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PREFACE ST

Phaidon’s Vitamin series, which began in 2002 with ‘
Vitamin P, includes some of the most popular and
influential surveys of contemporary art this side
of the new ?nillennium. Each volume is an in-depth, -
- up-to-the-minute overview of developmentsina -
single artistic medium, including drawing (Vitamin. -
D), photography (Vitamin Ph), sculpture and instal-
lation (Vitamin 3-D) and painting (Vitamin P and
now Vitamin P,). Compiled from the nominations of
internationally renowned curators, critics and art
historians, the results offer a thorough assessment
of the best recent work in each medium.

The first Vitamin P arrived at amoment when painting
was in need of such a re-evaluation, and the book's
success exceeded all expectations, inauguratinga
vibrant new period for painting and helping toignite
an explosion of interest in the medium. Since that
book’s publication, a new generation of painters has
emerged, some inspired by the artists who appeared
in it, others taking their cues from new sources.
Vitamin P, presents this new wave of painters to

the world.

Haliling from more than thirty countries, the 115 artists
in Vitamin P; represent the pinnacle of new interna-
tlonal painting, thelr work encompassing a staggering
diversity of styles, perspectives and subjects. Their
figurative approaches range from the realist to

the stylized and the sn}rreal, and thelr abstract works

cover the spectrum from geometric minimélism to '
gestural expressionism. Many artists bridge the,
figurative and the abstract divide, while others veer ,
towards conceptual and interdisciplinary approaches.

All of the artists in Vitamin P, have been nomi-
nated for their outstanding recent contributions to

_ the medium. Some are senior figures, others just '
- commencing their artistic careers. All have réceived
.their first international attention or significant new

acclaim in the past five years. Whatthey shareisa . -
commitment to a medium as old as art itself. In his
introduction, Barry Schwabsky sees this commit-
ment as the key.to painting's undiminished vitality:
‘It's where the much-cited modern project of hnkl_ng
art with everyday life continues to be worked out.
As well as a showcase for new’ pamtmg, Vitamin P,
isalsoa platform for new art writing, featuring texts
by over forty writers commissioned especially for .
the publication, including leading critics, curators
and academics. As the practice of painting and the

— discourse around it maintain their primary role in

contemporary art, Vitamin P, provides an indispens-

.able guide to the medium’s current moment, as well

as its future.
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TAUBA AUERBACH

Like many artists of her generation, Tauba Auerbach is unafraid to
bridge many different disciplines in her work, taking on at varlous
times the guise of graphic designer, sculptor, painter, photographer
and even maker of musical instruments, Holding all of these attitudes
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.

It 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 literally out of letters — one series, for example, Uppercase
Insides (2006), used the interior shapes of the uppercase letters
that have enclosed insides (A, B, D, O, P, Q and R) to create
Constructivist-like abstractions. It comes as only a slight surprise
therefore to hear that Auerbach was a sign painter in her native
San Francisco for some years before dedicating herself exclusively
to her artwork. In a recent article she said of the experience, ‘it
was ideal because | was forced to meditate on letters and began
to manipulate them.” Other text-based works include the book Bbe
ehHi lioTy, for which she arranged all the letters and punctuation
marks found in the Bible in alphabetical order — the title is a re-

arrangement of ‘The Holy Bible’.

In a unique mise-en-scéne 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 specially constructed.
Suggestive of something between an Arts and Crafts revival 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 bellows.

More recently, Auerbach’s work has remained abstract but taken
on a concern with our reading of different modes of visual 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 at a normal viewing distance,
and only on stepping back a considerable distance (between 10
and 25 metres depending on the work), does the image become
readable. A related series of ‘Fold’ paintings look like — and actually
are — previously creased canvases. These works are directionally
sprayed with paint to record the contours of the folded fabric
before being stretched taut, and thus the paintings are poised
between two and three dimensions. Compellingly perplexing as well
as beautifully resonant abstract surfaces, Auerbach’s works take

time to unpack visually, giving us cause to consider the implications 1.

of, and the intentions behind, her processes of reversal and

revealment. - Jens Hoffmann

1. CRUMPLE IV, 2009
Acrylic paint and UV cured pigment
on canvas
203 x152.5CcmM

2. CREASE|, 2009
Acrylic paint and UV cured pigment
on canvas
203 x152.5 ¢cM

3. Untitled (Fold), 2010
Acrylic paint (airbrush) on canvas
183x137cm

4. Untitled (Fold), 2010
Acrylic paint (airbrush) on canvas
152.5X114.5cm

034

Untitled (Fold), 2010
Acrylic paint (airbrush) on canvas
162.6X114.5cm

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

Untitled (Fold), 2011
Acrylic paint (airbrush) on canvas
152.5X114.5cm
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TOMASZ KOWALSKI

Tomasz Kowalski’s point of departure, whether his work takes the
final form 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 forms the outlines of two headless
human figures. Such non-painterly work is an expansion of the 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), for example,

is a purplish nocturne of the exterior of a house from whose upper
windows several 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. Indeed, 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 before reaching anything so fully defined as a
fairytale. For example, Chimney Sweeper (2010) (which tips a nod to
bothJames Ensor and the Polish outsider artist Edmund Monseil}
is born of a vignette thought up by Kowalski concerning the layering
of penumbral blacks: a coal-covered chimney-sweep touches the
pupil of his eye at night. It sounds like the start of a strange joke,
but of course the point here is the potentiality of imagery rather
thanits resolution. Nevertheless, Kowalski’s characters are comedic:
night-folk out having japes; figures twiddling waxed moustaches,
tickling 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 symbolism of early modernism, as is evident in the divergent
pursuits of Enrico David, Silke Otto-Knapp and Andro Wekua. For
example, the spiky graphics developed by both David and Kowalski
is a considered echo of avant-garde design, as instantiated by
Dutch art magazine Wendingen (published between 1918 and 1932).
Similarly, the Expressionistic figuration in Wekua and Kowalski
draws from a range of figures from Marc Chagall to the little known
Polish neo-Expressionist painter Andrzej Wroblewski (1927-57) and
the Polish Unism movement. Another contemporary figure who
has undoubtedly influenced Kowalski's expanded installations is
wilhelm Sasnal, an artist who has shifted the potentiality of painting
across media into film, video and installation, while continuously
rooting those practices in the history and utilities of painting.

Stranger and creepier still is Untitled (2010), a large painting of a
prone figure that occupies only the lower sliver of the canvas — the
remaining eighty percent being left ominously blank, Lying in bed,
the figure might be at death’s door but looks on closer inspection
more like an insomniac. A series of accompanying gouache-on-
paper works shows a parallel nightmare/bedtime scenario, with
more windows open and strange men breaking in. These scenes of
intrusion are an orchestrated theatre of painting that is all the more
powerful for being unresolved. - Colin Perry

1. Howto pass by 2. Strych, 2010 3. Rehearsal, 2010
tightrope walker, 2010 QOilon canvas Oil on canvas
Qil on canvas 220x120cm 56x32cm
55x32¢cm
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Li DAFANG

When not painting, Li Dafang is a wanderer, driving or roaming
aimiessly 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. His 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 panoramic views. These
depictions, meticulous and exhaustive in detail and short In depth
of field, give a compelling sense of orderliness and formality to
common sites and scenes of no particular distinction, Importance
or order. It's no coincidence that certain geometrical shapes,
columns, piles of tubes and symmetrical pine trees are always
present in the midst of the debris and disarray he portrays, and
that he often chooses to present his paintings on top of wooden
podiums, chests of drawers and staircases, betraying his desire for
stability and steadiness, a sentiment prevalent in our uncertain 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. Aithough his
paintings since 2010 have turned more to cities, depicting a street,
an unexceptional roadside, a busy intersection or a group of lit-up
office buildings at night in Beijing, his characteristic approach
continues, offering an intense sense of absurdity within scenes
that even in reality are already absurdly incongruous.

What these images reveal, 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 Little 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. - Carol Yinghua Lu

1. Fumin Brand Dried Noodles, 2009 3. Threaten, 2007
Oil on canvas Oilon canvas
165x130cm 190x400cm

2. Small Golden Implement, 2008 4, Xigo Yao, 2010
Oll on canvas, painted wood Qilon canvas
2 panels, each 300x150 ¢m 190x3t0cm

Cabinet 100x300x40Cm
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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 alien mirror shards. His
morbid subjects call to mind both fifteenth-century battle scenes
and more recent photographic reportage from the Yugoslav Wars
of1991-95 (as well as the ongoing ‘war on terror’). These paintings
have to be seenin the flesh, not just because of their scale and
physical presence but also because of the 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. Amore 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 | 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 and a 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 details that are subsequently abandoned, masked
and reworked until the final painting reaches an intense equipoise.
At other times, his subjects already suggest this tense balance:
the translucent form of Host (2010), for example, is both monumen-
taf and makeshift, What it depicts is not immediately obvious
(a decontamination unit used to wash away biological poisons),
but its membrane suggests something both womblike and suf-
focating. Host relates to other works, such as Cleaners (2009), in
which plastic-guited figures roam post-apocalyptic landscapes,
measuring and detecting presumably lethal ambient viruses,
bacteria or radiation ~ the most terrifying, perhaps, of modern
mifitary-industrial innovations.

While it might seem glib to draw a parallel between the icono-
graphy of these worke and the artist’s own life, several similarities
do appear. Mortimer, who hag endured a lifetime of surgery to
correct a congenital leg problem, Is particularly drawn to medical
photography produced for pedagogic enlightenment, Indeed,
Section (2010) features a figure based on a girl suffering from polio
taken from a medical textbook. In a number of palntings we look
down upon landscapes from above In much the same manner as
Mortimer’s naval pilot father would have regularly viewed the world.
Out of these febrile experiences and ghost-memories, Mortimer
has carved out a practice that is candid and ambitious. - Colin Perry

1. Hdftling, 2010 2. Foyer, 2010 3. Section, 2010
Oil on canvas Oil on canvas Oil on canvas
184x228 cm 218x188cm

225x185cm
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RAQIB SHAW

To encounter a Raqib Shaw painting is not simply to view it but

to experience it as an event. Each painting is a furious theatre

of the contemporary sublime, at once terrifying and beautiful.

In his recent major paintings, particularly the monumental series
Absence of God (2007-09), the hallucinogenic turbulence of the
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 of the ruins.

Undoubtedly, Shaw’s paintings are a meiting 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 Italian 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 India's Kashmir Valley, he grew up in a Muslim family
while being taught by Hindu scholars at a Christian School. He
eventually came 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 postcolorjial issues, the cross-cultural and
temporal influences upon which Shaw draws open his work up to
awesome aesthetic possibilities and invention. Indeed, 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
technical skill in contemporary art, something that is often seen to
be diminished in favour of pure conceptual content. We see Shaw's
technical expertise in his vivid drawing and composition, and
through the experimental use of industrial metallic paints that he
manoeuvres with a porcupine quill to give variegated surface qualities.
He further augments the opulence of his work by bejewelling
itin 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 of fine craftsmanship,
it becomes not a pastiche of earlier genres and ideas but a
powerful synthesis that pushes painting in new and exhilarating
directions. - Freya Smaill

1. Moon Catcher, 2009 3. Absence of God Viif, 2008

Acrylic, oil, ename), glitter and
rhinestone on birch wood
91.56x91.5cm

. Ode to the lost moon when

innocence was young, 2009-10
Oil, enamel, acrylic, glitter and
rhinestone on birch wood
152.5x213.5 cm

Acrylic, glitter, enamel and
rhinestone on board
244x152.5cm

. Absence of God VI, 2009

Acrylic, glitter, enamel and
rhinestone on board
Six panels, each 244 x122 cm
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GLENN SORENSEN

In Glenn Sorensen’s world, people, plants and animals seem crystal-
lized under a layer 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 of images depicting lilies whose arrangement seems elusively
anthropomorphic: a couple of drooping figures that lean together
in silent collusion. A Proustian or post-1960s drop-out appreciation
of slowed-down time freed from the headlong rush of modern life
seems to be at the core of Sunday (2009) and Days (2008), both
images in which lilies stand stark against black-void backgrounds,
all the better for us to contemplate their delicate complexity.

Entropy as anidea 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 dispersal of thermal energy (heat) and the loss of
energy available within a system, which in Sorensen’s visionis a
celebratory and contemplative movement. Removed from the heat
of the 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 Blind
(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 of the past. The tonalities are the opposite of
what one might expect — flesh tones appear inverted, as if we are
looking at colour photographic negatives. In The Birthday Party
(2007-09), two women stand together. The younger-looking of the
two (perhaps this is a mother and daughter) clutches the other,
as if threatened by the frosty landscape they inhabit like istands.

If there's something implicitly photographic about Sorensen’s
canvases, it is connected to Roland Barthes’ notion, expressed
in Camera Lucida (1980), that photography is intimately related to
our sense of death. Nevertheless, there’s nothing grim about this
mortal awareness. Indeed, these images are also about the warmth
of familial refations, and one senses that they are related closely
to his most precious private experiences - although the details
remain undisclosed. Behaviour (2009) depicts the bearded artist
clutching an umbrella and lost in a solitary reverie — he is almost
sage-like in his contemplation. Behaviour is reminiscent of the 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 highlight its sublime ordinariness. - Colin Perry

1. Days, 2008 3. Behaviour, 2009
Oil on canvas Oil on canvas
50x40 cm 425x65.5¢cm

2. The Birthday Party, 2007-09
Oilon canvas
40x44cm
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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. It'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?
Interpretation might vary, but aren’t we all fundamentally looking,
at one time or another, at the same thing?

If 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
sense 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 of which 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
of the 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 of the 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 of their 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 of floating coloured motifs, some of which 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, or to look away to be engaged. - Michele Robecchij

1. Dry Dock Two, 2009 3. The Evening Rise, 2008
Rabbit skin glue, pigment and ink Rabbit skin glue, ink and pigments
oncanvas on canvas, copper, pewter, wood,
2 parts, each 170x263cm plastic charcoa|

200x170x40 cm

2. Wadas, 2009
Rabbit skin glue, pigments and
wood on canvas
285x170 cm
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ALEXANDER TINEI

Born in 1967 in pre-independence Moldova, Alexander Tinei
describes himself as ‘an absolute product of Soviet culture, trans-
formed into Western culture, transformed into myself’. His striking
portraits of tattooed young subjects reveal his preoccupation with
issues surrounding identity, belonging and faith. Increasingly con-
cerned with the phenomenon of instant 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. Aithough 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 of technology 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 reaim.

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 ‘realn’), an alternate reality imposed on Moldova
when it became part of the Soviet Union.

For Tinei the parallels between his subjects, the grafitti-covered
buildings of the modern urban landscape and the condition of the
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 sense
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. Increasingly 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 Neal

1. Slave, 2010 3. Game, 2010
Oil on canvas Oil on canvas
50x40cm 120%100 cm

2. Tailar, 2010
Oil on canvas
120 X100 cm
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JON PESTONI
Born 1969, St Helena, CA, USA. Lives
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 Cooley, New York
SELECTED GROUP EXHIBITIONS
* 2010 ‘The Pursuer’, Greene Naftali,
"New York * 2010 ‘Ann Craven, Peter
Halley, Jon Pestoni’, Shane Campbell
Gallery, Chicago * 2009 ‘Alex Hubbard,
Charlemagne Palestine, Anthony
Pearson, Jon Pestonf’, China Art
Objects, Los Angeles * 2008 ‘Looking
Back, White Columns Annual’, White
Columns, New York *2008 ‘Call the
Interruptions Days’, Leo Koenig Gallery,
New York SELECTED BIBLIOGRAPHY"
* 2009 Gregory Montreuil, Jon Pestoni
& Zak Prekop’, Flash Art, Nov-Dec

JOHANNES PHOKELA

Born 1966, Soweto, South Africa. Lives
in South Africa and the UK SELECTED
SOLO EXHIBITIONS * 2009 ‘I like my -~
neighbours’, Standard Bank Art Gallery,
Johannesburg * 2008 ‘Compendiun’,
KZNSA Gallery, Durban SELECTED
GROUP EXHIBITIONS * 2010 ‘The Eleven
Football and Art: S. Africa 2010 x Brazil
2014', Commerzbank AG, Johannesburg
* 2010 Gallery Momo, Johannesburg

* 2010 Joburg Art Gallery, Johannesburg
SELECTED BIBLIOGRAPHY * 2010 Okwui
Enwezor and Chika Okeke-Agulu,
Contemporary African Art since 1980,
Damiani, Bologna * 2009 Paul O'Kane
and Bronwyn Law-Viljoen, ! like my
neighbours, David Krut Publishing,
Johannasburg * 2009 Mary Corrigall,
“Johannes Phokela, Art South Africa, no.
7.3, Bell-Roberts, Viaeberg, South Africa
* 2009 Joburg Art Fair ‘09, Artlogic,
South Africa ) ’

VIT* v gy

Born 1967, Leningrad, USSR. Livesin
St. Peteraburg, Rusgia SELECTED SOLO
EXHIBITIONS * 2010 ‘Scale Feeling’,
Tatiana Kourochkina Galeria D'Art,
Barcelona * 2010 ‘Back Light’, The Central
Exhibition Hall, Perm, Russia * 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,

London * 2009 ‘Silence’, The Red Flag
Factory, St Petersburg * 2009 ‘The Art
about the Art’, State Russian Museum, ’
St. Petersburg * 2009 ‘Russians’,
OberGallery, New York SELECTED

X BIBLIOGRAPHY * 2010 Sky inthe Art, The -
State Russian Museum, St. Petersburg

* 2010 ‘Offended Geniuses Leave Art’,
Moscow Museum of Modern Art
Magazine, Moscow * 2010 S Popoy,
Always Other Art, The Contemporary
Art Collection of V. Bondarenko; WAM,
Moscow * 2009 Jane Neal, Show Me
aHero, Calvert 22, London |

.-

R. H. QUAYTMAN

- Born 1961, Boston, MA, USA. Lives in

New York, NY, USA SELECTED SOLO
EXHIBITIONS * 2010 Neuberger Muséum
of-Art, New York * 2010 San Francisco
Muséum of Modern Art * 2010
‘Silberkuppe, Chapter 17, Silberkuppe,

" Berlin * 2009 ‘Exhibition Guide, Chapter

15', The Institute of Contemporary Art-
Boston * 2008 ‘Chapter 12:iamb:
Through the Limbo of Vanity', with -

. Josef Strau, Vilma Gold, London; Miguel

Abreu Gallery, New York SELECTED -
'GROUP EXHIBITIONS * 2010 Bergen
Kunsthalle, Norway * 2010 Whitney -

Biennial, New York * 2010 ‘Besides, With, -

Against, And Yet: Abstraction and the
Ready-Made Gesture’, The Kitchen,
New York * 2009 ‘Front Room’,
Contemporary Art Museum, St Louis

* 2008 ‘From One O to the Other’,
Orchard, New York * 2008 ‘Painting Now
and Forever’, Matthew Marks Gallery -
and Greene Naftali Gallery, New York *
SELECTED BIBLIOGRAPHY * 2010
Steven Stern, ‘Past Present’, Frieze,
Jun-Aug * 2010 Steel Stillman, ‘In the
Studio’, Art in America, Jun-Jul * 2010+
Luke Cohen, ‘Catachreses / On R.H.
Quaytman’, Texte Zur Kunst, Mar

* 2010 Paul Galvez, ‘R.H. Quaytman:
Institute of Contemporary Art, Bostor?,
Artforum, May * 2010 Paulina Pobocha,
Museo, no. 14

BLAKE RAYNE

Born 1969, Delaware, USA, Lives in

New York, NY, USA SELECTED SOLO
EXHIBITIONS * 2011 ‘Coastal Graphics',
Sutton Lane, Paris * 2011 Capitain Petzel,
Berlin* 2010 ‘Folder & Application’, Miguel
Abreu Gallery * 2010 Blake Rayne & Scott
Lyall, ‘Rationalisme Appliqué’, 1301 PE,
Los Angeles * 2009 ‘The World of
Interiors at War’, Terri and Donna, Miami
* 2008 Sutton Lane, Paris * 2008 ‘Dust

of Suns’, Miguel Abreu Gallery, New York

' SELECTED GROUP EXHIBITION:

* 2010 ‘Systems Analysis’, West London
Projects, London * 2010 ‘Swell: Art 1950
- 2010', Metro Pictures, New York * 2010
‘Besides, With, Against, and Yet:
Abstraction and The Ready-Made
Gesture', The Kitchen, New York, * 2009
‘Collatéral’, Le Confort Moderne, Poitiers,
France * 2009 ‘The Practice of Joy
Before Death: a Die Stérung Situation,
Scaramouche Gallery, New York * 2009
‘Practice vs. Object’, Miguel Abreu
Gallery, New York * 2009 ‘The Space of

. the Work and the Place of the Object’,

SculptureCenter, New York SELECTED
BIBLIOGRAPHY * 2010 Howard Halle,
‘Blake Rayne, Folder and Application’,
Time Out New York, 27 May — 2Jun * 2008
David Lewis, frieze.com, 6 Oct * 2008
Kyle Bentley, Artforum, Summer * 2008 -
Tyler Coburn, Art Review, Summer

A

CLARE ROJAS

* Born1976, Columbus, OH, USA. Lives

and works San Francisco, CA, USA
SELECTED SOLO EXHIBITIONS * 2010
‘We They, We They’, Ikon Gallery,
Birmingham, UK; Museum of Craft and
Folk Art, San Francisco * 2010 ‘Throt}gh
the Woods, Savaninah College of Art
And Design, Georgia, USA * 2009

-‘Believe Me’, Kavi Gupta, Chicago

* 2009 ‘Barry. McGee & Clare Rojas’, .
Riverside Art Museum, California, USA
SELECTED GROUP EXHIBITIONS * 2010
‘>TheWall', New Image Art Gallery, West
Hollywood * 2009 ‘Constellations’,
Museum of Contemporary Art Chicago
* 2009 'lnstrumehts’, SolwayJones, Los
Angeles * 2008 Prospect.1 New Orleans
* 2008 ‘The Wizard of 0z', CCA Wattis
Institute for Contemporary Arts, San
Francisco * 2008 Journey to the End
of the Night', Green On Red Gallery,

Dublin * 2008 ‘Harry Smith Anthology

Remixed’, Centre for Contemporary

Arts, Glasgow SELECTED BIBLIOGRAPHY
* 2010 Clare E. Rojas, Pidgy, IKON and
Museum of Craft and Folk Art * 2009

Lori Waxman, ‘Clare E. Rojas: Kavi .
Gupta’, Artforum, Oct :

Brussels * 2010 'New Works', Taka

Ishii Gallery, Tokyo * 2010 2TRAPS,

The Pace Gallery, New York * 2009 ‘The
Masturbators’, Foxy Production, New
York SELECTED GROUP EXHIBITIONS

* 2010 ‘The Transformation Show’,
Gallery 400, Chicago * 2010 ‘Misericordia,
Prism Gallery, Los Angeles * 2010

‘The Pencil Show’, Foxy Production,
New York * 2010 ‘Endiess Bummer/Surf
Elsewhere’, Blum & Poe, Los Angeles

* 2010 ‘Rethinking Location’, Sprith
Magers, Berlin * 2010 ‘Melanie Schiff
and-Sterling Ruby’, Kavi Gupta Gallery,
Berlin SELECTED BIBLIOGRAPHY

* 2010 Jao Ribas, ‘Sterling Ruby:
Sincerely Hostile', Flash Art, Mar—-Apr

* 2010 Brienne Walsh, ‘Sterling Ruby’s

" Evening Trap', Art in America, Feb

CHRISTOPH RUCKHABERLE

" Born 1972, Pfaffenhofen, Germany. Lives

in Leipzig, Germany SELECTED SOLO
EXHIBITIONS * 2010 ‘Trapped in White
Tiger Sanctum’, Hospitalhof Stuttgart

* 2009 ‘Bickerel’, Sutton Lane, Brussels
* 2009 Migros Museum, Zurich * 2009

‘L Emmerdeur Futuriste’, Galleri Nicolai
Waliner, Copenhagen * 2009 ‘Dessins’,

_~Sutton Lane, Paris * 2008 ‘General

Angst’, Galerie Kleindienst, Leipzig
SELECTED GROUP EXHIBITIONS

-* 2010 ‘The Cannibal’'s Mus¢’, Patricid -

Low Contemporary, Gstaad, Switzerland
* 2009 ‘60/40/20°, Museum der .

" Bildenden Kiinste, Leipzig * 2008

Manifesta 7, Trento, Italy * 2008 ‘The
Leipzig Phenomenon’, Miicsarnok,
Budapest SELECTED BIBLIOGRAPHY . -
* 2010 Roberta Smith, ‘it’s Not Dry Yet’,
New York Times, 28 Mar

SERBAN SAVU

.arn1978, Sighisoara, Romania. Lives -
in Cluj, Romania SELECTED SOLO
EXHIBITIONS * 2011 ‘Under the View’,
PM Gallery and House, London * 2010
‘Essay on Limits, Galerie Hussenot,
Paris* 2010 “‘Unimportant Stories’,

"+ Mihai Nicodim Gallery, Los Angeles

STERLING RUBY.

Born 1972, Bitburg, Germany. Lives in
Los Angeles, USA SELECTED SOLO
EXHIBITIONS * 2011 The Pace Gallery,
Beijing * 2011 | Am Not Free Because
| Can Be Exploded Anytime', Spriith
Magers, Berlin * 2011 ‘Paintings’, Xavier
Hufkens, Brussels * 2010 ‘Metal Works',
Xavier Hufkens, Brussels * 2010 _
‘ASHTRAYS', Galerie Pierre Marie Giraud,

* 2009 'Recent Paintings', Plan B, Berlin
* 2009 ‘The Edge of the Empire’, David

_ Nolan Gallery, New York SELECTED

GROUP EXHIBITIONS * 2010 After the
Falf’, Hudson Valley Center for
Contemporary Art, Peekskill, New York
* 2010 ‘Rom~~i1n Cultural Resolution’,
Spinnerei, L....ig, Germany, * 2010

- 'Mircea Pinte Collection’, Museum

of Art, Cluj, Romania * 2009 ‘The
Generational: Younger than Jesus’,
New Museum, New York *'2009 Prague
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