canvas 
3o x40 cm 

2. The Tempest, 2008 
Oíl on canvas 
21o x350 cm 
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3. About the Showtlme 
(Über die Vorstellung), 2008 

• Oil on canvas 
21o x3oocm 

4. The Dependent lndependent 2009 
Oil on canvas ' 
21o x3oocm 

1. 

2. 
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MICHAEL BORREMANS 

'That the human being is a victim of his situation and is not free is 

a conviction of mine,' Michael Borremans said in a 2009 interview 

in Art in Ame rica; his art has been saying it for sorne fifteen years. 

Toe figures in his calculatedly anaemic images are benignly stalled, 

·--lacking the ability to mobilize themselves, sometimes lite rally so: 

truncated figures have long been a favourite motif, from the boy's 

head and shoulders within a glass case in the drawing Ghost of the 
Built-Up Area {1995) to the cropped torso in the painting The Apron 

{2009). Where figures do seem to be acting, as in various canvases 
where giant beings appear to oversee the activities of miniature 

ones, these ersatz gods are mechanically locked into their tasks 
too - suggesting an endless, nested structure of societal controls 

and/or predestination. 
And yet Borremans' paintings {and, of late, glacial and painterly 

films) won't be contained by their desolate refusal of human 
autonomy. He is in fact expressing a species of freedom: that 
which comes with the demise ofthe last century's obsession with 
sectioned-offformal developments and which, as he sees it, allows 
a dialogue with the world-shaking painting of the past. One may 
see echoes of Goya, Velázquez and Man et in Borremans' fathomless 
black backgrounds, pellucid flesh tones and virtuosic pleasure 
in brushwork: his 2006 exhibition 'Horse Hunting' was, he says, a 
conscious dialogue with the latter artist. One might think, too, of 
Magritte's eye for the unearthly within the ordinary, but the intellec­
tual liberation that underwrote Surrealism is studiously absent here: 
Borremans' art, with its lack oflogic and grindingly static, knowingly 
extremist scenarios, is one for discontented times. However, his 
paintings do offer a kind of uneasy latitude for the mind. An admirer 
of the films of Stanley Kubrick and David Lynch, he knows the value 
of an indelible image that won't reduce to narrative, and his art, 
while vouchsafing the limits offree will, frequently crowbars open 
vast spaces of irreducible enigma. 

For example, one can peer lengthily into the gauzy texturas of 
the three-part series The Load (2008)- three figures looking away, 
wearing strange headwear - without penetrating its narrative mys­
teries. (One ofthe hats, sporting miniatura ears, appeared in the 
tragicomic Man with Bonnet of 2005; repetition, though, does not 
equal explication.) lt is not only Borremans' figures that are cut off 
midway: so are the tales he tells. While he once used 1930s and 40s 
photographs as source material, he found them too specific and 
now employs models in his Ghent studio. We do not know, however, 
whom, where or when we're looking at in these paintings. 

In creating worlds in which to get lost, this programmatic confu­
síon and engendering of obscurity may actually function as a partí al 
counterbaJance to Borremans' pessimistic outlook, offering arare 
non..<fetermínistíc space and turning his art into a dynamic, a move­
ment between polarítíes, rather than an embodied argument. 'The 
finest thíng we can experíence is the mysterious,' Albert Einstein 
once said. Look at The Pendant (2009), which conflates unnerving 
passívíty and outright strangeness in its ímage of a woman's hair 
tugged disturbíngly upwards into a shape resembling a silhouetted 
classical bust. Here, one can feel that statement's truth - and per­
haps an admíssion of the círcumscriptions and controls to which, 
when we feel it, we remain subject. - Martln Herbert 

1. The Load, 2008 
Oil oncanvas 
40 X50 Cm 

2. Sleeper. 2007-08 
Oíl on canvas 
4o x 50 cm 
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3. The Apron, 2009 
Oíl on canvas 
38 x52 cm 

4 The Pendant, 2009 
Oíloncanvas 
6o x40 cm 
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2. 
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MICHAEL BORREMANS 

5. 

s. Lakei, 2010 
Oil en canvas 
sox42cm 

6. Lakei, 2010 
Oil on canvas 
54X42.5Cm 
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7- The Gloze, 2007 
Oil on canvas 
83,5X71.5cm 

6. 
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MARK BRADFORD 

Mark Bradford's large-scale pictures - it is hard to speak of 'paint­
ings' when so little paint is actually involved in the process - are 
devouring machines: they eat up ali sorts of paper that the artist 
finds on the streets and glues to his works. Although seemingly 
abstract, to the careful viewer these works will reveal their true 
subject: the city and its streets. More specifically, they represent 
the neighbourhood where Bradford grew up and still lives, where hls 
home and studio (which occupies his mother's former beauty salon, 
in which he once worked) are located - the predominantly black 
and Latino neighbourhood of Leimert Park in South Los Angeles. 
In this sense, the work's primary material is literally uprooted from 
its highly charged context and becomes deeply contaminated by lt: 
paper advertisements and billboard posters found on the streets 
are recycled into fine-art material. Sections of amassed newspapers 
may advertise legal services for divorce or debt, cosmetic improve­
ments of different sorts or programmes for achieving sobriety. 
Bradford describes this hitherto unnamed material, usually cheap, 
disposable and often printed simply in one or two bright colours, as 
'merchant posters', referring to the promotional material of self- or 
family-run businesses. In increasingly technological times, where 
printed paper is being replaced by digital media both indoors and 
out, the artist becomes a 'paper chaser'. 

The resulting pictures are deceptively abstract. They are intri­
cate and laye red compositions, paper patchworks that conceptually 
weave a variety of urban threads. One might perceive nets, grids 
and maps, yet it is difficult to draw, let alone close, a final circle. 
As such, they remain open to interpretation, up for grabs to viewers, 
critics and collectors alike. Fully abstract they cannot be, since 
there is nothing autonomous, sublime, otherworldly or detached 
from real life about these pictures. Bradford's surfaces are loaded 
with the detritus of everyday life, an endless superposition of 
scraps of paper that carry their own meaning and history. And ifthe 
original sources seem to be rendered abstract, their DNA is never 
truly erased. lf one were to ask what it is, ultimately, that the works 
portray, the answer would have to be the city itself. Metonymically, 
what is here is the city, the street, the economy, the periphery, the 
margins - a fragment oflife in Leimert Park. Connections have 
been drawn with the work of Mimmo Rotella, Jackson Pollock and 
Richard Diebenkorn, and one may speak of Neoplasticism and 
Analytical Cubism, but the true reference here is Hélio Oiticica, who 
brought street life and the favela to his pictorial works, pushing us 
to experience colour and form through the body and life itself. 

Bradford's pictures are deeply ingrained in city life, and if at times 
the messages of these pictures are plural and elusive, at others they 
can touch us in a direct and poignant way, as is the case with a work 
from 2008 entitled A Truty Rich Man is One Whose Children Run tnto 
Hís Arms When Hís Hands are Empty. -Adriano Pedros a 

1. A Tru/y Rich Man is One Whose 
Children Run lnto His Arms When His 
Hands are Empty, 2008 
Billboard paper, acrylic gel medium, 
carbon paper, nylon string and 
additional mixed media on canvas 
259X366cm 

2. Untitled/Explosion, 2009 
Billboard paper, acrylic gel medium, 
carbon paper, nylon string and 
additional mixed media on canvas 
183x152cm 
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3. Meosuring the Moment, 2009 
Billboard paper, acrylic gel medium, 
carbon paper, nylon string and 
additional mixed media on canvas 
122x152 cm 

1. 

2. 
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KERSTIN BRATSCH 

1 once walked into a claustrophobic non-profit arts space in New 
York's Chinatown to see the work ofthe artist Kerstin Bratsch. Loud 
music with indiscernible words was playing from a ratty stereo, 
anda woman -1 presumed this was Bratsch - was action-paintlng 
befo re a clump of peo ple clutching plastic cups of beer. She made 
broad gestures with her arms, and it became clear that she was 
painting the words 'ARE YOU GAME?' in bold phosphorescent 
colours on the oversize paper before us. An old man wandered 
about in a trench coat, mildly interested in the performance but 
more interested in refilling his plastic cup with wackelpudding, the 
German version of jelly. Nearby the artist Debo Eilers lay under an 
improvised stage making paintings with his body that he passed 
to Bratsch, who would in turn sign and title them. These paintings 
were then auctioned on the spot to help raise funds for the 
non-profit space in which they were performing. By the time I left, 
everyone was covered in paint, making unclear where the paintings 
began and ended, or whether what we were witnessing was 
a performance or simply a live-action studio visit. 

Bratsch's works are very large and ambitious in scale and 
tenor. Sometimes they are gaudy in their colouring, to the point 
of assaulting even the most liberal aesthetic sensibilities. Entering 
a space like the one above can be a confusing experience, since 
her goods will be hanging from the ceiling in the form of paintings 
on Mylar, sitting in exotic frame structures or printed in self-made 
booklets. Sorne will simply be lying on the ground. At PS1, as part 
ofthe 'Greater New York' exhibition, her paintings seemed to be 
awkwardly drilled into the wall - though closer inspection revealed 
that they were affixed by magnets. 

Bratsch's subjects, in the meantime, are often familiar. Her 
images summon up referents from the world around us, a fragment 
of a pattern from a sweater you once wore, a shape drawn from a 
computer-game interface or something you simply saw in a Frank 
Stella show, somewhere, sometime. Like the best of the German 
Expressionists, on whom one can't help but think she is riffing, her 
paintings are intrepid, mining geometric absurdity. Altered, edited, 
abbreviated like a cheap VHS copy, they mimic the ways in which 
we experience the world around us. They also, like the best ofthe 
Conceptualists who carne befare her; invoke psychological states 
vía clever puns that are remarkable for their aphoristic brevity, such 
as 'Good Mourning', 'Dürty Gürl' or 'Ali Ready Maid'. 

lntermittently, she anda collaborator; Adele Roder; run an import/ 
export agency called DAS INSTITUT. Roder; who went to art school 
with Bratsch in Germany, generates imagery with a computer, 
which, for one oftheir collaborations, was imported into Bratsch's 
paintings and then exported onto various other surfaces. At Art 
Basel 2010, for example, her gallerists Daniele Balice and Alexander 
Hertlíng wore a series of customized men's shirts designed by 
Roderthat were extensions of the paintings on the walls - and 
functioned like subliminal advertisements for DAS INSTITUT. Which 
carne fírst- the shirt or the painting - is deliberately opaque. lt is 
also not the point. In Bratsch's universe there is no 'original'. The 
painting as a painting is only incidental, something that happened, 
a visual Esperanto, a vessel. And like the best art, it is familiar and 
novel at once, a scandal and a delight. - Negar Azimi 

1. Exhibit ion view of 'DI WHY!, DAS 
INSTITUT' at Swiss lnst itute, New York, 
2009 

2. Kerstin Bratsch for DAS INSTITUT, 
exhibition view of 'Non Solo Non Group 
Show' at Kunsthalle Zürich, 2009 
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3. Exhibition view of 'Younger 
ThanJesus' at New Museum, 
New York, 2009 

1. 
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KERSTIN BRATSCH 

4. Kerstin Bratsch for DAS INSTJTUT 
The \1,/.P. E.R .. 2009 
From the series Stors ond Strípes 
0il and coins on paper 
2oo x300 cm 

5. Kerstin Bratsch for DAS INSTITUT 
ThelF,2010 
From the series B'wayBratsch / 
CorpAb 
Oil on paper, magnets 
20o x3oocm 



LISA BRICE 

Lisa Brice has experienced an unusual artistic trajectory. Painting 
was her major when she studied at art school, but she gradually 
moved away from what she felt was a contrived medium, only to 
retum to it almost a decade later. 'I became aware,' she says, 'of 
infinite possibilities within its constraints.' lt is perhaps the free­
dom acquired through this rediscovery of the medium that has 
given Brice's work its sensitivity and precision - and has granted 
the artist the ability to experiment with various aesthetics without 
ever fully settling for one. 

Brice's recent body ofwork is infused with her experiences of 
Trinidad, a place that she has visited several times in the last twelve 
years and where she has recently bought a plot of land with the 
intention ofbuilding astudio. StudioJung/e (2009) is emblematic 
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of her relationship to the island. A woman (the artist herselt?) is 
pictured facing an empty easel. Dozens of small canvases are hang­
ing from barely discernible black trees, imposing a grid-like pattern 
onto this oneiric vision ofthe artist's working space. The composi­
tion is based on a Bruno Barbey photograph of political posters 
stuck on the wall ofthe École des Beaux-Arts in París in the late 
1960s. Brice establishes a parallel between these years of protest 
and her own memories of being a student in South A frica in the late 
1980s, but her version goes beyond the particulars of a given time 
or country. The posters have turned into abstract pictures; they are 
devoid of messages, open to the viewer's own projections. 

Brice's work may be described as figurative, but it often verges 
on abstraction. In Rain Falling (2009) the palm trees and plants 
faintly suggested by a few liquid lines of ink seem about to vanish. 
The upper part ofthe picture is dappled with blue halos like a sky 
washed out by a torrential downpour. Brice doesn't represent tropi­
cal rain; she captures an atmosphere on canvas. The solid black 
blocks in Giving Mo Outlines l (2009) are another way to approach 
the complex relationship between figuration and abstraction. 
Here, a pregnant woman playing with a child is reduced to a few 
essential shapes: an oblong for the hair; two trapezoids for the shirt 
and three little triangles for the trousers. The body itself is left to 
emerge from the page's whiteness. 

No Wherian -1 Heor You (2009} adopts the same succinct visual 
language. A large dark face occupies the whole canvas; it is blurry 
like a bleeding ink patch and yet intensely present, the two slightly 
fairer areas being enough to evoke the eyes in this anonymous 
vísage. In Trinidad, a 'no wherian' is someone without a fixed place 
ofresidencé. The artist turns such figures into phantoms, haunting 
a socíety where they don't fully belong. This ghostliness is very 
much ín tune with the sense ofthe occult that permeates many 
of the artíst's recent works. Justas her painting hovers between 
figuratíon and abstractíon, her figures occupy the limbo between 
the living and the dead. Brice's work is ali liminality. - Coline Milliard 

1. Studio Jungle, 2009 5. Untltled, 2009 
lnkonlínen lnk on línen 
121.2X152.6 51 X40Cm 

2. Untítled, 2008 6. Rain Folling, 2009 
Oílonboard lnk and gesso on canvas 
29.7X42Cm 46 X35cm 

3. Ning Níng. 2009 7. No Wher/on -1 Heor You, 2009 
lnk and gesso on canvas lnk and gesso on canvas board 
25.5x 23 cm 2o x15 cm 

1 

1 4. Untítled, 2010 
1 Oíl and wax on board 
1 
1 3o x26 cm 
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RAFAL BUJNOWSKI 

Ever since his days as a member ofthe Krakow collective Ladnie 
(Pretty), Rafat Bujnowski has been busy questioning the validity 
ofhis chosen medium - painting - and how it could provide an 
adequate response to the social and political challenges that Poland 
was facing at the beginning ofthe 1990s. Detached from the old 
guard of highly politically involved artists, and with the prospect of 
laying the foundation for a new wave of artists uninterested in, if not 
unaware of, the recent history oftheir country, Bujnowski's generation 
took up the challenge by focusing on the most ordinary aspects of 
the transitory reality that surrounded them. lt was a decision that 
gained the artists the dubious honour of being labelled 'banalists', 
and while Bujnowski entered the battlefield strongly identifying with 
the uniform, he wasn't so sure about the weapon. 

Bujnowski's early paintings carried price tags bearing their value. 
In 2002 he developed Paintings for an Aportment, a series of can­
vases designed to decorate the house (and quite aptly exhibited in 
an lkea store) with a set of instructions about what could go where. 
Another series, Paintings Seen at an Angle (2003), played with the 
notion of perspective, introducing a line offive identical abstract 
paintings with the left end wide and the right end progressively 
narrowing down a few inches. Other experiments from this period 
include the performative Dusk (Video Pointings)(2004), and the now 
legendary Self-Portrait (2004), where his photocopy of a thumbnail­
size painting of his face looked so convincing that it made it onto 
his US visa application papers. 

The portraits of a group of miners made in charcoal in 2007 
heralded a new era. lntrigued by the history and the visual quality 
ofthe material, Bujnowski started a 'dark phase', which resulted 
in the series Lomp Block (2008), a landmark in his production. AII 
rigorously painted with Winsor & Newton Lamp Black #25 oil colour; 
the paintings explore size and form, going from the cubeto the 
tondo and the pentagon but carefully avoiding the square, although 
they have inherited the assertiveness of Kasimir Malevich's work. 
Extremely slick and minimal, they shine in their blackness, giving 
the canvas an unexpected three-dimensional quality. 

Most recently, Bujnowski has returned to urban themes, suggested 
by works such as The Fog and Eye-sockets (both 2010). lndebted 
to Claude Monet's famous rendering ofthe Houses of Parliament 
in London, The Fog shows the end stop of a ski lift emerging from 
a gloomy foreground. Romantic rather than spooky, a visible and 
yet unreachable subject, it appears like a picture from the past, and 
forms a prelude for the more direct examination of the cemented 
walls and glassless windows of the anonymous buildings of Eye­
sockets. Paínted ín different tones of grey, the abandoned struc­
tures look like gigantíc críppled creatures, making immediately 
palpable the dramatic gap between the aspirations of a society 
and the limíts ofíts resources. While this constitutes a reminder 
of how the country's dreams of rebirth are still unfinished business, 
the series also sígnals a return to the ordinary as subject. ft is a 
strong índicatíon of how things have come full circle in Bujnowski's 
work. - Míchele Robecchí 

1. Untitled (Comer 1), 2010 3. Untitled (Comer 2), 2010 
Oíl on canvas (rotated) 
130 x130 cm Oíl on canvas 

121 x128cm 

2. Untitled (Comer 2), 2010 
Oíl on canvas 4. Eye-sockets (4), 2010 
128x121cm Oíl on canvas 

180 x130 cm 
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STEPHEN BUSH 

A poured, viscous mix of enarnel and oil paint dominates the ground 
of Stephen Bush's recent paintings, replacing the landscapes prev­
alent in his earlier works. Freed from the constraints of representa­
tion when first applied, the shiny paint finds its own shapes and 
layers, which ripple, pool and melt across the canvas. The materiality 
and colour ofthe paint stand in far the mountains, plains and valleys 
that in previous works recalled the nineteenth-century New World 
landscapes of Australia and Ame rica. In common with many artists 
of his generation, Bush was troubled by history, both the history of 
painting and of such archetypes as the traveller; explorer; colonist 
and artist, ali ofwhom appeared in his work. A remnant ofthese 
interests can be faund in the large scale in which he continues 
to work and the swirling vortices of paint that recall the extreme 
atmospherics of sorne early nineteenth-century Romantic sublime 
and picturesque painting. 

While Bush has painted entire series in monochrome red or 
grey, he now revels in intense, even lurid colour, deliberately aiming 
far shocking effects and clashing tones that saturate the retina. 
Working over the strata of poured abstract paint, he mines images 
that appear to him in the pooled and layered farms, working them 
up into representational figures, architecture and objects. This can 
lead to the surreal juxtaposition of a hydro-electric dam, a hovering 
goat's head anda castle and farest in I am still what I meant to be 
{2009), none ofwhich are scaled in relation to each other. These 
disparate elements seem to emerge from a psychedelic subcon­
scious, clashing in the picture like Bush's staged conflict of abstrac­
tion and representation. While the artist has suggested that a farm 
of automatism is at work when he develops a new painting, the 
recurring images across paintings and series suggest that they are 
more consciously selected. 

Bush's imagery sarnples 1970s alpine calendars and posters, 
photographs of buildings that are exemplars of progressive industrial 
modernity, and the falksy evangelism of American blues and gospel 
songs that become painting titles such as Shout on the hills of glory 
{2008) and Light in the valley {2008). He has also frequently depicted 
lag cabins and other vernacular timber buildings, wood-burning 
stoves and the figures ofbeekeepers and welders. While sorne 
ofthese motifs, such as the hovering stoves and welding men, are 
more recent, others have appeared over many years, including the 
decaying huts and the apiarists attending to beehives. The welder 
and beekeeper are always covered in protective clothing to minimize 
the risk inherent in their work - intently facused on their tasks, they 
could be a stand-in far the artist himself, the labour and discipline 
of painting and the risky business of undertaking exhibitions. 

There is a distinctive beauty to Bush's paintings; his technical 
virtuosity allows a freewheeling merging of painterly incident, 
expressive abstraction, and imagery derived from both art history 
and more recent pop sources. His vertiginous kitsch sublime 
and shuddering juxtapositions, and a sen se that figures and 
objects may be re-engulfed by the matrix from which they have 
emerged, mean that this beauty is as dangerous as it is unex­
pected. - Wayne Tunníclíffe 

1. / om stíll what I meant to be, 2009 
Oíl and enamel on línen 
2oox31ocm 

2. SalvotíonJane, 2010 
Oil and enamel on linen 
2oox31ocm 
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3. Shout on the hl/1s of glory, 2008 
Oíl and enamel on línen 
2oox31ocm 

4. Tupe/o, 2009 
Oíl and enamel on línen 
183x183cm 
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VARDA CAIVANO 

Small in scale but vibrantly colourful, Varda Caivano's paintings 
reference early twentieth-century painting while remaining utterly 
contemporary. The exact allusions are hard to unpack, but her 
painting is not immediately concerned with a history of mark­
making and process. lt is instead an intuitive development of 
semi-abstraction. That is not to say that she feels disconnected 
from art history. lndeed, she has stated that 'as a painter; each 
time you pickup a brush, you are evoking art history and [ ... ] having 
conversations with other artists.' Perhaps unexpectedly, her work 
seems to recall early twentieth-century British painting, such as 
the landscapes and seascapes of John Nash or the slightly later 
landscape abstractions of Cornish artist Peter Lanyon. More con­
temporaneously, her work appears to draw on the layered, cross­
hatched surfaces ofTerry Winters' map-like paintings and even the 
colourful semi-abstractions of Howard Hodgkin. Caivano was born 
and trained in Argentina but made London her home in 2000 after 
studying at Goldsmiths, which perhaps goes sorne way towards 
explaining the eclectic points of reference in her work, particularly 
those from Britain. 

Caivano's surfaces are typically scraped down, sorne areas of 
canvas left raw while others are so depleted of paint that, despite 
the strong colour; the weave ofthe canvas can be seen, adding 
another texture to the image. Recent paintings resemble aerial 
views, evoking the lushness of a garden or landscape. An untitled 
work from 2007, for example, appears to be patchworked together 
from mainly blues, pinks and brown, giving the impression of a 
close-up view of a flowerbed or perhaps, on a different scale, an 
aerial view ofvibrantly coloured fields. Similarly, the entirely green 
surface of Untitled (2008) evokes a grassy landscape, where the 
suggestion ofwinding roads or rivers gives the further impression 
of sorne shift in scale or topography. From a more recent body of 
work, Untitled (2010) [ill.2] suggests a wintry aerial view, the typically 
organic division offields and land implied by the blue/grey sections 
ofpaint. 

Other paintings, less redolent of landscape motifs, embody their 
process ofmaking. Caivano deliberately leaves apparent the possible 
mistakes, alterations and overpainting to reveal the intuitive 
manner in which the work carne into being. Drips and a scumbled 
surface characterize such recent paintings as Untitled (2009) and 
Untitled (2010), and one has the impression that chance plays more 
than a passing role in her work. Caivano carefully orchestrates the 
installation and presentat,on of her works, making evident what is 
often true of smaller paintings: that they are perhaps even more 
demanding of space than large-scale works. Placed on a white wall, 
her intense and dense canvases demand concentration, drawing 
the viewer into the unexpected depths oftheir intimate scale. 

A work such as the landscape-format Untitled (2010) [ill.3) 
requires considerable focus and attention: each centimetre of the 
canvas has been worked on to e reate a complex network of linear 
and wash details. Similarly, the reds, pinks and greys of Untitled 
(2010) [ifl.1) have been expertly arranged to create a painting that 
is aJI about surface and yet has surprising depth. Control, restraint 
and release are among the defining qualities ofthese captivating 
works. -Jens Hoffmann 

1. Untítled, 2010 
Oil and ink on canvas 
87x47cm 

2. Untitled, 2010 
Oíl on canvas 
85.5X65cm 
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3. Untitled, 2010 
Oíl on canvas 
63x111 cm 
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BRIAN CALVIN 

Someone once remarked to the writer David Foster Wallace that 
they would rather be a character in a piece offiction than a real 
person. 'I got to wondering,' wrote Wallace later, 'just what the 
difference was.' Brian Calvin makes paintings of peo ple who are 
both imagined and wholly real. While he often begins by depicting 
people he knows, he insists that his works are not portraits. They 
are themselves, nothing more or less, and only when he suddenly 
feels the presence of someone staring back at him from the 
canvas does he consider them finished. 

Calvin became known in the late 1990s for a mode offiguration 
that was both plainly realist, incorporating the minutiae of con­
temporary daily life, and stylized to the point of caricature. (Sorne 
of his very earliest work had in fact taken cartoon characters such 
as Popeye or Fred Flintstone as source material.) But his paint-
ing was less politically glib and more formally complex than most 
other work ofthis kind. lt typically depicted young people, usually 
female, gazing expressionlessly out at the viewer, their arrestingly 
large watery eyes and pale skin rendered in flat acrylics. The flowers 
in their hair or their fashionable clothing would be handled justas 
carefully as their facial features. 

There is something captivating but unknowable about these 
paintings; while the hairstyles and dress ofthe characters may 
make them feel familiar, they give little away about themselves. 
This is no accident. Calvin has said that during the evolution of 
a painting, if he feels that a figure suggests certain attributes, he 
will strive to counter that impression until she beco mes mysterious, 
evento him. The notion that a person's appearance betrays sorne 
kind of insight into their selfhood is by no means uncontested, and 
for Calvin failures of communication, of empathy and understanding, 
seem to be at the emotional core of his melancholic oeuvre. 

Take, for instance, the painting Happy Hour Reconsidered (2010). 
An image of conviviality, ofthree people in conversation (or perhaps 
just standing together), is framed by a close-up of someone staring 
at the ground whíle drinking alone. This sen se of unfathomable 
distance, even at close quarters, extends to paintings of Calvin's 
family, justas it does to pictures of his cat. 'Sometimes you can't 
tell what a person looks like, even when you're staring straight at 
them,' he has said. One remarkable painting, LAX (2010), looks more 
than any other as if it portrays a person known to the artist. In fact, 
the figure was cropped from an old photograph of passengers 
waiting atan airport. 

In recent work such as Students and Two Youths (both 2010) 
CaMn has turned away from hís customary acrylics to oíls; the chal­
lenge has been to retain the impenetrability offlat, acrylic pictorial 
space whíle takíng advantage of oíl paint's mutability and looseness. 
The enígmatíc Solicitíng (2010), in which a man offers flowers 
to someone hídden behínd an ímmateríally flat panel, began life 
as a pícture of an artíst at work. In Calvín's eyes, ít remains the 
artist's job to pay tribute to the secrets of the painting, without 
ever betrayíng them to the viewer. -Jonathan Gríffín 

1. Students, 2010 
Oiloncanvas 
20.5x25.5 cm 

2. Happy Hour Reconsldered, 2010 
Oíl on canvas 
91.5x61 cm 
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3, Alta Cal/fornla, 2009 
Acrylíc on canvas 
152.5 x122 cm 
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GILLIAN CARNEGIE 

Rendered in a palette of grubby dun, lichen-green and slate-greys, 
Gillian Carnegie's quietly domestic vignettes might initially seem 
somewhat old-fashioned. Over and again, she paints a few choice 
motifs in minor permutations: a black cat, a staircase, a vase of 
wilting flowers. There is, however, something uncanny about these 
quotidian motifs. Most famous, perhaps, are the images that she 
paints ofher own backside, which she copies from photographs 
and renders variously with expressionistic screeds of oil paint and 
as penumbra! nocturnes. Such works are signposts that Carnegie's 
paintings are not as anachronistic as one might initially imagine: 
these self-portraits might be taken (literally) as cheeky subversions 
ofthe depiction ofwomen's bodies by men in both pornography 
and art. 

Carnegie's work as a whole garners its force from this subtle 
refusal of the visual noise delivered by a century of accelerated 
mainstream media and modern art. Her works are particularly 
sophisticated in their ability to destabilise icons of macho modernism, 
whose fierce denial of representative content has been questioned 
by artists since at least the 1970s. For example, Block Square (2002) 
is a pointed de nial of Kasimir Malevich's eponymous work of 1914 
(Carnegie's painting contains the dark outlines of a woodland). 
Similarly, Section (2010), a grey-hued painting of a tree, nods a wink 
towards Mondrian's The Grey Tree (1911), but resists the fierce logic 
ofthe cool abstraction that Mondrian's early canvas would ultimately 
leadto. 

lf modernism was a movement that rushed ahead of itself, 
Carnegie's images are attuned to a slower, less impetuous pace. 
The artist's numerous flower paintings, for example, are meditations 
on space and time, colour and form. She has repeatedly painted 
a single posy of dying or dried flowers propped in the sliced-open 
lower half of a water bottle. Each version ofthis striking arrange­
ment could not be more different from the next, appearing to 
summarize the shifting drama of natural light: there are dark and 
mysterious nocturnal blooms, pallid evening flowers glowing with 
the last rays of daylight, frigid daytime flowers against dusty lemon 
walls and a white Formica surface. 

Ultimately, Carnegie's images concern modes ofinhabiting 
space, and she repeatedly deploys vertical arrangements of line 
and form to suggest a compressed urban environment. But these 
are not spaces of accelerated city noise; rather, they are oases of 
meditative calm. Prínce (2010) shows a cat on a stairwell, glancing 
up in meditative alertness at sorne mote or supra-human sound; in 
Duenna (2010), a woman rendered as a sculpture, anaemic and out­
cast, appears to symbolize the sadness of being passed over in life 
or love, We might read these works as arguments in favour of a way 
of living ín a densely populated city, as routes to a quietly brooding 
enjeyment of space free from the fu rore of modernity. - Colín Perry 

1, Yellow Vio//, 2-009 5. Peor/ Eyed, 2010 
Oíl on board Oíloncanvas 
74 x5Z.5 cm 216X 127Cm 

2. Prince, 2009 6, Prince, 2010 
Oíl on canvas Oil on canvM 
47x50 cm 216x127 cm 

3. Section, 2010 7, 1-lonser, 2010 
Oil on canvas Oíloncanvas 
101.5x91.5 cm 216 x127cm 

4. Duenna, 2010 
Oil on canvas 
216 X127Cm 
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SARAH CROWNER 

Sarah Crowner's 'paintings' come together through the perforated 
seams oftextiles-linen, cloth and canvas, sorne painted with 
gouache or oil, others raw - that she stitches together; creating a 
wonderful array oftextures anda DIYquality. From afar, this hand­
made effect dissolves, and the compositions evoke the hard-edge 
paintings ofthe 1950s and 1960s. However; as the viewer moves 
closer to her works, the soft poetic lines, visible brushstrokes 
and exposed materials reference Bauhaus and craft-centric art 
movements. Crowner's use ofthe material and process ofstitchlng 
together monochromatic textiles is justas significant as the 
shapes and surfaces she fashions. The visible folds in the textiles 
and exposed stitching on the back and sides ofthe canvas offer 
a human touch, while the geometrical lines and colour presenta 
formalist approach. In that sen se, Crowner's paintings are as sculp­
tural as they are Constructivist, as gestural as they are hard-edge, 
and as representational as they are conceptual. 

The artist - who was born in 1974 in Philadelphia, Pennsylvania -
received her BA from the University of California, Santa Cruz, her 
MFA from Hunter College in New York in 2002, and also studied at 
the École des Beaux-Arts in Paris. lt is obvious that she is schooled 
in art history, and as a result her practice and oeuvre to date (which 
cross a variety of media, including painting, ceramics and book­
making) have been steeped in homage, appropriating techniques or 
formal motifs from those artists she admires most, including Sonia 
Delaunay, Sophie Taeuber-Arp, Blinky Palermo, Bridget Riley and 
Victor Vasarely. 

In her 2009 series Superficie Modulada (Modulated Surfaces), 
Crowner has directly appropriated sections of Lygia Clark's 1956 
series Planos em Superficie Modulada, producing three large 
canvases, their tactile and angular patches of black, grey and white 
intersecting one another in clean geometric shapes. Crowner's 
series reintroduced Clark's original investigations into the interplay 
between line and colour in the architecture of a pictorial space. 

In 2010 Crowner's jagged black and white compositions in the 
Whitney Bien nial directly referenced the work of British artist 
Bridget Riley, whose visually confounding Op Art paintings and 
sculpture produce similarly complex optical effects. Using images 
of Riley's 1963 sculptural installation Continuum (now destroyed) 
as a template, Crowner re-imagined Riley's three-dimensional work 
as a series oftwo-dimensional paintings. While as meticulous as 
Riley's geometric abstractions from afar; Crowner's canvases offer 
the works on a more intimate, human scale. 

Crowner's relationship to art history, notably modernism, is an 
interesting one - she uses itas one of the materials in her compo­
sitions, reassembling it in a different, more abstract way. Through 
her filter of craft and the handmade, she establishes new situations 
and relationships with the works while simultaneously creating 
engaging fresh works in her own history. - Marina Cashdan 

1. Untitled, 2010 
Oil on sewn canvas. cloth and linen 
45,5x35.5 cm 

2. Geometric Composition # 7, 2009 
Oil on sewn canvas, c loth and linen 
45,5x35.5 cm 

3. Superficie Modulada. 1956 (Part 3), 
2009 
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Gouache on sewn canvas 
147,5 x 91.5 cm 

4. Superficie Modulada, 1956 (Part 2), 
2009 
Gouache on sewn canvas 
147,5 x 91.5 cm 

5. Continuum, 1963, 2010 
Gouache on sewn canvas, 
dimensions variable 
Exhibition view at the 2010 Whitney 
Biennial, Whitney Museum of 
Am erican Art, New York 
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WILLIAM DANIELS 

At first glance, the paintings of British artist William Daniels loo~ 
like cubist collages: they appear to be composed of rustic-looking 
materials full of seams and fractures. Closer inspection reveals 
that what he displays are not cubist at all but rather oil paintings 
depicting the sculptural recreations of iconic historical works. 
Process is key to these small-scale, meticulously rendered paint­
ings. First, Daniels alights upon an iconic image by one of art 
history's best-loved names, such as Caravaggio, Blake or one of . 
the Dutch masters; then he creates a maquette ofthe image. To 
date, he has constructed models from cardboard and paper; and 
from aluminium foil. Once the maquette is formed, he begins the 
business ofpainstakingly recreating each detail ofthis man-made 
landscape. Tears, troughs and folds are noted and recorded, and, 
as the light plays offthe surface ofthe foil, Daniels allows it to lend 
new shadows and possibilities to sorne ofthe most recognizable 
images from art history. 

At the beginning of his international career; Daniels chose only to 
reinterpret works made before the twentieth century, but in recent 
years his interest has moved to more contemporary sources, with 
leading modern painters and their masterpieces providing inspira­
tion. His work presents viewers with an interesting and complex 
visual conundrum: what exactly are they looking at? The canvases 
certainly resemble famous portraits, landscapes or history paint­
ings (divisions of painting laid out by the eighteenth-century master 
Joshua Reynolds in his now famous Royal Academy lectures). Yet 
the genre that Daniels actually favours is the still life. By creating a 
model from which to paint, he is faithfully recording what he sees in 
front of him, muchas a seventeenth-century Dutch master might 
have recreated a vase offlowers ora table full offood. 

The material from which Daniels chooses to make his 
maquettes is also of key significance. By working with cardboard 
or paper he is emphasizing the fragile and obsolescent nature of 
so much contemporary material; foil mimics expensive metal, and 
painting after it becomes suggestive of reliquaries or Old Master 
aJtarpieces, though paradoxically the element aluminium is the 
most modern of materials, u sed for the most ordinary purposes. 
Daniels clearly enjoys painting after foil, explaining, 'lt's like painting 
pure light.' Yet though he enjoys the effect, his work seems to 
convey a serious message: that genuine contemporary human 
experíence is often substituted by information gleaned via secondary 
or virtual sources. In an age when image is everything, sight has 
superseded ali other senses, but, as Daniels' work reveals, what we 
see might only be a fabrication after an event. The humble still life 
has an honesty and inherent value because of the immediacy of the 
rela.tíonshíp between artíst and object, and the translation of this 
ínto a dírectly executed work. lt reminds us that, in this age of visual 
tríckery, dírect experíence still holds surprises and offers fresh 
ínsíghts. -Jane Neo/ 

1. Nopoleon Crossing the Great Saint 
Bemard Pass. 2006 
Oílon board 
31X25Cm 

2. David with the Heod of Goliath, 2007 
Oilonboard 
3ox25 5 cm ' 
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3. Untltled, 2010 
Oil on board 
29x26.5cm 
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NOAH DAVIS 

Whether in casual portraits, erotically charged interiors or elaborate 
compositions rich with literary allusion, Noah Davis's wide-ranging 
figuration is anchored by an attention to African-American subjects. 
While he. shares that thematic consistency with several notable 
painters' of his generation (Mickalene Thomas, Kehinde Wiley and 
Khalif Kelly, to name a few), Davis has argued against the ascription 
of any profo_und meaning to it. ('They're just black. That's the only 
thing that makes it racial,' he remarked in a recent interview.) Yet the 
variation ofregister; mood and affect with which he evokes his sub­
jects - from the sociological redolence of Single Mother with Fother 
in the Picture (2007-08) and the existential melancholy ofThe 
Seven Prisoners ofthe Abyss (2008) to the ironic humour of Block 
Wo/1 Street (2008) and The Yeor ofthe Coxwoin (2009)- suggests 
that questions particular to African-American experience inform his 
work, by turns subtly, humorously and with a nimble pathos. 

This is not to say that Davis's paintings form sorne visual excur­
sus on identity politics. An image such as The Forgotten Night (2010) 

appears as con cerned with the stuff of painting as with its elliptical 
content; the unrelenting vertical bands, the dripping and streaked 
forms and the pentimenti all call attention to the canvas's wrought 
surface. Davis's practice ofmixing oil and acrylic paints lends his 
canvases - perhaps inevitably- a certain ambivalence, even volatility, 
of surface and texture. lf sorne works verge on the decorative 
in their simple, flattened treatment ofform (Block Muse/e, 2007; 
MoryJone, 2008), works like What They Did to Themse/ves (2010) 

employ a collage-like displacement, with two soldiers hovering over 
a seemingly incongruous landscape. Swathes of colour and form 
often refuse to cohere entirely, while the faint, dark nimbus that 
occasionally haunts his figures- reminiscent ofwork by leading 
contemporary figure painters such as Marlene Dumas and Luc 
Tuymans - further underscores the spectral quality of his imagery. 

A recent painting such as Leni Riefenstah/ (2010) would suggest 
that Davis also engages with the historical, appropriative play that 
marks Tuymans' work. Yet the breadth and scope of Davis's paintings 
refuse - like the imagery of individual canvases - to cohere into 
any simple tack, whether ideological or formal. The subtly oneiric 
atmosphere of Untitled (2010), with its anonymous female figure 
outstretched, arms raised, turns to outright hallucination in A// 
Those Lost to Oh We/1 (2010), with its illegible metamorphosis of 
forms. Green Behind the Ears (2008), 1984 (2009) and Cross Eyed on 
Rye (2010) exemplify Davis's penchant for solitary subjects in spare 
settings - paintings in which the scene's backdrop, often a field of 
arrestíng pink or green buzzing with brushwork, appears as striking 
as the figure depicted. These canvases also exemplífy the artist's 
sensítivíty to language and the literary, whether in the form of his 
allusíve punníng titles or the narratives - like Orwell's - that often 
ínform theír imagery. The sweet sight of a pyjama-clad child at her 
bed's edge ín 1984 ís pulled up short by the mask-like distortion of 
her fa.ce. Da vis wíelds irony like his paint: withholding it, shoring it 
up ínto tightly bound spaces or else letting it drip. That such affect is 
not necessarily in sync wíth the strokes of hís actual paint makes his 
work ali the more strikíng, pleasurable and unsettlíng. - Ara H. Merjian 

1. MoryJone, 2008 
Acrylíc and oíl on canvas 
153x 127cm 

2. The Forgotten Night, 2010 
Oilon canvas 
195.5 x 239 cm 
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3. Len/ Rlefenstohl, 2010 
Oíl on canvas 
188x152.5cm 
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PHILIPPE DECRAUZAT 

Philippe Decrauzat paints on canvas, on floors, on walls. His geometric 
pattems also existas sculptures and installations - and recently the 
S\viss artist has started to tackle film and sound. Yet despite the 
variety of media he uses, his production is astoundingly tight. 
lt is as ifthe choice of medium were only an incidental occurrence 
in the artist's ongoing research into the modalities of perception. 

The precedents here are too obvious to ignore. Decrauzat 
taps into the rich history of geometric abstraction - not only 
Constructivism or Suprematism but also Op Art. These are only part 
ofthe substrate feeding Decrauzat's production though. Perverting 
modemist ideals, pop culture (sci-fi, cinema, music) is a common 
tactic too, and the abstract shapes of scientific records are also 
very present: swelling shock waves, oscilloscope lines, charts, 
maps and diagrams. Geometric designs don't necessarily belong 
to another; purer reality, the artist seems to suggest - they can be 
found in ours. 

The five canvases in the Lanquidity series (2010) appear ridged 
with ripples. As in Bridget Riley's seminal 1964 Current, the flatness 
ofthe picture plane is negated by an illusionistic optical effect. 
The five pieces are at once independent and interconnected; they 
stand as five chunks excised from one single sequence, whether 
mathematic or cinematic. In Riley's picture, the undulating lines are 
contained by the canvas and abr~ptly interrupted when they hit 
the stretcher's limits. But in Decrauzat's practice, graphic patterns 
are far more important than the support on which they happen to 
take place. Canvases no longer impose their pictorial unity, instead 
being subjected to the motifthat they bear and thus physically 
transtormed. In the Lanquidity series, the picture's top and bottom 
follow the painted fines: they beco me line. 

The shape of Decrauzat's canvases can be free and organic, as 
in the large blue ribbon NOVO (2009); star-shaped, as in Untitled 
(2009); flowerlike, as in his A Rose is a Rose is a Round (2004). They 
can explode in a series of modules (the Peeping Tom series of 2007) 
orbe casually propped agaínst the wall (Mae West West, 2005). lt 
is perhaps this fluid approach to painting that allows Decrauzat to 
move so easíly between medía Mae West West is a clear attempt 
to ditch the pictoríal two-dimensional diktat. In Man the Square 11 

(2oo8}, the flat surface is tilted and pierced with a wide hole; painting 
verges on sculpture. 

This píece sums up several strands of Decrauzat's most 
recent ínvestigatíons. lts white gríd on black has something of Piet 
Mondlian's ordered visíon and echoes the background set up by 
Eadweard Muybridge to measure the movement of his photographic 
subjects, The artist refers particularly to one of Muybridge's 
photopla.tes ('plate 281, in which the jumping man grabs the grid 
vñres, disturbing the apparently flat structure and blurring - as in 
Man The Square // - the Hmits between the two- and the thraa­
dimensionaJ, The work's round apertura also directly intaracts with 
the place's archítecture; it tramas the gallary spaca and modiflas 
the way in whích ít is perceíved almost as muchas Dacrauzat's 
dizzy'íng waJI paJntíngs. As Rílay famously sald, palnting doasn't taka 
place on the canvas but in the space betwaan tha pictura plana 
and the spectator, - Colíne Mll/íard 

1. Lanquídity /, 2010 
3. Man tho Square 11, 2008 Acrylic on canvas 

Acryllc on wood, stool 218x22ocm 
288.5 x 279 x 5 cm 

2. Untitled #4, 2008 
Exhíbítlon vlew at Prlntemps de 
Septembre, Toulouse, 2008 

Acrylic on canvas 
21o x215cm 

4. NOV0,2009 
Acrylic on canvas 
209x5oacm 
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BENJAMIN DEGEN 

Naked, translucent bodies intertwine with one another and their 
immediate surroundings like apparitions; figures and ground 
merge; inanimate objects come to life, and the seeming chaos of 
an all-over composition reveals itselfto be a precisely calibrated 
puzzle. The pieces in Benjamin Degen's paintings somehow ali fit 
together and simultaneously participate in activating the picture 
plane in a way that we more readily associate with pointillism, 
Pollock and camouflage. The copulating figures in Shh! (2009) are 
so embedded within the overall image that they are hiding in plain 
sight, and it's not only bodies in motion that cause the picture to 
perform, but outwardly graphic elements, the kinetic pulse offloor­
boards and books that their carnality occasions. Even with a still life 
such as Stove (2010), where the heat and glow and trails offlickering 
light are made visible, where falling snow and twinkling stars are 
seen through a cabin's window, Degen captures the energy that 
resides in stillness. He is an artist for whom the body at rest is that 
ofthe viewer in front of one of his pictures, whose eye is attracted 
everywhere ali at once. 

The balance of control and fluidity in Degen's work is a direct 
result of how he arrived at painting: by way of drawing and water­
colour. Many years befare he began to paint, he produced only 
works on paper. With graphite and coloured pencil he could plot 
every mark, control a wide variety of patterns and fully orchestrate 
his composition. Applying this well-honed, methodical approach to 
watercolour; however, was simply notan option, and Degen revelled 
in the speed and spontaneity that the medium offered. Little 
wonder that the subject of many of his earlier watercolours was the 
ocean, with bodies submerged and buoyant: an aqueous image for 
an aqueous material. Once Degen's picture-making was transferred 
to canvas, it was inevitable that techniques engaged on paper 
would come into play and figures and objects would emerge from 
and dissolve into pattern and paint. 

Degen begins by drawing on canvas with glazes of paint that 
are thinned with linseed oil and medium. Built up and applied in 
broad brushstrokes, their translucence allows colour to come 
through from beneath; as the artist describes them, the different 
media - whether wet or dry, shiny or matte - 'change how the light 
reflects off ofthe surface ofthe painting and also how the light 
passes through the surface and reflects back through the layers 
of paínt. This effect gives a sen se of luminosity, that the light/colour 
ís comíng from inside the painting.' And so the fire in the stove 
íllumínates both the room ín the painting and the canvas itself. 
The bodíes ín Shh! are permeable to one another and to the space 
they ínhabít, suggestíng an exchange of bodily and painterly liquids. 

Degen's engagement with painting entwínes íts history and íts 
craft, abstractíon and fíguration, quietude and abandon - ali at 
the servíce of actívatíng every moment of every pícture. Although 
these paíntíngs are fíxed ín place, they ínsíst on a temporal life 
oftheír own. The skeleton ín the appropríately titled Brevis (2010), 
for example, ís so ímmersed ín the place where it has come to 
rest, among traces of íts clothes and habíts, that its passing has 
been compressed ínto what can only be described as time-lapse 
decomposítion. - Bob Nickos 

1. Stove. 2010 
Oil on canvas over panel 
114_5x76 cm 

2. Woodpile, 2008 
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Oil on canvas over panel 
183X275 cm 

3. Shh!, 2009 
Oil on canvas over panel 
122x183 cm 

4. Brevis, 2010 
Oil on linen over.panel 
102x152.5cm 
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KAYE DONACHIE 

Characterized by a muted palette that gives them an eerie atmo­
sphere of recollection, Kaye Donachie's portraits take as their 
subject twentieth-century figures, most of whom have led fiercely 
independent or unconventional lives. Though by no means using 
the style, technique or exactitude that we might expect of traditional 
portraiture (her work recalls the Symbolist painting of Gustav 
Moreau or the diffused 1970s cinematography ofVilmos Zsigmond), 
Donachie presents her subjects as if seen through the mists of 
time. Veils of cloudy paint and the impression of double exposure 
evoke a sense that these characters are unstable, as if thelr 
presence is fading over time. 

Donachie's most recent paintings, for example, comprise slx 
portraits offemale icons, including Mina Lay, Nina Hamnett and 
Edna St Vincent Millay, where the subjects are seen floating in, or 
perhaps projected onto, landscapes and other imagery, almost as 
iftheir inner thoughts were visible. Donachie chose to show the 
paintings alongside a selection of short films, including the out­
takes of a lost pro je et involving Duchamp, and Milla y reading from 
her poetry journal, which provided titles for sorne ofthe paintings. 

Donachie has typically been drawn to moments of utopian promise, 
and, in common with so many of her peers, her work seems to 
look back to a bygone era of hopeful experimentation and liberation. 
In 2006 a number ofworks focused on the group of anarchists, 
nonconformists, writers and artists who took up residence in the 
early twentieth century at Monte Verita in Switzerland (among 
them Gustav Landauer, Franziska zu Reventlow and Otto Gross). 
Donachie made reference to her subjects' writings and back­
grounds in the titles of her works. Then between /ust and tragedy 
I know not what (2006) for example, which depicts the aristocrat 
and libertarían artist Zu Reventlow, is a phrase taken from her diary. 
Other paintings from this series are titled after works by Hermann 
Hesse. The combination of loosely allusive verbal citation and visual 
ghostliness makes for a dreamy evocation oftimes past. 

Elsewhere, Donachie has used found footage of196os counter­
cultural groups as the basis for her works, and this source material 
goes sorne way to explain the misty, layered exposure suggested 
by her technique. She is interested in the associations that are 
contained within such documentary material, which evokes not 
only a historical moment but also a political and social ideal. 
Other earlier portraits depict Mark Frechette and Daría Halprin 
(lead actors in Michelangelo Antonioni'sZabriskie Point of1970) 
and members ofthe Charles Manson family- the latter perhaps 
pointing to a darker undercurrent in Donachie's work. 

Like Elizabeth Peyton, Donachie filters our impression ofthe 
re cent past, creating new narratives from the image bank of history. 
But while Peyton's !ove affair with celebrity and pop is expressed 
on a domestic scale though intimate portraits, Donachie's work 
unearths more obscure subjects and moments in a manner 
that remains equivoca!, allowing the story to continue to unfold. 

- Jens Hoffmann 

1. Myse/f / thínk sho/1 never know, how 
far beneoth the wove I go, 2010 
Oil on canvas 
61 x45cm 

2. Beyond o world I never wont to joín, 
2009 
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Oil oncanvas 
51 X40.5Cm 

3. / listen to the stillness of you, 2008 
Oil on canvas 
51 x40.5cm 

4. In the g/oss thot mirrors me, 2010 
Oil on canvas 
51 X41Cm 

5. Clouds ore pushing in grey 
re/uctonce, 2009 
Oil on canvas 
41 x 29cm 
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PIERRE DORION 

Toe artists, curators, critics, collectors and museum directors who 
are the constituents ofthe contemporary art world spend untold 
amounts oftime moving through the seemingly sterile, cavernous 
and often hollow commercial exhibition spaces that are currently 
found side by side, block after block in Chelsea, New York. Still other 
haunts ofthis small transitory population include the city's corpo­
rate-looking Museum of Modern Art, as well as alternative, grungy 
exhibition venues such as Artists Space and PS1. Oflate, Montreal­
based painter Pierre Dorion has found his subject by focusing 
intensively on the details ofthis rarified and highly coded world. 
While viewing exhibitions in New York and other locales, his eye has 
wandered offbeyond the art displayed to look more closely at the 
architectural envelopes that are considered to be today's premier 
exhibition spaces. 

Toe resultant paintings are spare and minimal, more so than ever 
befare in his work. Often they are almost abstract in their represen­
tation ofwhat is ostensibly ephemeral, light-filled space, filtered 
through the lens of Dorion's digital camera (and the snapshot-style 
print he produces and keeps as a reference) as well as through the 
paint he has brushed, seamlessly and without gesture, onto the 
canvas. That his palette has been described as 'retro' only heightens 
the paintings' funereal air. 

Untit/ed (MoMA)(2009) hovers between figuration and abstraction 
and is ultimately a melancholy museal painting made up of black, 
beige and both warm and cold whites. lt is a depiction ofthe 
gradations oflight, ranging perhaps from artificial to daylight to 
shadow, in an open yet somewhat defined space in one of the most 
prominent museums in the world. While paintings, performances 
and installations with their attendant discourses come and go, the 
authoritative modernist frame that Dorion depicts lingers, and day 
after day reflects the light, or lack thereof, that makes its distinctive 
narratives visible. 

Those who are familiar with the lobby at Sean Kelly Gallery might 
immediately recognize the spatial coordinates of Dorion's canvas 
fntérieur (2008). The refined minimalist architecture is brought into 
relief by the warm daylight that is subtly cooled as it passes through 
the frosted glass panes and into the space, barely illuminating the 
surrounding walls and reflecting offthe dark floors. 

While it is difficult to pinpoint, there is a slightly menacing, 
deathly qualíty to these pictures. Perhaps it resides in the trapes -
of photography, modernist architecture and painting itself. 
Yet at the same time these paintings gíve life to the overlooked 
passages that bríng into being our current experience of contem­
porary art. - Kítty Scott 

1. Untitled (MoMA) , 2009 
Oiloncanvas 
183 x137 cm 

2. Sonnabend /, 2008 
Oíl on línen 
183 x137 cm 
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3. lntérleur, 2008 
Oíl on linen 
183 x137cm 

1. 

2. 
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MILENA DRAGICEVIC 

Twilight memories of Soviet-era public monuments and modernist 
decor rub against an insistent expressionism in Milena Dragicevic's 
paintings. The aesthetics that she mines speak of spoiled utopias, 
Glasnost, censorship and exile. However, while she is indeed from 
Eastem Europe - she was born a Serb in Yugoslavia - her paintings 
urge us not to freight them with tedious geopolitical assumptions. 
lndeed, Dragicevic, who lives and works in London and grew up 
largely in Ganada, subverts any notions that we may have of 
Eastern European identity as a zone of unreconstituted existential 
angst. In her paintings, objects and identities are props that dance 
like chimeras between seriousness and levity. 

ldentity here is a quality that must be performed. Supplicants, 
which the artist began in 2006, is an ongoing series of modestly 
scaled figurative canvases depicting friends and acquaintances in 
which the artist has distorted or re-formed the subjects' faces and 
features, such as transforming their mouths into angular, geometric 
or animal shapes. The suggestion of sorne kind of violence or oral 
censorship is undercut by a rather comical sadness in these 
cartoonish visages. 

lf Dragicevic is partially Canadian, she may find herself cast not 
as a Euro pean exile but as a belated colonist. This creeping inversion 
of power is apparent in titles borrowed from First Nation languages, 
such as nuuktok (2009) and aal/iraujaq 6 (2008). Sorne titles play on 
phonetics and Serbian pronunciation, such as skoolp-too-ra (2003). 
Others are simply Serbian words that remain ambiguous for non­
Serbian speakers. Sova (2003), for example (which translates as 
'Owl'), is a portrait of Englishman Archie Belaney {1888-1938), who, 
by posing as the Ojibway warrior Grey Owl, became a celebrated 
environmental campaigner - a figure whose ethical stance is 
deflated by his fraudulent identity. 

Dragicevic's subjects are hard to pin down. Frequently, they are 
anti-gravitational. In one image, a blob-like disc rotates above a 
Mobius strip sculpture; in another, a bulbous and amorphous shape 
balances impossibly on a narrow base. While these forms might 
seem to float free of specific references and definite historical 
groundings, they are nevertheless rooted in a variety oficonography, 
inlcuding North American, South American and African art, along 
with twentíeth-century Eastern European and more specifically 
Yugoslav design. We can spot echoes here ofthe bizarre modernist 
architecturaJ follies constructed by President Tito as partisan 
monuments to his country's connections to, yet independence 
from, the USSR - monuments that still litter the Iandscape ofthe 
former sociaJist republic at sites such as Petrova Gora, Kosmaj and 
Krusevo. Dragicevic's paintings seem to deflate these buildings 
to the scaJe of domestic baubles and coffee-table kitsch. 

The artíst co-opts memorials toan unsavoury ideology not simply 
in jest but as a way of inscribing a conflicted personal history with 
protean lightness. Alluding perhaps to her journey across the Atlantic 
as a young exíle, Erectíons for Transat/antíca (Kolin) (2009) has a car­
toon quaJity- we appear to be looking at sorne goofy horns or piece 
of anthropomorphic machinery. Erections for Transatlantica (Ralf) 
(2009) fooks like sorne sort of can opener or perhaps a springboard 
into the swimming pool on a cruise liner. These works de-localiza 
our sen se of modernity, reminding us that the past century was a 
network of confficting modernisms and often temporary or transitory 
constructions. ft is as if Dragicevic has stolen a ship that might 
shuttle us endlessly from East to West and back again. - Col in Perry 

1. Erectíons for Tronsotlontíca (Edo). 
2011 
Oíl and acrylic on linen 
148x91.5cm 
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2. Suppllcant 888. 2011 
Oil and clear gesso on linen 
61x51 cm 

1. 

2, 



3. 

3· oollíroujoq 6, 2008 
Oil on linen 
148 x91.5cm 

4. Erections for Tronsotlontico 
(Ka/in), 2009 
Oil and acrylic en linen 
148 x91.5cm 

4. 
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THOMAS EGGERER 

A popular trend in painting over the past decade has been far the 
work to take the conditions of its making, display and circulation 
as the basis of its content. Thomas Eggerer's work does not do 
this; it does not reify the forces regulating the medium's commodity 
status through a series of self-reflexive gestures. Rather, Eggerer 
takes advantage of painting's objecthood, using canvas and 
pigment to ground images ofthe abstract spaces and subject 
positions that we inhabit. 

There are often people in Eggerer's work - children, bureaucrats, 
lovers - and they are cast in menacing, vaguely modernist (or at 
least post-war) spaces. Whether an imposing balcony protruding 
from a reflective curtain wall, a boy scout camp-site intersected 
by a foreboding red horizon, ora manmade riverbed partitioned 
by industrial fencing all the way to the vanishing point, architecture 
dominates. lt directs the flow of narrative, suggests a psychology 
far the figures by establishing their place within the illusionistic 
space, and dictates our relationship to the scene, our proximity 
to it and our consumption of it. 

Far example, in Friday's Child (2009) strong vertical divisions 
break the over-two-metre-long surface into four registers, which 
may be read as temporal regions (as in a scroll painting) or sequen­
tial cinematic frames. The people who occupy the composition -
a group of six mostly pre-pubescent school children and two 
adults - are restricted to a thin strip at the bottom of the canvas 
and concentrated around the left-most vertical divider, they appear 
to be pressed nearly out of the frame. Two figures are placed so 
clase to the painting's bottom edge that their bodies are bisected 
mid-thigh, as ifthey are positioned within the viewer's space or we 
are occupying theirs. These ambiguities, so common in our negotiation 
of contemporary social space, happen throughout the composition. 
Toe broad wall is variously opaque (perhaps an Abstract 
Expressionist tableau lining a museum wall) and transparent (the 
windows of an airport opening onto a massive explosion on the 
tarmac). Colour pairings - including a brooding deep oxblood and 
a pop-industrial cerulean blue, straight cadmium red and near-bare 
gessoed canvas - only enhance the flickering between subject and 
ground. And since Eggerer frequently abandons his rendering of 
architectural detail just befare it completely coheres, the full image 
is left to be completed in the mind, as with pointillísm, the details 
redrawn by the retina with every viewing. 

Over time, if pictorial narrative was at first suggested, rather 
than ossifying, it dissipates. Meanwhile Eggerer's figures, anony­
mous in their Prada loafers and able to absorb whatever storyline 
the voyeur/víewer projects, function as doll-like figurines. These 
cloned bodies not only appear subject to waves of social control 
and exercíse regimes, but seem to be the hardware keeping the 
architecture together as the spaces recede, expand, gyrate. lt is 
at thís point that the gestural strokes of Eggerer's Untitled and 
Letter series take on figuratíve form: the angle of a V-shaped mark 
no more or less a bent arm than that attached to the body of the 
young man in Thírsís (2009). In demarcating space within the void, 
both types of form begin to actas architecture. And yet they are 
not architecture. They are paint on canvas, fashloned by Eggerer 
to take us well beyond it. - Carolíne Busto 

1. Drifter, 2008 
Acrylíc and oíl on linen 
100.5X87.5 cm 

2. Thirsis, 2009 
Acrylic on canvas 
86 x76cm 
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3. Friday's Child, 2009 
Acrylíc and oíl on canvas 
117x235cm 

4. Ca/1 ofthe Wind 11, 2007 
Acrylíc and oíl on canvas 
218.5x266.5 cm 
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NICOLE EISENMAN 

Over the last two decades, American artist Nicole Eisenman has 
been recognized for her visually rich scenes - part earthy and 
vulgar; part dreamlike and fantastical. Born in 1965 in France, raised 
in a New York suburb and trained at the Rhode lsland School of 
Design, Eisenman creates paintings that are largely autobiographical 

- scenes, faces and situations plucked from her surroundings, 
sometimes overtly and sometimes less so. Her comic and diarlstic 
sketches inform her paintings, which respond to varlous eras 
of Euro pean art history, with strong influences from German 
Expressionism and French lmpressionism. 

In Eisenman's early work, identity and gender politlcs playad 
a significant role. She attempted to 'expiada' convantlonal Ideas 
about gender and to question power struggles wlth a blitha dacon­
struction of social conventions, upending the conservativa modal 
of male and female roles with in-your-face, sexually charged imagas. 
But as she has grown into a more mature painter and entered what 
she calls her 'midlife crisis years', her overt reaction to the world 
around her and her own sexuality has generated work that is more 
personal, complex and introverted - about feeling and atmosphere -
as well as a highly emotive, even mystical, narrativa. While she 
depicts emotional reactions to the world outside the studio - as in 
Coping (2008), showing a figure trudging through muck in a small­
town setting, which she says was a direct response to the re-election 
ofGeorge W. Bush as president ofthe United States and her ensuing 
sen se of hopelessness - she also deals with more subconscious 
ideas about one's fantasies, dreams, desires and fears. 

While Eisenman's earlier paintings were densely packed with 
highly active scenes, in the mid-noughts she began to open up 
the composition on the canvas, giving it more space to breathe. 
lnspired by French lmpressionist painting, with its lively tableaux 
of men and women with rose-coloured cheeks (as in Renoir's 1881 
painting The Luncheon of the Boating Party), her focus shifted to 

'painting people having a good time'. Her most popular examples of 
this type ofwork are her Biergarten paintings, including Biergarten 
at Night (2007), Brook/yn Biergarten 11 (2008), Biergarten with Ash 
(2009) and Biergarten with Ulrika and Ce/este (2009), where she 
makes acute observations about the social practicas of her fellow 
Brooklyn-dwellers. The revellers in her paintings come in varied 
styles and intentionally un usual colours (those more akin to German 
Expressionism) - with grotesque greenish or raspberry-coloured 
skin, wearing flannel shirts, fancy dress, T-shirts and jeans, both 
the young and old dancing, drawing and smoking - to suggest an 
imaginary place where colour; class, age and race are levelled. Again, 
Eisenman reformulates the social arder. 

In other recent paintings, the artist has begun to focus on faces, 
the apex in which figuration and abstraction begin to meld together. 
Justas the Expressionists dismantled the figure into abstract 
shapes, Eisenman's figures have become even more fantastical or 
imaginary, eventually simplified to heads floating within no particular 
context or environment. They are cartoonish faces and simultaneously 
abstract constructions of colour and gesture. Unlike her opulent 
group scenes and portraits, which are fully thought-out with preliminary 
drawings, each mark in these paintings responds to the mark 
befare it until a face is formed, perhaps signifying the next stage in 
the evolution of Eisenman's practice. - Marina Cashdan 

1. Fog End 11, 2009 
Oil on canvas 
46 x37cm 

2. Guy with Yellow Background, 2009 
Oil on canvas 
46 x35.5cm 
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3. Winter So/st/ce 2012 Dinner Porty, 
2009 
Oil on canvas 
142 x112 cm 
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3. 
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NICOLE EISENMAN 

4. 

4. Biergorten with Ash, 2009 
Oil on canvas 
165x208cm 

5. The Triumph of Poverty, 2009 
Oil on canvas 
165x208cm 
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IDA EKBLAD 

For her first solo exhibition in the United States, 'Salty Sap Green 
Black' at Brooklyn gallery The Journal in October 2009, Norwegian 
artist Ida Ekblad exhibited nine sizeable sculptures in the small 
exhibition space. At the same time, she was part of a three-person 
show at Gavin Brown's Enterprise in Manhattan, where her palnt­
ings and sculptures filled the spacious Greenwich Vlllage gallery. In 
a matter of a month, the artist was ubiquitous - simultaneously blg 
and small, expansive and contained, exuberant and modest, wltty 
and shy. This epitomizes her work. Born in 1980 and educated at the 
National Academy of Art, Oslo, and the Mountain School of Arts, Los 
Angeles, Ekblad works in various media, from oil paint to sculpture, 
filmmaking to poetry. She is also involved in curatorial and collab­
orative projects, such as Willy Wonka lnc., an artist-run space in Oslo 
that she co-founded with fellow Norwegian artist Anders Nordby, 
as well as musical collaborations. Ekblad extracts various techniques 
from different periods of art history and applies them to her con­
temporary practice, but while her work is expansive in influence, 
it is contained in its aesthetic. 

In her paintings, Ekblad's application of pigment is for the most 
part dense, her gestures expressionistic. Her inspiration runs the 
gamut from American Abstract Expressionism to the European 
avant-garde movement CoBrA, with particular reference to the 
Danish painter Asger Jorn, an understandable propensity given her 
Nordic heritage. Other precedents might be cited, including post­
war Paris School Tachisme and, to fast-forward sixty years, con­
temporary pop culture, as seen in her collage Kings Die Too (2008), 
an ode to the American rapper Eazy-E, and her earlier Po/itica/ Song 
For Jessica Simpson (2006), in which she glued a chewed piece of 
gum toan image of pop singer Jessica Simpson. However, in the 
last two years she has moved towards less referential and more 
abstract sculpture and painting. 

Her relentless energy is central to the work she creates. In paint­
ings like Dry Thist/e Boiling on the Stove (2010) and Zrzavy (2010), 
her relationship to the landscape is evident, as well as her nods to 
influences like Czech painter and illustrator Jan Zrzavy, after whom 
the latter painting, evoking his melancholic palette and somewhat 
figurative or animated style, is named. Ekblad places great impor­
tance on her surroundings, collecting materials, which she calls 
'drifts', for her sculptures from around the immediate area in which 
they will be exhibited (for example her series of sculptures called 
The Gold Bug Drift exhibited in 'Salty Sap Green Black' and repre­
senting New York). Her paintings reflect the milieu of her studio in 
Oslo; elements ofthe landscape -the fjords, the endless light in 
summer and eternal darkness during winter months - are evoked 
in the application of paint, the colours and the gestures. The smaller 
paintings tend to take on particular traits or characteristics: dark 
tones and soft edges, swift strokes and loose interlocking or over­
lapping of colours, with portio ns of an unprimed canvas visible at 
the edges. The larger-format works, however, favour more heavily 
impastoed applications of brighter colour and a wider variety 
of gestures and forms resembling thickly knitted ropes and more 
subtle lines, jagged zigzags and tortured arches that refer to the 
artist's sculptures made oftwisted steel, concrete and found 
objects. - Marina Cashdan 

1. Dry Thistle Boi/ing on the Stove, 2010 
Oil on linen 
203.5 x1 63.5 c m 

2. Zrzovy, 2010 
Oil on linen 
53X43 c m 
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3. Untit led, 2010 
Oil on canvas 
2oo x160 c m 

1. 

2. 





MICHAEL FULLERTON 

Pomp, power and politics jostle for our attention in the work of 
Glasgow-educated, Scottish-born painter Michael Fullerton. One 
of the most conceptually sophisticated figurativa palnters of his 
generation, Fullerton uses his medium agalnst itself In order to 
expose the mannerisms and sometimes dirty machinatlons of 
businessmen and women, politicians and both left- and rlght-wlng 
lackeys. 'Columbia', the artist's 2010 exhibitlon at Chisenhale Gallery, 
London, is more than the sum of its disparate parts: Columbia, the 
mythological feminine personification of America, the American 
television network Columbia Broadcasting Services (CBS), and 
Columbia, NASA's flagship space shuttle. The exhibition includes 
a series of portraits painted in oil on linen, with accompanying 
explanatory wall texts. These are often wickedly funny: the twin por­
traits of beaming 1960s women Who's Shagging Who at Lockheed 
Martin? (ali works 2010) is accompanied by a text explaining that 
the arms manufacturer's director 'was dating one ofthe staff and 
her best friend behind her back. The affair was the scandal of the 
department at the time.' 

lfwe were expecting a fuller exposé, we'd be disappointed. 
For while 'Columbia' is acerbic, its references are both allusive 
and elusive. Elsewhere in the same exhibition are two portraits 
of Loyalist marchers in Scotland, painted in full-profile with ali the 
solemnity of a Gainsborough. Loya/ist Ma/e (William Law) G/asgow, 
9thJu/y 2010, is an image of a man in traditional dress playing a 
'fife, a flute-like instrument traditionally used in military bands'; the 
artist's wall text informs us that 'By sorne reports a band offifes 
and drums can be heard up to three miles away over artillery fire.' 
lndeed, much of Fullerton's work is concerned with the transmis­
sion of information through malicious gossip, rumour and intrigue, 
and suggests that broadcasters including CBS (in the USA) and 
the BBC (in the UK) bear sorne ofthe responsibility. For example, 
his portrait of an assassinated papal accountant, An Unexplained 
Mystery, Not Broadcast on CBS's "Unexplained Mysteries" (Roberto 
Ca/vi) draws our attention to CBS's elisions. Fullerton himselffuels 
the fire of such rumours: his wall text notes that 'When Calvi's body 
was found his clothes were loaded with masonry bricks, which 
many read as a symbolic Masonic warning.' 

Fullerton draws our attention not only to the representative 
vectors of power but also to its material base. For example, 
Analogue Signa/ Entitled The 10 O'C/ock News', Broadcast by the 
BBC, 5th May 1980 is made with ferric oxide, the magnetic coating 
of analogue cassette tapes - specifically, the tape that recorded 
the footage ofthe famous storming ofthe terrorist siege at the 
lranian Embassy in London in 1980 by SAS soldiers. Fullerton's use 
of oíl paint on canvas is likewise far from innocuous. He draws par­
allels between the ideoiogical persuasiveness of oil paint and the 
broadcast media, and cuts solemnity short with satire. Although 
his wit distances his work from the New Glasgow Boys ofthe 1980s 
(Peter Howson, Ken Currie, Steven Campbell), he is ultimately an 
artist whose work is similarly concerned with the ethics of painting 
and representation. - Colin Perry 

1. An Unexploined Mystery, Not 
Broodcost on CBS's "Unexploined 
Mysteries"(Roberto Colv1), 2010 
Oil and gold leaf on linen 
61x46cm 

2. Chevolier d'Eon, 2010 
Oil on linen 
61x46 cm 
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3. Who's Shogging Who ot 
Lockheed Martín?, 2010 
Oil on linen 
61x46 cm each 

1. 

2. 
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5. 

'1 . T/10 Bit ch Mossoc/ Wlth 1-/1s Heoc/, 
2010 
011 on llnon 
61 X46 cm 

5. Why Your L/fe Sucks (Alon Turing) , 
2010 
011 on linen 
61 x 46cm 

6. Loyo/ist Mole (Williom Low) G/osgow, 
9thJu/y 2010, 2010 
0il on linen 
175 x 85 cm 



MICHAEL FULLERTON 
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ADRIAN GHENIE 

Born in Communist Romania, Adrian Ghenie had little opportu-
nity for Western influence until graduating from art school in Cluj 
and moving to Vienna. His thirst for diverse and disparate visual 
culture, now a driving force, has remained unquenchable ever 
since. Ghenie's work is bound in history: artistic, social, political and 
economic. His robust compositions, sombre palette and twists 
and turns between gen res and techniques are part of a love affair 
with the history of painting anda dissection of how history itself is 
recorded in this and many other forms. Ghenie now uses television, 
Google and YouTube as often as he does cinema, archives, books 
and museums to feed his fragmented recollections of global events. 

Nicke/odeon (2008} depicts a group of ghostly figures moving, 
or being moved on, in a dishevelled pack. Echoing Francis Bacon's 
psychology and Gerhard Richter's technique, their faces are torn, 
collapsed and anonymous, as is the scene around them. The com­
position exists in a tension between paint as paint and paint asan 
illusion of something - Ghenie consistently reminds us to consider 
'painting' as both an object and an act. The title alludes to the more 
quotidian spectrum of its influence: accessible, short cinema (stud­
ies for the work show Ghenie's preoccupation with the pie fight). 
Another; infinitely starker reference, one that triggers the ghastly 
distant recollection so commonly found in his work, is a documen­
tary image of Jewish men being led to a concentration camp. 

The abusers of power; as well as its victims, are also the subject 
of Ghenie's art. In The Tria/ (2010) Ghenie paints the final moments 
of the lives of Nicolae and Elena Ceaul¡,escu. Using documentary 
images oftheir closed, but televised, trial in a military court, Ghenie 
records the couple penned in behind rudimentary tables shortly 
befare their execution. An incongruous pot plant and upholstered 
armchair highlight the ramshackle nature ofthe venue. lt is only 
these objects, the legs ofthe tables and the couple's heads that 
prevent the entire scene slipping into abstraction. The flattened, 
near featureless faces of the figures are in stark contrast to the 
thousands of officially commissioned, propagandistic portraits that 
exist showing only the ruler's youth and vitality. Ghenie's own por­
traits Nico/ae and Elena (both 2010) reveal their utter pathos. Unlike 
hís earlier depiction of Lenin lying in state, it was important to paint 
them alive - the knowingness ofthe end written on their faces. 

In a recent body of work it is landscape that bears the scars 
of persecution. Ghenie's relationship to the gen re is charged, as 
demonstrated by his Flight into Egypt series, a theme that has long 
given artísts license to concentrate on landscape painting with­
out losing ecclesíastical patronage. The Stigmata (2010) is taken 
from photographs of US military nuclear-weapons tests in the 
Nevada desert. While the aftermath ofthe explosions is evident, 
Ghenie's project is also linked to a very different history - that of 
Renaíssance paínting. The landscape of Antonello da Messina's 
crucífíxion paintíngs is the counterpoint ín this collision between 
the modern and the bíblica!. 

Although hís subject ís fígurative, such is Ghenie's concern 
for colour; texture, form and gesture that his approach is that of 
an abstract painter. Merging the two, his paintings ebb and flow 
between reality and the recalled, a metaphor for his most painterly 
of concerns: 'How memory colours history.' - Laurence Si//ars 

1. The Stigmoto, 2010 3. The Trio/, 2010 
Oíl on canvas Oíl on canvas 
122x102 cm 201x363cm 

2. The Hunted, 2010 4. Nickelodeon, 2008 
Oíl on canvas Oíl and acrylic on canvas 
203x170 cm 23ox42ocm 
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WAYNE GONZALES 

The paintings ofWayne Gonzales might be said to be abstract 
in many ways. They are stylistic abstractions oftheir flgurative 
subject matter; and they deal with abstract notions such as 'the 
political' or 'the social'. They are abstracted from the temporal and 
geographic anchors of private memories, and of publlc events. 
Through repetition, they abstract the singular subjects that they 
represent, and through Gonzales' measured, programmatlc appllca­
tion ofpaint they become abstractions, in a sense, ofthe traditional 
techniques of painting. 

In another sense, however; they are resolutely personal and spe­
cific. A body ofwork that Gonzales made, for instance, in the early 
years ofthis millennium derived its imagery from the assassina­
tion of President Kennedy and the events that surrounded it. While 
the televised (and re-televised) shooting was shared by millions 
around the world, Gonzales remembers sorne ofthose involved in 
DAJim Garrison's famous investigation into alleged conspirators 
as friends of his parents, who lived in New Orleans (on the same 
street in which Lee Harvey Oswald was born - something Gonzales 
only discovered when painting Oswald's birth certificate in the late 
1990s). He realized early on in life that historical figures are also local 
characters, that narrative history is itself an abstraction of egos, 
interests and viewpoints. 

This dizzying, multi-perspective collision of subjectivities may 
have fed into a more recent untitled series of paintings that depict 
a grid of glowing white orbs against grey or black background s. 
The shapes - never perfectly circular - are ringed by concentric 
bands in darkening tones, which bleed into each other to create 
dazzling optical effects. The source for these works is in fact a 
single photograph that Gonzales shot from an aeroplane ofthe sun, 
digitally repeated and transposed in flat grades of acrylic paint. 
There is something perverse about these multiple centres ofthe 
solar system, blazing coldly at us. What we see here is not the sun 
but its effect; the object itself - the closest thing we have here to 
an objective truth - is perpetually beyond our grasp. 

Though formally quite different, another body of Gonzales' recent 
work consisting of paintings of crowd scenes shares much with 
these banks of light. Both shroud their subjects in a sickly haze, 
and both allude to processes of graphic reproduction even while 
retaining inflections ofthe painter's hand. From a distance they are 
smooth and flawless; up clase they collapse into their component 
parts. Both derive from photographic sources, although the specif­
ics ofthe events that they record are abandoned. In certain ofthe 
crowd paintings, such as Seated Crowd (2008), the subjects face 
towards the viewer; fixing us with a gaze comparable to that ofthe 
gridded suns. In others, such as Waiting Crowd (2009), figures seem 
to stagger about in darkness, as if in post-apocalyptic shock. 

lftraditionally photography is linked to factuality, and painting is 
equated with subjectivity, where do Gonzales' handmade media­
tions of degraded photographs leave us? In a hinterland of alien­
ation, perhaps, where we are cowed beneath heatless light sources 
and are surrounded by individuals who never step out ofthe crowd. 
The world presented to us is blank and distant, inviting investiga­
tion but shrinking away whenever we draw clase. - Jonathan Griffin 

1. Untitled, 2009 3. Seoted Crowd, 2008 
Acrylic on canvas Acrylic on canvas 
213.5 x 228.5 cm 2 panels 

Overall 96.5 x 193 cm 

2. Untitled, 2009 
Acrylic on canvas 4. Woiting Crowd, 2009 
213.5x228.5 cm Acrylic on canvas 

132 x162.5 cm 
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MARK GROTJAHN 

Mark Grotjahn's body ofwork is vibrantly immediate and know­
ingly fleet offoot. In his abstract and quasi-figurative paintings, the 
Los Angeles-based artist captures something ofthe West Coast's 
vortex-like fusion of Pop art, Conceptualism and 1960s mysticlsm. 
His well-known Butterf/y paintings are made up of vivid, abstract, 

mandala-like canvases that swarm with fleeting allusions to 
Russian Constructivism, colour field, Op Art, Renaissance vanish­
ing points and the flatness of sign paintings. In his recent Faces 
paintings, he performs a similariy serious yet joco se jig that skirts 
along the slippery borderland between abstraction and figuration, 
seriousness and kitsch, deliberate off-kilter amateurism and high­
brow modernism. 

In Untitled (Black Over Red Orange "Mean as a Snake" Face 
842) (2009-10), a visage emerges from a knot of pale pastel lines 
scribbled overa rich, dark background. Three eye-shaped forms 
stare out with totemic authority, evoking organic undergrowth and 
throwbacks to mid-century Abstract Expressionist concerns such 
asJungian psychology, animism and lurking monsters ofthe id. This 
canvas clearly nods towards nature, but it does so only through the 
graphic filter oftwentieth-century Expressionism: offorms found in 
Picasso's Les Demoisettes d'Avignon (1907), Paul Klee, early Jackson 
Pollock, as well as ali the two-bit copyists who carne in their wake. 
The artist does not simply quote these venerable sources; rather, 
his works are akin to research projects undertaken in the very 
language oftheir subject. Rendered in thick clods of oil applied to 
cardboard and mounted on stretched linen, Grotjahn's Faces are 
implacable, encaustic-looking surfaces whose depth and material­
ity is central to their forcefulness and historical dialogue. 

For example, one significant idea that Grotjahn's practice raises 
is artistic authorship. How might an artist claim a style as his or her 
own? Signing one's work is one solution; but the action might seem 
superfluous if one's canvas is itself a form of autograph. lndeed, 
Pollock, whose style was unmistakably his own - and predicated 
on spontaneity - gilded the proverbial lily by dribbling his signature 
with deliberative care in the traditional lower-right comer. Dallying 
with the absurd Mannerism of artistic authorship - of endlessly 
highlighting one's own identity- Grotjahn's Butterfty works fre- , 
quently include a crude rendering ofthe artist's name, which he 
paints around by building up dense colours and impasto painting. 
In Untítled (Yellow Butterfty I Red P MARK GROTJAHN 07 781) (2007), 
the letters serve to revea! the structure ofthe work itself, to expose 
the ferrous red layer beneath the oleaginous surface screed of 
Californian-sunshine yellow. 

Grotjahn frequently deploys a methodology that is both system­
atic and idiosyncratic. In the early 1990s, he produced 'The Signs 
Exchange Project', in which he copied handmade signs from local 
stores (for example, 'No I.D. No Seer' and 'Leave Ali Bags At The 
Front') onto wood, cardboard or paper, and then traded his facsimile 
for the original before displaying the latter in exhibitions. Grotjahn's 
practice might be described as the serious yet playful pursuit of 
idiosyncrasy in the service offormal, aesthetic and painterly con­
cerns. - Colín Perry 

1. Untitled (Blue 3. Untitled (Yellow 5. Untitled (Block 
Butterfly Light to Dark Butterfly I Red P MARK Over Red Orange 
VI 656), 2006 GROTJAHN 07781), "Mean as a Snake" 
Oil on finen 2007 Face 842), 2009-10 
218.5x119.5 cm Oíl on finen Oíl on cardboard 

16ox134.5 ~m mounted on línen 

2. Untitled (Red Butterfly 4. 
257x 183.5 cm 

Untitled (Pink and 
111 Yellow MARK Yel/ow Face 808), 2009 
GROTJAHN P-08 Filled Oíl on cardboard 
in M 3 753) , 2008 mounted on finen 
Oil on linen 241.5x183 cm 
185.5 X137Cm 
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WADE GUYTON 

Before Wade Guyton began making 'paintings', there were his sculp­
tures, which have been described as 'drawings in space'. These 
subsequently turned into 'drawings', made from pages torn out 
of196os and 1970s art and design books and fed through an InkJet 
printer, overprinted with 'scribbles' made on a Word document. 
Looking for a process that was closer to his drawings but informed 
by the discourse on painting, in 2006 Guyton replicated his 'drawing' 
process on a larger scale. lnstead of found images, he fed five­
foot-wide swathes ofpre-primed canvas, folded in halt; through an 
Epson Pro 9600 photo printer, in which tiny mechanisms fired ink 
onto the canvas. From now on, the artist began making 'paintings'. 
But is this painting? Curator Ann Umland proposed this question for 
the Museum of Modern Art's 2007 survey 'What is Painting?', where 
Guyton's work was placed alongside geometric works by Sarah 
Morris and Gabriel Orozco. Not without considerable debate, it has 
generally been agreed that it is indeed painting. 

A vertical line down the centre of Guyton's large-scale works 
marks where the canvas was folded to fit the printer's width, as 
well as a thin irregular white space dividing it into two slightly dif­
ferent halves. Aberrations and slight ocular shifts occur from the 
struggle between printer and canvas (the printer is designed to be 
fed slick photographic paper), like snags, drips, streaks, grids, mis­
registrations and pools, sometimes made from pulls and tugs by 
the artist himself oras a result of overprinting, as well as irregulari­
ties caused by the canvas hitting the floor as it is spat out from the 
printer. These are ali part of the process, and accidents are part 
of Guyton's practice. Decisions about colour, line, shape and even 
texture are partly at the whim ofthe printer, and with one 'mistake' 
a new motif may be formed. The colour black (though often Guyton's 
black consists of a mixture of ali seven colours ofthe printer) and 
the letter X are signature motifs, as well as flames, the letter U, 
circles, monochrome black planes, stripes and bars - often part 
intention, part mistake. 

After receiving his BA at the University ofTennessee, and with 
no formal art training, Guyton moved to New York to study visual 
art at Hunter College under the mentorship of American sculptor, 
Conceptual artist and writer Robert Morris, a relationship that has 
been key to Guyton's development. In a review of his 2007 show at 
Friedrich Petzel Gallery, New York Times critic Holland Cotter wrote, 

'Mr Guyton takes modernism, with its touchy-feely spiritual preten­
sions, for a hard ride,' adding that 'the art-into-life aesthetic of John 
Cage and the painting-into-architecture aesthetic of Blinky Palermo 
would seem to be among his models.' (The latter description turned 
out to foresee or inform Guyton's 2010 show at the Ludwig Museum 
in Cologne, Germany, where he created an eight-panel, 7.6-by-15.2-
metre untitled painting that took upan entire wall ofthe museum.) 
Guyton's work is often associated with the reductive styles of mod­
ernism, and compared to that of Agnes Martín, Frank Stella, Robert 
Ryman and even colour-field painters like Barnett Newman, but the 
artist is both part of and excluded from that history, informed by it 
but separate from it. In his hard-to-define way, Guyton even refers 
to his work as 'quasi-formalist'. - Marina Cashdan 

1. Untitled, 2008 
Epson UltraChrome inkjet on linen 
213.5 x 175,5 cm 

2. Untitled, 2005 
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Epson UltraChrome inkjet on linen 
91.5 X76Cm 

3. Untitled, 2008 
Epson UltraChrome inkjet on linen 
236 x139_5 cm 

4. Untitled, 2010 
Epson UltraChrome inkjet on linen 
8 parts 
Overall 760 x 1520 cm 
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JOSEPHINE HALVORSON 

American painter Josephine Halvorson captures the banal in an 
energetic way. Though her work feels modern in approach, the sub­
ject matter refers to the rural or pre-modern American yesteryear -
old and overlooked objects like fireplaces, a boarded-up window, 
a wood-burning stove, statues, dusty books and albums, pads with 
notes scribbled on them, a decaying tombstone, an old-fashioned 
white dress. Through her broad, unconstrained brush strokes and 
loase but identifiable details, she leaves behind traces of human 
interaction, both in the paint and the subject depicted. The titles 
ofthe works are accessible and simple - Pink Stripe, Fireplace, 
Two Primed Boards, Bench Marks and Patched Stone Ho/e - but 
the form, while justas accessible as its title, is not so simple. 

Halvorson, born in 1981 in Brewster; Massachusetts, received 
her BFA from the Cooper Union in 2003, her MFA from Columbia 
University in 2007, and has participated in painting residencies in 
Paris and Vienna. Her young career has been marked by her ability , 
to create a 'stilling' of life in her works, a prolonged closeness and 
slow interruption oftime, the inverse oftoday's high-speed technol­
ogy. Having grown up in and around her parents' metal and black­
smithing shop, she has an appreciation of craft and materiality that 
shines through her work and is the framework for her own craft. 

Painting directly from life and in a single session, Halvorson 
develops a visceral closeness to the object she is depicting, yield­
ing to the unpredictable conditions that working on-site presents, 
and creating an immediacy and intimacy between herself, the 
materials and the object. The viewer senses that tactile quality and 
becomes immersed in the work. Halvorson's paintings surprise you 
because they stay with you, and in turn you must spend time with 
them to understand their meditative quality. You are required to 
give the work a diligent investment oftime, and this transcendent 
quality removes the objects depicted from the everyday world. 

Cement Wa/1 (2010), Shaker She/f(2009) and Dirty Window (2008) 
are wonderful examples ofthe delicacy with which Halvorson 
captures the things that are often overlooked (or looked through). 
In Dirty Window, she renders the window's transparency but simul­
taneously draws the viewer to the stained and soiled surface of 
the glass. Shaker She/f, like a countrified Donald Judd with gnarly 
knots, is depicted atan angle, bisected by sharp shadows. Cement 
Wa// is abstract and gestural as well as representational, demon­
strating Halvorson's inexhaustible inspiration and unique approach 
to painting. - Marina Cashdan 

1. Patched Stone Hole, 2010 
Oil on linen 
48x41 cm 

2. Pink Stripe, 2010 
Oilon linen 
58x46cm 
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3. Shaker She/f, 2009 
Oil on linen 
40.5x48.5 cm 
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N.S.HARSHA 

lt is hard to fit the Mysore-born N. S. Harsha into any one category. 
Starting his artistic life as an 'expressionistic' painter ('because 
1 was no good at science'), his later works - spanning painting, 
installation and interactive performances - were consciously 
socio-political. But by 2008, the same year he won Wales's Artes 
Mundi Prize, he noticed another change in himself. 'lf place as a 
geographical setting preoccupied me in my earlier works, it's the 
no-place, the ambiguous that occupies me now.' 

In Grant me absence from the market ofmeanings (2010), 

minute individuals sitting at sewing machines are al! working 
on the same length of cobalt 'fabric'. lncongruously, each ofthe 
machines has a large carrot sticking out of it. The fabric is distract­
ingly pretty - recalling the iridescent, stylized figuration of Raj-era 
Company School paintings. At times, the material resembles a sky 
filled with fluffy blue clouds, at others the dainty crests of waves. 
Harsha confesses.that his recent offerings explore 'the absurd 
universe'. Sewing machines pop up recurrently in his paintings and 
installations and often have politically pertinent significance. As 
markers of repetition, perhaps they symbolize the monotony of 
industrial labour. Yet their seemingly endless 'return' could also 
gesture towards infinity. Is Harsha's joke at the expense of 
mathematics or God - or critics whose job it is to manufacture 
'meanings'? They certainly tempt the critic to try to decode them. 

In the painting We don't know why we are stitching p/ants (2009), 

for example, where miniature machines form neat rows, one cannot 
help asking why the tiny, cartoonlike people are busily involved 
in the ridiculous task of stitching plants. Are they playing God 
(given the minor miracles performed with their bodies)? Are they 
ciphers for sweatshop labourers, or (as the plaintive title suggests) 
do they represent the farmers who are killing themselves in droves 
in rural India? 

In the installation Nations, 192 real sewing machines are arranged 
in rows, each one equipped with a hand-painted flag and swaddled 
in spidery webs of thread. Mass production seems to have reached 
an end. Originally created for the Sharjah Biennial in 2009, Nations 
gestured to the ultimately self-defeating nature of massive exhibi­
tions that celebrate cultural difference only to generate conformity. 
Are Harsha's machines, which can't (or won't) sew, lamenting the 
failure of biennials or admonishing their participants for fabricating 
national stereotypes? 

lf Harsha's oeuvre has acore (however shifting) this is it: he 
investigates the way in which the individual merges into the collec­
tive, while the collective unaccountably develops individual traits. 
In Sky gazers at the Liverpool Biennial in 2010, painted multiracial 
faces carpeted the floor; each one staring upwards. Stepping 
on and amongst them, we felt that we were drowning in a sea of 
others' identities. Then, looking up, our gaze was returned by a 
mirror on the ceiling, reflecting both 'us' and 'them'. We began to 
wonder. how often is a viewing viewer viewed? - Zehra Jumabhoy 

1. Sky gazers, 2010 
Acrylic on linen 
106.5x76cm 

2. Absurd b/ossoms. 2009 
Acrylic on linen 
183X366cm 
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3. In musth, 2009 
Acrylic on linen 
183x366cm 

4. We don't know why we 
are stitching plants, 2009 
Acrylic on canvas 
183 x366 cm 
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RICHARD HAWKINS 

Richard Hawkins has, since the early 1990s, tended a promiscuously 
cross-fertilising garden offorms, media, subjects and sources. 
At root leve 1, we might imagine it drawing from a bed of longing, 
erotic obsession and impossible aspiration; its variegated blooms, 
however, open into generous and wide-reaching ruminations on 
identity, marginalized histories, decadence, celebrity culture and 
the pleasures of looking. 

The argument has been made, notably in a 2010 retrospective 
of Hawkins' work at the Art lnstitute of Chicago, that all his activities 
can be understood as forms of collage. lndeed, as is typical of his 
approach, the technique of collage allows minimal interventions 
to engender profound transformation and insight. lt is not only from 
the pop cacophony of mass-reproduced imagery that Hawkins 
samples, however, but from the quieter hum of established gen res, 
aesthetics and systems of belief. 

In early works, his gestures were emphatically delicate. He might 
simply intersperse a book such as My Sister and /, apocryphally 
attributed to Friedrich Nietzsche, with found photographs ofteen 
heart-throb Matt Dillon (Di//onnietzsche, 1992). A notorious series 
of digital prints from 1997 showed the disembodied heads of male 
models and actors dripping Photoshopped gore from their necks, 
eyes and mouths. In these latter works, the violence of the collag­
ist's cut, as well as the pain - and implied threat- ofthe artist's 
desire, was manifested through the visual language of hardcore 
horror movies. 

Around this time, Hawkins surprised many people by beginning 
to paint - in secret at first - for the first time since his student 
days. His early paintings were abstract, often consisting of areas 
of lush patches of colour laid over differently colo u red backgrounds. 
Commentators quickly connected this technique to Hawkins' inter­
est in collage, but he stayed one step ahead, moving through direct 
artistic quotation (in one series, of Francis Picabia's 1922 painting 
Vo/uce//e) to paintings such as Te/star (2003), which contained 
concrete though unidentified cylindrical forms. Then, almost as 
Philip Guston abandoned abstraction in the late 1960s in favour of a 
cartoony figuration, so Hawkins began to paint narrative scenarios 
ínvolvíng ungaínly, misshapen men. Sorne, such as In Between 
Shows (2009), were set in gay sex clubs or featured Thai prostitutes 
and sex tourists; others extended his concerns with marginalization 
to ínclude race, after Hawkins discovered that his family tree traced 
back to American lndians. · 

Hawkins would, it should be noted, aggressively reject such a 
historícizing chronology. He continues to produce collages, such as 
the series Urbís Paganus (2006 ongoing) featuring Greek and Roman 
statuary (particularly their handsomely sculpted behinds), but he 
also devotes considerable energy to gorgeously hued abstract 
painting. Framed within the are of his entire oeuvre, it is easy to 
understand works such as Venice Painting: Pink (2009) as expressions 
ofpure desíre, absorption and wish-fulfílment. lndeed, the checker­
board design that structures many of his abstracts also forms the 
floors, walls and tables of numerous figurativa works. The currency 
of images in which Hawkins trades is, like hís interests, in constant 
flow. lt is in terms of ongoing movement - transposition, transfor­
mation or translation - that we find our best hope of pinning down 
this most slippery of practices with words. - Jonat han Griffin 

1. In Between Shows, 2009 
Oíl on línen 
94X106.5 cm 

2. Dancing Poet, Siamese Cat, 2008 
Oíl on linen 
76 x?6cm 
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3. Venice Pointing: Pink, 2009 
Oíl on canvas 
76X 114.5 Cm 
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CARMEN HERRERA 

Carmen Herrera has been painting crisply geometric abstractions 
since the late 1940s, but her work has only recently caught the eye 
ofthe art market. Born in pre-revolutionary Cuba, she moved to 
Paris shortly after the Second World War, when it was the principal 
wellspring of global artistic innovation; she relocated permanently 
to New York in 1953, justas the avant garde shifted its base across 
the Atlantic. Yet Herrera was never able to tap into these furlous 
artistic currents - her marginal identity as a Hispanic woman pro­
ducing proto-Minimalist canvases did not sit well in the emergent 
climate of macho Abstract Expressionism. Fame swirled around 
her like a vortex - she was friend to many ofthe century's most 
acclaimed artists, from Barnett Newman to Wilfredo Lam. Recently, 
as Western art historians, curators and critics have increasingly 
begun to absorb contesting histories of non-Western modern­
isms, Herrera has emerged as a talent that the art world very 
nearly missed. 

Astonishingly, it was not until 2004 that she soldan artwork. 
She was eighty-nine years old. The turnaround was swift and 
dramatic: her work can now be found in the permanent collections 
of institutions such as the Museum of Modern Art, New York, and 
Tate Modern, London. Categorizing her painting, however, is not 
easy. Her canvases certainly possess the graphic brilliance ofthe 
best abstract art from Brazil, Uruguay, Venezuela and Argentina -
Concrete and Neo-Concrete artists such as Geraldo de Barros, 
Waldemar Cordeiro, Willys de Castro, Hélio Oiticica and Lygia Clark. 
lndeed, Herrera's mature work appears to flow in parallel with the 
ideas put forward by Argentine Concrete artist Tomás Maldonado, 
who advocated painting that radically denied representational 
modes. Yet her pioneering works were developed far outside 
Maldonado's ambit: her greatest early influence was her partici­
pation in the Salan des Réalités Nouvelles during her Paris years, 
when she lived amongst avant-garde luminaries such as Josef 
Albers and Jean Arp. The great American pioneer of hard-edge 
painting, Ellsworth Kelly, whom Herrera once met at Leon Polk 
Smith's studio in New York, was also in Paris at the time. 

In one sense, Herrera is a bridge between cultures and times -
the avant garde of Europe and Latin America and the high modern­
ism ofmid-century United States. Nearly always usingjust two 
colours or tones (sometimes she uses three)- red and white, black 
and white, red and purple, black and green - her work's colouration 
suggests a Latín American sun, while her signage-like aesthetic 
belongs, equally, to the billboards of North America. Having been 
rediscovered by museum curators, she was initially identified as a 
Latina artist before being drawn into the mainstream: she showed 
at the Alternative Museum in 1984 and at El Museo del Barrio in 1998. 
In 2009 the lkon Gallery in Birmingham, England, staged her first 
solo show in Euro pe. Always ahead of her time, she was minimal 
before Minimalism and optical before Op Art. Most impressive still is 
her unerring commitment to painting. Her work carries the pulse of 
a uniquely driven individual. Herrera's hour has come. - Colin Perry 

1. Encounter, 2009 4. Two Worlds, 2011 
Acrylic on canvas Acrylic on canvas 
91.5 x 91.5 cm 183 x152.5 cm 

2. The Woy, 2010 5. Green Triongfe, 2009 
Acrylic on canvas Acrylic on canvas 
152.5x152.5 cm 0 122 cm 

3. Morning, 2009 
Acrylic on canvas 
91.5x 183 cm iy; 
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ALEX HUBBARD 

'My paintings are done by a filmmaker, sculpture by a musician, fllms 
by a painter, music by a filmmaker; paintings by a sculptor, sculpture 
by a filmmaker, films by a musician, music by a sculptor [ .. . ] sorne­
times they ali work together.' These words of Michael Snow from 
1967 might also be applied to Alex Hubbard's interdisciplinary 
practice, which concerns itself with the mutability of distinct art 
media. Yet although painting is just one of his many activitles, an 
exploration of painterly gesture undergirds his entire oeuvre. Take, 
for instance, the semi-slapstick tabletop videos for which he is 
chiefly known, such as his 2007 trilogy Col/apse ofthe Expanded 
Fie/d. Using packing tape, sheets of Plexiglas, various types of paint 
and other household objects, he creates elaborate painterly effects 
through violent performative actions that straddle the line between 
creation and destruction. Tightly framed and shot with a locked­
off camera, these 'moving paintings' bring to mind Hans Namuth's 
films of Jackson Pollock at work, for it is spontaneous gesture and 
erratic processes - what Hubbard refers to as 'artistic play' - that 
are the true content of his art. 

Many of his paintings appear to have been produced with the 
same haphazard approach as his videos. In works such as RF 01 
and RF 02 (both 2009) a ground of oil paint has been casually applied 
to the canvas, onto which sheets offibreglass mesh are placed. 
Then, using a squeegee, Hubbard coats the fibreglass with copious 
amounts of coloured resin. The quick-drying material forces him to 
work quickly, intuitively ploughing it into the fibreglass. In a related 
series from 2010, he has abandoned canvas altogether; slathering 
the resin directly onto irregularly shaped sheets offibreglass. The 
resultant works, with their clashing colour schemes, pooled resin 
and puckered surfaces, remain remarkably painterly. However, 
although his paintings complement the videos from which they 
proceed, Hubbard is keen to stress their autonomy, adamant that 
they should not be seen as codas to the films, nor objects created 
purely for the market. In fact, much of his work can be read as a 
tacit critique of market forces ora defiance ofwhat is expected 
ofhim asan artist. For example, in his 2010 series oflarge silk­
screened canvases, Coasta/ Blues, riotous gestural abstractions 
are over-printed with seafood menus from New Jersey restaurants. 
Menus, of course, epitomize the subjectivity of taste, and the series 
was Hubbard's sassy response to a curator who had requested 
'a blue abstract one'. 

Hubbard is a restless experimenter; an artist who deliberately 
avoids predictability and resists a market in which repetition and 
signature style are often demanded at the expense of artistic 
integrity. In a recent series of films, he balances a variety of house­
hold objects on top of one another. These quirky assemblages 
comprising garden tools, cleaning products, buckets, light fixtures 
and other quotidian items form rickety towers that inevitably 
tumble to the ground. In addition to questioning the notion of artistic 
longevity, these works actas a metaphor for Hubbard's precarious 
practice, in which he constantly strives to topple what has gone 
befare, confounding expectations as he pitches the art world 
a steady stream of curveballs. - David Trigg 

1. Rombo's Nephew 11, 2010 
Resin, canvas and f ibreglass 
131x 116cm 

2. RF 02, 2009 

132 

Resin, fibreglass, oil and enamel 
paint on canvas 
183 x 127 c m 

3. Coosto/ Blues #5, 2010 

Silksc reen print, oil and enamel 
on canvas 
183X127 Cm 

1. 
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JACQUELINE HUMPHRIES 

How to describe a silver surface? The question never presented 
itself in the pictures thatJacqueline Humphries painted only a few 
years ago. lt was simple: their surfaces were screens, translucent 

surfaces that were illuminated from behind, or fluorescent paint­
ings displayed in ultravioiet-lit galleries. They had variable qualities 
- of reflectivity, of opalescence - but they always elicited compari­
sons to screens, most often cinema screens, and Humphries did 

talk of her fascination with the different viewing habits applied 
to film and painting, but one might as easiiy have compared them 
to tarnished mirrors, or evento the rigid screen on a shower stall -
steamed up and streaming with water. In the new pictures some­
thing has changed. The siiver surfaces are still a presence, but 
the screens have gone. 

Now the surfaces of Humphries' works seem secondary to the 
flurried blooms of colour that sit front and centre. She has moved 
from one series of pictures to another, brought an idea with her, 
and placed it down in a new context to transform it entireiy. 
This ethic of dogged progression has made her one ofthe most 
interesting of contemporary painters. She has spoken, in a 2009 
interview with Ceciiy Brown for 80MB magazine, of her interests 
when she was first emerging as a painter in the late 1980s, of how 
she was intrigued by the New York School, despite - and perhaps 
because of - the fact that they were long out of style. In the 
intervening years she has abandoned the grave New York School 
tone ofthat early work, and she has pursued myriad problems with 
surface and pictorial depth. But one might see sorne ofthose old 
interests returning in her new work. lt is as if she is thinking anew 
about gesture, about forms emerging into figures or remaining, 
uncertainly, just forms ('the figures are there, offstage'). lf she was 
uncomfortable with vigorous gesture in her earlier work, she is no 
longer, indeed, her new pictures contain sorne ofthe 'hottest' paint 
handling she has ever employed. 

While fleeting passages from the new pictures evoke the rhyth­
mic ovals of Robert Motherwell or the dappled light of Philip Gustan 
in his abstract days, our too-easy understanding of the tone of 
mid-century painting - tragedy! doom! - is blocked by Humphries' 
silver grounds. They seem to force their way into the central forms, 
making gestures that at first look rich, deep and strident start to 

seem delicate and provisional - more like shifting lights than paint 
marks. The old talk oftragedy and doom is also blocked by a palette 
- turquoise, pink, scarlet - that is oftentimes splendid ('there's 
a generosity to the space,' she says, 'an almost baroque feeling') 

and by other devices brought forward from earlier pictures, like 
the razor edges that cut sharply through brushy fields of colour, 

suggesting perhaps an angled plane, a change in light. Humphries 
is always changing her terms, her surfaces, her figures and grounds, 
and the results are always surprising. - Morgan Falconer 

1. Exhibition view. Prospect 1, 
New Orleans, 2008 

2. Untitled, 2009 
Oil on canvas 
203x221 cm 
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3. Untitled, 2009 
Oilon canvas 
203x 221 cm 
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JACQUELINE HUMPHRIES 
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NATHAN HYLDEN 

At first g\ance, Nathan Hy\den's works appear to be courting a 
self-circling ref\exivity, a\most devoid of content, with their rela­
t1ve\y st,alghtforward dynarnlc composlt\ons, pa<ed-doWn colour 
palettes and tendency to foreground a slngular stand-alone ges· 
tura\ mar\<.. Where they renege on the presumption of autonomY, 
however, Is In thelr cut-and-paste hlstorlclsm, whlch takes as much 
from the '\aboratory stage' of Russian constructivism as from \ts 

post-war NeW York School riposte. 1-\ylden approaches such ldeologlcal stand-offs obllquely, work· 
lng hls w•Y from the front \\nes of aesthetlc advancement vla refer· 
enceto a mot\ey collection of obscure thlrd-rung p1ayers towards 
the non-art margins of design and decoration, where ali remaining 
conf\\ct Is automatlcally trlvlallzed. Thls Is ltself an alreadY codlfled 
strategy, of course, and to this point Hy\den is equally attentive. 
The soviet thesis of a dehumanized abstraction of c\ean-drawn 
\ines and its re-humanized American antithesis offree-form expres­
slon attaln a preca<lous synthesls In post-palnter~ Mlnlma\lsm, onlY 
to be revisited in an evermore attenuated manner by the Neo-Geo 
school ofthe 1980s. In Hy\den's paintings there are nods to early 
Frank Stella as well as to Peter Halley and Philip Taaffe, but these 
citations are deliberately dispersed. Rather, the aesthetic postures 
of the twentieth century resound here as distant echoes that are 
no \onger required to mean anything in particular. This suggests 
emancipation, a lifting of ideological weight in favour of frivolity, 

and yet a vague note of vexation persists. 
Stencilled bars of alternating b\ack and white paint are set off 

agalnst t.anslucent patches of oay-Glo colour, df'/ graphlcs agalnst 
spiashy gesture, the pre-planned agalnst the lmprovlsed. urgely 
re1eased trom thelr political a)legiances, these torms are In play but 
not yet prepared to 'ali get ,long'. The 'everythlng and th• 1<1tchen 
sin\<.' approach that has been for so long the great postmodern 
pr;vilege of abst.act palntlng Is her• decllned. conslstentlY, Hylden 

narrows his compositional \eeway to the strict opposition of one 
form versus another, whlch lndlcates a newfound serlousness of 
purpose, though we can no 1onger determine ¡ust what these forms 
-d for. E ven when theY are ;uxtaposed slde by slde or pushed 
to the polnt of\ntersectlon and overtay, theY nevertheless contlnue 
to assert a fundamental sense of apartness svoldlng reconclllatlon 

without reverting to ali-out polarlzatlon, these forms enact war-like 
manoeuvres of a<1vance and retreat, domlnatlon and surrender 
across the plcture plane, as a territof'/ that wlll not conform to the 
claims of e1ther slde. Ute.ally thls surface Is thelr shared ground, 
but v1rtually lt's more 1\ke a game board, alreadY subdlvlded lnto 
arbitrary, ínterchangeable segments of occupation. This, then, 
is an aesthetlc confllct revlsited, not wlthout some nostalgia, as 
a pas de deux between former rlvals that have wlllfu\ly renounced 

any hope of wínning for the greater thrill of 1<.eeping the game 

alive. - Jan Tumlir 

1. untitled. 2010 
Acrylic on a\uminium 

197x145cm 

2. Untit led, 2008 
Acrylic on \inen 
111x119cm 
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3. Untit led, 2010 
Acrylic on aluminium 

197x145 cm 
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MERLIN JAMES 

lf hemlines are the armchair index to the rise and fall of econo­
mies, then perhaps canvas size offers the same loase measure of 
painting's ambition and confidence. Up in the fat years ofthe Parls 
Salo ns, then down, then up once more in the bull days of the New 
York School. By that yardstick, the hum ble scale of Merlln James's 
pictures would imply that painting is in a meek and defeated 
condition. But in scaling back, James has bravely - and ambltlously 
- torced painting to re-confront the limits that it has fought so 
hard to escape. He makes painting private, anecdotal, bourgeois­
domestic once again, and yet compelling none the less. 

As a writer; one often refrains from littering an appreciation of 
an artist with comparisons to others, but in speaking of James lt's 
unavoidable, since he works with an acute sense ofthe medium's 
history. Over the past two decades or more he has had a career 
as a writer and curator in addition to his life in the studio, and that 
effort of sifting and judging has fostered retrospection. Of course, 
his tradition is a very personal construction, and his greats -Jean 
Hélion, William Nicholson, Giorgio Morandi and L. S. Lowry - are not 
the obvious ones. But James holds dear those painters who have 
often been cast into shadow by their grander rivals. He lauds art­
ists whose paintings appear to point to no more than they depict, 
however humble. In the same spirit, he is often comically workman­
like in the titling of his own paintings, recent arrivals including A Bird 
(2008) and Chalet and Other Building (2010). 

But if one could say of James's earlier work that it was con­
sciously and happily tradition-bound, it is harder to argue the same 
of his newer pictures. His Frame Paintings series is a particularly 
striking departure for an artist who has done without the picture 
trame for so long. Here he puts it centre stage, presiding over what 
is sometimes a wisp of an event on the picture's surface. The series 
refreshes James's enduring fascination with painting's culinary 
nature and its status as fine ornament. Yet the soft synthetics that 
replace canvas in the pictures - nylons and polyesters - also enact 
a kind of undressing. In part this is formal and material, sin ce his 
canvases are usually weighted down not only with layers of paint 
but also with collaged additions ranging from hair to hay, twine and 
wood. But it's thematic too, for the new paintings also dialogue 
with sorne of his erotic subjects. Sometimes, as in House and 
C/oud (2010), they take on an eroticism that is metaphorical, the 
nylon revealing the canvas's surprisingly ornate bodywork. In Figure 
(Framed) (2009), however; it is literal, with the surface being zipped 
away to revea! the figure. The Frame Paintings still speak of 
a pantheon offorerunners, but instead ofStubbs or Courbet, 
whom he has honoured of late, now one thinks of different spirits, 
such as Sigmar Polke and Max Ernst. The tone, as ever in 
James's work, is saber; almost sullen, and the impact is ali the 
stronger for it. - Morgan Falconer 

1. A Bird, 2008 
Acrylic on canvas 
62x 55 cm 

2. Not Titfed, 1984-2008 
Acrylic on canvas 
59 x 51 cm 
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3. House ond Cfoud, 2010 
Wood, nylon. silk and acrylic 
71 x56cm 
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XYLOR JANE 

lfXylor Jane's mesmerizing, kaleidoscopic abstractions are other­
worldly, they are also personal, biographical and everyday. lndeed, 
her work is shot through with such doublings: at first, the pulslng, 
fractal-like pattern of Vio Crucis IV (Hi Mom) (2010) appears to be 
a throwback to the infinite algorithms of early computer graphics, 
its limited palette of seven hues (ROYGBIV) arrayed In a tlght grid 
of dots. Approach the canvas closely, however; and another reading 
can be gleaned: each dot is hand-painted, lending the work - along 
with its titular maternal tribute - a sense of craft and a connection 
to the labour-intensive tradition ofwomen artists from Agnes 
Martin to Bridget Riley. Similarly, the title of Vio Crucis 111 (First Foil) 
(2010) might be read as both personal (falling over; falling in love) and 
general (the Biblical Fall, the autumn). 

lndeed, whileJane's paintings are determined by impersonal 
numerological systems, they are also grounded in humdrum routine 
and personal experience. Earlier works such as Dying Everydoy 
u sed a palette of seven colours to correspond to the seven days 
ofthe week. Like On Kawara's diaristic system paintings,Jane's 
canvases are a record of personal time, although her works are 
more seductive, patterned and colourful than Kawara's conceptu­
ally oriented works. Relating to numbers emotionally, she finds 
resonance in prime numbers, perfect numbers and the Fibonacci 
sequence (which can be used for such diverse tasks as describing 
the fractal forms offerns and analysing the financia! markets). The 
artist is fascinated by the impact of numbers on her own life and 
has, for example, chosen her studio address based on their 
auspiciousness (358, as in the Fibonacci sequence: 1, 1, 2, 3, 5, 8, 13 ... ). 
E ven the dimensions of her panels are often prime or twin prime 
numbers. Moreover; interviewers have frequently noted another 
manifestation ofthe artist's number-mania: she has hada series 
of Xs tattooed onto her fingers. These correspond to the word 'five', 
transliterated using gematria (a system of assigning numbers to 
letters based on their position in the alphabet) placed in three-by­
three grids. 

There's nothing exactly new in Jane's endeavour. School teach­
ers, lab-coated scientists and the ancient Pythagorians have ali 
eulogized the sublime beauty of mathematics. Similarly, artists 
from Leonardo da Vinci to Robert Smithson (whose thinking about 
sculpture was based on crystallographic logic) have explored ways 
in which we might visualize the pleasure of numbers. Few, however; 
have given numbers the heady spirituality thatJane assigns to 
them. For her; this transcendentalism has a mystical quality: 
her recent paintings, Vio Crucis /-XIV, are influenced by Barnett 
Newman's elegiac abstract series of canvases titled The Stotions 
ofThe Cross, which he made in the late 1950s and early 1960s. 
There's also a cosmic significance to many ofthese paintings: 
J. Doy (2008) is a painting of a series of seven digit prime numbers 
representingJulian Days from her life. For Jane, numbers are not 
Platonic abstractsi unknowable to us mortals. Rather; she has 
noted, 'We have counting within us. [ ... ] There is a sense of counting 
in our genes.' - Colín Perry 

1. Vio Crucis IV /Hi Mom), 2010 
Oil on panel 
99 x109 cm 

2. Vio Crucis 111 /First Folf). 2010 
Oil on panel 
180.5 x 119.5 cm 

3. J. Doy, 2008 
Oil on panel 
109x134_5 cm 
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4. Bombinoting, 2009 
Oilonpanel 
112 x104 cm 

5. Vio Crucis lf (Cross), 2010 
Oil on panel 
73.5 x 78.5 cm 
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JIA AILI 

JiaAili is aconscientious, almost obsessive artist, primarily a painter 
but one who takes paint beyond the realm offlat arenas towards 
objects large and small. He is keen to experiment with ideas, uslng 
non-traditional materials. Thus he has employed many uncon­
ventional objects as his picture plane - an exhibitlon catalogue, a 
mattress, the inside of a shoe, a pillow and the back of a discarded 
painting - establishing a dialogue between objects that have no 
direct relation with one another: Each is primed with grey paint, 
and to this neutral ground he brings an equally grey and brooding 
palette, out ofwhich he conjures a desolate wasteland, always 
the same space or situation but entered from different points or 
investigated from different angles. Rarely has a single environment 
so haunted an artist. 

These wastelands are populated by a cast of familiar elements: 
a masked boy, a burning bed, a youth straining under the weight 
of an electrical appliance, an endless horizon and a variety of space 
rockets and crashed planes completing the aura of despair: AII speak 
of a sense of loneliness, of utter alienation, of being in the world 
yet cut off from it. At times Jia deliberately employs incongruous 
painting styles that are so different one would think the works could 
not have been created by the same artist. Yet he always returns to 
the broken, diffused landscape, out ofwhose surface objects often 
extend, both via the artist's brush and by being physically placed 
in the vicinity of a painting. Most often, it is with a chair thatJia 
invades the viewer's space. To sit and contemplate these paintings 
allows us to understand the terror ofthe challenge that each blank 
canvas presents as he prepares himselfto work. 

Jia's most recent experiments include multimedia installations 
that introduce moving images into a rich array of drawn, painted and 
assembled spatial compositions. 'Painting doesn't always satisfy 
me,' he says. 'l'm constantly trying to find better ways to be clearer 
about what I seek to express. A lot happens in the process of painting 
that is impossible to predict.' In 2008 a project that he entitled 
Hibernation combined installation, performance and painting, each 
form making a distinct contribution to the creation ofthe whole. At 
its core is the monumental painting We are from the Century, an 
apocryphal work in the manner of Goya's Block Paintings (1819-23) 
that is unlikely ever to be completed. But this is not the point: the 
installation is about process. The entire progress of its metamor­
phosis is recorded daily on video. As the painting moves through 
its stages of creation, the work will remain in flux, never justa film 
or only a painting, neither entirely moving nor completely static. 
And it isJia's faith in process, his fearless ability to destroy and 
recommence in an age of rampant commercialism, that places him 
amongst the leading Chinese artists of his generation. - Karen Smith 

1. The Wostefond, 2001-08 
Oil on canvas 
267x200 cm 

2. The Wostefond, 2001-08 
Oilon canvas 
267x2oocm 
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3. Untitled, 2007-10 
Oil on canvas, mirror fragment 
3 parts, each 3oox200 cm 
Exhibition view at INIVA, 
London, 2010 

4. We ore from the Century, 2008-11 
Oil on canvas 
5 parts, each 6oo x300 cm 
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·,:__MAGDALENA JITRIK .. '- . 

MagdalenaJitrik hada strong leftist upbringing - her parents were 
exiled in Mexico City during the Argentine military dictatorship, and 
she was schooled around Trotskyists, anarchists and Communists. 
Back in Buenos Aires in 1987, she underwent the rite of passage of 
many young artists there, studying painting with Guillermo Kuitca, 
the Argentine master of architecture and cartography. In 2001 she 
found herself in the middle of a deep national economic crisis that 
brought the most European of ali American countries to its knees. In 
this context she and sorne colleagues founded the Taller Popular de 
Serigrafia, a graphics workshop that made posters and T-shirts for 
political and labour protests, denounced unpunished military officials 
from Argentina's dark years, and supported the six-hour shift for 
the city's underground workers. This particular cause appears 
in a painting entitled Movimiento 6hs {6-hour Movement, 2005). 

Time is a central concern, and Jitrik's practice reflects a certain 
anti-capitalist notion of it. After ali, the artist {like the writer) is 
one ofthe few individuals who can resist the implacable division 
oftime imposed on the worker by the industrial revolution. This is 
the anti-disciplinarian stance of a painting such as Trabajo ocio 
arte (2006) in which the Spanish words for 'labour', 'idleness' and 
'art' are depicted in the form of design, sign painting, typography 
and geometric abstraction {Mondrian's Broadway Boogie Woogie 
comes to mind). Other works from the same series portray sen­
tences in a similar spirit: Reconocimiento, respeto, apoyo, defensa 
{Recognition, respect, support, defence, 2007), or Idea de sociedad 
sin patrones ni desocupados {Idea of a society without bosses or 
unemployment, 2005). The coupling of somewhat askew geometric 
abstraction and anti-capitalist slogans evokes less high-modernist 
abstraction than more popular manifestations ofthe idiom in folk, 
crafts or applied arts, the latter challenging the hierarchies ofthe 
former. Malevich is another key reference, and indeed Jitrik has 
painted a number of crosses clearly quoting the Russian modernist: 
Cruz Rojo {Red Cross, 2007), Dos Cruces {Two Crosses, 2008), No 
es sobre dios, es lo humano {lt's not about God, it's human, 2010). 

Most recently, Jitrik has turned to a certain re-politicization 
of abstraction, at times questioning the economy of painting as 
a stable, fixed object hanging from a wall in a white cube. Painting 
in Askeaton (2009) is a case in point. The work itself is a splen-
did abstract geometric composition, and one can see the same 
mosaic ofmulticoloured slanted rectangles forming a larger; again 
not quite orthogonal square, which is in turn intersected by a trap­
ezoid figure, offering a feast for the formal connoisseur. Yet what 
takes the work to another dimension is a video in which one sees 
each step ofthe making ofthe painting, as if Jitrik wants to reveal 
her mastery, all accompanied by the sound of a guitar - from Jitrik's 
own group Orquestra Roja (Red Orchestra). Arbol de cuadros (Tree 
with Paintings, 2008} is a photograph of a tree from whose branches 
the artist hung six paintings - including Painting in Askeaton - set 
against bright blue skies and La Plata River. With interesting con­
nections to the work of Lygia Clark and Lygia Pape, her practice 
brings painting and abstraction back to life and back into contact 
with nature. - Ad ria no Pedrosa 

1. Untitled, 2009 
Oil on canvas 
40 x6ocm 

2. /t's not obout God, it's human, 2010 
Oil oncanvas 
97 x130 cm 

3. Pointing in Askeoton, 2009 
Oil on canvas 
4o x50 cm 
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4. Recognition, respect, support, 
defence, 2007 
Oil on canvas 
50X90Cm 

5. Two crosses, 2008 
Oil on canvas 
5ox90 cm 
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CHANTALJOFFE 

In Megan (2010) a woman, perhaps in her thirtles, sits on a blue 
cushion - a cobalt blue that almost facies to nothing as the plg­
ment stretches across the canvas. Wlth her knees together and 
hands clasped in her lap, she seems anxlous or nervous, as lf walt­
ing for an interview, but maybe she is just self-consclous as she 
becomes fixed by the artist's gaze. Her outfit is more sophlstlcat­
ed than average, her face an endearing one suggestive of warmth 
and intelligence, despite the concentration and mild concern of 
her expression. 

Another of Chanta! Joffe's recent paintings, Untit/ed (2010) [ill. 1]. 
depicts a girl who appears to be in her late teens. She could be a 
poster girl - innocent and yet camera-aware, her expression some­
where between pensive and vacant. She sits on a chair, not wearing 
much, clutching the collar of a denim jacket draped over her shoulders. 
Maybe she has just come in from a photo shoot or got out of a pool. 
Vertical stripes - reminiscent of the paintings of Frank Stella - and 
dribbled striations down the canvas add to the sense ofwetness 
and cold. Rendered with Joffe's confident and characteristic eco­
nomy of painterly means, it's difficult to say whether the portrait 
was painted from life in the artist's studio, captured in a photograph, 
or taken from the pages of a fashion magazine. 

Joffe often focuses on single figures, implying that it is some­
thing about individuals, their personalities, minds, bodies and 
appearances that fascinates her as much as narrative and the 
interaction ofpeople. There are occasional portraits ofmen, but 
it would appear that she is more interested in depicting women. 
Among her latest works are a number devoted to women from 
throughout history who have influenced her, including Emily Bronte, 
Emily Dickinson and Abstract Expressionist painter Lee Krasner. 
In contrast with much of her previous production, the colour palette 
used in these paintings steers towards darker tones of black, 
white and grey. One ofthese, Untitled (2010) [ill. 2]. is a portrait of 
Susan Sontag next to the figure of a man whose face has been 
purposely erased with thick grey brush strokes. Standing next toan 
anonymous, lite rally faceless character, the American intellectual 
emerges in ali her complexity, the reluctant but undisputed centre 
of attention. The portrait might be read asan ironic yet understated 
comment on the overshadowing of women throughout history. 

lndeed, women are depicted in many forms - in ali shapes and 
sizes, ages, attitudes and roles, whether models or mothers, friends 
and family, artists or lawyers, heroines or villains, or any combina­
tion thereof We find in Joffe's lexicon young girls aspiring to be 
models, models wishing they were anything else, and androgynous 
figures and archetypes with who knows what on their minds. Her 
stylized imagery verges on the naive yet is subtle and incisive, com­
municating the enormous variety and complexity of peo ple and 
their personalities in a visual language that connects the contem­
porary to the past, pop culture with the history of avant-garde art. 
- Michefe Robecchi 

1. Untítled, 2010 3. Megon, 2010 

Oil on board Oil on canvas 

244x183 cm 213x152 cm 

2. Untítled, 2010 4. Untítled, 2010 

Oil on board Oil on board 

138 x 183.5 cm 244 x 183.5 cm 
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CHRIS JOHANSON 

ChrisJohanson's artistic practice is marked by two significant 
dates: 1989, when the twenty-year-old skateboarder arrived in 
San Francisco, and 2002, when he exhibited a large wall painting 
at the Whitney Biennial in New York. Today, his paintings remaln true 
to the rhythm, colour and collaborative ethics ofSan Francisco's 
alternative street-art scene. For example, in his 2008 exhibitlon 
'Totalities' at Deitch Projects, he enlisted a group offriends to 
help create an installation ofvibrantly hued paintings housed in 
and around a ramshackle domed sanctum (which he dubbed 'the 
spaceship temple'). In its folksy expansiveness, 'Totalities' was a 
more socially generous version of Kurt Schwitters' Merzbau. lt was 
as ifthe latter's hermetic gesamtkunstwerk had been re-born into 
the contemporary world of permanent markers, spray paint and 
trippy West Coast egalitarianism. 

Jo han son was a key member of San Francisco's vibrant street 
art movement ofthe 1990s, known as the Mission school (after the 
city's creative Mission District). The Mission school artists, such 
as Barry McGee, Margaret Kilgallen and a decade later Ciare Rojas, 
who have since established careers for themselves within the 
gallery-bound art world, are deeply embedded in the social realm, 
mining and developing the graphic brilliance of comic books, skater 
culture and outdoor wall murals. These impulses go back decades: 
one early precedent in San Francisco is the Precita Eyes Muralists 
Association, founded in 1977 and still practising (their murals can 
be found throughout the Mission District). Johanson's all-encom­
passing installations draw on this tradition: his contribution to the 
Whitney Biennial in 2002 was an indoor wall painting entitled This 
is a picture about a place we live in cal/ed Earth that is inside of 
this place we cal/ space (2002). In 2009 he created, with Jo han na 
Jackson (his partner and frequent artistic collaborator), an untitled 
mural in Portland's Albina Green park. Working with Jackson, he has 
also produced an illustrated book (Peaceable Kingdom, 2008), and 
a limited-edition skateboard deck, the sale ofwhich will raise funds 
for a five-year-old child with cerebral palsy. 

Johanson's work also has an ecological bent. In his short book 
Operating Manual for Spaceship Earth (1968), R. Buckminster Fuller 
describes how civilization has become so overwhelmingly con­
cerned with specialized problems, as analyzed by scientists and 
technicians, that only children and politicians have the imagination 
or motivation to glimpse the bigger picture. However; Fuller notes 
that 'Nothing seems to be more prominent about human life than 
its wanting to understand all and put everything together.' lt's 
hard to look atJohanson's space temple, which represented 

'a space ship ora universal time capsule', and not think of Fuller's 
telescoped 'long-distance thinking'. Like Fuller's interdisciplinary­
architectural projects, Johanson's work seeks a synthesis that 
goes beyond specialization in order to unite humans, plants and 
animals in a quest for a more peaceable existence, giving new 
life to a visionary idealism that's as necessary now as it was in 
Fuller's day. - Colín Perry 

1. Untitled, 2008 
Acrylic en wood 
255 x 256.5 cm 

2. Untitled, 2008 
Acrylic en wood 
274X305Cm 
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3. Bockwords Abstroct Pointings #3, 
2010 
Acrylic en found wood 
147x143x6.5 cm 

4. Exhibition view of'Totalities', Deitch 
Projects, New York, 2008 

1. 

2. 

3. 
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JITISH KALLAT 

Jitish Kallat's paintings are largely a reflection of his principal home 
town and muse - the city of Mumbai. Just like the lndian metro polis, 
they are overcrowded islands, explosive concentrations of differ­
ent moods, people and vi bes, urban jungles that live withln the 
limits dictated by the frame. E ven some of his titles (Aquasaurus, 
Rickshawpolis, Sweatopia) are attempts to condense different 
concepts within a single word. What emerges from this intense and 
colourful patchwork, which is at times jovial, at times dramatic, is 
mostly the absence of a single voice - a rare quality in a medium 
like painting. The scenes painted by Kallat look as ifthey are in 
constant mutation; to shift focus from one detail to another is like 
embarking on a long journey. Given the way in which the experience 
of Mumbai percolates Kallat's paintings, one finds an inevitable 
clash between arder and disorder; calm and chaos. 

The reasons for this windowlike view onto the city are partly 
dueto lndian mid-199os figurative painting, which relied heaviiy on 
perspective and depth offield, and partly to teievision - a mass 
medium that exploded in lndiajust at the time when Kallat was 
laying the foundations of his practice. Trained at the Jamsetjee 
Jeejeboy School of Art in Mumbai, a rather old-fashioned institution 
with an emphasis on technical proficiency, Kallat became conver­
sant with many different media, including photography, sculpture 
and video, but painting was and still remains his chosen form of 
expression. A boy wonder (he started exhibiting regularly while still 
a student), he deliberateiy ignored scholarship opportunities and 
the possibility of an early breakthrough on the international art 
scene, quickly realizing that the streets ofMumbai were the best 
possible place in which to draw inspiration for his work. 

Kallat constantly entertains a dialogue with the conventions and 
contradictions of his native India, but ifthe viewer is willing to peel 
back the numerous layers of his work, what eventually stands out 
is a solitary enterprise, in which themes such as mortality and 
survival play a central role. To further testify to this, Kallat's recent 
paintings, although still tied to the technique and themes embraced 
at the beginning of his career; steer towards a more abstract, if not 
surreal, dimension. 

Horrorificabilitudinitatibus (2009) is a painting in which cartoon­
like, blood-dripping chunks ofmuscle and bone can be seen floating 
around a group of Kallat's trademark human heads (their hair curi­
ously filled with detailed black-and-white imagery oftheir everyday 
lives in the city), ali of which is set against a colourful sunburst 
background. The title, abstracted from Latin roots, which can be 
roughly translated as 'the state of being able to achieve horrors', 
seems to herald Kallat's need to reposition his practice in light of 
his global success, as well as to bridge towards another series of 
anatomical works, Haemoglyphics (Archipe/ago of Aches) (2009). 
Evoking a Rorschach inkblot and painted in biology textbook fashion, 
Haemoglyphics pro motes the muscular tissues to an elevated 
status in Kallat's oeuvre. The linen support is apparently held up by 
two gargoyles - recreated in bronze and referencing those found 
atop the Victoria Terminus building in the center of Mumbai -
indicating once again the pulsing rhythm ofthe city, perennially 
suspended between embracing modernity and preserving tradition, 
with life and death at its centre. - Miche/e Robecchi 

1. Universo/ Recipient 1, 2008 
Acrylic on canvas, bronze 
Canvas 249X173 cm 
Bronze fixtures 35X32X43 cm 

2. Universo/ Recipient 2, 2008 
Acrylic on canvas, bronze 
Canvas 249 x 173 cm 
Bronze fixtures 35 x 32 x43 cm 
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3. Hoemoglyphics (Archipe/ogo 
of Aches). 2009 
Oil and acrylic on linen, bronze 
Canvas 244x152.5 cm 
Bronze fixtures 45.5 x 37 x 30.5 cm 

4. Horrorificobi/itudinitotibus, 2009 
Acrylic and glitter on canvas, bronze 
Canvas 350 x 780 cm 
Bronze fixtures 53,5x33x28 cm 

1. 

2. 
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MAKI NA KAMURA 

lt is tempting to claim that Makl Na Kamura's palntlngs aro oaught 
between the polaritles of Japanese and Western cultures. Tho 
artist's work undoubtedly contalns two pulsos: tho llmpld honr t• 
beat of Eastern landscapes sketched In serrled watercolours, 
and the impasto thump of European Romantlclsm, ronllsm nnd 
lmpressionism rendered In oll on canvas. But lfthoso tmdlllons 
seem opposed, we should recall sorne art hlstory. Europonn nrt hns 
long been informed by Orientallst crossovers, from the serngllos of 
Rubens to the Japonisme that revolutlonlzed Vnn Gogh's canvasos; 
indeed, in the 1880s, in parallel wlth Van Gogh's advances, artlsts In 
Japan were splitting lnto two camps: those who practlsed nlhongo 
(Japanese-style painting) versus those engaged In yóga (Western­
style painting). Such binarias evldently dlsgulse a complex web of 
power relations - imperialism, fantasy and otherness. lndeed, Na 
Kamura has noted that life itself occurs on the border between 
such poles: 'Hell and heaven. Up and down. ldyll and civilization. 
Yesterday and today. The monarch and the masses. Life and death. 
And there we are, somewhere in between.' 

Na Kamura was born in Osaka, was raised in what she describes 
as 'Western American style', studied at the Kunstakademie 
Düsseldorf, and currently resides in Berlin. The roots and routes 
of her life are one story, but ultimately her work stands on its own. 
In fGfXXV/// (2010), a landscape in the European horizontal format, 
details float off in a dreamy haze: a canary yellow halo of blossom 
atop weeping willow branches glows in counterpoint to a purplish 
watering hole, where a person can be seen bent forward in sorne 
kind ofindustrious labour. Human figures often populate Na 
Kamura's paintings, but they are rarely immediately discernable: in 
fGfXXX(2010) an elusive series ofmarks seems to denote two men 
and, perhaps, their horses. lf these figures often appear Western in 
dress, the landscapes themselves nod towardsJapanese water­
colour: horizons are pushed to the very tops of the canvases, the 
major part being filled by a plummeting flow of ravines, lachrymose 
pools and an air of moonlit wonder. From painterly gesture to the 
titles ofthe works themselves, these canvases elude definition. 

Na Kamura has recently become fascinated by the work of Jean­
Franc;:ois Millet. The French painter's depictions of peasant labour 
fomented a new visionary spiritualism between nature and manual 
labour in nineteenth-century European painting. A key painting for 
Na Kamura is Millet's Le Printemps (1868-73), in which a figure in the 
middle distance appears to dissolve into a haze of proto-lmpres­
sionist tendrils and budding spring flowers beneath a benevolent 
rainbow cupping the sky. In her own work, Na Kamura successfully 
binds the history of mystical European-Christian painting with the 
reverence for nature found in Eastern religions such as Taoism, 
Buddhism and Shintoism. The watery flow of these religions is 
summed up by Na Kamura's comment that, in sorne of her paintings, 
she wants viewers to get 'lost inside'; it is as if she wishes us to 
renounce our separation from nature and art in order to fuse 
spiritually with both. - Colín Perry 

1. fGf/, 2010 
Oil and watercolour on canvas 
Box6o cm 

2. fGf XXVIII, 2010 
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Oil and watercolour on canvas 
16o x2oocm 

3. fGf XXX, 2010 
Oil and watercolour on canvas 
1oo x 125 cm 

............... 
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JACOS KASSAY 

In 1964 the Minimalist composer Terry Rlley devised a pleca of 
music consisting offifty-three short melodlc patterns, to be 
repeated an unspecified number oftlmes by an unspeclfled 
number of musicians, with unspeclfied lnstruments, tempo, tone 
and duration. /n C, as it is simply titled, Is no lmprovlsatlonal free­
for-all, however, the score is accompanled by extensiva wrltten 
guidelines, and performers taklng on the place soon reallse that 
their negotiation requires discipline and attentlveness. For Jacob 
Kassay, In C is a sovereign lesson in the rlches avallable In repetltlon 
and subtle variation. Since 2005, the artist has worked on an untl· 
tled series of paintings that are made in more or less the same way. 
he primes his canvases (produced at varlous scales) with an acrylic 
sealant, and hands them over to an electroplater; who submerges 
them in a bath of electrolyte and coats them with a layer of silver 
that is, as Kassay says, just 'atoms thick'. 

This straightforward - even arbitrary - procedure dictates the 
ascetic constraints within which Kassay works. With each new 
painting, he is surprised by the accidents of its surface and by 
other subtle differences in density and tone, and prefers to hang 
them in groups to enable close comparison. He discards the paint­
ing if it varies too wildly from the last. Artistically, he says he is 
interested not so much in unthinking progression but in reducing 
the temporal - and thus historical - distances between himself and 
artists such as Lucio Fontana, Robert Rauschenberg and Robert 
Ryman, all ofwhom, at various times and with diverse motives, have 
made emptiness the form and content oftheir paintings. Other 
works, such as white monochromatic paintings or constructions 
of steel and sackcloth that recall the works of Pie ro Manzoni, reveal 
Kassay to be minutely attentive to the inroads of his predecessors. 
There is something unforgiving, even stern, about Kassay's work, as 
ifhe is teaching us to look more closely, notjust at his paintings but 
at the historical lineage to which they belong. 

That is not to say that the paintings themselves are ungenerous. 
Kassay is arguably more a sensualist than a conceptualist, insisting 
on the primacy ofthe viewer's experience of his work in a gallery. 
The drama and emotional content ofthese paintings derives from 
their ability to collapse their environment (changing lighting condi­
tions, passing foot traffic and of course the presence of us, the 
viewers) into the entropic materiality oftheir surfaces - the weave 
of the canvas or linen, the dust and hairs caught in the primer; and, 
occasionally, the marks ofthe brush. 

Ultimately, Kassay may not be so interested in painting per se 
as in the objecthood of paintings. A recent project, an untitled 
sixteen-millimetre film of a hovering helicopter in which the shutter 
speed ofthe camera coincides with - and so appears to arrest­
the movement ofits rotary blades, suggests that his concerns are 
more formal than relational. On the other hand, events in which 
he has invitad avant-garde musicians such as Rhys Chatham to 
perform alongside his work confirm his description of his paintings 
as 'sentinels for what's in front of them'. Kassay's endeavour might 
best be seen as a kind oftotal project: by paring his work back to 
the bare minimum, he leaves nothing out, and allows for everything. 
-Jonathan Griffin 

1. Untitled, 2010 
Acrylic and silver deposit on canvas 
122x91.5 cm 

2. Untitled, 2010 
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Acrylic and silver deposit on canvas 
122x91.5 cm 

3. Untitled, 2010 
Oíl on linen, silver deposit on canvas 
2 parts, each 35.5 x25.5 cm 

1. 

2. 
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KHALIF KELLY 

Saturated in Day-Glo hues, Khalif Kelly's pictures are built up from 
a geometric shorthand of angular lines and blocky cu bes - a visual 
idiom that treats its units with unvarying matter-of-factness, 
whether the ruffle offabric or the sole of a shoe. By turns tumescent 
and flattened, his subjects appear full of gesture yet fixed into 
caricatured detachment reminiscent of George Pal's Puppetoons. 
The mock-pixelation of his paintings - evocative of comic books 
and digitized imagery - often gives the lie to their medium and 
mateñality as works of oil on canvas. The tension between the 
gñd of bitmaps and the fluid application of brushstroke updates 
sorne ofthe questions raised by Roy Lichtenstein's work. Like the 
latter's trademark Ben-Day dots, Kelly's digit ized imagery generates 
a figure from a series of coordinated abstractions - a visual feat 
greater than the sum of its cybernated parts. Yet even as they 
engage with contemporary modes of visual communication, Kelly's 
images appear decidedly low-tech, in the vein more of Atari's quaint 
outmodedness than the sleek innovations ofXbox. 

The Une/e Remus series to which sorne ofhis titles allude is 
naturally deeply fraught with cultural-political questions. Asan 
African-American artist attuned to the politics of race and its repre­
sentations, Kelly makes over that vexed legacy into the stuff of his 
painting. The unvarying infantalization of his figures, for example, 
conjures up stereotypical portrayals of African-Americans with stylized, 
minstrel-like anatomies in an arrested development of perennial 
childhood. lf his characters appear overtly A frican-American, their 
multicoloured faces and bodies - as well as the kaleidoscope 
scenes in which they are set - suggest a utopic transcendence of 
mere black and white. The character Robot Picaninny appears in 
severa! of Kelly's canvases, his face streaked by various hues. His 
presence in scenes evocative ofvideo games - a world of metamor­
phoses and transformations - suggests an appropriative reworking 
of stereotyped clichés on the artist's part, an agency that sets the 
labile wor1d of virtual fantasy to subtly ideological ends. 

There are notable exceptions to the slick, polished surfaces 
of bounded colour that Kelly has made his signature idiom. /nto 
the Deep (2007), for example, reveals an untypical impasto. With 
íts looser wash of paint, Síl/y Rabbit (2008) appears uncharacter­
ístícaJly unfinished in its delineation of ground and horizon. The 
textures, local colour and vernacular naturalism of Soy on Swing 
(2007) contrast sharply with the stylized geometries of Steppin out 
(2oo9). lf Ascent to the Big Top (2009) renders the scene's ambient 
clouds in a network of flattened, geometric patterns uniformly 
ílluminated, Funtime (2008) reveals an almost melancholic attention 
to shading and shadows. In fact, the apparent simplicity of Kelly's 
happy-go-lucky titles and imagery - ali featuring chíldren alone or 
playing together - often belies a more nuanced underlayer. Koo/ 
Aid Stond (2008)- which features one boy holding a water pistol 
that resembles a machi ne gun, and another wearing a crown and a 
jacket emblazoned with the initíals for the Soviet Un ion - suggests 
that the politics of race swell far beyond the neighbourhood block. 
Still, in this image, as in the range of Kelly's palntíngs, the upshot of 
those polítícs remaíns - like the chlldren's poker-faces - hard to 
pin down. - Ara H. Merjían 

1. Soy on Swing, 2007 
Oil on canvas 
16o x 119.5 cm 

2. CruelJoke, 2008 
Oil on canvas 
198x228.5 cm 

3. Kool-Aid Stand. 2008 
Oil on canvas 
211 x272 cm 
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4. Ascent to the Blg Top , 2009 
Oil on canvas 
137x 137cm 

5. Threshold, 2009 
Oil on canvas 
198 x 228.5 cm 

1. 

2. 
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MARTIN KOBE 

Emerging as part ofthe new Leipzig school, Martin Kobe belongs 
to a young generation of artists credited with reinvigorating 
German painting during the 2000s. The built environment has held 
an enduring fascination for Kobe, who was born into a family of 
architects in the former East Germany. Populated by vertiginous 
conglomerations offractured architectures, his meticulously ren­
dered paintings {ali ofwhich are untitled) speak ofthe palimpsest­
like nature of cities while simultaneously suggesting futuristic 
metropolises. In Kobe's curious virtual world, illogical structures and 
multiple perspectives intertwine, disorienting the viewer; facades 
ofbuildings seem to invade interior spaces; walls and floors hover 
inexplicably in mid-air; while ceilings simply dissolve into indeter­
minate spaces. Doors, windows, railings, blinds and other architec­
tural elements appear regularly, yet non e seem bound by the laws 
of physics as they chaotically overlap and intersect each other. In 
this way, the illusion of solid space is frequently disrupted. Kobe's 
paint handling, too, serves to further destabilize the compositions, 
fluctuating between figurative areas of smooth, modulated hues 
and non-figurative passages where paint is dripped, dragged and 
~mudged across the canvas. 

The fantastical nature of Kobe's work is heightened by the art­
ist's strikingly vivid, synthetic palette. Red-golds, silvery blues and 
intense violets ali stand as an antithesis to the drab concrete 
ofthe modernist architecture from which the artist constantly 
quotes. Yet, despite his dramatic use of colour; the hues of each 
painting are harmoniously restrained, which lends the works a 
sen se of unity. For instance, a work from 2007, depicting a typically 
odd conflation of interior and exterior spaces, features a tight 
range of acid greens and coppery oran ges that serve to consolidate 
the composition. 

Remarkably, despite their video-game aesthetic, Kobe's paint­
ings are not created with the aid of computers. In fact, his acrylic 
compositions are largely unplanned, built up intuitively by hand, 
layer u pon !ayer. Like the urban metropolises that inspire his work, 
the artist's canvases evolve organically, leaving behind traces of 
their development. During the course of constructing a painting, 
he may change direction severa! times, making numerous adjust­
ments and revisions as he goes. Abandoned elements, along with 
earfier stages of the painting's production, such as pencil lines, are 
often left visible in the finished works, sometimes covered over 
by thin glazes of paint or partially scraped away. 

The history of modernist architecture is fundamental to Kobe's 
practice. For instance, the flowing spaces of Mies van der Rohe's 
enormously influential German Pavilion, built for the 1929 World Fair; 
are an important reference point for much of the artist's thinking, 
as is Bauhaus, De Stijl, Russian Constructivism and East Germany's 
monumental archítecture (whích has become increasingly rare 
since unifícation). Although much of Kobe's imagery is sourced from 
books, magazines and his own photographs, it is not ímportant 
to him whether one recognizes hís sources or not. (lndeed, he often 
works from memory and occaslonally from his own imagination.) 
Rather; Kobe attempts to capture an impression ofthe city as 
a site of constant flux, a place where archltectural landscapes are 
constantly evolving. lndeed, since unífícatlon, German clties such 
as the artist's native Dresden or current home of Lelpzlg have 
seen radical urban development. ln this sense, Kobe's work can also 
be considered asan ambivalent medltatlon on the dlsappearance 
of socialism's architectural utopías andan expression of apprehension 
regarding future developments. - David Trígg 

1. Untitled, 2007 
Acrylic on canvas 
5ox75 cm 
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t,.; ARTIN KOBE 

l. ~ - -20t0 
on canvas 

l:201. cm 
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JUTTA KOETHER 

Since the early 1980s, Jutta Koether has been challenging clichés 
of'German Painting', deconstructing it in myriad ways and making 
us think back to the old days ofthe Cologne art scene and Martin 
Kippenberger; Albert Oehlen and Michael Krebber. This neo-Expres­
sionist background, which often worked against the conventlons 
ofpainting, has been extended by Koether to the point offorming 
a significant artistic corpus. 

Having beco me established as a painter in New York in the early 
1990s, she exploits and interfaces with other media, such as per­
formance and music: canvases become a channel through which 
to articulate literary, theoretical and musical interests, shaking 
them up in a sort of expanded new gen re. For Koether; painting is a 
medium rather than an end in itself, though on sorne occasions it is 
the origin of the performance and on others is just the residue from 
it. What identifies Koether's approach is both a reassessment of 
the artistic discipline in combination with performance and music, 
and art's intersection with the dandiest authors, feminist politics, 
experimental existentialists and American rock and roll. In this way, 
painting can work as a critical and staged instrument towards the 
theatrical, demonstrated in her memorable exhibition 'Lux Interior' 
at Reena Spaulings Fine Art, New York, in 2009. 

She clearly sees painting as an opportunity to re-examine 
gender conventions without undermining the narrative and expres­
siveness ofthe medium itself, ample brushstrokes, glossy black 
lacquer and trinkets glued to canvases are just sorne features of 
her trashy, sensuous and punk materiality. But, despite the combi­
nation of media and styles - for example, painting with music 
or film - there is no attempt to create a gesamtkunstwerk. 

Art history offers an immense backdrop to Koether's practice. 
Her treatment of canonic painters such as Courbet, Man et or 
Cézanne verges on the Oedipal. For the exhibition 'Feminist 
Legacies and Potentials in Contemporary Art Practice' at MuHKA 
in Antwerp in 2007 she showed small red paintings next to two 
large black ones - a response to two paintings by Rubens. Another 
work, Hot Rod (after Poussin) (2009) presents an anaemic remake 
of Nicolas Poussin's Landscape with Pyramus and Thisbe (1651). lt 
would seem that her position as a painter involves a certain demy­
thologizing of painting as a medium historically considered primar­
íly masculine. From her appropriation, multiple questions arise. Are 
her paintings a re-interpretation of art history? In what sense do 
they presenta cannibalization of a gendered account ofthe past? 
How do they subvert the established orders and advocate a perfor­
mative theory of subjectivity? 

Koether's practice reveals itself as a revision of the canon, both 
in the history of painting and in the strategies of feminist legacies, 
proclaiming the necessity of maintaining and sharing methods with 
them in order to reinforce the dialectical continuity/discontinuity 
of history. Koether's is a post-studio stage, moving us away from 
the culturally entrenched idea of the exclusiveness of the artist's 
studio and the way it affects the psychological relations between 
the subject (the artist) and the object (the painting). The work dem­
onstrates an object-like condition with a performative conception 
of the self whereby the artist, as an author; projects herself and her 
work in an endless mirrorlike play. - Peio Aguirre 

1. INKARNAT VENUSFEST, 2008 
Acrylic on canvas 
1oox120 cm 

2. Berliner Schlüssel #12, 2010 
Acrylic on canvas 
223.5 x 162.5 cm 
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3. Demonic Options (lorge formot #1) , 
2010 
Acrylic, liquid glass, mixed media 
and accessories on 3 canvases 
145X175Cm 

1. 

2. 
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TOMASZ KOWALSKI 

Tomasz Kowalski's point of departure, whether his work takes the 
final farm of an oil-on-canvas painting, a sculpture or even a radio 
play, is rooted in the history of avant-garde painting. At his 2010 solo 
exhibition at Tim Van Laere Gallery, the young Polish artist presented 
an installation featuring a free-standing metal screen {Parawan, 
2010) whose fluid scrollwork farms the outlines of two headless 
human figures. Such non-painterly work is an expansion ofthe art­
ist's considerable body of canvas-based works, which recall such 
twentieth-century pioneers as Max Beckmann, Otto Dix and George 
Grosz, the inter-war angst having been recuperated as darkly 
anachronistic post-Glasnost ribaldry. Strych (2010), far example, 
is a purplish nocturne ofthe exterior of a house from whose upper 
windows severa! Weimar-era-like figures balance and risk self­
defenestration. Kowalski has called this snowballing of references 
from past and present 'the domino effect': indeed, once you begin 
to excavate these works, it's hard to stop. 

Kowalski's paintings may be art historical, but they are carni­
valesque and never wear their references too heavily. lndeed, he 
imbues his imagery with a Brothers Grimm quality that is truly 
expressionistic rather than ersatz or overly knowing. But although 
his works orbit around confabulated ideas suggestive of narratives, 
they deliberately stall befare reaching anything so fully defined as a 
fairytale. Far example, Chimney Sweeper (2010) {which tips a nod to 
both James En sor and the Polish outsider artist Edmund Monseil) 
is born of a vignette thought up by Kowalski concerning the layering 
of penumbra! blacks: a coal-covered chimney-sweep touches the 
pupil of his eye at night. lt sounds like the start of a strange joke, 
but of course the point here is the potentiality of imagery rather 
than its resolution. Nevertheless, Kowalski's characters are comedie: 
night-folk out having japes; figures twiddling waxed moustaches, 
ticklíng armpits and undoing shoelaces; duos clubbing together in 
acts of bawdy confusion, their tangling geometric limbs stacked 
into pleasurably obscure zigzag arrangements. 

Kowalski's works are part of a wider trend within contemporary 
painting towards an exploration of personal iconographies through 
the symbolísm of early modernism, as is evident in the divergent 
pursuits of En rico David, Silke Otto-Knapp and Andro Wekua. For 
example, the spiky graphics developed by both David and Kowalski 
is a consídered echo of avant-garde design, as instantiated by 
Dutch art magazine Wendingen (published between 1918 and 1932). 
Simílarly, the Expressionistic figuration in Wekua and Kowalski 
draws from a range offigures from Marc Chagall to the little known 
Polish neo-Expressioníst painter Andrzej Wroblewski (1927-57) and 
the Polísh Unísm movement. Another contemporary figure who 
has undoubtedly ínfluenced Kowalski's expanded installations is 
Wílhelm Sasnal, an artist who has shífted the potentiality of painting 
across media into film, vídeo and installation, while continuously 
rootíng those practices in the hístory and utilities of paintlng. 

Stranger and creepier still is Untitled (2010), a large painting of a 
prone figure that occupies only the lower slíver ofthe canvas -the 
remainíng eighty percent beíng left ominously blank. Lying in bed, 
the figure might be at death's door but looks on closer inspection 
more líke an lnsomníac. A series of accompanying gouache-on­
paper works shows a parallel nightmare/bedtlme scenario, wíth 
more windows open and strange men breakíng in. These scenes of 
íntrusíon are an orchestrated theatre of palntlng that is ali the more 
powerful far being unresolved. - Colin Perry 

1. How to pass by 
tightrope wofker, 2010 
Oíl on canvas 
55X32 cm 
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2. Strych, 2010 
Oíl on canvas 
22ox12ocm 

3. Reheorsof, 2010 
Oíl on canvas 
55x32 cm 

1. 
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MAKIKO KUDO 

Makiko Kudo's paintings are sleepy adventures in absorption. She 
not only depicts this absorption figuratively - in paintings of peo ple 
hiding, sitting, lying or otherwise immersed in lush landscapes - but 
also invokes it formally through her deployment of luxuriant colour 
across large canvases, and through her deep engagement with the 
history of (predominantly Western) art. 

In most cultures, fantasy and escape are seen as being com­
mensurable with the avoidance of reality and abdication of 
responsibility. In late twentieth-century Japan however; where rigid 
societal structures and a beleaguered economy left many young 
people feeling trapped and without options, escapism assumed 
the status of something akin to political resistance. To become 
unapologetically engrossed in alternative, fictional realities such 
as mongo comics or computer games amounted to a direct 
refusal ofthe confined, unimaginative worldview ofthe preceding 
generation. lt is important to bear this context in mind when 
exploring Kudo's art, in case her whimsical dream worlds appear 
to Western eyes jejune or trivial. lfthe long-legged and wide-eyed 
girls who populate her paintings are assumed to be avatars for the 
artist herself, then the places to which they retreat are serious -
and very real. Kudo's choice to regress into a child's body can be 
seen as reflecting her generation's anxieties about the constraints 
of adulthood - about the assumption of responsibility or autonomy, 
about mature sexuality and interpersonal relationships, and about 
social convention. 

In paintings such as unu-unu (2008) and insomnio (2010), Kudo 
shows figures accompanied by an animal - part pet and part spirit 
guide. The tamed otherness ofthe natural world is, apparently, 
preferable to the untameable strangeness of humanity. When 
multiple figures inhabit the same space - as in Water Vein (2009) or 
Untitled (2008) - their interactions remain ambivalent, even (in the 
case ofthe latter) somewhat threatening. Kudo's characters are 
much more comfortable when alone, surrounded by thriving, multi­
hued plants and flowers. As if in a dream, no logical distinction is 
drawn between wilderness and cultivation; tangles of foliage that 
evoke the thíck chaos ofthe jungle cohabít wíth pansies, water 
lílíes and cactí. These are not endless open landscapes, however; 
Kudo is apt to end her depicted spaces abruptly beneath the upper 
edge ofthe canvas, as íf indicatíng the edge ofthe garden or the 
back of the stage. 

lndeed, despite its ímaginative transgression of boundaries and 
límítatíons, Kudo's art ímplícitly and explícitly acknowledges the 
many forms that those edges míght take. Aside from the physical 
dímensíons of spatíal borders, evocatively liminal states between 
day and níght, vísibilíty and ínvisibility, and realíty and fantasy 
are recurríng tropes in her work. Her distinctly Japanese anime 
figures also seem to be trespassing into landscapes depicted as 
fírst imagíned by Western painters - from Henri Rousseau and 
Claude Monet toJohn Everett Míllais, David Hockney and Henri 
Matisse. The haJf-pleasurable lonelíness evoked in Kudo's palnt­
íngs míght be ínterpreted as the cost of freedom: the sen se of 
beíng adríft, as separata from one's own culture as from a forelgn 
one. - Jonothon Gríffín 

1. unu-unu. 2008 
Oil on canvas 
73X73 cm 

2. Green Unlform. 2008 
Oiloncanvas 
227x182 cm 
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3. Wator Veln. 2009 
Oiloncanvas 
260X194Cm 
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STEFAN KÜRTEN 

Stefan Kürten's precise renditions of semi-urban environments 
mssect the links between painting and decoration, illusionistic 
space and picture plan e. Spe/lbound (2007) depicts a large modernist 
house. spread over two wings - clear-cut geometrical volumes of 
concrete. wood and glass. The design is familiar. it's one ofthose 
mock Frank Uoyd Wright pieces of architecture that have beco me 
so common in tasteful wealthy suburbs throughout the Western 
world. Spellbound could be set in Kürten's native Germany as easily 
as in America or France. lt's a fine example ofthe residence-turned­
private-castle favoured by the international rich - an enclave 
aDowing its owners to withdraw from reality. 

Ofthese owners, though, there's no trace. As in almost all of 
Kürten's work, the place is devoid of human presence. lt feels 
isolated to the point of oppression. The house appears to exist in 
and for itself- abandoned, awaiting its decay. The luxuriant, out-of­
control vegetation seems at first to confirm this impression, but a 
closer look reveals that the wild foliage doesn't o bey the standard 
rules of spatial organization. Weeds and shrubs hover at roof level; 
they appear to have been added to the painting's surface like 
specimens in a herbarium, or the motifs of an unruly pattern. 

Kürten recurrently inserts patterns into realistic pictures, a 
device that highlights uneasy equivalences: the use offine art 
as the ultimate decoration in the opulent houses he depicts, for 
example, or the affinities existing between artists and craftsmen. 
In Block Hale Sun (Horizontal) (2006-07) the whole image, picturing 
a banal homestead, is covered with filigreed geometrical flower 
motifs. The house is seen as through a very thin meshrebiyo - the 
viewer is a voyeur. Perhaps most importantly, this ornate grid 
materializes the picture plane. Kürten presents elaborate represen­
tatíons in the Renaissance traditíon of painting as 'a window on the 
worfcf while at the same time unveíling their constructed nature. 

This duality is particularfy visible in Kürten's recent works. In 
Supernotural (2010) a quiet pathway is dappled with turquoise 
patches. These visual disturbances at once enhance the narrative 
and gíve a magical quality to the scene - they could be an army 
of syfvan fairies on a reconnaissance mission - but they also 
unsettle the representation and thus undermine its narrative power. 
Tronquí/ízer (2010) equally pertains toan idea of the paranormal. 
The golden figures of wild animals are superimposed onto a black 
and whíte depiction of a forest cabin. They float from earth to sky, 
defying gravity lif,.e long-forgotten spirits - ones that subtly remind 
the viewer of the artist's intervention. 

In Power, Corruptlon ond Lles (2009) a large white habltatlon 
(rendered aJI the more siníster by the piece's títle) stands behlnd 
a ta.JI lron gate. In the foreground a lattice-líke arrangement echoes 
the porta.fo etructure, but it is unclear whether lt belongs to the 
represented ecene or not. lt could be an unexpected pleca of 
modcrnlst publíc ecu1pture stuck on the pavement, but lt Is more 
lil-'.ely to be a puret>¡ abstract addition to the composltlon. Llkewise, 
In Borders (2008) onc of the clouds bloeds onto the house's roof, 
rcmínding the 1/lower that ali pictorlal illuslon Is flrst and foremost 
an arrangement of palnt on canvae. Kürten's mundana scenes are 
saturated with this inncr and lrreeolvable tenslon . • Col/ne M/1//ard 

1. Spel/bound, 2007 
0 11 and pigmented gesso on canvas 
190 X270Cm 

2. Bosement, 2008 
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Oil and pigmented gesso on linen 
19o x 145 cm 

3. Block Ho/o Sun /Hor/zonto//, 2000- 07 
Ollon canvo.e 
145x 190 cm 

1. 
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STEFAN KÜRTEN 

4. 

4. Tranquifizer, 2010 
Oil on linen 
145x19ocm 
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5. Supernatura/, 2010 
Oilon linen 
190X145Cm 
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LI DAFANG 

When not painting, Li Dafang is a wanderer, driving or roaming 
aimlessly around the city and beyond - an experience that he 
finds absorbing and stimulating. These sorties greatly influence 
his relationship with his surroundings and society at large, as well 
as informing the themes and content of his canvases. Hls photo­
realistic paintings bear witness to his exposure to different facets 
of suburban and urban life in various stages of development (or 
underdevelopment) and portray them In panoramlc vlews. These 
depictions, meticulous and exhaustiva In detall and short In depth 
offield, give a compelling sen se of orderliness and formallty to 
common sites and scenes of no particular dlstlnctlon, lmportance 
or order. lt's no coincidence that certaln geometrlcal shapes, 
columns, piles of tu bes and symmetrlcal plne traes are always 
present in the midst ofthe debris and disarray he portrays, and 
that he often chooses to present his paintlngs on top of wooden 
podiums, chests of drawers and staircases, betraying hls desire for 
stability and steadiness, a sentiment prevalent In our uncertaln and 
turbulent present. 

In his paintings from 2004 to 2008, Li focused on places in ruins: 
deserted and obsolete factories, bulldozed sites of demolition, 
transitory places on the outskirts of cities where scattered low­
rises and basic housing meet with the wildness of nature - bushes, 
trees, overgrown grass, rubble and dirt. These unnamed places, 
left behind by the fast pace of modernization and urbanization, 
carry with them the memory of human existence and are yet to be 
rediscovered and redeveloped into something useful or meaningful 
in contemporary life. They represent both in-between sites and 
precarious states of being. 

Li's fascination with literature, drama and the cinematic style 
of Alfred Hitchcock has prompted him to offer visual clues which, 
however; lead to no particular sequence of events or narrative. 
The random strokes of bright colours, the objects and structures, 
relationships between people, and between people and locations, 
that he creates in these settings appear so blatantly out of place 
that they inevitably cause speculation and suspense. Although his 
paintings since 2010 have turned more to cities, depicting a street, 
an unexceptional roadside, a busy intersection ora group of lit-up 
office buildings at night in Beijing, his characteristic approach 
continues, offering an intense sen se of absurdity within scenes 
that even in reality are already absurdly incongruous. 

What these images revea!, perhaps regardless of Li's intentlons, 
is his own longing for; and conflicting thoughts about, creating 
an orderly present. His accomplished and obsessive technique 
is strangely at odds with the chaos depicted in his works. Their 
titles often suggest a narrative but remain oblique. For example, 
in The Fourth Younger Bro's Litt/e Sister (2009) a small man stands 
in the midst of a wasteland with his head turned away from us, 
looking towards a wood. While any further clues to the story 
are unlikely to be forthcoming, Li forces us into the middle of his 
narratives through his compelling evocation of the dramatic 
and the mundane in the rapidly changing landscape of contempo­
rary China. - Coro/ Yinghuo Lu 

1. Fumin Brand Dried Noodles, 2009 
Oil on canvas 
165x130 cm 

2. Smoll Go/den lmp/ement. 2008 
OII on canvas. painted wood 
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2 panels. each 3oo x150 cm 
Cabinet 100 x 300 x 40 cm 

3. Threoten. 2007 
Oil on canvas 
19o x400 cm 

4. Xioo Yoo. 2010 
Oil on canvas 
19o x310cm 
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ll SHURUI 

One ofthe youngest Chinese painters to enjoyan international 
career. U Shurui has her airbrush firmly on the aura ofthe current 
zeitgeist in her country: her expansive canvases are to the nation's 
t\...enty-first-century, boom-and-bust, design-accoutred and tech­
nology-rich culture what psychedelia was to pockets of Western art 
that flourished in the 1960s. Made in a style signifying a generation 
set on determining its own identity and independent existence, and 
springing from immediate visual/emotive stimuli, her compositions 
speak. ofintoxication, illusion anda form of delirious escapism. 

U is obsessed with light in its most elementary visual forms, 
whether electric bulb, neon strip or light-emitting diode. A first 
series ofphotographs, Untitled No.1 (2004), saw her pointing a 
camera lens at the most potent of ali light sources, the sun, as 
it danced on an urban horizon, bursting out from behind buildings, 
onfy to be extinguished again behind others. The brilliance of 
such explosions was first transposed to canvas in a series titled 
Explosive in 2005. As literal recreations of big bangs and fissions 
oflight in painted form, this series laid the groundwork for her 
future field of exploration. 

From that point on, Li's style evolved with the same mesmeris­
ing qualities as a lava lamp but with a richer; more generous palette 
ofhues. Simply entitled Lights, her next expansive series, ongoing 
since 2006, bends a skilfully wielded airbrush around the colour 
spectrum in circular pools of pigment arranged on canvas with 
an almost automated precision. Through successive transitions 
between areas of light and dark and varying degrees of saturation 
and diffusion, the finished product achieves a seductive yet pure 
visual experience. At its best, the style is intoxicating, going beyond 
an apparent delight in flirting with surface decoration. Yet, as Li 
would have it, one person's vacuous image is another's mind­
bending experience, and while her work is less about painting 
per se than image-making, she works on a scale that ensures the 
canvases have a commanding and striking presence. Where the 
picture plane extends beyond the field ofvision, an encounter with 
her work becomes all-engulfing, like standing in a room full of Dan 
Aavín's works observed through half-cfosed eyes. 

As a young artist, Li brings the tireless energy of youth to her 
experiments, which also, on occasion, take the act of painting 
beyond the two-dimensional picture plane. In three-dimensions, 
the paínted structures have a more definite optical-illusory feel: 
less lava lamp and more Bridget Riley, although in working with light 
U aJ<11~¡s begins from life rather than from ínvented optical illusion: 
vízuaJ fanuw¡ is the result of her work and not its modus operandí. 
And while rnakíng reference to obvíous counterparts in Western 
art hístory, LYs work remaíns attuned to the visual nuances of art 
wíthin her cwm specifíc cultural framework - in particular; lmmedlate 
ínfluences such as the 'pfastíc realism' of painter Chen Wenbo 
(in whose studío U began her carear) and his fasclnation with the 
expfosion of night culture in China, the dazzling underworld of 
clubs and chemlcally enhanced evenlngs. Thus it was in becoming 

conscious of darY.ness that LI Shurui found the light. - Karen Smlth 

1. ligh ts No. 100. 2009 
Acrylic on canvas 
21o x21ocm 

2. lights No. 78, 2008 
Acrylic on canvas 
14o x140 cm 
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3. Lights No. 05. 2009 
Acrylic on cnnvaa 
21o x210 c m 
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LI SONGSONG 

In 2006 Leng Lin, Director ofthe gallery Pace Beijing, made an 
insightful comment regarding Li Songsong's practice. For such an 
artist, Leng contended, the term 'contemporary' cannot merely 
be read as a signifier ofthe present, oras an indication oftime. lt 
must rather be understood as a form of critica! distance, keeping 
contemporary time and its objects from that which has passed. 

Seeking to mediate monumental, traumatic and banal moments 
from China's history, Li works with source photographs and, less 
frequently, film and television stills gleaned from the arsenals of 
Chinese entertainment and news media. His oeuvre is colonized 
by photographic memories: portraits of Kamikaze pilots from 
the Second World War in Six Men (2008), a pilot from the mainland 
who has defected to Taiwan in Peach Garden (2008) and, in Pub/ic 
Enemy (2008), a portrait of Yang Jia, a civilian convicted and sen­
tenced to death for murdering numerous policemen with a knife 
after being incarcerated and tortured for stealing a bicycle (Yang's 
portrait is juxtaposed with what we assume to be his poli ce inter­
rogation). In Li's practice the documentary photograph catalyzes 
historical time, infusing contemporaneity with spectres ofthe past 
and vice versa. 

Li seeks to create a critica! distance between the viewer and 
the historical referent through a number of strategies. The colour 
palette of his paintings predominantly comprises black, grey and 
white, with infrequent interruptions of cool shades ofyellow, pink 
and green, mirroring both the monochromatic colour scheme of 
analytic Cubism practised by Braque and Picasso and its mysterious, 
cerebral aesthetic. Through this prism, our gaze towards history 
is one of slow scrutiny. We are indeed prompted to look closely 
and carefully, but sometimes to no avail. Li's loase brushwork 
more often than not abstracts his subject's physiognomic details. 
Further, the paintings come without captions and at best with 
ambiguous titles; we are left in an indeterminate position, closer to 
but still distant from historical knowledge. This condition is further 
exacerbated: Li tears his photographic sources into pieces prior 
to commencing the painting process. As a result, he paints from 
shards, forming an aesthetic offragmentation, a view ofhistory 
in ruins. Finally, he uses impasto - so much so that he considers 
his paintings to be 'painting on painting' rather than painting 
on canvas - infusing his works with a distinctive murkiness. These 
techniques diminish our clarity of vision, prompting us to assess 
connections between looking, knowing and remembrance. 

lt's no surprise that Licites Gerhard Richter as a key influence: 
his paintings particularly recall Richter's October 18, 1977 (1988), 
which embodies its own impenetrable vision of history. lt's also 
worth noting that Li's use of mass-media clippings of traumatic but 
ultimately fleeting memories, as seen in Pub/ic Enemy, evokes Andy 
Warhol's Oeath and Oisasters series (1963), which, with its presen­
tation of everyday tragedies sourced from the mass media, elicits 
what Hal Foster has called sustained 'mass witnessing'. When in 
1927 Siegfried Kracauer lamented that the news media's excessive 
dissemination of photography turns history into momentary spec­
tacle, thus eroding historical memory, he could not have prophesied 
that generations of artists, Warhol, Richter and Li included, would 
humbly wor~ against this storm, slowing down and recalibrating the 
news medias surplus into the archives of art history. _ Veronica Te/fo 

1. Chinese Mili tory Mission at 
the SAAB AB Foctory, 2009 
Oil on canvas 
210x210 cm 

2. Beost, 2010 
Oíl on canvas 
2 part s, each 210 x 210 cm 
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3. Six Men, 2008 
Oíl on canvas 
16ox28ocm 

4. Public Enemy, 2008 
Oíl on canvas 
2parts 

210 x 210 cm and 150 x 280 cm 
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LIANG YUANWEI 

Although Uang Yuanwei's practice is not limited to the canvas, 
she has made a name for herselfwith gorgeous paintings that mix 
the visual appeal oftapestries with the conceptual inclinations 
of American Minimalism. The Beijing artist was trained as a graphic 
designer and now works across media, including installation, 
photography and found objects. There is both self-discipline and 
wit at the foundation of her practice, evident since her early works, 
such as umustbestrong (2004), in which she u sed a typewriter to 
type the title onto the length of an entire roll of two-ply toilet paper. 

Uang is both protagonist and antagonist in the complex personal 
world she plays out on the canvas. In her first significant painting 
series, Pieces ofLife (2008), what looks at first glance to be a 
conventional approach to feminine beauty becomes more complex 
as one nears the canvas, where her rigorous painterly approach to 
self-cultivation and strict explorations ofform come into focus. She 
reproduced twelve different patterns, including palm trees, flowers 
and geometric designs, on uniformly sized canvases. Each one 
has a field of colour with top-down gradient, changing the light and 
effecting a subtle three-dimensional depth. The motif is 'cut' into 
the thick field of paint, creating a negative space that is then filled 
in with colour. 

Each canvas is completed in horizontal strips using a meticulous 
process requiring time-management, focus and control. Once 
begun, the painting cannot be abandoned until the strip is completed, 
which is often an eight-hour process or more, depending on the 
size ofthe canvas. One slip ofthe hand can lay ruin to many hours, 
days or weeks of work. 

Liang is uninterested in representation or semiotics. Perception 
is vía a flurry of delicate strokes on the canvas that manifest time's 
accumulation and the personal, even spiritual, experiences ofthe 
painter. While the formula might be simple, this extreme articulation 
ofform exerts a strong sense of empathy in viewers. 

As her painting has evolved, Liang has simplified her vocabulary 
to the single motif of an unassuming flower; and her brushwork 
has become less restrained. Her paintings have grown to challeng­
ingly large sizes and are sometimes presented as pairs, with two 
contrasting fields of colour and with gradations of light progressing 
in opposite directions. These large canvases are contrasted with 
much smaller studies that surround them. The subtle or undisguised 
contrast between large and small works, between the uniformity 
dictated by her painting and the slight variations of hand, or the 
beauty of the finished canvas and the oppression of her working 
procedure, adds a contradiction and complexity to her work that 
has led art critic and gallerist Leng Un to praise her work as asserting 
a new 'cultural confidence' in Chinese art. 

Liang's most recent works continue to explore form, expanding 
on her vocabulary of visual vernacular; which includes household 
objects, folding tables, telephones, shoes and clocks. Beyond the 
analytical abílíties demonstrated in these works, it is clear that 
her painting is endowed with temporal qualities that captivate far 
beyond their superficial elegance. - Lee Ambrozy 

1. Piece of Life 01s, 2008 
Oil on linen 
28x24cm 

2. Piece of life 06s, 2008 
Oil on linen 
28x24 cm 
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3. Piece of L/fe 13, 2008 
Oíl on linen 
162X130Cm 
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LIU XIAODONG 

Uu Xiaodong paints peo ple caught in a moment of distraction, 
time frozen ata point of significant insignificance. When these 
characteristics combine, his paintings convey the emotive power 
of people reaching beyond the confines ofthe canvas, their stories 
reverberating in the ripples oftime. 

Liu used to rely heavily on photographs to record scenes and 
images that were later rearranged befare metamorphosing into 
pa.intings. From around 2004, however; this approach moved 
towards a new methodology that he continues to employ today. 
Ouring the last phase of his epic Three Gorges series of paintings, 
he decided to be gin painting in situ. The experience of his visits 
to the sublime Three Gorges Dam was so powerful that he wished 
to capture it, to reclaim the lost pleasure of painting the fleeting 
moment. He found a parallel between the exertion of his own 
labour involved in creating a large-scale painting on site and the 
magnitude oflabour devoted to the construction ofthe dam. His 
own strenuous involvement opened him up to the world he wished 
to depict. This method freed him from the sobering detachment of 
mechanical means of recording. lt also required him to race against 
the sunlight, because, for him, oil painting needs natural light. 
Painting on site put him on the edge of emergency. 

Liu plants himself among the people he wants to paint, soaking 
up the environment, drenching himself in a microcosm of nuanced 
interpersonal dynamics and ambivalent social relations. Once 
among them, he is able to pickup unspoken intent, which is often 
sensed outside the visual frame. He could smell the aroma of lamb 
roasted with cumin seeds permeating the small restaurant where 
he spent many days painting H's Family (2009). He could feel the 
heat of the blistering sun and the cool of the afternoon breeze 
blowing through the church hall felt by the peo ple he painted in 
Z's Family (2009). He had first-hand access to these emotions and 
sensations, essential ingredients ofthe moment. Painting on site 
plunges him into the thick of immediacy. 

Uu does not work with conceptual ideas that can be appreciated 
from a distan ce. He dives into the bath of humanity to gauge its 
temperature. His brushwork is often cursive yet powerful, his visual 
language often leisurely yet precise. Entering the world he depicts, 
he absorbs its nexus of relations and emotions, then materializes 
íts spirít at the moment of execution with astonishing precision. 

In the paínting Z's Family, four generations gather together in 
a church hall. They are a perfectly normal family with a grandfather 
de1!Cribed by Uu as 'glowíng with bliss'. A smashed watermelon 
on the floor; however; can perhaps be interpretad asan omínous 
indicatlon of a suppressed ríft. The visual images seem both medi­
ated and natural. The donkey standing among them wíth pricked 
ears v,as borrowed from someone in the town through a chain of 
connectíonz; its presence was at the artlst's request. 

Lit.e an anthropologíst, Liu palnts asan observer. But he flnds 
himself caught in a web of actlons and lnteractlons, assoclatlon 
and dissociatíon. Although he rarely deplcts hlmself In hls canvases, 
he often anudes to hla preaence through the gaze of the peo ple 
depicted. In this way he hlmsolf be comes enmeshed In the web 
of humanity that he sets out to delinoato. - Yuehplng Yen 

1. Qiqi, 2007 
Oil on canvas 
2oo x2oocm 

2. Xiao Dou Hanging Out 
et the Pool Hall. 2010 
Oil on canvas 
150 X140Cm 
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3. Jlncheng Alrpor t, 
2010 
Oíl on canvae 
300 X400Cm 

4. H's Fomily, 2009 
Oíl on canvas 
29o x260 cm 

5. z·o Farnlly, 2000 
011 on convoo 
2gox260 cm 
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MARCIN MACIEJOWSKI 

Marcin Maciejowski is one of Poland's best-known young contem­
porary painters. He carne to prominence internationally after he and 
his friends from the technical university in Krakow formed a group 
known as Grupa Ladnie. Wilhelm Sasnal and Rafal Bujnowski were 
fellow students, Marek Firek was their drawing teacher and Josef 
Tomczyk their model. Although the Ladnie group Is now known for 
pioneering oil painting ata time when many young contemporary 
artists were making forays into new media, lt was orlglnally estab­
lished as a means to initiate artistic actlons. The group held Uve 
music sessions where they painted on walls, threw crazy partles 
and, as Maciejowski comments, 'used joking and trivlallty lnstond 
of imitating pompous school teaching' to achieve an honesty In 
relation to painting that many have argued not only stimulated the 
arts throughout Poland but also helped to bring about a new focus 
on painting that raised its profile on the international contemporary 
scene to a level not experienced for decades. 

Maciejowski's paintings reflect everyday life. Almost anything 
can find its way into them: photographs from bars and parties, 
archiva! source material from newspapers and magazines, images 
from television and press photographs of defendants in famous 
court cases. Formally these works appear to question the boundaries 
between the mediums ofphotography, film and painting- often 
aping bleached-out, overexposed photographs or bad photocopies 
with overly heightened colour. The artist is a skilled colourist, 
comfortable with both vibrant hues and monochrome, yet his easy 
way of working and the subject matter he chooses suggest that he 
is more concerned with people's behaviour than with mastering a 
painterly technique. He appears to be attempting to chronicle ali 
of life, rather than worrying about conforming to the pretensions 
ofso-called 'fine painting'. 

Often, the subjects of Maciejowski's works are missing their 
faces. This deliberate decision to leave his protagonists character­
less evokes both an uncanny sense in the viewer and allows us to 
project freely onto the scenes that he conveys. Removing features 
from faces also distances the artist from the accusation that his 
works are documentaries. Certainly there is a documentary angle 
to his paintings (such as when he questions the glorification of 
certain art or film stars), but there is a stronger sense that he is 
trying to understand why peo ple react in the way they do to certain 
situations; it's about what might lie behind an event, rather than the 
specifics ofthe moment itself. 

Recently Maciejowski has become increasingly intrigued by 
the social environment of the art world, comparing contemporary 
Polish society with the bohemian world of late nineteenth-century 
France. The subjects ofthese paintings are drawn from his own 
observations in Krakow's art world and from Polish art-history 
books and photographs. In style the works remain simplified, 
comic-book images, cleaned of excess, fussiness or detritus that 
may detract from the questions that the often stark scenarios 
beg of the viewer. Maciejowski may have once commented that 
his paintings 'concern values that cannot be closed within specific 
time frames', but as he also explained, 'I am rooted in the here and 
now. 1 comment on our times, customs, val u es and the culture of 
the twentieth and twenty-first century.' The artist is aJready known 
as a chronicler of his age, and one feels that, looking back through 
time, his works will be come increasingly poignant. -Jane Neo/ 

1. Town (Lidko} , 2008 
Oil on canvas 
36x 30 cm 

2. V/P / to X//, 2008 
Oil on canvas 
10 parts, each 110 x So cm 
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3. Grupo Lodnie. Oswiecim. 1999, 2007 
Oil on canvas · 
13o x160 cm 
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TALA MADANI 

A balding man of considerable girth stands with his back to view. 
A stream of piss and vomit emerges from his broad flank onto the 
chalkboard before him, splotching traces ofthe previous day's 
lessons. In another scene, a man hovers overa second man lying 
asleep on a bed. Smiling maliciously, the standing man has a knife 
and fork in hand, as if he is about to eat his slumbering friend for 
lunch. And, in one more scene, a fellow is seated in an incongruously 
baroque chair. He sprays stripes from a paint can onto three of his 
compatriots. lt appears as prison bars, a collection ofterrifying 
vertical fines. 

In these and other scenarios captured in Tala Madani's distinc­
tive paintings and stop-motion animations, something will inevita­
bly be off-kilter; if not darkly outlandish. Men - and her subjects are 
almost exclusively male - morph into sumptuous cherries ready 
to be picked and, ultimately, eaten. Erect, brightly lit candlesticks 
re place a pair of eyes. A group (again, of men) hovers in the sky like 
itinerant balloons. At least one ofthem has popped. 

Mostly amusing, these mini-narratives - marked by very lush, 
abundant, impressionistic brushstrokes - are also sinister; craven, 
crazed. Madani's characters are often too hairy, too unserious and 
oversexed. Likewise, life, as presented in this kooky ribald universe, 
is too brutish, too mean, too abbreviated. People are bloated with 
ignorance and lethargy. They unravel in every direction, like objects 
out of control. And while Madani's work mines the language of 
absurdity, it is also steeped in that of ambiguity. Her portraits are 
many things at once: humorous and sinister; realistic and impos­
sible, shallow and profoundly existential. lt is as ifher subjects are 
both architects and victims ofthe ~orlds they inhabit. 

One is led to wonder why she takes men as her favoured sub­
ject - mainly hirsute men ofvaguely Middle Eastern provenance. 
Is this a statement about gender; the moral and spiritual depravity 
of men? Or is ita comment on culture and the exotic buffoonery 
we tend to associate with the East? Try again, for there is some­
thing interestingly generic about these figures. They are the stuff 
from which the world around us is constructed - or at least the 
wor1d according to the artist - and in that way they are everyone 
and no one at once. 

In her most recent series, Píctograms, Madani extends her 
deconstructivist instincts by taking language as her subject. 
Roman letters appear throughout. Staring out atusas ifthey are 
charts in an eye exam, they are rendered fluorescent, off-balance, 
aJmost teeming with energy. At times in the series she returns to 
the tríed and true male form, bending or stretching him sideways 
until he hímself looks like a letter drawn from the alphabet. Like the 
male bodies she depícts, these letters, the basic buíldin~ blocks 
of the language we use, are stripped of everythíng. Executed in 
Madaní's trademark brushstrokes, they gleam and glow naked 
before us ín ali theír awkward glory. - Negar Azimi 

1. Ponties, 2008 
Oilonwood 
40X30.5Cm 

2. Hongmon Lesson, 2008 
Oilonwood 
40X30.5Cm 
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3. Spraying Stripes, 2008 
Oilonlinen 
60.5X70Cm 
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2. 



199 



NALINI MALANI 

Round and round they go, like a magic lantern display from years 
gone by. Roating past usare a woman wielding pots, a skeletal dog, 
a dancing doll, a hand that seems to open and close ('speaking' 
in sign-language?) and schools offish, their feathery fins brushing 
against walls. These wispy, phantasmagoric shapes swirl as a 
woman's voice chants and moans. 

This is Remembering Mad Meg (2010-11), Bombay-based Nalini 
Malani's 'video/shadow play' that re-interprets Pieter Bruegel the 
Elder's painting Mad Meg (1562), about the peasant woman who 
raids hell. In Malani's version, paintings on rotating Lexan cylinders 
cast shifting shadows. They mingle with video animations and red, 
purple and gold lights to transform gallery walls into sites of eerie 
bedlam. Are the sinister spectres metaphors for society's ills? 

Malani has been stretching the boundaries of painting for sorne 
time. While early works leaned heavily on the side ofthe materially 
disenfranchized, especially women, they were straightforwardly 
figurative. 'I paint, therefore I am,' says Malani. Nonetheless, in 
the 1990s her drawing and painting began to overlap with theatre, 
performance, video and installation art, and her paintings became 
multi-layered. In Remembering Mad Meg, fish adopt the stark, fluid 
lines of nineteenth-century Kalighat temple paintings, skeletal 
forms recall surgical drawings, and the little, crippled girl-doll could 
have walked out of a children's book illustration. 

1992 saw the demolition of Babri Masjid, a sixteenth-century 
mosque in Ayodhya, by the Hindu right, which led to sectarian 
violence in Bombay, Gujarat and Delhi. A few painters of Malani's 
generation - like Vivan Sundaram, Navjot Altaf and Rummana 
Hussain - turned to video, installation and performance to fight 
fundamentalism. In Remembering Mad Meg, images seem to jump 
out of their frames in protest. 

Yet Malani's paintings are not gloomy: women finally get to tell 
their side ofthe story. Radha, the consort ofthe flirtatious blue 
god Krishna, Sita from the Hindu epic The Ramayana, Medea the 
ancient Greek sorceress, and Lewis Carroll's child-woman Alice 
are key protagonists. Sometimes in Malani's renditions symbols 
of intrepid womanhood are indistinguishable from each other. The 
pollen-yellow painting Cassandra (2009) contains a tiny woman 
standing on a pedestal. Luminous blue light emanates from her 
hands while two children prance next to her. Looking closely, we 
see that the 'pedestal' is actually a weaving machine. Is the figure 
Cassandra, the Trojan prophetess of doom, ora fe mal e bemoaning 
the demise of Bombay's now defunct textile milis, or is it the 
resílient Sita, posing with her twin sons Luv and Kush? In Malani's 
most seductive work, identities are amorphous and thresholds 
porous. In the gílt-edged artist's book Listeníng To The Shades 
(2008) a sad-eyed man is connected by a line (a chain oran umbilical 
cord?) to a pulpy mass of brains. Ali three forms are a runny reddish­
brown, seemíng to ffow into each other. Perhaps their resemblance 
to blood underscores what links us all: like that life-giving fluid, 
the watery paínt seeps through boundaries, blurring the frontiers 
between the self and its other. - Zehra Jumobhoy 

1. Mappíngs 11. 2007 
Acrylic, ink and enamel reverse­
painting on acrylic sheet 
183X91Cm 

2. Broken 11, 2009 
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Acrylic, ink and enamel reverse­
painting on acrylíc sheet 
Q)152cm 

3. Listen l. 2009 
Acrylíc, ínk and enamel reverse­
paíntíng on acrylíc sheet 
0122cm 

4. Rememberíng Mod Meg, 2010-11 
3-channel anímated vídeo, 7 rotating 
reverse-paínted Lexan cylínders 
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VICTOR MAN 

Victor Man is at oncean artlst andan lmplsh editor. Frequently 
offset by photographic and sculptural elements, hls palntlng practico 
involves selecting pre-exlstlng photographlc lmages, bleaching or 
darkening their colours, prlvlleglng certaln detalls, cropplng out the 
back story and leaving us with a freestanding palnted scene that 
consciously courts enigma. His paintlng mlght be sean as a quletly 
alchemical process operatlng on a llmltless lndex of sllght scenarlos. 
Aspen (2009), for example, is little more than a palr of hands, an 
exploding puff of smoke between them - presumably a hand-
ful of white powder thrown in the air, though one mlght thlnk 
of a magic act- and, in the comer, a patch of harlequln patternlng. 
lnterpretation here becomes a negotlatlon of discontinuities: 
the ambivalence ofthe act, the welght given to it by palnting, the 
geographically specific title. But as meaning ramifies inexorably 
and chaotically into pure speculation, Man's art performs a kind 
of resistan ce to the narrative impulse, to the idea of ascertainable 
knowledge itself. 

He exacerbates this process by placing disparate images in 
conjunction and skewing the grouping further through elliptically 
precise titles: A trace that makes in advance the present by its 

'absence' (2006), say, for a painting of a man clambering overa wall 
anda grainy photograph of a picture ofthe Virgin Mary. An appellation 
like this suggests that Man is well aware ofthe games his art plays 
with reception - and wants us to know it. No wonder; then, that his 
imagery itselffrequently gestures towards the performative. The 
painting Untitled (2006) is a tenebrous freezing of a scene from a 
stage performance, at once menacing and ridiculous, in which one 
figure dressed as an animal is held at gunpoint by others; Grand 
Practice (2009) depicts a figure dressed in a mournful horse's head 
bent over in the middle of sorne ambiguous action. Paint, body 
language and the resolute gloominess ofthis scene conspire to 
blur the lines between human and animal, theatrics and authentlcity. 
We can sense wires being tugged here, yet still we're pulled in. 

In Composition with Pagan Statue (2010) Man juxtaposes a 
black painting concealing geometric/architectural aspects, a print 
ofwhat looks like a distressed spacecraft (accessorized with a 
feather anda length ofwire) anda found obsidian sculpture nestled 
in a cat-food can. Privileging an ominous composite tone over 
rationality, this miscellany avows the magnetic effect ofloaded 
material in the same way that Man's sexualized paintings do, such 
as the murky transaction between a man and a half-naked woman 
in the 2006 painting Leading by example, a prurient scenario that 
puts the woman's covered crotch at its centre. (As critic and curator 
Tom Morton wrote in the November 2008 issue of Frieze, 'the 
thing revealed is a thing concealed'.) lf such an image - like ali of 
Man's works - is a snippet from a larger narrative, we can't know 
what preceded or what follows it. But because we're human - and 
because ofthose darkly fulsome poetics that the painter sets in 
train - we tell ourselves stories in front of it, haif-aware that this 
is ali they are. - Martín Herbert 

1. Pagan Spoce, 2010 
Oil on linen mounted on wood 
42x33cm 

2. Grand Proctice, 2009 
Oil on linen 
171.5 x 130 cm 

3. Composition with Pagan Stotue, 2010 
Oil on linen mounted on wood 
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27X39 cm 
Statue, can, pedestal, print, 
wire, feather 
Dimensions variable 

4. St Nicho/os (virgócs}, 2010 
Oil on canvas 
50 X40 cm 

5. Aspen, 2009 
Oil on linen mounted on wood 
29 x21.5 cm 

1. 

2. 



.. 

1 

3. 



4. 

206 



MAN 
~ 



' ¡¡ 
! . 
li 
11 

i l 

I"! 
l f 
it 

i 1 
1 

1 NYOMAN MASRIADI 

1 Nyoman Masriadi was born and brought up in Bali but went to 
art school in Yogyarkarta, Java, the main art centre of Indonesia, 
where he has lived ever since. He became famous for striking paint­
ings ofboxers, body builders and grossly corpulent businessmen. 
These were made in the aftermath of the fall of President Su harto 
and his military regime but referred to the changing political situation 
only indirectly or allegorically. The style of painting was un usual: 
he used Leger-like cubistic segments to modulate both the figures 
and the surface ofthe paintings. Recent work has been more 
realistic, though clearly influenced by Manga and the graphics 
of computer games. 

Masriadi is on the one hand a commentator on lndonesian 
society- in particular on power and masculinity - but on the 
other a man in love with painting. His works seem simple but are 
in fact complicated. In most of his recent work there is still an 
emphasis on sportsmen, body builders, superheroes, politicians, 
criminal bosses - people of power. But there is a desire to make 
those figures seem simultaneously beautiful and repulsive, heroic 
and absurd. Very often their power is expressed through the 
hyper-masculinity oftheir bodies. His figures can easily slip from 
the heroic to the grotesque, however, both in their excessive 
musculature and their obsessive self display, and they can often 
appear more pathetic than menacing. The grotesque here serves 
both as a way of ridiculing the world (especially the machismo 
of lndonesian society) and of creating an animated decorative 
painting surface. 

Masriadi is himself a competitor - both in computer games, 
to which he has been periodically addicted, and as a painter. he 
is obsessed with painting things well. Concentrating on only one 
painting ata time, he works slowly; his commitment to painting 
means a concern with details and small areas. But the resulting 
perfectly smooth surface of his recent work is invariably disturbed 
by small graffiti that he adds at the very end ofthe painting process 
and which undercut the portentousness both of his figures and 
his display of painterly verisimilitude. For example, a painting of a 
shark over which he laboured for months, and which was meant as 
a painter's riposte to Damien Hirst's real shark displayed in a tank 
offormaldehyde, is augmented at the last moment with drawings, 
made with a magic marker, of a tiny figure in the shark's mouth 
anda minuscule anchor trailing from its fin. 

A concern with his own role and the role of the painter today 
means that Masriadi often paints himself both as a hero in comic 
situatíons andas a subject for self examination. But although he 
ís perhaps the most famous artist in a country that has the fourth 
largest populatíon in the world, he rarely exhibits and leads a 
reclusíve lífe. -Tony Godfrey 

1. Magina, 2009 
Acrylíc on canvas 
2oox15ocm 

2. Hisap (Suck) , 2010 
Acrylic on canvas 
2oox150 cm · 
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3. Masrladl Presents -Attack from 
Webslte, 2009 
Acrylic on canvas 
2oox3oocm 

4. Trombane, 2010 
Acrylic on canvas 
2oox300 cm 
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BIRGIT MEGERLE 

Birgit Megerle's paintings could be said to forma sort of frozen 
meeting point where the histories of photography, cinema and theatre 
overlap with that of painting. Static and muted, often rendered in 
grisaille, they depict moments of non-event that seem heavy with 
emptiness. Compositional decisions combine with a reduced 
palette to imply a nebulous idea ofthe past that feels quintessen­
tially photographic, often giving the impression of stills taken from 
the in-between moments of a Hitchcock film. 

Colour - when present - is drawn from a nostalgic palette. Even 
the garish makeup and bright strips of colour adorning Brigid Gray 
and Nadira Vio/et (both 2010) feel as much related to early avant­
garde theatre as to an electroclash aesthetic, and this historical 
ambiguity is present throughout Megerle's work. The few details 
off e red up to analysis by an image as opaque as Se/f-portrait with 
peaked cap (2008) send mixed historical messages, leaving the 
figure in a limbo not dissimilar to the essential condition ofthe 
painted or photographic image -which, unlike its perishable subjects, 
travels through time changed only by its increasing alienation from 
its context. 

A sense ofthe inaccessible, the frozen, the closed, is key here. 
Spaces within these images are often shallow and boxed off, either 
by flat areas of colour or architectural structures. These architectural 
details (often the sole subject of a painting, as in an untitled work 
from 2007) actas a blockage or screen - a shutting off of pictorial 
space - and cast both the painting's ground and surface as lids 
placed overa void. While Megerle's imagery often hints atan 
oblique narrative (she has compared the figures in her paintings 
to characters in a detective story) the underlying content here 
is a more profound emptiness or sense of detachment. 

Megerle cites as influences not only modernist architecture but 
also disguises, costume and stage design - all essentially varieties 
offacade. lt's therefore not surprising to find that how these 
objects and images perform is ofthe utmost concern to her. An 
interest in what she calls 'layering and transparencies [ ... ] in trans­
gressing the singular image' leads her to break down the autonomy 
of her paintings: she has exhibited them propped up on the floor 
like scenery flats and provided a scored piano soundtrack to 
accompany them, and the dresses that appear in Nadira Vio/et and 
Brigid Gray (made from the artist's own designs) have been worn 
by models at her openings. 

The relationship of Megerle's work to photography gains a new 
dimension here. Photographs not only function as elements of an 
archive but also mark an instant of transition from life to image, 
from movement to stillness. The artist typically takes numerous 
photographs as part ofthe process that leads to the production 
of her paintings, and, by engaging her images with the spatial and 
temporal world through the strategies mentioned above, she opens 
another transitional space where elements from her paintings can 
move back into the world, made subtly strange by their passage 
through the filters of photography and painting. - Lee Triming 

1. Brigid Gray, 2010 
Enamel, tempera and oil on canvas 
?0x6ocm 

2. Nadiro Vio/et, 2010 
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Enamel, t empera and oil on canvas 
7o x6ocm 

3. Self-portroit with peaked cap, 2008 
Oil on canvas 
182x 64 cm 

4. Lucia, 2008 
Oil on canvas 
182x 64 cm 2. 
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DIANNA MOLZAN 

Dianna Molzan favours strange, evocative, wall-mounted 'thing­
ness' over imagery. Grounded in an investigation ofthe material and 
structural ground-zeroes of painting - canvas, linen, stretcher bars, 
oil paint, brushes, palette knife - her singular painting-objects put 
sculptural questions of solidity, mass, volume, void, manual facture 
and textural pattern before surfaces. Her painting subtly processes 
abstraction through the aesthetic logic of revealing cut-outs, 
piping, pigeon droppings, 1980s wrapping paper and textiles, all­
over flecking, Gobstopper candies, chocolate cake, Memphis Group 
ceramics, midriff-baring crop-tops and dentist-office wallpaper. 
Referential specificity and abstraction interact with each other 
through an understated but brazen formal wit. 

Meticulously executed details generate surface tension where, 
for instance, one bold shape of colour ventures out around the 
comer of a three-dimensional form ora line stops absurdly short 
oftouching an edge. Balancing contained regio ns of carefully 
orchestrated chaos with hard-edged graphic punctuations, Molzan 
reduces the visual forces at play to amplify their effect. There 
are no spontaneous or casual gestures, yet each object is power­
fully human, tactile and full ofhand-crafted charm. The abrupt 
truncation, for instance, ofthe bottom portien of one Abstract 
Expressionist-style painting generates an affectionate humour, 
parodying romantic trepes ofthe genre's expressive gestures by 
cutting them off at the knees and poking fun at the fantasy ofthe 
poor starving artist who can't afford enough canvas to cover her 
stretcher. Her practice speaks as much ofthe countless private 
hours of sustained mental exertion - looking, thinking, unravelling, 
ravelling, not painting - in the studio as it does of specific physical 
ínterventions on canvas. 

Adhering to conventional rectangular dimensions, restricted 
palettes anda concentrated reduction of compositional activity, 
Molzan's practice regísters an evolving series offormal experiments 
ínventíng varíous dimensional treatments of painting's fabric sup­
port. She regularly cuts into or builds on the picture plane, revealing 
and constructing literal depths in order to form each work around 
a strange and potent interiority. Strategically sited cavities, gaps, 
protrusíons and concealed hollows give her work peculiar body. 
One surface appears bandaged together out of strips, while other 
panels are covered by an even layer oftangled, hair-like strands of 
thread. The stretcher bar's exposed skeleton becomes a crucial 
recurríng feature, its natural wood frame contributing shades of 
warmth, shíftíng from the blush of Douglas-fir to the pallor ofpoplar. 

Canvas is taken apart and reassembled into a porous, open­
weave screen while símultaneously passíng as the lattice of a 
chaíse-longue, an empty cloth cage or fishíng net. Working with 
canvas as fashíon and tailored drapery for the body - oras netting, 
·mesh, strap and even sail pulled and laced up taut like a drum over 
the frame - becomes a way to multiply evocative references as well 
as to materialize notions oftensíon and slackness. In several of her 
meticulously dressed and undressed sculpture-canvases, Molzan 
has transformed the fabric ground, removing the vertical warp 
threads and leaving the horizontal weft sagging loosely from end 
to end like a splayed hammock or evening gown whose elegance 
is tinged with punk. Her riveting objects have a quivering, immanent 
relationship to reference: seeming at moments to be the thing 
itself rather than its depiction, ali the while remaining strikingly 
unclassifiable. - Sarah Lehrer-Graiwer 

1. Untitled, 2009 
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Oil Oíl caílvas Oíl fir 
61x51 cm 

2. Untitfed, 2010 
Oil Oíl caílvas 
61x51 cm 

3. Untitfed, 2010 
Oíl Oíl canvas on fir 
139.5x91.5 cm 

1. 

2. 
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KATY MORAN 

Katy Moran's modestly sized paintings embrace both the ambitions 
ofmid-twentieth-century gestural abstraction and the sensual 
abandon of a Boucher ora Fragonard. She doesn't try to resist 
painting's loaded history; she doesn't strive to invent new methods 
at ali costs or adopt the postmodern mishmash aesthetic of a 
cynic. lnstead she revels, unabashed, in pure painterly pleasure, 
giving in to the flow of her acrylic swathes and glossy impastos. 

Like passing clouds, fleeting images often appear to surface 
in Moran's pictures - an impression reinforced by her traditional 
organization of the picture plan e. Most of her canvases are unques­
tionably abstract, but a subject is usually put to the fore, existing in 
relation to and in contrast with a less prominent background. She 
defies us to decrypt the shapes she invents: standing out of a fawn 
backdrop, the figure in Whistan (2008) could be a dragan ora totem 
adorned with lurid fabric garments. Her works function as spaces 
for projections, 'a kind of Rorschach blot', as art critic Charles 
Oarwent has written, 'our reading of it shaped by our experience'. 

Moran's painting may be firmly grounded in art history, but her 
source material is resolutely contemporary. She works from images 
found on the internet and in magazines, or casually shot 
on her mobile phone. To avoid immediate recognition, she then 
turns these pictures upside down and lets other images emerge. 
'The point when I see something is when they are done,' she says. 

This ability to conjure representation is enhanced by the precise 
titles that she gives to her works. The riot of cream and ivory 
smudges cavorting on a sky-blue plane takes on an altogether 
different feel when one reads its title, house (2009). The name given 
to the image superimposes a narrative on it and encourages the 
viewer to make correlations between the visual and the linguistic. 
Moran's titles could be helping hands or red herrings, but the 
distinction matters little. The words and snippets of sentences 
added to her acrylic sweeps further spur the imagination and thus 
the experience off e red by the pictures themselves. 

Moran regularly inlays cut-outs and torn bits of paper into her 
pieces. The surface of Clown Face (2009) bears snatches of retro 
greeting cards and chíldren's illustrations. The very specific iconog­
raphy chosen here reinforces the sen se of nostalgia permeating 
most of her production. Be si des the abundant artistic references, 
this fonging for the past is clearly visible in the way she chooses to 
hang and frame her pictures. Two brown chains support the second 
part of the díptych Jaguar Nlghts (2008), a brown sculpted frame -
as you might expect ín an old Portuguese penscío - encases one 
of the three canvases ín Short legs ... l'm coming (2008). Moran's 
paíntíng seems to belong to another era - it is to be read, guessed 
at and fantasízed in turn. - Co/íne Millíard 

1. Whiston, 2008 
Acrylic on canvas 
6ox30 cm 

2. house, 2009 
Acrylic on canvas 
5ox32.5 cm 
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KRISTINE MORAN 

Kristine Moran has a magpie's attraction to a myriad of subjects. 
She has eavesdropped on wealthy Wall Street brokers and party­
goers, family preparation rituals of small-town Canadian weddlngs, 
the edgy bustle of New York's 42nd Street, and has also drawn on 
the dystopian, urban savagery in J. G. Ballard's High Rise and the 
primal engagement with nature in Margaret Atwood's Surfacing. 
Her work is unabashedly personal. The paintings that emerge from 
her reconfigured experience are a concatenation ofvisual shapes 
and colours in which everything from the form ofthe body to the 
architecture of interior space is susceptible to being dismantled 
and rearranged, often in radical ways. 

Undress (2009) is a tumult of marks and forms in which the sug­
gestions of specific body parts - breasts, buttocks and crevices -
are caught up in an indecent whirlwind of gestural sweeps and blurs. 
In an interview with me in January 2011 Moran asserted that 'the 
figure has always been present in the work, whether in obvious or 
not so obvious ways. lt is where the work originates.' Undress, then, 
is a narrative of mutability in which a woman moves from an interior 
domestic space (the left-hand side includes a curtain and the edge 
of a mirror) to an untamed wilderness that peeks through as you 
move across the surface. Suddenly ali is changeable, and the grey 
edge ofthe mirror becomes a thick, undulating tube that insinuates 
itself everywhere in the bewildering room. 

Moran cites as her admired predecessors a clutch offigurative 
painters from Giorgione and Titian to Degas and Francis Bacon. 
Her paintings evince a kind of hybridity, commingling abstraction 
and representation, that has also freely crossed generational lines. 
In Sídestep (2010) she reprises Francis Picabia's / See Again in 
Memory My Dear Udníe (c. 1914), a dazzling fusion ofthe organic and 
the mechanical. Her version, in a related palette and similar compo­
sition, manages to fuse the lyric with the architectural. 

Moran's manner of building her paintings drifts towards Orphic 
Cubism - what she describes as a way of 'taking cubism to some­
thing more sensual'. Her tendency is to ameliorate insistent forms 
and hard edges with sensuous mark-making, a preference for volu­
metric illusion over two-dimensionality, and a palette that appeals 

to the tongue as much as to the eye. 
On the surface, her paintings are seductive confections. But the 

more you look at them, the more they give back a sense of resolute 
structure and intelligent organization. As she paints, she tells 
herself stories about what she is painting, and the voice in her head 
is echoed by a voice from the canvas. 'lt's like a chess game, where 
l'11 make a move and the painting sits there and challenges me by 
asking what my next move will be.' - Robert Enright 

1. Sidestep, 2010 
Oil on panel 
122x91.5cm 

2. Rec/ining Nude, 2010 
Oil on panel 
122 x 91.5 cm 
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3. Undress, 2009 
Oil on canvas 
107X137Cm 
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JUSTIN MORTIMER 

An emerging talent in the current wave of European figurative 
painting, Justin Mortimer creates cyclopean canvases that frag­
ment recent global events into strange and ali en mirror shards. His 
morbid subjects call to mind both fifteenth-century battle scenes 
and more recent photographic reportage from the Yugoslav Wars 
of 1991-95 (as well as the ongoing 'war on terror'). These paintings 
have to be seen in the flesh, notjust because oftheir scale and 
physical presence but also because ofthe detailing and extraor­
dinary chiaroscuro technique. In these works, mundane detritus 
seems corporeal and fleshy. plastic refuse bags are taut and 
epidermal; cables and concertinaed pipes hang like gangrenous 
entrails. A more obvious morbidity is evinced by figures lying (dead, 
it seems) among piles of garbage, stacked in piles like so many bits 
of firewood, or still alive (but for how long?), poised with sadomas­
ochistic suggestiveness on an executioner's table. 

When I visited Mortimer's studio in the East End of London, 
the visceral impact of these works gave me goose bumps. He Is 
motivated to depict these scenes by a mixture of empathy with the 
victims of war, a fearful imagination anda sense of the familiar and 
uncanny drama of news reports. This is most evident in the images 
of hillside villages that he has repeatedly painted during the last 
few years, which refer to the picturesque stone-built abodes ravaged 
during the Yugoslav Wars. Newsworthy tales of barbarism seem 
improbable in such a setting. 

Mortimer works directly from a wide range of media imagery, 
including snapshots, photojournalism and low-resolution images 
gleaned from the internet, which he then reworks into collages that 
form the source material for his paintings. He calculates that he 
spends up to fifty per cent of his working day editing, shuffling and 
recombining images into these photographic collages. This is, of 
course, merely the beginning: his larger canvases can take months 
to resolve. His paintings are complex compositions often worked 
out through a process of accretion and oblation, of painstaking 
rendering of detaíls that are subsequently abandoned, masked 
and reworked until the final painting reaches an intense equipoise. 
At other times, his subjects already suggest thís tense balance: 
the translucent form of Host (2010), for example, is both monumen­
taJ and makeshíft. What ít depicts is not immediately obvíous 
(a decontamination unit u sed to wash away biological poisons), 
but its membrane suggests somethíng both womblike and suf­
focating. Host relates to other works, such as C/eaners (2009), ín 
whích plastic-suited figures roam post-apocalyptic landscapes, 
measuring and detecting presumably lethal ambíent víruses, 
bacteria or radiation - the most terrífylng, perhaps, of modern 
mílítary-índustríal ínnovatíons. 

While ít míght seem glíb to draw a parallel between the lcono­
graphy of these works and the artlst's own lífe, severa! símllarítíes 
do appear. Mortimer, who has endurad a llfetlme of surgery to 
correcta congenítaJ leg problem, Is partlcularly drawn to medica! 
photography produced for pedagoglc enllghtenment. lndeed, 
Section (2010) features a figure based on a glrl sufferlng from pollo 
taken from a medica! textbook. In a number of palntlngs we look 
down upon landscapes from above in much the sama manner as 
Mortimer's naval pilot father would have regularly vlewed the world. 
Out ofthese febrile experlences and ghost-memories, Mortlmer 
has carved out a practice that is candid and ambitlous . • Colín Perry 

1. Haftling, 2010 
Oil on canvas 
184x228cm 
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2. Foyer, 2010 
Oil on canvas 
218x188 cm 

3. Section. 2010 
Oil on canvas 
225x 185cm 
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4. Host, 2010 
Oil on canvas 
184x224 cm 
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5. Theme Pork, 2009 
Oil on panel 
Box6o cm 





FARHAD MOSHIRI 

Farhad Moshirfs work is often very big, very beautiful and very 
iconic. From a distan ce it can look like a set-piece for a sumptuous 
living roorn Sometimes it takes the form of actual furniture: a 
chanderier, a boom box, a puffy couch. And yet, upon closer inspection, 
aD is not as it seems. The furniture, for example, is covered in a fine 
layer of gold spray paint. An image drawn from a children's book is 
made up ofthousands oftiny coloured sequins. A classical painting 
ofa vase is inscribed not with Persian mysticism as one would 
expect, but with the equivalent of a knock-knock joke. Another 
work is made up of individual knives stabbed into a canvas one by 
one by one; incongruously, it spells the words 'Home Sweet Home'. 

Moshirfs distinctive 'cake paintings' are made by squeezing 
paint through icing bags onto a canvas, as if decorating an elabo­
rate dessert. The result is a surface marked by a luscious swirling 
of colours and textures. Choc Une (2007) is made up of dozens of 
tiny pastries that make up a human profile, much like the outline 
traced around a corpse by police. Other works mix paint and glitter, 
such as Secret Garden (2009), which features a dreamlike image 
of an oversized white bear carrying a slumbering boy through an 
idy1lic forest. And yet another, "Can't Stand Too Much Beauty" The 
Chairman Said (2010), features two cardboard-like men in white 
suits carrying a thírd man, in black, through that same lush, impres­
sionístic forest. lt is incongruous and improbable, as if representing 
a trace of a dream. 

These and other works play with notions of artifice. Moshiri uses 
fake díamonds, fake gold, and even fake paint. The works glitter 
and shine; they seem to indulge in luxury as their primary mode 
ofbeing. And yet their referents hail from low-brow malls, highway 
advertís.ements and inflated Hollywood-inflected ideas about 
beauty, as well as from lranian soap operas, advertising culture and 
cinema In this way, Moshiri pushes back on the prevailing notion 
of art as a luwry good and, equally, on art as a site of fantasy. More 
than e-1er, ali that g!ítters is not gold. 

Thougn IAoshírí's uníverse of references spans his native lran 
to Ameríca and back, his work does not convey a simple hackneyed 
meaeag:, about East and West. Rather; it is born of what happens 
vmen an lranian studies at CalArts, when the city of Dubai becomes 
the new EJ Dorado, and when language is lost mid-translation. The 
lranían word fo r f,f)O'lf, we learn in one classic Moshiri work, is 'barf'. 

In the end, cv!t.ure - in ali its confusing complexity, its flux and its 
garish contemporar¡ ma.nífestations - is Moshiri's primary subject. 
Knowing, rare~¡ precious, and often marked by an irreverent irony, 
hls worlts provide a ,are X-ray of these strange times. - Negar Azimi 

1. Love Let ter. 2008 
Oil and crystals on canvas on board 
189x148 cm 

2. ·con't Stond Too Much Beouty 
The Chairman Said, 2010 
Embroidery, acrylic and beads on 
car,vas on board 
~Cl)Y. 200 Cm 

3. Secret Gorden, 2009 
Oil, acrylic and Swarovski crystals 
on canvas on board 
2oox21ocm 
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SURENDRAN NAIR 

As a resident of Baroda, India, who was born in Kerala in 1956, 
Surendran Nair's heritage is as hybrid as the creatures that populate 
his figurative paintings. Baroda is known for its highly politicized 
artists - many of whom witnessed the Hindu-Muslim riots of 2002 
- as well as for being the cradle of the narrative figurative style 
of painting in the 1980s: think of Bhupen Khakhar's fluorescent 
canvases ofhighly sexed Gujarati men. Kerala's history, on the other 
hand, combines religious Kathakali dance dramas with a penchant 
for Marxism. Tellingly, in Nair's paintings political concerns are married 
to aesthetic ones, and religion is the dubious bedfellow of both. 

lf Hindu fundamentalism, on the rise since the 1990s, equates 
lndian identity with Hindu identity and insists on essentialist readings 
of mythology (arguing that Ayodhya is the birthplace of the muscular 
Lord Rama, for instance), Nair's painting makes short work of such 
literal renditions of the past. For the artist, mythical he roes are (to 
use one of his titles) neti, neti - neither this nor that. His hyper-real 
style conjures deliberately unlikely worlds, exhibiting a magpie-like 
tendency to raid Greek drama, Hindu mythology, Mughal miniatures 
(golden friezes and gazelles), Roman myths and South lndian 
theatre for inspiration. In his 'corollary mythologies' (as Nair dubs 
them), we make the acquaintance of a drooping swan-man, a lady 
with the legs of a stork and the tail of a horse, a lungi-draped man 
trying on a mask of feathers, and an actor impersonating lcarus, 
hís waxy wings poised for flight offthe top ofthe Ashoka pillar. The 
latter figure made his controversia! debut in the form of a painting 
that was removed by the Hindu-majority BJP government from 
an exhibitíon at Delhi's National Gallery of Modern Art in 2000 for 
'defiling' lndia's national emblem. 

Sorne critics argue that Nair's creatures forge links between 
competíng cultural contexts, celebrating the underlying presence 
of a Cosmíc Man. Yet something does not ring true about this 
utopian ínterpretation. For Nair's hybrid protagonísts invariably 
stage theír ídentities. In Neti Neti - Doctrine ofthe Forest 
(Cuckoonebulopolis) (2009), for example, a dark-skinned man in 
ftowíng lungi wears a mask like that of Kathakali actors, who don 
theír regalía to play the gods; the blue hand that offers him a tíny 
plant míght look like a supernatural íntruder, but upon closer exami­
natíon one sees that it is attached to the actors' throat: it is a pro p. 
Naír appears to be lampooning the very idea of a Cosmic Man who 
embodíes celestial truths. But, then again, perhaps des pite them­
selves, Naír's paíntíngs do hold out fleeting promises of utopía. In 
Lovers (ShriParvatheeveekshanapriyan and Kaushiki Puramjanam) 
at p/ayful Jeísure - The Doctrine of the Forest (Cuckoonebulopolis) 
(2009), the purple-skinned Hindu goddess Kali jumps on her husband 
Shíva, her red tengue curling menacingly. Meanwhíle, a kitten 
nuzzles his neatly bandaged leg (perhaps the lord of destructíon 
has suffered a sports ínjury), and a deer looks curíously on. Bedlam 
is contaíned - however momentaríly - as contrastlng íntellectual 
streams flow together on the plcture piane. - ZehraJumabhoy 

1. Lovers 
(ShriPorvo theeveekshonopriyon 
ond Koushiki Puromjonom) ot 
p/oyful leisure - The Doctrine of the 
Forest (Cuckoonebulopolis) , 2009 
Oil on canvas 
18ox180 cm 
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2. Yomonl 81/owol - Efys/um 
(Cuckoonebulopolls). 2010 
Oil on canvas 
1sox 180 cm 

3. Neti Neti - The Doctrine of the 
Forest (Cuckoonebulopo/is) , 2009 
Oil on canvas 
18ox 12ocm 
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ODILI DONALD ODITA 

Colour's radical potential to dislodge cultural moorings is the sub­
ject and modus operandi of Odili Donald Odita's abstract paintings. 
Raised in the American Midwest by parents who had fled Nigeria in 
the build-up to the Biafran war, Odita has refined an abstract visual 
language that imbricates these two seemingly adversaria! back­
ground s. In discrete works on canvas and installation-like murals, 
he deploys hand-mixed hues that explicitly evoke skin colours 
(beige, ochre, dun) or the blues and purples of an imagined sea 
voyage undertaken by African slaves en route to the New World. 
Canny conceptual switchbacks trouble these works and lift them 
far beyond the decorative: iftheir palette appears celebratory, it 
should be recalled that their visual pleasure is also routed in a post­
colonial reading of history and contemporary media culture. Far 
from being devoid ofpolitical content, these works seek to locate 
colour within a framework in which beauty has a history that can 
be engaged with both critically and viscerally. 

Odita's path to painting and abstraction in particular has been 
ambulatory. In the early 1990s he moved to New York and began 
a critica! engagement with contemporary culture through readings 
encouraged by the newly established Nka:Journal of Contemporory 
A frican Art, founded in 1994 by curator Okwui Enwezor. lnitially 
working across media and often using photocollage to critique 
magazine advertising, it wasn't until the end of that decade that 
Odita began producing the colour-based works for which he is now 
known. lndeed, his abstract murals still invoke such a reading: the 
artist has noted that his images can look 'like the scrambled recep­
tion from a television set', a relationship that might appear abstract 
but nevertheless gives 'the sen se of a familiarity located deep 
within one's own culture'. These works are equalizers that connect 
the palette of A frican textiles, the language of Modernist abstraction, 
and the visual textures of postmodern/postcolonial life lived in 
proximity with digital imaging on computers and mobile phones. 

Odita has exhibited widely at such venues as the Venice Biennale 
(2007), Studio Museum in Harlem (2007) and the Yerba Buena Center 
for the Arts, San Francisco (2009). In the latter he presented the 
wall mural Post-Perfect (2009), whose dazzle-like effect seemed 
designed to confuse the eye and make one's passage through the 
space a visceral experience. A recent work on canvas, Breve Men 
Run (2010), is a typical exposition of his talent for sharp-toothed 
energy. a central band sparks horizontally like a modified sine wave 
in brilliant hues of orange, blue, green and pink. This visual intel­
lígence has a personal history - Odita's father was also a painter 
who worked in a Cubist-style, and it is evident that Odita junior has 
spent a lifetime thinking about abstraction. Odita urges us to read 
colour as a loaded form that cannot escape the culture in which it 
is embedded. - Colin Perry 

1. Serroted, 2008 
Acrylic on canvas 
127x152.5 cm 

2. Brave Men Run, 2010 
Acrylic on canvas 
213.5 x 277 cm 

3. Crash, 2008 
Acrylic on canvas 
213.5X277 cm 
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4. Here and There, 2008 
Acrylic on canvas 
228.5 x 178 cm 

5. Post-Perfect, 2009 
Acrylic on wall 
Dimensions variable 
Exhibition view at Yerba Buena 
Center for the Arts, San Francisco 
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PAULINA OLOWSKA 

Performer; collage-maker; occasional curator; fanzine editor; 
costume designer, barmaid: any ofthese labels might be used to 
describe Polish-born artist Paulina Olowska, whose wide-ranging 
practice is as varied as it is frequently collaborative. Yet painter 
remains the most tenacious and central of her man y personae, 
which, no matter how disparate, build on her interest in v_anguard 
modernity, neglected (often feminist) histories and the útopian 
visions ofbygone eras. This backward gaze is both programmatic 
and aesthetic, signalling a restlessness with existing teleologies 
that lies at the heart of her response to the here and now. 

To find her subjects, Olowska mines images gleaned from 
popular magazines (whether fashion or punk music, propaganda 
or craft) and the art of sometimes forgotten female artists (Pauline 
Boty, Alina Szapocznikow, Vanessa Bell and Djuna Barnes are just 
a few that come to mind). lt is perhaps not surprising, then, that 
reproduction, both in the sense of cheap printed matter and the 
revisiting of an original, is fundamental to her work. In sorne cases, 
fanzines and other such sources become fodder for her costumes 
or collage pieces; in others, like her homage to Polish painter offolk 
imagery Zafia Stryjenska (1891-1974), the act of copying becomes a 
strategic means of defiance of a history that has too quickly forgotten 
the figure. Olowska's curated exhibition of sorne ofthe late artist's 
colourful compositions alongside a monumental series of her own 
grey-scale replicas (Zafia Stryjenska, 2008) not only refused the cult 
of originality concerning her own practice but also pointed to the 
way in which (art) histories can be rewritten in the present. 

The deliberate black and white swathes ofOlowska's renditions 
remain but one example of how her painterly style - in turns deft 
and awkward, vaporous and concrete - could be called rhetorical: 
a mode of painting in which the chosen technique is 'about' the 
subject matter itself. The contents of a recent solo exhibition, 
Applied Fantastic (2010), is a perfect case in point: large-scale 
paintings walked a tightrope between the precision ofphotographic 
realism and the gaucheness of amateurism, pointing both to the 
Polísh period postcards and magazines that were her sources and 
to the homemade quality of the knitted sweaters depicted in them. 
Olowska enlarged her source images and rendered them in paint, 
underscoring the act of translation: in an image from a magazine 
clipping, the chin of a model with a spotlíght reflected on it became 
a VJhitened blob in paint that looked decidedly odd and misplaced, 
even íf a dutiful reproduction of the original. Beneath the surface of 
the irna.gery were myriad allusions: to women's work, to a creative 
practíce that escaped industrial cedes, to Eastern Europe's fasci­
natíon VJith V/estern consumerism, and toan effort (during late­
cornrnunist-era Poland) to create the semblance offashionable 
novelty from localized re-creations of Western styles (the term for 
which in Poland gave the ensemble of works their title). 

Olowska's seemíngly endless return to figures and sources that 
history has largely forgotten makes the mechanisms, strategies 
and constructíon of hístory in general as much her subject as a 
particular past ímage or story. And therein líes the radical potential 
of her work: to redo and, in the process, unravel the too-tidy contin­
uum of representation and history in her own way. - Elena Filipovic 

1. Huntíng. 2010 3. Bee, 2010 
Oil on canvas Oil on canvas 
175X 125 Cm 175x125 cm 

2. Coke. 2010 4. Zofio Stryjensko. 2008 
Oil on canvas Gouache on canvas 
175x125 cm 23ox400 cm 
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CHRISTOPHER ORR 

Chñstopher Orr's latest semi-abstract paintings are windows onto 
atmospheric voids cloaked in gloaming mists and pregnant storm 
ciouds.. Until recently, 1 thought of the artistas a kind of painterly 
bricoleur who meshed dour or homely 1950s figures onto the inscru­
table landscapes of Caspar David Friedrich. In the late 1980s he was 
involved in the underground music scene ofhis native Glasgow and 
regularty created collaged posters to promete gigs in the city. His 
paintings from the early 2000s were faithful to the random shifts in 
sea.Je of this cut-and-paste technique: figures are either Lilliputian 
or giants adrift in a Hieronymus Bosch landscape. Since then he 
has contínued investigating his medium's physical and representative 
properties. For exarnple, he often scrapes patches from the oil 
surface to revea! the linen weave underneath, creating hales of 
existential uncertainty between figure and ground. Like the hero 
in Edvtin Abbott Abbotts' classic inter-dimensional story F/atland: 
A Romance of Many Dimensions (1884), his figures appear to 
confront the sublime limits of their two-dimensional existence. 

lt is this self-awareness and vertiginous wonder that propel Orr's 
work to the forefront of contemporary painting. His latest works 
push the envelope further. The radiant lines of Fainted E yes (2010), 
for example, or the celestial abstraction of Time We Left This World 
Today(2009) are almost-pure abstractions that refer as much to 
the natural worfd as to the painterly trapes of Henry Fuseli or J. M. 

W. Tumer. Orr's repertoire now touches not just on the heritage of 
abstraction but also portraiture and still lífe. Green Solvent (2008), 
for exampfe, is part of a group of paintíngs ofthat most temperate 
of fru it, the appfe; here, severa! hang on a branch against a musty 
green backdrop, their ffeshiness making them look good enough 
to eat. Until Only The Mountain Remains (2010), meanwhile, is a 
figurative work in whích two women, seen from behínd and dressed 
in mid-196os outfits, sít like tourists and gaze across a dízzyíng 
landscape of impossíbfy drarnatíc peaks. 

lt is perhaps necessary to note that these are images-of-ímages 
coalesced around a prívate emotional nucfeus, transformed from 
theír source material ínto psychological vignettes. Nothing could 
be further from the academic cleverness of the 1980s Píctures 
Generatíon (Richard Prínce, Sherríe Levíne, et al.). Rather, Orr's 
work w.es the medíum seríously but not wíthout humour or self­
anaJysis, The jewef.-líke qualíty of Orr's paíntíngs has been much 
discuseed, and it is evident that his achievements are to a large 
degree colour-bawd, When I recently visited him ín his studio, he 
díscussed the natvre of colour in hís work. He mentioned the 
hone-¡ed prínt quaJíty of the great stack of old Natlonal Geographlc 
magazínea that he l'.eeps as reference material, the over-saturatíon 
of Kodachrome, the írrfluence of Old Masters such as Vermeer and 
Tí e polo. He taJked, too, of er.perimonts that he is now undertaklng 
wíth dual film projections that overlap ande reate serendípltous 
Juxtapositíons: happy momonts that he plans to use as a basls for 
hls palntíngs. Orr's works do not Just dopict light; they are emltters 
ofthat precious energy. - Colín Perry 

1. Green Solvent. 2008 
Oil on linen 
7o x6ocm 

2. Until Only the Mountoin Remoins. 
2010 
Oil on linen 
19 x16 cm 

3. To Your Scottered Bodies Go. 2010 
Oil on linen 
23x 18.5 cm 
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4. Tim e We Left Thio World Todoy, 2009 
Oíl on 1/non 
23 x 19cm 

5. Fointed E yes. 2010 
Oil on linen 
23 x 19.5 cm 

6. Lighten Our Oorkness, 2010 
Oil on linen 
23x19cm 
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SILKE OTTO-KNAPP 

Toe first paintings I saw by Silke Otto-Knapp, in 2003, were based 
both on her own photographs and found ones of Los Angeles and 
Las Vegas, showing palm-filled landscapes and showgirls. More 
recently her sources have been historical images of early twentieth­
century dance performances. Ali ofthese works are painted in 
watercolour and gouache on canvas. This, the artist told me in 
2004, 'makes the picture appear as iffloating on the surface ofthe 
canvas' - the phenomenological location ofthe image and its literal 
place on the support are not made to coincide. The Los Angeles 
and Las Vegas paintings were 'attached to a specific location, but 
without telling you anything about it'. One might say that the newer 
paintings, whose subjects are bound up with notions of action 
rather than place, are attached to a specific time - that of modernism 
- but likewise without making a specific statement about it. 

Although Otto-Knapp's method is based on the photographic 
archive, she eschews the look ofthe photograph. Or perhaps 
it would be better to say that she takes the vaporous, ethereal 
effects with which Pictorialist photography emulated Symbolist 
painting and puts them back into a form of painting that somehow 
evokes both the austerity of high modernism and the decora-
tive insinuations of Art Nouveau without ever falling into simple 
pastiche. The fascination with somewhat overlooked aspects of 
earfy modernism, especially in dance, is something that Otto-Knapp 
shares with other artists of her generation - not only fellow painters 
like Kaye Donachie but also filmmakers such as Daría Martin. lt can't 
be denied that this fascination betrays a certain nostalgia, but this 
nostalgia may have its uses in the present, ifthe foreclosed pos­
sibílities it evokes might still be worth actualizing. 

This sense of continuing potential may be precisely what dif­
ferentiates Otto-Knapp's take on the past of modernism from that 
of many of her colleagues, who seem to view it more as a distant 
object to be curiously examined. In the seductively diaphanous veils 
of her shimmering surfaces, the performances she pictures, by 
such choreographers as George Balanchine or Bronislava Nijinska 
(Vaslav Nijinsky's sister and, like him, a member of Diaghilev's 
Ballets Russes) always seem to be not disappearing but, on the 
contrary, gathering themselves into being - not withdrawing, but 
on the verge of return. 

Otto-Knapp endows her work with every quality commonly 
denominated 'feminine' and therefore often disdained under the 
precepts of modernism. Domestic in scale, her paintings don't 
present themselves as rigorous, implacable or imposing but rather 
as soft, delicate, dreamy and subdued - they are not sublime but 
beautiful. And although menare not excluded from her paintings, 
Otto-Knapp pays particular attention to the activities ofwomen in 
modernism, and not only in dance; her paintings have evoked such 
figures as the painter Florine Stettheímer and the wríter and gar­
dener (and Virginia Woolf's lover) Vita Sackville-West, among others. 
lfthere is a polemical intent to this emphasis on modernist women, 
perhaps it is to remind us that their utopían desíres, out of league 
with their own time, remaín to be realized. - Barry Schwabsky 

1. White Lilac. 2009 3. Stage. 2009 
Watercolour and gouache on canvas Watercolour and gouache on canvas 
14ox120 cm 14ox170 cm 

2. Two Figures (leaning), 2006 
Watercolour and gouache on canvas 
1oox120 cm 
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ALESSANDRO PESSOLI 

Alessandro Pessoli started working at the very end ofthe 1980s, 
during a time when painting was going through one of its perlodlc 
phases of revision and self-reassessment. For a young artist to 
pickup a brush was either a sign of great confidence ora foolhardy 
gamble. lt was a decision that earned him the reputation of an out­
sider - a position he has enjoyed ever since and one that curiously 
befits the allegorical nature of his work. 

Pessoli's canvases are immediately recognizable, which is often 
a desirable quality in painting, especially when the artist is prone 
to experimentating with different techniques and exploiting a rich 
visual vocabulary. His distinctive marks follow a deeply instinctive 
style and are revealed across a broad range of subjects, from 
religion and history to film, music and art itself. Cubist perspectives 
are impregnated with Fauvist colours; romantic landscapes are 
contrasted with cartoonlike characters; and oil, enamel and spray 
paint are forced to cohabit within a canvas, metaphorically pulling 
in separate directions. Yet his work is not derivative but rather the 
result of an intimate connection between the artist and his practice. 
His vision is mystical while strangely street-savvy, and even in 
his most spiritual moments he tends to display a very personal, 
contemporary interpretation offaith. Titles are evocative but often 
ambiguous, and if on the one hand they help casta light on his 
subjects, on the other they open up a whole new set of possibilities, 
as Snowdrop crying head and my smiling face in March (2008) or 
the shorter but equally poignant Gypsy Bunker (2008) attest. 

The nature of Pessoli's past two years of work has been interwo­
ven with his decision to relocate to Los Angeles. The manifestation 
ofthis enculturation in his paintings has been gradual but increas­
ingly tangible and suggests a renewed relationship between the 
artist and the two cultural realities with which he is most familiar. 
Giulietta degli spiriti (Juliet ofthe spirits, 2010) borrows its title 
from a film by Federico Fellini {who was born justa few miles from 
Pessoli's hometown). Shot in 1966, it was the director's first attempt 
in colour; anda highly controversia! one. Pessoli reprises the title 
and merges it with another of Fellini's favourite themes - the circus 
- to depict a scene of remarkable melancholy in which two street 
artists walk away from an audience composed of spectral creatures. 
The ghostly figures that constitute the public and the ethereal 
essence ofthe leading couple create a transitory atmosphere that 
is accentuated by fluid painterly gestures and clear signs of erasure 

and repainting. 
Cristo che brucia tra i limoni {Christ suffering among lemons, 

2009), an unusual depiction ofthe crucifixion in a lemon garden 
befare an orange sky, reinforces Pessoli's desire to question 
conventionally expressed doctrinal views. One ofthe best-known 
scenes from Christian iconography is imbued with a mellow feel 
anda chromatic intensity profusely indebted to ttie Californian 
landscape. Ali the ingredients for creating something provocative, 
or potentially comical, are in place, but Pessoli doesn't think in 
such mono-dimensional terms. The sen se of suffering is retained, 
conveyed by a contradictory mixture of passion and detachment. 
Such an ambiguous portrayal of Christ asks more questions than it 
answers, reflecting the complexity, idiosyncrasy and unorthodoxy 
of Pessoli's painted universe. - Michele Robecchi 

1. Cristo che brucio tro i /imoni, 2009 
Oíl, pastel. enamel and spray paínt 
on canvas 
29ox180 cm 

2. Giulietto degli spiriti, 2010 
Oíl, enamel and spray paínt 
on canvas 
170 X147Cm 
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3. Testo con chiado, 2009 
Oíl pastel, enamel and spray paínt 
on paper 
83x72 cm 

4. Annunciozione, 2009 
Oíl, enamel and spray paint on 
canvas 
12ox100 cm 
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JON PESTONI 

Though not distinctly palpable, the notion of drawing is integral to 
Jon Pestoni's canvases, which fuse the medium's subtle fragility 
with the formal concerns of painterly abstraction. In fact, Pesto ni 
admits to being more inclined towards works on paper than those 
on canvas. Nevertheless, while it is his spontaneous approach to 
drawing that invariably informs his paintings, it is the latter that 
pose the greater challenge and to which he remains deeply com­
mitted as an artist. 

For Pesto ni, drawing is a process of addition - one keeps adding 
until the work is either finished or destroyed. Working instinctively, 
he may change the course of a drawing on a whim or even discard 
it altogether; only to return to it ata later point and determine it 
finished. His paintings are created in a similar way; they are not 
planned or anticipated, relying as much on intuition and chance as 
on any formal decision-making. But, unlike his drawings, they are 
built up slowly - !ayer by !ayer; over many weeks - and while Pestoni 
doesn't rush to complete his paintings, he strives to resolve them 
at every opportunity. 

Displaying a soft, paper-like· quality, their super-matte finishes 
are the result of mixing cold wax medium with oil paint. However, 
before a single brush stroke is applied, Pesto ni carefully prepares 
his grounds with multiple layers of gesso and moulding paste, which _ 
are sanded down until glassy smooth. Then, utilizing a rich palette 
of colours, thin layers of paint are applied; enigmatic shapes, pat­
tems and loose gestural brushwork are added !ayer by !ayer until 
the figure-ground relationship beco mes inverted. At this point, the 
fayers on top become as strong as the layers beneath, coalescing 
into a unified whole. Residues ofthese layers can be seen in the 
final pieces, revealed either at the painting's edges or through 
semi-opaque passages that give usa sense of looking through 
the painting to something beneath. For example, in Eclipse (2009), 
several blocks of translucent yellow paint hover above a cluster of 
thíck black línes, beneath which are at least five more visible layers 
of paint. Thick bands of colour streak across the surface of works 
such as Horizontal Hold (1) and Wide Paral/els {both 2009), appear­
ing to negate sections of the image. These bold marks, which effec­
tívefy deny víewers access to the painting's 'interior', are an overt 
statement on Pestoni's process, emphasizing the work's materiality 

andnuance. 
Although working abstractly, Pestoni considers his paintings to 

be pictures. His descriptiva titles stress this by referring the works 
back to the real wor1d. Al/ Ways (2010), for instance, attempts to 
describe the painting's wandering brushwork, while Red Sweep 
(2009) alludes to the light red marks sweeping across the work's 
surface that appear to have been applíed with a broom. Other titles 
suggest figurativa readings, such as Bird Food or Canary Book 
(both 2009). This slíppage between abstraction and ostensible 
representation is encouraged by Pestoni. In this way, it can be said 
that, rather than a creator of abstract paintings, Pesto ni is an artist 

who paints abstractly. - David Trigg 

1. Eclipse, 2009 
Oil on canvas 
61x61 cm 

2. Red Sweep, 2009 
Oil on canvas 
127x 101.5cm 
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3. Ali Woys, 2010 
Oil on canvas 
152.5 x 122 cm 

---
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JOHANNES PHOKELA 

The iconography of classical European painting is revisited with a 
pitll ess eye in the work of Johannes Phokela. Born in Soweto and 
trained under Durant Sihlali (one of the founders of black South 
African modemism). he engages with the historical concatenations 
between African and European modernity: a history marked by 
colonization. apartheid and eventually democracy. Stylistically, the 
artist has developed from his early mural work atJohannesburg's 
Federal Union of Black Artists (FUBA) to virtuoso figurative alle­
gories on canvas based on Baroque Flemish and Dutch masters 
such as Peter Paul Rubens, Jacob Jordaens and Jacob de Gheyn. 
Negotiating between the expectations of Euro pean and A frican 
audiences has been vital to this trajectory: while studying at the 
Royal College of Art in London, Phokela noticed, 'White fellow 
students expected me to paint lions, and the black community 
expected me to paint images of the struggle. That kind of pressure 
made me decide to do my own thing.' 

In the 1990s and early 2000s, Phokela perfected his 'own thing': 
subversive appropriations of Baroque painting whose original inten­
tion was to bolster the reputation of patrons and the status quo. His 
recent works include the triptych Tender Loving Care (2006-07). in 
vlhich the iconography of obeisance in classical painting is ramped 
up vtith racial stereotypes and contemporary references. One 
panel depicts a black man, dressed in exotic Moorish silks, being 
offered a comedy red nose by a white woman (Red Nose Day is a 
charity event that raises funds to alleviate poverty in A frica and the 
Urúted Kingdom); a second panel shows a corpulent white monk 
drooling overa slab of meat proffered by a servil e black figure; 
the fin.al panel presents a black male dressed in porter's getup 
carryíng aloft a slovenly white man in contemporary vest, a white 
child, anda Flemish-looking figure who brandishes a stick on which 
is pinned a dallar bill. The latter is, perhaps, a synecdoche for the 
se'lerrteenth-century Dutch East India Company, which set up the 
first •imite colony in South Africa and whose profits paid for com­
míssioned ímages ofwealth thinly sublimated beneath classical 
and bíbfícal narratíves. 

Treatíng the pastas a single traversable plane, Phokela jumbles 
up hístory ín arder to mar.e it present again. Writer James Gaywood 
has ctassífied him as a 'syncretist' who amalgamates different 
ídeok>gle13 orrto a single surface. This is perhaps most evident 
ín Regarding Fontana (2005) a triptych in which Lucio Fontana's 
famous modernist sla.shed canvases are rendered in trompe l'oeil, 
vtith figure13 of A frican child soldiers emerging from the tear. We 
might. perhaps, read Regardíng Fontana as marrying the visual 
violence of Europea.o modernism with the literal viole ne e of post­
colonial warfare orneo-liberal polítícking. Yet Phokela would resist 
such closure, In his ovm words, he puta 'lots of conflicting elements 
in [the) work so that it is not assigned a specific meaning'. lf 
a painting at first appears to hold out the promí~e of an easily 
graspable mea.ning, we should recall this protean sllpperiness. 

-ColinPerry 

1. Regording Fontano. 2005 
Oíl on canvas 
1 of 3 parts 
165 x130 cm 

2. Norcissus , 2006 
Oíl on canvas 
13ox 11ocm 
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3. Tender Loving Core, 2006-07 
Oil on canvas 
1 of3 parts 
21o x180 cm 

1. 

2. 
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VITALY PUSHNITSKY 

Vitaly Pushnitsky could be compared with an archaeologist. Justas 
Heinrich Schliemann once unearthed Troy by following the clues in 
Homer's lliad, Pushnitsky follows the trail of classical art. Exploiting 
his academic training, he has learnt to love what contemporary art 
often rejects. 

In the series Sorne Days and Labyrinth (both 2010), he covers his 
paintings with thin, semi-transparent paper. A confusion of historical 
chronology takes place in these works. The ruins ofthe Baths of 
Titus and the Theatre of Marcellus, the depictions of which are 
inspired by the etchings of Piranesi, sit side by side with a Ferris 
wheel and an excavator that will one day arrive to destroy every­
thing. Piranesi produced his Vedute di Roma by mixing archaeology 
and imaginary forms. Pushnitsky similarly combines various motifs 
in his own work, but unlike Piranesi he does not aspire to clarity; on 
the contrary, he dispels the illusion of space and perspective. 

An upside-down perspective is represented in the triptych The 
Fal/: Russian Beauty (2009). lts subject- the beauty of the sky as 
reflected in a puddle - is inspired by Dostoevsky. At the same time, 
this and another piece in the same series, The Fa//: The Last War 
(2009), deal with the fate of painterliness. This is the only directly 
socially engaged work to date in Pushnitsky's oeuvre. lt depicts 
a makeshift basement hospital in Tskhinvali, the capital of South 
Ossetia. Here we see the tragedy of war; in which there is no place 
for the individual. 

In the two-part panorama No Man's Land (2008) and The Une 
(2010), Pushnitsky situates the horizon line so that it passes from 
one piece into the next. In the literal sen se of the word, this is not 
a panorama but a collage assembled from different views, photo­
graphed by the artist. The horizon line, generated by the emptiness 
and expanse ofthe landscapes that he witnessed during a trip 
through the mountain plateaus of New Mexico, is thus an artifice 

rather than optically authentic. 
Despite its title, the series Las Meñinas (2009) has nothing to 

do with the famous painting by Velázquez, although the first piece 
in the series was inspired by the desire to present its subject from 
an un usual point of view. Pushnitsky's Las Meñinas combines a 
non-handmade quality with a documentary approach (a photo ses­
sion provided the basis for the pictorial composition). The painting, 
representing three exposures, presents a young woman dancing 
in a trance; she is simultaneously reminiscent of a mannequin and 
a structure spinning on its axis and frozen in place. As in medieval 
painting, cartouches bearing inscriptions appear in the works. 
These are tracings that Pushnitsky has made from eighteenth­

and nineteenth-century tombstones. 
lt could be proposed that Pushnitsky is attempting to create 

a new 'archaeology of the image' by uniting the entropy of classi­
cal art with the melancholy of documentary photography. Despite 
alterations in manner and style and his turn to various media and 
genres, his work always conveys something haunting, affecting and 
tinged with magic from things past. - 0/esya Turkina 

1. Sorne Doys #2, 2010 
Acrylic on paper and canvas 
19ox295 cm 

2. Los Meñinos, 2009 
Acrylic and pencil on paper 
and canvas 
18ox14ocm 
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3. The Fo//: The Lost Wor, 2009 
Oil on canvas 
15ox 180 cm 
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R. H. QUAYTMAN 

R. H. Quaytman prefers not to. 

Since the closing of Orchard Gallery in 2008, its former director R. 
H. Quaytman has completed nin e installations of paintings, bringing 
the number ofthese 'chapters', as the artist likes to call them, up 
to twenty-one. Criticism has reached a general consensus on their 
significance, succinctly stated by David Lewis in Frieze: 'to maintain 
and simultaneously disrupt painting's absolute presence'. 

How, then, to distinguish the artist's 'book' from all the other 
statements of denial that populate the history of post-war art? 
After ali, the artists with whose work Quaytman's project can be 
most fruitfully compared - Ryman, Richter, Buren - all undermine 
the autonomy of painting in their own way. 

The critic Roland Barthes once wrote ofthe oppositional 
gesture as the arrogant affirmation ofthe no. He likened it to a 
dinner guest who never speaks but whose mute defiance is as 
'loud' as those who shout. The silent do not soy anything, but their 
silence nonetheless signifies. lt signifies 'I won't speak.' lt is a form 
of negation, but one that is perfectly understood and therefore 
perfectly accountable within table talk. 

In contrast to 'silence', which is the stance ofthe passive­
aggressive, there is what Barthes calls 'tact': 'the minimal expen­
diture of a speech act meant to neutralize silence as sign'. This is 
the semiotic equivalent of the guests whom one can never figure 
out, precisely because they are neither garrulous nor speechless 
but rather continually evasive, unreadable. One can accommodate 
someone who says nothing. lt is much more difficult to com­
municate with someone who only says - like Herman Melville's 
Bartleby - 'I would prefer not to.' Whereas other painters might be 
deft practitioners of silence, Quaytman is a master tact-ician. 

The tactics employed by Quaytman are the various 'allegorical 
decoys' on which the artist has written at length. For example: 
photo silk-screens to offset painting's immediacy; the intrusion 
ofthe bevelled edge ofthe wood-panel support into the picture 
plan e; storage racks within the exhibition space; juxtapositions 
of abstraction and photography, of archiva! imagery and installation 
shots, and ofthe very smooth with the highly textured. The itemized 
list creates the illusion of parts easily separated. The truth, however; 
is that in front of the work such disassociation is difficult to 
achieve. Hence the difficulty ofwriting on Quaytman. The general 
overview glosses over the details; the close analysis gets tangled 
in their web. 

Take the title of the 2008 show at Miguel Abreu Gallery, 'Chapter 
12: iamb', asan example. lt is a wordplay in which the Cartesian 
ego ('I am') is converted homophonically into a written sign of 
poetic meter (iamb). Since the subject-position 'I am' corresponds 
to the viewer's position in one-point perspective, the 'foot' here 
is used to side-step monocular vision. Accordingly, things that 
disturb the straight-ahead stare - arrows, lamps, optical patterns -
abound in Quaytman's work, as do mirrors (Exhibition áuide: 
Chapter 15 at the Boston ICA, 2009) and skewed views (Chapter 16: 
Distracting Distance). In the latter grouping at the 2010 Whitney 
Bien nial - to continue the linguistic game for a moment - a sign 
for sight (the receding parallel lines of a perspectiva! grid) doubled 
as a sign of the actual site (Marce! Breuer's trapezoidally fenes­
trated museum). 

Painstaking, economical deployment of the taciturn is the hall­
mark of Quaytman's pictorial practice. Barthes celebrated it in his 
lectures on the 'neutral'. No doubt this is why the artist prefers not 
to reveal his or her gender. By opting to remain neutral, Quaytman 

! tacitly epitomizes the spirit, if not the letter; of Barthes' quiet 
! man. - Paul Galvez 
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R. H. QUAYTMAN 

1. Dístrocting Distonce, Chopter 16 
(A Womon in the Sun - yellow), 2010 
Silkscreen, gesso on wood 
63 x101.5cm 

2. Exhibition Guide, Chopter 15 [orrow 
pointing in model], 2009 
Oil, silkscreen, gesso on wood 
51x51 cm 

3. Exhibition Guide, Chopter 15, 2009 
Oilonwood 
31.5x31_5 cm 

4. iamb, Chapter 12, 2009 
Silkscreen on wood 
133x82 cm 

5. iamb, Chapter 12, Excerpts ond 
Exceptions, with Painting Rock, 
2001-09 
lnstallation view at the Museum of 
Modern Art, New York, 2009 5. 
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BLAKE RAYNE 

Blake Rayne's work- spanning painting, installation, sculpture and 
performance - is arguably more conceptual than it is visual. Rayne 
has developed a set of procedures and conditions from which to 
practise, which include processes oftranslation, decontextualization, 
folding, superimposition, cultural abstraction and theatrical scripts. 
These procedures beco me the language of his work. The painting 
doesn't exist solely as a material object but as a vehicle with which 
to articulate a conceptual idea - a practice continually being 
shaped by linguistic, institutional and physical relations and not 
defined by any static or ahistorical definition that might characterize 
painting as purely visual. 

In his second solo show with Miguel Abreu Gallery in 2008, 
Rayne's paintings - primed, folded and applied with aerosol paint 
then cut-up, rearranged, sewn and cropped into a consistent scale, 
overlaid with typography and tribal patterns - were accompanied 
by the crates in which they were shipped; they hung along the walls 
like wood panels next to the paintings that were once inside them, 
leaving traces of the artist's process visible to the audience as well 
as drawing attention to the painting as an object in space and as a 
commodity. In a non-material sign of 'painting', Rayne also had the 
gallery close for a set duration ofthe exhibition, to be re-opened for 
its final four weeks, mimicking the act of folding. 

This cross-referencing and conceptual practice has been the 
crux of Rayne's work. Time Out New York critic Howard Halle called 
him a practitioner of 'transitive painting', a term coined by Yale 
art-history professor David Joselit for a mini-trend 'in which the 
canvas or panel [ ... ] is merely one node in a network of associations 
or visualizations that exist outside the object itself- and without 
which the work can't really function as art.' Born in Delaware in 1969 
and having received his BFA from the California lnstitute ofthe Arts 
in 1992, Rayne has been exploring this idea of 'transitive painting' 
throughout his career, evoking the work of process artists like 
Robert Ryman and Conceptual artists such as Daniel Buren. 

In his 2010 show 'Folder and Application', his third solo exhibition 
with Miguel Abreu, Rayne's paintings and floor works were collec­
tively structured around the protocols of application writing, with 
slips and puns referencing material production, word processing, 
employment and the words ofthe title. In Cover Letter(2010}, a 
giant letter A cut out of felt was draped over an all-white canvas; 
sorne paintings included decorative elements like bright tropical 
flora over chromatically reductive background s. Taken as separate 
entities, the works would verge on the critically insubstantial. 
Marce! Duchamp called this infra-mince (ultra-thin}, suggesting that 
art in the world at large is small and insubstantial and only allows 
one to see things a tiny bit more clearly, laying the groundwork for 
the transition from art about objects to art about ideas. Rayne has 
rooted his practice in this conceptual sliver. - Marina Cashdan 

1. Cover Letter (green). 2010 
Synthetic felt and acrylic on canvas 
200.5 x 122 cm 

2. Stotement ofTeoching Philosophy. 
2010 
Vinyl, polyester, synthetic felt and 
acrylic on canvas 
175_5 x 134_5 cm 
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3. Untitled Painting Number 7, 2008 
Acrylic, gesso, linen and lacquer on 
wood 
232.5 x 162 cm 

1. 

ff 

2. 



3. 

255 



CLARE ROJAS 

lt is easy to become happily ensnared in Ciare Rojas's paintlngs; 
their jolly colour schemes and intricate decoration evoke the whole­
some craft activities of a simpler, ínnocent, parallel uníverse. Sorne 
fill whole walls, like tapestries; others are no bigger than the page of 
a book, framed and hangíng from pegs in a line. But look closer and 
ali is not well. One woman has six hooves emerging from her skirt 
where her ankles should be; in Untit/ed (Warriors) (2009) the female 
figure braced against the wind has blood on her sword. Men, as with 
Untitled (Ladyman) (2009), are often naked, staring confusedly at 
their own sagging bodies or comically wary ofthe triffid-size flowers 
that they hold out in front of them. And I don't like the way that dog 
is looking at me. 

The flatness of Rojas's pictures belies the depth of their mystery, 
their emotional range and their social acuity. For the last decade 
she has carved out scenarios in gouache or acrylic that, despite 
their strangeness, respond in incisive terms to the iniquities of 
contemporary society. They imagine an existence of reversed for­
tunes, in which women are calm and powerful, men are feeble and 
ridiculed, and animals sage and respected. This is no utopia - its 
frictions make it too real - but neither does it want for moments 
of quiet beauty. 

Rojas is an assiduous gatherer of influences, from Native 
American textiles, Amish quilts and Japanese prints to Russian 
Matryoshka and Dutch ceramics. Her eclecticism is to sorne extent 
political: for previous generations, such forms of creativity were 
vehicles for encoded dissent or prívate expression, especially for 
women. Her points of reference are not limited to the traditional 
or folksy, however. Since her inclusion in the 2001 exhibition 'East 
Meets West' at Philadelphia's lnstitute of Contemporary Art, she 
has been associated with the group of San Francisco artists 
known as the Mission school. Cross-fertilizing the worlds of street 
art and gallery-based contemporary art, the Mission school also 
dístinguíshed ítself by its humanitarian conscience and its use of 
homespun, craft-based aesthetics and techniques. 

While Rojas has on occasion tried to distance herselffrom the 
Míssion school label ('Who wants to be working out in the street?', 
she joked recently), she shares its spirit of social inclusion and 
do-it-yourself resourcefulness. But the products of her imagination 
are more introspective and less strident than most political art. 
Her 2010 exhibition 'We They, We They' at lkon Gallery, Birmingham, 
England, and the Museum of Craft and Folk Art, San Francisco, 
conveyed an ínterioríty both literal and psychological. Her figures 
ínhabited domestíc spaces that expanded into fields of rich colour 
or repeatíng pattern paínted directly on the walls. As Rojas's work 
seems to become more abstract and less concerned with narrative, 
ít in fact pulls off a profound about-face. We, the visitors to the 
gallery, begín to supply the fígurative content; we are the work's 
subjects. Rojas is merely dressing the stage. -Jonathan Griffin 

1. Untitled (Blue Poppy Lady), 2009 
Gouache on paper 
3ox35cm 

2. Untitled (Warriors), 2009 
Acrylic and gouache on board 
39X47 Cm 

3. Untitled (Bunny with F/owers), 2009 
Gouache on paper 
32x39 cm 
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4. Untitled (3 Men wi th Flowers), 2009 
Acrylic and gouache on board 
38x40 cm 

5. Exhibition view of 'We They, We 
They' at lkon, Birmingham, UK, 2010 
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STERLING RUBY 

Sterling Ruby has developed his practice through a critique of the 
kind of art that for him reaches its zenith of institutional oppres­
sion in Minimalism. In this he is not without precedent, and it was 
no doubt the presence of such fellow travellers as Charles Ray and 
Mike Kelley that recently drew him from the Midwest to Los Angeles. 
But here the critica! posture will not yield a legible rhetoric; Ruby 
employs the rigid, rectilinear forms of Minimalist art as a prick to 
kick against. Moreover; the argument that critique is inherently 
reactive is neither ignored nor opposed but rather mobilized for 
highly improvisational aleatory and even expressive purposes. 
Underwriting this approach is a conviction that art is, or should be, 
expressive but that expression is never free. 

The work for which Ruby is best known conforms to the Donald 
Judd designation of'not-sculpture' and 'not-painting' precisely 
because it is both. Starting out with the cube as the prototype 
object of Minimalism, already understood as rotated flatness, 
Ruby proceeds to inscribe its surfaces with 'signature' marks of 
grime and graffiti. Larger freestanding works appear to be made 
of swipes and drips of paint, as though extruded from the canvas 
support and then concretized as things in the room. In terms of 
contentas well, Ruby consistently invokes painterly analogies, from 
the various gang tags that he collects and then scrupulously repro­
duces to the body fluids that seem to stain or drench every work. 
Even his early interest in the topic of cosmetic and surgical sex­
change hints that the status of painting is gender-uncertain, 
whether a source of feminizing anxiety formen or macho empow­
erment for women. 

Painting proper is a more recent addition to Ruby's material 
repertoire, but he treats it, much like everything else in the studio, 
both hands-on and hands-off. Avoiding the direct contact of 
paint-loaded brush t o canvas, he opts instead for the touching 
ata distance of the aerosol spray, thereby nodding again towards 
street culture anda kind of decoration that is always also deface­
ment. In the pared-down design of these works, we may discern 
references to the post-painterly moment, sin ce every formal ele­
ment is derived from the pro portio ns and scale of its ground, but 
whatever hard edges this would normally produce are systemati­
cally softened, lite rally vapourized, by the mode of application. An 
uncanny geometry results; rectangular forms recede in a photo-like 
blur behínd a sharp splattering of drips that speak less of gestural 
bravura than of exhaustion, the last wet gasp of a used-up can. In 
the play between foregrounded facture and the more distanced 
elements of the paínting's intended composition, an image of sorts 
begins to emerge. 

The same conflation of Minimalist Platonism with the prosaic 
givens of the urban-industrial infrastructure that subtends Ruby's 
work in the round is resumed from the side of the wall-hung works. 
In the paintings one sees freeway overpasses and prisons, structures 
of movement and stoppage that reflect the alternating currents 
of expression and repression that power hís practica. - Jan Tumlir 

1. SP74, 2009 
Spray paint on canvas 
244 x213.5 c m 

2. SP95, 2010 
Spray paint on canvas 
244 x 213.5 cm 
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3. SP113, 2010 
Spray paint on canvas 
317.5X470 cm 
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CHRISTOPH RUCKHABERLE 

Christoph Ruckhaberle is the most conspicuous outsider ofthe 
new Leipzig school, which has a reputation for melancholy. There 
is nothing wrong with melancholy in itself - after all, this quality 
is often associated with greatness. But a whole group of artists 
painting sad pictures? In fact, Ruckhaberle's pre-2006 pictures also 
appear rather gloomy, but he managed to put this characteristic 
behind him earlier than most of his contemporaries by exploring 
tendencies already present in his work, most notably bright colour, 
humour and his affinity with precisely patterned surfaces and orna­
ment. The awkward gestures and oddly twisted limbs ofthe figures 
in his pictures make them look like marionettes in a puppet play. 
Particularly in his earlier works, they seem wooden, as if carved, 
frozen in time and in mid-movement, isolated and bored. The mini­
mal interaction between the figures anda palpable distancing from 
the viewer in his skilfully painted compositions have a considerable 
allure that has propelled him onto the international stage. 

Ruckhaberle's coloured lithographs, which began to appear at 
the end of 2006, demonstrate a more stylized versi_on of his formal 
vocabulary that has fed back into his paintings. At around this 
time, Ruckhaberle and graphic artist Thomas Siemon founded 
the Leipzig LUBOK Verlag publishing house, which carne to attention 
through its 'Bilderbücher': graphic books printed on a 1950s rapid 
press using the original printing blocks. Lubok is a Russian word 
that refers to satirical folk picture books that were popular in 
the seventeenth century. Ruckhaberle's printed graphics and oil 
paintings on paper and canvas owe much to this research. They 
show individual figures standing, lying, gesticulating and dancing -
almost aJways seen full-frontal and facing the viewer. The single­
colour posterlike backgrounds and the suggestion of cloud 
formations in sorne ofthe pictures are clear borrowings from 
Expressionism and Surrealism. 

Sharíng a certain sentiment with Tilo Baumgartel, Ruckhaberle 
puts masked companies on parade, permeated by the spirit of New 
Folk - a kind of post-hippie hippie movement that exalts closeness 
to nature and is ínterested in folk art and an early European earthy 
contemplativeness. These children of freedom are searching for 
new adventures and find them in a return to private mythologies 
and in cult-like groups. Ruckhaberle's paintings of masks combine 
horror; humour and superstition, intensified to wild and absurd 
excesses. He spreads colour around in an endeavour to share sen­
sual and earthly joíe de vivre and to reconcile it with spiritual ideals. 
This sounds rather like the output of the band Gogol Bordello; one 
could imagine that Ruckhaberle's peasant women, circus figures, 
free wanderers and twisted marionettes are dancing to the band's 
distinctive brand offolk punk. The resulting aesthetic ofthese pic­
tures is unmistakable. Ruckhaberle's paintings are curiously acces­
sible - but despite their simplicíty, they do not shrink from being 
confrontational, engaging and challenging. - Christoph Tannert 

1. Untitled, 2010 4. Untftled, 2009 
Oil on canvas Oíl pastel on paper 
17ox120 cm 207.5 x 203,5 cm 

2. Untitled, 2010 5. Spring-lns-Feld, 2009 
Oíl on canvas Oíl on canvas 
17ox120 cm 1sox180 cm 

3. Bcicker, 2009 
Oil oncanvas 
1eo x13ocm 
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SERBAN SAVU 

Picasso once said, 'Art washes from the soul the dust of everyday 
life.' lt could be argued, however; that art collects and transforms 
the dust into enduring images ofthe soul that transcend every­
day life. This is precisely what Serban Savu does in his portraits 
of daily routines in his native Romanía - a place where dust, 
ashes and other residues ofthe Communist past still shape a 
phantasmic present. 

1989 brought the end ofthe Cold War. lt was followed by the 
collapse ofthe Soviet Union, regional and civil wars, neo-liberal 
capitalist reconstruction and the reterritorialization of Eastern 
Europe. In Romanía, hundreds of shopping malls, banks and villas 
mushroomed on the ruins oftrain stations, cinemas and factories. 
Thousands ofworkers - ex-farmers displaced from rural areas to 
the socialist towns built after the 1960s - reinvented themselves as 
small traders based in their flats, oras strawberry pickers in Spain. 
The ashy urban landscape designed by Ceausescu turned into a 
luxuriant jungle, with massive rusting overground water and gas 
pipes competing with flashy advertising signs. The new grammar 
of life has changed not only the physical environment in Romanía 
but also human relationships and ways of communicating, prompting 
a fervent search for meaning and new modes of existing. 

Savu's paintings portray this reality in ways that confront viewers' 
attitudes towards the fabric of everyday life in Romanía. He captures 
a sense ofthe current urgency within Romanian society to address 
spaces for living in all this turmoil : places for picnicking, even if in 
communal gardens between blocks offlats; places for bathing or 
fishing, albeit in urban waterways; or places for walking and playing, 
whether a derelict industrial site ora car park. Savu records such 
episodes as well as vistas of socialist architecture and anonymous 
workplaces, where people with unknown identities perform indistinct 
activities. lronically, the Communist censors would probably have 
approved ofmost ofSavu's paintings, and Socialist Realism would 
have appropriated them as 'concrete representations of reality 
in its radical development' oras means to 'elevate the common 
people', to create what Le nin called 'an entirely new type of human 
being', 'the man ofthe future'. 

However; Savu's aim is the complete opposite: to question what 
the 'new man' of the new order is and to inspect overwritten myths 
that have shaped the post-socialist environment. To make his 
works, he takes photographs as inspiration, using them as his point 
of departure for painterly co-relationships of colour; gesture and 
texture, often developing a composition from a number of source 
images. Both contemporary and yet strangely timeless, Savu's 
paintings are born from observation and experience, images that 
revea! the overlooked while offering a chance for Romanía to reflect 
and take stock of its past, present and future. - Simona Nastac 

1. Under the Víew, 2010 
Oil on canvas 
154 x195 c m 

2. Summer Kítchen. 2009 
Oil on canvas 
13ox 106 cm 

3. Blue Shadow, 2010 
Oil on canvas 
137x106 cm 

---
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MAAIKE SCHOOREL 

Painting often asks us to pause in order to allow the pictorial twists 
and turns contained within it to work their way to the surface. 
Maaike Schoorel's paintings are no exception, inviting us to slow 
down, to put on the brakes in a world dominated by rapidly prolif­
erating images and flickering lights that over-stimulate the eye. At 
first glance, her paintings appear monochrome white or black, yet 
a more careful look reveals that they are in fact composed of a wide 
variety of colours. The painting's ground dominates the pictorial 
field since it is left mostly untouched; in this sense, Schoorel's 
paintings are akin to drawings. The white gesso she uses to 
prepare the ground is always mixed with colour, a crucial process 
because it goes on to provide a subtle background to the painted 
scene. Thus what seemed to be apure white ground reveals itself 
asan extremely light and delicate colour - whether in tones of 
warm yellow, orange, brown or cream, a cool green or blue. On top, 
the artist then applies rich and subdued colours in oil paint with 
varying textures. The outcome is as refined as it is evanescent. 
Symptomatically, these paintings are difficult to reproduce in print, 
not only because ofthe intricate and faint colours but also dueto 
the inevitable reduction in scale, which results in the disappearance 
of certain pictorial elements and qualities. 

The subjects of Schoorel's paintings can be found throughout 
the history of art - a beach, a garden, a still life, a portrait, anude. 
A number offemale portraits revea! her interest in daily life and 
the domestic context, including Emma Louise on her Sed (2008), 
Emma Louise from Above (2008), Monica in her Living Room (2008) 
and Katherine Lying Down (2009). At the beginning of her career, she 
used photographs as her source, both found ones and those she 
had taken herself. More recently, she has widened this repertoire to 
incfude concrete objects (again found and made) as well as images 
based on memories and dreams. In a recent series of nudes, 
Schoorel decided to revisit the genre of cfassical portraiture. To find 
her models, she advertised on the internet and went to meet them 
in their homes, attempting to access and capture a certain intimacy. 

Schooref's work has been contextualized within European art 
history - from Vermeer to Gerhard Richter and Luc Tuymans. Yet 
Venezuefan modern master Armando Reveron is perhaps historically 
her closest predecessor (though geographically distant, since she 
líves between London and Amsterdam). Reveron's white land­
scapes from the 1920s and 1930s were an attempt to withdraw from 
the chaos of vivid or bright colours, focusing on a very light grisaílle 
palette. Líke Reveron, Schoorel asks us to take the time to concen­
trate and focus, not aiming for sorne kind of purification process, 
but for a re-educatíon of the eye, an exercise in looking that can be 
trufy liberatíng. - Adriono Pedroso 

1. Emma-Loulse on her Bed, 2008 
Oil on canvas 
135x186cm 

2. Emmo-Louise from Above, 2008 
Oil on canvas 
145X110Cm 

3. Monica in her Living Room, 2008 
Oíl on canvas 
195 x145 cm 

1. 

2. 



3. 

267 



DANA SCHUTZ 

In 2009 Dana Schutz had her fourth solo show with New York Gallery 
Zach Feuer; her umpteenth exhibition since the moment when, 
while still a student in Columbia University's MFA programme, she 
was catapulted to stardom by PS1's barometric 'Greater New York' 
survey show in 2001. In spite of rising to the pinnacle of art-world 
hoopla, where she has been subject both to the saccharine praise 
and microscopic scrutiny of critics and scholars, she has remained 
unwaveringly loyal to her practice and true to her vivid imagination, 
time and again producing paintings that are not cinly boldly con­
structed and supercharged with energy but also offer whimsy, 
elegance and profundity. 

Throughout Schutz's relatively young career; she has shown 
dynamism in her use of colour and her reference to - and simulta­
neous eschewing of - historical genre and technique. Her humour; 
compelling intensity and freshness of subject matter can cause an 
audience to become both deeply engaged and uncomfortable, to be 
equally perplexed, wooed ar amused by the situations she presents. 
Each painting gives usa nugget of information, a glimpse into the 
bizarre world that lives in Schutz's head, just enough to leave us to 
contemplate the life inside the canvas. Meta-narrative and portrai­
ture distill the contradictions around her subjects, where expres­
sionist angst converges with cartoonish horror and Pop humour. 
subjects who eat themselves, disfiguration, dismemberment and 
fragmentation ofthe body, sometimes gorging; Eakins-like surgical 
scenes and laboratories represented as false histories and miscues 
to the future; and still lifes in which the figure and material object 
are inverted and interchangeable - the subjects, like paper; are 
easily singed, blown away, cut up ar pasted together. 

In the paíntings Speech and Signing (both 2009), people are 
beíng torn apartar constructed from an abstract composition, 
while Car and Driver (2009) presents the image of a road accident 
where the onlookers are attempting to reassemble the driver's 
broken body. Schutz's subjects and figures are as grotesque as 
they are captivating, as puzzling as they are strangely natural. lt's 
as íf life is a struggle not to fall apart and crumble away, and the 
paintings are always fightíng to stay in the moment you see them. 

Stíll, traces of art history are present, and cleverly so: Schutz 
draws on a amalgamation of modern art history - German 
Expressíonism, the Fauves, Matisse, Magritte, Gauguin and the 
Symbolists, Gustan, Max Ernst, Yves Tanguy, Manet, Cézanne. 
Singed Picnic (2008) is her nod to Manet's Le déjeuner sur /'herbe; 
Chess (2008) to Cezanne's The Card Players; Mona (2006) to The 
Mona Lisa; the man wíth the blindfold in l'm into Shooting in Natural 
Environments (2008), reminiscent of De Chirico's metaphysical 
paintings. You even find a tinge of David Hockney and a nod to 
Rodin in her painting Thinker(2008), where the figure looks happened 
upan and constructed almost clumsily with parts and shapes, 
ímpulsíve but expressive, ambiguous and fanciful yet also profound. 
- Marina Cashdan 

1. Car and Driver, 2009 
Oil and acrylic an canvas 
204x229 cm 

2. Signing, 2009 
Oil and acrylic an canvas 
204 x229cm 

3. Th inker, 2008 
Oil on canvas 
242 x193cm 

4. /'m into Shooting in Natural 
Environments, 2008 
Oil on canvas 
228.5 x 244 cm 

5. Singed Picnic, 2008 
Oil on canvas 
204x230 cm 

1. 

2. 



---



4. 

Z'/0 



~ 

271 



RAQIB SHAW 

To encounter a Raqib Shaw painting is not simply to view it but 
to experience itas an event. Each painting is a furious theatre 
ofthe contemporary sublime, at once terrifying and beautiful. 
In his recent major paintings, particularly the monumental series 
Absence ofGod (2007-09), the hallucinogenic turbulence ofthe 
work is generated by scenes of mongrelized creatures inhabiting 
a sort of ecstatic hell, consumed by hysterical violence and vicious 
sexual acts. Protagonists are strung together in chains of bondage; 
a child willingly self-mutilates; the mouths of crowned animals 
are gnarled in mid-scream; and metallic blue figures take part in 
a macabre ritualistic dance. Their world exists within the relics of 
classical and late-Romantic architecture, while at the same time 
exquisite and piquantly coloured flowers illuminate the sky and 
adorn the walls ofthe ruins. 

Undoubtedly, Shaw's paintings are a melting pot of aesthetic 
flavours. He takes inspiration from a wide range of artists and artistic 
canons, such as the paintings of Hans Holbein, working in the 
Northern Renaissance and Gothic style, the ltalian artist Piranesi's 
eighteenth-century visions of ancient Rome, and Hieronymus 
Bosch's fantastical imagery of heaven and hell. He also finds 
inspiration in the woodcuts of nineteenth-century Japanese artist 
Hokusai and references seventeenth- and eighteenth-century 
Mughal miniatures and palace marbles. 

Shaw himself has a rich personal experience of different cul­
tures: born in lndia's Kashmir Valley, he grew up in a Muslim family 
while being taught by Hindu scholars ata Christian School. He 
eventually carne to London in 1998 to study fine art at Central Saint 
Martins College of Art and Design. Yet rather than his paintings 
becoming studies of postcolo~ial issues, the cross-cultural and 
temporal influences u pon which Shaw draws open his work up to 
awesome aesthetic possibilities and invention. lndeed, as our world 
becomes increasingly globalized while the local is also maintained, 
the importance for contemporary artists to express the positive 
intermingling of cultures and histories, along with the pedagogic 
and reparative possibilities this holds for the human race, has never 
been more acute. 

Shaw's works also reinstate a superior craftsmanship and 
technícal skill in contemporary art, something that is often seen to 
be diminished in favour of pure conceptual content. We see Shaw's 
technical expertíse in his vivid drawing and composition, and 
through the experimental use of industrial metallic paints that he 
manoeuvres wíth a porcupine quill to give variegated surface qualities. 
He further augments the opulence of his work by bejewelling 
it in rhinestones and enamels and outlining details in gold. The 
sculptural effect of these materials also subtly articulates the 
surface tensions within his work between regions of flat smooth 
planes and those that are raised and textured. 

Shaw's work is perhaps unique in contemporary painting and 
is certainly distinctive. By recalling a plethora of art histories 
and cultural imagery and the significance offine craftsmanship, 
it becomes not a pastiche of earlier genres and ideas but a 
powerful synthesis that pushes painting in new and exhilarating 
directions. - Freya Smai/1 

1. Moon Cotcher, 2009 
Acrylic, oil, enamel, glitt er and 
rhinestone on birch wood 
91.5 x 91.5 cm 

2. Ode to the /ost moon when 
innocence was young, 2009- 10 
Oi l, enamel, acrylic, glit t er and 
rhínestone on bírch wood 
152.5x 213.5 cm 

7.12. 

3. Absence of God VIII, 2008 
Acrylic, glitter, enamel and 
rhínestone on board 
244 x 152.5 cm 

4. Absence of God VI, 2009 
Acrylíc, glitter, enamel and 
rhínestone on board 
Síx panel s. each 244 x 122 cm 
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RAQIB SHAW 
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AMY SILLMAN 

Ever since her art-school painting professor insisted that art-
ists must cho ose either abstraction or figuration, Amy Sillman's 
exuberant canvases have defiantly ridden the line between the 
two. An intransigent artist, Sillman has maintained a steadfast 
commitment to her medium for over thirty years. Yet despite being 
a prominent figure on the New York art scene since the 1980s, it 
was not until her inclusion in 2004's Whitney Biennial that she began 
to receive wider recognition. Filled with humour and pathos, her 
intimate, psychologically charged works explore relations between 

'things that don't go together', embracing and borrowing from 
a superfluity of gen res and styles. Abstract Expressionism, Cubism, 
Surrealism, folk art, lndian miniatures and the Arts and Crafts 
movement are just sorne ofthe disparate influences that have 
found their way into her quirky, idiosyncratic and often highly cryptic 
lexicon, and one can detect elements of Philip Gusten, Willem de 
Kooning, Arshile Gorky, Richard Diebenkorn and Roberto Matta 
throughout her work. 

Sillman's palimpsest-like canvases are born out of a protracted 
struggle with paint. With an acutely intuitive approach, multiple 
layers of oil are added, subtracted and laboriously reworked until 
an end point is fínally reached (though Sillman could easily continue 
grappling with her compositions indefinitely). The resultant sur­
faces are densely textured, highly variegated and visually complex; 
areas of thick colour often sit adjacent to thinner passages, through 
which details ofthe work's previous incarnations can sometimes 
be detected. Her recent paintings are among her most confident 
and emphatic, and though they appear wholly abstract they remain 
firmly grounded in the figure. Take for example the jumble of colour 
and form constituting B/ue Diagram (2009), which oscillates pre­
cariously between abstract marks and recognizable motifs. At the 
paínting's centre a confusing tangle of electric blue lines splays out 
from a dusty teal ground, zinging off in all directions, while on either 
síde are 1//hat appear to be truncated body parts and the rudimentary 
outline of a figure. As with so many of Sillman's works, it 's hard to 
see 1//hat, íf anything, is actually happening. Perhaps there is some­
one holding a torch in F/ash/ight (2010), although equally we may be 
v/ftnessing sorne kind of erotic encounter. 

In other 1//0IY.S, various fimbs and orifices colfide with quivering 
fines, sl-',ewed rectangfes and disfígured triangles that amuse 
and bemuse in equaJ measure. Sillman's titles occasionally offer 
moments of enlightenment, such as Nose (2010), during which 
what initiaJfy appear to be abstract doodlings present themselves 
(somewhat amusíngly) as nostríls and assorted proboscises. 
fndeed, humour permeates much of Sillman's work, underscored 
recentfy by her series of light-hearted hand-drawn zínes títled The 
0-G, whích she has started to present afongside each new group 
of paintings. Printed in bfack and white, the small pamphlets feature 
cartoons and drawings in whích Slllman muses on topics such as 
the refatíonship between Conceptual art and painting, creates 
seatíng plans for imagíned art-world dinner partfes, or charts the 
hístory ofthe light bulb. For Sillman, The 0-G is intended to encourage 
viewers to approach her paintings with a certain irreverence, and 
while the artist may love a foolish joke, her dedication to her art Is 
as serious as ever. - David Trigg 

1. Blue Diagram, 2009 3. Nose, 2010 5. Drawer, 2010 
Oil on canvas Oil on canvas Oil on canvas 
230X215Cm 23ox215 cm 215x23ocm 

2. Flashlight, 2010 4. Junker 1, 2009 
011 on canvas Oil on canvas 
130X114Cm 215x230 cm 
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ANJ SMITH 

The exquisite, diminutively scaled paintings of British artist Anj 
Smith are evocative of Ottoman and Persian miniatures. 
Meticulously rendered objects are scattered on the paintings' 
surfaces, and creatures pick their way across jewel-coloured 
grounds. Yet, though Smith has the precise touch of a Chinese 
master; her inspiration is clearly drawn from the Western artistic 
tradition, with debts owed to sources such as Lucas Cranach and 
sevent eenth-century Dutch vanitas painting. 

Nature depicted as wholesome and nurturing is not, however; 
her favoured landscape; rather; she plays with apocalyptic scenarios 
and overly heightened ski es that suggest the sublime but evoke an 
unusual sense oftheatre: women fight their way through weblike 
curtains that tangle with their hair; and marine fossils and animal 
bones become interchangeable with ornamentation and jewellery. 
Perhaps the surreality of much of Smith's work comes from a mar­
riage of implausible bedfellows: medieval-style symbolism twinned 
with flashes of iconic fashion - Chane!, Vuitton and Comme des 
Gari;:ons - interspered with strange geometrical signs, natural 
wonders and fantastical creatures that wouldn't be out of place 
in an Hieronymus Bosch painting. 

Underlying each of her works is a feeling of fragility, but more than 
this there is the ever-pervading sen se of death and decay. Each lush 
landscape seems on the verge ofturning from fresh to fetid ; vines 
slither out of cracks in stone walls, curling round ankles or spinning 
a web to trap ali who stumble into their path. Strange totems and 
fetish objects vie for supremacy with tiny shells and animal skulls. 
Smith's paintíngs are imbued wíth a sense of expectant horror; 
there is no utopía here, only evídence of dystopían chaos, and yet, 
paradoxically, her worlds are compellíngly attractíve. Erotic energy 
competes wíth mortal fear; delight in fleshly pleasures distracts 
from the evídence of decay. In this sen se, she echoes the paradox 
of the vanitas ínherent in Dutch flower paintíng: the more delicate 
and beautiful, the greater the sense of decay and perversíty. 

Smíth understands the materíality of her chosen medium and 
íts relationship to both the so-called decoratíve and fine arts. 
Gíving preference to neíther; but tyíng together fancy and art­
hístorícal tropes in one paínterly language, she succeeds in bal­
ancing her work. Flat, políshed surfaces are punctuated by thíck 
tendrils of gooey ímpastoed paínt that dríp and swírl to form the 
objects they represent. 

Ali things in Smíth's paíntíng seem to have grown up through 
the canvas as opposed to the artíst havíng put them there. lt's 
a strange and peculiar skill but a fíendíshly successful one - as íf 
she has taken ali the good thíngs from the ground and woven them 
ínto a beautíful but hellísh nightmare. Perhaps it is a comment on 
humankínd's relentless pursuít of beauty, whích is so often at the 
expense ofthe earth. -Jane Neo/ 

1. Pastoralia. 2008 
Oi l on linen 
28x22 c m 

2. Quinkunx of Heaven, 2007 
Oil on linen 
35x30 c m 

3. R, 2010 
Oil on linen 
42.5X38cm 
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JOSH SMITH 

Painting is a slow medium, we've been told often enough in recent 
years. We're told it's a footpath in a land of superhighways, and 
ambling along its route gives us the leisure to see what others 
miss. Never mind that we can't clock the speed of all the different 
vehicles out there and truly determine the pace. Never mind that 
this 'slow painting' sounds lovelier than it is logical. Be si des, what 
ofthe virtues of speed? 

Josh Smith filled a solo show in New York in 2007 with a generous 
quantity of canvases. They were abstractions painted with gestural 
dash in a palette of dirty, burnt, earthy hues, swift cover-versions 
ofmid-century School of Paris, executed with fondness and good 
humour. Halfway through the show, he took them all out and hung 
a new set, sorne of which he had dreamt up sin ce the opening. 
A few critics wondered if he was pushing his luck in the over-heated 
market, but Smith simply wanted to be its satirist from the inside. 

Hyper-productivity has been his principie since he began exhibit­
ing barely a decade ago. He likes pictures to spring from pictures, 
and then maybe return there; he might take digital photographs of 
his paintings, use them to create collages, slather over those col­
lages with colour; and group them together like unrelated fly-posters 
glimpsed fading and tattered on the street. In recent times he has 
also started to back his collages onto plywood boards - the better 
to shunt them about. lf the old New York School inflated their can­
vases to accommodate inflated ambitions, Smith has reduced his 
pictures so that they might be trafficked like hum ble housewares. 

What distinguishes his painting isn't simply the fact that he has 
engineered sorne no-nonsense functionality into it, making a mockery 
ofthe painter-contemplator; the creator of genius one-offs; he has 
also done so while rejecting the conceptualism of many of his peers 
and returning to a strain of expressionism. Not that he's all heart 
and no head: for sorne years he has enjoyed playing elusive games 
with his own name, turning it into a motifthat becomes a kind of 
'signature style' made ali-too manifest. We might sense here the 
influence of Christopher Wool, for whom Smith was once a studio 
assistant. Yet Smith is often far more hotly involved than Wool in 
the act of painting. 

His latest work shows this more than ever; with many canvases 
abandoning the old figurative motifs and also throwing asid e all 
the sure-fire tricks in the compositional box that painters once 
used to anchor their abstractions - tricks that Smith parodied with 
marvellous wit in the pictures he exhibited back in 2007. His name . 
continues to appear now and again, and the vestige of alphabetic 
characters still occasionally gives his pictures a solid architecture. 
But now he often stakes everything on smears and smudges of 
colour that hang together through sheer energy. The individual pic­
tures are compellíng, but Smith's achievement is dispersed across 
his prodigious output, with each new picture somehow qualifying 
ali those that went before. - Margan Falconer 

1. Untitle d, 2010 
Oil on canvas 
61 x45,5 cm 

2. Untitled, 2010 
Oil on canvas 
61x45,5cm 
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3. Untitled, 2010 
Oil on canvas 
61x45,5cm 

4. Untitled , 2010 
Oíl on canvas 
152.5 x 122 cm 
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GLENN SORENSEN 

In Glenn Sorensen's world, people, plants and animals seem crystal­
lized under a !ayer of cool Scandinavian frost. The Australian-born 
artist has long made Sweden his home, and its somnambulant 
winters and icy beauty permeate his work, lending a chilled Arctic 
wildness to scenes of otherwise warm domestic interiority. The 
artist returns repeatedly to a few motifs of precious fragility and 
humble everydayness: lilies in a vase, figures walking along a blank 
white horizon, the artist's baby son. Affection (2009) is part of a 
series ofimages depicting lilies whose arrangement seems elusively 
anthropomorphic: a couple of drooping figures that lean together 
in silent collusion. A Proustian or post-196os drop-out appreciation 
of slowed-down time freed from the headlong rush of modern life 
seems to be at the core ofSunday(2009) and Oays (2008), both 
images in which lilies stand stark against black-void backgrounds, 
ali the better for us to contemplate their delicate complexity. 

Entropy asan idea in art is usually bracketed with ideas of 
dispersal and fragmentation (as in Robert Smithson's Land Art). 
In Sorensen's work it is linked to thermodynamics: these images 
are about the dispersa! ofthermal energy (heat) and the loss of 
energy available within a system, which in Sorensen's vision is a 
celebratory and contemplative movement. Removed from the heat 
ofthe world, these images are also not without their danger. cold­
ness itself appears to threaten life. In The Fair (2010) two diminutive 
snakes inch along the stalks of a plant towards a small bird; in 8/ind 
(2009), the snake has got its catch, appearing to be snatching and 
downing the birds in mid-flight. Sorensen's images are suffused 
with an elegiac air ofthe past. The tonalities are the opposite of 
what one might expect - flesh tones appear inverted, as ifwe are 
looking at colour photographic negatives. In The Birthday Party 
(2007-09), two women stand together. The younger-looking ofthe 
two (perhaps this is a mother and daughter) clutches the other, 
as if threatened by the frosty landscape they inhabit like islands. 

lfthere's something implicitly photographic about Sorensen's 
canvases, it is connected to Roland Barthes' notion, expressed 
ín Camera Lucida (1980), that photography is intimately related to 
our sen se of death. Nevertheless, there's nothing grim about this 
mortal awareness. lndeed, these images are also about the warmth 
offamílíal relations, and one senses that they are related closely 
to his most precious private experiences - although the details 
remaín undísclosed. Behaviour (2009) depicts the bearded artist 
clutching an umbrella and lost in a solitary reverie - he is almost 
sage-like ín his contemplation. Behaviour is reminiscent ofthe tra­
dition of seventeenth-century Mughal paintings, in which poets and 
emperors wander through jasmine gardens, meditating on nature's 
beauty. Like them, Sorensen's eye singles out moments frozen from 
the world in order to highlíght its sublime ordinariness. - Col in Perry 

1. Ooys, 2008 

Oíl on canvas 
5ox40 cm 

2. The Bir thdoy Porty, 2007- 09 
Oíl on canvas 
40X 44 cm 
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3, Behoviour, 2009 
Oíl on canvas 
42.5 x 55.5 cm 
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NEAL TAIT 

In Neal Tait's A Cure (2009) a dandy seemingly plucked from one of 
Osear Wilde's drawing rooms morphs, from the neck down, into an 
ambiguous creature (fish? bird?) with a quivering tail. This half­
human hybrid floats past something that resembles a cricket bat 
with a complexly filigreed handle, and above a sickly green reclining 
figure whose head is a Baconesque distortion of curves. Crescent­
shaped petals fall over the artfully composed melee; grids of dots 
sparkle unpredictably in patches; a disembodied hand reaches out 
to the Wildean head. Describing Tait's paintings is like articulating 
your dreams. They skittishly repel language; they live, primarily, in 
yourhead. 

Yet, ifthis makes the painter sound like a surrealist, his art 
couldn't have been made at any moment but now. He first made 
his mark in the late 1990s as a painter of skewed, single-figure 
portraits: take, for example, the androgynous wraith in Hallo (2000), 
whose blank flesh-toned face with green hair and blue lips is sug­
gestive of a photographic negative, the whole conveying a mood 
of weirdly frightening repose. But Tait seems in sorne ways to have 
worked steadily back to the postmodernist painting that was au 
courant when he was a student: a collection of historical fragments. 
Often worked up from intuitive sketches, his painting finds 
a way out of that era's endgame. lt does so both by foregrounding 
the disquiet that comes from feeling time's progressive unmooring 
ofthe meaning ofthings - the title ofhis 2009 exhibition 'Les 
Toits de Parise', which makes mangled reference to a 1930s René 
Clair film, suggests as much on a linguistic level - and by finding 
counterweights for that state of unease in the gratifying frictions 
of juxtaposition. 

The Food Inspector (2006) convenes figures on diverse scales 
against a hot orange backdrop, including a white-haired woman 
who gazes towards something ontologically stranded between 
sauce pan and giant gavel, a disengaged serving girl and a looming 
Gingerbread Man-like monster. This discontinuous array could 
have been - and probably was - sourced from Victorian children's 
book illustrations (Sir John Tenniel's A/ice illustrations are evidently 
touchstones for the artist), newspaper photographs and Tait's own 
ímagination, each aspect amplified and estranged by conjunction. 
Here, po-mo collaging technique is u sed not to construct an 
argument but to generate rambling intensities for the viewer 
to navigate, shifty reveries to interpret. 

This may sound like strategy, but Tait, by contrast, often seems 
to be working thrillingly in the dark, looking to resurrect older 
ímprovisatory thrills within the medium, and the feeling of adventure 
is contagious. Sunday Afternoon (2009) feels constructed and 
completed on sheer ínstinct: a weird cluster of heads both human 
and animal is ali that remaíns of sorne larger composition, which 
has been mostly oblíterated by a massive stippling of buttermilk­
coloured paint. lt's an indubitably anti -intuitive formal decision, 
a confidence trick of sorts that advertises years of painterly 
experience, yet one that leads back to Tait's central conjecture. 
The process oftime passing is something like a moving cloud, his 
canvases suggest, within which historical details might become 
visible though their cultural meaníngs don't. And, by way of com­
pensation for what's lost, in that melancholy play of obscuring and 
revealing, myriad pleasures are to be found. - Martín Herbert 

1. A Cure, 2009 
Tempera and acrylic on canvas 
180.5x157,5 cm 

2. Sundoy Afternoon, 2009 
Oíl on linen 
6o x6o.s cm 
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3. The Food insp ect or, 2006 
Oil on canvas 
56 x76 cm 
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MICKALENE THOMAS 

Mickalene Thomas creates imposing portraits of African-American 
women in complex interiors, painted in acrylics and enamels and 
reverentially adorned with rhinestones and crystals. Patterns on 
folding screens collide with those on dressing gowns and bed 
covers; vintage walipapers create intense optical effects; flowers 
and pillows spill across expanses ofwood grain in riotous opulence. 
Ali ofthese elements circulate around Thomas's women, who main­
tain a regal calm amid the frenzy of decorative signification. 

The material richness of these paintings is matched by their 
wealth of visual information; Thomas's works are first of ali lessons 
in the history of style. A single picture can send the viewer back 
along divergent chains of associations: from the confrontational 
eroticism of Man et to Matisse's exoticist fantasies, or from the 
heroines of Blaxploitation cinema to the construction of middle­
class A frican-American taste in the pages of Ebony and JET. 

Though Thomas's paintings are compositionally faithful to con­
ventional forms of portraiture within the history of Euro pean paint­
ing, their material holism brings them closer to abstract art than to 
lngres. Ali the elements of her pictures are rende red in high-keyed 
colours and strong graphic lines, causing the viewer's eye to travel 
the image without respect to portraiture's customary hierarchies 
of attention. Often, in fact, it's the zebra-skin rug or floral bed sheet 
that is painted in the most eye-popping detail, or adorned with the 
most dense clusters of rhinestones, while the figures ofthe women 
themselves are rendered in economic brevity and provide moments 
of comparative visual calm. But far from suggesting that the sitter 
is no different from the drapes, Thomas's material all-overness 
implies that identity is a matter of a complete aesthetic system, 
encompassing not just the physical body but every aspect of dress 
and envíronment. The subjects of these portraits inhabit total 
worlds that reflect their aims and desires. 

However; to describe Thomas's paintings as catalogues ofvari­
ous hístorical motifs is to miss how thoroughly she has synthesized 
her díssímilar stylistic sources. What appears at first glance to be 
wholesale appropriation (of postures, decorating schemes, even 
complete compositions) is in fact the result of an involved process 
of reconstruction. Thomas begins many paintings with photo 
shoots in her studio, styling and posing models (often friends and 
family members) in constructed sets. Collages follow the photo­
graphs, and the eventual translation of these sources into large­
scale paintíngs gives the latter their distinctive, disjointed sense 
of space. Overlappíng areas of pattern create jarring optical 
effects; planes ofwood panelling oscillate between flatness and 
depth; and Thomas's women seem to project out oftheir environ­
ments and into the viewer's. By restaging these scenes ofimagined 
history in the present tense, the artist weaves the different stylistic 
and conceptual strands of her images into a powerful unity and 
recruits nostalgia into a forward-looking project: the construction 
of a new language for self-presentation. - Roger White 

1. /Just Wonno Be With You, 2007 
Rhinestone, acrylic and enamel 
on wood panel 
183x213.5 cm 

2. Miss Co//ette, 2009 
Rhinestone, acrylic and enamel 
on wood panel 
183x183cm 
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3. Momo Bush: (Your /ove keeps lifting 
me) higher ond higher, 2009 
Rhinestone, acrylic and enamel 
on panel 
213.5 x 183 cm 

4. Le Déjeuner sur l'herbe: Les Trois 
Femmes Naires, 2010 
Rhinestone, acrylic and enamel 
on wood panel 
305 x 731.5 cm 
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PADRAIG TIMONEY 

To understand Padraig Timoney's relationship with painting it is 
perhaps necessary to remember what John Cage said before one 
of his concerts to a visitor who asked which was the best seat: 
'Every spectator is in the right place.' He meant that art is such 
a personal experience that it doesn't matter where you are - you 
will always get something that other people don't . lt's a reasonable 
concept for an auditorium, where it would clearly be inconceivable 
to attend the same performance from every possible angle. But 
what about a two-dimensional form of expression like painting? 
lnterpretation might vary, but aren't we all fundamentally looking, 
at one time or another, at the same thing? 

lf such a performative analogy might seem misleading in a book 
about painting, it is because Timoney is a multifaceted artist who 
often uses one medium to explore the limits or the potentials of 
another. Conceptual as much as formal, his works ask how it is 
possible to make a poignant depiction of a fast-changing world 
with conventional weapons like painting or sculpture. Timoney's 
paintings are seldom specifically localized. There is a constant 
sen se of displacement, an attempt to start a deconstructive and 
reconstructive process all at once, where the images, even when 
totally invented, give the idea of representing a world that is possibly 
only one step beyond but temporarily out of sight. 

The Evening Rise (2008) is an austere, rectangular, dark brown 
monochrome on top ofwhich the artist has installed a series of 
objects, including two empty film-roll cans, a chopped wooden 
trunk and two copper plates onto which he has inscribed the title 
ofthe work. Displayed like antiques on a pedestal, they seem set 
up to claim the initial scrutiny, only to give it back once it becomes 
clear that they are there to provide a description ofthe previously 
overlooked structure on which they stand. 

Dry Dock Two (2009) is a diptych with the bottom half picturing 
the hull of a boat on stalls; this motif is materially transferred from 
a different background at the top, this time looking like a sail in the 
dark. Though very different, the two canvases nevertheless happily 
convive, questioning the validity oftheir respective representational 
forms while establishing a narrative structure that is the result of 
their complementary existence. 

Timoney's work invites the viewer to follow a long chain of 
events that leads from one curious thing to another but regularly 
covers its tracks so well as to become obscured, or leaves us won­
dering where we have ended up and why. Take for example Wadas 
(2009), another painting from the same period. Named after a 
Mexican border town infamous for drug cartels, murders and illegal 
trafficking, it presents a dramatically dense background populated 
by a series offloating coloured motifs, sorne ofwhich are based on 
the forensic signs that the police place on the ground to determine 
the dynamic of a shooting. Dark and menacing, the painting doesn't 
do anything to hide the general outlines of the story it's trying to 
tell, and yet there's something beautifully transitory about it, which 
is perhaps a useful term when considering Timoney's practice. Like 
an exploratory journey, it constantly moves; it presents imponder­
ables and diversions, forcing the viewer to take a step back to look 
closer, orto look away to be engaged. - Michele Robecchi 

1. Dry Dock Two, 2009 
Rabbit skin glue, pigment and ink 
on canvas 
2 parts, each 170 x 263 cm 

2. Wodos, 2009 
Rabbit skin glue, pigments and 
wood on canvas 
265x 170 cm 
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3. The Evening Rise, 2008 
Rabbit skin glue, ink and pigments 
on canvas, copper, pewter, wood, 
plast ic charcoal 
2oox 11ox40 cm 
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ALEXANDER TINEI 

Born in 1967 in pre-independence Moldava, Alexander Tinei 
describes himself as 'an absolute product of Soviet culture, trans­
formed into Western culture, transformed into myself'. His striking 
portraits oftattooed young subjects reveal his preoccupation with 
issues surrounding identity, belonging and faith. lncreasingly con­
cerned with the phenomenon ofinstant global visibility via the inter­
net and the exposure of people's formerly private moments on the 
web, he uses his traditional academic art training and painterly style 
to submerge these new 'icons' of cyberspace within the traditional 
context of portraiture. Re-staged in a new context or altered by 
the addition of strange blue lines and patterns on parts of the body, 
each protagonist is subject to Tinei's own interpretation of events. 

More recently, Tinei has begun to intersperse these subjects 
sourced from magazines and internet blog pages with iconic 
images from art history. Although there is a strongly voyeuristic 
quality to the work, with the viewer often happening upon intimate 
moments such as couples kissing or lone figures contorting their 
bodies into strange and provocative poses, he also manages 
to convey the vulnerability of his subjects through a close-up, 
almost medical scrutiny and by emphasizing their uncomfortable 
body language. 

Tinei's work captures the paradoxical nature of an increasingly 
'plugged-in' world where users oftechnology often confess to 
feeling isolated from society, though they may have hundreds of 
online 'friends'. The sense that many people today inhabit another 
world online in parallel to their 'real' lives is beautifully conveyed 
by his treatment of his figures. Their skin is strangely white, almost 
ethereal, as if not fully human. Often contrasted against darkly 
unfathomable backgrounds, they pose in this alternate universe 
for 'friends' only known to them in this realm. 

Growing up in Moldova, Tinei spoke Russian and admired 
Russian heroes such as Fyodor Dostoevsky, llya Repin and Valentin 
Serov, while not actually being Russian himself. Looking back, he 
now feels that he accepted unquestioningly the imposition of 
another culture (or 'realm'), an alternate reality imposed on Moldova 
when it became part ofthe Soviet Union. 

For Tinei the parallels between his subjects, the grafitti-covered 
buildings ofthe modern urban landscape and the condition ofthe 
postmodern, post-communist world are clear. When he imagines 
a contemporary portrait, he sees graffiti on this body too. His sub­
jects are marked, perhaps wounded, by life. There is a strong sen se 
that in the strange other online world, there is a kind of safety, a 
protected zone where, no matter how damaged or how strange, the 
subject is accepted for who he or she is. Yet the precarious nature 
of so many of the poses that Tinei's subjects adopt intimates that 
this world may not hold them forever. lncreasingly exhibitionistic 
or painful to behold, they suggest that the human need to connect 
and be looked at can become twisted into something unhealthy, 
even dangerous, when it is mediated by machines. Through his 
use of paint to create portraits of these creatures so dependent 
on technology, Tinei acutely conveys how otherworldly so much 
human activity has become. -Jane Neo/ 

1. S/ove, 2010 
Oi l on canvas 
5o x40 cm 

2. Toilor, 2010 
Oil on canvas 
12o x10ocm 
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3. Gome, 2010 
Oi l on canvas 
120x1oocm 
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PHOEBE UNWIN 

Much has been made of Phoebe Unwin's catholic plundering 
of painting's history, but while her canvases clearly draw u pon 
the possibilities set out by this history, she is very clear that her 
strategy is not one of literal or ironic sampling. Her interest is less 
in historical critique than in the attempt to construct a language, 
destabilizing the painting in order to engineer a fresh encounter 
with this most familiar of art objects. 

Unwin's canvases range from the densely worked to the spare, 
restlessly pitting gesture, colour and material against each other in 
unexpected ways. Elements hinting at pictorial depth often coexist 
with fields of spray paint or metallic foil, which reassert the closed 
nature ofthe painting's surface. Gestural marks may simultaneously 
echo process painting and collapse into automatism, tracing silhou­
ettes across anthropomorphic splurges of colour crossed by wobbly 
geometric forms (as in Day for Night, 2008). Often in a single canvas 
abstraction and figuration mesh and tussle in dense thickets of 
disparate painterly device (none ofwhich ever quite gain the upper 
hand) and the results are as likely to explore simple still life or portrait 
forms such as in Orange Room (2007) as something more oblique 
(Soft Person and Desk, both 2008). At every turn, each element (each 
mark in a painting, each painting in relation to those around it) some­
how unravels or complicates its fellows, thereby placing the resulting 
whole in question: why these particular configurations, and how, as 
viewers, can we navigate these deliberately unstable images? 

Based on first-hand perceptions (she never works from pho­
tographs), Unwin's paintings explore the inherently precarious 
recollection of experience and its distillation into what she calls 'an 
essence'. This has led many commentators to describe her work 
as being about memory. This is true, but misleading. Unwin has 
no interest in inviting us into her own remembered experience, or 
providing us with anything sentimental or nostalgic. Memory con­
cerns her more as a function, akin to pattern recognition or physical 
memory, and her practice can be read on one level asan inquiry into 
íts role in constructing felt experience. 

Unwin's emphasis on the importance of scale as a way of 
entering the work becomes revealing in this light. Take Aeroplane 
Mea/ (2008): a flat, spray-painted image of a plastic tray, the same 
size as the object to which it refers, floats on an abstract ground 
that offers nothíng- no lap or chair back - to place it in a definite 
pictoríal space. Bereft of these points of reference, the painted tray 
becomes less an ímage of something and more object-like: a layer 
of spray paínt mímíckíng a sheet of moulded plastic by assuming 
its general shape and dimensíons. '1 want to explain the idea of 
the subject rather than reproduce an image of it,' says Unwin. 'The 
paintings aren't windows; they don't offer a world that's separate 
from the viewer.' Perversely, given the riot of event and referential­
ity in her work, this suggests a link to Minimalist concerns with the 
experiential connections between optical and corporeal modes of 
cognition. Unwin's work weaves the pictorial and the physical into 
a single painterly re bus and invites you to feel your way around it 
as if negotiating tumbled furniture in a dimly lit room. - Lee Triming 

1. Aeroplone Meo/, 2008 
Spray paint and oil on linen 
97.5 x 107,5 cm 

2. Orange Room, 2007 
Acrylic on linen 
183 x 152.5 cm 

3. Desk, 2008 
Oil, aluminium leaf and spray paint 
on linen 
183x153 cm 
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LESLEY VANCE 

Painting has, in one way or another; always been about time - how 
to slow it down, arrest it, reverse it, speed it up or dispense with it 
altogether. Lesley Vanee makes paintings quickly that unfold slowly, 
and which expand from their modest physical proportions into 
sprawling timescales, histories and formal reverberations. 

Cubism, the art-historical movement that remains a touchstone 
far the artist, was essentially an exercise in presenting muitipie 
moments at once, thus confounding the notion that depiction was 
limited to a single, preserved instant (as with most photography). 
Cubists such as Juan Gris, whose work Vanee adores, made images 
that thrust themselves forward from the wall, projecting (some­
times literally, in the case oftheir collages and assemblages) ali at 
once into the space of the viewer. 

Vanee sets out to e reate abstract paintings that are as tem­
porally complexas these antecedents, but which, by contrast, 
retain the illusion of depth and an intimacy that draws the viewer in 
towards them. The results can be confusing and uncanny. lnstead 
of Cubism's extrovert qualities, Vance's paintings keep their 
secrets, only hinting at the absences within themselves. 

This attitude arises, in part, from Vance's particular working 
process. She sets out as a still-life painter; in the traditional mould, 
selecting objects and setting them against a dark background, 
lighting them carefully and making pencil or pastel studies. When 
she finally starts painting (on smooth, gessoed canvases) the work 
emerges over the course of a single day, freeing itselffrom its figu­
rative beginnings through adventures ofwet paint. When finished, 
the original tableau is almost unrecognisable, often resembling 
nothing so muchas folded paper - as ifVance is making collages 
from her own paintings. 

She describes her smeared and scraped gestures as strate­
gíes far 'covering her tracks'; there lingers, however; a tantalizing 
sen se that there are tracks to be followed. She has referred to the 
sensatíon of walking into a room far the first time and sensing that 
an object is missíng while not knowing precísely what. Her finished 
paíntings, non e of whích is titled asid e from a number that dístín­
guíshes ít from the others, are at once resolutely complete and 
mystífyíngly fragmented, as if still in a fluid process of becoming. 

What we are left wíth is a sense of atmosphere - almost like 
scent- that emerges through colour temperature and texture, and 
whích oríginates from the specific temporal and spatial origins of 
these stíll lifes. Wíth their unexpected shadows and excised forms, 
they perform the tríck of making loase gestures concrete and 
solidity rootless. In a 1919 pamphlet on the intentions of Cubism, 
the writer Mauríce Raynal quoted Plato: 'The sen ses perceive that 
which passes, the understanding that which endures.' Through her 
attentiveness to the history of paintíng, Vanee creates images that 
are like nothing we've seen befare, while remaining heavy with the 
sense ofthat which is past. -Jonothon Griffin 

1. Untit/ed (15), 2009 
Oil on linen 
45.5x38 cm 

2. Untit/ed (29) , 2010 
Oil en linen 
53.5 x 40.5 cm 

3. Untit/ed (30), 2010 
Oil on linen 
51x40.5 cm 
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PIETER VERMEERSCH 

Pieter Vermeersch has described his colourful and minimalist 
installations as the result of an ongoing attempt to create paintings 
that are 'as impersonal as possible'. The Brussels-based painter 
views his work as part ofthe shift away from the Romantic notion 
ofthe artistas genius, which began in the twentieth century with 
the Neue Sachlichkeit (New Objectivity) movement of the 1920s. In 
their pure material presence, Vermeersch's works reach towards 
the degree zero of painting: he usually deploys no more than two 
or three colours in long gradients covering the gallery walls. lt is an 
endgame approach that might be compared with Kasimir Malevich's 
deep questioning of the limits of art. Yet, like Malevich, who returned 
to figuration after executing his famous 8/ack Square (1915), 
Vermeersch remains resolutely committed to painting asan ongo­
ing project. Nor do these works deny the viewer's subjectivity: they 
are pleasurable, seductive celebrations of colour; their epic scale 
invoking the vertiginous and ocular experience of the sublime. 

1 first saw Vermeersch's work at the Sout h London Gallery in 
2009, as part ofthe group exhibition 'Beyond These Walls', where 
the artist painted two entire walls with opposing gradated fields 
of red and green that enveloped visitors in a burst of colour: Walking 
into the space, 1 felt as if l'd stepped inside a canvas by Barnett 
Newman or Mark Rothko. More significantly, however; it was the 
architecture ofthe space itselfthat seemed most evident: this 
was painting that served not to cover up but to expose the archi­
tectonics of everyday space. Vermeersch's talent for re-ordering 
the equilibrium of built space with justa lick of colour can be seen 
in earlier exhibitions: at Palais Grosser Garten, Dresden, the artist 
covered the vast windows ofthe building in a trippy purple hue, 
while, in the less ostentatious setting ofWhite Box, New York, he 
created an installation with a wall mural rendered in a white-to-blue 
gradient and a video projection of an abstract polygon of white 
light. Through such sparse, economical, yet precise means, the 
artist seeks to highlight and explore the facticity ofthe everyday. 

Vermeersch's surprisingly emotive work is an appeal to the 
subjectivity of the audience rather than to the inspired authority 
ofthe art-maker. As such, he partakes in a line of questioning 
that stretches from early Russian Structuralism, American New 
Criticism and - most famously - Roland Barthes' post-mortem 
of author intentionality in his essay 'The Death ofthe Author' (1967). 
Vermeersch has stated that 'painting is a kind of job like any other', 
yet ifthere is a democratic levelling here (the audience is more vital 
than the author), it should also be emphasised that his work is not 
exactly in line with the participatory practices that emerged in the 
1990s under the banner of 'relational aesthetics'. lndeed, the spaces 
that he paints are sometimes blocked to public access: viewers 
must stand ata threshold to look at the works, by which means 
Vermeersch hopes to highlight what he has called 'the mystification 
ofthe pictorial space'. In this sense, he is at once radical and 
traditional: he wishes to strip back the act of looking to a dialectic, 
yet, equally, he is an artist with a profound understanding ofthe 
mutable pleasures of authored artistic practice., Colín Perry 

1. Untitled. 2010 
Oil on canvas 
23ox170 cm 

2. Untítled. 2010 
Oil on canvas 
23ox 17o cm 
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3. Untitled. 2009 
Acrylic paint and projection on wall 
Exhibition view at White Box, 
NewYork 
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CHARLINE VON HEYL 

Known since the early 1990s asan abstract painter, Charline von 
Heyl published an artist edition book in 2008. She titled it Sabotage, 
saying that she likes the suggestion ofviolent intervention: 'the 
Sabot - a wooden clog - thrown into the machinery'. So she used 
a variety of media and processes, including silkscreen, woodblock, 
litho, spray-paint and stencil , dividing the pages with printed vellum 
to enhance the book's tactility and sense of playfulness. 

The work on Sabotage has nourished her recent painting - pic­
tures likes 8/ack Mirror #2 (2009) have a stridently graphic charac­
ter: But her understanding ofpainting also nourished the book, for 
it confirmed her beliefthat, if painting is current, the medium also 
stretches out between ancient and modern. lt can be a mouthpiece 
for Pop slang but also for primitive cries, and it has the memory 
of everything in between. In pictures like Momentito (2009) we find 
mists and amoebas that could have been inspired by Joan Miró's 
imaginings of birth and creation. Meanwhile, the contours and 
patterning of Woman #2 (2009) suggest a model bent into a pose 
for a contemporary photo shoot. And although Frenhoferin (2009) 
may remind us offine-boned modernist grids by Agnes Martin, they 
also have the aspect of something made with the zeal of a palaeolithic 
cave painter: 

Von Heyl matured as a painter in Cologne in the early 1980s and 
drew in much ofthe satirical spirit that fuelled personalities like 
Martin Kippenberger and Albert Oehlen. That might explain why 
her pictures are often gleeful and frenetic with energy. But von 
Heyl's pictures are at war with themselves in ways that are distinc­
tively her own. The styles and motifs that awkwardly coexist in her 
pictures are odd couplings; one species ofline or spiralling pattern 
might sit with a flat design or spider's web that points to another 
source entirely. Often their coming together effects a sparklingly 
sulphurous reaction, and figure and ground seem to cannibal-
ize each other: Hence in Phoenix (2008) we are presented with 
an orange motifthat would have the elegance and impact of an 
insignia were it not overwritten with the checkered blue form that 
seems to be breaking apartas we watch. 

Ali the breezy pizazz in von Heyl's pictures belies the furious 
intensity with which the elements are united. She describes the 
process as one of extraction - and it's brutal. 'When you create 
something indifferent and destroy, transform, and manipulate that 
into something that you can't quite read anymore, but that has a 
strong feeling of atmosphere, then you have created something 
new.' lt's a call to continua! creative destruction. A motif comes into 
view and is cut down. The contours of something else surface in 
the aftermath, and that too is put to the sword. Only from the kili 
can the new be born. - Margan Falconer 

1. Block Mirror #2, 2009 
Acrylic and oil on linen 
208.5 x183 cm 

2. Phoenix, 2008 
Acrylic on finen 
208.5 x188 cm 
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3. Woman #2, 2009 
Acrylic, oil and charcoal on linen 
208.5 x198 cm 
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KELLEY WALKER 

Dispersa) has been a principie of Kelley Walker's practice ever since 
he began to exhibit, less than a decade ago. His paintings often 
seem to move free ofthe canvas, his images floatlng from the wall. 
They settle instead in flexible environmental displays that border 
on sculpture and design. lt's peculiar; then, that bricks and mortar 
have been such central motifs for him. They make for lmages that 
seem both aberrant and resistant, difficult to penetrate in compari­
son with much else being produced by contemporary palnters. Yet 
they begin to unlock themselves if one considers that bricks, walls 
and paving slabs have historically held a fascination for artists -
particularly in Paris. For Jean Dubuffet they offered an exemplar for 
painting, a new cave-painting; for Brassai, photographing graffiti in 
the 1930s, walls were the surfaces of an urban-primitive expression; 
and for the Situationists the city's built surfaces were analogous 
to prison walls - or; as they liked to put it, 'sous les pavés, la plage' 
(under the paving stones, the beach). In each case, surfaces sullied 
with dirt or profanities, or merely made banal through dull use, were 
redeemed, revealed to hold life beyond or within. 

But here is'where Walker's untitled brick pictures differ. To 
begin with, his blocks make no pretence to rich presence: they 
are silkscreened reproductions made from scans of different bricks 
and cinder blocks. So while at first glance they appear to have the 
varied tone and texture of real bricks, on closer inspection they 
are smooth and insistently flat. Then, of course, the mortar in 
Walker's walls is nota viscous paste but an insubstantial imagery: 
it is derived from newspapers and magazines that are arrayed like 
another wall behind the first (albeit a fast-moving wall that floods 
past like pages on a printing press). His typical approach is to use 
one issue of a newspaper or magazine for each panel, and, for 
record's sake, to attach the front page to the back ofthe panel 

- though ifthis suggests that the content on the other side is 
distinct and particular; we only have to look once again at the front 
to be reminded that, one day or the next, the media always look 
the same; it is the wallpapering of our world, the culture that has 
become our nature. 

To speak ofthe Situationists in relation to Walker seems appro­
priate because many of his other pictures have addressed the 
urban unrest ofthe 1960s. The 8/ack Star Press series, begun in 
2004, borrowed a photograph of the civil-rights clashes of that era 
and layered silkscreened chocolate over it, creating parodie ges­
tural abstractions. In another series he applied scans of squirted 
toothpaste to the covers of a men's magazine. In each case the 
material applied added unsettling commentary to the imagery 
below and did so while at first proffering a dialectic - between the 
reproduced and the handmade, the copied and the real - and then 
revealing it to be a mirage. Ali, in Walker's pictures, is unreal. lffor 
the likes of Brassa"i and Dubuffet that would have preved depressing, 
for Walker it is more a cause for simple astonishment. The real 
world is ceding to the virtual; bricks and mortar are giving way to 
bitstreams. - Morgan Falconer 

1, Block Star Press, 2007 
Four colour process silk screen 
on canvas 
264x211 cm 

2. Untitled, 2009 
Four colour process silk screen 
with acrylic ink on canvas with 
collage with 28 August 1975 issue 
of Ro//ing Stone 
122 x122cm 
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3. Untitled, 2008 
Four colour process silkscreen 
on canvas with collage with 28 
January 2008 issue of Frankfurter 
Allgemeine Zeitung 
152.5 x 213.5 cm 
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WANG XINGWEI 

At the heart of Wang Xingwei's practice líes an undying belief in the 
sheer power of painting. He believes in the medium not merely as 
a visual language to represent reality orto tell a story but also as a 
testing ground for technical proficiency. And, perhaps unlike many 
artists senior to him from North China, Wang believes in palntlng 
as more than justa means of expression for ideological and lntel­
lectual values. 

Although his works often depict scenarios featuring characters 
whose identities are given away by their outfits, the incongruity of 
his protagonists within their surroundings is such that any attempt 
to make logical connections or infer meaningful plots would be 
futile. In A Sunday Afternoon in the Youth Park (2009), for example, 
a couple sit opposite each other outside a public toilet that floats 
on a lake as if justa normal boat. Wang's complete lack of interest 
in establishing expected associations or sequences of events 
frees him from any dependency on maintaining narrative consis­
tency in his practice. He doesn't rely on recurring motifs or subject 
matter to win recognition; rather; he moves fluidly from one thing 
to another: Similarly, he slides from one style of painting to another; 
including realism, expressionism, constructivism, comic strip and 
caricature. Such freedom is rarely tolerated by an art world that so 
often demands consistency of style and a logical development of 
themes and subjects. 

In the mid-199os, at the beginning of his career; Wang mostly 
painted scenarios in settings that were characteristic of Haicheng, 
a small city in northern China where he lived at the time, making 
visual and conceptual references to certain imagery, legends and 
events in both Chinese and Western art histories. He often made 
an appearance himself in these works, and still does from time to 
time. Since 2000 his paintings have featured subjects as diverse as 
unpopulated landscapes, football pitches, flowers, animals, busi­
nessmen, nurses, soldiers, seamen, flight attendants, figures from 
Chinese fables and fellow artists, as well as people without identifi­
able social or cultural roles. 

Having said that, it is not Wang's ambition to pursue eclecticism 
for its own sake in his choice of characters. The same figure occa­
sionally appears more than once in his paintings, sometimes with a 
new background or another prop orina completely different guise. 
In four paintings from 2008 entitled Comrade Xiao He, the protagonist 
appears in one work against a blue sky with white clouds, and 
in another against a cloudless blue sky and carrying a goose and 
a leather medical kit bag. These repetitions and deviations further 
reduce the significance of content or meaning in his paintings, 
directing the viewer's attention instead to the peculiar qualities 
that characterize each of his works. 

In many of his paintings, complementary colours - white and 
black, red and green, yellow and violet, blue and orange - are con­
sciously juxtaposed within one frame, often introducing a sense 
of tension. The optical unease experienced by the viewer is 
accompanied by a feeling of being blocked out of his paintings to 
sorne extent, not least dueto a reduced sense of depth within the 
canvas evoked by these colour combinations. Sickly and strangely 
disconcerting, his paintings push the usual limits of good taste, 
chaflenging our familiar aesthetic perceptions and experiences with 
curious images that remain long in the memory. - Coro/ Yinghua Lu 

1. Untitled (red flowers 
green gross womon 
No. 1), 2010 
Oíl on canvas 
24o x18ocm 

2. Moo Yon, 2010 
Oíl on canvas 
2oo x16ocm 
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3. A Sunday Afternoon 5. Untitled (figure seen 
in the Youth Pork, 2009 from the bock), 2009 
Oíl on canvas Oil on canvas 
165 x300 cm 2oo x200 cm 

4. Comrode Xioo He 
No.3, 2008 
Oíl on canvas 
2oo x15ocm 
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CORINNE WASMUHT 

To look ata painting by German artist Corinne Wasmuht is to 
submerge oneselfin a futuristic parallel world. At first glance, her 
large-scale works appear to be abstract compositions, but closer 
inspection reveals complex interlocked pictorial spaces that are 
filled with shapes, forms and human figures. Wasmuht's multi­
layered compositions are based on photographs that she started 
to collect in an ever-growing image archive in 1986. lnitially she used 
pictures from magazines and books, but she now prefers to take 
photographs herself, altering and then assembling them like a collage 
on her computer to create her stagelike rooms. Subsequently 
she has begun to transfer these compositions painstakingly onto 
wooden panels, which she favours above canvas. Her works are full 
of elaborate details, so the process ofreworking these photographic 
references in oil can take months. The resulting paintings depict 
several narratives simultaneously that, although recognizable and 
familiar; remain distant and alien. Wasmuht has compared them to 
the moment just befare one falls asleep, the brief period in which 
a multitude ofthoughts and images overlap. These fragments of 
reality extend in ali directions and seem to hover in a dense reticular 
structure that covers the picture plane. In this regard, Wasmuht's 
paintings are reminiscent ofthe multi-layered abstract works of 
Julie Mehretu. 

Spatial depth in Wasmuht's works is achieved by means of 
classical perspective and vanishing points. Yet the interwoven pictorial 
elements appear to be infinitely reflected, as if in shards of a 
broken mirror; rather than existing in an actual three-dimensional 
space. This abundance ofvisual information and the monumental 
size of her paintings make ita challenge to comprehend any one 
of her atmospheric creations in its entirety. The eye is forced to 
wander from one scene to the next in an attempt to grasp the 
segments that make up the composition individually. Vivid colours 
create an impression oflightness that allows the paintings to radlate 
from within, despite the density oftheir content. She draws inspiration 
from a variety of sources: Latin American literature, her own experi­
ences, her travels, and other cultures. This is frequently indicated in 
the titles and subject matter of her works. Llanganuco Fa/Is (2008), 
for instance, which depicts a myriad ofwaterfalls in a fictional 
woodland setting, takes its name from a Peruvian lake and could 
relate to childhood memories - she was born in Germany and 
raí sed in Peru and Argentina - orto more recent travels, whereas 
Brückenstr. (also 2008) and 50 U Heinrich-Heine-Str. (2009) are 
representatíons of Berlín, where she líves and works today. 

The tension apparent in Wasmuht's work arises not only from 
the electrifying visual experience offered by the paintings but 
also from their artistic execution: traditional panel painting and 
old-masterly technique stand in contrast to new technology and 
dígitally manípulated source images. She does not shy away from 
opposites but successfully incorporates an interaction of old and 
new, abstract and figurative in her work. - Carina Krause 

1. L/anganuco Fo/Is, 2008 
Oilonwood 
298x39ocm 

2. DFW-CDG, 2010 
Oilonwood 
27gx251 cm 
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3. Brückenstr., 2008 
Oilonwood 
227x51gcm 

4. 703, 2009 
Oilonwood 
223x703cm 

1. 
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MATTHIAS WEISCHER 

Matthias Weischer is one ofthe most talented members ofthe 
new Leipzig school, a loose assembly of painters whose works are 
marked by a near-perfect marriage oftechnical bravura, concep­
tual wit and art-historical awareness. His maturity as a palnter 
was evident from his earliest canvases: dizzyingly baroque archl­
tectural spaces rendered with impossible Piranesi-like sightllnes, 
colour palettes that move vertiginously from faded dun to neon 
green, references and visual jokes that are ten paces ahead of 
the viewer. Trained at Leipzig's legendary Hochschule für Grafik 
und Buchkunst - whose alumni include Christoph Ruckhaberle, 
Tim Eitel, Tilo Baumgartel and David Schnell - Weischer has long 
explored painting's freedom to roam the polarities between 
real and imagined space. In Egyptian Room (2001) a sitting room 
decorated with woven reed furniture explodes onto a landscape 
populated by pyramids and palm trees; in Interior (2003) a room with 
a mural appears to dissolve into a bucolic exterior space. 

In contrast to the furtive imagined spaces ofthese earlier works, 
Weischer's recent paintings are anchored to the dusty presence 
oftheatrical stage sets (they have a toned-down palette to match). 
In order to achieve this facticity, the artist has kitted out his expan­
sive studio in Leipzig's Baumwollspinnerei (a former cotton mill) 
with a full-size stage and proscenium, which he decorates and pop­
ulates with props and furniture. Of course, this transliteration has 
not made a straightforward realist out ofWeischer. Rather, in works 
such as Die b/aue Wand (2009) we witness a staging of representa­
tional fictions: stage right, a figure creeps in, but he appears to be 
two-dimensional, like a cardboard cut-out; centre stage, a group of 
paintings hang haphazardly and, like the ekphrasis of classical art's 
self awareness, mayor may not be re-representations ofthe artist's 
own work. In Boudoir (2010), a pallid silhouette of a woman sits in a 
shallow space beside a screen decorated with a diagonal band of 
vine leaves that appears to float off into a chinoiserie of bamboo 
foliage on the room's wallpaper. Her shoe, meanwhile, re-appears 
like a Surrealist fetish in Léiufer (2010) next to a donkey's rear-end 
(a prop, perhaps, from a children's pantomime). 

Nature, or at least a particularly mediated form of it, has become 
increasingly important for Weischer. He frequently spends his mornings 
sketching at the Leipzig Botanical Garden, a habit adopted while 
on residency at Villa Massimo in Rome in 2007. Die Unruhe (2008), 
depicting a pond surrounded by trees and shrubs, appears to be a 
vision of ordered tranquility, except for the disquieting fact that the 
title translates as 'unrest' - an inversion ofthe Romantic tradition 
oftranscendental reverie before nature. lndeed, the approach to 
nature appears barred by an onion skin of representative modes: the 
lower edges of Die Unruhe are painted as a trompe-l'ceil band that 
seemingly reveals the wall below the 'painting' above. These images 
are therefore paintings of paintings, as íf reality has retreated to the 
level ofsigns, or rather, as ifthe history ofpaínting has accumulated 
such a wealth of íconographic tricks that seeing has ceased to be 
simple. Thus Weíscher's works are a remínder that seeing is an art 
of infinite complexity and great rewards. - Colin Perry 

1. Die blaue Wand, 2009 3. Die Unruhe, 2008 5. Paneele, 2006-08 
Oil and egg t empera Oi l on paper on canvas Oil on canvas 
on canvas 1 of 4 parts, 21o x33ocm 
2oo x3oo cm each 140 x 60 cm 

2. Mobile, 2007 4. Striptease, 2007 
Oil on canvas Oilon canvas 
110 X170 Cm 6o x70 cm 
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ANDRO WEKUA 

Andro Wekua's works function in a manner not unlike memory. Hls 
film, collage, painting, text and sculpture pieces draw from personal 
photographs, magazines and books, films and the relics that we 
may ali encounter in the world around us. Like memory, there Is 
something at once soothingly familiar but also intensely unstable, 
even gnomic, about these works - as iftime, circumstance and 
accident have rendered them a thing of pastiche, a thlng of art. 

Take Sunset - / /ove the horizon (2008), for example, a large-scale 
work fashioned from 170 glazed panels. Originally born of a drawlng 
by the artist, enlarged 600 times and then silk-screened onto tiles, 
the result, a monumental sunset, is, you might say, a standard 
painterly trope in the landscape tradition. Still, cobbled together 
from multiple parts, each with alife of its own, it is in small part 
testament to the multiplicity of elements that go into something as 
charged and intensely personal as a sunset. Here, the cliché ofthe 
sunset as iconic moment is reconfigured, informed by individual will 
and experience justas a sunset, in its (banal) cinematic glory, exists 
first and foremost as a totem to individual experience (where were 
you standing, what were you wearing, and, more importantly, where 
was the sun the day he proposed?). 

The iconic sunset is a useful metaphor in thinking about many 
ofWekua's works, since the artist has been known to describe his 
works as ifthey are stills from a film. lt is true, his paintings rep­
resenta compendium of moments trotted out befo re us, as if in 
stop-motion animation. A moment oftheatrical agony, a look of 
loneliness, falling in love, falling out of love, a sunset - all ofthese are 
evoked in his various paintings and collages. Wekua's repeated use 
of a range of distinctive colours - deep purples, reds, blues - amplifies 
the sensation of painting as emotional sculpture, of the smell, feel 
and look of being somewhere or; at his best, of imbuing viewers with 
the sensation of having trespassed into a private room. 

Very often, the artist depicts an individual in the prime ofyouth -
caught ata time when anything goes, when one is most vulnerable 
and, as a consequence, life is at its most exhilarating. These figures 
often have their eyes obstructed - covered up with a mask, painted 
over; forcibly removed or simply looking away. Robbed oftheir ability 
to stare back, they are powerless. At the same time, they are anony­
mous; without their eyes, they are without distinct identity, allowing 
us, as viewers, to project ali that we wish onto their youthful blank 
bodies. These paintings are about raw youth and about the artist 
too, but above ali they are about us. - Negar Azimi 

1. Con't Heor, 2005 
Oil on canvas 
62 x 52 cm 

2. Golden Hoir, 2009 
Oil on canvas 
40 X30Cm 

3. Sunset - / /ove the horizon, 2008 
Silk screen print on glazed ceramic 
tiles, metal framework and steel 
scaffolding 

316 

5oo x8oo x82 cm 
Exhibition view at MAGASIN Centre 
National d'Art Contemporain de 
Grenoble, France 

4. 1995. 2009 
Oil, spray paint, photograph, 
felt pen on canvas 
59.8x59.8 cm 

5. Possib/e Londscope, 2009 
Oil on canvas 
62x62 cm 
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WENDY WHITE 

Much abstract painting seems inhibited - call it scrupulous ifyou 
prefer - the product of an earnest effort to get things right. Not 
Wendy White's. In a 2008 review she is quoted as saying 'successful 
paintings [ ... ] maintain an awkward, muscular energy that threatens 
to fall apart at any time.' There's a great deal of bravado in her art, 
and sometimes a kind offrantic energy, but also fragility, self-con­
sciousness and doubt - sometimes a sense of half-exhausted, 
half-ecstatic dizziness. The paintings' repleteness seems all the 
greater for their ability to encompass emptiness. '1 wasn't trained 
as a painter;' White has explained - she studied fibre art asan 
undergraduate, though it's hard to imagine a better training as a 
painter than graduate study at Rutgers with Thomas Nozkowski -
'so l've never followed painting rules. l look at everything from confi­
dent art marks like Rauschenberg's and Warhol's to abad attempt 
to spackle a hole in the wall.' 

For White, the artistic process begins with the construction of 
the canvas support; it can be a single rectangle or severa! ofthem 
abutted to forman irregular; non-rectangular array. The painting can 

,be hung on the wall, or it can lean against the wall from the floor. 
., One can vas may be 'framed' by another. In a recent development, 
sorne of her canvases are crowned by appended sequences of cut­
out letterlike shapes formed from canvas overa wooden armature. 
Like the painterly decisions about colour; edge, gesture and facture, 
these choices about the painting's material substructure are not 
entirely pre-planned; there is always the possibility of spontaneous 
reaction. (That this openness to spontaneity may not even end 
when a painting is nominally finished was demonstrated when 1 
included White's work in an exhibition I co-curated; in the case of 
one painting, she left it to our discretion whether to hang it or lean 
it against the wall.) 

As for the pictorial marks themselves, they are primarily made 
using an airbrush. There is an inevitable association with spray-paint 
graffiti, but with greatly expanded possibilities for nuance. Marks 
feel both tactile and mediated, in endlessly varying ratios. The use 
of letter forms, whether painted or constructed, helps bring the 
parts ofthe brain that read into sync with, but also sometimes 
into conflict with, the parts that see - even ifwhat there is toread 
is finally inscrutable. White has described the look as 'retro yet 
futuristic, inherently urban, reactive and rebellious, but also humble 
and DIY.' There are echoes of experiences familiar from everyday 
life - roadside billboards caught out ofthe comer ofyour eye as 
you speed by on the highway, ,éinematic dissolves, debris from 
a building renovation - and previous art: Cy Twombly's scribbles, 
Jules Ofitski's colour fields, Ed Ruscha's hipster koans on top of 
Technícolor skyscapes, Robert Ryman's analytic ofthe object and 
Isa Genzken's attack on it. But they never look like anything but 
what they are - a viable aspiration for abstract painting in the new 
millennium. - Barry Schwabsky 

1. Partu, 2010 
Acrylíc on canvas 
92.5x106 cm 

2. Ronc, 2010 
Acrylíc on canvas 
156x146cm 
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3. Exhíbítíon víew of "Up w/Bríquette' 
at Leo Koeníg lnc., New York, 2010 

4. Le Grou '96, 2010 
Acrylíc on canvas 
183X305Cm 
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KATHARINA WULFF 

Landscapes and portraits are equally at home in Katharina Wulff's 
practice. Very often they intertwine, but while the former occasionally 
break free to offer unpopulated views of slightly surreal urban 
and natural settings, the subjects ofthe latter are never allowed 
to forget their surroundings. Towering overa rooftop or standing 
in front of a tree, Wulff's characters seem set to dominate their 
environments, but as a matter offact it's often the other way around. 
Even in close-up portraits, like the melancholic moustached man 
in Stadt im Dunkel (Dark City) (2010), the intricate puzzle of grey 
windows, brick walls and aerials slowly emerging from the back­
ground.eventually steals the scene. 

A word often used to describe Wulff's paintings is 'theatrical'. 
This is not to say that they verge on the grandiose orare dellberately 
stagy, because even the most dramatic preserve an intimate, solitary 
atmosphere that is impossible to overlook. But the sequences of 
metaQ__hysical houses and streets or the mountain peaks dividing 
light-blue skies from smoky green meadows possess an almost 
unfinished quality, as ifto signify that beyond a certain point the 
rest ofthe painting is up to the viewer's imagination.Just like 
theatre~set design, they are an invitation to join a fictional world, 
but, in a strange twist of events, they persuade the viewer to sus­
pend disbelief while simultaneously breaking the spell. 

This could be attributed to Wulff's personal history. Trained 
as a ballet dancer (and subsequently as a hairstylist), she is still 
occasionally involved as a designer with theatre productions. 
The fabrication of costumes and sets from different periods, while 
being as faithful as possible to original sources, is subjected to her 
interpretative creativity, and this offers an analogy to her approach 
in her paintings. Her constant research into various eras, fashions 
and social strata manifests itselfin the curious and captivating 
combination of different styles and influences present in her 
work, from Surrealism to Dutch sixteenth-century painting, 
ltalian Renaissance and twentieth-century / 'lurative painting. 
Her canvases are the result of a long process devoted to balancing 
spatiality and ornament, and they provide a kaleidoscope of 
different perspectives, often living together under the same roof 

Wulff.'s recent decision to relocate to Marrakesh has contributed 
another element to her already rich visual vocabulary. The Moroccan 
city, w!t'1 its labyrinthine topography, noisy street markets and funky 
rhythm·oflife, is practically an outdoortheatre in its own right. Her 
representations, from the skyline-dominating bathing-suited man 
of Untitled (2005) to the pastel buildings and quiet alleys of Untitled 
(Town)(2010), suggest that her evolution as a painter will continue to 
take a surprising and interesting course. The two paintings couldn't 
be more different, but both convey a deep sen se of mystery and are 
proof of her ability to converse with divergent styles while remaining 
true to her own. - Michele Robecchi 

1. Untitled, 2005 
Oiloncanvas 
12ox160 cm 

, 
»¡ J 

2. Untitled (roX°nf 2010 

Oíl and charcoaf'cn canvas 
45X35Cm 
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3. Stadt im Dunkel (Dark City), 2010 
Oíl and charcoal on canvas 
40X30Cm 
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LYNETTE YIADOM-BOAKYE 

Lynette Yiadom-Boakye paints portraits, but while the genre 
traditionally serves to confirm the status ofthe subject-whether 
through highlighting their wealth, power or beauty- her protagonists 
are arresting for different reasons. These figures are outsiders, 
often lone figures, centrally placed on the canvas (a positlon 
traditionally reserved for deities and kings) so as to command our 
attention, and there are no props to support the subject's ego or 
to distract from the stark exchange between sltter and viewer. 
lmagination is the key word here, since all the figures in Yladom­
Boakye's works are fictional. There are no actual sitters; instead the 
artist prefers to summon up the visions she presents, beginning 
the process of painting with formal concerns such as a specific 
colour and palette or how she wants to convey light. 

Although Yiadom-Boakye grew up in Britain and lives in London, 
there is a question mark for her over the notion of 'belonging' to 
a specific culture. Her parents carne to England from Ghana in 
the 1960s. She argues that 'there is a difference between being 
born somewhere and being rooted to a place. 1 am British, but my 
roots aren't here, and in Ghana I am foreign although the whole of 
my ancestry is there.' lt is possible to see this question posed in 
her work: she draws from the European portrait tradition, but her 
subjects aren't anchored by objects or surroundings that might tie 
them to one specific place - it's as ifthey (and the viewer) are free 
to decide where they want to belong. 

Yiadom-Boakye professes not to find painting easy, yet her 
rapid and vigorous brushwork, choice of medium {she works in oíl) 
and instinctive use of colour point to an artist in love with the art 
of painting. There is a freshness to her work that echoes sorne of 
art history's greatest painters and draughtsmen (and her favourite 
sources for inspiration): her debt to Velázquez and Goya is obvious; 
the starkly confrontational subjects of Courbet and Manet find 
echoes in her works too, as do the languid glances of Sargent's 
society ladies and the delineated features ofToulouse-Lautrec's 
Parisian girls. lt is this combination of sinuous line and painterly 
agitation that gives Yiadom-Boakye's works their strength. Whether 
working on a large scale or creating small, intimat e but intense 
compositions, her free-flowing and confident brushwork is always 
supported by a strong sense of line and colour. 

Yet the most striking aspect ofYiadom-Boakye's portraits is 
the character of her subjects. Says the artist, 'Although they are 
not real, 1 think ofthem as people known to me. They are imbued 
with a power oftheir own; they have a resonance - something 
emphatic and other-worldly. l admire them for the strength oftheir 
moral fibre. lf they are pathetic, they don't survive; if I feel sorry for 
someone, 1 get rid ofthem. l don't like to paint victims.' We shouldn't 
be surprised by Yiadom-Boakye's strength offeeling. She writes 
manifestos far her studio practice and often follows self-imposed 
rules, yet there is an underlying empathy for her subjects that 
comes across clearly in her works, a sensitivity oftouch that suggests 
strength but also hard-won struggle and defiance. -Jane Nea/ 

1. An Educatían, 2010 
Oíl on canvas 
2oo x25o cm 

2. Hour /n The Lite Of /, 2009 
Oil on canvas 
2oo x 12o cm 

3. Diplomacy /, 2009 
Oil on canvas 
19o x25o cm 
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4. Oroc/e, 2010 
Oil on canvas 
25o x2oo cm 

5. Síx A.M. Wednesday, 2009 
Oíl on canvas 
2oo x120 cm 
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LUIZ ZERBINI 

Having emerged ata young age in the context of the Brazilian '1980s 
Generation' {dominated as elsewhere by the motto of'The Return 
to Painting'), it is perhaps only in the last decade that Luiz Zerbinl 
has brought his practice to full maturity by means of complex palnt­
ings encompassing different styles and subject matter. lfthere Is 
one subject common to his paintings, it is palnting itself. The works 
vary from the abstract to the figurative, often depicting elements 
that play, in a self-reflexive manner; on the nature of representatlon 
and painting: grids and checkerboards, veils, curtains and blinds, 
windows and frames, mirrors or reflective surfaces, as well highly 
figurative, colourful and chaotic scenes. 

A key work in his trajectory was História em Quadrinhos ('Comics' 
or; lite rally, 'Histories in Small Pictures', 2002) an accumulation of six 
little abstract paintings from the geometric and the monochromatic 
to the organic, humbly propped against a wall. His playful exploration 
of painting and its death ( or its mourning) reached a pinnacle in 2007, 
with Minha Última Pintura (My Last Painting), a vast and sombre 
monochrome glossed with a reflective coating that transforms 
its surface into a black mirror capturing ali that its 420-centimetre 
wide-angle panorama may offer. The same year saw another deadly 
sombre picture, this time a square, titled Vírus, its surface com­
pletely taken over by a small rectangular grid - at the left side ofthe 
painting, the grid begins to fail, perhaps a symptom of contamination 
by a virus that ruptures the system of geometric abstraction. 
lmperfei96es (lmperfections, 2010) is another abstract geometric 
monochrome, this time in a graphite colour, in which the squares are 
made in reliefwith gesso, which is then covered with paint. 

But Zerbini is by no means ali brooding formalism, and it would 
be misleading to read his practice purely on the basis of his more 
severe pictures. Concurrent to those, we find a work such as High 
Definition (2010), a spectacularly colourful tableau populated by 
fabulous and other worldly tropical plants, set against a seascape 
of varying shades of blue water - here and there one may perceive 
vestiges of a grid, from the horizontal bars ofthe tree trunks to 
abstract white and dark stripes, painted vertically and horizontally 
across the canvas. Between the severe and more joyful sides 
ofZerbini's work líes a painting such a Paisagem Digital (Digital 
Landscape, 2003), which blends abstract elements ofthe organic 
and the geometric kinds with sound waves, barcodes, images of 
electronic synthesizers anda seascape. The digital landscape 
theme was revisited in 2010 in an untitled painting, adding new 
elements such as maps and underwater and geological images. 

Clearly Zerbini finds himself ata crossroads of different paths 
and trajectories, following a number of motivations and seeking 
answers to myriad questions. lf and how the two si des of his practice 
will evolve or converge remains to be seen; in the meantime, it is 
obvious he is taking full advantage ofthese critica! junctures. 

- Adriono Pedroso 

1. lmperfections, 2010 
Polymer resin and aluminium 
pigment on canvas 
11ox12ocm 

2. My Lost Pointing, 2007 
Polymer resin and aluminium 
pigment on canvas 
27ox42ocm 
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3. Virus, 2007 
Enamel paint and aluminum 
pigment on canvas 
29ox29ocm 

4. High Definition, 2010 
Acrylic on canvas 
25ox400 cm 
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ZHANG ENLI 

There's no need toread too much into the objects and scenarios 
that Zhang Enli depicts in his canvases. During the past ten years 
his work has evolved from portraying both humans and objects to 
mainly painting the backs and tops of people's heads, and most 
recently he has solely focused on things and scenes, making few 
references to the physical presence of human beings. His still-life 
paintings are close-ups of ordinary objects such as buckets, an 
ashtray, a stack of catalogues, a bed ora light bulb, and of places 
such as a public toilet in a garden, a view of a bathroom, a comer 
of a museum, an office. As he explained in an interview in 2008 with 
Zhou Yuwen, 'What I paint are the things that exist in everyday life 
and that people use, things from our memories.' 

Despite the seeming randomness ofwhat Zhang chooses to 
paint, the way in which his subjects appear in his paintings is care­
fully conceived. Their scale remains in proportion to their actual 
dimensions. Even when he enlarges an object, such as a cigarette 
butt, there is nevera sense of exaggeration for the purpose of 
visual sensation - the butt still seems small in relation to his other 
works, since the sizes of his canvases are based on the dimensions 
ofthe things he depicts. This proportional realism allows the viewer 
to look at the objects and settings in Zhang's works as ifthey are in 
the physical world, and as aesthetic objects of geometric potential 
and orderly appeal. The pencil grids he makes during the preparatory 
sketching for his paintings (and which are sometimes still visible 
beneath the paint) become an important visual apparatus and a 
manifestation of his desire for restraint and organization. In his 
portrayals of garden furniture (P/astíc Chair, 2010), the surface of 
a disco ball (Laser, 2010), the wallpaper behind a lamp (Wa// Lamp, 
2009), a section of a building facade with windows (Archítecture, 
2009), and any number of other works, the parallel lines, the rhythmic 
repetitions of graphic patterns and the geometrical shapes conjure 
up compelling images of precision and elegance. 

Zhang's isolation ofthese objects and details from the contexts 
in which they might be found is crucial to his philosophical revela­
tions ofthe value ofthe ordinary. In our everyday living, we are 
exposed to places and things that make ali kinds of connections 
and have endless relations to other things, and we tend to pay less 
attention to their independent and individual significance as a 
rewlt. Zhang's paintings help objects and places to escape from 
temporal and spatial association and shed light on their individual 
value. Ea.ch ofthese things has importance in and ofitself,just 
22 an¡ rnoment of our ordinary exfstence can turn out to be life­
changing and monumental, a second leading to eternfty. 

Since UJ<Y1 Zhang has also realizad pafntfngs on sfte, capturíng 
from real lífe tho lc ftovor traces of fnhabftants fn ílvíng spaces and 
apartment.e, His ompty rooms bear marks that are suggestfve of 
where furnlturc once otood, where objocts once were and where 
peopfo prOiAoue~¡ livod tholr llvos. For Zhang, paíntíng ís about the 
pazcfng ot tim e a,nd, ultlmatoly, of oxístence. - Coro/ Ylnghua Lu 

1, I.OS<Jf , 2010 
011 on ca.nvas 
161 x 120.5 cm 

2. Wall Lamp, 2009 
Oíl on canvas 
99X 99 cm 
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JAKUB JULIAN ZIOLKOWSKI 

Still a young painter; Jakub Julian Ziolkowski is extremely prolific, 
versatile, fluent and focused. His often narrative, highly imaginative 
paintings are wide-ranging in subject matter; but in his current 
work the body - both its insides and its fleshly envelope - is a 
major object of painterly possibility and fascination. The landscape, 
generally of a warm, humid, dreamy, tropical kind, is another 
favourite genre. 

These directions coexist in seemingly impossible ways in 
Untitled (King of Israel) (2010). That this is a cartoon-like portrait 
of Christ is signalled by the title and by the figure's crown of thorns 
made from strands ofwoven barbed wire. His head and shoulders 
are, however; unreadable in a conventional sense, looking more like 
a biological cross-section filled with still-functioning bodily matter 
and fluids. Feeding offthis pseudo-biological organism is a rooted 
green network that sprouts fern-like plants over the fertile exterior 
of Christ's body. The sunny, vivid oran ge backdrop hosts a lush sym­
biotic landscape, indistinguishable from the portrait itself. A related 
and predominantly pink landscape, Big Milk (2010), pays homage to 
the lactating breast and its nurturing function. We see many inter­
connected, disembodied mammary glands and breasts of different 
ages and sizes, sorne ofwhich seem to be growing in this fantastical 
milk-and-honey-washed scene. 

Untitled (lnto the Hale) (2010) is a well-wrought depiction ofthe 
phrase 'going down the drain'. Bodies, skeletons, cigarettes, tins, 
bottles, tyres, tree branches and innumerable almost fluorescent 
yellow banana ski ns, as well as other detritus, are suspended in 
a thick, shitty-brown solution that drains towards a central hole. 
Meanwhile, a small-scale epic drama plays out on this apocalyptic 
ocean of refuse. A tiny raft made of cigarettes with a cross-wielding 
príest and various other people at its bow, recalling Théodore 
Gérícault's The Raft of the Medusa (1818-19), heads passively, along 
v1ith everything else, towards certain oblivion. In such a world, there 
seems to be litt/e worth saving, and this group is doing nothing, 
other than relying on the power of God, to turn things around. One 
figure, identífiable as the artist by his glasses, witnesses the event 
wíth hís eyes wide open, but he too seems helpless against the 
flood of debrís. 

A cloudy blue sky and grassy field provide the backdrop for the 
conffict pfayed out ín the The C/ash (2010). Here a man anda woman 
have been locl'.ed in batt/e for sorne time. Both have lite rally lost 
their heads, theír skin flayed down to thelr bones, but, unlike the 
inert victíms flowíng into the hole, these two continue to fíght. 

Ziolkowskí's various portrayals of Christ, motherhood and 
human folly show him to be an artist addressing archetypal themes 
in a vaguely surreaJist mode. No matter what is happening, it seems 
the forces of nature will prevail. The tropical landscape grows over 
a crucifíed Christ; the mutated fíeld of breasts and related organs 
continues to overflow with lífe-givíng sustenance; the oozíng flood 
wíll overpower anything in lts path; and the warrlng humans will 
surely die; but the landscape surrounding them wili continue to 
sustain lífe. The grass wíll stíll grow, green blade by green blade, and 
the small creatures visible in it will remaln subject to the implacable 
logic ofthe survival ofthe fíttest. - Kltty Scott 

1. The Clash. 2010 
Acrylic and oil on canvas 
175x210 cm 

2. Untitled (King of Israel). 2010 
Oil on canvas 
19o x165cm 
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3. Untitled (lnto the Hole), 2010 
Oil on canvas 
134x16ocm 

4. The Mystery of Neocortex, 2009-10 
Oil on panel 
44x42 cm 
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, . ~ _..:Lives in' London, UK and Trinidad, ·:. : : _Queenstand S~LECTED BISLIOGRAPHY 
·• , .... ; Republi~·ofTrinidád and Tobago _· - .. ·: * 2010·,NatasháBullock, Wi/derriess: 

--~: sSEi.ÉCTED SO.LO EXHlf?ITIONS , _ . · · , '.- !3aln9ves Contemporary Painting, Ar): 
~l?* 2Ó09 'MÓre Wood for The Fire:,_- _ ,~_ . - : Gallery of New South Wales, Sydney 
~~:.:SGoodmánGalleiy,Johanrieslxirg_ ··_ · . * 2009 Kelly Gellatly, Clemenger 

: ';;>-. SELÉCTED _GRO_UP EXHIBITIQNS .. · .· Contemporary Catalogues Art Award, 
; •,;;: . .: 'f 201.{ Phot9mi;>nth Festiva,!, Krak~":J··· National Galle~y of Victoria, Mefbourne 
.-::·~-" i*:--2o1o' ·seltC9nscioúsnes_s', · : .* 2008 Current:'Contemp9rary Art 
;, • ..,~: · :v~n~Klasen Werner, Berlin * -2010 '_Open from Australia and New Zealahd, Art 

__ -: , ~É~éJ•~ GóÓdm?,n·9alley,-Cape Town · & Australia, Paddlngton, Queensland, 
"." ~~ ,) 2010· '_1910 ~P 2010: From Pier~eef to. Australia* 2oó8 Rebecca Coa tes, : < GÜgl!lictive'.:~outh African National . 'Stephen Bush: Toxic Utopl~s',.Art 

. Blaffer Gallery, Houston * . 2008 'Pretty 
Ugly', Gavin Brown's enterpris·e, New 
York * 2008 'Friends and Family', Anton 
Kern Gallery, New York * 2008 'Uve 

. Undead', Transmission Gallery, Glasgow 
- * 2008 'Rose Colored Glasses', GBE/ 

Passerby, New York SELECTED 
B_IBLIOGRAPHY * 2008Judicael 
Lavrador, Qu'est-ce Que La Peinture . 
Aujourd'hui?, Beaux Arts Editions, 
France * 2008 Morgan Falconer, 'Good 
M~rnlng, Midnight', Art Review,Jan 

GILLIAN CARNEGIE 
, ~ Gá.llerY:,éape Town * 2010 'The Marks W~rld, Oct-Nov 

~::::. -~e_Ma~e·, Goodman Gallery Cape T~wn Born 1971, Suffolk, UK.' Uves in London, 
.,.:_.-·· ·* 2009 'Legc1cies ofthe Landscape , · . . , UK SELECTED SOLO EXHIBITIONS 

theré', Contemporary Art Museum St 
Louis; lnstitute of Contemporary Arts, 
London: Museum of Contemporary Art 
Detroit; de Appel Arts Centre, · 
Amsterdam· * 2009 'Looklng Back: The 
White Columns Annual', White Columns, 

· New York ~ 2009 'C_ave Painting: 
. lnstallment #1', Gresham's G_host, New 

York SELECTED SIBLIOGRAPHY * 2010 
Chus Martinez, 'Whitney Biennial', 
Artforum, May * 2010 Lisa f:hillips, 
'Whitney Biennial ', fnterview Magazine 
* 2009 Anthony Huberman, For the . 
blÍnd man in the dark room looking for 
the block cot that isn't there , St ~oui_s 
Museum * 2009 Lyra Kilston, Modern · 
Painters,Jun * 2009 Domlnikus Muller; 
'Sarah Crowner and Paulina Olówska', 

-~,.-~-:·Mictíaélis Galle(½ CaP.e i:own SELECTED_ VARDA CAIVANO -. * 2011 Andrea Rosen Gallery, New York · Artforum, Mar 
k.~: . . c: BIBLl(?G~Af HY .:.~010 G~dfriea Don~or- . .· · _ · . . ·, ' . ,- .. * 2009 Cabinet Gallery, London * 2008 
··:f.. __ ,. and Usá Brice, 'Eryibracing Uncertainty', : Born 1971, Buenos'Alres, Argentina. ,. Douglas Hyde Gallery, Dublin * 2008 
;...:~,. ).rt Sciúth)\frico-:vol. 9.1 * 2009 Sue - . _- Li~es in Lor:,don, UK·SELECTED SOLO- Galerie Gisela Capitain. Cologne 
• . Williamson~s·outh African Art Now, . · EXHiBITIONS * 2011 Victoria Miró · SELECTED GROUP EXHIBITIONS 
· /·' · HarperColl\ris. New York .-· - .·: ' ~~ G_allery, Loridor:i· * ·2009 'T~e lnner Me', *. 2011 'Creating the New Century', · · Born 1976, Brighton, UK. Uves in Londori, .,..-_ .. -. , -· . : : -~. · :-. -· _: -- .. ·< :,> · · ·.romió Kdyamá. GaÍlery, Kyot~ * 2009 . · Th~ Daytoh·Art lnstitute, Ohio, USA UK SELECTED SOLO EXHIBITIONS . 

_ . -·;.- __ ,·-- ·_ . : · ·-: · · ·: · --~- ·. _'. - ·Galerie Sies + Hdke; Düsseldorf * 2009 * 2011 'Still Life', Lismore Castle Arts, * 2010 Vilma ~old, London * 2009 
RAFAL BUJNOWSKÍ . --~ _- .-~ . . _ ::..,' '·',:_:.-.QhIsen~ale Gallery, London SELECTED. Waterford, lreland * 2010 'The Library Luhring Augustine, New York SELECTED 

_- . . < (· · ·:: > '.::-~ .···;:::,. ~: GROUP EXHIBITIONS * 2010-11 British of Babel', Zabludówicz Collection, GROUP EXHIBITIONS * 2010 Mimes! 
Boi-ñ1974, VÍ/ado~ic_é·,'Pala~J~1.;.ivet :=- ?,~_ Art Show 7, Nottingliam Contenipo;ary; London, * 2009 ·120 Day Volume Part 1', Permanente, GAM, Turin * 2010 
fnKrakow, Póland S~LECTED S.ót;o·~- ...e:,_:. ·t-Ja.yward Gallery; Londoh; Centre for · . APalazzo Gallery, Bresciá * 2009 'Newspeak: British Art Now', Saatchi 

WILLIAM DANIELS 

EXHIBITIONS * 29_11 J_of_ln~6 Galed~,' ~' -:_,. _éontemporary Art; Glasgow; Plymouth . . 'Collection: The First Thirty Years', LÓs Gallery, London * 2009 'Dreaming the 
Ber!in * 2610 'Gambler\ Rastér;.Wti.rsaw /. ·Arts. Centre * -2010 'Collectiori.2: Focus - Angeles Mi.Jseúm of Contemporary Art . - Mainstream', Vilma Gold, London * 2009 · 

· ·* 2010 'Rata! '?u}nowski; 8ky°Baj-tkus•,'. ·:·_: _ónJiecent-Acquisitions', Natio11al . :: : i * 2009 'The Dark Monarch', Tate St.- lves; ~eai;i-Luc Blanc: Opera Rock', CAPC 
Galerija-Vartai, VifriJús :l:2008:'85%~,:; .. ::· Gallery of ü_saka * 2010 ;Resonanci,-:''~- UK * 2008 'Kunst im17eim', Capitain Musée d'Art Contemporain de 
Raster, Warsa,w.* 2oó8 IBID f?roj~c{s::: ~'~ -_~:s unt:0-ry MLl,seÚm,,Osaka f 2009 .'Eást ·.:.. Pétzel, BerlinSELECTED BIBLIOGRAPHY Bofdeaux * 2009 '60 Miles by Road or 
London s·ELECTEb ~ROÚP :/i ,-;'~:·e:·~·.~- j~i,9 Acádeniy: The.Pai.ntfng Editión~ . . . * 2009 Frank Von denWeiffen 'langsa- · Rail', Fishmarket, Northampton, UK . 

. · .. EXHIBITIÓNS *. 2010 'Thiri°gs Evóke::· -·:. ) . :i~Jhitechapel GalÍery; London_ - . . . . nien Bildern zui'll Fluxus', Kólner * 2008 'Perverted by Theatre', Apex-Art, . 
Feelings'; Centr~ for C~ntérQ.porarf Art/ :~ :* 2008 'M25:Á~óú-nd Lo.~don' : ccA . . . ' Stádtanzeiger, 20 Nov * 2009 'Slow New York* 2008 'Sumrner show', Marc 
Warsaw * 2010.'Fate Away'.~Rast:~r/:.i _" ·• Andratx Art Centre, Major:ca. " , Paintings in Leverkusen', Schwabiséhe Foxx: Los Angeles * 2008 
Reykjávik * 2010 'Dei lt °i.:.iké Thai , :' ,: · .- :·. · ; _ * '2008 Bu san Bien nial SELECTED Zeitung, 19 N¿v * 2009 Martin 'Zubrdnungsprobleme', Johann Kdnig, 
Galeria Stere'o; Pozr-ian *2Óó9 ;3.x:Yé's•~::~ _.-BIEilOGRÁPHY): 2010 British Art Bochynek, 'Als die Bilder bremi en Berlin * 2008 'Precious Things', 
Museúm of Modern Art; Warsav,i ?," -~::..:,.: :'°Sho·w 7: 1~ the Óays ofthe Com~t, lernten: "Slow Paintings''. sind im . Highlanes Gallery, Drogheda, lreland 
* ·2009 'Schisms. P;iish

0

A~f qftl:íe-gos'.i - ~ -.H~y~ard;_Londoh * 2010.Barry ~ . Leverkusener Museum Morsbroich zu S.ELECTED BIBLIOGRAPHY * 2011 Josh 
Centre for Contemporary.Art) Nars~¼i <-..fschwabsky and .Minoru ·shimizu· (e9s.), · sehen', Kólner Stgdt-Anzeiger; 20 Nov.· White, Flash Art, Jan-Feb * 201_0 Merilly 
* 2009 'Slow Magic', ·s1ue·coat,Üverp90? -Varda_CÓívanó;Tómio Koyama Gallery, * 2008Jdrg Heiser, _'Gillian Carnegie', Kerr, 'William Daniels Paintings', Time 
* 2009 'DoubiE/Hemisphere', Foxy · ,: :' ._. ~ ·:Kyófo' * 2009 B_obNickas, Painting Das·Magazin, no. 22 Out New York.Jan 2009 Alexis Vaillant, 
Production, New York SÉLECTED -- · .- ·,. _. . ·Abstrdc'tion: New El~ments in Abstróct - Jean Luc BIÓnc: Opera Rock, CAPC 
·BIBUOGRAPHY * ·2007 Sarah Lehrer:-\:\ ::Pdinfín'g,'Phiidon; London * 2008 Ben 'Musée· d'Art Contemporain de Bordeax; 
Graiwer, artforum.com, i8Jun - - : : ~.:.. ~:>·[~ké;'Várci'á-Caivario: New Work')1rt. - SARAH CROWNER Steinberg * 2008Judicael Lavrador, 

. ·. -~ /·~_- . .Vfld;·~ct~:N1v?' ·:·/:: .. ~~---: / - . . - - BornJ974, Philadelphia, PA, USA. Uves ~~:us:;~;~~it~::i;:~~~:~~~~~huí?, 

- ::~-.; ·: :'_ ,- · · _ -in Ne,;_, Yo~k. NY, USA SELECTÉD SOLO Helen Sumpter, T_ ime Out London,Jan STEPHEN BUSH 
BFÜAl\1-CALVIN··. -·';:·- · · EXHIBITIONS * 2011.Nicelle Beáuchen~ . ~. ----=- ~ ,.. 

Born 1958, Victoria; Australia. ·uves in . · • · ~ ·· . _ Galiery; New York* 2011 Catherine . 
Victoria, Australia SELECTED SOLO - . :·- ·.- Bo~n1969, Visaliíi~ CA; ÚSÁ.-Uve:> in . · · · ·Bastide, Brusseis * 2011 Nice·+ Fit -

EXHIBITIONS * 2008 'The Oevil Orives', Los Angele·s; CA, USA SELECTED SOLO ~- Gallery, Athens * 2009 .-Paintings and : 
Sutton Gallery, Melbourne SELECTED ' EXHIBÍTIONS * 2010 Corvi-Mora,' Loridon Pots', Nicelle Beauchene Gallery, New 
GROUP EXHIBITIONS * 2010.'Wilderness: * 2009 'Head', Anton K~rn G~Ílery, New · Yo~k * 2008-'Handbullt Vessels', Nice + 
Balnaves Contemporary: Painting', Art York SELECTED GROIJP'EXHIBITIOÑS Fit Gallery, Berlín SELECTED GROUP 
Gallery of New South Wales, Sydnex * 2010 'Public Privat'e Paintings: · EXHIBI_TIONS * .,.2010 'Creeds, Colprs 
* 2010 'We Call Them Pirates Out Here', 2000-2010', Kunstmuseum Aan·zee, · ·· .. · and Combinations', Nicelle Beauchene 
Museum of Contemporary Art, Sydney Oostende·* 2010 'This ·and Thát';; -.. -_ . ~_ .. ·Gallery, New York* 2010 'Owl · 

. * 2010 'Highlights ofthe Uníversity of . Corvi-Mora, -London * .2009 '.F.antastic · · -Stretching Time', Nordenhaké, Berlin 
Melbourne Art Collection', University · LA' lllinois State UniversitiN'o'rmal, ._- -: · * 2010 Whitney Biennial, New York · 
of Melbourne * 2009 'Clemenger lllin~is, USA* 2009 :Groúp Shb~'.lqar~ · >I:. 2009-10 'For the blind man in the dar.k 
Contemporary Art Award', National Foxx, Los Angeléé 2009 'Ele~trÍ(?·Muc'; ~- r?om_looking for.the black cat that isn't 

NOAH DAVIS 

Born 1983, Seattle, WA, USA. Uves in 
Los An.geles, CA, USA SELECTED SOLO 

EXHIBITIONS * 2010 James Harris 

Gallery, Seattle * 2010 'More Paintings', 
Galerie Annarumma 404, Naples 

* 2010 'The Forgotten Works', Roberts & 
· . Tilton, Culver City * 2009 'New Paintings', 

Tilton Gallery, New York * 2009 

'Nobody', Roberts & Tilton: culver City 

SELECTED GROUP EXHIBITIONS * 2011 
- -

339 



- . - . ·-:--:. .... 

tlif/.:;::-~- :,/_:~ -,: . .- -_ - -~_-.::/-:\:_-:~ t_:_:. __ . ,_ <o::. -: _ - -- . 
~."~?~!:'-}2:le'rié:~~s·,-cgrc().ra·rÚVl~seúni;-~-~:: r<-Yotk .* 2009 'Kings County Bleri'niál', Human: Contemporary Art from Glen 

:';W t s_!:1ir:19tóri qc·~_-2010 ~St_rarJger jhaf). :. ~ :K.idd 'velffn, Brooklyri, New ·York . _ Bloom's Collectlon', Carie ton Unlverslty 

' t'l..é.t~?l"?~anF_a 13~tbar8:_ ~useUm ~fArt_ ·:· · ·_ * _;wog.-"New w_o_rk New Xork', Fortune- Art Gallery, Ottawa * 2009 :Jardíns', 
~.....;::~01_~t 'f-!i~~ :I:_hi~g'.._f3._oper(s &-T\lton. , · CÓokle Projects, Singapore. * 2009 Galerie R!=) né Blouln, Montreal * 2009 'As 
~.:y.}IJ.ve~:.Gl ~ -' ·?ób8'_'3ó Am~ricam¡', - _ :· .. 'Variatíons on·a Theme', K~vl Gupta mL1ch as posslble glven the time and 

~ :. _ u~~t~~i!(q_°.ll~~ti9b~ ~í~r,f * ._2068 --=- GaÍl~ry. q,¡~~go * 2009 'B¿dy . space allotted', Galerle Leonard & Bina . 
, "" 'Maq_r~c-~~í)J~i.Rgb_~r:t~·.&'Iilto'r:i.-l:"ós•·. . - . Language~ Geoffrey Xoung Gailery, . _ Ellen, Université Concordia, Montreal 

~n~~l~: ~E~ECT~~~IBL:lc:>GRAPHY ; _ -·. ·Great Barrington, Massachusetts. . * 2008 'ldées de Paysage / Paysages 
* _2Q10 ~ari_~~G_ü!da, !=?<I./J} :ir\:.1f3Jul_' \ .· >1< _2008 'Threelandscapes (or M_ore) In d'ldée 2', Musée d'art contemporain de 
* 2010 l::~~-li9.1Jm_a,ñ,}\_r.i in An,_érfca; May the Mo.dern·style', Weste~n Exhlbitions fy1cmtréal * 2008 icIose up', Galerle René 
*'2Ó10 Shafo~.-~iz.ota, L9s.Al:jgel~s·.· :.~:·.: GalleriChicago SELECTED .-- . ·. _.- .. Bloúln, Montreal SELECTED , 

A Tirries; 3q-.1~·.'!' 2ofo. Eric Btyant;.-:-- ,::_ :-~-- BIBLIOGRAPHY * 20Ó9 TheJudit/{ _.. · BIBLIOGRAPHY * 2008 Annie Lafleur. 
.ARtneiÑs:·Má:Y i_2ó1_iEve.Wocid'. FÍash'.: J 'Roth~child Fóú~d"atioñ-CóntemporÓry Master.printer/Artist Collaborations, 
Art, Mar-_AP: -íl<:2~ó~ Ed T~rnRlefon ~· ANP.i -~- qiawiñ-_g' Cól/ection; C;talóg) iOÍSOr)né:: FOFA Ga\lery: Mbntreal; Université 

- Q~arteily, vol.·2. hOi 3 :l'_:2<io9 .G.ion(' .:=: ,<-= -TheJ'{11.,is~uni·ofMc°éfern·Art, N~w-York· Concordia, Montreal .* 2008 Marie-Eve 

Massimilia't!o, L~y~itt1qpt_~~Í'; S~~ref:-; >t2_099 a •éy6nci BóundÍ3-Glow: Nerman ·:_ Beaupré, Libre .< échange. Extrdi!s 
Corn~II. You~·ge~ Thon.'q~s~~_/~t!_fsf : ~::- ? rvfúieum of 9ont~r'y1_poráiy Art, Kansas -. de la Collection de /'UQAM, Galerie de 

Directory, New Mu~e~9?/Phal~.º?•:::-:.:~\~~:~Af Pº~:(?tt"tti~-ª_oóks:Drowing íri_Tex_t -.e ~ ·= J'ÜQA.M, M?.nt~e_al - _: .. - -
· London ... * 2008 ~~b~~~-;§~i!l\The::::••.:<:. 9,09c~;Frid~~lékeTaylor·G~llery, Ne·w~:-. . J ·<- :_.' · -_ · - · _ 

* 2008 'Figur u·nd Grund', Augarten 

Contemporary, Galer¡e Belvedere für · 
zeitgenosslsche Kunst, Vienna 

* 2008 'Passageworks', San Francisco 
Mus0um of Modern Art SELECTED 

BIBLIOGRAPHY, * 2010 Susanne Leeb, 
'Zustaende der Malerei: Ueber Thomas 
Eggeror in der Galerle Daniel Buchholz, • 
Berlln', Texte zur Kunst, Mar * 2009 
'Thornas Eggerer', Frieze, Jan-Feb 
* 2008 Margan Falconer, 'New York: 
Thomas Eggerer', Art World, Dec-Jan 
* 2008 Thomas Eggerer, 'The Artists' 

' Artists: Best of 2008', Artforum, Dec 
*· 2008 Agnes Husslein-Arco (ed.}, Form 
und Grund; Augarten Contempórary, 
-Belvedere, Vienna 

NICOLE EISENMAN 

B~rn.1965, Verdun, Fran~e. Uves in 
New York, NY, USA SELECTED SOLO 
EXHIBITIOt\!S * 2009-10 'Nicole 
Eisenman: The Way We Weren't', Tang 
Museum, Skidmore College, Saratoga 

... * 2009 Leo Koenlg lnc., New York * 2008 
. Barbara Weiss Gallery, Berlin SELECTED 
GROUP.EXHIBITION$ * 2011 

'Screen-o-scope'; Praz-DeiáValladet:j::;':~i--ci1<.SELECTi::b SOLO,..EXHIBITIONS: <: :.. ·sELECTED G.ROUP EXHIBITIONS - -. 'Readykeulóus: The Hurtful Healer. 
Paris * 2009 ;Haus Konst:ruktiv·: z:Gric:~ :, /:f ié>1if MaQreén Paléy.-_t~hdoÓ.-~_ 2069" .. ··_ * ·2010-11 British Art Show 7.~ . . - The Correspondé3:nCe lssue', Invisible-
* 2009 Elizabeth Dee Ga\lery, Neváork .. :: ~j :>efes P(ojécfs:_B~rÍin * 2009 Marianne ~ ·. Nottingham'Contemporary; Hayward - - . Exports, New York * 2010 'Summer 
* 2008 'Printernps de Se\:>tert'lbre'.; .¿ i" ~: / .. Bo~e'sky .. ,Ñé~:)_'ork SELEQTED-GR OÚP _ ', . ~ Gallery, London; Centre for ·. Group Show', Susanne Vielmetter, 
Les Abattoirs, Toulouse * 2ooú+ai--.:··_·;.---"':::" ~HIBiTlciNS"~ 201ó·•0éf Ei~hincrMé .::. . Contemporary-Art, Glasgow; Plym;uth Los Angeles"PrÓjects; Culver City, * 2010 
Delavallade, Berlin * 2008 Sece~siort '-~--: ~Sa:tan"anéi'Púsh',:Péres Piójects, Berliñ •: Arts Centre* 2010 'Another Face: works ,. 'PaintÍng Like a Feminist', The.Jewish 
Vienna * 2008 Galerie Francescá. Piai "-' .. - -*-'2.óogáhe~DarkMó.ñ&r6h: Magic•áríd - . e from the Arts Council Collectioh', Museum, New York* 2010 'At Home/Not 
Zurich SELECTED GROUP EXHIBITIONS': .M~cfernity i.ri, s·ritish'Ar\'':Tate St,:1~es:- ,_ .-- Hatton Gallery,-Ne.wcastle upon Tyne · at Home', ces Bard Hessel Museum . 
* 2010-2011 'Electro Geo', FRAC ~ ' - _-_- . _ UK * ·2009·'Miniieap_~lis1, Perés Projééts, .. _ * 2010 'TAG, Fro~ 3Jo 36: New London ·· of Árt, Annandale, New York, USÁ 
Limousin, Limoges * 2010 'lt's ali . : .. ·_Loi Añgele·s·r -20_0~' .M25.:'fl.rou•nci : .. : . :· .· Painting', Brown. London * 2009 'Dark • * 2009 'Compass in Hand', The Museum. 
Amérícan', NewJersey Museum of . ~tondon', Ceotre Cl,lltu~al Andratx/ · ~ ~ --- . Side.Óf the Moon', Galerie MartinJ anda, ofModern Art, New York* 2009 . 
Contemporáry Art, * 2009 'Black Hole', -~ ~ Majorcé* jóti8 '4i Tage /. DJe_ Kfrchn~r.- . --~ªU!"Tl Aktueller Kuñsf Vienna.* ·2008 .-- \- · 'Everywhere: Policies qf Sexual ·. 
Centro Cultural Andratx, Majorca* 2008 . ShoW'."Kornhau_séhén,-A.sctiaffénburg,~~ 'L'.été', Galerie Mártin,Jand.a; Raum •· . · .. Diversity in Art', Centro Galego de 
'Fade ln/Fade Out', i3Ioomberg_Space. Ge-rniany * 2008 ~!h.~·sr9_t~ei:h~odof :·-.; Ak~ueller Kur,s{ VieñnaSELECTÉD : - ·._ Arte Contempo~ánea, Santiago 
London SELECTED BIBLIOGRAPHY súhe"rra~~a'.-Ku-nstpu,:iker; Ñúrétjiberg~· BIBLIOG~PHY * 2011_ Caoímhín _tvl_ac :· .- 'de Compo"stela * 2009 'The Endless 
* 2010 F. Bonnet, 'Paroles d'Artistes: · · SELECTED.BIBLIO_GRAPl:IY t 201ó · · _·, '< • · Giolla.Uith.and Ned Beauman, 'British . . Renaissance', Bass Museum, Mia~i 

- Philippe Decrauzat;J'avais envíe d'une Michael Arcfier.:Arffcirüfn~Sümmifr~- ·. -- ._ArfStiow7': Fr:ieze,Jan:..Feb * 2010 . - SELECTED BIBLIOGRAPHY * 2010 Brian 
confrontation avec fe soleil', LeJourna( *-·2010 Steven Cairhs.-'.Critics' _pi6ks\ ,¿_ :~ Brit¡sh irt;ShoW 7: lnthé Days ofthe . : __ · Evans White, Art US, Summer * 2010 

. des Arts, 16-29 Apr * 2009 Bob Nickas, artforum.com: 31 Már ·* .2ó16_ Gábr _ié·1 ·• -.· .' ·c9met;.Hayw·a_rd, London ·- - · ~casey Ruble, Art in Ameríca, Feb * 2009 
Paintin.gAbstraction:NewElements . Coxhead, TimeOutLondon; 18·Mar -~ --- :-_-~:: ·.• : ·,·.. . NanaAs{our,TimeOutNewYork.Dec 

inAbstroct Paínting, Phaidon, London · . * _-2010 Sherm;n Sam, Ív!AP,:rio: 22·:_:;_.__,i--~-:~·- : .-~:.·.~:. ::: :-~-:..~:.' - · · · · * 2009-10 John Yau, The Brooklyn Roil. 

* 2009 Fionn Meade, Artforum, May * 201_0 Skye Sherwin,T he Gur;,rdían, 27 · · ; THOMAS EGGERER . _. 9 Deé-10Jan * 2008 Nicole Eisenman 
Feb * 20_08 Clarrie Wallis.-FÍ~sh-Arr ?t:t ~ ·. _ <,<: : --_ - _ ·; .. _, __ . · -~ . _and Brian Sholis, ortforum.com, 6 Sep 

BENJAMIN DEGEN 

Born 1976, New York, NY, USA. Uves in 
New York, NY, USA SELEéTED SOLO 
EXHIBITIONS * 2010 'Out of the dafk, 
into the air', Museum 52, New York 
* 2008 'We can't stop living', 
Guild ·and Greyshkul, New York -
SELECTED GROUP EXHIBITIONS 
* 2010 'Reclining Nudes', Geoffrey 
Young Gallery, Great Barrington, 
Massachusetts * 2010 'Natural 
Renditions', -Marlbo_rough Gallery, New 
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- - - · : . > .. --- ~ "': f3ó(n 1963; Münich;Germany. tlves in _ 
- - . :.· :-: :-_ <--- New.Yor-K;N{ USA SELECTED SOLO .- .~ 

· ,_-· -:· EXHÍBÍTIONS * -2010 '. The Rulé~ ofthe - IDA EKBLAD 
. - . -~: ·_ ... ~-- ~ ·'FericÉi~ Friedrich Petzel East-; Néw Yci"k . 

Born 1959, Quebec, C~nada. Lives in '·_' .. *2010 'F_ence Romance', Gal~rie Óani~I Bqrn 1980, Oslo, Norway. Uves in Oslo, 
Montreal, Canada SELECTED SOLO · ._.. · Buchholz, Berlin-* .~2008 'Jhe Góodb_ye , -Norwª y SELECTED SOLO EXHIBITIONS 
EXHIBITIONS * 2010 Galerie René· - · Look"; Richard_Télles, LosA_ngéles_· <- · •· * 2011 West London Proj~cts, London 
Blouin, Montreal * 2010 'Pierre Dorion: SELECTED GROUP EXHIBIJIÓNS_ * 20·09. *"2011 Greene f\Jaftali Gallery, New York 
l?einture et Photographie', Musée de.s 'Compass in Harid'; Contempo"ra'.ry · :-· ,_ ~~ 2010 Herald St, London * 2010 Karma 

• beaux-ar.ts de Montréal * 2009 'Pierre · • Drawing Gollectioñ, Th~ Museúm pf ,~· 'í"n_ternation~. ZÚrich * 2010 Bergen 

PIERRE DORION 

Dorion: Abstractions', Galerie René Modern Art, New York~ 2008 'ldle -:: ·-· .,-~ Kunsthall, Norway* 2010 Git_i . 
Bloµin, Montreal * 2008 Galerie René Youth', Gladstone Gállery, New_Yoi-K .-. · · Nourbakhséh. Berlin * 2010 Bonniers 
Blouin, Montreal SELECTED GROUP * 2008 'The Painti_ñg 9fMocÍerñ C.Ú; : .. _;-,~ KiJnsthail, Stockholm SEL'ECTED 
EXHIBITIONS * 2bÓ9 'The Denature9 ,Casteílo di Rivoli, !urin ~--:-:· ·_: --. ~- ,_--.._/ . : : .GROUP ~HIBITl9NS_.* 2011 Prague 

·: . -
-:.--,, .:.: _, -:-·· ... _ ·-·~ 

: -.:- . -



,_¿• ,-~ ···>:_~~:-:~,. ·:~:; :' _:< """" "-~~"-:"""'/ t ... .. "_ ..... , .......... ... .... . "··-··•" '·'·"· .. 
· ... ·, . 

-' . Biennial ! -20'10··,Fad e·into You', Herald 
-· St, London * 2010 '. Ida Ekblad/Markus 

· Karstiess', Nymphius Projekte, Berll~ 
* 2010 'Anonymous Materials', Binz, . 

~--= _ Zurich * 2010 Jonathan Viner/Fortescue 
-: . ·Avenue, London * 2010 :The Pursuer .-, · 

Greene Naftali Gallery, New York* 2009 
Nordic Biennial of Contemporary Art, 
Mos·s, Norway * 2009 'The Generatlonal: 
YoungerThanJesus', New Museum, · 
New York SELECTED BIBLIOGRAPHY -

. * 2009 MicheJle Yun, 'Ida El~blad: The 

Roinbow ot Dawn, Tim Van Laere 
Gallery, Antwerp * 2009 Mlchael Glover, 
'Adrlan Ghenle: Darl~ness for an Hour ', · 
Art Rev(ew, Sep * 2009Jano Noal, 
'Tl1e New Roman(lan) Ordor ', Morlern 
Painters , Sep + 2009 Magda Radu, Ftrsh 
Art, Nov-Dec * 2009 Adrlan Ghenie, 
Hatje Cantz, Qstfildern * 2008 Valerle 
Knoll, 'Adrian Gl1enie: Haunch of 
V_enison1, Artforum, Apr 

SELECTED BIBLIOGRAPHY * 2009 
Maggle Nelson, 'Oranges and Sardinas: 
Hammor Musoum, Los Angeles·, 
/\r tforum, r-0 1.J * 2009 Rober t Storr, 
Mork Gro ljohn, Gagoslun Oallcry * 2008 
Hollnnd Cottor, '/\rl Makos Such Woird 
Bedfollows', Tho Nuw York Timos, 25 JLJI 
* 2008 Cecilia Alornanl, Art Now! Vol 3, 
Taschen, Cologne * 2008 Daniel Volzko, 
'Malewltschs Enkel', Monopot, Feb 

Journal Gallery',Artforum, Dec * 2009 . WAYNE GONZALES WADE GUYTON 
David Lewls, frieze:com, 29 Apr * 2009 
Hanne Mugaas, 'Brand N~w·, Flash Art, . 
Nov-Dec * 2009,'Dark Continents', 
Museum of Contemp_orary Art, f0iami 

.- - .. -... 

· Born 1957, Ne~ O~leans, LA, USA. Uves Born 1972, Hammond, IN, USA. Liv_es in 
in r:-iew York, NY, USA SELECTED SOLO New York, NY, USA SELECTED SOLO 
-EXHIBITIONS * 2010 'Recent Paintings', EXHIBITIONS * 2011 sécession, Vienna 
P.atrick de Brock Gallery, Knokke, . . * 2010 Museum Ludwig, Cologne *2009 
Belgium * 2010 Stephen Friedman · Museum Dhondt-Dhaenens, Deurle, 

. , Gallery; London * 2009 Paula Cooper Belgium * 2008 Portikus, Frankfurt 

. '_Gailery, NewYork * 2008 'Crowd ; . ·sELECTED GROUP EXHIBITIONS * 2010 

Born 1911."Bellshi ll, UÍ<. Uves in Londbn, páintings', Seiomi Gallery, Seoul; Patrick , 'Picture lndustry (Good Bye To Ali That)~ 
, \JK SELECTED SOLO ~~Hi~TIONS ._.: - .··: de Brock; Knokke, Élelgilim * 2008 - Regen Projects, Los Angeles* 2010 · 

. . . * 2010 'Col_umbia', Chisen_hafe Gállery, : Stephen Fri~Qman Gillery, Lo~~ón _·_· _ 'AlrJ°!eria'; Galerie Chantal Crousel, Paris 
- . · London * 2008 'Black and Whit e Are SELECTED GROUP EXHIBITIONS•* ·2010 - * 2010 'Fax', Para/Si te Art Space. Hong 

·_ -'colours', Art Nova, Art Bá~-~-1 Miami . - · 'Wait for Me at the Bottom of the Pool'; · · Ko_ng * 2009 'Space as Medium', Miami 
. -:-Beach SELECTED GROUP EXHIBÍTIONs··_ ~ José Martos Galfery, Sagaponack;·New -. Art Museum * 2009 'Besides. With, , -* 2010-11 British Art Show 7,_ ~ . . ._:_- York * 2010 'ltem', Mitchell-innes a"nci' ·, _ Against. and Yet: Abstraction and_ The 

Nottingham Contemporáry; Hayward -· Nash, New York* 2010 'Reprise', Paula Ready-Made Gesture', Th_e Kitchen, 
-~allery, ~ondon; Centre f9r ·: '.. Cooper Galfery, New York* 2009 'Cave· New York * 2008-09 Turin Triennial 
Cóntemporary A! t, ~lasgow; Plymouth - Painting,: Gresham's Ghost; New York SELECTED BIBLIOGRAPHY * 2011 Wade 

-· Afts Centre* 2010 'In the ~vent of , * .2009 'Infinitesimal Eternity', Yale Guyton: Block Paintings.JRP Ringier. 

The New Yor/{ Times, 11 Dec * 2009 Jerry 
Saltz, 'House of Representatlve·, New 
York Magazine, 21-28 Dec * 2008-09 
Ll tia Perta, :.Joscphine Halvorson', The 

Brooklyn Raíl, Dec- Jan 

N. S.HARSHA 

Born 1969, Mysore, India. Uves in 
Mysorc, India SELECTED SOLO 
EXHIBITIONS * 2009 'Picking Through 
the Rubble', Victoria Miro Gallery, 
London • 2009 'Nat ions', lnstitute of 
lnternational Visual Art s. London * 2009 
'Cultural Debris', Sakshl Gallery, Mumbai 
* 2008 'Leftovers', Maison Hermes, 
Tokyo, Japan * 2008 'Come Give Us a 
Speech', Bodhl Art. New York 
SELECTED GROUP EXHIBITIONS * 2010 
Liverpool Biennial * 2010 Sao Paulo 
Biennial * 2009 'Ali that is Solid Melts 
into Air', MuHKA, Antwerp * 2009 

. Sharjah Biennial * 2009-10 'lndian 
Hi~hway', Serpentine Gallery, London; 
Astrup Fearnley Museum of Modern Art . 
Norway; Herning M.useum of 
Contemporary Art, Denmark; Musée 
d'art contemporain de Lyon. France 
* 2008 'India Moderna·. IVAM. Valencia 
"'. 2008 Artes Mundl i National Museum 

.:.cardiff SELECTED BIBLIOGRAPHY 
SÚspicion•; Bielefelder Kúnstveréin · . : University School of Art, New Haven Zurich * 2010 Wode Guyton: 
* ;2008 '!)nreliabÍé Withéss;; Tran:,way, -, ~ '::2009 'Trar;isitic:ins: Painting at the Zeichnungen fur ein grosses Bild, ' . 

· Glas gow * 2008 'Think Agaín'.- : . . · .". . (other) end of art', Collez1one Museum Ludwig; Cologne; Walther 

- * 2009, Coline Milliard, 'United Nations', 
Modern Painters, Oct * 2008 Tessa 
-J°ackson, Artes Mundi 3: Woles 

Rachma~inoffs, l ondoñ SELECTED' · - :: Maramotti, ReggiÓ Emilia; ltaly Ki:inig, Cologne ' 
BIBLIOGRAPHY * 2Óo8John~aicutt: , '.~. ·sELECTED BIBLIOGRAPHY * 2009 
·MA_P, Wiríte~ · · · -·. _.. · · '· - Tránsitions: pointi~g at the_(ot.her) end 

ofort, Collezione Maramotti, Reggio JOSEPHINE HALVORSON . 
,· 

... _ .Emilia * 2éio9·steel Stillman, 'In the - -.. 

· lnternationat Visual Art Éxhibition ond 
Prize, Cardiff 

RICHARD HAWKINS 
· Studio: V'Jayne Go_,:izales with Steel Born 1981, Brewster; MÁ, USA. Uves in 

.. Stillmah',Art in Americo, Dec * 2009 New York, NY. USA SELECTED SOLO Born 1961, Mexia, Texas, USA. Uves in 
-ADRIAN GHÉNIE 

BÓrn 1977. Élaia Mare, Romanía. Uves . .Th_e New Yorker, 30 Nov.* 2009 Michael EXHIB_ITIONS * 2·009-:-10 'Clockwise . Los Angelés, CA: USA SELECTED SOLO 
in London, UK SELE9TE(? SOLO Wilson, 'Every Revolution Is a Roll of the .From Window', Monya Rowe; New·York ÉXHÍBITIONS * 2011 'Tlie Third Mind', 
EXHIBITIONS * 2010 S.M.A.K., Ghent · Dice', Time Out New York, ::rn·Jan-4 Feb : * 2009 The Volta Show, N·ew York* 2009 Hamm~r Museum, Los Angeles _ 
* 2010 'The Hunted', NolanJudin, Beri"in " t .. - . . SikkemaJenkin~ & Co.-,. New-York . .* 2008 * 2010 Corvi0Mora, London * -2010 
* 2010 Mihai Nicodim Gallery, Los . .. . ..; · . . _ . -:. · 'Peintures de Patience', Fondat ión des . · Richard Tellés Fine Art, Los Angeles 

·Angeles* 2oó9 f\drian Ghenie: Rainbow .. MARI< GROTJÁHN° -- -. · ··~, ·' .- ·· . ," --~ États-Unis, Paris SELECTED GROU.P - . ' * ·2009 Greene Naftali, New York* 2009. 
at Dawn', Tim Van Laere Gallery, . - .· - . - - ' EXHIBITIONS * 2010 'Rites Of P.assage'; Corvi-Mora, London * 2008 'Celestial · 

. Antwerp * 2009 National Museum of Bori,_ 1968, Pasadena'. CA, Ü_SA. Lives ·¡n Th·e Cooper'Union, New York * 2010 . · . Teiegraph Paintings', Galerie Daniel 
Contemporary Art·, Buchárest * 2009 Los Angeles, CA, USASELECTED SOLO .'Americanana', Hunter. College, New Buchbolz, Berlin SELECTED GROUP 
'Darkness for an Hour', Haunch of . · e EXHIBITIONS * 2010 'Seven_ Faces', Blum · York* 2009 'Breaki~g lnto The·Humari - EXHIBITIONS * 2010 'BigMinis', CAPC 
Venison, London * 2008 'Works on . & Póe, Los Angeles * 2009 Gagosian - , Race\ -The Cooper Únion, Ne~ York - . . Musée d'art Contemporain: Bordeaux 
paper', Plan B, Berlín* 2008 'Flight in!_o · Gallery, London * 2009 Blum & Poe, · •. :te 2oó9 -'Párty At Chris's,House',Ja.ñet * 2009 'Beg Borrow and SteaJ', Rubell 
Egypt', Nolan Judin, Berlín * 2008 Tim . Lo~ A_ngeles :" 2008 'Black Dancing -. : Rürriatowski Gallery, New York * 2009 Family Collection, Miami * 2009 'R_otating 

· Van Laere Gallery, Antwerp SELECTED Butterflies', Gagosian Gallery, New · -- 'The Open', Deitch Projects, New York.: Views No.2', Astrup Fearnley Museum of 
"GROUP EXHIBITIONS * 2010 'The Crystal York SELECTED GROUP EXHIBITIONS -. · ~ 2009 'What's Bin Did And What's Sin _ · M_odern Art, Osto * 2009 'Compass in 
Hypothesis', GAMeC, Bergamo, ltaly · .* 2019 Galerie Ernmanuel Perrotin, . Hid', Gallery 106 Green, New York* 2009 Hand', The Museum of Modern Art, New 
* 2009 Prague Biennial ~ 2009 'Th~ París* 2009 'Saints and Sinners', · 'H_a·nd-ln-Hand''._ Non-Objectif Sud, York * 2008 Toree Black Minutes', 
Punishment of Lust and Luxury·; Mit,ai _ . Ros~ Art Museum, W~ltham * 2009 · ·Tulétte, Francé * ·2009 'Subverted . _ ~qnstlerhaus Stuttgart * 2008 Cobra 
Nicodim Gallery, Los Angeles* 2009 'Group·Exhibiticin', Galeri_e Daniel BlaÜ;" ... Geri~es', Süe Scott Gallery, New.York . Muséum ofModern Art, Arostelveen, -

'Drawings and Qther_Wo"rks 9n Paper', . Munich * 2009 'Prívate Universes', · - * 2009 'Perceptioñ As Object', · - Netherlands SELECTED BIBUOGRAPHY 
. Tim Van Laere, Antwerp SELECTED ·Dallas Museu"m of Art * ·2008 'Friends ,. _ Monya Rowe, New York SELECTEÓ. · _* 2010 Lisa Dorin, Richard Howki~s: 

BIBLIOGRAPHY * 2010 Matt Price, and.Family', Anton Kern Gallery, s·IBUOGRAPHY * 2010 Peter Sc_hjeldahl, Third Mind, Yale University Press * 2008 
'Adrian Ghenie:· Out of the.Zoo', Modern New York * 2008 'E yes Wide Open', The Neyv Yorker: 18Jan * 2009 Ro berta _ Richard Howkins: OfT wo Minds, 

Painters, Apr * 2009 Adrian áhenie: , Stedelijk Museum, Amsterdam S~i~h. 'Clockwise From Window·, Simuttoneously, WaltherKónig, Cologne 
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-~ 
~. and de App.él Centre for Coñtemporáry 

;:~!'~rtt ~n¡,ster~~r:n: 2008 Christy Lange; 
. ~rtNow! Vol 3, Taschen, Colog·ne -· 

Butler; Ártforum, Apr * 2008 Roberta · · . MER.LIN JAMES Taipei * 2008 :.Jia Aili's Hibernation· ·. 
. DoART, Beijing SELECTED. GROUP, · 

. EXHIBITIONS * 2010 'The Third Party: 
. Smith,_ 'Art in Revi_ew', The N_ew York · 

._ ·-¿e_ - - . .. Times, 1 Feb_ .B-;rn·1~6¿; Cardiff, UK. Livesin Glasgow; 

UK SELECTED SOLO EXHIBITIONS . 
* 2010 M~mmery & Schnelle, London 

An exhibition in Three Acts', Platform 
China Contemporary Art lnstitute · 

... · . · JACQUELINE HUMPHRIES · * 2008 Kerlin Gallery, Dublln SELECTED- Beijing * 2010 Nanjing Bienriial ' 

* 2010 'The Personal Dimension', Ara~io 
Gallery, New York * 2010 '30 Years of 
Chinese Contemporary Art\ Minsheng 
Art Museum, Shanghai. * 2009 ·10 Years· 
Luxun Academy of Fine Arts, She.nyang' 
* 2009 'City net_Asia 20091

, Seoul 
Museum of Art * 2009 'Paradise Lost' 
Fun Art Space, Beijing * 2008 Guangzh~u 
Triennial SELECTED BIBLIOGRAPHY 

Bom1915:·Havana, C:~ba:t ives .in Ñew Born 1960, New Orleans, LA, USA. Uves 
·orK;' NY. USA SELECTED SOLO ·. -- · in New York, NY, USA SELECTED SOLO 

. GROUP EXHIBITIONS * 2010 'Building op · 
a Cliff', SikkemaJenkins & Co., New York 
* 2010 'Long, Long.Gane', Leo Koenig, 
New York* 2010 'Self Consciousriess', 
VeneKlasen-Werner, Berlin * 2010 'Le 
Tableau', Cheim & Read, New York 
* ·2009 ;Nus', Fortes Valeca, Sao Paulo 
SELECTED BIBLIOGRAPHY * 2010 John 
Yau, 'MerlinJames, Loulse Hopkins', 
Brooklyn Rail, Aug-Sep * 2009 B~rry 
Schwabsky, 'Merlin James, Serge 
Charchoune', Artforum, Feb * 2008 Lisa 
Turvey, ~Merlin James: SikkemaJenkins · 

& Co.'; Ártforum, Fe_b_ 

EXHIBITIOÑ·s it: ·2010 'Carm.eri H~rrerá: EXHIBITIONS * 2010 Stuart Shave 
• -R~c~nt wórks\ Erederico Se;e Ga!lery/ Modern Art, L.bndon * 2009 Greene 

latincollector, Néw York* 2009~2010 Naftali Gallery, New York SELECTED 
'Carmen Herrera', lk~n Gallery, : . GROUP EXHIBITl,ONS * 2010 'Re-Dressing', 
Birmingham·. UK; Museum Pf~lzgalerfe, Bortolami, New York * 2010 'The Big 
Kaiserslautern, Ge.rmany"SELECTED N_ew Field', Dallas Museum of.Art * 2010 
GROUP EXHIBITIONS * 2610 'P~ter.. . 'Spray', D'Amelio Terras, New York . * 2008 Farewe/1 to Post-Colonidlism: 

-The Third Guangzhou Trienniaf, 

Guangdong Museum of Art, Guangzhou 
* 2008 Subt/ety, Platform China, Beijing 

Joseph and Carmen Herrera', Lisson ~'2609 'Besides, With, Against, and Yet: 
Gallery, Loridon * ·201o_'N.egotiatioñs;, ' Ábstraction and The Ready-Made 
Today Art ~useum.-Beijing * 2010.'Tnen . Gesture',-The Kitchen, New York* 2009 · 
& NoW: Abstraction in.Laün American _ 'Theliving and the Dead', Gavin Brown's 
Art from 1950 fo Present': 60 Wall . _ · .:enterprisé,'-New York* 2008 Prosp·ect.1 
Gallery, New York* 2010_ 'Geo~rnetric . _New _Orle'an~; USA * 2008 'Power'; Foxy . MAGDALENA JITRIK 

lllusion', Latincollector;·NewYork * 2010 . Prdductio·n, NewYorkSELECTED XYLOR JÁNE 
'Grass Grows by ltself';)i1~r(boro~gti · :··:·: -·s1sLiOGRÁPFf{* 2010 Martin Coom_er; . Born 1966, Buenos Aires, Argentina. 
Gallery, New York* 2009 !The Uñe is . . . .'.Reviews:Jacq·u·e1iné Hurtiphrie·s·, Árt Bo"rn 1963; Oran ge County, CA, USA. Uves in Buenos Aires, Argentina 
a Sign', Latineo/lector, Nev,áork ~: _-. \ ~ ~. Reyiew, Sur::nmer .*_2010 Margan Falconer; Uves inMount Holyoke, MA, USA_ . . S!=LECTED SOLO EXHIBITIONS * 2010 
SELECTED BIBLIOGRAPHY·* 2011 - · , ~- 'Bésides, With;Ág~i~st and Yét', Frieze, . SELECTED SOLO EXHIBITIONS * 2010 'Temple', Dabbah Torrejón Gallery, 
Stefanie Cohen, 'Art Is J,avi~g Á Se~ior -~-·;:rviar '* 2010 Suzanke Hudson, 'Besides: 'Crisscross', Galerie Almine Rech, Paris . . Buenos Aires* 2610 Galería Luisa 
Moment', The New Yor~Po~t. 18Jan . :<· With, Against, a·ndYét;, Artforum, Feb .. _ .* 2009 'N.D.E.', GANADA, New York _ Strina, .Sao Paulo* ?009 'Espionage 
* 2010AndreaAg1:1ilar, 'El la~go.viaje_qe :., ·J ·2009 Bob Nickas,P.aintÍngAbstra.ction: . SELECTED GROUP EXHIBITIONS * 2010 Network, Antology', Museo de Bellas 
Carmen Herrera', El Pais, 16 Jan * 2009 > .New E/émé~ts: in.Abstract-P"ainting;." , •Day to Day', Martas ~allery, New Yórk Artes de Bahía Blanca, Argentina 
CarmenJuliá, 'Carme~ Rerrera at lkon - -·_:-Phaicibn, L~-ndor¡ * ·260!:i"Cecily BroWr:i, _ ·_ :~ 2009 'NeW York:Minute'; Macro Future,_ * 2008 Galería Luisa Strina, Sao Paulo 
Gallery·, Art Nexus, Dec ?009:Eeb· w1Ó .-. iñtérview; BonÍ6.Magázfrie, Spdr{g·_ · . . 8ome * 2009 'Ecstatic Resistandf. . SELECTED GROUP EXHIBITIONS * 2010 
* 2009 lsobel Harbison; ·•carmen · · --- - . : . '·-,. :· "': . ~~- X lnitiative; New York * 2009 'Abstr'act 'CriJical Fetish~s: Re¿id·u~s of General 

Herrera: lkon Gallery', Frieze, Oct * 2oó9 ._ : _. . . ·. _·: :··~: · ·---: . · · Abstract', Foxy Production, New York , Economy', Centrn de Arte Dos de Mayo, 
Ni gel Prince·(ed.); Carmen Herrero, ikór, :NATH·A·Ñ HYLÓEN ., . :· ·. * 2009 'GROUP SHOW@ 515 . - . Madrid * 2009 San Juarr Poly/Graphic 
Gallery, Birmingham. UK. · · - . .. BROADWAY', Martes Gallery, New York Triennial, Puerto Rico * 2009 

. Born 1978, Fergus Falls, MN, USA. Livés · * 2009 'Formulation', Gallery Joe, Thessaloniki Biennial * 2009 Mercosul 
. / in ~_os Angejes, 9A, USA §>ELECTED :·_ . _ - Phila,delphia * 2009 '50 Very Small (;3iennial, Porto Alegre, É3razil * 2009 

ALEX HUBBARD 

Born -1975, Toledo, OH, USA. Uves in 
london, UK SELECTED SOLO _ 
EXHIBITIONS * 2011 :.Just Like Pants', 
Standard, Dslo * 2010 'Death Never 

· Sleeps', The Kitchen, New York* 2oro 
'Somebody had to do it', Maccarone, 
New York * 2010 'Bingo, wait a minute', 
Midway Contemporary Art Ceriter; 
Minneapolis * 2009 'Spaced Yourself', 
Standard, Oslo SELECTED GROUP 
EXHIBITIONS * 2010 'At Home/Notat 
Home', CCS Bard, New York* 2010 
'Greater New York', MoMA PS1, New York 
* 2010 Whitney Biennial, New York 
* 20<19 ' Besides, With. Agarnst, and Yet: 

· Abstractíon and The Ready-Made 
Gesture', The Kitchen, New York 
SELECTED BIBUOGRAPHY. * 2010 
Graham T. Beck. 'Knight's Move', Frieze, 

Sep * 2010 Margan Falconer, 'Alex 
Hubbard', Fríeze, May * 2010Suzanne 
Hudson, 'Openings: Alex Hubbard', 
Artforum, Mar * 2010 Anthony 
Huberman, 'Brínging ít to the Table', 
Mousse, Mar * 2008 Lauren O'Neill 
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_- SOLO EXHiBITIONS. * 2010 'Getting_lJiere, Drawings', Gallery Jo~. Philadelphia · 'Rojas, 25 Años', Centro Cultural Ricardo 
· 1ñvario(.¡s Order',:JoharÍn Ki:inig, Berlin · * 2008 'Headlock', Galerie Krinzinger; . - Rojas, su·enos Aires* ~ooá 'DerrÍocracy 
. ·* 201_o Misako·&'~osen-;·Tokyo * 2010· · · Vienna SELECTED BIBLIOGRAPHY • _: · in Ame_rica', Arr_nory/Creative Time, New 

'Ónce Í"Get Sta'rtét(Art .Concept, Pá~is _ .* 2009 Roberta:· Smith: The New York · York SELECTED BIBLIOGRAPHY * 2010 
* 2oog·'Done 'And',Hichard Telles FÍ¡,e . Times, 19 Mar* 2009 Holland Cotter; · • Valeria G~nzález and MáximoJaco_by, 
Art, LÓs:Angeles * 2008 'Still Now.Amiin', The New York Times; 18 Dec * 2009 Como el Amor, Libros del Rojas, Buenos 
Joha'nn Kéinig; Berlín SELECTED GROUP -La_Úren O'Neill-Butler; Artforum, May ~ · Aires * 2010 Valeria González, En Busca 
EXHIBITIONS * 2oi0Arte Portugal 10_. ' ·. - * 2Óo9Jerry Sáltz, 'Dot Matrix'.-New . _ -_ del Sentida Perdido, Papers, Buenos 
Lisbon * 2010 'Abstractioh',. Paul kas·min · York Magazine, 23 Mar* 2009John Yau; • Aires* 2009 Andrea Poscrisis Giunta, . 
Gallery. New York * 2010 'Le Fáux Miroir', .. The Brooklyn-Rail, Apr * 2008 Ken·: : . . -~rte Argentino Después de 2001, Siglo 
Galerie RodolpheJanssen, Brusséls·: ·:: - _ .. JÓhnso:ri, The New York Time;, . XXI, Buenos Aires* 2009 Victoria 
* 2010 'What Where'.¡ Sutton La.ne,": ·: · j SJun:*-2008 Laurén O'Neil(-Butler; Noo~thoorn, Desenho das ideias, 7th 

. London andParis * 2009 'C8:ve Painting: ·artfo~um:com,.20·Ju_l · . - _Mercosu/ Biennia/, Porto Alegre, Brázil 
lnstallment #2', Gre_sham's Ghost, Nev,.,: - · · · 
York* 2009 'Affinity', Paul Kasmin Gallery, - • - - . . 
New York* 2009 'The Secret Life of .. JiA AIÜ '. :, ·. ·J; · ! · _.. -.-.-- ... ,, -·,.• _. 
Objects', Midway Contemporary Art, 

Minneapolis * 2009 'lt's you. Not ·me', · Born 1979; Dand9ng, Chiria: Lives in Born 1969, St Albans, UK. Uves in 

_ CHANi'AL JOFFE 

Andrew Kreps Gallery, New York . Beijing.-China SELECTED SOLO -· . · Londo_n. UK SELECTED S9LO 
SELECTED BIBLIOGRAPHY * 2009_ Bob - ~XHIBITIONS *_ 2010 'The Dha:rmá. . -_ . · EXHIBITIONS * 2011 Victoria Miro Gallery,_ 
Nickas, Painting Abstraction: New · · Bums', Cornell University, Ne.w ·Y0rk_ · London * 2010 Galerie Alex Daniels, 
E/ements in Abstroct Painting, Phaiqon, * 201ó 'Good Morning, WÓrld!': ÓCT~ . --: _ Amsterdam * 2009 Cheim & Read, New 

· London ~ 2008 Jens Asthoff, 'Critic's .. Contempóraty Art Terminal, Shenzhen . , York * 2009 Gallería Monica De 
Picks', artforum.com, May * 2008 Sally . * 2010 'Make B~líeve .. .',Jnstitute of . -• '. '; .. Cardenas;Milan * ·2008 Victoria Miro 
o·~eilly, 'Collage: Assembling lntei-nátional Visual Art, Lond_on _ · .· ·; :· : Gallery, London SELECTED GROUP 
Contemporary Art', Black Dog, London * 2009 'Unmixéd', S~ Contemporáry 09; EXHIBITIONS * 2010 'Cream', Museum 
* 2008 Cristina Trávaglini, Mousse, no. 12 Slianghai * 2009 Mic::~ael.Ku Gallery,' .·: '. - · · of c·ohtemporary Art Kiasma; Helsinki 

,· \ . .. . -
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* 2009 ·on Paper', Galleria Monica De 
Carde nas. Zuoz. Sv,.,itzerland * 2008 

· JITISH Í<ALLAT JACOS KASSAY 

'Her House', Her House Gallery, Lond.on Born 1974, Mumbai, India. U-ves in Born 1984, Buffalo, NY, USA. Uves in 
* 2008 'I Won't Grow Up', Cheim & Read, Mumbai, India SELECTED SOLO New York, J\JY, USA SELCTED SOLO 
'ew York* 2008 Monument to E_?(HIBlTIONS *. 2011 'Stations of a EXHIBITIONS * 2011 Eleven Rivington, 

Derek, Conrad, 'Adventure of the Ro-b_ot 
Pickaninnies', The lnternátional Review 
of African American Art, Vol.22 No.4 
* 2009 Alberto Mugnaini, 'Khalif Kélly: 
Monica De Cardenas', Flash Art, Oct 

Transformation 7, Prague * 2008 Pa_us_e', Chemould Prescott Road, - - · New York* 2011 L & M Arts,'Los Angeles · 
'_Same as it E ver Was: Painting at Mumbai * 2010 'Ukewise', ARNDT, Berlín * 2010 Art Concept, Paris * 2010 
Chelsea 1990-2001. University of the . . * 2010 :Jitish Kallat: ~úblic Notlce 3', Collezione Maramotti; Reggio Emil.ia, _ 
Arts, London SELECTED BIBUOGRAPHY The Art lnstitute of Chicago * 2010 'The· ltaly * 2010 Franklin ·Art Works, 
* 2010 Natasha Degen, 'In t_he Compa~y Astronomy ofthe SLJbway'; Haúnch Minneapolis * 2009 Eleven Rivington. 
of Alice', Frieze, Sep * 2009 Lilly Wei, Art ofVenison, London * 2008 'Universal · New York SELECTED GROUP ' -

· News. Sumrn.er * 2009 Stella 
McCartney, lnterview Mogozine,Jun 
* 2009 Aman da Ch.urch, Art in Americo, 
Nov * 2008 Neal Brown and Sacha 
Craddock, Chanto/ Joffe, Victoria Miro 
Gallery, London * 2008 Chanta! Joffe, 
'In the Studio', Time Óut London, 26Jun 
* 2008 ChantalJoffe, 'Going Backstage', 
Art Review,Jun_§! * 2008Jo Graven, 
Sundoy Telegraph, 22 Jun 

CHRIS JOHANSON 

Born 1968, San Jose, CA, USA. Uves in 
Portland, OR, USA SELECTED SOLO 
EXHIBITIONS * 2011 Malmó Konsthall, 
Sweden* 2010 •1991 to 2010: 1 Was There', 
Nicolai Wallner, Copenhagen . 

Recipient', Haunch of Venison; Zurich 
SELECTED GROUP EXHIBITIONS * 2010 
'The Empire Strikes Back: lndian Art 
-Today', Saatchi Gallery, Lc;mdor:t * 2010 • 
'Ur_ban Manners 2·. SESC Pompeia, Sao . 
Paulo* 2009 'Mythologies', Haunch of 
Veriison, London * 2008-10 'lndian - · 

EXHIBITIONS * 2010 'Le Faux Miroir', 
Galerie RodolpheJanssen, Brusse.ls 

~ * 2010 'And so orí, and so on, and so 
on .. :', Harris Lieberman, New Yor~ * 2010 
'Meet ·Me lns1de', Gag9sian, Los Angeles 
* 2009 'Besides, With, Against and Yet: 
Abstraction and the Readymade 

Highway', Herning Museum of · Gesture', The Kitchen, NewYork* 2009 
Contemporary Art, Copenhagen; AstrÜp · :Jasmine', Front Desk Apparatus, New 

. Fearnley Museum of Modern Art, Osfo; York * 2009 Nícol.e Klágsbrun Gallery, 
Serpentine Gallery, London * 2008 New York * 2009 'Chat for the Now', 
'Frontline·s: Notations from_ the Marvellí, New York * 2009 'Strip Stripe', 
Contemporary.lndian Ur~á:n', Bodhi, Emily Harvey Foundation, New York ; 
Berlín* 2008 'Passage to India', lnitial * 2_009 'Our Mirage', Art Concept, París 
Access Frank Cohen· Collection, * 2009 'Cave Painting', PSM Gallery, 
IJ1/olverhampton SELECTED s·erlin aí)d Gresham's Ghost, New YorK 
BIBUOGRAPHY * 2010 'Why should 't!.e * 2009 ·on·e_Loses One's Classics', . 
be thinking of being colonised?'; Indio White Flag Próject,.St Louis SELECTED . 
Times, 6 ~pr * 2010 Gerald Geilert. · . BIB_UOGRAPHY * 2010 Suzanne Hudson, 

'Besides, With, Against; and Yet', · 

MARTIN KOBE 

Born 1973_. _Dresden, Germany, Uves in 
Leipzig, Germany SELECTE_D SOLO . 
EXHIBITIO_NS * 2009 'Schwarze Risse 
W~isser Quader', Galerie Christian 

• Ehrentraut, Berlín * 2009 'Other 
Monuments', Domus Artium. 
Salamanca SELECTED GROUP 
ÉXHIBITIÓNS * 2010 'Does City/Münstér 
Matter?', Ausstellungshalle - -. ' 

· Zeitgenossische Kunst, Münster 
· * 2010 'Das Versprochene Land', 

· Albertinum, Staatliche 
Kunstsa~mlungen, Dresden·* 2009 
'60/40/20, Leipziger Kunst seit 1949', 
Museum der bildenden Künste, Léipzig 
* ~008 'New Leipzig School', q_obra . 
Museum voor;Moderne Kunst. 

• Amstelveen, Netherlands * 2008 'The 
_ Leipzig Phenonienón', Mücsarnok, ·­
Budapest * 2008 'Karl Schmidt-Rottluff 
Awa~d. 2064 - 2008', Kunsthalle 
DuesseldorfSELECTED BIBLIOGRAPHY -- . * 2010 'Backwards Towards Forwards', ~ 

Kaví Gupta. Chicago * 2010 'Nota waste 
of . .', Georg Kargl, Vienna * 2009 'Chris 
Johanson -Jean Dubuffet', Baronian 
Francey, Brussels * 2009 'Continuality', 
Van Every/Smith Galleries, Davídson 

- 'The Astronomy of the Subway: Jitish 
Kallat in London', Art Concerns, _ 
May-Jun * 2010JJ Charlesworth, . • 
'Mythologies', Aá Review, f0ay * 2008 · 

- 'Skinside Outside', Art in Asia~ Sep~Oct 

. Artforum, Feb * 2010 Bob Nickas. , 
'Emergir:ig Artists', Frieze, Jan-Feb, 
* 2009Joseph Wolin, :Jacob Kassar. · 
Time Out New York, 18 Mar * 2009 

·. Andrea S;ott, The New Yorker. 16 Mar 

_ -- * 2008 Mar:k Rappolt, Behind trué · 
symmetry, White Cube, London * 2008 . , 

Mark Gisbourne, ;Martin Kobe', Karl . 
,Sclímidt-Rottluff Stipendium 

College, North Carolina* 2008 · 
MAKI NA KAMURA __ . JUTTA KOETHER 'Totalíties', Deitch Projects, New York 

* 2008 Jack Han ley Gallery, San · - ·KHALIF KELLY . 

Francisco SELECTED GROUP .Som in Jhe 'f'.ear of the Dog, Osaka, 
EXHIBITIONS. * 2010 75 Years of Looking · Japan. Uves in Berlín, G~rmany 
Forwárd', San Franci_sco Museum of SELECTED SOLO EXHIBITIONS * 2011 
Modern Art * 2010 '.Aktualitat eioes 'Transit Age·, Museum Haus Kasuya,. 
Mediums - Nader Ahriman bis Chen Japan * 2010 'fGf. fat Gold-frame', , 
Zhen', Galerie Krínzi~ger, Vienna * 2010 Schlechtriem Brothers, Berlín * 2009 • 
;Orav/, Museo De La Ciudad De Mexiéo. 'Pf0L'., Schlechtriem Brothers, Berlin 
Aexico Cíty * 2009 '.A Mínd Meld is a * 2008 'Le Désespoir du Peíntre',Jirí · 

Terríble Thing to Waste',Jack Hanley Svestka Gallery, Prague SELECTED 
OaJlery. San Francisco * 2009 '15 Yéars GROUP EXHIBITIONS * ?011 'EaseÍ at 
of New fmage Art', New lmage Art, Los Atelier. Landscape', Schlechtriem 

Angefe * 2009 'lmpossible Brothers, Berlin * 2010 'Creféllder 
fngtruments/Future Flags', Fourteen 30 Gesellschaft für Venezlanische 
Cont.emporary, Poriland * 2009 'Sóngs Malerei', Galerie Borgmánn, Krefeld 
t rorn the Trcetop'', PDX Contempora!Y, · * 2010 'Premio Lissone 2010', Museo 
Portland SELECTED BIBLIOGRAPHY . d'Arte Contemporanea di Lissone, ltaly 
* 2010 ft.Íty Nelson, ChríoJohanson: * 2010 'Quarto Foglio', Tapetenwerk, 
Totalítlea. Deítch Proíect s. New York Leipzig * 2010 'Douboudoushi', Museum 
* 2009 Bob·Nlcl'.asJ, Palntlng Haus Kasuya, Yokosuka, Japan * 2010 
Abi;troctlon: Now E/omento In Abatroct • 'Moraltarantula 4', Elektro Haus, 
Polntir¡g, Phaldon, London * 2008 Chria Hamburg * 2009 'Kunstbewegen', 
Johanson andJoJackson, The Galerlo Fiarían Trampler, Munlch 
Peoceoble Kingdom, Nieves, Zurich SELECTED BIBLIOGRAPHY * 2009 

Noemi Smolik, Artforum, Jan 

Born· 1980; Nashv.ille, ·TN,· USA. Lives in 

New Haven, CT, USA SELECTED SOLO . 
. EXHIBl'flONS * 2·009 'Metamorphosis', 
Thierry Goldberg· Projects, New Yórk 

Bor'n 1958: Cologne, GermanY: Uves in 
New York, NY, USA SELECTED SOLO_ . 
EXHIBITIONS * 2011 'Berliner Sclüssel', 
Galerie Dan_iel Buchholz, Berlín *' 2009 
'Lux lnterior': Reena Spaulings _Fine.Art·. :, · 
New York * 2008 'New Yorker Fenster', 
Galerie Daniel Buchholz, .~ologne 

* 2008 'Electronicon', The Santa Monica 
Museum of Art * 2008 'Kh.alifKelly', 
Gallería Monica De Cardenas, Milan . 
* 2008 'Recess', Thierry Goldberg . 
Projects, New York SELECTED GROUP 
EXHIBITIONS * 2009 'Khalif Kelly, Adam 
Pendleton and Davylt Petras', The 

- SELECTED GROUP EXHIBITIONS * 2010 
. ··steirischer Herbst', Graz * 2009 'Born , 
- to Be Wild', Kunstmuseum St Gallen, 

Studlo Museum in Harlem, New York 
* 2009 'Strange Days', Thierry Goldbe¡g 
Projects, New York * 2009 'About ·Face', · 
Adam Baumgold Gallery, New York 
* 2008 'Summer Mix', Thierry Goldberg 
Projects, New York * 2008 'Ambivalent 
Figuration: People', Samson Projects, 
Boston SELECTED BIBLIOGRAPHY 
* 2010 Faye Hirsch, 'Khalif Kelly at 
Thlerry Goldberg', Art in America, Feb ·. 
* 2009 Emma Pea'rse, 'Trip Through 
Khallf Kelly's Wonderland', New York 

Magazine, Oct * 2009 Holland Cotter, 
'Studio Museum In Harlem: Encodings', 

The New York Times, Oct * 2009 Murráy, 

. Switze'rland SELECTED BIBLIOGRAPHY 

* 2009 Michael Ned Holte, :Jutta . 
-Koether. Susa_nne Vielmetter Los _ 
Angeles Projects', Artforurri, May * 2009 

DavidJoselit, 'Painting Beside ltself', 
~ctober,·Au_turnn · 

TOMASZ KOWALSKI 

Born 1984, Szczebrzeszyn, Poland. Uves 
in Krakow, Poland SELECT~D SOLO 
EXHIBITIONS * 2011 'A Chimney 

' .Sweeper on the Church Roof', Centre 
forContemporary Art Ujazdowski 
Castle, Warsaw * 2010 Gabriele· Serin 

Galerie, vienna * 2019 :POINr.ót Przodka'., 
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Tim Van Laere Gallery, Antwerp * 2010 * 2008.'Blaék Mirror', Thoina~ Dan~ · Gallery-A: Story; Séoul-"' 29oá-'Light~', · -Beijing * 2008 'BLDGl15 RM1904', 

•Pokaz', Galena Kronika. Bytom, Poland Gallery, London * 2008 'Transmission', :-- Connoisseur Contemporary, HÓng Kong · Boe_rs-Li Gallery; Beijing SELECTED : 
* 2009 'Gniazdo·. künstlerhaus . Galerie Cósar H-MT, Düsseldorf . ~ SEtECTED GROUP EXHIBITIOriJS ~ 2o1o - ' ~-ROUP EXHIBITIONS * 2010 'BeíÚng 

Bethanien. Berlín~ 2009 Carlier SELECTED GROU_P EXHIBITJONS * 201_0 · 'Future Visions: The APT Global Art · ·. Voice: Togeth8r or·lsolated', Pace 
Gebauer. Berlin SELECTED GROUP 'Mona fiatouri); Stefán-Kürten, Rita · CoiJ~ction', Artist Pension Trüst. · · Beijing; Beijing * 2oo9 'Jr Dio Delle 

EXHIBffiONS * 2010 'Hareng Saur:-Erisor McBride', Aie'"xánder and Bon in, . -' . ·· _ · Li-Space Gallery, Beijing, * 2009 ';,añta's · - Piccole Cose'; Casa Masaccio contem­

and Corrtemporary Art', S.M'.A.K~-m íe"n.t . : 'New York* 201Q-'Opticál Shift: lllusion - .. WorkShop',_Járríes Co!7an _Gallery, _ porary art space Sari Giovanni Valdarno, 
* 2010 'In Dreams,· Timothy Taylor -, · · 'und TáuschÚng'; B-osi<uristLitÍ9 ·:_. - ~ : Sha~gh~i * 2008 'lt Ain't Fair '; Deitch · Arezzo. ltaly * 2oo9 'New Trends: Fifteerr 
Gallery. London·* 2010 Bun'kier Sztuki, .. _ Kulturzentrum, Montabáúr,·Germány . · -· - Ptoje'éts, Árt Basel Mía.mi Beach * ~008 . Contemporary Chinese Artists', Pacific 

Krakow * 2010 'Small lmprovisation', _ * 2009.'P-rivat~y\Í~pp-ert9-~r' sam-rriler_ ·- 'Surfacin'g',·Shañghai Gallery of Art, - ·. Heritage Museum, San Francisco 
Stadtgalerie Kiel, Germany * 2009 ·'Heli der GegerÍwárJ,_Von dér.Heyclt' - ~ ._ . _ Shanghai * 2008 'D_~lirious Beijipg', PKM * 2oo9 'Red Asi:d_e';Joan Miro Foundaticin, 
ofThings·. CCA Kronika. Bytóm,.PolarÍd - Museum,:Wuppértal, _G-erma~y- -_ - - -~ _ -_ - Gallery, Beijing'SELECTED l3i'BLJOGRAPriY _ Barcelona* 2008 'Askiñg for lt: Everyday 
* 2008 'Ballady i Romanse', l3aster, SELECTED BIBLIOGRAPHY :" 2010 . ·. . * ·2010 LSR, Connoisseur Conterriporary, -. Neurosis in Chinese Contemporary Art', 
Warsaw SELECTED BIBUOGRAPHY Martin Hentsch~I. B_lackMiri-o,:-Stefan .-. - Hong -Kong* 2010 Conno-isseúr._ · · - · ~. - Mac_~!']tosh Gallery,'Glasgo"°'. School of 

* 2010 Joanna Ziellñska. 'Brand New', Kürten Prints, 199-1-2009; Kerqer, : -' - Contemporary Volume 1/, Qonnoisseur - Art * 2008 'Zhu Yi! Chinese Con~eml?orary 
Rash Art. Oct * ~008 Magdalena Germany * 2009 Barry Schwabsky, bontempÓrary, Hong Kong·* 2oó9 -_ _Photógraphy', ARTIUM, Basque Centre 
Ko 1-lTlacka, 'Modern Art Review~: . Germanía, Saatchi Gállery; London, - - Conrioisseur ConienipÓrary, Co,:iñÓisséur _,-Museurrí of Contemporary Art, . 
Krakow Post and Jonathan Cape Ltd:, LÓndon * 2069 Contempora~y. Hong ·Kong* 2008 ·_ · . - Vitória-Gasteiz, Spain * 2008 'Mahjong: 

- Gerhard Finckh; Privat: Wuppertafer . -_- Holland Cotter; 'Ghina's female, Ar tists _- Contempora~y Art from the Sigg 
Sammfe,: der Gégenwart, Von der - - - · -: Quietly Emerge'; Ne~ York Tirri~s,::30 Jui - .Collection', Berkeley Art Muséum _ 
Heydt Muséum, Wuppertal, Germany - - - - - - . . SELECTED BIBLIOGRAPHY * 2009 Gíoni 

* 2008 Hélgá Meister, 'Transmission', .__, _ ~~ssimifiano, Laura Hoptman', Laurén -
Kunstforu·m fnternationaf; May-Jul - Ll 'S01\ÍGSON t . - - · ': : ' - · Corr,ell, Y9ung'erthanJeSl!S: Artist 

- MAKIKO KUDÓ -

Born 1978, Aomori Prefecture,Japan. 
Lives in Tokyo,Japan SELECTED SOLO 
EXHIBmONS * 2011 Marc Foxx. Los 
Angeles * 2010 Andersen's 
Contemporary, Copenhagen SELECTEO 
GROUP EXHIBITIONS * 2011 'The Most 
Requested Top 30: 10 Years ofTakahashi 
Collection', Tabloid Gallery, Tokyo * 2010 
'Paintíngs by Four Artists', Tomio 
Koyama Gallery, Kyoto * 2009-10 
'Winter Garden', Hara Múseum of 
Contemporary Art, Tokyo;Japanisches 
Kutwrinstitut. Cologne; Instituto 
Giapponese d i Cultura. Rome; 
Aberystwyth Arts éentre, UK; TheJapan 
Foundatíon, Toronto * 2008-10 
• eoteny Japan: Takahashi Collection'. 
Kirishima Open-Air Museum, 
Kagoshima,Jppan; Sapporo Art Park, 

HokY.aJóo.Japan; The Niígata 
PrefecturaJ Museum of Moder.ri Art, 
Japan; M ita Museum of Modern Art, 
M ita, Japan; Yonago City Art Museum 

• of Art, Tottori,Japan; The Museum af 

Jl.rt, Ehirne.Japan * 2008 'Four of a 
l<ind', GaJlery Síde 2, Tokyo SELECTED 
BJBUOGRAPHY • 2011 David Pagel, 

'Makiko Kudo at Marc Foxx', Los 
Angeles Times, 13 Jan 

STEFAN KÜRTEN 

Born 1963, Düsseldorf, Germany. Lives 
in Düsseldorf, Germany and New York, 
NY. USA ~ELECTED SOLO EXHIBITIONS 
* 2010 'Supernatural', Galerie Ute 
Parduhn, Düsseldorf * 2009 
'Printaffairs' (with Kiki Smith), Mike 
Karstens Editions, Münster >I; 2009 
'Once in a lifetime', Hosfelt Gallery, San 
Francisco * 2008 'Trains and Boats and 
Planes', Alexander and Bonin, New York 
* .2008 'Alway::/, Malkasten, Düsseldorf 
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✓ • ~ -:. -

____ . -- -Oir~_cfory; Phaidon, ló_ndon 

. . - ~ Born 1973;· Beijing, China. Uves and -~ ' · -

LI DAFANG - . . -_.~ -~ ·: . :·· -:~-_-<-~CirkS)n BéijinQ, ChirláSEL:.ECT.ÉD SOLO 
'. · -- -.:: _ :' EXHIBITIONS * 2009 'Li Soñgsoñ·g: :, ' . _:uu XIAOÓo'NG 

'Born 1971. Elte, Sh'ényang.-China. Úvés ·.: ' Abstract',,Pac~ Gallery;-BeÍj in-g _ =. - ·- _ 
in Beijing, China SELECTÉD SOLO_--.. :_ - SElECTED GROUP EXHIBll:ibNS,* 2010· · Borñ 1963, l:iaoning J;='rovince. China. 
EXHIBITIONS .* 2009 'MAKEWAY! ~~KE - ~Gre·at Pe~formanées',Pace_G_9-llery, ,.- Li\les in Beij]ng, ChinaSEL~CT~DSOLO . 

' WAY! Painting isari Aversion to Ali tháf : .Beijing·* 20'10 '.R~shapín'g Histo~y·: .: _ - EXHIBITIONS * _2~~0 ·.~om~town Boy', · . 
Glitters', Galerie Urs Meile, Lucerne -- . China Natio.nat Gonvehtion Center: . __ , _· u11ens Cen~er f~r.Contemporáry Art, 
SELECTED GROUP ÉXHIBITIONS- ~ --~ :: Beijing, China * :2010 'Thjrty Years Qf . - -_ . Beijing * 2010 'Yan' Güah °J:'own', Máry-
* 2009-10 'The State ofThings:· · _ · -- Chiñese\iontémporary·Art', Minshe_ng :_ Boone Gallery~N·ew Yó"r'k * 2008' - _ · . 

Brussels/Éleij ing', National Art. Museum. -Art tylu?eu~. Shangha! ~ 201~ :JUngÍe: A--_ . 'Qinghai-Tibet Pláteau and Beijin·g Girls', 
· of China, Beiji~g; Centre-For Fir\~ Arts ,- Clgse-up Focu~ _on ChiÓese - -· · -.. , · -, . · Mary Boone Gallery, New York- . 

(BOZAR), Brussels * 2Óo9 'Resh~ping . Contempóraf y-Art Trends'; F?latform ; : SELECTED-GROUP EXHIBITIONS : 
History. Chinart-from 2000 to 2009•: - China, Beij in'g * 2069 'Red Storm', --- - * 2010 'Fresh Jnk: T~n Takes on Chinese 
China National Convention Center; -.. - _- Rijksmuseurrí Twenttie Museumvo~r _. Tradition', Museum of Fine Arts, Boston 
Beijing * 2009 'Zhang Hongbo', Art .. _· - oude.en mod~rne kun_st, Enséh~de. - * 2010 'Contemporary Art from China 
Unlimited, Art 40 Base!, Base! * 2008 - Netherlands * :Wo8 'The Revolution and· Belgium', National ,Art MuseÜm of 
'Half-Ufe of a Dream: Gontemporary Continues', Saatchi Gallery, Londoh - -.G_hina, Beijing * 2009 'The Three Gorges 
Chinese Art from the Logan Collection', - * 2008 'Mahjong: Contemporary - Dar'n and Contempo"rary Chinese Art', 
San Francisco Museum of Modern ·~rt Chinese Art from the Sigg Collection', - Art Jnstitute of Chicago * 2008 'Writing · 
SELECTED BIBLIOGRAPHY * 2009 Carol University of California:, Berkeley on the WaÍI : Chinese New Realism 
Yinghua Lu, 'The Value of Paintings as SELECTED BIBLIOGRAPHY. * 2010 Ai - and Avant-garde in the Eighties and 
ttiat of Cabbage and Thieves: On Li · Weiwei, 'Reality behind Hypnosis and _ Nineties', Groninger Museum, 
Dafang', Yishu, Nov-Dec * 2009 Ulrike Fragment', Oriental Art-Master, no: 2 . Netherlan·ds. SELECTED BIBIJOGRAPl-:IY -
Münter. 'Li Dafang', The State ofThings: * 2010 Angie Baecker, 'Li Songsong:- * 2010 Alexandra Munroe,Jeff Kélley, 

Brusse/s/Beljing, BOZÁR EXPO and Abstract', Leap, no. 2 * 2010 Ralph Yuü, · Jerome Sans. UiJ Xiaodong: Hómetown 
Lannoo Publishers, Brussels and Tielt 'Li Songsong at Pace Beijing', ArtChína. Soy, _Ullens Center for Conteryiporáry 
* 2008 Heinz NorbertJocks, 'Li Dafang - no. 2-3 * 2009 Fu Xiaofong, 'lnterview _Árt, Beijing * 2010Jeff Kelley, Uu · 
Díe Schatten der Erinnerung: Ein Gesprach with Li Songsong';Fine Art Uterat.ure, Xiaodong: Yan' Guan Town, Mary Boone 
von Heinz-NobertJocks', Kunstforum no. 5 * 2009 Lu Wel, 'lnside of Li · Gallery, New York* 2008 Karen Smith, 
lntornatlonol, Nov-Dec. 2008 Caro! Songsong', Art Va/ue, ·no. 12 * 2009 Óinghai-Tibet Plateau and Beijing Girfs: 
Yinghua Lu, 'U Dafang. Abandoned · LI Changfen·g, 'Li Songsong Solo · ' . ryew Paintings by uu Xiaodong, Mary 
Factorías and Sad Machinery; Fantasy, Exhibltion', ~rtforum.com.cn, 27 Dec · Boone Gallery, New York 
Reallty and Ambigulty', Frfeze, May 

LI SHURUI 

Born 1981, Chongqlng, China. Uves in 
Beijing, China SELECTED SOLO 
EXHIBITIONS * 2010 'LSR', Connoisseur 
Contemporary, Hóng Kong * 2008 

LIANG YUANWEI 

Born 1977. Xl'An, China. Uves in Beijing, 
China SELECTED SOLO EXHIBITIONS 
* 2010 'Golden Notes: Liang Yuanwei', 
Beijing Commüne, Beijing * 2010 •51 
m215# LiangYuanwei', Taikang Space·,' 

MARCIN MACIEJOWSKI 

Born 1974, Babice, Poland:Uves in 
Krakow, Poland SELECTED SOLO 
EXHIBITIONS * 2010 ·•Marcin 
Maciejowski: Lovis Corinth Preis', 
Kunstforum Ostdeutsché Galerie, 



Regensburg * 2º1º Galerie Thaddeus Gallery, New York SELECTED GROUP I NYOMAN MASRIADI SELECTED BIBUOGRAPHY * 2011 
Ropac, Paris * 2010 Nat ional Museum, EXHIBITIONS * ?011 'Par_is-Delhi-Bombay .. .', . , o·ouglas Fogle and Anne Ellegood (eds.), . 
Krakow * 2oo9 Galerie Meyer Kainer, Centre Pompidou, Paris * 2009 'In the . Bo_rn 1973, Bali, indor1e; ia Uves in. . A// ofThis and Nothing, Hammer 
Vienna * 2oo8 'Not -obvious'. Wilkinson Seeds o.f Tir~e·, _National Gallery ofModer~ Yogyakarta, lndones ia.SELECTED SO~O : Museum, Los Angeles * 2010 How Soon 
Gal!ery, Lond0n SELECTED GROUP Art, Néw_Delhi *-200:~::..10.'lndiari Hig~Way\ - EX~IBITIONS * 2008 'Black is my Last· . -:.Now, Rubell Family Collection, Miami 
EXHIB!TIONS * 2009.'Sehnsucht nach - _$erpenti_ne Galle'.y; Lo~d~n; ":'strup .. · - Weapon', Singapore"Art MCseum: -~- ·: : * 2010 Bruce Hainley, 'Openings: Dianna · 
dem Abbild', KunSlHalle Krems, Krems _'. . Fearnley Museum ~f Moderrí A_rt, _NÓrway, -.SELÉC-r:ED' GROUP EX~HIBITIONS-* 2010 :: Molzan', Artforum, Apr * 2010 Andrew . · 
*2009 íiie Making of Art', Schir!1 ' . Herning Museum of Contemporary Art, · 'Coñtemporane1ty: Contemporary Ar.t _ · Berard1n i,-'D1anna Molzan', Frieze, Mar : ' 
Kunsthalle ~ran~furt, FrankfurL . -_ · Denmark; Musée d'art_ contemporain · · of Indonesia', Museum ot'Cont~rñp-órá;ry- * 2010 Sárah Le-hre·r-Graiwer, 'Dianna 
* 2009 'Last day of Summe_r', Galería - de Lyon; Frn(lce * 2008 Sydne( Bi~n~ial · Art Shanghai * 2oó9 'In R~ihbovi Esa · Molzari';-Art_ Re~ie~. Jan-F~b 
Pies.Pczn~n * 2008 'Bildpol)tiken', .. \: . * 2008 'Emotiónal Drawing', National _ Samp_oernáf',rt House, Sur~baya, ··~ ~-: . 

. Kunstverain Salzburg, Salzburg 'Museum of Modern Art Tokyo SELECTED lndonesi{l. SELECTED BIBUOGRAP.HY 
SELECTED BIBUOGRAPHY *-2oó8 ·- BIBLIOGRAPHY * .2010 Ábháy Sardesai, * 2009Jasmin_e Prasetio, Thróugh .. KATY MORAN 
[ a rtista ,ye/la rinuncio 2, Transfe~ ~ · ,'N~jjniM~laríi: -ÍN~en,lmages Collide', . ·· _ Ja.smine's Ey_es', Indonesia iatler * 2008 
Gailer.e Polacche a_ Roma·3: lstituto .- . -- -_ Art/ndia; XVI no. 111 Quarter 111 * 2010 . _Sonia Kolesnikov-Jessop, 'Turnin.$J Black Born 1975. Manchest~r, UK~Lives ~nd 

. Po!a~o di Roma, Wa! saw ~ 2007. Díet e·r ,~ f;3eiJ"n~ra Fiqj9her, ['Jalini Malan($pfittin'g , Jo Cá.sh', Newsweek, 1 Sep * 2008. , works in L~ridon, UK SELECTED SOLO 
Giesing & Christian Mexer, / W~n~<:7 T_aJk: t/Jé.Oth_er::Mé~_-A and ~atj f Ca_ntz, .. , · __ · L~-Min_Li~._'Antiqu~s-Slide, Painting~ ÉXHIBITIONS * 2ó10 Wexner Center fo ~ 

- to You, GaJeri~ Meyer Kai~er, Vie~~a · ~ -~a~sanne_.! 20?9 9hri_stopher Hart.c . .e:· _ Thrjve at Christ1e's Hong Kong Sale', · the Arts, Columbus, Ohio, USA* 2009 • 
-- :- _ _ _ _ -- ,. · . , -_- -_Cham_bers,'N?-linf M_ala,:i i', Flash Art, __ · . b/oomb·erg.com, 30 May_ -_ _- 'Contemporary Fine and Applied Arts: .i 

TAU MADAN, { /{f :}c,~~1:1~:; E}t~; i~Jb~i~~ i~:r• ;~IRG;j EGERlE . . ' .. . :_,. ~i~~~i~li:~~~= :~l~t: ;~~~~: 11 
. . : 

Born 198Ú ehran; lrahc.~ivef in [\je\JV ' :\~--~-~'4~{de_a__éiic, May~Jühe -* 2008 RÓberY- .. -:- ':,. - - ·', '. =·. . . -·.· ., _"-: . . . :.,.·:. -- . Middlesbrough lnstitute of Modern Art, . .. f 
York. USA. ~d_"Arri_sterd~; ÑéthEif 1~0ai ' -$t Ór r: Nalin7 Mcila~~l; terji~g to tb·e~~ : _.·;_ : sci; n_{gf5,' G~ising~-o/ G~rmÍciy.iives -,ñ : :-UK * 2008 Anthony Meie·r:Finé Arts, San .- ; _ .. ' 
SJ=_L.ECTED SOLO ÉXHÍBITIQ~S * 2011_ ';: _ . -.ShCl~es ;·c~~ f a;.fvlÍla~.*,2008 _Robe"rta ··---~ ·serlin, ~errnany ·sELECTÉD. SOLO\/ :.- : ~Francisco ·"" 2Óo8 Andrea· Rosen Gallery, '. _:: · , · 
'Mariüal Man', Pilar Corri~s.L~indo~ .. _: ~: ~"ri:,j!h; '.Ñalinj_}.i1afá_n.(:Th_e·N_e..y ·~~!k ·-.:~. ' .. - Ex°HIBITIONS * :2ó10.Kun':3t~~11élf~ge~i . N~w York SEL_ECTED GROUP · -· -_ ~ · 
_ * 2010 'Pictograrris',.Lombard-f reí~_. _ , -Tirñ~s.2{Qcf<~:~ /¿,-:.-'·--: . _·_<:_-;. -· · :,, _., _:¡-_-:- Gerrf)añy _* ~009 'Soft.Skil l~·; Galerié :. ' .- EXHIBITJON.S * 201_0 'Tasters' Choice', . 
Pro1ects: New YÓrk • ·2_009 '[?azzl~ _ . ':~- -- ~:: -- t ->-=::-----~ -::e~, :~ - '~ r-Jeu: B~-rlin ~* ~009 'Locát colon~·;:G~iier ia ,:_Sfephen Friedman: Lon'don * 2016 'Le 
Men', Pilar Corrias,'LondorÍ * 2008 -_- . -::_- --:-:.: - -::. - .- :~ -=-- -_:_ .. / ,.º- - ': -_; -__ -. ;". ,.<· ,.:/~5ntii Napl$s SELECTEDGROUP.:.. ') -": -~ Tabl~au_'; Cheím .& f3éad,.New York ·_ _ .. 
'ft.SS•AS•SIN: hashísh anyone?', ; :.· ~ _: -VIGTOR MAr,f ;_ -.. _:: .::c._ - -~ ::.·,- _- -~. : / >·,_:EXHIBITIONS ;f 201Ó 'Bloo'dFlames fír;·: :_ * -2010 'Feint-A(t', Kllnstverein Freiburg, 
Lombard-Freid ProJecfs, New York - -__ - --_ - , . ' :..·· - 'f=_"': -~-- : ::-·--~~:-: . -·_-_/ ;· ~;-.·. ;_ :A·i~x 'Zaéhary, New York * ··2010 'Trie _' . : -Ge rníany'* 2009 'Vi~ible Invisible: 

SElECTED GRÓUP EXHIBITIONS * .2010 .-:-Sor~ 1974,.Tr_ansy!vani~{ R'q_m M fa:1:i\ies ; r seriin'Bo~ -. céA; Ánd(atú>1_ajorca < /~'.:~ Agáinst thé'Secür-ity oUhe ReaT, : -_ .·. -~ .\. 
'Greater New York', MoMA:PSl,-New Yor~-- . i.n Berlin·,·Gefrnan/ SELicr,ED soto-,-~_/.,-=_! :-2099"_'.)n'Mimoryof P~intin g 6';Layr · .i.--~Pá/ásoÚ,/nif; london·• -2009 'We're . :· - < 
* 2010 Toé Future ofTradition: Tlie:c-· ... EXHIBITION-s f '201o'Tffe:Dtisfoi.;·;:? :· :.=_wu~steríhagen·Gái age; Vienna·· · ... -~-:<: . Mo~l'r1g\ Royál.C¿llege 'of Art,Londo[1 · . ·:; 

§,g~~g¡~~f ~;:,~:i~~'. .. ~g6~t~Jiif í3€ ti ,:g:~~Eit;~:t i!g1fül!;l1dtfitf j~~gglgA;lJ~d :_, .• 
Toe GenerationaJ: Younger Than Jesus·: - CerÍtre.internaiioriáL~chirt~f cfú pa.ys? ge/ ;Afte Br69ke) =ra/i~furt SÉLE.9!_EÓ -~\.it:/ SEL-~CJajj B)BUOGRAPHY* 20(?9 ~ob :- ·:·, 
Ne'II JÁuset.im, Ne~ York *. 2009 'Out_.of · / ~-d~ l'ile de. Vassiv.iere,'Fr.a!Íce*_ 2009:::: i-: ;' 8-1131.JOG~PHY *. ~q10J~,set8traú,',- •<i.- --. Ñiáa.s!~Paint(rig Absfractiori: New . · .. 
Llne', Lombard-Freíd Pr~je"cts, N~w York ~ Museurri BoÍj~ a~f v~~,$g~h\ngé~. '/º'" S / unrnrs~éh_~IÍg ciEi~f S~l9st;p ~~f)irg.í( ?-:_- -·.~íe,mén~§"iñ A.bWdct_ Painting, Phaidon. ~ \ 
•2009 'Unveiled: New Art from thé Rotterdam'*~008_1Rón G~~U~fy,\ <<=-·.t::.·.-:~e~erle': Text~)'.ur is~n-?t,' ~~~~~ 2p~9-~"~'._.london * 2009_?aráHughés, Katy. ., .- __ ' 
Wddle E.ast', Saatchi Gallery, London . s·ir mingh am, ·uk; *''f ooB! §látk'.J:{e~ rts- :_~::_:-- _c_G_rj5-t_iaf! Ratt~,f-0-~y~rJ ed.);/ne~Ju,cíith>.:. . ;Moran:_ Tat~ ~( lves;'UK * 2008/ aty -; -
SELECTÉD BIBUOGRAPHY * 2010 . . . Always.Bleed Red'/Btúrri~&::.PQ~Í Lo_s\- . : ~ '.Rothsch_ilg F_6uric1a_tióf\ CJórifomp_ó_r_qrf ., ' Moran P~in"ting~, MÍCÍdlesbr()Úg_h •' . . 
!Aenil'j Y..err, T a!a Ma'c1ani', Flash ~rt, Angel~s S_ELECTED :GR':)Ü_P -, ·-i . '.:. :_, · ,-'?,. _br9wiri~s ;q oili=iction~~afC!ló'güe: : · . ~ _: ~~- ln~tl tute --_?: ~odé~r\ Art, U_K _:_ -~- . ·:: .. -
May- Jun • 2009 DianaAI-Hadid; 'Tala· · .- EXHIBITIONS * '2010.'Jarízimat', ,: ~, 0 : ., :--._Róisonoé, Th~ M(¿seum ?.! M()dE?rri ~!t, _,··:-__ ·_ · >- · . - · · :, ' .. 
Madaní', Bomb, F~.11 * 201o_Jerís · ~ · . · < -,._ -~ugarten_ Coñtem-poraf y, V~eñna * _2oó.9 . ·. N~~w)'or_k _~:2~?~.Pati H~j-tli~g (7d .}, t >~\{ · _ __ / · .:·.: ' , ;,>=-. . _ · - ' .. } · ◄ 
Hínr'khson, 'TaJá. Madaní', Monopol, Apr 'Sequelism: Part 3 Possíble, Pro~able -, · M9derr1 Moder~, Starsn1p1 _Be~hn, a.nd ~ .·· .:. :KRISTINE MORAN .... · ,_ :. 

. .' * 2009L aura Mclean°Ferrís, Ta.ia.: and Prefera~le' Fdtúres', Ar~olfiní, : _Chelseá Ar.t Múseum, New Yór_k:· . ;' ;._ .'·' .,-'. < : ) .. "_ . _; .. ,_-, _ ·_ : : , :. . ,, ~· · . 
Madaní: Dazzle Mén', Árt Review, Apr_ · Brístol * 2009 'Wesséfrí Ge~chichte r •.- . . -: -- .:e~ ~ /;:>,--, . _ .Bór~ )é74í Mon~r~ii!,-Can~da. L(ves in -: 

-~ 2009 Maxíne Kopsa, 'Dazzled Man: ·. ~hose (Hís)story',_Ku'nstvereiri in ~ :r- ·"" :· · - New)'.ork;_NY. U~A.SEL~CTED SOLO_ ,-e;·_ 
ThePaíntiñgs ofTaJa Madañi',Metrop.o/js Hamburg * 2008 Busan__Biennial · - ,DIANNA MOtZAN. , _ - .:~:'". · · EXHIBITIONS•* 2011 ·~rotean Slip', '. ·, ·, -· 

_ M, Apr * 2009 Dan Pe,rjovschi, 'Artist's - SELECTED, BIBLIOGRAPHY * 2010 Lau_ra • . . . ... . ~ Ni ce lle Beauchene Gallery, New York 
F.a','.orites',Spike Magazine, Winter· ··_ :- . Hoptman, Yílmaz Dzíe~iór, Uta _ . _Born 1972, Tacoma; WA,, USA. ~~"'.es in · : · * 2009 'Hidden in the Shore Maze', Clat_k 

· • · - ·: Groseníck (eéls.), The Art o(Tomorrow, Los Ang~Jes, r;:A USA. SELEC1ED S.O½O _ & Faria, Toronto * 2009 'Laugh Until My . 

"NALINI MALANI 

Born 1946, Karachi, Undivíded India. 
Uves in Bomba.y, India SELECTED _SOLO · 

EXHIBITIONS * 2010 'Splíttíng the Other', 
Musée Cantonal des Beaux-Arts, 

•. . Lausanne * 2009 Govett-Brewster:Art 
. Galle.ry, New Plymouth, New Zeala~d 

.. * 2009 Gaferie Lelong, Parls * 2008 
'Listening~\ othe Shad~s·. Araría 

Dístanz, Berlín* 2009 Neville Wakefield, EXHIBITIONS;; * 2011 'Dian~a Molzán: . Teéth Fall Out', Nicelle Beauchene 
· Flash Art, Oct * 2008 Tom' Morton, . _ Bol9gna Me'íssen', Whitriey Museum • - Gallery, New York * 2008 'Ünraveling 

'Shape Shifter', Frieze, Nov-Dec * 2008 · of American Art, ~e":' .York* 2009 '.The . Undér Conditions_of Uncertainty', Skéw 
Alessandro Rabottíni (ed.T, Víctor Man Case ofthe Stran~·. Overauin and Kite, Gallery, Calgary SELECTED GROUP 

JRP Ringíer, Zurích * 2008 Víctor Man, Los ·Angeles * 2009 'A Dlamond h;1 The EXHIBITIONS_ * 2010 'Power of 

ottebasl/e, ·1kon Gall_ery, Bírmíngha:m; · . . Square', Gayle and Ed Roski f0ast.er of ~ · · S~leq_tíon: Part 3\ Western,,_Exhibítíons, 
UK, and C~ntre ínternational d'art et du : Fine Arts Gallery, ~os Angeles · - Chicago * 2010 'Holger Kalberg and 

· ·paysage de l'ile deVassivíElre, France SELECTED GROUP EXHIBITIONS •2011 · .Kristine Moran', Monte Clark Gallery, 
. . __ 'A,11 ofThis and Nothíng'.- Harñmer Vancouver* 2009 'Party at Chr'is' 

Museum, Los Angeles* 2010 'How Soori· House';Janet Kurnatowski.' NeW York 

· ·_ NÓv,(, R~~ell Farnily Cóllection, Mi ami .' _ ·• 2009 'Clark 8. Fari_a presénts'. Clark & - . 
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•" 

Fa~ia, Tor~nto * 2009\ H~~:/~::i~ti ;::;Fluffjb/ Fa~had-', Bidoun: Spring * 2010 

· Art Center; C<:;mnecticut * 2009 'Play', : · - Olivia 9and, 'Farhad Moshiri', Asían Art, 
Gallería Monica De Cardenas,- Mila~· - Ápr * 2009 Anthony Downey, 'lnverted 
SELECTED BIBLIOGRA .. Pl·iY.* 2010 .. Modernities And Contested Traditions: · 
'Chance Evolutions: lnt'érview with. Conternporary lranian Visual Culture 

- ·. Lfndsay Cuff', NYArts Magazine;. - And (ln)At,Jthenticity', RES, Sep 
Summer * 2010 Carol:Ann M. Ryari, : _ ' · . · 1 

'Kristine Moran: The M~rsh Th·e Maze' - -
Canadi~n Art, 7Ja~ ;¡;· 2008 °Diari'a :. , - - SÜRENDRAN NAIR 

~McClin~e>c_k, 'The Possibility 
1

of Framíng · -
-lnfinity'i Art Papers, Máy-J_u0_ · Born 1956; Ornakoor, India. Lives in 

Baroqa, lndiaSELECTED SOLO 
.' EXHIBITIONS * ?010 'Neti Neti'., Frey 
- Norris Gailery, San Francisco * 2008-09 

'Pernoctation & Eariy Drá.win.gs', Sakshi 
Born .1970, Cosford, UÍ<. Lives in Lorié:lori; Gallery at Darbai- Hall, Cochin; Sakshi 

. UKSELECTED SOLO EXHIBITIONS . Gallery, Mumb~ÍSELECTED GROUP. 

-JUSTIN MORTIMER -

, ·_ -* 2011 'Haft:Jing', Mihá.í Nicodim Gallery,. a' EXHi°BÍTIONS * _201ci 'Roots', Sakshi . 
Los Angeles * .2010 'In Your Own Villag~·. Gallery 25th Anniversary Exhibition, 

Nickas, Painting Abstraction: New 
Efements In Abstract Painting, Phaidon, 

London * 2009 Okwui Enwezor & Chika 

Okeke-Agulu, Contemporary African Art 

since 1980, Damiani, Bologna 

PAULINA OLOWSKA 

Born 1976, Gdansk, Poland. Uves In 
Warsaw, Poland SELECTED SOLO 
EXHIBITIONS * 2010 'Applled Fantastlc', 

Metro Pictures, New York * 2010 · 
· 'Accidental Collages', Tramway, Glasgow 
* 2010 'The Magnifiéent Seven', CCA 
Wattis lnstitute for Gontemporary Arts, 
San Francisco * 2009 'Shadow w·ith -

a Sneak', Pinakothek der Moderne, 
Munich * 2008-09 Daad Galerie, Berlín · 

SILKE OTTO-KNAPP 

· Born 1970, Osnabrück, Germany. 

Uves in ~ondon, UK SELECTED SOLO 
EXHIBITIONS * 2011 Greengrassi, 

London * 2010 'Many Many Women' 
Kunstverein München, Munich * 20;~ 
'lnteriors', Gavin Eirown's enterprlse, 

New York * 2009 'Present Time Exercise' 
Mod!:!rn Art OxfÓrd, UK * 2009 'St~nding• 
anywhere In. the space in a relaxed 

· positlon', Banff Centre, Alberta, Ganada 

Master Piper; London * 2009 'Natiorial ThePark, Cherínai * 2010 'Lóoking_ .~ , 
Geographic', Fíve Hundred Dollars: ·.. Glass:The Existence Of Difference\ . . 

(with·Sarah Crowner) * 2008 Galerie 
Daniel Buchholz, Cologne SELECJED ._ 
GROUP_EXHIBiTIONS -* 201Ó 'Utopia ' 
and Monument 11', Steirischer Herost 
Festival, Graz * 2010 'While Bodi_es. , 

-SELECTED GROUP EXHIBITIONS * 2010 

'While Bodies Get Mirrored', Migres 
Museum, Zurich * 2010 'At first I thought 
that lt was difficult work', Kunsthall Oslo 
·* 2008 Art Sheffield, UK SELECTED 
BIBLIOGRAPHY * 2010Jan Verwoert, 
'Motion Pictures. On the Paintings of 
Silke Otto.-Knapp', Tell Me What You Want, 
What You Real/y Real/y Want, Sternberg, 
Berlin * 2010 'Silke Otto-Knapp', -. - London * 2008 Hew,er Street, London __ .· Religáre Art~ lniti~tive, New Delh[ * 2010 -_ 

SELECTED GROUP EXHIBITIONS * 2011 . _· _'Singularit ies', RIFine Arts; Ñew York .· ' - . 
Prague Biennale 5 * 2010 'Bad Índustry', · * •2óo9 'Bá.pu";:Saffróriárt and Berkeley 
Mihai Nicodim_ Gallery, Los Angeles -· .. · .', Square_ Gallery: London.* 2009 ~- -.. · - Get Mirrored', Migros_Museum Für­

Gegenwart~kurist, ZUrich * 2010 'Early' 

B~tween Zones, Migro~ Museum für 
Gegenwartskunst, Zurich * 2010 Sabeth. _ · 
Buchrriann, 'Eiri Medium unter anderen 
Bedingungen', Texte zur Kurist, Mar * 2010 'Cutters 2010', Pool Gallery, Berlin 'inaugural Show', Sakshi Gallery, Taipei . 

_ - * 2010 'Cut, Collage Contemporain' / · .. _. * 2008 JndÍGen.iús', Sokaéont~mpo-rary 
- Galerie Van Der Stegen, Paris * 2010 - : ·space, Taipei *. 2007-08: 'Horn Pleast: . 

. Years', KW lnstitute for Contemporary 
_Art:, Berlin * 2009-10 'Monde~nologies', 

-* 2009 Silke btto-Knapp: Present J'íme 
. Exercise, Modern· Art Oxford, UK, The 
Banff Centre, Albert;:¡., and Walther 
Konig·, Cologne * 2008 Catrin Lor'ch, · 
'Si!ke Otto-Knapp', Frieze, Apr 

'Cutters, An Exhibition of lriternationaj _: Narratives In Coni:eñ,"porary,lndiañ Art', 
Colli'ige', Cinders Gallery, New York ,. Kunstmuseum Bern, Switzerland . · · 

.. :,. ~_'?.OÓ8 :v.fe Don't Neec;J Nobody El~~•. :. _ SELECTED BIBLIOGRAPHY * ·2010 · . 
._ Eigse éarlow, lréland SELECTED - ·oamar Adamjee, Neti, Neti, Frey Norris: 

. - BIBUÓGRAPHY * 2011 Ch'ris_topher -- _ Los Angeles _- . -

. Knight~ ':.Justin _Mort(mer. Haftling' át 
M_ihai Nicodim Gallery', Los_Angeles 
Times, 14-Ap·r * 2010 Matt Price and -. 
David Trigg; JusÚn Morti;y;er: In Yoúr 
Own Village, M~i:er Piper; t ondo~ * 2010 

.Jarie Neal, :.Justin Morti_mér. ·This Could 
be Hóme', Flash "Art, Mar.:...Apr .*. 2010 -

. Justin Mortirner. M_ode~n P,ainters, Apr 

FÁRHAD M.OSHIRI -

ODÍLI DONALÓ=--ODITA 

- -Born 1966, EnugÚ, Nigeria: Lives in .. ·.-
-Philadelphia, PA, USA SELECTED SOLO 
EXHIBITIONS * 2010-11 Musée d'art de 
Joliette, Qúebec * 2010 'Perspe_ctives 
169: Odili Donald ·odita'," Contemporary · 
Árts MÜseum Houston, Texas* 20qg _ 
'Üp & Away', Princeton University .. * ~009 

_ · 'Television', Ulrich Museum·of Art, 

- Born 1963, Shiraz, lran. Li.ves in.Tehr~n; _ Wicnlta, Kansas, USA _* 2008 ;Double 
- lran SELECTED SOLO EXHIBITlc;>NS / : - Edge', Michael Stevenson Gallery, Cape 
_ * 2011 The Third Line Gallery, Dubai Town· * 2008 'Odili Donald Odita:Third 
· * 2010 'Nothing Serious', Galer(e . : Spá.ce', lristitúte of Contemporáry Art, 
- Thaddeus Ropac, Salzburg * 2009 · Philádelphi~SELECTEb GROUP 

· Museu d'Art Contemporarii, Barcelona; · 
Museum of Modern Art, Warsaw * 2009 

Baltic Triennial, Vilnius * 2009 'Head­
Wig', Camden Arts Centre, London 
* 2009 Berlin Biennial SELECTED , 
BIBLIOGRAPHY * 2011 Lauren O'Neill- -
Butler, 'Paulina Olowska Metro Pictures', , 
Artforum,Jan * 2010 Raphael Gygax and 

-Heike Munder (ed.), Between Zone·s, · 

·Migres Museum Für_Gegeriwartskunst; .. 
_:_zur·[oh, an_dJRP Ringier;·z_urich .. · 

CHRISTOPHE~ ORR -~ " ... ·,· :_-__ 

ALESSANDRo' PESSOLI 

. Born 1963, Cervia, ltaly. t.ives in Milan, 
ltaly SELECTED SOLO EXHIBITIONS 
-* 2011 'Giulietta degli spiriti (la notte il 
giórno)', Xavier Hufkens, Brussels * w10_ 

. 'Cáligolá.; 1999-2002·, Ncittingham _ -

. - ;·-,.._-·-~·· · 
Born-1967;"Hele'r')_sb_urgh, UK. Lives in .·,: 

- Londori, UK SEL.ECTEÚ SOLO · . 
EXHIBITIONS * 2010 Haúser & Wirth, 
Zurich * 2010 Artsway, Harrípshij-e; UK 
* 2009 'Strong _to Heal', 181D Projects, · 
London:* 2oo8 Nyehaus, New York 
S~LECTED GROUP EXHIBITÍONS ~ 2011 
'Tyranny of Grammar', ·Fishmarket · · . 

Conte~porary, UK * 2qo9 'MaérÓ.wall: -_ 
Alessandro Pessoli', Museo d' Arte _ _. 
Contemporanea Roma,Rome * ·20_09 

. · Aritori Í<errí Gallery, New York * 2Óo8 _- , 
'Bunker Zingaro',·Marc Foxx, Los 
Angeles * 2008 ;Bucaneve testa die . 
piange e sorride lamia faccia e Marzo', .. 

-~-Stu-élio-~u·enzani, MiJan SELECTED · 
-<3ROUP EXHIBITI_ONS * 2010 'Group , 

'Silly You, Silly Me', Galeríe' Emmanuel· " EXHIBITIONS * 2010,'Wild is thé Wind', : 
Perrotin, Paris * 2008 Galerie . . ·savannah College of Art & Design, 
Emmanuel Perrotln:Art Basel Miami ·_ Georgia: USA* 2009 '.Wallworks', ¡ 

. : Gallery, Northampton, UK * 20l0 'Nó .. 

Exhibition'; Xavier Hufken_s, B,russels 

· * ·2009 Venice Biennale .. * 2009 XIV : 
Quadrie"ímale d1 Roma, Reme 
* ·2008.:..09 'ltalics: ltalian Art Between · 

Béach ·* ·2008· Galerie Rodolphe , . . Yerba Buena Center for the Arts, San 
Janssen, Brussels SELECTED GROÜP - _ Francisco * 2009 'Poised', Solomon 

, EXHIBITIONS * 2010 'Hope!', Palais des - _ Projects, Atlanta * 2009 'Strip/Stripe:··­
, - arts et du festival, Dina.rd: France .* 2009 a Project by Test', Emily Haryey . · · ·· 

· . New Thing Under"the Sun'., Royal .--~ -_ • _ _. 

. :·Academy of Arts, Londdn * 2010 

... 'Memci"ries ofthe Fut~re', Sean Kelly ; 

. Gállery, NewYork * 2009 GalerieChei 

. Traditión & R~volutlon 1968-2008', , 
.. Paiazzo Grass( Venice; Museum of . 

Conte~pórary Art, Chicago * 2008 

., 'Irán lnsiae Out', Chelsea Art 'rv1useum: Foundation, New York * 2008 'Artcrush'; . 
.. New Y~rk * 2609 'Translatioñ/Tarjama',·: '., Jenríy Jaskey Gallery, Philadelphiá . 
Queens Museum of Ar(New YÓrk . * 2008 '.Tapping Currénts: Contemporary 
* 2008 'East West Dialogues, Mysticism; ; African Art and piaspora',The Nelson- · 

Valentin, París '!' 2008 'Groupsho~·, 181D 
Projects, London SELECTED -

· 'A Seer Out of Season', On Stellar Rays{ 
. · New '(9rk SELECTED BIBLIOGRAPHY·-

Satire and the Legendary Past', l.eila; · Atkins Museum of Art, Kansas City 
Taghinia-Milani Helle~ Gallery, N~w York · SELECTED BIBLIOGRAPHY * 2009 ._, ... 
* 2068 'Word into Art', British : Marilyn Martiri, 'Qdili Donald Odita, 
Museum at DIFC, Dubai SELECTED Michael stévenson Gallery, Cape Towrí', 
BIBLIOGRAPHY * 2010 N~ga~ Azmi, . _ Art south Afric~.'Fet>_ * 2009 Bob 
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BIBLIOGRAPHY * 2010 Peter Bonneíf 
-and StephanieJámes (eds.): Christopher 
Orr: Tíme Is The Diamond, Ar:ts u'riiv~rsity · 
College at Bournemouth and ArtSway, 
H8:mpshire * 2008 TimNye, Christopher, 

.. Orr: Paintings 2003-2008, Nyehaus, -· 
. NewYork : 

· * 2009 Alessandro Rabottini, . 
·,Alessandro Pessoli. Un'immagine, 
ancora\ Flash Art, Feb-Mar * 2008 
Paola-Noe, Alessandro Pessoli, 
Artforum, Oct 



JON PESTONI 

Born 1969, St Helena, CA, USA. Uves· 
in Los Angeles. CA, ·USA SELECTED 
SOLO EXHIBITIONS * 2011 Lisa Cooley, 
New York * 2010 'Alex Hubbard, Jon 
Pestoni', Shane Campbell Gallery, 
Chicago, lllinois * 2009 :Jon Pestoni 

---: · and Zak Prekop': Lisa CooJey. Ne~ York 
SELECTED GROUP EXHIBITIONS 
* 2010 'The Pursuer', Greene Naftali, 

· New York * 2010 'Ann Craven, Peter 
Halley,Jon Pestoni', Shane Campbell 
Gallery, Chicago * 2009 '.A.léx Hu_bbard, 
Charlemagne Palestine, Anthony 
Pearson, Jon Pestoni', China Art · 
Objects, Los Angeles * 2008 'Looking 
Back, White Columns Annual', White 
Columns, New York *2008 'Call the 
lnterruptions D9-ys', Leo Koenig Gallery, 
New York SELECTED BIBLIOGRAPHY-. 
* 2009 Gregory Montreuil, :Jon Pestoni 
& Zak Prekop', Flash Art, Nov-Dec · 

JOHANNES PHOKELA 

· .London * 2009 'Silence·, Th~ Red Flag 
f actory,_ St Petersburg * 2009 'The Art 
about the Art', State Russlan Muset,Jm, · 
St. Petersburg * 2009 'Russians', 

. . OberG'allery, Ne·w York SELECTED 

BIBUOGRAPHY * 2010 S.ky in the Art, The · 
' State Russian Museum, St. Petersburg 
*,2010 'Offended Geniuses Leave Art', 
Moscow Museum of Modem Art 
Magazine, MÓscow * 2010 S Popo~. 
A/ways Other Art, The Contemporary 
Art Collectioñ ofV. Bondarenko;WAM, 

SELECTED GROUP EXHIBITIONS·· Brussels * 2010 'New Works', Taka 
* 2010 'Systems Analysis', West London lshii Gallery, Tokyo * 2010 ·2TRAPS', 
Projects. London * 2010 'Swell: Art 1950 The Pace Gallery, New York * 2009 'The 
- 2010', Metro Pictures, New York* 2010 Masturbators', Foxy Production, New 
'Besldes, With, Against, and Yet: York SELECTED GROUP EXHIBITIONS 
Abstraction and The Ready:Made * 2010 'The Transformation Show', 
Gesture', The Kltchen, New York, * 2009 Gallery 400, Chicago * 2010 'Misericordia', 
'Collatéral ', Le Confort Moderne, Poitiers, Prism Gallery, Los Angeles * 2010 
France * 2009JThe Practice of Joy_ 'The Pencil Show', Foxy Production, 
Before Death: a Die Stéirung Situation', New York * 2010 'Endless Bummer/Surf 
Scaramouche Gallery. New york * 2009 Elsewhere', Blum & Poe, Lo~ Angeles 
'Practice vs. Object', Miguel Abreu * 2010 'Rethinking Location', Sprüth 
Gallery, New York* 2009 'The Space of -. Ma.gers, Berlín * 2010 'Melanie Schiff · Moscow * 2009Jane Neal, Show Me · 

·a Hero;·calvert 22, Lor)don . · 
. . , _ .- .. _the Work and ttie Place of the Object', . a nclSterling Ruby', Kavi Gupta Gallery, 

R. H. QUAYTMAN. 

- Born 196], Boston, MA. USA. Lives in 
New York, NY, USA SELECTED SOLO 

· . EXHIBITIÓNS .* 2010 Neuberge~ M·useum 
· of-Art, New.Yórk * 2010 San Francisco 

Museum of Modern Art * 2010 . 

SculptureCentér; New York SELECTED Berlín SELECTED BIBLIOGRAPHY_ 
BÍBUOGRAPHY * 2010 )1o~ard HalÍe, * 2010Jao R'ibas, 'Sterling Ruby: 
'Blake Rayne,_Folder and Application', _ Sincerely Hostile', Flash Art, Mar-Apr 
Time Out New York, 27 May- 2Jun * 2008 ,* 2010 ·srienne Walsh, 'Sterling Rúby's 
David Lewis, frieze.com, 6 Oct * 2008 · Evening Trap', Art in America, Feb 
Kyle Bentley, Artforum, Summer * 2008 · · · • · 
Tyler Coburn, Art Review, Summ·er . .,. 

CHRISTOPH RUCKHABERLE 

· •silberkuppe, Cha-pter 17',.Silberk~PP~. CLARE ROJAS Born 1972, Pfaffenhofen, Germany. Uves 
Berlín * 2009 'Exhibition Guide, Chapter .. . in '=-eipzig, Germany SELECTED SOLO 
15', The lnstitute of Contemporary Art - . Borñ 1976, Colum.bus, OH, USA. Uves _ E:XHIBITIONS '!' 2010 'Trapped in White 
Boston * 2008 'Chapter 12: iamb: and wor~:3 San Francisco, CA; USA •.. Tiger Sanctum', Hospitalhof Stuttgart 

Born 1966, Soweto, South Africa. Ljves · Through the Limbo ofVanity', with SELECTED SOLO EXHIBITIONS * 2010 -* 2009 'Backerei', Sutton Lane, Brussels 
in South Africa and the UK SELECTED -. Josef Strau, Vilma Gold, London; Miguel 'We They, We They•: lkon ~ailery, * 2009 Migros Museum, Zurich * 2009 
SOLO EXHIBITIONS * 2009 'l lik\3 my - Abre u Gallery, New York SELECTED · Birmingham, UK; Museum of Craft and 'l.'. Emmerdeur Futuriste', Galleri Nicolai 
neighbours', Standard Bank Art Gall~ry; GROUP EXHIBITIONS * 2010 Bergen · . .. Folk Art, San Francisco·* 2010 'Jhrollgh '· Wallner; Copenhagen * 2009 'Dessins', 
Johannesburg * 2008 'Compendlum', ·K_uristhalle, N~rway.* 2010 Whitney ·_ the Woods',Savannah 'college of Art . ·- SuttÓn L~né, Parls * 2008 'General 
KZNSA Gallery, burban SELECTED Biennial, New York * 2010 'Besides, With, . And Design, Georgia, USA* 2009 . , - Angst', Galerie Kleiñdi~nst, Leipzig 
GROUP EXHIBITIONS * 2010 'The Eleven Against, Arid Yet: Abstraction and the · : 'Believe Me-; Kavi Gupta, Chicago / _ SELECTED GROUP EXHIBITIONS 
Football and Art: S. Afríca 2010 X Brazil Ready-Made Gesture', The Kitchen,.. . . * 2009 'Barry McGee & q1are Rojas', . ·. ,•_* 2010 'The Cannibal 's Muse', Patriciá . -
2014', Commerzbanls AG, Johannesburg· . New York * 2009 'Front Room', Riverside Art Museum, California, U$A Low Contemporary; Gstáad, Switzerland 
* 2010 Gallery Momo,Johannesburg Contemporary Art Museum, St Louis·. SELECTED GROUP EXHIBITIONS * 2010 * 2009 '60L4oi 20·, Museum der ._ . 
* 2010 Joburg Árt Gallery, Johannesburg * 2008 'From One O to the Other', ; : '.2TheWall', New lm·age Art GalÍery, West _ Bildenden Künste, Leipzig * 2008 . ... 
SELECTED BIBLIOGRAPHY * 2010 Okwui - Orchard, New York'* 2008 'Painting _Now· Hollywood ~ 2óo9 ;Constellations', Manifest~ 7, Trento, ltaly * 2008 'The ·. • · 
Enwezor and Chika Okeke-Agulu, . . . and Forever', Matthew Marks Gallery ·- Museum of Cóntemporary Art Chicago Léipzig Phenomenon', Mücsarnok, _ 
Contempora~y Afríéan Art since 1980, and Greene Na,ftali Gallery, New York.. * 2009 'lnstruments', SolwayJonés, Los . Budapest SELECTED BIBLIOGRAPl:iY . · 
Damiani, Bologna * 2009 Paul O'Kane SELECTED BIBLIOGRAPHY * 2010 Angeles* 2008 Prospect.1 New Orleans * 2010.Roberta Smith, 'lt's Ñot Dry Yet', : 
and Bronwyn Law-Viljoen, / /ike my Steven Stern, 'Past Present', Frieze, - * 2óo8 T he Wizard ofOz', CCA Wattis New York_T(mes, 28 Mar 
neíghbours, David K~ut Publishing, Jun-Aug * 201'o Steel Stillman, 'In the .lnstitute for Contemporary Arts, San 
Johanncsburg * 2009 Mary Corrigall, Studio', Art in Ame rica, Jun-Jui'* 2010 • Francisc o·* 2008 :Joutn.ey to the End 
~ohannes Phokela', Art South Afríca, no. Luke Cohen, 'Catachreses / Orí R.H. . Óf the Night', Green On Red Gallery,_ · ·: SERBAN SAVU 
1.3, Bell-Roberts. Vlaeberg, South Africa Qu~ytman', Texte Zur ·Kunst, Mar Dublin * 2008 'Harry Smith Anthology 
* 2009 Joburg Art Fair '09, Artlogic, * 2010 Paul Gal vez, 'R.H .. Quaytman: Remixed', Centre for Co~temporary · 'Born .1978, Sighisoara, Romania. Uves 
South Africa - lnstitute of ContemponlirY Art, Boston', Arts, Glasgow SELECTED BIBLIOGRAPHY iñ é iuj, Rómania SELECTED SOLO 

VITALY PUSHNITSKY 

Born 1967, Leningrad, USSR. LÍves in 
St. Petersburg, Russía SELECTED SOLO 
EXHIBITIONS * 2010 'Scale Feeling', 
Tatiana Kourochkína Galeria D'Art, 
Barcelona * 2010 'Back Light', The Central 
Exhibition Hall, Perm, Russía * 2009 'Cell: 
Solitary Confinement', RuArts gallery, 
Moscow * 2009 'Here & Now', Paper 
Factory, Pop/off/art Gallery, Moscow 

. SELECTED GROUP EXHIBITIONS 
* 2010 'Always Other Art', The Moscow 
Contemporary Art Museum, Russia 
* 2009 'Show Me a Hero', Calvert 22, 

Artforum, May * 2010 Paulina Pobocha, * 2010 Ciare E. Rojas, Pidgy, IKON and Ex'HIBITIONS * 2011 'Under the View', 
M_useo, no. 14 Museum of Craft a~d Folk Art * 2009 · PM Gallery and House, London * 2010 

BLAKE RAYNE 

Born 1969, Delaware, USA. Uves in 
New York, NY, USA SELECTED SOLO 
EXHIBITIONS * 2011 'Coastal Graphics', 
Sutton Lane, Paris * 2911 Capitain Petzel, 
Berlín* 2010 'Folder & Application', Miguel 
Abreu Gallery * 2010 Blake Rayne & Scott 
Lyall, 'Rationalísme Appliqué', 1301 PE, 
Los Angeles * 2009 'The World of 
lnteriors at War ', Terri and Donna, Miaml 
* 2008 Sutton Lan_e, Paris * 2008 'Dust 
of Suns', Miguel Abreu Gallery, New York 

Lori Waxman, 'Ciare E. Rojas: Kavi _ 'Essay_on Lim_its', Galede Hussenot, 
Gupta', Artforum, Óct - · Paris·* 201o·•unir,portant Stories·, 

,STERLING RUBY. 

Born 1972, Bitburg: Germany. Li1,1es in 
Los Angeles, USA SELECTED SOLO 
EXHIBITIONS * 2011 The Pace Ga,llery, 
Beijiná * 2011 'I Am NotFree Because · · 
1 Can Be Exploded'Anytime', Sprüth 
Magers, Berlin * 2011 'Paintlngs', Xavier 
Hufkens, Brussels * 2010 'Metal Works', 
Xavier Hufkens, Brussels * 2010 . 

'ASHTRAYS', Galerie Pierre Marie G!rau·d, 

Mihai Nicodim Gallery, Los Angeles 
·* 2009 'Recent Paintings', Plan 8, Benin 
* ·2009 'The Edge ofthe Empire', David 
-Nolan Gallery, New '(ork SELECTED 
GROUP EXHIBITIONS * 2010 'After the . 
Fall', Hudson Val ley Center for 
Contempórary Art, Peekskill, New York 
* 2010 'Romanian Cultural Resolution', 
Spinnerei; Leipzig, Germañy, * 2010 

, . 'Mircea Pinte Collectipn', Museum . 
of Art, Cluj, Romania * 2009 'The 
Generational: Younger tha~ Jesus', 
New Museum, New Y(:,r~ * ·2009 Prague 
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Sienn@l * ~-009 'Show Me á r!ér_o·. _: ~-~ > ~·~~10 'ATOPl; :-; rt and th~ City i~ the ':·:: -{~tf~;~~.-se~~-* ;~10-~t:; ~aund~r. - . GLEN N SORENSÉN 

Calvert22, Lqndon SELECTEO . · _- . 21st Century·: Cerjtre ofé~,ff~fop_orary'~'t J ?_t1rts & Labou( ,frieze, Sep * 2º99 ;-'. -· · 
BIBLIOGRAPHY ':t: ·2010 RalucaVoine-a;- . . Cülture ofBarcelóna SELECTE[): _._ >i.: .. 'Gai1/Garrels; Oránges: oridSordines: ~:. ·. . Bom 19?_8, Sy_~ney,-Austr~i"ia. Liv~s ¡~ _·:'' 

. 'No T rai~sCo~ing', Ideo ,oj-f +:Soc/ety/ _· · BIBÜOG
0

RAP.HY--:f 2610 Marti; Her6erC> ·. có-;iVefsations On Abstract!'.ainting,-: . . -Ahus, Syveden SELECTED SOLO·. < 
no. 35 * 201QJane Neal, MirceqPinte : ··• 'Be~dablePo:(e~Í:iÍe• j fm'.e-0.ut 2i,:;a.on: ,. Hadimer~rv,us~urri ; L_os Angeles ¡fe 2009 . . ~XHIBITl~Ni:f * 2011-;Ge~anjúm E~pire', 

. Gol/ection; Ptan 8 Cluj;Berlin -arfa _:~;; . ::. -_2,7 Máy :1< 2010:o¿dfe Kaian]ian/ The :,>,j.-~Bob Nic_kás/'Páintirig Ab9_traction: New · . Ga~leria R~ucQi Santama! ia;·Naples . _ 
. Mu?e~m of ArtCluj * 2009 Ñ(ck Ob~J iX,-- .0:Body_Ecgentric', Vog~e; Fet{ * 2Ó09 'A : é : Efements in_ Absfract Paintlng, Phaid_on~ \ * 20,1.o_ 'The Sug~r-Ca_ne Al(~gory',_Pump 

'.Serban Savu at David Nola~ ·Árt in _ . - Horrible World of Dana Schufz', Visioh, - _ -london * 2009 DávidJoselit. 'Painting · .· House Gallery, Londo~ * 2010 'Jhe Valiey 
Ame_rico. Ju11-:-Jul *-2008 Ja!')e N~¡:¡.I, -~ :· .. ~- Jul -~ 2óo_9 'Dana SchÚtz', Jhe Ne¡).¡ _ ~ _ . -: Besidé lts~lf'. ,O~fober, F~-11 '_ . -, . . . Floor', Annet Gelink GaUeri Amsterdam 
_·qúvei-!,úre-Serban _Savu'.:lios h ~rt;.:/:: .• Yorker,30 Mar h:009 Kat~ Lowensfeiñ;" ~: . .,::i~ ,., ·. · .. · ' . "'. 2~P.9 'Lesser Pleasures': Corvi~Morá, ,, .. . =~~ ;;HOO: EL•,. >::,i,A'r:iiBif ~{¡ª¡;;;i1i;~t~f ·;f f ttf ri;:utI[~¡~}L¡n~.oa ,g~jf frjI{~~:g~!;~§~·· 

·-· ~ . -. _ ,· -- -:: -_ :.:. :·· :.:- __ -.: -- <-- ; · SÉLECTEDSOLOEXHIBITIÓNS*2011~- ~_.>l'.,2010 '.TheDrawingRoom'; Annet-. ·.:·•­
. Bom1973, Santpoort, Netherlands: .. ,:- ,.. ~- ,,. _'--::, __ ' - _. ·: .. . 2]sn:) Prójects: Lorido¡-{ * 2010 'Geometry :· Gelink.-Gall~ry. Amsterda~ * 2008 ·•15· 
- L!ves in London,_UK SEL~CTED S()LO :<- RAQIB SHAw'·<;/ ' e . ofoJís~·. Ha~ser& Wírth,:NewYork '-~-. · . .c.::yeár Anriiversary_Exhibition', Galleri . . 
. EXHIBITTONS * 2010 'Art Features')\rt41 -•< : > ·>>: . .. _ .-, . . ~ ·: :- ':•e-_ SELECTED GROUP EXHIBITIONS ~ 2010 / -Nicb]á.i_Wállner, Cop~ríhagen SELECTEÓ .~.:. ·. 
· Base!. Galerie Di~na StÍgter * 2009: - . __ : ::B~rn 19Í4';J:á.1c~ttá, .lridia~Lives in .,<. _"--:··:rhe Wunderkammer'i Me Co[le~to_r's_ / ,:-B_IBUOGRA_PHY :!'_ 201!_Martin Hertiect;.,. ·. _ .. 
· 'Nudes and Garcte~•. Marc Foxx. Los . \ ; , -· LondÓni ÚK SELECTE6so't:.b- ~. ·: ' <:~ -~ . ;- Roqm, 'Berl1n * 2009 'Reriíap:l< Athens ,- f .'A. Man·out of Time: The SUpping Forms - . 

- : Ang~les.* 2008 'Al bum', Muséum de .- ~ > EXHIBITIONS * 2009 'Absencé·oÚ3od'., i::~ ! 2009~')'our Gold Teeth
0

11', Mariah"r1_e .·:r-.:;.;._~f ºGi'enr) Sorenseñ', 'ArJ & Áust;olia.' Mar 
'.e- ..:... Hallen, Haaríem ~ 200·8 'Nudes', _ Karlsplatz Project Space, Kunsth_álle : _, - Boe~ky Gallery,.New York * 2008 IBID _ ' .-: -:-º:!' ·201,1 BigMinis -Book: Mysée d'i¿rt _ __ . ; · · 
/ _: ¿ Mauréen-f:'aley, Lqndon ~ELECTED _ Wién, Vieriri~; Whit·e Cube HÓxton, ·: •.. ~ .,. : Projects, Lo~doñ -* 2008 'M25 Aro un~---:. - C~ñtémporai_n, B_ordéaÍJx ~ 2010J~nñ1fer ' _·., . 

, __ _ 

_ ..,,_ ~ 

~.:~' 

~•-, .. , 7, Hayw ard, Londoñ_ ~ 2~09~Saskia van ~ : ,:1bsence óf God'; Art ~sici Pqói_Eiq;}{:, ·, '('.Jew -Y~rl(, Í\ÍY, USA~tr.:.~cf ED ,sOüf~º-· .. -) 3oQ~l~dar G_alle~y. ·New _y~rk ~ELECTED 
.,. .: . der Kroef, Artforum, Jan * 2008 A/bum, '· . Sep:,.Oét.*' 2009 Norrnári Ro_senth_al,-?.-: / ·.:-EXHJ.BITIONS * 2010 Gálferiá Mássim6 ·. ,,~- :GROUP EXHIBITIÓNS * w1ó.'ModeriJ . , ·_ 7

' 

'._ . Veenmán Publíshers, Nethe~tánds, ané( ,_ -j he World's _Most Magic al A.r.t ~~< iiie:\ ~;-: Dé q-arlo~ M(l~n.-( 2cúó '.Or:i The VVat~r·, . : Love·, si mbn Oldf1eld Gallery,iondon . ~ 
• . Museum de'liallen, Netiierlands ·* '2008 . Telegraph, 16 May ~.-:-__·:- :) ·-:.. ___ " .,,~---;,_'.:b~itch Studios, New York * 2610 'Who . * ,2010 'The Milkplus-Bar';Josh uitey eo · -­

Martín Herbert, Frieze;Jun !. 2o·Ó8. Roy . . ... ~ .:: :~:~ .. -•. :.Ami\ Óe Haller:i_, Ha~-'rlerri * :2009 Cenit¿ - Ffne M, London-* 2010 ·: . . ' ,.· 

Exley, Ffash_Art, May-Juri '... ·_ ' .. ~-, ·d'.Ait Contempórain Ge neva, Geri~va . r -'KÜpferstichkabinett: BetWeerÍ ThoughF . 
. . AMY.SltLMAN · ,.; _'. ·. · .: , , . -:~~-20Ó9 'Curn':ots', ~uhring AugustineF ; ·,~~ ~--and Actiori', Whifo CÚbe; Lóndori * 2010 · .. ... 

. . .. fljew York· *. 2009 Hiromi Yroshii Galleri~ .:: .'Once, Removed', The Apartrnent. - . 
. OANA SCHUTZ Born~1955; Michigan, l:JSA, Líves'in New To]wo * 2009 Tin Not You',' Air de París:- ·. Átheris -,. -201b:;whaÚÍave mbñe·-, FAS -· 

Yórk, NY; USA SELECTED SOLO .. Par is * 2009 !Jo~h Sniit~Boo_ks', Printed: · _Cont-~mporáry; Lond6n S°ELEC,:ED: .• : . ,. 
Born 1976, Livonia, MI, USA. Uves in . EXHIBITIONS * 2010 'Transformer (or, · . Matter, New York SELECTED GROUF' . . . "_ BIBLIOGRAPHY * 2009 Martín H_erbert.· .. : 
NevÍ York, N'(. USA SELECTED SOLO . , now many líghtbulbs does ít take to EXHIBITIONS-* 2010 'Barbarie Fréedom', - -Fóeze Nov-De~ * 2009 Simori Baker, .. 
EXHIBITIONS * 2011 'Dana Schutz: lf ttÍe . change 'apainting?)', SlkkemaJenkíns & Si morí Lee Gallery, London * 2009 . .e' . ' :· · Ned/ Tait:Les Toits De Parise: . -.• , 

Face Had Wheels', Neuberger Museum Co.,' New York* 2009 ·zum Gégerístand', 'Bésides, With, Against, arid Yet: _ _ · _ ,L~nchtime.Press; UK '!'.2009 Martín _ .. 
ofArt, Purchase * 2011 'bana Schutz: . . éarlier Gebauer. Berlín* 2008 'Amy . ~bstraction and The Ready: M~de· .·. . - . Herbert, 'Neal Tait', Art Review, S_ep ,: . 
Drawings& Prínts','AtlantáContemporary Sillman:.Third Pers9n Singular\ Tt,e -Gesture', The Kitchen, New York . ':". · · · · · - ·· - · · · · · · · · 

Art Center, Atfanta * 2010 Douglas Hyde . Hírshhorn Museum and Sculpture . * 2009 'The Gener~tioñal: Youog~r . 
GaÍlery, Dublín * 2010 Museo di arte '· Gárden, Wash_íngton DC; Skidmore :rha·nJesus'; New Mu;~um, New York · . -MICKALENE THOMAS •. 
modérna e contemporanea dí Trento C9llege, Saratciga Springs SELECTl::D_·_'. * 2009 'The Living and the Dead', · ·• -- • •- ,·. 

- e Ro\tereto, ltaly * 2010 Contemporary -- . GROUP EXHIBITIONS * 2009 'Abstract . , Gavin Brown's enterprlse, New Yo~k · . · -Born 1971, Carrkien,'NJ, USÁ. Uves in 
.. Fine Arts, Berlín* 2009 'Míssir1g America: New Palnting and Sculpturel, ·SÉLÉCTED BIBLIOGRAPHY * 2010 . :· .. · NeW York, NY, úSA.SELECTEÓ SOLO -:- :-

.:- Pictures', Zach Feuer Gallery, New York ; Saatchl Gallery, London * 2009 . · SÓphie'von HeÍlermahtí!Jo$h-Smith, . ·EXHIBITIONS * 2010 'Put A Little Sugar 
. SELECTED GROUP EXHIBITIONS "'2010 'Compass in Hand'., The Museuni of . Le Consortium, Dijon * 2009 'stepheri . in. My Bowl\ Susáiine Vielmetter Projects., 
. 'St"!ift'ing theGaze: Painting and , . Modern Art, New York* 2009 'FluÓhtjge . _ Mairie.- !Josfi' S~ith, CÚrrents',Ar t "iq _.:· : ~, los Angeles { 2009 'Something Yoú Can . · 
-Feminism', The Jewish Museum, New ·Zeiten', Westfalischer Kunstverein, Ame rico, Jun-Jul ·* 2009 Ira G.' WooÍ, - . . Fe~1•,: La Conservera Confemporar~ ~r(:: .. 

. . York-~ 2016 •cárol Bove, Dan a Schutz, - Monster * 2008 'Oranges and Sardinas', :Josh Smlth í~ not Afra)d', Parkett, no. 85, _ Space, Ceutí, Spain * 2009 ·stw's_ C_ome 
... and St~rli rÍg Ruby',-Ándrea Rosen Gallery, . HáÍ:nmer. Museum, los Angeles -* ·2008 . . , . ·. UnDone!', LehmatÍn Maupin Gallery, 
·· New York * 2010 'Precarity and trie , · Prospect.1 New Ortéans SELECTED Néw York * 20Ó9Pratt lnstitute, New 

B~tter To~ er:;CTRL_ Gallery'._Ho,uston _·_. ·- > 818(,..IO~RAPHY_,* §010Johanna Bu1 on, '.. . :, _ ,_ :-, · · York * 2008 'Girlfri~nds, ~~~ers, Still . 
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Ufes and Lan~~cape', Rhona Hoffman. . Autumn * 201o After the Foil, Hudson PIETER VERMEERSéH ·. ,J". · Roo·m: Guyton\Walker', The Ba[timor~ " -:· ,. , 
Gallery, Chicago SELECTED GROUP . . - Val ley Ce0ter for Contempora~y Art, . _ : , - . · - .· MuseÚm of ¿1.rt, Baltimore * 2010 . -~ -~- ]t 

• EXHIBmONS * 2011 'Elizabeth Catlett: · New Xork * 2009Jane Neal, Show Me ·_, EÍor.n- 1973, Kortrijk,'Belgi~rrí .-Lives in . Capitain Petzel, Berlín* 2010 'Whítney __ - -~ • 
Call and Response', Bronx-Mus~um of _-- . a Hero;.9alvert 22, Loridon -. ~ . . ' ; . ·:Bru?sels,l3elgiüm SELECTED SOLO - on Site', Whitney Museum of American - :--J~ f 
Art. New York* 2º11 'Patte_rn ID', - · . .. . . . . .EXHIBITIONS * io11 Carl Freed.man· - Ar;t, New York* 2009 Capitain P~tzel - 't. '· 

-. Kemper Museum of Co_ntemporary Art, ,. . - Gallery and ]-ondonewcastÍe Project · . · _ ~aÍlery; Berlín_* 2009 'Guyton\Walker~. ; . 
1
, 

Kansas City * 2º1º 'Sharon S!o_ne in _ P}iOEBEÜÑWIN 
1 

,_. · Space, London 2010 .Élisa·PJatteau & Cie Greene Naftali Gallery, New York* 2009 • ·, r_ .~: 

Abuja', Location ~ne. New Yor~ "'. 20.10 · · - - · :. Galerie, Bnissels * 2010 'Rec·eptio~":-- · . '.Guyto~\Walker', Air dé Páris, Paris · : · • ~ { 
·1nspired', Steven Kasher Gailery, New.· - . Bo~ñ 1979·.~Cámi:i;id.ge, ÜK. :~ Pieter VermeersÓh hosts .. : , Projécte SELECTED GROUP EXHIBITIONS * 2011 ~: 
York *2010-'Americans-No~·. National .- . ·l,.iv~s in London, UK. SELECTEÓ SOLO so. Barcelona* 2009 Carl Freedman 'The luminous lnterval', Guggenheim 
Portrait Gallery.' Washington·oc * 2010 - E~HIBITIOÑS * ·:2011·'Ma~ miiéle·: Gallery, London * 2009 White Box, New Museu·m, Bilbao_* 2010 'Th~ Last '· , . 

- . 'Colfected', Toe.StudioMüseum in-.' ·_ : '.- Wilkinsc:>n Gallery, London * 2010 ~- . York SELECTED GROUP EXHIBITIONS Newspaper', New Múseum, New 
Harlem, New York SELECTED : _ ~: " Wilkinsori Gallery::L9rÍd~o ~ 2009 'Máking. * 2010 'Public Prívate Paintings', M·u. Yor'i< * 2010 'Push and Pul!', Museum ·:;· 

. BJBLIOGRAJ?H_Y * 2010 Der~k B_lasberg, --~ · an Oútside Space Theirs', Honor F~aser · __ ZEE, Oostende; Belgium·* 2009 'With ·. · ·moderner Kunst Stiftung Ludwig Wien, ,;,;:. 
'Happy Birtl)day, ~aoimi!', V M.'}9'}~iné\ ,· Gal!er~. Los ÁngeÍes * 2oq8 'Feeliligs· _ Yciur Eyes Only', Kunstverein . _. \Íienna SELECTED BIBUOGRAPH)'. · · -
summer * 2010 l?aul ~aster; _'!'- W,indow . :_ a~~ 9ther. f:_9rms'; Wilkinson Gallery, · · · Meaientu"rm~ Graz * 2009 'Beyond .th.ese * 2010 Sara Krajewski (edi /mage · ~ l: 
on Art~ The New yor~ Observer, 21 Apr, --- ~ Lori_~on_SELECTÉD~ ~ROUP ~HIBITIONS . . walls', South London' Gallery, London . íronsfer, Henry Art Gallery, Seattle . . 2 
* 2010 ~avenl}lorr:pson, '<?reative Chip\ :_ -* _ 2610....,11-SritishArt Show J, Nottingt,am .: * 2009 'There is no(w) romanticism', . * 2009 Bob Nickas, Painting AbstraetÍón: ;0 
w Magazine, Apr __ .- . - :~ ,.:· . _-· -- .. :e .. >:. (_:ontE:Hn póraef.HayWa(d_ Gallery;.; .. ·. : ·:. ·::_.Gale_rie Les f ilies· du calvaire. Brussels : Ne~ E/ements in Abstroct Poi;iting. . ¡¡: 

.• . . . , - - ~-- .-(-Ú~\~~-t\!':" ;~i~~~~~~~~~~~~~~~:~t:!tª?tt c :: _: · :i~{¡gj~~!t~~~B!~~;t;:!:~E~:ED . ' Phaidon,London --¡¡ 
: . PAORAIG TiMONE.i .:" : -~:-. :. : : ,· .. ;: _ .:: ·-· ~f?.Q.1(?_:_Le de~ f', IF~·Galiéry, 'M_arseilÍe·:: · ._. : Roelstráete; ~Tfie Lie of the Beholder' . .' . -~. ·,¡; 

. . -. . . - _:· - , - - -· .; -:·-· ~ ;-:.*201o 'Newspeak: EÍritishAt:f ~J°ow'/ 0 -:~"; :'Mou'sse Sumtner*2Ó10Luk-. ';· ' : . WANG XINGWE·1· t 
Bom 1968¡, Derry, Nori:hefñ 1í81arid. r.iv~~-~- Sáafchi Galleryr L.¿nd--on-;*:2010 ~' _- ·:~. ---, ~ --. -.. LambJe~ht 'Heteenz¡m~ ~~rK·tan _- ~ -.- :- -- ., ¡_¡ 

·--- ~ -!p 
. . -~ 

!: j 
j! 

~ -:;~ 
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Álmine Rech, Par is * 2008· 'Rocke.ryee/ /: :Foims; WJlkinso.ifGállety7L~mBo'~·< ·::/,: ~ 7 ccinfernporarY Arj:; P,t:,ilad,elp!:Jia· t :2cij 1~ ::.:}'.:rtie_·s~áte ofThirjgs: Bru_sselsÍBéijing', ' 1~ 

§~[i;~f ~~!~t~i}!!:16~i !f f ~!f !iI{JI\if 1-i~~~;~lil¡lif i~Jií~S~l;~¿~}[~iti~If j~~r· •. : .·: l! 
. * 2009 'Torri Wood and Padráig· : ~ . . ·_ - Los-Atigeles: cAi ús°A_sÉLEGTÉ_D soi..:ó> Tne fce Plant,_Márfü stficf.ED GROúp ;_ (:;reative _Stüdió, Songjiang, China 1

1 

Tirmney .. , Museum 52, LorÍdo.n*·2oo_ii-- - - . ÉXHIBITIONS *~201Yoavic{ Kc:>r'q_ansky -::-- :_:--·EXHIBITION~ ! :·2016 'lmr:riat~ri~( '-. -~ ~-··: -~ ·200ª 'Opéñing Exhibit1on', Nam June . -:- j' 

l aure Genillard Gallery, Lorjdon * 2069 - · -Ga.lÍery, ~os Árigel~s-:1'29f(Galierfa'll::'.:~·:~~-~Ballroom Mp.~afTexas -~ 2010 ·~,riss:- ~-/ . Páik -Af( Ce_nter, Suwon-Seoul,-South - , [ 
'Mental Puberty', Sto re ·Gallery, Lo.ódon ._ . .Cap.ricorno; Ven.ice * -'20Q8 ~tE{sfe/ Vance:-CGrows_ by ltselt'; Marlboroúgti~CMél~ea ' e - . Korea ~ 2008 'Ma_hjong: Contemporary ' 
*2009 'Frequency: Mark Gárry,-_ - . -. -~e- ~d Rí~ky SwalÍ9w·.~1.n_é S~b~ro( n~:_9á1r .;~- -,S3~IÍe_ry, Néw_ York! ~0_1_0,\ ~ ÍB:bleau: . i . :. ·_9hi_nese Art frorn the Sigg Collectiol'}', '> J 
í;'adraig Timoney. Hayley Tompki,:is'.. . . Park, llliñóís; USA SEL~CT_EDJ~Ró.V.t\ ,é~·:¡:rench,A9~trAcfi~"rí._ar:i~_its ~ffinities', -.. . !3.eJkel_ey Art M~se~rr\~Californi,a, US~ . :·\ _ ~J 
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'f:requency', Círca, May_ · * 2010 'Kathryñ Andrew~. Heather Cook. ?host, New '(ork * 2009 ·compass ·¡n _ Lorenzo Sassol_i de Bianchi (e_d.). From 
Lesley Vanee, Lisa Willlamson', David : · Hand', The Muse·um of Modern Art,' New Heaven to Earth: Chinese ContemporÓry 

_ K9rdansky Gailery, Los Angel~s * 2009 _York SELECTED BIBLIOGRAPHY * 2010 Painting, _Damiani, ·sologna * 2008 · 
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v~nce', Roger Bjorkholmen. Stockholm Joseph R. Wolln, Time Out New York, A Guide to Contemporory Chinese 
ALEXANDER TINEI · 

Born 1967, Caushani, Moldava, Uves in 
Budapest, Hungary SELECTED SOLO , 

EXHIBÍTiONS * 2010 'Ali About Me', Ana 
Cristea Gallery, New York * 2009 
'I Collect Aíl My Tears·, Deé.k Erika , 

Gallery, Budapest SELECTED GROUP 
EXHIBITIONS * 2011 Prague Biennale 5 
* 2010 'After the Fall', Hudson Valley 
Center for Contemporary Art; New'York 

. * 2010 'Naked Truth', Frissiras Muse□m, 
At hens SELECTED BIBLIOGRAPHY 
* 2010 Christopher H. Chambers, 'Like 
a Rolling Stone·: dort lnternationa/, 

* ·2009 'Sam Moyer & Lesley Vanee · Apr * 2009 Bob Nickas, Painting · __ Artists, Kodansha lnternational, Tokyo 

. _ & Stan VanDerBeek', The Front Room, Abstraction: New E/ements in Abstroct 
Contemporary Art Museum, St Louis Painting, Phaidon, London * 2009 Kirsty 

. * 2009 'The Longest Train I Ever Saw', Bell, 'lts Own Reality', Frieze, M~Y-* 2009 COR IN NE WASMUHT . 
Rache! Uffner Gallery, New York* 2008· Judith Raum, Flash Art, Mar-Apr 

'Delusionaríum 4', Bonelli Contemporary, 
Los Angeles SELECTED BIBLIOGRAPHY 
* 2010 Laura Fried, 'Brand New: Lesfey 
Vanee'. Flash Art, May-Jun * 2010 Linda 
Yablonsky, 'Women's Work', New York 
Times, 12. Feb 

KELLEY WALKER 

Born 1969. Columbus, Georgia, USA . 
Uves in New York, NY, USA SELECTED 

SOLO EXHIBITIÜNS * 2010 Thomas 
. -

- Dane Gallery, London * 2010 'Front 

Born 1964, Dortmund, Germany. Uves 
in Berlín, Germany SELECTED SOLO 

EXHIBmONS * 2011 Meyer Riegger 
Galerie, Berlín * 2011 Kunstraum 

· .fnnsbruck * 2010 Ki.Jnsthalle Nürnberg 

* 2óo9 Haus am Waldsee: Berlín 
* 2009 Galerie Giti Nourbakhsch, Berlín 
SELECTED GROUP EXHIBmONS 
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* 2011 Venice Biennale * 2010 'Color and_ Museum: New York * 2010 'Ordinary 
Conte11t', Ku11stmuseum Bonn * 2010 Madnes·s ', Carnegie Museurri of Art, 
The Berlín Box, CéAAndratx, Majo~ca - _ Pittsburgh SELECTED BIBLIOGRAPHY 
* 2009 'Slow Paintings', Museúm · , ·_· * 2010 Rupert Smyth, Now, Hállso, UK 
Morsbroich, Leverkusen * 2009 •, . · . * .2010-Douglas Fogle et al, Creamier. _ 
'Supracity:' Corinne Wasmuht', Hau·s am · · · Contemporary Art In Culture, Phaidon, • 

Raisonné, The Museum of Modern Art, 
New York * 2009 Andreas Koch, 
'D~ppelvertretungen. Liste aller 
Künstler in Berlín mit zwel oder mehr 

Galerien', Vonhundert , no. 6 

ZHANG ENLI 

Waldsee and Kunsthalle NQrnberg : · ' · London' * 2010 Lisa Philips and · · 
SELECTED BIBLIOGRAPHY * 2_009 K~tja _ Massimiliano Gioni, Skin Fruit, New 
Blomberg (ed.) Supracity. Corinn·e - Museum, Ne\o\/ York' * 200!} Andro Wekua 
Wasmuht, Kunsthalle Nürnbérg and Há~s and Boris Groys, Wait to Wait. Cl:lristoph 

Born 1965, Jilin Province, China. Uves 
in Shang~ai, Ch ina SELECTED SOLO 

EXHIBITIONS * 2011 Shanghai Art 
Museum, Shanghai * 2010 f-jauser & 
Wirth, London * 2009 Kunsthalle Ber~ 
* 2009 lkon Galler·y, Blrmlng.ham, UK -LYNETTE YIADOM-BOAKYE 
* 2008 ShanghA_RT H-Space, Shanghai 

Born 1977, London, UK. Lives in London, SELl;CTED GROUP EXHIBITIONS * 2010 

am Waldsee, Walther Konig, C9logne . Keller, Zurich· · · · 
* 2008 Zdenek Felix, Corinne Wasmuht, -

UK SELECTED SOLO EXHIBITIONS 'Thirty Years of Chlnese Contemporary 
. * 2010 'Any Number of Preoccupatlons', Art', Mlnsheng Art Museurñ. Shanghai 

· Friedrich Pet zel Gallery, New York The·Studio Museum in Harlem, New · * 2010 Gwangju Blennial * 2009 '5x5 

- WENDY WHITE · .York * 2010 'Essays and Documents', · · Castello', Espai d 'art contemporani de 
· Jack Shai~man Gallery, New York * 2010 Castelló, Spain * 2008 Shanghai Biennial 

'Essays and Letters', Micha_el Stey enson * 2008 'Art Multiple 2008', Ke Center for MATTHIAS WEISCHER Born 1971, Deep Ril,1er,_CT; USA: Uves 
in" New York, NY, USA SELECTED SOLO 

Born 1973, Elte, Gern'lany:_Lives in EXHIBITIONS * 2010 'Freñch Cuts', 

Gallery, Cape Town ""'2009 'Manifesto', --the Contemporary Arts, Shangha l, 
Faye Fle~ing &·Partner. Geneva China* 2008 'The_World of Others', 

Leipzig, Germa.ny SELECTED SOLO - _ Andrew Rafcz, Chicágo * 2010 _'Up w/ - SELECTED GROUP EXHIBITIONS * 2010 · Museum of Contemporary Art,Shanghai 

EXHIBITIONS * 2011 Museo Art Briquétt_e·.~eo Koenig lnc., New '(or_k· . 
de Ponce, Puerto Rico * 2010 '.In Monté * 2009 'Feel Rabid or Not', Galerie· · 
Cario', Galerie EIGEN + ART Leipzig . Moriarty, ·Madrid* 2008"'Autokennel', . . 
* 2009 'Room with a view'·, Kunsthalle ', · Leo Koenig I~~.; N~w-York SELECTED ·: - · 
Mainz * 2008 'ln.the Space Betweeri',. ·. GROUP- EXHIBITIONS. * 201Ó-11··1ñfor mal 

.e.entro dé Arte Coñtemp~rán~.º Málaga: . :Relatioris', 1·ndianaj5Ólis MusÉfu~ of ._ 
Sparn SELECTED GROUP EXHIBITIONS _ Gontemporary: Art; Indiana.polis -
* ·2010 'Die Bilder tun was mit·mir. .. :, * 2010 'Vivid;, Schroeder Rome~ó & · ·_ 

·• Museum Frieder Burda, Baden--Baden · · . ·$hredder, Ne~ York .* 2010 'Painting J 

* 2010 'Parallelen: Junge zeitgérios- Comes Alive!', Artj"ail, New.YÓrk * 20 10 
sische Kunst aus-Norwegen urid 'Gráphic Abstraction', Moot Gallery, 
Leipzig', Kistefos Museum.,Jevnakér; - Htmg.Kóng * 201o ·'New_Paintings', · 
Norway * 2009 '60-40~20', Museum der · Staley Wise-Gallery, New York!-2010 
bildenden Künste Leipzig SELECTED - -,Third Thoughts', CCA Andr~tx, Majorca . 
BIBUOGRAPHY * 2010 Patricia Kamp SELECTED BIBLIOGRAPHY * 2010 . 

(ed.), Die Bilder tun was mit mir. .. , Lauren W~inberg, 'Wendy WQite: Fren_ch . 
Museu~ Frieder Burda, Baden-Baden, CÚt s', Time Out Qhicago, 23.:.,29 Sep -
and Hatje Cantz, Ostfildern * 2_009· - * 2010Jerry Saltz, 'Two New, On View, 
lnterieur/Exterieur, Kunstmuseum Critics' Pick', Ñew York Magazine; 
Wolfsburg, and Hatje Cantz: Ostfildern 10 May * 2009 Abe! H. f:ozuelo, 
* 2009 Room with a view, Kuristhalle · . 'Wendy White, colapso calculado', 
Mainz, Nurefnberg: · · -- , EI_Cuftural, ·16 Oct * 2009 Raphael 

ANDRO WEKUA 

· Born 1977, Sochumi, Georgia. Lives in 
Zurich, Switzerland SELECTED SOLO . 
EXHIBITIONS * 2011 'Never Sleep With. 
A Strawberry In Your Mouth', Kunsthalle 
Wien, Vienna * 2011 'N.N', Kunsthalle 

Fridericíanum, Kassel; Castello di Rivoli, . 
Turin * 2010 'Gott ist-tot aber das 
Mádchen nicht', St:h.inkel Pavillon; Berlín 
* 2010 'Books; Editions, and the Like', 
·swiss lnstitute, New York* 2010 '1995', · 
Gladstone Gallery, Brussels * 2009 

• 'V\/orkshop Report', Wiels: Brussels · 
* 2009 '28. August ', Galerie_ Peter 
Kilchmann, Zurich SELECTED GROUP _ 

EXHIBITIONS * 2010 Gwangju Biennial 
* 2010 'Get Behind me Satan and Push', 
Peres Projects, Berlín * 2010 .'Skin Fruit ', 
New Museum, New York, US * 2010 

. 'Abstract Resistance', Walker Art Center, 
Minneapolis_ * 2010 'Contemplating the 
Void ', Solomon R. ~uggenheim 
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Rubinstein, 'ProvisionaÍ Painting', 
Art in America, May 

KATHARINA WULFF 

Born 1968, Berlín, Germany.Uves in 
Berlín, Germany SELECTED SOLO 
EXHIBITIONS * _2010 'Wanwizzi', Greene 

Naftali Gallery, New York * 2010 'Alfo a110· 
. mein Hitlir, you na3se?', Gale_rie Daniel 

Buchholz, Cologñe * 2009 'Steep Rock 
· Arts', Wash ington, Connecticut, USA 
* 2008 'Oh, Cameiot!', Galerie Neu, 
Berlín SELECTED GROUP EXHIBITIONS 

_ * 2009 'Head-Wig: Portrait of an . · 
Exhibition', Camden Arts Centre, 

. London * 2009 'Quodlibetll', Galerie · 
Daniel Buchholz, Cologne * 2008 

'Painting Now and Forever Part 11', . 
· The Gree.ne Naftali Gallery, New York. 
SELECTED BIBLIOGRAPHY * 2009 

Christian Rattemeyer (ed.), TheJudith 
Rothschild Found?tion Conte0porary 
Drawings Col/ectión, Catalogue 

'Newspeak: BritisiJ Art.Now', S?-atchi . .* 2008 'China New Vision·, La"Spezia 
· Gallery, London * 2009 'Living Together. · Contemporary Art Museum, ltaly 
Tow~rds a Contempórary Concept ' S~LECTED BIBLIOGRAPHY * 2009 
ofCommunity\ Centro Cultural Hans-Ulrich Obrist. The China fnterviews, 
·Montehermoso Kulturenea, Vittoria-. Office for Discourse Engineering, Hong 
Gasteiz; Spain; Museü de Arte Kong * 2008 Michaela Unterdorfe~ (ed.), 
Conte_:¡mporanea, Vigo, Spain * 2008 Zhang Enfi, Hauser & Wirth, Zur[ch, and 
.Gwangju Biennial * 2008 'Flow', The.. · Steidl, Gottirigen . 
Studio ·Museum in Harlem, New York 
SELECTED BIBLIOGRAPHY * 2010 Okwui 
Enwezor, Lynette Yiadom-Boakye, 
Studio Museum in Harlem, New York 
* 2010 Newspeak: British Art Now, ' 
Booth-Clibborn Editions, London ~ 2009 

Okwui Enwezor and Chika Okeke-Agulu, 
Contemporary African Art Since 1980, 
Damiani, Bologna * 2009 Chika Okeke- _ 

-Agulu, 'New Order', Arise Magazine, ·no. 6 

LUIZ...ZERBINI 

Born 1959: Sao Paulo, Brazil: li~es in Rf~ 

JAKUB JULIAN ZIOLKOWSKI 

Born 1980, Zamosc, Poland. Uves in 
Krak_ow, Poland_and Zamosc, Poland 
SELECTED SOLO EXRIBITIONS 

* 2011 Parasol Unit, London * 2010 

'Hokaina·, Zacheta National Gallery o_f 
Art, Warsaw * 2010 'Timothy Galoty & 

· The Dead Brains', Hauser & Wirttí, New 
York * 2010 BWA Wrocláw. Gal_lery of 
Cón~emporary Art . .Wroclaw, Poland 
* 2009 Centre d'art contemporain, . 
Geneva, Switzerland SELECTED GROUP 

. EXHIBITIONS '!< 2010 'Hareng Saur . 
Ensor and·contemporary Art', Museum 

. de Janeiro, Bratil SELECTEÓ SOLO 

EXHIBlTIONS * 2010 'Galpao', Fortes · 
Vila9a, Sao Paulo * 2009 Casa de 
·cultura Laura Alvim; Río deJaneiro 

- · of Coi:itémporary Art, Ghent *" 2010 •. 

* 2008 'paisagemnaturezamortare­
trato', Centro Université.rio Maria 

Antonia, ?ªº Paulo SELECTED GROUP 

EXHIBITIONS * 2010 Sao Paulo Biennial 

* 2009 'Nus', Galería Fortes Vila9a ánd 
Ga.léria Bergamin,' Sao·Paulo' f 2009 'O 
Gabinete de Curiosidades de1Jomenico 
Vandelli' , lnhoti~ Centro dé Arte 

Contempera.nea, Minás Gerai~. Brazil 
* 2008 'O Gábine~e de Curiosidades : 
de Domenfco Vandelli', Museu do Meio 
Ambiente, Rio deJanéiro SELECTED . 

BIBLIOGRAPHY * 2010 Ligia Canongia, 
Ruído, Galería Laura Alvin, Rio de . 
Janeiro * 2010 Agnaldo Faria, Arte Sra: 
Luíz Zerbiní, Aeroplano, Rio deJaneiro 
* 2008 Paulo Sérgio Duarte. Arte 
Brasifeira Contemporonea: Um Prelúdio, 
Silvia Roesler, Rio de Janeiro 

Gwangju Biennial * 2010 'Damnations • 
of lmagination·: Contémporary Art 
Gallery Bu·nkier Sztuki, Krakow * 2009 . 
'The Generational: Younger ThanJesus',. 
Ñew Museum of Contemporary Art, 

· New York * 2009 Athens Biennial 
SELÉCTED BIBLIOGRAPHY * 2010Jakub 
Ju/ion Ziofkowski: Hokaina; Zacheta 
t-,.)ational Gallery of Art, Warsaw * 2010 
Donald Kuspit, :JakubJulian Ziolkowski', 

Artforum, Oct * 2010 Roberta Smith, 
'The Body, Whol~ or in Parts', The New 

York Times , 6Jul 
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