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10 feet 9 inches x 8 feet 6 inches x 3 feet 9 inches. Photo credit: Carlos Avendaño.
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#BRONXMUSEUM BRONXMUSEUM.ORG

LETTER FROM THE EDITORS // MAY

ARTISTS IN THEIR
OWN WORDS
Between May 10 and June 4, 1937, Pablo Picasso all but locked himself in his studio
on rue des Grands Augustins in Paris. He was working on a monochrome canvas that
was more than 25 feet in length. It featured a gored horse, lames, tears and a brutal
bull. The result was of course “Guernica,” which is now the subject of a major show in
Paris. In this edition, Picasso experts tell us the story of the masterpiece.
As ever, names make news. We aim for interviews with the best in the Modern and
Contemporary art world, as well as with those who know most about them. Joan
Miró is another star, who once said: “I think of my studio as a vegetable garden,
where things follow their natural course.” We speak to his grandson Punyet about
Miró’s sculptures.
Alberto Giacometti is also no longer around, and while his works speak for
themselves, we hear from Catherine Grenier of the Giacometti Foundation about the
recreation of his studio in Paris.
Again, René Magritte’s surreal works are eloquent in themselves, though we learn
much more about them from Alma Luxembourg, one of the three names behind the
Luxembourg & Dayan Gallery, which has a Magritte show. She also gives a gallerist’s
perspective on art fairs and the market at a time of lippers and speculators.
Issues of the environment motivate many artists: Joep van Lieshout tells Nina
Siegal about utopias and dystopias in this issue, Edward Burtynsky is just as
concerned for the planet. Burtynsky is being honored as the “Master of Photography”
at Photo London, and speaks to Franca Toscano about his painterly works.
The prolific movie-maker Wim Wenders is also a photographer, and Anya Harrison
talks to him about the differing art forms. He says that there is even another Wim
Wenders — the aspiring painter.
Another artist with wide-ranging talents is Will Ryman, who started off as a
playwright. He tells Sarah Moroz that after his scripts failed to meet much success
he decided to sculpt the characters, and his career was born.
Meanwhile Subodh Gupta, arguably the biggest name in Indian art, is interviewed
by Archana Khare-Ghose — some two decades after they did their first interview. In
the meantime, his fame has grown and we now hear from the man sometimes called
“the Damien Hirst of India.”
Picasso left us guessing about aspects of “Guernica.” Did the bull symbolize the
brutality of dictatorship and the horse, the people? He suggested so and then said,
no, they were just animals. Whatever the answer, we hope that these interviews all
offer insight into artists and their art, Contemporary or Modern. The more we know,
the more there is to appreciate.
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Rene Magritte (Or: The Rule of Metaphor), Paintings from the years 1927-30, “Lovers,” 1928, Oil on canvas, 211⁄4 x 283⁄4 in. (54 x 73 cm.)
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Kimberly
Conniff Taber
Kim Conniff Taber is a
group editor for the Blouin
magazines and web sites,
recruiting writers in
Europe, Asia and the U.S.
and commissioning irst-rate criticism and arts
reporting. A journalist and editorial
consultant, she advises organizations on ways
to sharpen their content for maximum impact
in the digital era. She was previously the culture
editor of the International New York Times;
and before that its senior editor of magazines
and art special reports. Prior to joining the
NYT company in 2003, Kim was a writer with
Brill’s Content Magazine in New York and
taught journalism at the University of
Pennsylvania and the American University of
Paris. She has a master’s degree in journalism
from Columbia University, and is currently
completing an executive master’s in digital
management at Sciences Po in Paris.

Archana
Khare-Ghose
Archana Khare-Ghose is a
group editor with the Blouin
Artinfo magazines and
websites, anchoring the
editorial teams as well as
commissioning and writing stories. She has been
an arts journalist and writer for the past 19 years.
Beginning with covering the South Asian art scene,
she soon graduated to covering and writing about
arts and culture at the global level, by reporting
from key cultural capitals of the world. Prior to
joining Blouin Artinfo Corp, she was the Arts,
Culture & Books editor with The Times of India,
the largest selling English language daily of the
world. In 2012, she was chosen as a cultural leader
from Asia by the US Department of State, to visit
lesser-known cultural institutions across eight
cities of the US, to get insights into the role of
culture in bringing about social change.

Mark Beech
Mark Beech has been a journalist for more than 30 years and is the author of four
books. He previously was Global Team leader for Bloomberg News’s arts and culture
section, Bloomberg Muse. His experience includes spells working for Forbes as an
entertainment correspondent; the Sunday Times; ITN; and as editor of Dante
magazine. He is a fellow of the Royal Society of Arts and holds an MA from St.
Catherine’s College, Oxford University, in Philosophy, Politics and Economics. He
writes about performing arts from music to theater - and auctions, from visual art to
cars and wine. He has also written and lectured extensively, appeared on television more than 100 times and
consulted on social media and management for many companies.

Chris
Welsch
Chris
Welsch, a
contributing
editor for
BLOUINARTINFO, is an editor,
writer and photographer, based in
Paris for the past seven years. A
former staff editor at the New
York Times, his photos and stories
have appeared in the Times, the
Chicago Tribune, the San
Francisco Chronicle and the
Minneapolis Star Tribune (where
he worked for 15 years as a travel
reporter and photographer). He’s
working toward an exhibition of
his photographs of Paris.

Louisa Elderton
Louisa Elderton is an independent
Contemporary arts curator, writer and
editor who has contributed to Artforum,
Art Review, Frieze, Flash Art, Art
Monthly, Elephant Magazine, Apollo,
Metropolis M, Monopol, The Burlington
Magazine, Vogue China, Berlin Art Link, Artsy, House &
Garden, Harpers Bazaar and The White Review. She received a
First-Class Bachelor’s degree in Art History and English from
The University of Sussex and a Master’s degree from the
Courtauld Institute of Art. After working for the Research
department at Tate, she was writer in Residence at Jerwood
Visual Arts in London, and has curated solo exhibitions for
artists including Lawrence Weiner, Francesco Clemente, Wim
Wenders, Yinka Shonibare MBE, Nasan Tur and Rachel
Howard. A contributing author and editor to numerous
Phaidon publications she has also produced monographs on
Rachel Howard, Tim Noble & Sue Webster and Francesco
Clemente.

Cody Delistraty
Based in Paris, Cody
Delistraty writes proiles and
cultural criticism for the deadtree and digital pages of The
New Yorker, The New York
Times, The Paris Review, and
Esquire, among others. He also works on art and
editorial projects for Dior, and he was named one
of the best young writers of 2017 by British
Vogue. He holds a bachelor’s degree from N.Y.U.
and a master’s in European history from Oxford.
He is currently completing his irst novel.

Anya Harrison
Anya Harrison is a writer,
curator and consultant based
in London who has
contributed to Flash Art, The
Calvert Journal, GARAGE
Magazine, Performa
Magazine, Moscow Art Journal and other
publications, mostly covering art and ilm. After
completing a Master’s degree at the Courtauld
Institute of Art, she worked for the Garage
Museum of Contemporary Art in Moscow, from
where she originally hails. She is co-founder of
The New Social, a curatorial, and is part of the
curatorial team for the 13th Baltic Triennial.
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CONTRIBUTORS // MAY
Tina Xu

Stephen Heyman

Tina Xu is a writer-ilmmaker drawn to stories about the
fragmentation and evolution of culture in an interconnected
world. She grew up between California and China and is
currently based in Beijing and Boston. She is inspired by the
ways in which artists serve as prophetic voices in the midst
of frenetic change. Formally educated in political theory
and international relations, she believes that art can contribute to a more peaceful
world by luring viewers toward empathy and contemplation.

Michael Prodger
Michael Prodger teaches art
history at the University of
Buckingham and is an art
critic for the New Statesman
and Standpoint magazines.
He is a former literary editor
and judge of the Man Booker Prize. He writes on
books and art for a number of publications
including the Times, Sunday Times and the
Guardian.

Mark Piggott

Constance Chien

London-based author and
journalist Mark Piggott has
written for the Times, Sunday
Times and numerous other
newspapers, and is author of
four novels, with two more
underway. He has a Master of Arts and has
lectured in journalism and criticism. His website
is at markpiggott.com.

Victoria Gomelsky
Victoria Gomelsky is editor in chief of JCK, a 148-year-old
jewelry trade magazine based in New York City. She joined
the staff of JCK in 2010, after spending several years covering
the ine jewelry and watch markets for both trade and
consumer publications. Her freelance work has appeared in
the New York Times, WSJ Magazine, AFAR, the Hollywood
Reporter, and Waking Up American: Coming of Age Biculturally, an anthology
published by Seal Press.

Warwick Thompson
Warwick Thompson says that he
often feels like the word “opera”
runs through him like a stick of
Brighton rock. He’s a critic for
various outlets, including Metro
newspaper and Opera
magazine. He’s also got a novel about 18th -century
London in the pipeline.

Stephen Heyman writes about culture, travel and
design for the New York Times and other ine
publications. He was formerly a features editor at T:
the New York Times Style Magazine. His weekly
column charting international culture “by the
numbers” ran in the global edition of The Times from
2013 to 2015. He has also written for AD, Dwell, Esquire, Slate, Town &
Country, Travel & Leisure, Vogue.com, W and The Wall Street Journal.

Constance Chien is a writer
and educator currently based
in Beijing. Her research
interests include gender and
sexuality studies,
contemporary French poetry
and cinema, and media theory. She graduated
from Wellesley College, and has lived in cities in
France, the United States, and China.

Zandie Brockett

Zandie Brockett 桂才 is a curator, researcher and writer
based between Beijing and Los Angeles. She founded the
cultural platform, Bactagon Projects, serves as the
Editor-in- chief of its bilingual, literary journal, 八家 BaJia,
and was the Associate Curator of the biennale, the
Shanghai Project. Her research seeks to understand the
relationship between social practice art and societies that are increasingly
transformed by technology and urban life.

Richard Chang
Richard Chang is a Southern California-based journalist, arts writer and educator.
He has written for ARTnews, the Los Angeles Times, L.A. Weekly, Coast
Magazine, Montage Magazine, Laguna Beach Magazine and a number of
newspapers and arts and lifestyle publications. He served as arts reporter and chief
visual art critic for the Orange County Register for more than 14 years. He recently
served as arts and culture editor at L.A. Weekly. Richard received degrees from
Brown University and UC Berkeley, and has taught journalism and writing at UCLA, Cal State Fullerton
and Glendale Community College.

Annie Godfrey Larmon
Annie Godfrey Larmon is a writer, editor, and curator based in New York. She is a regular contributor to Artforum, and her writing has
also appeared in Bookforum, Frieze, MAY, Spike, Vdrome, and WdW Review. The recipient of a 2016 Creative Capital | Warhol
Foundation Arts Writers Grant for shortform writing, she is the editor of publications for the inaugural Okayama Art Summit and a
former international reviews editor of Artforum. She is the co-author, with Ken Okiishi and Alise Upitis, of “The Very Quick of the Word”
(Sternberg Press, 2014), and she has penned features and catalogue essays on the work of numerous artists.
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Nina Siegal
Nina Siegal is an American author and journalist who has been based in Amsterdam for 11 years. She is a regular contributor to The New
York Times, and she also writes for The Economist, Bloomberg News, and various art and culture magazines. For an art market report for
Bloomberg in 2004, Nina traveled for the irst time to the Netherlands to cover the TEFAF fair in Maastricht, where she was able to see four
Rembrandt portraits at the same time in the Robert Noortman Gallery, and later visited the Rembrandt House in Amsterdam. She became
fascinated by Dutch Golden Age painting and in 2006, returned to the Netherlands with a Fulbright grant to write her second novel, “The
Anatomy Lesson,” about Rembrandt’s irst large-scale group portrait. She ended up staying in Amsterdam, writing about art, museums, art
crime, authenticity and attribution issues, and European cultural life.

Elin McCoy
Award-winning journalist
Elin McCoy is wine critic for
Bloomberg News, where she
has written a column since
2001; she’s also the New
York columnist at the U.K.’s
biggest wine magazine Decanter, and writes
frequently for The World of Fine Wine as well as
for her blog at www.elinmccoy.com. Her book,
“The Emperor of Wine: The Rise of Robert M.
Parker, Jr. and the Reign of American Taste,”
garnered international praise. McCoy got her
wine start at Food & Wine magazine, and has
written several thousand articles for many other
publications. She’s currently at work on a
surprising true tale of a commune winery set in
19th century Sonoma County.

Matthew Rose
The artist, writer and
musician Matthew Rose is
an American who has lived
and worked in Paris for
some 25 years. Matthew’s
exhibition of rooms layered
with his wall-to-wall collage works have taken
him across the United States and Europe; and he’s
recently published a catalog of his drawings –
“evidence.” As a journalist, he has written for
The New York Times, The Wall Street Journal,
The New York Times Magazine, Art & Antiques,
Art Review and dozens of art publications
focusing largely on contemporary art. His twicemonthly columns for The Art Blog range from
political art essays to proiles on emerging artists,
street and ephemeral art as well as critical takes
on some big guns in the art world.

Jessica Michault
Jessica Michault is the editor of the member- only luxury website GPS Radar and
the host of the podcast Fashion Your Seatbelt. She has been voted one of the
Business of Fashion 500 Most Influential People in the World of Fashion. Over the
past 20 years she has covered the industry for the likes of The New York Times, the
International Herald Tribune, Italian Vogue, Antidote and Industrie. Born and
raised in San Francisco, she is now based in Paris where she lives with her husband,
three little girls and an ever increasing collection of vintage hair combs.

Tobias Grey
Grey is a Paris-based arts
writer and critic based in
Paris. He writes on art,
literature, cinema and
current affairs for the
Financial Times, the Wall Street Journal, The
New York Times, American Vogue and
Newsweek. Grey is equally adept at writing
proiles of major creative igures as he is at
writing criticism and lengthy features.

Joseph Akel
Joseph Akel’s writings have
been published in The New
York Times, the Paris
Review, Vanity Fair, and the
Wall Street Journal, among
other publications. Most
recently, Akel was the editor of V and VMAN
magazine. He has contributed essays to several
artists’ monographs, including the 2015
exhibition catalogue for Doug Aitken’s
retrospective at Frankfurt’s Schirn Kunsthalle,
as well as editing “Wolves Like Us” (2015), a
monograph accompanying the Sundance
award-wining documentary of the same name.
Akel presently lives in New York City where he
is working on his irst novel.

Sarah Moroz
Sarah Moroz is a FrancoAmerican journalist and
translator; she has been based in
Paris for the past decade. She
writes about photography, art,
fashion, and other cultural topics
for The New York Times, the Guardian, New York
Magazine, and i-D, amongst other publications. She is
the co-author of a forthcoming illustrated guide to Paris,
which will be published by Rizzoli in spring 2018.

Martin Gayford
Martin Gayford is the author
of books on Constable, Van
Gogh, and Michelangelo. He
writes proliically on the
visual arts and is art critic of
the Spectator. Last year he
published “A History of Pictures,” co-written
with David Hockney, a sweeping survey of visual
images of the world, including paintings,
photographs and ilm from the prehistoric era to
the computer age which has been translated, so far,
into 14 languages. Gayford’s most recent
publication is a survey of the work of the abstract
painter Gillian Ayres, published in April 2017. He
lives in Cambridge.
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ALMA LUXEMBOURG
Luxembourg & Dayan Gallery

LORING RANDOLPH
Frieze New York

VIEW FROM
THE TOP
EXPERTS ON TREADING NEWER PATHS
Here our writers bring you conversations
with experts from the art industry and report
on the galleries and fairs that can offer more
expansive experience to art aficionados
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CONVERSATION

Alma
Luxembourg
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Alma Luxembourg
Luxembourg & Dayan Gallery

P H OTO : L I L L I A N B I R N B AU M . © C O U R T E S Y L U X E M B O U R G & A M P ; DAYA N , LO N D O N

Franca Toscano speaks to one of the brains behind
the gallery, Alma Luxembourg, and and learns
much about René Magritte’s oeuvre among
other things
Alma Luxembourg is one of
the three names behind the
Luxembourg & Dayan Gallery.
She founded the London branch
in 2011, two years after her
mother Daniella Luxembourg
teamed up with Amalia Dayan
to set up shop in New York.
A graduate of the London
School of Economics and the
Courtauld Institute of Art,
Alma Luxembourg started out
working the Geneva-based
dealer Marc Blondeau, then
joined the auction team at
Christie’s, before heading the
Contemporary-art private sales
division at Sotheby’s.
On both sides of the
Atlantic, the gallery specializes
in exhibitions that revisit
the work of well-known
post-war artists and explore
particular aspects of their
works. Luxembourg & Dayan
has hosted shows of French
Pop art (the painter Martial
Raysse and the sculptor César)

as well as Italian post-war art
(Alberto Burri). And in London
in 2016, it staged an exhibition
of Alberto Giacometti’s early
Surrealist sculptures.
This year’s first big London
exhibition is dedicated to
Magritte’s early word-pictures
(featuring both words and
images), which he produced
while in Paris between 1927
and 1930. The following
is an interview with Alma
Luxembourg.
How did your Magritte
show come about? And how
much of it is for sale?
We’ve done a few of these
exhibitions that look at a
pivotal 20th-century artist,
but highlighting work that is
maybe less explored or less
well-known. The Magritte
exhibition looks to highlight
the radical nature of his work
in the 1920s in Paris as part
of the Surrealist group. Today,

the market really looks at his
works from the late ’50s and
’60s. Within the works from
the [earlier] period are a lot of
ideas that he later develops,
and also a gutsier sensibility
— an openness to replacing
images almost completely, to
the point where you arrive at
an abstract composition that
only includes words.
We’ve sold some important
works from this period in
recent years. A conversation
with a collector of ours was
really the beginning of thinking
about this exhibition.
Just under half of the works
are for sale. It’s not always
possible to make every work for
sale, because fantastic works
are in museums or private
collections, and it would be not
doing the argument justice, or
presenting it well.
Magritte works are not so
easy to ind. Where did you
source these artworks?

Some of them are works that
we have sold to collectors in the
past. We also get works from
foundations and museums.
What about the show of prewar Giacometti sculpture
that you had in 2016? Were
those Giacometti’s for sale?
Some were. These exhibitions
have an afterlife. Some works
that were in the show became
for sale later. Some works in
the show were works that we
had sold previously. It’s not
always that the show itself
is the moment of sale. Our
engagement is more long-term.
You occupy a post-war
Modern art niche in a
market that’s obsessed with
Contemporary art. What’s
it like to operate in this
market?
Historically, there are lots
of examples of dealers who
had a point of view and
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followed a particular path. The
Contemporary-art market has,
for a number of years, been
experiencing a certain type of
globalization that didn’t really
exist previously. So there have
been a lot of changes in the
business models of galleries.
I don’t know what will be
the long-term way. I don’t know
what is the right way. I think
Daniella, Amalia and I really
follow our own intuition and
our passion and our interests.
It’s not something that you can
do on a mass scale. We’re happy
to work as we are and to be
true to our guiding principles.
When we do new exhibitions,
we commission writers and art
historians to write new texts.
We’re interested in expanding
the academic side and not the
commercial side. We’re trying
to engage with our collectors,
some of whom have been
collecting for generations, in
which case a more nuanced

approach is more appreciated.
But a lot of galleries are
shutting down — in London,
in New York, and even, to an
extent, in Berlin.
Definitely. That’s why we
are keeping our structure
small. We’re conscious of
the cost of running these
businesses, and we think very
carefully about which art fairs
we participate in. We were just
at Art Basel Hong Kong, and
also do Art Basel in Basel and
Frieze Masters in London — so,
very few. We treat the art fairs
more like exhibitions. In Hong
Kong, Jeffrey Deitch curated
our booth, looking at figurative
art from the 1930s to the
1960s.
We only do about three
gallery shows a year in each
of our locations and produce a
special catalog for each. All of
these things cost money and
a lot of time and effort. It’s
important for us to do them

“The Contemporary art
market has, for a number of
years, been experiencing a
certain type of globalization
that didn’t really exist
previously. So there have
been a lot of changes in the
business models of galleries”
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Rene Magritte (The Rule of Metaphor),
Paintings from the years 1927- 30,
“The use of speech”,
1928, Oil on canvas
211⁄4 x 283⁄4 in. (54 x 73 cm.)
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Your gallery seems to
function according to the
small-is-beautiful model.
Yes, exactly.
Do art fairs work out for
your inancially, or are they
more of a vitrine?
An art fair is a bit of a Russian
roulette. You never know
what’s going to work for you
or not. We just came back from
Hong Kong, where we did very
well, met new people and sold
some work. Not every art fair
you do does well.
Does it drive you to
despair to look at the art
market — the flippers, the
speculators?
I don’t think it drives me to
despair. It’s representative
of a particular moment. It’s
also not true to characterize
the entire market through
these particular parts of it.
The market is much wider and
larger.
We’re coming back from
Hong Kong. The engagement
of new buyers in Asia is very
interesting. They’re very eager
to learn. This was our second
year, and I found it more
interesting this year than last
year. There is a sense of growth

and interest. There are always
other parts of the market, not
just the sensational part.
How do you ind working
with your mother, Daniella
Luxembourg?
It’s great. I work with my
mother and with Amalia. So
it’s not only the dynamics
of a mother-daughter
relationship, which would
have been different. We have
a very collaborative and very
complementary relationship,
the three of us.
Amalia worked for Phillips,
then with Larry Gagosian.
Also, her first job was with
Jeffrey Deitch in New York. She
then opened her own gallery,
representing artists. She’s
much closer to the cutting edge
and taking the pulse of what’s
happening. Daniella has great
expertise in Modern art and
has an opinion, which is nice.
What’s next in the pipeline
for you?
We’re opening an exhibition of
Domenico Gnoli in New York.
We did our first show of his
work in 2012 in our gallery
there. He’s an artist who died
very young. There are very
few works, and they’re very
difficult to come by. We will
have 12 major paintings in the
exhibition. MP

“The nocturnal
genre”, 1928
Oil on canvas,
317⁄8 x 455⁄8 in.
(81 x 116 cm.)
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well, rather than to do a lot of
them less well.
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Loring Randolph
Artistic Director, Frieze New York

C O U R T E S Y: F R I E Z E

The artistic director of Frieze New York 2018, Loring
Randolph, spoke with Amy Zion, co-organizer (with Tom
Eccles) of the Frieze Talks Program, to discuss the upcoming
iteration of the fair, which will take place on Randall’s
Island, May 4-6.

Amy Zion: What does it mean
to you to be the artistic
director of Frieze New York
and what was the interest
for you in taking on that
role and making this shift
from your previous role as
a gallery director at Casey
Kaplan to fair director?
Loring Randolph: As a
gallerist, I’ve been a client of art
fairs for over a decade. However,
my first experience at an art
fair was as a visitor to Frieze
London when I was in my 20s. It
was an extraordinary experience
to have all these galleries
representing artists from all
over the world in one location.
I learned so much in those few

days. I discovered artists at art
fairs, because I, at the time,
like a lot of people wasn’t able
to travel to all these cities very
easily.
As the artistic director I
want to expand that experience
for people through more diverse
and progressive programming,
and by creating a more
energetic environment within
which to show the work. We
want to create access to artists,
to galleries, to collections, to
museums.
That’s interesting, because
obviously with the talks
program this year it was my
co-organizer, Tom Eccles’s,

initiative to focus on literary
igures in part to broaden
the audience of who comes
to Frieze but also to broaden
the disciplinary scope of
what art people come to
expect at a fair (artist talks,
curator talks, etc). How do
you market the fair in such
a way that attracts irst time
visitors, or non-art visitors?
Frieze is broadening its
disciplinary scope specifically
within the fair with things like
the talks program and the Live
program in New York, which is
curated by Adrienne Edwards.
We’ve essentially opened up the
ability for people to use the fair
as a performance space. One
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Jesse Wine Gossip I
2016,
Glazed ceramic
120 × × 70 × 50 cm
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booth in the Frame section is
allocated to live performance.
Performance is a loose term
because we are also interested
in objects that are activated
in other ways — through
social discourse, for instance.
It is rooted in processionals
and protest marches and
banners, and lags, and street
performances.
I do like a bit of
disruptiveness happening with
the fair. Adam Pendleton will
plant his Black Dada lag near
Scylla Point, and this is the
lag that lew in Venice over the
Belgium Pavilion. It says “Black
Lives Matter,” it’s huge, and will
be lown on Randall’s Island
on a point that was formerly
marked on maps by the racist
name Negro Point. It’s going to
be up for a six-month period,
through the end of November.
It’s the first time that we’ve had
public sculpture have any kind
of longevity, on Randall’s Island,
in a public park. And you don’t
have to pay to enter the fair see
a work like that, and same with
the artist award exhibition by
Kapwani Kiwanga, which is also
an outdoor public installation.
Consequently, the flag and
the works by Kiwanga will
also act as signal to people
who wouldn’t normally
think that the art fair is a
place for them, because lets
face it, in spite of recent

changes, the art world
and art fair audiences
in particular remain
disproportionately white
and upper class. By virtue
of just having a symbol
like that it does say that
this place is open to a more
general population.
Yes, and that’s important.
And it does go along with
the conversation about how
institutions need to make
clear their values to the
public in a different way.
Tom and I were mindful
of this when we discussed
our selections for the talks
program as well, that we
wanted a good balance of
recognizable art igures
as well as people who are
lesser known within an
art sphere — speciically
novelists and poets like Yuri
Herrera, Ottessa Moshfegh,
and Kaitlyn Greenidge — to
add something new to the
conversation and, hopefully,
to bring some new people
to the fair. Why is that
important to you in a fair
context, speciically?
My number one goal is for the
fair to be successful for galleries
and for artists. The mission of
the fair is to provide another
platform to encourage people’s
interest in art and in buying
art, promoting and supporting
artists and being a patron of

the arts in other ways. But we
have to help galleries to sell art,
and part of our responsibility
is to build a stable of new
collectors. That’s not something
fairs necessarily do. We are not
an advisory service but one of
the benefits for galleries is to
meet new people and make new
clients.
The base of collectors
in the art community is
relatively small. We have to
be interested in expanding
that conversation. And the
only way that other people
are going to feel comfortable
building collections, is if they
feel comfortable being a bit lost
when they start. Fairs are a
good place for people to see a
lot and become more informed
about what they like. And if you
can be confident about what
you like and buy what you
like and love, your collection
builds really naturally. People
need to stop just looking where
everyone is looking. There is
a lot of substantial, beautiful
art work that doesn’t have a
market because it doesn’t have
this frenzy of people behind to
drive interest.
The fair as a format still
values the experience
of being present with
art work in a physical
site and doesn’t actually
have much technological
intervention — aside from

“It’s hard to say how technology is going to impact
how we evolve socially, and that may impact business
because we are an industry that relies on human to human
contact. The art industry is still a business that relies on
relationships based on trust”
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the fact that everyone is
on their phones. How does
technology and the overall
pace of the information
consumption today factor
into the conception or design
of an art fair and what is its
role within this frenzy? Why
juxtapose someone young
like Pendleton with older
generations of artists?
So we’ve had a speeding up but
also a slowing down recently.
Because about 15 years ago,
people used to line up at the
doors and sprint to get to the
artwork that they wanted to buy
at a specific stand, Black Fridaystyle. People don’t have to do
that now because technology
has made it possible to get an
overview in advance.
With a globalized world,
you can see so much more in a
shorter period of time. Part of
the fun of the fair is going to
see art in physical space rather
than as a jpeg, and seeing
people and talking to people.
Although the gallery system is
changing, galleries are still more
intimidating places to walk into.
Regarding technology, I am
more interested in having it
manifest in the art itself and
leave the other commercial side
of how sales are going to happen
up to the galleries. It’s hard to
say how technology is going to
impact how we evolve socially,
and that may impact business
because we are an industry
that relies on human to human
contact. The art industry is
still a business that relies on
relationships based on trust. MP

26

MODERN PAINTERS MAY 2017 BLOUINARTINFO.COM

I M AG E C O U R T E S Y O F S T E P H E N F R I E D M A N GA L L E R Y.

Tom Friedman
“Gravity”, 2014
Plaster, paint and
string, 22.9 x 106.7 x
71.1cm (9 x 42 x
28in)

Radical Women:
Latin American Art, 1960–1985
On View April 13–July 22
Image: Sylvia Palacios Whitman (born Chile, 1941; lives and works in the United States).
Passing Through, Sonnabend Gallery, 1977. Documentation of performance; photographer:
Babette Mangolte. Photograph (detail). Courtesy of Babette Mangolte. © 1977 Babette
Mangolte (all rights of reproduction reserved)

Radical Women: Latin American Art, 1960–1985 is organized by the Hammer Museum, Los Angeles.
Leadership support for the Brooklyn Museum presentation is provided by the Ford Foundation. Major support is provided
by the Starry Night Fund, the Horace W. Goldsmith Foundation, Brooklyn Friends of Radical Women, and Bank of America.
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Salt Pan #13,
Little Rann of Kutch,
Gujarat, India, 2016
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“WE’VE A
PROBLEM
ON OUR
SPACESHIP”
Honored as the ‘Master of
Photography’, Edward Burtynsky
shares how it all began with
shooting local landscapes and
why it’s time to be the voice
for our planet
BY FRANCA TOSCANO
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Morenci Mine #2,
Clifton, Arizona,
USA, 2012

E

dward Burtynsky is a landscape
photographer of a very particular kind: he
shoots landscapes and natural settings that
have been excavated, cut up, and often
gutted by mankind, all in the name of progress. The
63-year-old Canadian is being honored at the Photo
London fair (May 17-20) with a tribute and special
exhibition featuring his latest work. Modern Painters
interviewed him before the fair.
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What does your being honored as the “Master of
Photography” at Photo London mean to you?
London has historically not been as active as
Paris when it comes to showing and collecting
photography.
What’s interesting about Photo London is that it seems
that London has embraced it quite aggressively. There
were attendance records set last year. It seems that it’s
caught hold.
The Tate has started doing a lot more work with
photography. The Royal Academy has had some great
photography shows. And if one looks at the history of
photography, so many [British] photographers in the
beginning went around the world capturing largeformat images. So Britain has had a very deep and
significant history with photography.
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As a child, you had early exposure to a General
Motors plant site in your hometown of Saint
Catharines, Ontario, and that stayed with you.
Why?
As I was growing up, my father worked there on the
production lines. Then they had a forge plant there. It
was very loud — you could hear it halfway across the
city.
When I was 7, GM decided to do an open house
where kids and families could go through. [Beyond]

that wall with no windows, I got to see where my
father worked. I saw molted metal going down chutes
and creating engine blocks, and guys in aluminum
suits. I suddenly realized this world that was on the
other side, that I had no idea of.
That made me realize that there’s this world that
creates the world we take for granted when we jump in
a plane or hop in a car — the complex world of
machines and robots etc., engaged in creating objects of
our daily existence. I became interested in, somehow,
through the camera, being that go-between: getting on
the other side of that world, and showing the places
those materials come from, the mines of copper and
iron ore on the other side of barbed-wire fences.
Most of my work doesn’t show disaster aesthetics.
These are all intentional landscapes or international
factories that are making or doing something. This is
business as usual. I’m just trying to be the mediating
eye between those worlds and we in the urban
environment who now experience these places, albeit
through the photographic or filmic process.
It seems a paradox that you should cast a
critical eye on the world that your father
worked in.
My father passed away when I was 15. Back when he
was working there, it was the early 1950s. At that time,
progress was seen as a positive force, employing
everyone, giving everyone an opportunity.
It was also a time of fairly horrific environmental
degradation. A lot of the new things being invented
through science and engineering or chemistry were
often being poured off into the rivers or not being
treated properly. We were creating things that were
very negative — DDT or PCD oils — and we had no
idea that they had deep, persistent consequences in the
environment. We were more naive.

“I’m just trying to be the mediating eye between
those worlds and we in the urban environment
who now experience these places, albeit through
the photographic or filmic process”
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Even when I was younger, it was a more naive period.
As we began to recognize that these pollutants remained in
the environment and that the burning of fossil fuels was
shifting planetary temperature, there was a realization
that human activity was having a planetary effect.
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When did you yourself become aware of that?
Twenty-five to 30 years ago. I started looking into and
hearing more and more about carbon dioxide and
concentrations from the atmosphere that were going to start
changing our climate. I began to understand that something
had changed, and that we were in a great escalation.
When I was born, there were 2.5 billion people on the
planet, and now there are 7.5 billion. That’s almost 100
million [additional] people a year, or 1 billion people a
decade. This is unprecedented population growth. We’re the
top predator on the planet and are proliferating at a level
that’s never happened to the planet. We’re capable of
tipping the planet into another epoch.

Portrait of Edward
Burtynsky

Highland Valley #8,
Teck Cominco,
Open Pit Copper
Mine, Logan Lake,
British Columbia,
Canada, 2008

I still don’t quite understand when it all clicked —
when you had your eureka moment of deciding ‘this
is what I want to photograph.’
My Eureka moment happened in 1981. Before that I was
almost tipping my hat back to the modernist period, the
Edward Weston and Ansel Adams and Eliot Porter period,
finding abstracts within the landscape, going around on
trips at certain times of year — particularly in the spring
or late fall, when the landscape was in quarter colors.
Then I ended up in this place in Pennsylvania, and saw
coal-mining regions where the whole area was disrupted. I
went on a hill, and within a 360-degree radius everything
was disruption and change. I looked at these mining
images and thought, “This is more relevant to the time
that I live in, to the collective impact we can have on the
landscape.” I stopped becoming a landscape photographer.
What would more accurately describe me would be a
photographer of large human systems in the landscape —
urban expansions, mines, deforestation, highway
infrastructure, dams: all the things that we build and all
the ways in which we reshape what was there to our needs.
That became my obsession. I recognized in 1982-3 that it
was a big enough idea that I could pretty much dedicate
my entire career to it.
Your compositions are still very painterly.
I agree. I was inluenced by Jackson Pollock and the
Abstract Expressionists, by Jasper Johns, and even by
earlier painters like Caspar David Friedrich. When I went
to the mines, I would go to 30 of them and keep looking at
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them until I found the place where the framing or the
composition would transcend the banality of reality.
Before I got my first camera at age 11, my father was
an avid amateur artist, and he liked painting, in particular
with oils. He got me to start painting when I was very
young. I was always interested in making art. I’ve always
felt that when I’m creating stuff, I feel my most alive.
When I got a camera, I thought, “Hey, I can go around,
walk in a countryside or city, frame it in one click and have
it in one image. This is so much faster and more fun than
standing in front of a canvas for two weeks.” I could hang
out with my friends and create things and have this
freedom, not sit there in front of a painting trying to fix the
sky.
I focused on taking pictures and working in the
darkroom and fell in love with it. It’s real magic when you
put a negative in the enlarger and an image emerges in a
tray.
I never thought I could ever make a living at or be able
to find a way to make a life out of it. It was only through a
lot of encouragements from certain people, chances that
happen that all of a sudden I found myself at a GM plant
in St. Catharine’s. I photographed old abandoned factories
around there.
Do you do any “manipulation” or are those real
colors?
I don’t do Photoshop as a compositional tool. I don’t
rearrange, put things that weren’t there, or cut and paste.
My lenses will have some multi-coatings that might enhance
the color a bit. I might put a polarizing filter to minimize the
glare. I’m trying to get back to the [real] color.
Is your photography stirring policymakers into
action?
I think it joins a larger chorus of concerned citizens, whether
scientists or artists or politicians, who really are beginning
to understand that we don’t have a lot of time. The
consequences are dire. We’ll be judged by what we do today
by generations 30, 40 or 50 years from now.
The time is now. The more voices and the more
awareness, the better. I just see myself as part of a growing
group of voices pointing to the fact that we have a problem
on our spaceship. MP

Morenci Mine #1,
Clifton, Arizona,
USA, 2012
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Will Ryman:
La Villette Heads

-

WILL
RYMAN:
MAKING
THE
WORLD
HIS
STAGE
RYMAN’S FIRST MAJOR
EUROPEAN PROJECT,
ON VIEW THROUGH
SEPTEMBER 16, IS A THREEPART INSTALLATION AT
PARIS’S PARC DE LA
VILLETTE, ENCOMPASSED
WITHIN THE CITY’S
MULTIDISCIPLINARY
FESTIVAL 100%.
BY SARAH MOROZ
BLOUINARTINFO.COM MAY 2018 MODERN PAINTERS
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C

reatively speaking, Will Ryman
started out as a playwright. “I
used to invent my own words to
give the characters their
dialogue,” the New York-born
artist explained. “The dialogue was nothing
but a string of syllables and sounds that were
lyrical.” Inspired by the Dada movement and
Surrealism, the plays were about the
unconscious; they weren’t about meaning. His
characters struggled to articulate themselves,
and that struggle led to absurd situations.
“They weren’t action stories. So… nobody ever
wanted to perform in them,” Ryman laughed,
“or produce or direct them. Because no one
understood them. ”
Since his attempt to convey the limitations
of language wasn’t resonating, he took a new
tack: “I decided to sculpt my characters. I was
more interested in their thought process, their
emotional life — their emotional intelligence.

I’m interested in the process of what happens
in your mind before an idea is formed. There’s
a lot going on.”
“He’s trying to make theater sets that don’t
need actors,” Alanna Heiss, former director of
P.S.1, expounded in a New York Times article.
She continued: “We can be art shrinks and say,
well with Ryman as a father” — that would be
the artist Robert Ryman — “and a minimalist
conceptual painter mother” — that would be
Merrill Wagner — “maybe he has a reason to
move toward images that carry a narrative.”
Ryman hasn’t written a play in the last 14
years, although he has just started up again.
He admits he’s not much of a theater-goer
himself, although he states that he was
recently floored by a production of Ibsen’s “A
Doll’s House.”
In lieu of relinquishing linguistic meaning,
he has started relinquishing formal control.
Ryman’s first major European project (on view
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Will Ryman:
“La Villette
Heads”

Will Ryman
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Will Ryman:
La Villette
Pac-Lab
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through September 16) is a three-part
installation at Paris’s Parc de La Villette,
encompassed within the city’s
multidisciplinary Festival 100%. The artist is
no stranger to making public work on a grand
scale — in 2011, his piece “The Roses” stood on
Park Avenue in New York City, and two years
later his large-scale “Bird,” made from more
than five thousand metal nails, was positioned
on the Flatiron Plaza.
For this commission, curator Jérôme
Neutres came to Ryman’s studio in downtown
Manhattan in October 2016, and asked Ryman
to make a proposal for the Parc de la Villette.

the specific sites that were speaking to me.”
“Heads,” surrounding the Fontaine aux
Lions, are seven sulfuric sculptures — the
urban yellow of traffic lights, of painted lines
on the streets. “Heads” look abstract in form,
but Ryman clarified emphatically: “they’re
figurative.” Sculpted in clay, cast in resin, and
then painted, each is christened with lines or
fragments of lines from Samuel Beckett’s 1948
oeuvre “Waiting for Godot.” The play’s
philosophical themes are ageless, if a bit
portentous: “The Essential Doesn’t Change.”
“Nothing to be done.” “Some remain so” —
completing the line “All men are born mad…”
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“THERE’S NO RHYME OR REASON
WHATSOEVER! BUT WHEN YOU GET
INTIMATE WITH A MATERIAL, YOU KNOW
WHEN IT’S DONE”
“I didn’t know what that was,” Ryman
admitted — so he made several pilgrimages to
the site the following month. In the 19th
arrondissement, far from Paris’s art epicenter,
Parc de la Villette is a flat green space bisected
by the Canal de l’Ourcq; within its parameters,
it houses a science museum and several
concert venues, including the Philharmonie de
Paris. Architect Bernard Tschumi’s “follies” dot
the landscape with red enamel steel
structures. Although Ryman absorbed the
history and architecture, “I didn’t want to
react to that,” he said, but rather engage “with

Each “Head” was created using the same
method — a new one, for Ryman. He celebrates
“having an intimate relationship with the clay,
in terms of allowing it to do what it can do,
and the material giving back by allowing my
hands to do what they do.” Taking large blocks
of clay, he closed his eyes and set a timer for
two-and-half or three minutes, pushing and
sculpting until the time expired. The negative
space in his sculptures is caused by trying to
stretch out the clay too enthusiastically: when
it would break, he would stick it back on, not
knowing where, with his closed eyes. “I stop
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Will Ryman: La Villette
Sisyphus
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the timer before I would start thinking of
images,” he said. “Our brains are always trying
to solve the problem, and always will solve it,
but that’s not what I wanna do.” As he described
it: “these are thought processes in the form of a
sculpture.” He would take breaks, sometimes
for days, and start again with the material,
until it felt complete. “There’s no rhyme or
reason whatsoever! But when you get intimate
with a material, you know when it’s done.”
Further afield, at Prairie du Cercle Nord, is
“Pac Lab”: a maze of oversized resin slabs in
primary colors, named after the video arcade
game. While visually playful, its intent is to

movements reflected in the mirror finish of the
giant globe that crowns the park’s science
museum, “La Géode.” Ryman reminisced
fondly: “When I was a little kid, I used to run
around on Carl Andre sculptures in sculpture
parks. I wanted to make this able to do that.”
Ryman noted that seen from above, “Pac Lab”
evokes Piet Mondrian-style lines; but at
ground level, he said simply: “I want kids to
jump around on it.”
Also situated at Prairie du Cercle Nord is
the more discrete bronze sculpture “Sisyphus”
— so-named for the mythological figure
condemned to pushing a boulder up a hill only

P H OTO BY A N TO I N E A N TO N I O L /G E T T Y I M AG E S F O R W I L L R Y M A N

“ART OPENS UP PLACES IN YOUR MIND
THAT YOU DIDN’T KNOW WERE THERE.
YOU HAVE TO PUSH THAT ALONG A
LITTLE BIT, BUT IT’S THERE”
skewer the voraciousness of contemporary
consumer culture, like the endless appetite of
the iconic Pac-Man.
Made with same approach as the sinuous
“Heads,” the blocks were primitively fashioned
while Ryman’s eyes were closed. “It’s almost
like my unconscious interpreting what a
straight line is, which is impossible,” he
reasoned, “but which was the point!” He didn’t
seal the clay, letting it shrink, crack and warp.
“That’s what clay wants to do,” Ryman said
with a shrug. He likes that individuals can
encounter the work ad hoc and engage with it.
Indeed, as he surveyed “Pac Lab” from across
the canal on an elevated walkway, young
explorers were wending through and ducking
down behind its outlines, their darting

to have it roll back down, in an infinite cycle.
For Ryman, it’s a “contemporary bust of the
consciousness of a man today.”
When asked whether he thinks art can
provide hope — after all, what’s more defeatist
than Sisyphus? More gluttonous than PacMan? — he said that, bleak references aside,
he believes art has a humanizing effect. “When
you go to the Met or the Louvre — which bring
together different cultures, different systems
— they’re trying to sort out the same things,
and they’re speaking to us. The art today will
speak to someone else. That’s what makes
everything OK.” He added: “art opens up
places in your mind that you didn’t know were
there. You have to push that along a little bit,
but it’s there.”MP
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A MAN
OF STEEL
AN EXHAUSTIVE EXHIBITION OF THE WORKS OF
SUBODH GUPTA AT THE MONNAIE DE PARIS IS
AN EXCELLENT OPPORTUNITY TO GET A
GLIMPSE OF THE GROWTH OF CONTEMPORARY
INDIAN ART THROUGH ITS MOST FAMOUS
PRACTITIONER

I M AG E C O U R T E S Y: S U B O D H G U P TA

BY ARCHANA KHARE-GHOSE

Subodh Gupta, “Jal Mein
Kumbh, Kumbh Mein Jal
Hai,” 2012, found boat,
found brass pots, 508 x 152.4
x 167.6 cm
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t was nearly two decades ago when I first met
Subodh Gupta. I was a rookie arts reporter with
New Delhi’s biggest newspaper, Hindustan Times,
and my editor sent me to cover a group exhibition
at the India Habitat Centre with a brief to make
notes, come back to office for a discussion, and
then proceed to do the interviews.
I came back from the group show totally in awe of
an artwork the likes of which I had never seen before.
It was not just the aesthetic appeal that was refreshing
but also the direct comment it made on — or a tribute
it paid to — the everyday existence in the country that
made a powerful impression on me. It was an
installation titled “This Side is the Other Side,” 2001,
by Gupta, which consisted of a golden Priya scooter, the
most common means of transport for a middle-class
Indian, with milk pails hanging on both its sides, again
a very common early morning sight then (and now as
well), when milkmen set about delivering fresh milk to
various households, both in urban and rural India.
I didn’t know who Gupta was then, but I was
certain that he was the artist I wanted to focus on
while writing the piece. My editor let me go back to the
exhibition specifically to interview Gupta, from among
all the participants. That’s how I first met him, without
a train of people falling over each other to hang around
him, without lashbulbs, without the pressure to wind
up the interview to move on to the next subject.
The memory of that languorous, detailed
conversation often comes to my mind whenever Gupta
scales newer heights, often as a relief that thankfully,
my art sense had not failed me back then.
Gupta, 53, today is the biggest star that any artist
can ever be in India, at least as far as we can see. And
he is one of the very few Contemporary Indian artists
whose name can be taken in the same breath as that of
the hallowed masters of Modern Indian art.
Though he modestly begs to differ with such
suggestions, he has single-handedly steered the course
of — and discourse on — art in the country today, quite
like the Progressive Artists Group did in 1947. The
latter, coming together in the first few months of
India’s Independence, had given a new idiom to a newly
independent nation’s art, setting the tone for the
decades to come.
It’s not serendipity alone that Gupta’s rise as an
artist has coincided with the birth of a new India, post
economic liberalization. His art is as much a symbol of
the sensibilities and possibilities in a post-liberalized
India as that of M.F. Husain, S.H. Raza, V.S. Gaitonde,
Akbar Padamsee, Tyeb Mehta and so many others were
in 1947.
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Subodh Gupta, “Very Hungry God,” 2006.
Stainless steel, stainless steel utensils,
390 x 320 x 400 cms. Image shot during
installation at the Monnaie de Paris
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Subodh Gupta

If the Progressives gave Modern Indian art a
definition of its own, Gupta’s art has lit the path for a
younger generation of artists to follow, moving beyond
direct references to ancient culture and heritage, going
beyond reclaiming self-respect with art as a
compensation for centuries of colonial oppression. If
the Progressives were informed by the socialist milieu
of the youthful democracy, Gupta’s work is relective of
a society aware of its economic possibilities and pitfalls.
This is what makes his retrospective at the
Monnaie de Paris (April 13-August 26), important for
any study of Contemporary Indian art. Titled “Adda/
Rendezvous,”, it puts together decades of Gupta’s work
in context of the development of the entire idiom of
Contemporary Indian art.
This is Gupta’s first retrospective in France, a
country where he has many admirers, including
President Emmanuel Macron, who visited the artist’s
studio along with his wife while on a visit to New Delhi
in March.
A few weeks before he lew to Paris for the opening
of his show, I sat down for my most recent interview
with Gupta in his impressive and sprawling studio in
Gurgaon — the millennium city outside of the national
capital of New Delhi. Taking stock of the passing of
time, he shook his head in disbelief at how he had

moved through nearly a dozen studios in the past 15
years. “Looking back, I never realized how the scale of
my works kept growing,” he said with a laugh.
It’s difficult not to be familiar with his work, and
two of the pieces that best represent the scale at which
he has been working are “Very Hungry God,” and “Line
of Control”— part of a series of similar-scaled works
that have brought him international fame
unprecedented for any other living Indian artist.
“Very Hungry God,” 2006, a massive skull of
glittering stainless steel utensils — comprising
tumblers, plates, pans, saucers, bowls, spoons — of the
sort used in almost every Indian household, can lay
claim to being his most famous work. First exhibited in
2006, it caught almost everybody’s eye when it was
shown at Palazzo Grassi during the Venice Biennale (it
was bought by French billionaire François Pinault).
“Line of Control,” measuring 36 x 36 feet, and
weighing 26 tons, is a cloud of stainless steel utensils
rising from the ground, much like the mushroom cloud
in the aftermath of atom bomb explosions in Hiroshima
and Nagasaki during World War II. Exhibited
permanently at New Delhi’s Kiran Nadar Museum of
Art, it apparently evokes war and its consequences,
including one that the Indians best understand —
between India and Pakistan across the ‘line of control’
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Gupta’s
“People
Tree” at the
Monnaie de
Paris. Stainless
steel, stainless
steel utensils
(unique), 20172018, 762 x
1082.5 cm
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Though it’s the works of stainless steel utensils
that have become synonymous with his name, it
was painting that he trained for initially. Gupta
hit the big time with his installations, and
became even bigger with the stainless-steel
installations, about a decade-and-a-half ago
in Kashmir. When the installation was unveiled at the
museum in April 2012, however, Gupta had said that
though it stereotypically brought geo-political conlict
to mind, “I have used it here as a poetic metaphor, to
transgress and subvert its known meaning and wittily
present a cloud burst of another kind — of prosperity,
peace and harmony.”
Though it’s the works of stainless steel utensils
that have become synonymous with his name, it was
painting that he trained for initially. Gupta hit the big
time with his installations, and became even bigger
with the stainless-steel installations, about a decadeand- a-half ago. This work with the utensils continues,
to very stunning effect. Another example is a life-size
tree of utensils, installed at the lawns of the National
Gallery of Modern Art, New Delhi. It is titled “Dada,”
after the Hindi word for “grandfather.”
“That’s your roots, isn’t it? In India, we grow up
with stainless steel utensils in our kitchens — we don’t
realize but it is the one of the most common things in
India. And yet, these utensils also sum up the
philosophy of life,” he said. “I continue to use these
utensils,” he added, after a pause. [Not intended to
drive home the point, but purely as a matter of fact, we
eat home-cooked lunch out of stainless steel plates and
bowls after the interview.]
Later, while moving around the studio, he points to
a mixed media work displayed on one of the walls. It’s
the painting of a base of a deep frying pan — with the
wear and tear of years of use brought out graphically.
On the top right corner of the canvas, a real beaten

down and lattened deep frying pan is glued, almost to
emphasise the work’s philosophy. Said Gupta, pointing
to the scratch lines on the surface of the pan, “You see,
a common housewife’s world revolves around her
kitchen, and that’s where her world philosophy comes
from. I find this so fascinating.”
Gupta isn’t sure what’s next in this, so far the most
famous period of his career — the utensils period. “I
work on many projects simultaneously. What I do know,
however, is that now I also want to explore something
new. Something that I began with — performance,” he
said, looking up with his eyes shining.
He is excited as he recalls his early days in New
Delhi, fresh from the state of Bihar, when he hung
around his theater friends and “acted once in a while,
doing small parts.” “I spent a year living in the hostel of
the National School of Drama with friends, as the dorms
there were subsidized. It was a great time,” he said.
A lot has been written about Subodh Gupta and
what he has come to symbolize. Most of it has attained
the level of legend, justifiably so, because of his origins,
because of the speed with which international fame hit
him. But after every conversation with the artist, one
thing I always wish to counter is the label of “Damien
Hirst of India,” which does not do justice to his oeuvre.
Hirst he is not. He may have attained fame comparable
to the British artist but shock-and-awe has not been at
the root of Gupta’s art. A common Indian’s tryst with
globalization is what his art represents, and his value
as an artist is growing along with the aspirations of
those very common Indians. MP
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Eric N. Mack
“The Endless Seed of
Mystery”, 2018
Acrylic, dye, ink and paper
on moving blanket
195.6 x 224.8 cm
(77 1/8 x 88 1/2 in.)

y his own description, Eric N. Mack
is a painter. But don’t expect to see
a rectangular canvas hanging on
the wall with patterns and shapes
painted all over it in oil or acrylic.
Mack’s works are clusters of used fabrics,
worn garments (often worn by him), rippedup rags and moving blankets, arranged in
complex configurations and displayed on
ropes and rods. He also uses printed images
and words in his art: photographs and texts
pulled out of magazines and books that
become components of his three-dimensional
compositions. His works are, in effect, a cross
between painting and sculpture. They’re also
a dialogue between fashion and sculpture.
Mack was born in Maryland in 1987. He
has a BFA from the Cooper Union in New
York and an MFA from Yale University. In
2015, he completed the prestigious artist-inresidency program at the Studio Museum in
Harlem.
Last year was a momentous year for
Mack: he got his first solo show at the
Albright Knox Gallery in Buffalo, New York,
and became one of four artists to win the
Artists’ Award at the Baltic Center for
Contemporary Art in Gateshead. “It’s a
beautiful opportunity for an up-and-coming
artist with an amazing language,” said the
artist Lorna Simpson, who was responsible
for choosing Mack as one of the winners.
Modern Painters recently caught up with
Mack for a conversation about his life and
career.

You were recently signed on by the
Simon Lee Gallery in London and are
putting on a show there. Can you talk
about the exhibition and the works you
are including in it?
The exhibition is conceived like an outfit: a
diaphanous dress paired with a supportive
combat boot — if that makes sense?
I named the show after Misa Hylton, the
famed hip-hop stylist, as an embodiment of
the complex selection process that comprises
identity. Also, considering amongst other
things the concept of ‘styling’ as subject — at
its height, it retools the readymade to conjure
significance through form — affirming and

Eric Mack
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Eric N. Mack
“Blue Duet I”, 2018
Bleach, polyester and silk
organza
249 x 274 x 284.5 cm
(98 1/8 x 107 7/8 x 112 1/8 in.)
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“The Thorn / The
Veil / The Face of
Grace”, 2018
Dye and paper on
moving blanket
172.7 x 182.9 cm
(68 x 72 1/8 in.)

The Art World
At Your Fingertips
The insider’s guide
to the global art scene.
Find galleries, museums, fairs, and
art events around you. Follow and
get alerts for your favorite artists and
create your personal art calendar.
Blouin Art Guide is the fastest and
easiest way to be connected with and
updated about the global art scene,
from New York to Tokyo!
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“Implied Reebok or Desire
for the Northeast Groover”,
2016, Reebok windbreaker,
checkered kitchen
pants, mixture of found
fabric fragments, leather,
quilted moving blanket,
metal belt buckles, dried
orange slice, crystal
dragon decal, dye, and
acrylic, 218 x 226 cm
(86 x 89 in.)

C O U R T E S Y E R I C M AC K A N D S I M O N L E E GA L L E R Y

“Domestic Umbrella as
Backyard Band”, 2016
Canvas umbrella,
wooden dowels, Asian
folding fan, metallic
tartan, corduroy plaid,
cotton, dye and acrylic,
with grommets and zip
ties
299.7 x 269.2 x 238.8 cm
(118 x 106 x 94 in.)
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You had your irst solo museum
exhibition last year at the Albright Knox
Art Gallery in Buffalo, New York. How
did the exhibition go, and has it had an
effect on your career?
I was happy with my exhibition at the Albright
Knox, which was entitled “Vogue Fabrics.” It
was something between organized chaos and
mediated acrobatics. I think the show really
displayed a range of experiments in form. My
hope is that the viewers moved through the
space, guided by saturated color, familiar
structures and heavily painted surfaces.

“The Thorn / The Veil
/ The Face of Grace”,
2018,
Dye and paper on
moving blanket
172.7 x 182.9 cm
(68 x 72 1/8 in.)
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Your paintings often consist of used
pieces of clothing, rags, blankets, as well
as magazine and book pull-outs. What
led you to abandon the conventional
materials of painting, meaning the
canvas and stretcher? Was it an
intellectual decision, or something that
grew organically out of your everyday
practice? And why do you call them
paintings?
I have always been connected to objects
through a consideration of material
significance: how an object could contain
emotion or speak to a previous use. The
various materials that make up an
individual work aren’t so important beyond
their singular relationships within the
work. I exercise my understanding of
painting by finding surrogate structures
that speak to a relatedness. Ghosting the
wooden stretcher bars to create contact
between the painted surface — the canvas
— and the wall. That’s not to say that the
stretcher is invisible, I’m saying that it’s
embodied.

Your works can be reminiscent of
Robert Rauschenberg, of Sam Gilliam,
or of the Turner Prize nominee Angela
de la Cruz. To what extent were you
inspired directly by those or other
predecessors?
All of the artists you name push the
limitations of painting in various ways. I’ve
thought a lot about Sam Gilliam in recent
years. His outdoor installations from the
’70s are so radical. I’m excited you
mentioned Angela de la Cruz, I admired her
work as a student. I was encouraged by her
work to consider how material content can
play a role in the breaking of structure.
How did your childhood and formative
years, and your family environment,
affect your future trajectory as an
artist?
I remember visiting museums with my
mother. I loved going to work with my dad
who worked at the National Gallery in
D.C. He also owned a clothing store for
years. I grew up with a proper
appreciation for Modern art. I can trace
my childhood to adolescence through the
shows that I saw in D.C. Especially being
able to go to the museum alone and really
look. Figuring out how I felt in relation to
the masterpieces.
Your work is more dificult to market or
collect than a painting on canvas or a
sculpture on a plinth. How do you feel
about that? And what are your views on
the Contemporary art market?
I’ve constructed my work as a critique of
bourgeois painting. Allowing for an object
that attempts to reveal more about, and is
affected by, the world around it. There are
several of my works that hang from a curtain
rod; those works comment on domestic space.
I think the work must present other
alternatives. The blankets are a kind of
formality.
What’s the next big project you’re
working on?
I’m working on a few large-scale public
projects that work directly with architecture.
I’m on a quest for true site specificity. MP

C O U R T E S Y E R I C M AC K A N D S I M O N L E E GA L L E R Y P H OTO : M AT T G R U B B

denying systems of value regarding beauty.
I’m interested in the more indirect ways that
gestures of the hand can alter meaning.
I’ve been thinking about the nature of
mood boards, which are used to map aesthetic
singularity. Images from newspapers, music
posters and fashion editorials are a given. By
throwing them together into the dye process,
I see if that material condition can unite
them and how the physical absorption of the
dye could allow for the images to signify
together — framed by a blanket.

Somogy Art Publishers since 1937
w w w. s o m o g y. n e t
© Luc Fournol, Cyril Clément, Estate Luc Fournol
‘A few carefree moments in a life otherwise devoted to work. Bernard never realised how elegant and handsome he
was. Seductively wrapped in solitude and modesty-that’s how I knew and loved him’, Château l’Arc, 1958

MUSÉE DE MONTMARTRE
JARDINS RENOIR
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Wim Wenders,
“Kids in Butte,”
Montana, 1978

“PHOTOGRAPHY
IS A VERY
INTIMATE ACT”
G erman filmmaker
and photographer
Wim Wenders on
his new exhibition
in London, and
what makes him
a ‘finder and
gatherer of images’
BY ANYA HARRISON
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The filmmaker and
photographer,
Wim Wenders

camera of choice during the 1960s to 1980s.
MODERN PAINTERS spoke to Wenders in London,
on the occasion of the opening of a new exhibition,
“Wim Wenders. Early Works: 1964-1984,” on at Blain
Southern through May 5, about his history and
relationship with photography. (The exhibition “Wim
Wenders. Instant Stories”, which first showed at The
Photographer’s Gallery in London last year, will
open at C/O Berlin on July 7, marking Wenders’ first
exhibition in Germany. )

he prolific filmmaker Wim Wenders —
whose roving, poetic eye has brought us the
likes of “Wings of Desire” (1987); “Alice in
the Cities” (1973); “Paris, Texas” (1984); and
“Buena Vista Social Club” (1999), to name
only a few — is just as productive when it comes to
taking photographs. Like the films, Wenders’
photographs share a love of capturing places as well
as quiet, quotidian moments and details throughout
his travels across the United States, Far East,
Australia and Europe. These are caught both in
black-and-white panorama shots and in the
idiosyncratic colorscape of the Polaroid, Wenders’
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The word “attention” manifests itself often
when you speak of your photographic practice.
How much do you demand of your viewer?
My photographs didn’t really exist for a long time,
because I simply never printed them. Sure, there
were negatives and contact sheets, but no prints.
The viewer was the missing link. I only became a
photographer, when I realized that I needed the
viewer to make these pictures real and to lift them
out of their invisibility. Every picture is a suggestion
and only becomes something through the act of
seeing, first by the photographer, but just as
necessarily, by the viewer. However, it’s not enough
just to walk by and glimpse at an image. There
needs to be a curiosity and an openness to push the
picture into existence. This is just as much the case
for films and paintings. Paintings don’t exist,
because they hang in a museum, and films don’t
exist because there are prints. I need the attention
of viewers. Here’s that word.
Chris Marker said that “La photo, c’est la
chasse,” that photography is a hunt that

© D O N ATAW E N D E R S 2 0 0 5

There’s Wim Wenders the ilmmaker, and Wim
Wenders the photographer. Are they two
different people?
No, they’re one and the same person, only that
there’s even a third guy in the same disguise: a
painter. And that wannabe painter came first. You
see, I began taking photos from a very young age on.
My father was an amateur photographer and he
made sure that his son had a camera early on, at the
age of six or so. I’ve taken photos all my life, but
didn’t think much of this activity, as I was focused on
becoming a painter. And even when I got sidetracked, left the painting obsession and turned to
filmmaking, I didn’t give much consideration to my
photographs. Only slowly did it dawn on me that
there was something that was linking all three
desires together.
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“NY Breakfast,”
1973
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“Liquor Store,”
San Francisco,
1973

“THE CONCEPT OF HUNTING GOES WELL WITH THE
AMERICAN WAY OF DEFINING PHOTOGRAPHY, WHICH
MEANS ‘SHOOTING’ PICTURES, WHEREAS I SEE MYSELF
MORE AS A FINDER AND GATHERER OF IMAGES”

COU RTESY WI M WEN D ER S AN D B L AIN SOUTH ER N, © WI M WEN D ER S

results in something eternal, rather than in a
death. Could this be an apt way of approaching
your work?
I’ve never seen myself as a hunter. I’ve always felt
that my pictures found me rather than the other
way around. The concept of hunting goes well with
the American way of defining photography, which
means “shooting” pictures, whereas I see myself
more as a finder and gatherer of images.
From today’s perspective, when “truth” — a
word often used when discussing your work
— has become a seemingly devalued term,
what do you mean by that word and how do
you stay loyal to it?
There is a truth that happens in the very moment of
taking a photo. What happens in between that
moment and later, when that picture is shown,
complicates the matter. There is something truthful
in the old process of lifting the camera to your eye
and light falling through the lens onto the film which
then, chemically, produces a negative image. That
analogue process together with its printing still
comes close to an original truthful intention. However,
at the same time, the eyes of today’s audiences have
lost that innocent notion that photographic prints are
still representing something truthful. In that
reciprocity, the notion of truth has gotten lost.
Do you remember the irst moment of taking
photographs?
My first memory is me struggling with my camera.
The camera I got from my father required me to look
into the viewfinder from above, and I found this a
very forced perspective. I wasn’t looking at the
things I wanted to photograph, but down at my
camera. That creates a whole different relationship
between the act of seeing and the act of taking a
photo. Ever since, I preferred the cameras that you
would lift directly to your eye. Like here, with the
very first SX70 picture I took of my breakfast [“NY
Breakfast,” 1973], when I was handed that brandnew Polaroid camera in the breakfast room of the
Gramercy Hotel in New York: cottage cheese with a

cherry on top. Some of these very first SX70 pictures
I took, like this one, running out of the hotel into the
street, [“Through the Windshield, NY,” 1973] or this
one, [“Surf City, N. Carolina,” 1973], they show these
cracks that I like very much, because this craquelure
reminds me that ultimately, photography is still
linked to painting.

“Twin graves and
drive-in cinema,”
Marfa, Texas, 1983,
llage on paper
journal,
41.9 X 29.8 cm

Photography often presupposes a level of
nostalgia. First, in terms of the temporal
distance between the moment that’s captured
and its representation, but also in terms of
analogue ilm as an anachronistic medium
that’s dying out. What is your relationship to
nostalgia?
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“Alice in Instant Wonderland,”
1973

COU RTESY WI M WEN D ER S AN D B L AIN SOUTH ER N, © WI M WEN D ER S

“Annie Leibovitz,”
LA, 1973
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“THERE IS A TRUTH THAT HAPPENS IN THE VERY
MOMENT OF TAKING A PHOTO. WHAT HAPPENS IN
BETWEEN THAT MOMENT AND LATER, WHEN THAT
PICTURE IS SHOWN, COMPLICATES THE MATTER”

“Boy with ducks,”
Bali, 1978

Let’s try to get another handle on the idea of
nostalgia. If you look at any photographs that are
40-50 years old, of course you can’t help but have
nostalgic thoughts. For me that’s a problem,
however, since I’m not a nostalgic person. My photos
are very much about a moment in time, and, if ever,
I even tried to project that moment into the future.
I’ve never been good at looking at the past. Nostalgia
necessarily involves a longing for something that is
gone, which is a feeling I never shared. I was always
curious about how things would evolve, and I see a
picture as the beginning of a story rather than an
ending. Nostalgia is an unproductive feeling.
Most of your photographs were taken during
travels, but you are also very much a
storyteller. Are your photos documentary?
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Many of your photographs are focused on
places, rather than on people, but they’re also
indexes of people’s presence.
They hold remnants, traces, signs and references to
people, to human activity, to civilization, as well as
to hope, loss, departure and broken dreams. For
example here, with “Twin Graves and Drive-in
Cinema, Marfa, Texas, 1983,” I never found out what
happened to these two boys. They must have been
twins. Maybe they were born dead? The image
doesn’t show a cemetery; it’s taken by the side of a
road in Marfa, which has since become a pivotal
place in American art. When I took these photos,
nobody could tell me about the fate of Timothy and
Jason, whose names are written on these makeshift
crosses. The drive-in’s blank screen in the
background is also a provocation. It summons you to
tell their story. Every image is an effort for you, the
viewer, to complete it.
How important is the notion of the gaze and
presence to you?
If the two of us walk out of this gallery, are these
pictures still functioning as “photo-graphs,” as “lightdrawings”? Every picture needs two pairs of eyes. It
needs the eyes who take the photograph, and the
eyes who see it. That is the real function of
photography: to link two pairs of eyes. There’s very
little on this planet that is more communicative
than photography. Some people might argue that
movies are, but they involve many more people in
their production and reception. Photography is a
very intimate act between two people. MP

COU RTESY WI M WEN D ER S AN D B L AIN SOUTH ER N, © WI M WEN D ER S

That is not a contradiction. There can very well be an
element of storytelling in any documentary process.
Every picture tells a story that begins at the moment
the camera shutter clicks. The longer you look at a
place, or at a picture of a place, the more you begin
reading its story. It starts telling you what it knows
about us humans. Places know a whole lot about us.
You just have to be patient to let them tell you.

For over 45 years, Blouin Gallery Guide has been the definitive
connection between art lovers and art.
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Location photograph from “Portraits,” 2016,
“Flying Dutchman,”
Atelier Van Lieshout.
Mixed media. 2018

ARTIST ON
A MISSION
JOEP VA N L I E SHOU T
E X PLOR E S U TOPI AS
A N D DYSTOPI AS TO
R EDEF I N E T H E
BOU N DA R I E S OF A RT
BY NINA SIEGAL
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n a former grain silo near the Rotterdam port, the artist
Joep van Lieshout is building a nuclear reactor from
scratch. He’s also building a hammer house (“which can
destroy everything”), a hydrolic press, a machine that
smashes trees into splinters, and a printing press that
simultaneously prints and destroys books at the same time.
Van Lieshout is not interested in destruction for its own
sake — he’s an anarchistic artist who is fascinated by how
creation and destruction are connected. He wants viewers to
think about what kind of response we should have to the
destruction that’s happening around the world today, through
technology, industry politics and social change.
“How do we go from the old to the new, from the bad to the
better world,” said van Lieshout during a tour of his studio
recently. “My question is: should we have a fast reaction, like
a revolutionary reaction? Or should we have a very
democratic response and maybe be too slow, or too late?”

I
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These are the themes of “Cryptofuturism” and “The End of
Everything,” two linked exhibitions he’s currently showing
until December 2 at the NDSM Wharf in Amsterdam Noord,
a giant warehouse in the artsy industrial district across the
IJ harbor from the city. The idea, he said, “is to build a better
world, but it’s also asking questions about ethics and
technology.”
Van Lieshout’s artist name is Atelier van Lieshout,
something of a misnomer that leads many people to assume
that his work comes out of an art and design collective. “It’s
really basically one artist and I decide which direction to go,”
he said. “I need the help and I collaborate” with assistants, he
said, “but it’s much more like an artist studio.”
He changed the name of his company about 15 years ago
to “to undermine the myth of the artistic genius,” he said.
Today he employs 20 people, a few in the offices, but most of
them in the studio, where they construct the monumental art

A L I O N A A D R I A N OVA

Joep van Lieshout portrait

“Domestikator”,
Atelier Van Lieshout. Wood, steel,
fibreglass. 2015
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“Cage installation during
Art Rotterdam,”
Atelier Van Lieshout. Mixed
media. 2018
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installations made out of materials like fiberglass, wood,
polyurethane and steel, with a lot of drilling, fabricating and
welding going on.
“His work defies categorization, and opens my eyes to
what art can be,” said Natalie Covacs, an independent
Canadian curator, who said she has often used one of his
works as a starting point for an exhibition that she’ll develop
around it. “He circumvents the laws by playing with social
mores and classical boundaries, and he’s constantly striving
to break away from any cliché.”
Although Van Lieshout has been prolific since he got out
of art school in the 1980s, he never garnered as much
publicity as in October last year, when the Louvre rejected
the presentation of one of his sculptures.
The “Domestikator,” a 12-meter-high inhabitable red
structure that resembles a robotic man possibly fornicating
with a robotic animal, was supposed to be displayed next to
the Louvre in the Jardin des Tuileries in Paris for one
month, as part of FIAC Hors-les-Murs.
The Centre Pompidou stepped in and presented the work
outside of its landmark building, organizing special events
and talks inside the body of the sculpture. “I was totally
surprised that this thing could generate scandal and
censorship,” van Lieshout said of the episode.
The goal of the “Domestikator,” he said, like most of his
work, is to get people thinking and talking about the ways in
which humanity tries to domesticate nature to build more
productive societies.
“For me, this piece is not about provocation,” he said. “The
work is about domestication — it’s a process that humans do
in order to control the world, to control nature. It started
with our desire to control nature through agriculture, and to
make energy and built houses and make art works.
Domestication separated us from the monkeys and this
domestication process continues throughout the years. It has
led to the invention of antibiotics and atomization, genetic
manipulation, big data, even the ways that people
communicate with one another.”
Further, he was frustrated by the institutional response.
“Art should always be free and I think nowadays the
museums become big enterprises and there is a lot of money
involved and anything that could be a little bit
misunderstood makes people nervous,” he added. “If there’s
real animal cruelty, I can understand that. But this is art
and it’s designed to serve a goal.”
In the back part of the warehouse is “Blast Furnace”
(2013) a massive steel structure resembling a 19th-century
blast furnace, built from scratch based on research, with a
built-in furnished living room, kitchen, toilet and bedroom,
to make way for normal human activity. The energy for the
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“Blast Furnace,”
Atelier Van
Lieshout. Steel,
wood. 2013

AT E L I E R VA N L I E S H O U T

“Bronco
Daalderop”,
Atelier Van
Lieshout. Steel,
wood, rubbish.
2017

blast furnace is provided for by attached treadmills.
“Very often you can see the pieces as a set or props for an
imaginary movie,” van Lieshout explains. “But I never really
use it for performances. I try to imagine that the tribe, the
people, want to become one with the machine so they dedicate
their lives to live in the dust and the sound and the heat. You
can ask, is this torture, or is this idealism?”
This piece will be dismantled and shipped to New York in
2019 to be part of an exhibition “Ferrotopia,” at Pioneer Work
in Red Hook, Brooklyn. It will be one of Van Lieshout’s first
exhibitions in the United States — a fact that miffs him.
“Everybody in America who knows about art knows him,”
said Covacs, noting that his collectors include Brad Pitt and
Michael and Susan Hort, but that he doesn’t have an

American gallery at the moment.
Van Lieshout isn’t a straightforwardly commercial or even
easily digestible artist. He often characterizes his work as
containing “the good, the bad and the ugly.”
His “Cryptofuturism” exhibition takes its inspiration from
Futurism, the Italian art movement that had a progressive,
utopian vision of the world, but also espoused the idea that
war was a cleansing tool that could expedite transition to this
promised new world — a notion that was quickly appropriated
by the Italian Fascists.
“I’m interested in them because it was an artistic group of
people, interested in renewal, but then it leads to bad
powers,” he said. “We’re living in a similar time, with a lot of
new technologies and changes like there were at the
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“Wall
decoration”
(Slave City),
Atelier Van
Lieshout.
Polyurethane
foam,
polyurea
coating. 2008
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“Cage”,
Video work.
2017

AT E L I E R VA N L I E S H O U T

“Fog Horn”,
Scaffolding,
fibreglass,
wood, plastic.
2017

beginning of the 20th century and at the same time lot of
emerging Fascism, a dangerous time period.”
Many of his works make reference to sex, genitalia,
excrement, and death — often at the same time — and they
present as darkly comic. These include pieces like
“Excremetorium” (2013) a circle of conjoined red fiberglass
toilets in a circle facing each other, or “Panta Rhei” (2011), a
group of three reductive figures simultaneously thinking and
defecating.
His large-scale projects also enter into this territory, such
as “The Organ Forest,” a collection of monumental anatomical
sculptures of internal organs, made of brightly colored
fiberglass, from the heart, lungs and liver to the rectum,
penis and womb. He created these because of his fascination
with complex systems, he said, “and what is more complex
than the human body?”
Another sub-theme of van Lieshout’s work is unusual or

radical architectural spaces, that can be used to explore
either utopian or dystopian visions. He has created a lot of
trailer-like structures, free-standing hotel rooms, building
additions, modular bathrooms and mobile farms.
His “SlaveCity” project of 2008, was a series of
architectural designs, models and sculptures depicting a city
that is fully sustainable, with no carbon footprint for some
200,000 people — but all the people are slaves, and there are
no moral, ethical or religious considerations for the humans.
Van Lieshout finds himself thinking a lot in terms of the
larger scope of human history, and the political and cultural
structures that determine how we construct societies, but his
work is intuitive, he says, and springs largely off the page.
“I’m constantly drawing,” he said. “I like that when you
manipulate something it’s permanent. I don’t like placisticity.
I like to draw with a pen, because if you make a mistake it’s
there forever.” MP
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JOAN MIRÓ:
ART IN ITS
PUREST FORM
“JOAN MIRÓ: SCULPTURES
1928-1982,” ON VIEW AT THE
RECENTLY OPENED CENTRO BOTÍN
IN SANTANDER, SPAIN, EXPLORES
THE ARTIST’S COMPLICATED
CREATIVE PROCESS
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BY CODY DELISTRATY
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“JOAN MIRO: SCULPTURES
1928-1982”
IN 2017
CENTRO BOTÍN
SANTANDER, SPAIN
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Joan Miró
“Jeune fille s’
évadant,” 1967
168 x 38 x 59 cm,
Painted bronze
Susse Foundeur, Arcueil, Paris. Edition H.C. II/II.
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“When you approach a Miró you have to be
psychologically advanced,” Joan Punyet Miró,
a grandson of the Spanish artist, tells me.
Often, when one looks at the art of Joan
Miró, his meticulous artistic decisions can
appear random, even slipshod. In the
sculpture titled “Souvenir de la Tour Eiffel,”
for instance, a pitchfork rises from a
horizontal plaster of Groucho Marx’s face
that tops a wicker lamp structure that
resembles the Eiffel Tower. At its base is a
box of used wires and paint tubes. Everything
is cast in bronze. The piece looks childish,
thrown together in a frenzied afternoon. But
there are in fact dozens of preparatory
sketches for it — its madness is calculated;
it’s deeply thought out. For Miró, who took
cues from art brut, reinvented automatism in
drawing, and, as his grandson says, “operated
in a different level of the psyche,” what
appears initially haphazard was almost never
so. Only when his work burrows itself into
your subconscious do you begin to realize that
perceiving it as such was largely the point all
along.
“Joan Miró: Sculptures 1928-1982,” on
view until September 2 at the recently
opened Centro Botín in Santander, Spain,
explores the artist’s complicated creative
process and his subconscious through the
lens of over five decades of his sculptures.
Curated by María José Salazar, a curator
at the Museo Nacional Centro de Arte Reina
Sofía in Madrid and an expert on Miró, the
show includes more than one hundred of the
artist’s sculptures as well as complementary
preparatory drawings and a few photographs
and videos of him and his work.
The sculptures have been sourced
primarily from the private collection of the
Miró family as well as the Fundació Miró of
Barcelona and the Fundació Pilar i Joan Miró
of Mallorca. A few have also come from New
York, notably from the Museum of Modern
Art and the Pierre and Tana Matisse
Foundation. (Pierre Matisse was Miró’s
dealer in New York.)

C O U R T E S Y B E L E N D E B E N I TO 2 017

The show is split into roughly five
sections. The first comprises his earliest
sculptures, many of them under-known, as
well as a few famous ones cast in bronze, like
“Oiseau solaire,” which depicts an amorphous
“sun bird,” its wings, tail, and apparent head
all given equal weight.
Much of the early art appears at first to
be made up of garbage or pointless items,
Salazar notes as we walk through the space
together. When he would go through customs
checks while traveling, Miró would often be
carrying bits of his art with him — sticks,
rocks, buttons, and the like. To the customs
officers — and to most other people no doubt

— his art looked like trash, and he would be
allowed to freely pass through. His talent was
not only in taking this apparent trash and
elevating it to the realm of art, but also in
finding these objects and orienting them in a
way that they appealed to a deeper
psychological consciousness.
“He would pick up a stick on the beach
and use it in his art,” says Salazar, who is
also a member of the Botín Foundation’s
Visual Arts Advisory Committee. “Sometimes
his friends would pick up a stick, say, ‘use
this,’ and he’d say, ‘No. It’s not the same
thing.’”
“For me an object is something living,” the

“Joan Miró:
Sculptures
1928-1982”, 2017,
Centro Botín
Santander, Spain
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The third section is dedicated to texture,
with works in bronze as well as in wood and
synthetic resins. The fourth is made up of
larger works, including “Porte I,” a large
sculpture made of wood, metals, and turkey
feathers, which sold at Christie’s a few years
ago for over $13 million, and it includes a
video of how his assistants cast these
massive sculptures. And the final section is
made up of his colored sculptures — mostly
in greens, blues, yellows, and red. While
these sculptures evoke the work of Antoni
Gaudí, their repetitions and combinations of
color also create a comprehensive sense of
the natural: sun, earth, light. “I try to apply
colors like words that shape poems, like

Joan Miró
“Oiseau solaire,”
1966
120 x 180 x 102 cm
Bronze Successió Miró,
Deposited in the
Fundació Pilar i Joan
Miró a Mallorca
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artist once said. “This cigarette or this box of
matches contains a secret life much more
intense than that of certain human beings.”
The second section attempts to more
explicitly tackle Miró’s creative process by
placing completed works next to the original
materials he used for them.
He collected many of his materials during
strolls through the Spanish countryside.
“Tête de taureau” (“Head of Bull”), with its
rough surface and two horns made from a
wax casting — with one somewhat broken off
as well as two eyes and a few pointed teeth
— is juxtaposed with the roots of an olive
tree used in, which he found while on one of
his walks.

P H OTO C L AU D E G E R M A I N – A R C H I V ES F O N DAT I O N M A E G H T, S A I N T - PAU L D E V E N C E ( F R A N C E ). © S U C C E S S I Ó M I R Ó 2 018

“I THINK OF MY STUDIO AS A
VEGETABLE GARDEN, WHERE THINGS
FOLLOW THEIR NATURAL COURSE.
THEY GROW; THEY RIPEN. YOU HAVE
TO GRAFT. YOU HAVE TO WATER”
notes that shape music,” the artist once said.
Although there’s a semblance of
organization to the exhibition, overall, it’s a
disorienting layout. It’s difficult to know,
however, where to place the blame for this
confusion. On Salazar, who curated it? On
Punyet Miró, who oversaw the show and
personally helped bring in many of the
works? Neither, really, can be held at fault
because so little actually ties together Miró’s
sculptural oeuvre. It took five years to bring
the show together, and this iteration might be
the best possible presentation of his
sculptures. Indeed, how would one curate a
Miró sculpture show?
Miró didn’t have much of a linear
evolution as a sculptor. To try to find defining
patterns in his work is an ultimately futile
exercise. He was never really able to explain
his artistic process either. Perhaps the closest
he came to doing so was when he told
Matisse, his dealer, “It is as if I were
attracted by a magnetic force to an object
without thinking about it; then I turn to
another object that becomes linked to the
first one, causing a poetic crash before I am
struck by a physical, plastic Cupid’s arrow. It
is then that poetry really moves me.”
But all that says is that he went to what
he was attracted to. And don’t all artists do
that in one way or another?
With 54 years of sculptures in the
exhibition, little binds them together. He took
inspiration from everywhere. Punyet Miró
recalls his grandfather eating a piece of
chicken at dinner, examining the bone, and
placing it in his pocket. Years later, “I
discovered that this same bone had been used
for the realization of the sculpture ‘Chien

Oiseau,’ from 1981,” Punyet Miró says. To try
to categorize Miró’s art based on stylistic
movement or thematic elements is to run up
against a roadblock. He created works that go
beneath the conscious level of understanding
and into the subconscious. And how can you
categorize what appeals to the subconscious?
Chronologically? By color motifs? It sounds
ridiculous because it is ridiculous. Miró was
an artist in the purest form of the term: he let
his creative spark take him from apparent
trash to clear masterpiece — from chicken
bone to “Chien Oiseau.” There are few clean
evolutions or thematic threads running
through his five decades of sculpting.
The one line that might have been followed
is a political one. Many of the sculptures on
show were created during times of social
turmoil. When Miró returned to sculpting in
the 1940s after mostly painting, he began
creating works that, largely because of the
destruction of the Second World War, relected
his desire to escape to a more dreamlike world.
This period — from roughly 1946 to 1956 —
was “the actual birth of Miró as a sculptor,”
according to Salazar. It was also around the
same time that the Barcelona-born architect
Josep Lluís Sert built him a studio in Majorca,
where he would primarily work for the rest of
his life. Miró himself said, “[I always wanted]
to build a large atelier for myself, packed with
sculptures, one that gives you the strong
impression of being in a new world.”
He wanted it both ways, to be within and
without. Later in life he pushed away the
outside world, spending mornings and
afternoons in his studio. But he had also
presented politically charged art at the
World’s Fair in Paris in 1937 (at the height of

Joan Miro,
“ Femme et oiseau,”
1965
260 x 85 x 48 cm
Painted bronze,
Fondation
Marguerite et Aimé
Maeght, SaintPaul, France
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“Joan Miró: Sculptures 1928-1982”
2017, Centro Botín
Santander, Spain
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the fascist powers of Adolf Hitler, Benito
Mussolini, and Francisco Franco) and, much
later, was an important advocate of King
Juan Carlos I (who was his neighbor at his
summer house) in taking back a democratic
Spain in 1975. His sculptures did not undergo
clear stylistic shifts, but it could be argued
that his outlook changed with the political
tides. Tracking this change might have been
a plausible route for the exhibition.
The exhibition space itself also deserves
noting. At the cost of 80 million euros, or
about $97 million, the Centro Botín was paid
for by the Botín Foundation, the charity arm
of Santander’s banking family. Located
between the Jardines de Pereda and the
Santander waterfront, the center was
designed by Renzo Piano and includes around
280,000 round, ceramic tiles on its sides and
base so as to relect the light and the water.
Held 20 feet above the water, the center
appears to loat, providing views of the
gardens and the bay.
And yet, as intriguing as it is externally, it
is a relatively conventional space inside. It
doesn’t assert itself as a niche exhibition
space as the Guggenheim in New York does
with its ascending, spiral exhibition space (or,
for that matter, as the Peggy Guggenheim
Collection in Venice does with its water views
around every corner.) It feels dull, more like a
corporate work space, void of an opinion or a
singular point of view, not unlike the
exhibition itself.
But perhaps I’m being too harsh. What
this exhibition does best is in showing how
Miró was a man of the moment — how his art
shifted not only with political tides but with
what he came across every day. An olive
branch or a piece of wood. He could be
shocked into creative spurts by the most
ordinary of objects.
“I think of my studio as a vegetable
garden, where things follow their natural
course,” he once said. “They grow; they ripen.
You have to graft. You have to water.”
Every day, he found what his subconscious
was attracted to, and he recreated that
feeling in his art. To see the result, no matter
how it’s arranged, is a gift.
“Joan Miró: Sculptures 1928-1982,” Centro
Botín, Satander Spain, is on view through
September 2. More information: https://www.
centrobotin.org. MP
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“DO YOU KNOW
WHAT JOAN MIRÓ
WAS FOR ME? HE
WAS GOD”
A CONVERSATION WITH
JOAN PUNYET MIRÓ, A GRANDSON OF
THE SPANISH ARTIST JOAN MIRÓ
BY CODY DELISTRATY
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How did you end up in charge of the
legacy of your grandfather?
We are a very, very tiny family. Joan Miró
only had a single daughter — that was my
mother — who was born in 1930. She had
four children — my older brothers, David
and Emilio, both of whom have passed away,
then me and my brother Theo. So it mostly
fell to me. And what we do is, basically,
work with museums worldwide through the
three Miró foundations in Spain. There’s
the one in Barcelona, opened in 1975, on the
year Francisco Franco passed away, and in
1992, we opened one in Majorca. And, good
news: next month we are opening a third
foundation.
But is it dificult being the vessel for
your grandfather and for his art? The
expectations are obviously enormous.
It’s a tough job. It’s a tough job because you
have to be able to have a little knowledge

F O N D O F. C ATA L A N - R O C K- H I S TO R I C A L A R C H I V E O F T H E C O L· L E G I D ’A R Q U I T E C T E S D E C ATA L U N YA

Joan Miró and
Pilar Juncosa
with their
grandchildren
Joan and Teo
at the Taller
Sert. Palma de
Mallorca, 1978

business because they couldn’t afford the bills
from American lawyers. If you want to buy
a Miró that is $40 million, you really gotta
make sure that it’s an original. So you will
call me, “Hey, is this original?” I will examine
it, and I will tell you thumbs up or thumbs
down. But, most of all, with a master like
this, it’s about the fact that his works belong
to humanity. So I mostly just want to make
sure that when I die everything is done. I
want the foundation to run, the collection to
be set up, the books to be published.
Do you feel like you have a unique
insight onto Miró and his art that a
non-family member wouldn’t have?
Yeah, because it runs through my veins. I
was born in it. I was with my grandpa for
fifteen years. I know what he was thinking.
I know how he was working. I’ve seen this
person’s creativity. I was handling paintings,
drawings, sculptures, ceramics. Do you know
what Joan Miró was for me? He was God. I

mean, if you go through Spanish history, my
grandpa went through the First World War,
then the dictatorship of Primo de Rivera,
then the Civil War. In the Second World
War, he went into exile. He suffered hunger
and 35 years of Franco’s dictatorship. My
grandfather opened the foundation in 1975
— yesterday practically. I know him well.
The big political issue in Spain right
now is Catalan Independence. What
would Miró make of it?
What I saw with my grandfather protecting
the Constitution with King Juan Carlos
— who was his next-door neighbor in the
summer time in Majorca — was his attempt
to keep Spain together and strong, a unity
of Europe. And that’s why we made the
Constitution. You guys have the same in
USA, right? The UK has no constitution. But
in Spain it’s the same as the US because we
have suffered — millions of people died from
the Franco Regime, from the Republican

“Joan Miro:
Sculptures
1928-1982”
2017,
Centro Botín
Santander,
Spain
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of copywriting law, exhibitions, history, art
history, giving speeches in public, giving, of
course, talks in galleries, being a curator,
writing, publishing every once in a while.
So it’s a lot of work, absolutely. And what
happens is that being Joan’s grandson and
being charged with this huge legacy teaches
you one thing: that we are made of lesh
and bone and no one has ever found the
formula for eternity. So one day I will die.
But before that happens, I want the whole
thing crystal clear. I want us to be prepared
for everything — for preparing the shows, for
avoiding forgeries. Imagine that, for example,
the foundations go into bankruptcy. What’s
going to happen to the Mirós? Someone
from Shanghai will come; they will buy the
originals; they will go to China, and they will
copy them. We are in charge of everything
legal. Do you know how much it costs to
hire an American lawyer? Oh my gosh!
The Warhol Committee and the Basquiat
Committee shut down and went out of
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“AFTER PICASSO’S DEATH IN ’73, MIRÓ BECAME
THE NUMBER ONE ARTIST WORLDWIDE. THAT
WAS A HUGE RESPONSIBILITY AND A BIG POWER
THAT HE USED TO CREATE FOUNDATIONS
AND DEMOCRACY IN SPAIN”
Regime. So we stick together thanks to that
Constitution and that will really make the
difference.
Miró fought for democracy in Spain, and
it’s frustrating to see all that stupidity that
is going in Catalonia. It is totally nonsense
— a group of people that has never dealt
with a civil war or dictatorship. They don’t
know anything about hunger. You have
to stick together to make a better future
to basically avoid a third World War. I see
the lack of respect for everything. It really
breaks my grandfather’s legacy.
It’s a bit of paradox it seems: he was
socio-politically engaged while at the
same time he wanted to go into his
studio and shut the world away...
We saw the death of Picasso in ’73,
the death of Franco in ’75, the New
Constitution in ’78, the coup d’état in ’81,
my grandfather passing away in ’83 —
these were terribly, terribly spooky years
for the Spanish people. But in Chile in
’73, in Portugal in ’74, there were lots of
dictatorships falling down at that time. And
that’s why my grandfather’s engagement
with democracy — with Juan Carlos to
bring forth democracy in Spain and open it
up to the world —was so important. So, the
counterbalance of going to his studio, to be
totally alone and to work in his paintings
from nine to two in the afternoon was that
he was still politically engaged. Don’t forget
that after Picasso’s death in ’73, Miró
became the number one artist worldwide.
That was a huge responsibility and a big
power that he used to create foundations
and democracy in Spain.
A few years ago, you told Christie’s,
“He never explained his art; it was
something he was very private about...”
Do you believe that any attempt to
explain your grandfather’s art is futile?
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I think of a critic who said, “When you go
to an object, don’t approach the object from
reason. Try to approach an object from
intuition.” So when you go to see these
exhibitions and you are too rational, you will
fail. You have to really go into the collective
subconscious, let your intuition and also
the teachings of the great symbolist French
poets like Rimbaud — and of course all the
great French surrealist poets that were these
spiritual teachers — guide you. You don’t
have to approach Miró from an intellectual
point of view because then you will fail.
First of all, 1900 was a very important year
because Nietzsche passed away. In 1900,
Freud published “The Interpretation of
Dreams.” In 1900, Oscar Wilde passed away.
All of this sexual impulse and sexual drive
through hypnosis — plus the subconscious
and the diving into the world of dreams —
awakened many nuances that were asleep in
the human mind. And that, really, woke up
Surrealism. So letting those things go wild
totally unleashed the beast and provoked in
Miró an extreme turmoil that really erupted
in these results that we see today in his
sculpture or in his paintings. And that’s why
when you approach a Miró you have to be
psychologically advanced.
What was Miró’s relationship with
France? All of his artworks have
French titles...
It was the French poets and authors that
really gave him the possibility to really dive
into the subconscious mind. Keeping in mind
that Surrealism was born in ’24 as a literary
movement, not an artistic movement, it was
later on that many plastic arts like Tanguy,
Moreau, Madrid, Dalí became surrealistic.
What did you learn about the artistic
temperament from your grandfather?
Bear your soul naked. Dive into fears of the
subconscious mind. Dive into darkness. Let

your intuition guide you. Take something
that requires lots of brave behavior because
usually we like to walk on crystal-clear paths,
but what I learned from my grandfather is
you must be the other way around. One is too
easy and thus is not real. You really have to
try to confront the fears that come from your
subconscious mind, and then develop a way
to somehow protect yourself from those fears
and let all this knowledge come up to surface
and learn from it.
What’s your lasting memory of
grandfather?
What I saw relected in his art was a man
who was running away from repetition and
running away from that which could be
expected. He wanted to be able to reinvent
himself over and over again, every single day.
He wanted to use different raw materials
and not use academic tools, like oil paint or
acrylic. So he really reinvented techniques.
That’s what I really saw during the last ten
years that I lived with my grandfather.
Is it ultimately dificult being related to
a famous artist?
It’s about being humble. That’s what my
grandfather talked to me about the most.
Being humble and being generous because
what we are here for is to really make a
transition of a great legacy that goes to
you. It doesn’t belong to me; it belongs to
humanity. So, what I have to do is forget
about me, erase my ego, erase myself and
really serve my life entirely to Miró’s legacy.
It feels like a sacrifice, absolutely, yes. And
it really places a burden on me, but at the
same time it’s a great honor and a great
privilege because, somehow, what I do is
continue with a will that really changed
my country’s history. Which means that I
have to engage myself in my grandfather’s
continuity to make sure that his will is
preserved. MP

AGGLOMERATION

© Musée des Jacobins – Auch, Feathered panache, Perù
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A NEW
HOME FOR
GIACOMETTI’S
STUDIO
THE ARTIST’S ATELIER WILL
BE THE HEART OF A NEW
INSTITUTE RUN BY
CATHERINE GRENIER,
FORMERLY WITH THE
POMPIDOU CENTER
BY FRANCA TOSCANO
Reconstruction of
the Studio,
“Bust of a Seated
Man (Lotar III)”,
1965-1966
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Studio of Alberto
Giacometti,
1966

Catherine Grenier

When the institute opens its
doors, visitors will be treated to
a faithful reconstitution of the
studio as it was when Giacometti
died in January 1966. Everything
on view will be original
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n December 1, 1926, Alberto
Giacometti and his brother
Diego moved into a tiny Paris
atelier in the 14th
arrondissement, south of
Montparnasse, with bay windows
overlooking a narrow courtyard. It was a
particularly freezing winter, and the place
had no running water or toilet. Yet the
brothers still slept on the spot: one on the
ground floor and the other on the
mezzanine.
“The water is frozen everywhere,
including in our courtyard, and we have to
go get some at the public fountain, using a
pump,” Alberto wrote in a letter to his
parents. “In the morning, right after we
wake up, we start a fire, and only then can
I think about getting dressed and cleaned
up.”
Those spartan quarters on rue
Hippolyte Maindron served for four
decades as the home and studio of
Giacometti. The studio was crowded with
paintbrushes, easels, and turpentine, as
well as sculptures and paintings of all
shapes and sizes. Walls were messily
sketched and scribbled over.
In June, that 24-square-meter atelier
will be recreated behind glass in another
corner of Montparnasse: at number 5, Rue

Somogy Art Publishers since 1937
w w w. s o m o g y. n e t
© Nancy, musée des Beaux-Arts / Cliché Michel Bourguet – Émile Friant, La petite barque, 1895

Victor-Schoelcher, a narrow street located
across from the present-day Cartier
Foundation. Not only is Rue VictorSchoelcher a stone’s throw from
Giacometti’s favorite nighttime haunts,
the Brasserie La Coupole and the
Brasserie Le Select (both still running
today), but it’s the street where his friend
Simone de Beauvoir lived, and where he
paid her regular visits.
When the institute opens its doors,
visitors will be treated to a faithful
reconstitution of the studio as it was when
Giacometti died in January 1966, at the
age of 64, of heart failure and bronchitis.
Everything on view will be original:
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Giacometti’s large work table, his
paintbrushes and pencils, his easel, and
even the walls, several of which were
taken out and preserved by Annette.
Also on display will be the finished and
unfinished plaster casts and clay
sculptures that Giacometti was working
on when he drew his last breath. The
interior of the atelier will be arranged
more or less exactly as it appears in the
many pictures that were taken at the time
— many of them by the photographer
Sabine Weiss, who was tasked by Annette
with documenting absolutely everything
there was. (The original space on
Hippolyte Maindron is now in private

Alberto
Giacometti in
his Studio, circa
1960 Photo by Ernst
Scheidegger
Giacometti
Foundation
Archives, Paris
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The Institut Giacometti is the culmination
of a saga that began almost as soon as
the sculptor died. Because he left no will,
his widow Annette took it upon herself to
preserve the legacy in any way she could
hands.)
That studio will be the heart of the new
Institut Giacometti. It’s the brainchild of
Catherine Grenier, formerly with the
Pompidou Center, who has been the
director of the Paris-based Giacometti
Foundation since 2014. The foundation has
the largest Giacometti collection of any
person or institution anywhere: close to
350 sculptures, 90 paintings, more than
2,000 drawings, and as many prints. There
is also a vast number of archives and
photographs, as well as a modern-art
reference library, and countless decorative
objects.
Visitors tempted to meander through
the Giacometti studio will be disappointed:
Grenier is putting a thick pane around it.
“Absolutely no one will be allowed to
enter,” she explained in an interview at the
foundation’s elegant headquarters in the
Cour de Rohan in Paris’s Latin Quarter.
“We have to be very careful. Everything is
incredibly fragile and, potentially,
tempting for the visiting public, especially
since we’re showing the studio exactly as it
was, with some works on the floor, others
on a stool, others on the work table.”
The institute will also house a small
drawings gallery where visitors and
researchers can view some of the
Giacometti drawings in the collection. But
it will mainly be an exhibition space.
The first exhibition, coinciding with the
institute’s opening, will focus on a
beautiful essay about Giacometti’s atelier
by the novelist Jean Genet, a friend of the
sculptor. Their friendship will be brought
back to life through Giacometti works from

the 1950s (which Genet would have seen
on his visits there), the original
manuscript of the Genet essay, and
excerpts from a film in which Genet talks
about the artist.
The next exhibition, opening in October,
will focus on the contemporary French
artist Annette Messager, who was so
inspired by Giacometti earlier in her
career that she included little replicas of
some of his most famous works — “Le
Chien,” “L’Homme qui marche,” and “Le
Nez” — in her art. The Messager show will
feature some of those early pieces, as well
as newer ones created in the spirit of
Giacometti. She will also curate a display
using Giacometti works from the
collection.
The third exhibition in the institute’s
inaugural series will be one of black-andwhite images by the contemporary German
photographer Peter Lindbergh, who last
year displayed photographs of Giacometti
sculptures at the Gagosian Gallery in
London. This time, he will be picturing the
Giacometti foundation’s storage rooms,
offering visitors a behind-the-scenes
glimpse of the treasure trove.
For the institute, Grenier has conceived
a different visiting model than that of
most museums. Don’t expect long lines
snaking around the block, she said. This
will be a space where visitors will have to
reserve in advance, paying 8 euros for the
privilege.
“As I explained to the board, there’s no
need for yet another museum in Paris, ”
she said, adding that her preference was
for there to be “a smaller public, but one
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Alberto Giacometti
in the Studio, 1950
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P H OTO I S A K U
YA N A I H A R A

Jean Genet and
Alberto Giacometti
in the Studio, 1957
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Giacometti
Institute’s
3D projection

that can genuinely experience the works
from close up.”
The institute’s new building is, itself,
listed: it’s the former atelier of the artist
and interior architect Paul Follot, who
designed it in the Viennese art deco style.
Completed in 1914, at the outbreak of
World War I, it has elegant exteriors with
navy-blue railings, and interior floors
with Viennese-style tiles that have been
restored to their original splendor.
The foundation was able to purchase
the building for the relatively small sum
of 2 million euros because of the
condition it was in: the building had not
been touched since Follot’s death in 1940.
Another 2.5 million euros was spent
turning it into a contemporary museum
space. The total budget was raised
through the sale of a Miró painting that
Giacometti had once owned. As
Giacometti was not a collector, the work
was deemed less indispensable to the
foundation than one of the sculptor’s own
pieces.
“Giacometti’s works are very powerful,
so we tried to bring some humility to the
task,” said Pascal Grasso, the architect
who led the transformation, in an
interview at Grenier’s spacious office
surrounded by pale-white wall and floor
lamps designed by Giacometti. “During
the building works, we had a chance to
see the atelier being reconstituted,” he
added. “It’s an accumulation of works
that one isn’t used to seeing, and to be
able to offer this to the public is a pretty
strong gesture.”
The Institut Giacometti is the
culmination of a saga that began almost
as soon as the sculptor died. Because he
left no will, his widow Annette took it

upon herself to preserve the legacy in any
way she could. Not only did she
painstakingly conserve every item in the
atelier, she also decided to set up a
foundation, and purchased property for it
in the Cour de Rohan (where Grenier now
works).
Setting up a foundation in France in
the late 1960s was an ultra-bureaucratic
and time-consuming process, so as a
stopgap solution, Annette established a
temporary association. That association
proved so enduring that when a
foundation was eventually set up, the
two entities operated concurrently, run
by different people, and in fierce
competition with each other. Both, for
instance, issued certificates of
authenticity to owners of Giacometti
works. It wasn’t until the arrival of
Grenier in 2014 that the association was
finally disbanded and the foundation
designated as the official keeper of the
Giacometti flame.
Since then, Grenier has been raising
the foundation’s 3.5 million annual
budget through a plethora of
international exhibitions, sponsorship
deals and sales of image rights. Those
activities have given the foundation less
of a need to sell works.
How will the foundation and institute
sustain themselves in the future?
Sponsorship will play a larger and larger
role, said Grenier. One longstanding
corporate partner is the real-estate
company Emerige. LVMH has also
recently stepped in to offer backing for
the institute and its projects. After a few
tumultuous decades, Giacometti’s
memory is finally getting the
institutional attention it deserves. MP
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Pablo Picasso,
“Woman with a candle, fight
between the bull and the
horse,” Boisgeloup,
July 24, 1934, brown pencil,
pen and Indian ink on canvas
prepared laminated on
plywood,
31.5 x 40.5 cm,
Picasso-Paris National
Museum

THE EXHIBITION EXPLORES
PICASSO’S WORKS LEADING UP
TO THIS MASTERPIECE AND THE
WAYS IN WHICH “GUERNICA” HAS
BEEN PERCEIVED, AND
REINVENTED, EVER SINCE
BY CODY DELISTRATY
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THE
MAKING OF
‘GUERNICA’
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pavilion that Republican
Spain ever had in a World
Fair — drew together all the
resources of the great artists
and great Spanish luminaries
who were in Paris.”
Picasso, who was already
renowned across Western
Europe, was a sensible person
to approach for this kind of
project, but he wasn’t
immediately sure what he
might create for the pavilion.
He began his work in earnest,
taking inspiration from
Marie-Thérèse Walter, his
mistress at the time,
depicting the theme of a
painter and his model.
But, after April 26 when
the Germans and Italians
bombed the Basque town of
Guernica on behalf of
Franco’s regime, Picasso’s
plans changed. That very day,
the poet Juan Larrea visited
the artist to try to convince
him to make the bombing his
work’s subject. A few days
later, after Picasso read
George Steer’s eyewitness
account of the bombing, which
had been published in The
New York Times and The
Times of London, he was
swayed.
On May 1, he began
sketching a new work. From
between May 10 and June 4,
Picasso all but locked himself
in his studio on Paris’ rue des
Grands Augustins, painting
an 11-and-a-half-feet tall by

25-and-a-half-feet wide
mural-like canvas that
showed people and animals
being gored, burned, and
suffering in a black-and-white
oeuvre of madness and
violence.
The painting, of course,
was “Guernica,” and it is
perhaps the best-known work
the Spaniard ever created.
From March 27 to July 29,
following its eightieth
anniversary, the exhibition
“Guernica” at the National
Picasso Museum in Paris
explores his works leading up
to this masterpiece and the
ways in which “Guernica” has
been perceived — and
reinvented — ever since.
The Museo Nacional
Centro de Arte Reina Sofía in
Madrid would not lend the
original artwork, which has
been in the Spanish capital
since 1992. The museum has,
however, provided a slew of
related paintings and
drawings, which are shown
together in the Paris
exhibition with posters and
letters taken from the
National Archives of France.
The show begins with an
annotated reproduction of the
masterpiece, in which its
many signs and symbols are
circled and analyzed. The
trouble with this approach
becomes quickly apparent
when you realize there’s no
universally agreed upon
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I

n either late 1936 or
early 1937, the Catalan
architect José Luis Sert
paid Pablo Picasso a visit
in Paris. It was a time of
crisis in Europe. The Spanish
Civil War was afoot, and
General Francisco Franco was
attempting to overthrow the
democratically elected
Republican government. Adolf
Hitler was reaching the
height of his power having
just ratified a military
alliance with Benito
Mussolini, and Europe looked
ready to collapse under the
weight of these rising fascists.
While working to parry
domestic revolution, the
Spanish government was also
preparing for the Paris
World’s Fair, where it hoped
to show the rest of the world
the destruction that Franco’s
totalitarianism and rebellion
had wrought. Sert had been
charged with designing the
Spanish Pavilion and had
come to ask Picasso to
contribute to the project.
“This was a moment in
which things looked pretty
grim for the cause of
Republican Spain,” Sert later
wrote. “Certainly many
Spanish intellectuals in Paris
were very concerned about
what they could do and what
kind of reaction would be
appropriate. The Spanish
Pavilion — which was the
first and only national

C O U R T E S Y H A N N A H S TA R K E Y

Picasso working in
“Guernica,” Paris, 1937,
Gelatin - silver print,
20.7x20.2 cm,
Picasso - Paris National
Museum
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Dora Maar, Oil on
canvas “Guernica”
running,
state VII, workshop of the
Grands-Augustins, Paris,
in May-June 1937, Paris,
1937,
Gelatin silver print,
24x 30.4 cm,
Picasso National
Museum -Paris,
Don SuccessionPicasso,
1992
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Pablo Picasso’s “Study for
Guernica (Horse’s Head),”
Paris, May 2, 1937,
Oil on canvas,
64 x 90.5 cm

understanding of the work.
Even the artist himself either
didn’t know or wouldn’t say
what certain symbols and
characters meant.
“Yes the bull represents
brutality, this horse is the
people,” Picasso said in 1945,
explaining their inherent
symbolism. “No the bull is not
fascism, but it’s brutality and
darkness.” Two years later,
however, he contradicted
himself saying these
characters were not symbolic
at all. “This bull is a bull.
This horse is a horse,” he said
in 1947. “The public and the
spectators must see symbols
in the horse, in the bull that
they interpret as they see fit.
There are slaughtered
animals. For me, that is all,
the public can see what they
want in it.”
Even experts on
“Guernica,” like Patricia
Failing, an emeritus professor
of art history at the
University of Washington,
have difficulty negotiating the
work’s contradictions.
“The bull and the horse
are important characters in

Spanish culture,” Failing told
PBS of the work’s dominant
symbols. “Picasso himself
certainly used these
characters to play many
different roles over time. This
has made the task of
interpreting the specific
meaning of the bull and the
horse very tough. Their
relationship is a kind of ballet
that was conceived in a
variety of ways throughout
Picasso’s career.”
Émilie Bouvard, the
curator of paintings at the
museum and the show’s
curator, seems to be most
interested in exploring the
genesis of the artwork than
what the artwork might mean
exactly. Accordingly, largescale painted studies like
“Tête de cheval, étude pour
guernica” and historical
remnants like the original
chassis used to hang
“Guernica” are placed in the
opening room.
The show becomes more
intriguing — or at least more
original (there are invariably
dozens of shows put on all
over the world during and

after nearly every “Guernica”
anniversary) — when
Picasso’s personal politics are
explored. Indeed, it is
surprising how frequently he
drew from the political works
of earlier European artists.
His “Massacre in Korea,”
in which a naked, softly
drawn family huddles
together as they’re about to
be shot by soldiers clad in
metal armor echoes Francisco
Goya’s “The Third of May
1808” (about Spanish
resistance against Napoléon
during the Peninsular War), a
painting that also inspired
Édouard Manet’s “The
Execution of Emperor
Maximilian” (about the briefly
lived Second Mexican
Empire). In “The
Assassination,” another work
by Picasso in the lead-up to
“Guernica,” he takes directly
from Jacques-Louis David’s
“The Death of Marat,” which
depicts the death of the
famous French revolutionary,
who was assassinated while
writing in his bathtub.
The exhibition takes a few
detours. It describes, for

Picasso locked himself in his studio on Paris’ rue des
Grands Augustins, painting an 11-and-a-half-feet tall by
25-and-a-half-feet wide mural-like canvas that showed
people and animals being gored, burned, and suffering
in a black-and-white oeuvre of madness and violence.
The painting, of course, was “Guernica”
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Pablo Picasso,
“Corrida: the death
of the torero,”
September 9, 1933,
Oil on wood,
31 x 40 cm,
National Museum
Picasso-Paris
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Pablo Picasso,
“Portrait of Dora Maar,”
Paris, 1937,
Oil on canvas,
92 x 65cm,
Picasso-Paris
National Museum

We can construct an understanding of
Picasso’s politics, his thought processes, and
symbolic desires, but we can never know
what exactly Picasso has set out to achieve
with “Guernica.” The painting is unsettling
instance, how Dora Maar,
another mistress,
photographed and
documented the artist’s work
on “Guernica,” and, how,
according to the popular art
historian John Richardson,
she “helped Picasso to eschew
color and give the work the
black-and-white immediacy of
a photograph.”
The exhibition then turns
toward the present, with a
look at the current literary,
political, and artistic effects
of the artwork. Hanging over
the museum’s main staircase,
“RIP—A L’Ouest rien de
nouveau #III,” made in 2009
by the Contemporary German
painter Tatjana Doll, looks
like a Jean-Michel Basquiat
rendering of “Guernica,” with
its dripping paint and slightly
smeared symbols. In the final
room, the British conceptual
group Art & Language has
created a work called
“Picasso’s Guernica in the
style of Jackson Pollock,”
which takes up an entire wall
with a thin sheet of blackand-white paint splatters that
(apparently) look like
“Guernica” had it been done
in Pollock’s hand.
The works shown
sometimes feel like a stretch,
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and although there are a
dozen rooms, half a dozen
would have likely sufficed.
The curatorial difficulty is
that there is no explaining
that can be done about
“Guernica” that hasn’t been
done before, and even the
well-treaded territory
necessarily remains
somewhat mysterious given
Picasso’s own coyness (or
confusion) on the subject.
At the World’s Fair, the
Spanish Pavilion opened
nearly two months late and
was largely overlooked by the
press. Most of the other
pavilions dealt with
technology and what their
countries were contributing to
the future. “Guernica,”
however, with its historical and
animalistic symbols, muted
blacks and whites, and
disturbing depiction of chaos,
proved unnerving even for
those who held Picasso’s antifascist political views.
“If you can’t in a political
painting very clearly point out
the good guys and the bad
guys,” Failing said, “or very
clearly identify the characters
in symbolic terms, this is
something that’s difficult for
people who have expectations
based on earlier concepts of

political paintings.”
Curiously, although the
work’s title alludes directly to
the bombing, there is nothing
in the painting itself that
specifically ties it to the event.
When asked once what the
artwork actually means, what
commentary he was providing,
Picasso became indignant.
“I paint this way because
it’s a result of my thought,” he
said. “I have worked for years
to obtain this result... I can’t
use an ordinary manner just to
have the satisfaction of being
understood.”
Its fundamental mystery is
one of its greatest weapons. We
can construct an
understanding of Picasso’s
politics, his thought processes,
and symbolic desires, but we
can never know what exactly
Picasso has set out to achieve
with “Guernica.” The painting
is unsettling. We know that
much. Whether that’s enough
is the crucial question. Even a
comprehensive — at times
overstretched — exhibition
cannot do much more than
underscore that ultimate fact.
“Guernica” is on view at the
National Picasso Museum in
Paris through July 29. MP
More information: http://
www.museepicassoparis.fr/
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Forward-Looking News and Analysis
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ARTS - ENTERTAINMENT - LIFESTYLE - TRAVEL

BY SARAH MOROZ

LUCA MICHELI ON U NSPL ASH

“LONDON
HAS AN
AMAZING
EMERGING
GALLERY
SCENE”

MICHAEL BENSON, THE FOUNDING
DIRECTOR OF THE PHOTO LONDON
FAIR, SHARES EVERYTHING FROM
HIS FAVORITE BARBER TO THE
BEST CHILEAN SEAFOOD TO TRY
WHILE IN TOWN
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hoto London was founded in 2015,
swiftly drawing photographers,
curators, dealers and the public
together to celebrate the medium.
The fourth edition of the fair
features 108 exhibiting galleries from 18
countries, selected by a curatorial committee
led by Philippe Garner (former Director at
Christie’s and International Head of
Photographs and 20th Century Decorative
Arts and Design). Headquartered at
Somerset House, Photo London runs between
May 17 – 20.
The Discovery section has expanded to
include 22 galleries, and the Talks program
features speakers the likes of Joel
Meyerowitz, Bruce Gilden, An-My Lê,
Thomas Struth and Vera Lutter. Edward
Burtynsky — whose imagery explores how
humans profound inluence the global
landscapes, notably through his latest fiveyear project Anthropocene — has been
selected as the 2018 Master of Photography.
Michael Benson, the Founding Director of
the fair alongside Fariba Farshad, has had
extensive career crossover between the
realms of education and the arts, notably
developing the London Institute Gallery’s
exhibition program. He is the Director of Prix
Pictet (the international photography prize
founded in 2008), a board member for the
Foundation for the Exhibition of
Photography and a Fellow of the Royal
Society of Arts. The London native discussed
everything from his favorite barber to the
best Chilean seafood to try while in town.
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Michael Benson,
Founding Director of Photo London

IMAGE COURTESY: PHOTO LONDON

P

PATXI OLAETA ON UNSPLASH

Natural History
Museum,
London,
United Kingdom

THE FOURTH EDITION OF PHOTO
LONDON FEATURES 108 EXHIBITING
GALLERIES FROM 18 COUNTRIES,
SELECTED BY A CURATORIAL
COMMITTEE LED BY PHILIPPE GARNER,
FORMER DIRECTOR AT CHRISTIE’S
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Rosewood Hotel,
London

How long have you been a Londoner?
All my life.
What are your “can’t leave without
seeing this” recommendations for the
city?
The Thames — many of the City’s best
secrets are hidden in plain sight along the
banks of its great river. The parks are
London’s green lungs. And of course the
City’s architectural and cultural splendors,
from Westminster and St. Pauls to the Tate
Modern and even the Shard.

COURTESY: ROSEWOOD LONDON

What is the most overrated thing people
advise visitors to check out?
Almost all of the usual suspects especially
Madame Tussauds and Piccadilly Circus.
What restaurants and/or cafes would
you recommend, and what makes them
unique?
Two of the City’s best restaurants — Spring
and Bryn Williams — are at Somerset House:
fine, imaginative cooking in a fabulous
location. The Delaunay is theatre land’s
Grand European-style brasserie and
J Sheekey is one of the best fish restaurants
in town. Further afield Chicama (Chilean
seafood) and Medlar (Modern French), both
in the Kings Road, are brilliantly
idiosyncratic places to eat.
What would you do if you had a free
morning or afternoon in London?
Morning: a visit to one of the City’s many
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YULIA CHINATO ON UNSPLASH

Millennium
Bridge, London
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“MANY OF
LONDON’S MAJOR
MUSEUMS NOW
STAGE BRILLIANT
PHOTOGRAPHY
SHOWS”
excellent Turkish barbers, followed by a
stroll along the River and a walk in one of
the great parks. Then books shopping in
Tottenham Court Road or lunch in one of the
lesser-known riverside pubs, such as the
Dove at Hammersmith.
Afternoon: a museum or gallery show
(almost certainly photography) or a matinee
at Regents Park Open Air Theatre in
summer or at Sadler’s Wells. And, every
other Saturday: Chelsea FC at Stamford
Bridge.
Where would you head for the best
shopping, and what would you buy?
Covent Garden for shoes at Oliver Sweeney,
Borough Market for food and Kings Road in
Chelsea for (almost) everything else.

RYAN STEFAN ON UNSPLASH

Where would you recommend people
stay when they visit?
Our partner hotel the Rosewood is one of
London’s finest.
What are the best venues to check out
photography shows in the city?
Many of London’s major museums now stage
brilliant photography shows, as do the
Photographers Gallery and the well known
specialist and contemporary galleries.

The British Museum,
London

ABOVE : London- Radio
Bar Rooftop Terrace,
ME Hotel
Right : The Shard,
London

The National Gallery, London
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TO CLOCKWISE: ZOE HOLLING ON UNSPLASH; MELIA HOTELS INTERNATIONAL PHOTOGRAPHY TEAM; FLORIAN VAN
DUYN ON UNSPLASH; BRUNEL JOHNSON ON UNSPLASH

A panoramic view
of the city’s many
landmarks
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“THE 2018 PHOTO
LONDON EDITION
IS SET TO BE THE
BIGGEST AND WE
LOOK FORWARD
TO SHOWCASING
THE VERY BEST OF
THE PAST, PRESENT
AND FUTURE OF
PHOTOGRAPHY”

Millennium Bridge,
London

What are the best places to buy art?
London has an amazing emerging gallery
scene, where the many of tomorrow’s stars
can be found.
What are the ideal spots to see live
music?
Roundhouse, Jazz Café, O2 arena, Brixton
Academy — but also check out Daylight
Music at Islington’s Union Chapel. For great
outdoor gigs in the summer, Somerset
House’s summer season is hard to beat.

JOHAN MOUCHET ON UNSPLASH

What are your favorite bars to relax in
after spending the day at the fair?
At the Radio Bar at ME Hotel just across the
road: you can look down on the Fair and out
across the Thames to the rest of London .
What are you most looking forward to
about this newest edition of Photo
London?
The 2018 edition is set to be the biggest and
we look forward to showcasing the very best
of the past, present and future of
photography. Our Master of Photography
Edward Burtynsky, one of the great image
makers of our times, leads a strong
exhibition program that includes exhibitions
of work by Darren Almond, the legacy of Fox
Talbot (featuring rare original works
alongside those of contemporary masters),
and special installations by Daido Moriyama
and acclaimed set designer Es Devlin. MP
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DATEBOOK
T he season’s top picks from all the art capitals
PA R I S

Richard Serra has long engaged closely with
nature, working frequently from Cape Breton
Island in Nova Scotia and creating sculptures
that draw from — and evoke — natural
landscapes. One of his personal favorite
sculptures, which is often over looked by
critics, is called “Afangar,” a site-specific
structure on Videy Island outside Reykjavik,
Iceland. It is made of eighteen basalt stones,
shaped as hexagons, that are three and four
meters tall and about three quarters of a
meter wide. The sculpture’s gray-black basalt
structure blends into the landscape
aesthetically, but it also matches the
landscape in the sense that basalt is the
literal aftermath of a volcano — the sculpture
a physical matchtoits surroundings.
But Serra, who’s now 79,has begun to turn
from sculpture sand towards re-creating the
feelings associated with the kind of natural
physicality his sculptures evoke. What might
volcanic after math, for instance, look like in
a gallery? What is the painterly
representation of something natural, like
basalt?And, perhaps most importantly, how
might a sculpture be transferred to paper, in
drawing or painting?
“Double Rift,” on view March 15-May 18 at
the Lelong & Co. Gallery in Paris, comprises
ten of Serra’s works made between 2011 and

Richard Serra’s
“Bight 3,”
2011, 45 exemplaires
Gravure 68,5 x 56 cm
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© R I C H A R D S E R R A / C O U R T E S Y GA L E R I E L E LO N G & C O.

‘Double Rift’ by Richard
Serra at Galerie Lelong

Richard Serra
“Double Rift IV,” 2016
12 exemplaires,
Stick to oil and silica
238 x 457 cm

© R I C H A R D S E R R A / C O U R T E S Y GA L E R I E L E LO N G & C O.

Richard Serra’s “Rift II,” 2013, 15 exemplaires, Gravure
238 x 244 cm

2017. Four of the works evoke that same kind
of post-volcanic basalt structure, each a
variation on an enormous, almost wall-sized
piece of black paper(think a bigger Robert
Ryman in black) that have pointy spaces of
white that appear to split the paper apart.
Four other works on show are a variation of a
drawing of black squiggle-like helixes on
yellowing paper.
(An exhibition of the same name was
shown at the Gagosian Gallery in Beverly
Hills in 2013, but the current show at Lelong
is composed predominately of works Serra
has created since that exhibition. Lelong has
been a regular exhibitor of Serra’s works over
the past three decades.)
In the larger-scale works “Double Rift I,”
2012, “Rift II,” 2013, “Double Rift IV,” 2016,
and “Double Rift V,” 2014 — confusingly
un-chronological in their naming — Serra
evokes the style ofthe Cuban-American
abstract painter Carmen Herrera, whose art,
like “Blanco yVerde,” 1959,is often
composedof a few colorful, geometric cracks.
Serra, also like Herrera, is interested in
balance with these four works, in which their
symmetrical backgrounds come to appear
broken into halves or thirds by the fissures.
And yet, unlike Herrera, Serra is also
focused on the sheer mass of a work — on
over whelming the viewer with grandeur,
on the depth of the black and the shock of
the invading white. This focus on mass,

LEFT: Richard
Serra’s “Bight
9,” 2011,
45 exemplaires
Gravure,
68,5 x 56 cm
RIGHT: Richard
Serra’s “Finally
Finished,” 2017,
62
exemplaires,
Gravure,
190 x 152 cm

more than anything else, is the aesthetic
thread that runs throughout Serra’s past
works and into his latest ones. What the
“rift” series achieves is that it allows Serra
toconjure the same kind of surprise and
awe of multi-ton outdoor sculptures in
paintings. Yes, they are massive in that
each takes up half of a gallery wall, but
they are still thin pieces of paper, not
10,000-pound hunks of sheet metal.
The smaller-scale drawings on show
—“Bight 3,” “Bight 8” and “Bight 9,” all
created in 2011 — provide a counter balance
to the scope of the “rifts” by exemplifying the
technical representation of sculptures on a

miniaturized level. Inky helixes on paper,
including the most intriguing and newest
drawing, “Finally Finished,” 2017, these four
drawings are made ofthick, black-inkcircles
that appear to spin and ly onto one another.
As Serra gets older, his vision hasn’t
entirely shifted from capturing the beauty of
natural grandeur and splendor; but, in the
past decade especially, he has begun to
explore howthe feeling of a sculpture — like
the feeling of a natural landscape — might be
captured in a different way. A shift in
medium, he seems to argue,doesn’t have to
alter the perception of an artwork.
CODY DELISTRATY
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‘Mary Corse’ at Lisson Gallery
Mary Corse has mastered the art of
producing deceptively simple
paintings. Take “Untitled (White
Multiband, Vertical Strokes),” 2003: a
wide, rectangular painting of vertical
stripes in a trio of light gray
gradations. It would be easy to
attribute the inluence of Minimalist
painting on her practice. Yet these
paintings play tricks on the eye,
courtesy of the glass microspheres
(often found in the relective lines on
highways) that are embedded in the
acrylic paint which Corse applies to
the canvas in these geometric
striations. For Corse, an LA-based
artist who first gained recognition in
the mid-1960s through her
association with the Light and Space
movement that included
contemporaries like James Turrell
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and Robert Irwin, Abstract
Expressionism (surprisingly enough)
and scientific enquiry have played an
equally significant role in the
development of her innovative
painting technique.
Her first major solo exhibition in
the UK at Lisson Gallery, on view
until June 23, brings together a
selection of 10 recent works,
spanning 2003 to 2018, out of which
seven have been created specifically
for the exhibition. The show also
includes multiple pieces from her
“White Band” and “Black Band”
series, with which she has continued
to experiment and hone her
technique, as well as “Untitled
(Electric Light),” 1968/2017, an
installation composed of argon and
Plexiglas.

After having graduated from
CalArts in 1968, Corse enrolled in a
physics course at the University of
Southern California where she was
introduced to quantum physics. After
her BFA, Corse was already pushing
boundaries on the effect of light on
surface and space via experimental
white monochrome paintings on
shaped canvases and Plexiglas
constructions illuminated by
luorescent light bulbs. Then, her
study of physics confirmed her belief
that “there is nothing static in the
universe.” Afterward, her practice
has been predicated on a compulsive
engagement with light’s effect on
human perception, and a quest to
find new and innovative ways of
addressing the idea of subjective
experience and of heightening

Mary Corse
“Untitled” (White
Multiband, Vertical
Strokes), 2003,
Glass microspheres in
acrylic on canvas
243.8 x 609.6 cm
96 x 240 in
© M A R Y C O R S E ; C O U R T E S Y L I S S O N GA L L E R Y & K AY N E G R I F F I N C O R C O R A N

LO N D O N

© M A R Y C O R S E ; C O U R T E S Y L I S S O N GA L L E R Y & K AY N E G R I F F I N C O R C O R A N

Mary Corse
“Untitled (White Inner
Band, Beveled),” 2012,
Glass microspheres in
acrylic on canvas
289.6 x 228.6 cm
114 x 90 in

consciousness. As such, her paintings
strike a fine balance between a
scientific precision and rigor that
leaves nothing to chance or accident
with a romantic portrayal of infinity
whose result is quietly seductive.
In 1999, Corse began a series of
“White Inner Band” paintings, which
were borne out of her research, and
creation of the “inner band,” a vertical
stripe full of luminous, active
brushstrokes, in which the hand of the
artist is both visibly present but that
also has the capacity to disappear into
the surrounding canvas when viewed
from certain angles.
If light has been the driving force

behind Corse’s experiments
throughout these years, it is only
natural then that her body of work
also encompasses white’s antithesis:
black. Interspersed with the
microsphere-filled pale strips of
paint, when Corse has recourse to
black, the acrylic too sparkles like
glitter. Walking from one end of a
canvas to another, we are invited to
take our time, to stop, look and bask
in the visual instability that her
work delights in.
“Mary Corse” will be on view at the
Lisson Gallery, 67 Lisson Street in
London, May 11-June 20.

Mary Corse
“Untitled (Multiband with
White Sides, Beveled),”
2017, Glass microspheres
in acrylic on canvas,
134.6 x 134.6 cm
53 x 53 in

ANYA HARRISON
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A M ST E R DA M

Not even five years since the
German artist Günther Förg
died at age 61 from cancer, the
Stedelijk Museum in Amsterdam
is mounting one of the largest
retrospectives to date of his
extraordinarily diverse oeuvre.
Through 100 artworks created
over four prolific decades, the
exhibition explores how Förg
became known as an artist who
challenged the basic tenets of
Modernism.
“Günther Förg: A Fragile
Beauty,” from May 26 until
October 14, includes painting,
photography, sculpture and
drawings, organized into
installation-like assemblages, in
the manner that Förg liked to
see his works shown.
“He conceived of his
exhibitions as really spacial
installations, though
installations is not a word for
what he made,” said Hripsimé
Visser, one of the curators of the
exhibition. “He didn’t make
installations, but he considered
the space itself, the windows, the
doors, the colors of the walls. We
tried to emphasize that by giving
each space a theme, in his spirit.”
The exhibition was conceived
by the former Stedelijk Museum
director Beatrix Ruf, who left the
museum last year, in
collaboration with curators at
the Dallas Museum of Art, which

Günther Förg,
“Sturz III,” 1984
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‘Günther Förg: A
Fragile Beauty’ at
Stedelijk Museum

will present a slightly different
version of the show from October
21 to January 27, 2019.
An uncategorizable artist who
worked with unusual materials
such as bronze, lead, plaster and
relective glass, Förg was most
closely associated with the
Cologne scene of the 1980s,
which challenged the traditions
of painting. His works were
heady and witty, but as an artist
he was particularly interested in
materiality — the weight,
substance and other physical
characteristics of whatever he
was using to make his work.
“Guther Förg was anything but
social or political,” said Visser. “He
was, in that sense, only an artist.
He was of course aware of political
issues. His work was not a
translation or a relection of any
kind, it was really about painting,
about structure, about space,
about the frame, and about the
workings of art.”
Instead, he was an
intellectual artist who was
interested in how Modernism

© E S TAT E G Ü N T H E R F Ö R G, S U I S S E C/O P I C TO R I G H T A M S T E R DA M 2 017

LEFT : Günther Förg,
“Micha,” 1983

had become defined, and he
appropriated some of its methods
and styles in order to raise
questions about how the history
of art is written, said Visser.
“Förg sought to explore the
legacy of the modernist aesthetic
in a Post-Modern age,” according
to his New York Times obituary.
“He created art not simply as
object but also as commentary.”
Visser said that Forg’s
approach means a lot to
Contemporary artists who are
exploring different theoretical
approaches to the history of art.
“This whole notion of what
Modernism is or could be is also
something at the heart of a lot of
discussions we hear going on
now,” she said. “In many
respects, be they more political
or from a colonial point of view or
a feminist point of view, there
are many critiques of
Modernism. Although Forg was
not feminist at all or political, he
was engaged with reexamination
of our notions of Modernism.”
NINA SIEGAL

Günther Förg,
“Farbfeld,” 1989
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Anthea Hamilton at
Tate Britain

The Tate Britain
Commission 2018:
Anthea Hamilton
“The Squash”
Installation view
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ABOVE: The Tate
Britain Commission 2018: Anthea
Hamilton
“The Squash”
Installation view

© TAT E ( S E R A P H I N A N E V I L L E ) 2 018

There is an undeniable sexiness to the
austerity currently wrought on Tate
Britain’s Duveen Galleries. White loor
tiles stretch across the space, covering
every surface, occasionally bobbing up
into upright plinth-like forms that act as
support for sculptures from the Tate’s
collection as well as for The Squash. This
latter is a figure that inhabits the
galleries, dressed in baroquely
glimmering head-to-toe costumes offset by
the clinical 1960s Rubik’s cube setting.
The Squash languorously lops about,
stretches its limbs in graceful motion, the
visitors who mill around the galleries no
more than a tiny blot on its periphery.
Occasionally it perches on the modular
furniture sets that also spring up from
these tiles: armchairs, platforms,
something at one end of the gallery that
resembles a swimming pool, minus the
water, adorned with the requisite metalstep ladder.
For the annual Tate Britain
Commission, the British artist Anthea
Hamilton has fashioned an uncanny,
immersive stage-set of an installation, a
visual pleasure ground. The source of all
this revelry is a delightful non sequitur, a
found photograph of a person dressed in a
costume resembling a squash vegetable,
for which the original caption has since
been lost. Unable to trace the purpose of
that image, Hamilton has let her
imagination run wild, opening up the
possibility for its genealogy to be written
anew by The Squash itself and by us, its
viewers.
Every day, over the course of the
display’s six months, a performer will
select a costume to wear from a rack of
seven — all created by Hamilton in
collaboration with Jonathan Anderson,
the creative director of Loewe, and each

© TAT E ( S E R A P H I N A N E V I L L E ) 2 018

one embellished with a gourd-like
headpiece that fully engulfs the
performer’s head — before emerging into
the dazzling white of the Duveen
Galleries. On my visit in early April, The
Squash was sporting a matching
sleeveless vest and trousers, the color
scheme verging on 1970s paisley — all
greens, oranges, nudes — but perhaps it
was just the vegetable achieving a state
of ripeness? It was at pains to disengage
itself from a gaggle of children who were
delighted at the colorful protuberance
that stood in place of where a human
head should have been. Note to self: The
Squash is a lone wolf.
Elsewhere throughout the space,
modern sculptures by other artists sit
perched (Henry Moore fans, eat your
heart out), chosen by Hamilton for their
organic forms and colors. What are they
doing here? Are these unwitting
inhabitants, like us, trying to make
sense of what on Earth is going on in this
organic vegetable patch? They certainly
lack the vivacity of the performers, even
if their forms are echoed every so often
by the latter’s bodies. Maybe this is a
way to revivify them. Hamilton has cited
the early 20th-century French writer
and dramatist Antonin Artaud for “the
physical knowledge of images” as an
inspiration for “The Squash.” Physicality
is not a new conceit for Hamilton, whose
last major work consisted of a giant pair
of golden buttocks — based on a design
by Gaetano Pesce for a never-built door
of a New York apartment block — in the
2016 Turner Prize show. Going back to
Artaud, absurdity is certainly at the
heart of the matter here, a parallel
universe where vegetables rule.
ANYA HARRISON

The Tate Britain Commission 2018:
Anthea Hamilton “The Squash”
Installation view
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N EW YO R K

Gedi Sibony’s
“The King And The Corpse,” 2018,
Porcelain enameled steel panels, steel, bolts, screws, wood,
c-clamps
Dimensions variable

Gedi Sibony, an artist whose work features installations, often
constructed from found objects, takes the tendency to the next
level for this show at Green Naftali in New York, where he’s
installed an entire dispossessed, prefabricated commercial
building. On view through May 5, the show consists of four
“sculptures.” “The King and the Corpse,” the namesake
project, takes up most of an entire loor of the gallery. The
other three sculptures are more on a human-scale. Of the
exhibition, the gallery says, “’The King and the Corpse
exhausts categories of modern sculpture: a found object that
confounds migration, a primary structure inordinate to human
scale. Circumambulated and entered, however, signifiers of the
structure’s abandonment abound — rust, manmade traces,
fixtures divested of function — and its center is revealed to be
a hollow armature. “The King and the Corpse” enacts a tension
between expansion and decline, signaling each, implying an
inevitable, cyclical reciprocity between the two.
More information: http://www.greenenaftaligallery.com/

N EW YO R K

Lucy Skaer sculptures ‘Sentiment’
at Peter Freeman, Inc.

Lucy Skaer’s “Further Consumption / Blue Window,” 2017
Window frame with Lapis Lazuli
46 1/2 x 51 x 5 3/4 inches (118.1 x 129.5 x 14.6 cm)
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Abstract sculptures and intimate constructions made from
personal artifacts compose Lucy Skaer’s second solo show at
Peter Freeman, Inc., in New York. The show, which includes
Skaer’s series “La Chasse,” 2017, is on view through June 2.
“Throughout her practice, in sculpture, print, and film, Skaer
mines and manipulates preexisting imagery — from art, from
history, and from her own oeuvre and personal history —
transforming and destabilizing straightforward readings of
the original source material and the resulting works. In this
exhibition she explores the role of feeling, emotion and
subjectivity in how we experience objects, images, or
situations, despite degrees of abstraction or transmutation.”
In addition to a series of bronze sculptures that represent
aspects of weather, Skaer is showing works from an ongoing
project she started in 2012. The gallery says she “uses
elements from her childhood home (where her father still
resides) such as wooden loor boards, windows and doors and
reconfigures them into boxes, cubes, or slabs, embellishing
them with fine materials, replacing glass panes with lapis
lazuli, and embedding objects from her father’s various
collections of disparate objects.”
More information: http://www.peterfreemaninc.com/
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Gedi Sibony’s ‘The King And The
Corpse’ at Green Naftali
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‘August Sander’ at
Hauser & Wirth
A woman stands leaning softly against a
shuttered caravan. She sports an
Orientalist-inspired outfit, beads of pearls
cascading down her front. Her hair is
cropped to a short bob, and she meets the
photographer’s gaze full on, her eyebrows
somewhat cockily raised. She has no
name, the photographic print simply
denoting her as “Zirkusartistin (Circus
Artiste),” 1926-1932 (printed 1972), yet
from her stance, dress, gaze and
surroundings we get a hint of this
anonymous figure’s character and a taste
of the socio-historical context in which
this portrait was taken.
“Zirkusartistin (Circus Artiste)” is one
of several thousand photographs made by
the legendary German portrait and
documentary photographer August
Sander (1876-1964) in the first half of the
20th century. Together they attest to a
lifelong commitment to creating a
sociological portrait of Germany at a time
of profound and turbulent cultural,
economic, social and political change.
Around 70 of these large-scale
photographs — taken both from his
“Portfolio of Archetypes,” a series of 12
works made between 1910 and 1931, and
other series — have been brought together
for “August Sander,” on view at London’s
Hauser & Wirth from May 18 to July 28.
Born into a mining family, Sander took
up photography by chance when in 1892,
when he was still a child, an uncle
presented him with a camera. He quickly
taught himself how to use it and
subsequently spent his military service in

August Sander’s “Boxer
(Boxers)”
1929 (printed 1972),
Gelatin silver print,
80.2 x 60 cm / 31 5/8 x 23 5/8 in
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August Sander’s
“Zirkusartistin
(Circus Artiste)”
1926 – 1932 (printed 1972)
Gelatin silver print
80 x 60 cm / 31 1/2 x 23 5/8 in
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LEFT: August
Sander’s
“Bauernmädchen
(Country Girls),”
1925, (printed
1972)
Gelatin silver print
79.3 x 60 cm /
31 1/4 x 23 5/8 in

RIGHT: August
Sander’s
“Sportflieger
(Aviator),”
1920
(printed 1972),
Gelatin silver print
79.3 x 59.4 cm
/ 31 1/4 x 23 3/8 in

1897-99 as a photographer’s assistant
before setting up his own studio in
Cologne in 1909. He found commercial
success, but his gnawing passion and
life’s effort was to catalogue the entirety
of contemporary German society, which
culminated in his “People of the 20th
Century,” 1892-1954. Sander’s “Portfolio
of Archetypes,” which laid the
groundwork for this endeavour, feature
not just circus artists, but also boxers,
country girls, aviators and bohemians,
subjects that were chosen with care in
order to portray the vast social and
ethnographic diversity of Weimar
Germany. The format is consistent
throughout: subjects mostly stand or sit
facing the camera and the prints bear no
trace of their individual identities, simply
the social archetype that each represents.
Neutral backgrounds and natural light
are favored, ensuring that the attention
falls fully on the anonymous sitter. Yet
personalities and emotions seep through:
the lexed muscles and grin on one of the

boxer’s faces; the two bohemians who sit
poised, half-smoked cigarettes jauntily
held between two fingers. These are as
much self-portraits as they are portraits.
When these images are viewed
together, it’s easy to see how Sander’s
commitment to this form of
documentation has been adopted as a
prototype for future attempts at
representing collective histories (not least
with “The Family of Man,” the MoMAorganized exhibition of 1955 that brought
together hundreds of images by
photographers from around the world,
celebrating universal aspects of human
experience). Similarly, the rigorous,
precise and unembellished aesthetic that
Sander pioneered was formative to the
establishment of photography’s
independence from painting, and
presaged the cool look that has found its
way into the work of post-war and
contemporary figures such as Bernd and
Hilla Becher or Rineke Dijkstra.
ANYA HARRISON
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“Being: New Photography 2018,” on
view through August 19, is the latest in
the Museum of Modern Art’s New
Photography exhibition series. Founded
in 1985, New Photography has
introduced more than 100 artists
globally while becoming a key
component of the museum’s program.
The series brings light to the latest
developments in the world of
photography and photo art. “Being,”
this year’s theme, examines what it
means to be human and poses
questions about what it means to be
portrayed in an image.
“At a time when questions about the
rights, responsibilities, and dangers
inherent in being represented — and in
representing others — are being
debated around the world, the works
featured in ‘Being’ call attention to
assumptions about how individuals are
depicted and perceived,” the museum
says. “Many challenge the conventions
of photographic portraiture, or use
tactics such as masking, cropping, or
fragmenting to disorient the viewer. In
others, snapshots or found images are
taken from their original context and
placed in a new one to reveal hidden
stories.” “Being” includes more than 80
new and recent works by 17 artists
from 10 countries.
More information:
https://www.moma.org/

Aïda Muluneh’s
“All in One.” 2016. Pigmented
inkjet print, 31 1/2 × 31 1/2
(80 × 80 cm).
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C O U R T E SY A Ï DA M U L U N E H A N D DAV I D K R U T P R O J E C T S . © 2 018 A Ï DA M U L U N E H

‘Being: New
Photography 2018’
at MoMA

C LO C K W I S E : © 2 018 J OA N N A P I OT R O W S K A : C O U R T E S Y A N D R Z E J S T E I N B AC H A N D GA L E R I E C O N R A D I , H A M B U R G A N D B R U S S E L S . © 2 018 A N D R Z E J
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LEFT :Joanna Piotrowska’s “XXXI,
FROWST.” 2013-2014. Gelatin silver
print, 50 13/16 × 62 5/8*
(129.1 × 159.1 cm) The Museum of
Modern Art, New York. Carol and
David Appel Family Fund

RIGHT : Andrzej Steinbach’s
“Untitled”, 2017.
Inkjet print, 35 7/16 × 23 5/8
(90 × 60 cm)

LEFT: Stephanie Syjuco’s
“Cargo Cults: Head Bundle.” 2013-16.
Pigmented inkjet print,
40 x 30 inches (101.6 x 76.2 cm)
ABOVE: Yazan Khalili’s “Hiding
our faces like a dancing wind.”
2016 (still). Video (color, no
sound),
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‘Tarsila do
Amaral: Inventing
Modern Art in
Brazil’ at
MoMA
“Tarsila do Amaral: Inventing
Modern Art in Brazil” is the
first monographic exhibition of
the Brazilian artist to be held
in the United States and it
will be on view at the Museum
of Modern Art in New York
through June 3. It is dedicated
to the pioneering work of
Amaral (1886–1973),
considered the founder of
Brazilian modernism. The
show traces the artist’s career
from the 1920s and her
groundbreaking contribution
through about 120 works.
These include paintings,
drawings, sketchbooks, and
photographs all drawn from
collections across the US,
Latin America, and Europe.
“The exhibition focuses on
her pivotal production from
the 1920s, when she navigated
the art worlds of both São
Paulo and Paris, and charts
her involvement with an
increasingly international
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BELOW: Tarsila
do Amaral.
“Postcard
(Cartão-postal),” 1929.
Oil on canvas.
50 3/16 x 56 1/8
in. (127.5 x 142.5
cm). Private
collection,
Rio de Janeiro

artistic community, as well as
her critical role in the
emergence of modernism in
Brazil,” the museum says.
Do Amaral became a key
figure for later generations of
Brazilian artists working
across various mediums from
literature to fashion and
music. The exhibition
concludes with her large-scale,
socially driven works of the
early 1930s. The highlight of
the show is the reunion of
three landmark paintings,
“The Black Woman,” 1923,
“Abaporu,” 1928, and
“Anthropophagy,” 1929. The
last time these paintings were
jointly exhibited was in 1993.
More information:
https://www.moma.org/

C LO C K W I S E : © TA R S I L A D O A M A R A L L I C E N C I A M E N TO S: © TA R S I L A D O A M A R A L L I C E N C I A M E N TO S

LEFT : Tarsila do
Amaral.
“Abaporu,” 1928.
Oil on canvas.
33 7/16 x 28 3/4
in. (85 x 73 cm).
Collection
MALBA, Museo
de Arte
Latinoamericano de Buenos
Aires

© TA R S I L A D O A M A R A L L I C E N C I A M E N TO S .

Tarsila do Amaral.
“Carnival in
Madureira,” 1924.
Oil on canvas.
29 15/16 x 25 in.
(76 x 63.5 cm).
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‘Mirroring China’s Past: Emperors and Their
Bronzes’ at the Art Institute of Chicago
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“Bell (nao),” Western Zhou dynasty
(1046–771 BC),
China, probably Hunan province.
The Art Institute of Chicago.
Lucy Maud Buckingham Collection

Artist Unknown, “Court Beauty,”
Qing dynasty, late Kangxi reign
(between 1709 and 1723),
The Palace Museum, Beijing

I M AG E S C O U R T E S Y O F T H E A R T I N S T I T U T E O F C H I C AG O

The Art Institute of Chicago is
presenting “Mirroring China’s Past:
Emperors and Their Bronzes”
through May 13.
“Chinese bronzes of the second
and first millennia BC are some of
the most distinctive achievements in
the history of art,” the museum says.
“Exquisitely ornamented, these
vessels were made to carry sacrificial
offerings, to use in burial, or to
commemorate family in public
ceremonies. When they were found
by emperors centuries later, these
spiritually significant objects were
seen as manifestations of a heavenly
mandate on a ruler or dynasty and
became prized items in imperial
collections. This exhibition — the
first to explore how these exquisite
objects were collected and
conceptualized throughout Chinese
history — presents a rare
opportunity to experience a large
number of these works together in
the United States.”
The show features more than 180
objects once owned and used by
Chinese emperors and well-known
scholars. The exhibition examines
how they evolved from everyday use
for cooking, drinking, and serving
food to repositories of spirituality.
The exhibit is drawn from the
museum’s own holdings, private
collections, and US museums. It also
contains loans from the Palace
Museum, Beijing and the Shanghai
Museum. Several works by
Contemporary artists are also on
display, showing the role of bronze
works in our era.
More information:
http://www.artic.edu/

Galerie Etienne Lévy Curated by BlouinShop

The Art of Living, Curated by Our Editors
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“Lobed Tripod
Cauldron (Shi Yin li),”
Mid-Western Zhou
dynasty, 927–850 BC.
China. The Palace
Museum, Beijing

© AT T I L I O M A R A N Z A N O. I N S TA L L AT I O N V I E W AT H E N I E O N S TA D S A N ATO R I U M , H E N I E O N S TA D K U N S T S E N T E R , H OV I KO D D E N , 2 017

Ghada Amer’s
“Ma Venus De
Milo” 2017,
Glazed
ceramic
24 x 39 x 9 1/2
inches
61 x 99.1 x 24.1
centimeters

DOWN : Ghada
Amer’s
“Glimpse into a
new painting”
2018
Acrylic,
embroidery and
gel medium on
canvas
64 x 72 inches
162.6 x 182.9
centimeters

N EW YO R K

Ghada Amer at Cheim & Read
Marking her fourth solo with Cheim &
Read in New York, the Egyptian artist
Ghada Amer is exhibiting “the fruit of her
exuberant creative growth from the last
few years,” the gallery says. Amer’s recent
experimentations with ceramics will be
presented for the first time, along with
paintings and other works, which will be
on view through May 12. “Many of Amer’s
paintings make art historical references
in subversive and humorous ways,” the
gallery says. “‘White Girls’ and ‘WhiteRFGA’ subtly make racial commentary,
critiquing whiteness as a convention while
addressing Robert Ryman. ‘Landscape
with Black Mountains-RFGA’ conlates
the female form as a pastoral setting. The
cascading and pooling thread,
omnipresent in Amer’s work, recalls
Jackson Pollock. Jenni Sorkin writes in

the catalogue essay, ‘Ghada Amer has
utilized the lush landscape of the art
historical past from which to plunder —
re-casting the role of women as subject,
versus object’.”
Ghada Amer was born in Cairo in 1963.
She attended the Villa Arson in Nice,
France, where she graduated with an
MFA in painting in 1989, and now lives
and works in New York. Her work was the
subject of a Brooklyn Museum survey
show in 2008, “Love Has No End.” Amer’s
work is held in the collections many top
museums, including Mathaf: Arab
Museum of Modern Art, Doha, Qatar; Art
Institute of Chicago, Chicago, Illinois;
Centre Georges Pompidou, Paris, France;
and the Tel Aviv Museum, Israel.
More information:
http://www.cheimread.com/
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ROME

Solo Show for Shio Kusaka at Gagosian

Shio Kusaka

Gagosian is hosting the Los Angeles-based Japanese
artist Shio Kusaka’s first solo show in Italy,
showcasing her new works at the gallery’s Rome venue
through May 26. “While Kusaka’s exhibitions typically
feature a combination of abstraction and
representation, this is the first to focus exclusively on
her abstract work,” the gallery says.
“The ceramics, variations on the form of the vase, are
drawn and etched with continuous, geodesic lines — a
process that is simultaneously systematic and
intuitive. Minimalist repetitions stretch across the
round volumes, echoing the grids of Agnes Martin, or
the instruction-based wall drawings of Sol LeWitt,
which also embrace the irregularities of the handdrawn line, creating sinuous, oscillating terrains.”
The vases in the show are drawn and etched with
continuous lines, carried out through a process that is
“at once systematic yet intuitive.” Shio Kusaka was
born in 1972 in Morioka, Japan, and lives and works
in Los Angeles.
More information: https://www.gagosian.com/

P H OTO BY M A N F R E D I G I OAC C H I N I . C O U R T E S Y O F M A N F R E D I G I OAC C H I N I

Shio Kusaka ‘s
(line 65), 2017
stoneware
28 x 19 x 19 inches
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‘Surface Work’ — A Celebration
of Women Abstract Artists at
Victoria Miro
Victoria Miro is hosting a group exhibition “Surface Work”
featuring the works of a number of international, women
artists from different generations, on view April 11-May 19, at
the gallery’s Wharf Road and Mayfair locations in London.
“‘Surface Work’ takes its title from a quote by the Abstract
Expressionist painter Joan Mitchell, who said: ‘Abstract is not
a style. I simply want to make a surface work’,” the gallery
says. “The exhibition relects the ways in which women have
been at the heart of abstract art’s development over the past
century, from those who propelled the language of abstraction
forward, often with little recognition, to those who have built
upon the legacy of earlier generations, using abstraction to
open new paths to optical, emotional, cultural, and even
political expression.”
Included will be works by over 50 women artists from
North and South America, Europe, the Middle East and Asia.
The show includes works from every decade since 1918, from
earliest work by the Russian Constructivist Liubov Popova to
the most recent Contemporary works by Dala Nasser, Adriana
Varejão, Svenja Deininger and Elizabeth Neel.
More information: https://www.victoria-miro.com/

Mary Heilman’s
“Idriss,” 2012
Oil on wood panel
61 x 76 cm 24 x 29 7/8 in

C H I CAG O

Adventures in Photography from
Burkina Faso at Art Institute of
Chicago
With the unwieldy title “Volta
Photo: Starring Sanlé Sory and
the People of Bobo-Dioulasso in
the Small but Musically Mighty
Country of Burkina Faso,” this
exhibit at the Art Institute of
Chicago brings viewers (and
listeners) to the studio of a
photographer who recorded the
people and styles of the African
region beginning in 1960. The
installation combines commercial
studio photography and popular
music from the former West
African country of Upper Volta
and is on view until August 18.
“This immersive installation
brings the complex culture of

Upper Volta to life through more
than 100 of Sory’s photographs
from the 1960s; objects from Volta
Photo such as its signature
backdrop, studio lights, and
several props; digitized music from
the era; and 45-rpm records,” the
museum says. Sory (b. 1943)
opened his studio, Volta Photo, in
1960. It was located at the center
of Bobo-Dioulasso the culture
capital of what was then Upper
Volta. Sory took portraits of Fula
villagers, scenes of rural everyday
life, capturing the vibrant cultural
appeal of the region.
More information:
http://www.artic.edu/

Adriana Varejão’s
“Azulejão (Moon),”
2018, Oil and plaster
on canvas
180 x 180 cm
70 7/8 x 70 7/8 in

ABOVE: Helen
Frankenthaler ‘s
“Winter Figure with Black
Overhead,” 1959
Oil on sized primed canvas
213.4 x 134.6 cm 84 x 53 in

Ibrahima
Sanlé Sory’s
“Untitled,”
1965/75,
printed 2017.
The Art
Institute of
Chicago, gift
of the artist
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BELOW: Kehinde Wiley
Samuel Eto”o”, 2010,
Oil on canvas,
72 x 60 inches Private Collection,

‘The World’s Game: Fútbol
and Contemporary Art’ at
Pérez Art Museum
Pérez Art Museum Miami will be hosting “The
World’s Game: Fútbol and Contemporary Art”
from April 13 through September 2. The show
coincides with the 2018 World Cup. On view
are 50 works of art that touch on the subject of
soccer, ranging from video and photography to
painting and sculpture featuring artists such
as Andy Warhol, Vik Muniz, Maria Lassnig,
Kehinde Wiley, Robin Rhode, and Antoni
Muntadas among others. Kehinde Wiley’s
portrait of the soccer hero Samuel Eto’o, a
striker from Cameroon who won the African
Player of the Year award four times. Wiley’s
created the portrait on the occasion of the 2010
World Cup in South Africa. Also on view are
the LA-based artist Chris Beas’ photo-based
paintings of former Manchester United stars
Brian Kidd, George Best, and Sir Bobby
Charlton. Soccer is the most popular sport in
the world by far, transcending boundaries and
cultures. Of the exhibition, the gallery says,
“With approximately 20 artists working in
video, photography, painting, and sculpture,
the aim of this exhibition is to create an
experience where the viewer/spectator can use
a universal theme to engage with the work of
Contemporary artists from around the world.
Through visual art, PAMM seeks to present
the art form of soccer — a place where social,
cultural, and political issues of identity,
nationalism, globalism, and mass spectacle
play out vibrantly. The exhibition celebrates
the commonality of human experience through
a sport that has been one of the few common
languages worldwide.”
More information: http://pamm.org/
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ABOVE: George
Afedzi Hughes‘s
“Made in the
Colonies,”
2008-11, Acrylic,
oil, and enamel
on canvas
71 x 97 inches

BELOW: George
Afedzi Hughes’s
“Parallel,” 2009,
Acrylic and oil on
canvas,
72 x 120 inches
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MIAMI
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John Latham’s ‘Skoob Works’
at Lisson

John Latham’s “What is Science,” 1989, Crate, expanded
polyurethane foam, books, wire, aluminium tube,
motorcycle fairing
157.5 x 173 x 46 cm 62 x 68 1/8 x 18 1/8 in

The first New York exhibition of the British artist John
Latham (1921–2006) focuses on his “skoob” pieces, which
play with the structure, metaphor and literary aspects of
books. It’s on view at Lisson in New York through June 16.
The gallery says of the show that the artist “began using
books as a medium in 1958, extending his earliest spraypainted canvases into the third dimension by creating reliefs
wherein the publication emerged from plaster on canvas.
Titled ‘skoob,’ a reversal of ‘books,’ the works invert the
traditional function of literature, typically read in a linear
and temporal manner, to create an object that can be
consumed spontaneously and without structure. And while
they also symbolized language and institutional knowledge,
Latham noted: “It was not in any degree a gesture of
contempt for books or literature. What it did was intend to
put the proposition into mind that perhaps the cultural base
had been burnt out.” The exhibit includes the artist’s
freestanding “skoobs” and a “skoob tower” from the late
1960s and 1970s. A highlight of the exhibition is “They’re
Learning Fast,” 1988. The texts are from Latham’s
philosophical treatise, “Report of a Surveyor.” It addresses
the failure of the British government in supporting art.
More information: https://www.lissongallery.com/

VENICE

Chantal Joffe’s Pastels at Victoria Miro
Victoria Miro is hosting an exhibition of new and
recent pastels by artist Chantal Joffe, on view at the
gallery’s Venice location April 14-May 19.
Of the exhibition, the gallery says: “In these recent
works, the sense of mobile immediacy that distinguishes
Joffe’s paintings is intensified. Focusing on relatives,
friends and herself in scenes of leisure and domestic life,
she brings images robustly to life using sticks of colored
pastel on fine-toothed paper.”
Joffe explains, “You can get a kind of brutality with
pastel that you can’t with paint. With paint there’s
always an extension of your arm and brush. Whereas
pastel is so primitive. You can’t draw hard enough.”
Born in 1969, Chantal Joffe lives and works in
London. She holds an MA from the Royal College of Art
and was awarded the Royal Academy Wollaston Prize in
2006. Joffe has exhibited nationally and internationally
at institutional venues including the National Portrait
Gallery, London (2015); Jewish Museum, New York
(2015); Saatchi Gallery, London (2013 – 2014); and
Turner Contemporary, Margate (2011).
More Information: https://www.victoria-miro.com/

Chantal Joffe’s “Vita
Reclining,” 2016
Pastel on paper,
37.8 x 47.6 x 3.8 cm
14 7/8 x 18 3/4 x 1 1/2 in
Chantal Joffe‘s
“Self-Portrait,” 2015,
Pastel on paper
47.6 x 37.8 x 3.8 cm
18 3/4 x 14 7/8 x 1 1/2 in
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ABOVE: Youth initiation
(trousers-vest ensemble and shirt
dress in lilac ‚Dederon-Georgette’), vintage print 15,7 x 11,7
in,
Models: German Fashion

Arno’s ‘Selling Dreams,’
Fashion Photography for Sibylle
at Galerie Berinson
The show at Galerie Berinson in Berlin features about 60
vintage prints from the 1960s and 70s by Arno Fischer (19272011). The images were made for the East German women’s
magazine Sibylle. The show is on view through July 6.
Considered to be an inluential photographer in the German
Democratic Republic, Fischer enjoyed continued success in
reunified Germany. When Fischer came on board as part of
the editorial team in 1962, Sibylle was already the most
popular and almost the only lifestyle magazine in East
Germany that was dedicated to fashion.
“Fischer’s fashion photographs for Sibylle were styledefining and had a formative inluence on the magazine,”
the gallery says. “They are kept in a documentary style
and depict fashion in an every day environment, like the
streets of Prenzlauer Berg or the industrial area of
Bitterfeld. With this concept, Fischer developed a new kind
of photojournalism for fashion which was unique at the
time. … Arno Fischer once said about the relevance of
Sibylle on the everyday culture in the GDR that ‘Often we
sold dreams, probably because we dreamed by ourselves’.”
More information: https://berinson.de/en/
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Richard Long’s ‘Circle to Circle’
at Lisson
Richard Long’s latest exhibition in London is loosely themed
around different uses of the circular motif in his work. In
1988, the artist praised the form: “I can make a circle of
words, I can make a circle of stones, I can make a circle of
mud with my hands on a wall, I can walk in a circle for one
hundred miles. It is a completely adaptable image and form
and system.”
The focus of this show, on view at Lisson’s London gallery
through June 23, is a large new loor-based stone circle
“Flint Wheel,” 2018. It has been constructed from knapped
or split Norfolk lint. The stones radiate out from a central
nexus like spokes on a wheel each alternating in tone from
chalky white exterior to each lint’s darker core. Says the
gallery: “Just as Long’s work obliquely references ancient
symbols, beliefs and superstitions surrounding sacred sites
and stone circles, it also relects the occurrence of shapes
and forms in nature, at both the macro- and the microscopic
level. In a recent photographic work, “Circle in the Amazon,
Brazil,” 2016, Long arranged palm leaves into a circular
mound, leaving only a gentle imprint in the chaotic fabric of
the jungle.”
More information: https://www.lissongallery.com/
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Richard
Long’s
“North South
East West,”
2017,
Exhibited as
part of ‘Earth
sky’ at
Houghton
Hall, Norfolk,
30 April – 26
October 2017

C LO C K W I S E F R O M TO P L E F T: GA L E R I E B E R I N S O N , B E R L I N : GA L E R I E B E R I N S O N , B E R L I N : © R I C H A R D LO N G / P E T E H U G G I N S C O U R T E S Y L I S S O N GA L L E R Y

BELOW: Shirt dresses, synthetic
knitwear with lurex effect, vintage
print, 15,7 x 11,8 in , Models: German
Fashion Institute ‘Sibylle’, issue 6, 1970

N EW YO R K
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Tomas Saraceno’s Inspired
Installations at Tanya Bonakdar
Gallery
Tomas Saraceno’s “Hybrid Solitary... Semi-Social Quintet...
On Cosmic Webs...” is being presented at Tanya Bonakdar
Gallery in New York through May 2. The exhibition, the fifth
solo show for Saraceno at Bonakdar, brings together largescale installation, sculptures and works on paper.
The gallery says in this exhibition “Saraceno will further
develop his investigation of mapping societal complexities and
possibilities with a presentation of new hanging sculptures
and a major installation that transforms the ground loor
gallery space into an immersive universe. Saraceno’s
multidisciplinary artistic practice takes inspiration from a
variety of sources ranging from architecture and space
exploration to science fiction and geometries found in the
biological sciences. Among these subjects, Saraceno has long
included arachnology [the study of spiders] as a tool for the
investigation of alternative constructions.”
More information: http://www.tanyabonakdargallery.com

Tomás
Saraceno‘s
“RAY 1080,”
2017

Tomás
Saraceno ‘s
“Calder Upside
Down”
30/20/13, 2017

N EW YO R K

‘Drawing The Line’ in Expressionist
Art Show at Galerie St. Etienne
Galerie St. Etienne is hosting a
group exhibition titled “Drawing The
Line: Realism and Abstraction in
Expressionist Art”, on view through
July 6.
The exhibition is showing works
by some of the best-known names of
Expressionist Art, including
Wassily Kandinsky, Max
Beckmann, Otto Mueller, Lyonel
Feininger, Otto Dix, Erich Heckel,
George Grosz, Richard Gerstl,
Ernst Ludwig Kirchner, Paul Klee,
Oskar Kokoschka, Alfred Kubin,
Franz Marc, August Macke, Emil
Nolde, Hermann Max Pechstein,
Wassily Kandindsky’s (French (Born
Russian), 1866-1944)
Small Worlds,
1922. Portfolio of twelve prints (six
lithographs, four drypoints, and two
woodcuts), Private collection

Karl Schmidt-Rottluff, and Egon
Schiele. The exhibition explore the
tug-of-war between realism and
abstraction — the two strands of
Expressionism — often are cast
opposite each other in the
developmental narratives within
Modernism. Despite the different
approaches, the gallery says, “each
artist was able to transform his
subjective experiences into an
emotionally compelling
commentary on the human
condition. Expressionism’s most
significant legacy lies in the
creation of a pictorial language that
amalgamates abstract elements
with references to the visible
world.”
More information:
http://www.gseart.com/
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GALLERY LISTINGS
Acquavella Galleries

David Nolan Gallery

Galerie Eigen + Art

18 E 79th St,
New York, NY 10075
+1 212 734 6300
info@acquavellagalleries.com
acquavellagalleries.com
Visit us at Frieze New York, Randall’s
Island Park, Booth E11, May 3-6 and
TEFAF New York Spring 2018, Park
Avenue Armory, Booth 66, May 4-18

527 W 29th St,
New York, NY 10001
+1 212 925 6190
info@davidnolangallery.com
davidnolangallery.com
Jorinde Voigt: “Integral,”
May 4-June 23

Auguststraße 26,
10117 Berlin
49.30.280 6605
berlin@eigen-art.com
eigen-art.com
Tim Eitel, through May 26
Carsten Nicolai, May 31-July 7

Di Donna

Galerie Greta Meert

744 Madison Avenue,
New York, NY 10065
+1 212 259 0444
info@didonna.com
didonna.com
Surrealist , Modern, Post-War Art
“Moon Dancers: Yup’ik Masks and
the Surrealists,” through June 29

13 Rue du Canal,
1000 Brussels
+32 2 219 14 22
info@galeriegretameert.com
galeriegretameert.com
Jean-Luc Moulène, through June 29
Carlos Caballero, through June 29

Casey Kaplan
121 W 27th St,
New York, NY 10001
+1 212 645 7335
info@caseykaplangallery.com
caseykaplangallery.com
Matthew Brannon: “Concerning
Vietnam,” May 1-June 16
Jason Dodge, June 21-July 27

Cheim & Read
547 W 25th St,
New York, NY 10001
+1 212 242 7727
gallery@cheimread.com
cheimread.com
Ghada Amer, through May 12.
Catalogue available with text by
Jenni Sorkin
Al Held: “Paris to New York 19521959,” May 17-July 6. Catalogue
available with text by Matthew Israel

Galerie Hans Mayer
Edward Tyler Nahem Fine Art
37 W 57th St,
New York, NY 10019
+1 212 517 2453
info@etnahem.com
edwardtylernahemﬁneart.com
Modern, Post-War and
Contemporary Masters

Edwynn Houk Gallery
745 Fifth Ave,
New York, NY 10151
+1 212 750 7070
info@houkgallery.com
houkgallery.com
Erwin Blumenfeld, through June 2

Galerie Isabella Bortolozzi
Schöneberger Ufer 61,
10785 Berlin
+49 30 26 39 49 85
info@bortolozzi.com
bortolozzi.com
Danny McDonald: “Search
Parameters,” through June 23

Galerie Jocelyn Wolff

Fasanenstraße 30, 10719 Berlin
+49 30 88 62 40 56
post@galeriebuchholz.de
galeriebuchholz.de

78 Rue Julien Lacroix,
75020 Paris
+33 1 42 03 05 65
galeriewolff.com
William Anastasi: “Conic Sections,
1968-2018,” through June 16

Galerie Daniel Templon

Galerie Karsten Greve

30 rue Beaubourg,
75003 Paris
+33 142 72 14 10
info@danieltemplon.com
danieltemplon.com
Gérard Garouste: “Zeugma,”
through May 12

Drususgaße 1-5,
50667 Cologne
+49 221 257 1012
info@galerie-karsten-greve.de
galerie-karsten-greve.com
Pierre Soulages: “Peinture,” through
June 23

Galerie Buchholz

SVEN STILINOVIC Untitled (detail), 1986, SW Photo
Collage at Galerie Martin Janda, Vienna

Grabbeplatz 2,
40213 Düsseldorf
+49 211 132 135
galerie@galeriehansmayer.de
galeriehansmayer.de

URSULA VON RYDINGSVARD Elegantka II,
2013-14/2016, Urethane resin, 126 x 46 x 46 inches,
Edition of 3 + 1 AP at Galerie Lelong & Co. New York
Photo: Michael Bodycomb

Galerie Lelong & Co.
528 W 26th St,
New York, NY 10001
+1 212 315 0470
art@galerielelong.com
galerielelong.com
Ursula von Rydingsvard: “Torn,”
through June 23

Galerie Lahumière
17, rue du Parc Royal,
75003 Paris
+33 1 42 77 27 74
galerie@lahumiere.com
lahumiere.com

Galerie Martin Janda
Eschenbachgasse 11,
1010 Vienna
+43 1 5857371
galerie@martinjanda.at
martinjanda.at
Benjamin Butler: “Recent Trees and
Monochromes,” through June 2
Sven Stilinovic, through June 2

To be included in Modern Painters’ Gallery
listings, contact cbostick@artinfo.com

Galerie Max Hetzler

Galerie Nordenhake

Marianne Boesky Gallery

Bleibtreustraße 45, Berlin
Goethestraße 2/3, Berlin
+49 30 34 64 97 850
info@maxhetzler.com
maxhetzler.com
Loris Gréaud: “Ladi Rogeurs: Sir
Loudrage - a still life,” through July 2

Lindenstrasse 34,
10969 Berlin
+49 30 20 61 48 3
berlin@nordenhake.com
nordenhake.com
Stanley Whitney, through May 26

509 W 24th St,
New York, NY 10011
+1 212 680 9889
info@boeskygallery.com
marianneboeskygallery.com
Julia Dault: “More Than Words,”
a new series of sculpture and
paintings, through June 16

Galleria Continua
Weydingerstraße 2-4,
10178 Berlin
+49 30 40 04 26 41
berlin@nagel-draxler.de
nagel-draxler.de
Sayre Gomez: “The Cabinet and The
Vitrine,” through June 2

#8503, 2 Jiuxianqiao Road
Chaoyang District 100015
Beijing, China
+86 10 5978 9505
beijing@galleriacontinua.fr
galleriacontinua.com
Carsten Höller: “Method,” through
June 2

Galerie Nathalie Obadia

Gladstone Gallery

3 rue du Cloître Saint-Merri,
75004 Paris
+33 1 42 74 67 68
noe.marshall@galerie-obadia.
com
galerie-obadia.com
Jerome Zonder: “Homo Sapiens,”
through May 27
Agnes Varda: “Une Cabane De
Cinema: La serre du Bonheur,”
through May 31

515 West 24th St
530 West 21st St
New York, NY 10011
+1 212 206 9300
info@gladstonegallery.com
gladstonegallery.com
Carroll Dunham, through June 16
Huang Yong Ping, through June 16

Galerie Nagel Draxler

Hauser & Wirth
23 Savile Row,
London W1S 2ET
+44 207 287 2300
london@hauserwirth.com
hauserwirth.com
“Spiegelgasse:” Curated by Gianni
Jetzer, May 18-July 28
August Sander: “Men Without
Masks,” May 18-July 28

Matthew Marks Gallery

JOHN BALDESSARI All Z's (Picabia/Mondrian):
Zaftig, 2017, varnished inkjet print on canvas
with acrylic paint, 84.625 x 54 x 1.5 inches
at Marian Goodman Gallery, New York

Lehmann Maupin
536 W 22nd St,
New York, NY 10011
+1 212 255 2923
newyork@lehmannmaupin.com
lehmannmaupin.com
“American Landscape:” A group
exhibition focusing on the American
landscape, through May 4
Cecilia Vicuña: Surrealist style
paintings from the 1970s, her ‘quipu’
works and installations of
‘precarious,’ small sculptures made
of found detritus, May 19-July 14

Luhring Augustine
Howard Greenberg Gallery

JEROME ZONDER Portrait de Garance #50, 2018,
graphite powder and charcoal powder on paper,
77 x 57 cm, ourtesy of the artist and Galerie Nathalie
Obadia, Paris/Bruxelles

41 E 57th St,
New York, NY 10022
+1 212 334 0010
info@howardgreenberg.com
howardgreenberg.com
Ed van der Elsken: “Love” and Other
Stories, through May 5
Bruno V. Roels: “A Palm Tree Is A
Palm Tree Is A Palm Tree,” through
May 5
Arnold Newman: “One Hundred,”
May 10-June 30
Saul Leiter: “In My Room,” May 10June 30

531 W 24th St,
New York, NY 10011
+1 212 206 9100
info@luhringaugustine.com
luhringaugustine.com
Oscar Tuazon, through June 16

Marian Goodman Gallery
24 West 57th St,
New York, NY 10019
+ 1 212 977 7160
goodman@mariangoodman.com
mariangoodman.com
John Baldesssari: “All Z’s (Picabia/
Mondrian),” May 4-June 16

523 W 24th St, 522 W 22nd St,
526 W 22nd St
New York, NY 10001
212-243-0200
info@matthewmarks.com
matthewmarks.com
Charles Ray: “three rooms and the
repair annex,” May 3-June 16
Terry Winters: “12twelvepaintings,”
May 3-June 16

Metro Pictures
519 W 24th St,
New York, NY 10011
+1 212 206 7100
michael@metropictures.com
metropictures.com
Andreass Sslominski, through
May 26
Camille Henrot: “Born, Never
Asked,” opens May 1

Michael Werner
4 E 77th St,
New York, NY 10075
+1 212 988 1623
newyork@michaelwerner.com
michaelwerner.com
Per Kirkeby: “Paintings and Bronzes
from the 1980s,” through May 5
A. R. Penck, opens in May

Mitchell-Innes & Nash
534 W 26th St,
New York, NY 10002
+1 212 744 7400
info@miandn.com
miandn.com
Keltie Ferris: “(F(U(T( )U)R)E),”
through May 19
Justine Kurland: “Girl Pictures,
1997-2002,” May 24-June 29

The World’s Largest Portfolio of
Assets Devoted to
the Arts, Culture, and Luxury

More Art. More News. More Places.

For more information, visit us at BlouinArtinfoCorp.com
@artinfodotcom

@ARTINFO

@blouin_artinfo

@blouinartinfo

@blouinartinfo

Mnuchin Gallery

Sprüth Magers

45 E 78th St,
New York, NY 10075
+1 212 861 0020
contact@mnuchingallery.com
mnuchingallery.com
“Reds,” through June 9

Oranienburger Straße 18,
10178 Berlin
+49 30 28 88 40 30
info@spruethmagers.com
spruethmagers.com
Andro Wekua, thru September 9
Senga Nengudi, thru September 9
Kara Walker, thru September 9

PACE
32 E 57th St,
New York, NY 10022
+1 212 421 3292
info@pacegallery.com
pacegallery.com
Yto Barrada: “How To Do Nothing
With Nobody All Alone By Yourself,”
through May 5

Stephen Friedman Gallery
25-28 Old Burlington St
W1S 3AN London
+44 20 7494 1434
info@stephenfriedman.com
stephenfriedman.com
Andreas Eriksson, through May 26

Pace/MacGill Gallery

Van de Weghe Fine Art

32 E 57th St,
New York, NY 10022
+1 212 759 7999
info@pacemacgill.com
pacemacgill.com
“Pairs,” May 10-August 24

Peter Blum Gallery
176 Grand St,
New York, NY 10013
+1 212 244 6055
art@peterblumgallery.com
peterblumgallery.com
Daniel Rich: “Never Forever,”
through May 26

1018 Madison Avenue, 3rd flr,
New York, NY 10075
+1 212 744 1900
info@vdwny.com
www.vdwny.com
Modern and Contemporary Art
DANIEL RICH Shenzhen, 2018, acrylic on Dibond, 60 x 60 inches on view at Peter Blum Gallery, New York

Victoria Miro Gallery
Richard Nagy Ltd

Skarstedt

22 Old Bond Street, Mayfair,
London W1S 4PY
+44 20 7262 6400
info@richardnagy.com
richardnagy.com

8 Bennet St,
London SW1A 1RP
+44 207 499 5200
london@skartstedt.com
skartstedt.com
Eric Fischl: “Presence of an
Absence,” through May 26

Paula Cooper Gallery

Sadie Coles HQ

534 W 21st St, 521 W 21st St,
New York, NY 10011
+1 212 255 1105
info@paulacoopergallery.com
paulacoopergallery.com
Charles Gaines, May 3-June 9
Carl Andre, Lynda Benglis, May 10June 9

1 Davies St, London W1K 3DB
62 Kingly St, London W1B 5QN
+44 20 7493 8611
info@sadiecoles.com
sadiecoles.com
Nudes, through May 26
Wilhelm Sasnal: “Sleep,” through
May 26

Regen Projects

Simon Lee Gallery

6750 Santa Monica Blvd,
Los Angeles, CA 90038
+1 310 276 5424
benthornborough@
regenprojects.com
regenprojects.com
Sue Williams, through May 12
Marilyn Minter, May 19-June 23

12 Berkeley St,
London W1J 8DT
+44 20 7491 0100
info@simonleegallery.com
simonleegallery.com
Eric N. Mack: “Misa Hylton-Brim,”
through May 12

Sperone Westwater
257 Bowery,
New York, NY 10002
+1 212 999 7337
info@speronewestwater.com
speronewestwater.com
Jitish Kallat: “Decimal Point,” the
exhibition delves into ideas of time,
sustenance, sleep, vision and
perception along with a compelling
interplay of scales and proximities,
and evocations of the celestial and
the cosmological; preoccupations
that have recurred across his wideranging work through June 16

Gallery I and II: 16 Warf Rd,
N1 7RW London
Mayfair: 14 St. George St,
W1S 1FE London
+44 20 7336 8109
victoria-miro.com
“Surface Work,” An international,
cross-generational exhibition of
women artists who have shaped
and transformed, and continue to
influence and expand, the language
of abstract painting, through May 19

White Cube
144-152 Bermondsey St
SE1 3TQ London
+44 207 930 5373
enquiries@whitecube.com
whitecube.com
Beatriz Milhaze: “Rio Azul,” on view
through July 1

To be included in Modern Painters’ Gallery
listings, contact cbostick@artinfo.com
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