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Interview

lowing down, with certain things remaining behind
us, being more careful and prizing the rare — not
only in commerce but on the walls of public
institutions: is this the only way to deal with too
much pressure and the rapid rate of progress?

Pressure and speed are not necessarily negative
things. It’s maybe more pertinent to think about
Interview  how these forces shape artworks or artists..
by Personally, I don’t long for a frictionless
Seungduk Kim, environment in which to work. However, I do
photography  make decisions about when I want to work
by privately and when I feel comfortable about
Wade Guyton being more public.

— You decided, along with the curator Nicolas Trembley, to make a
public presentation of your new works ar Le Consortium, in Dijon,
France. Why there?

I have always respected the history of exhibitions at Le
Consortium, so when the invitation came, I was happy to consider
it. And of course, I was also promised great food and wine in
Burgundy, so the decision was clear.

— The exhibition has been criticized, by some, for allowing three (or
Sour) new works to appear in the booths of your dealers at Art Basel.
That brought immediate attention to the exhibition in Dijon. Spread
over two floors of the main building was a large series of ink-jet printed
canvases, whose images were taken from the tubing of the famous
Marcel Breuer cantilever chair, B32 (1928). What are your thoughts
on the genesis of these new paintings?

Recently, I've worked more privately, in the studio. In my last few
exhibitions, the spaces themselves placed pressure on the
artworks, giving them form. In 2013, paintings became the exact
lengths of the walls of the Kunsthalle Zurich, with some panels
reaching 15 metres. In 2014, the show at Galerie Chantal Crousel
in Paris came out of the spatial memory of the gallery. In the
studio, there is a less specific pressure. It may come from myself,
from previous works, or from the conditions of the studio itself,

The paintings you mention were made using a photograph of a
sculpture from 2002, which is a bent Breuer Ceska chair. In the
studio, the sculpture was standing in front of a black painting
propped up on 2 in. x 4 in. lengths of wood (Wade Guyton uses
this standard wood format to keep the paintings from sitting
directly on the floor) and leaning against the wall. I was taking
pictures of my work with my phone and then wondered if this
image could be used for a painting as well. The image intrigued
me for a number of reasons. It introduced a different kind of
space into my work. In a way, it uses the printer with its intended
purpose in mind to make a photograph. It also brought two older
works of mine back into view and transformed them.

The sculpture, which already had such bodily connotations,
became even more figurative as an image. It changed scale and
became larger than life. The reproduction of the black painting
approached the materiality of the black paintings themselves. This
new, more ‘photographic’ painting also threw a different light on
the black painting that was supposedly ‘abstract’.

I decided that this image would structure the show in various
iterations. In some cases, the paintings attempt to reconstruct the
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Interview

a Intereste 1 t ist ingwecall ai ti g:

t ecategory,t e e sely istorical
t at aslots of ge etici

entire image. In others, the file is repeated, appearing doubled. In
another, a bitmap pattern file of paintings from another room
migrate into one half of a painting. Downstairs, the linen is not
cropped, and the image is rotated and stretched to fill a very long
room. Visible in these paintings is also the floor of the studio,
which appears in a different orientation in two of the other works
in the show.

All of my paintings at some point lie face down on the floor. They
come out of the printer and pile up on the floor, leaving its traces
on the surface of the paintings. I took a photo of the floor where I
was standing while making other paintings, next to the printer —
in the image you can see blue tape, and my shoe is also partially
visible. It was often what I would be looking at while making
something else. These ‘floor paintings’ also went into the
exhibition.

— To return to your last two decades of work, how would you
characterize your formal strategy, or strategies? Perhaps as post-
printed matter paintings? Twisting technology when it comes to digital
and computer-driven work into a kind of hyper-realism?

Ishould leave this question to someone else who will be able to see
the bigg e. It’s difficult to generalize without omitting lots
of impo ails or distractions that in the end give the work
its texture, However, at the cur it is clear that I
have had to work a lo to be able structure in
which the artwork may become legible. This is in part through

Using about
them with
the ut

treated them as everyday tools. There are always limitations in

in how an artwork
ced. This aspect of

On the other hand, I’ve always been
functions and how it is read, how it i

r at
r atio

£

the work is not limited by technology or by physical limits. What
happens outside the process of making the artwork? How does an
image reverberate beyond itself? How does it interact with its
method of distribution and the context in which it might appear?
What alterations happen to a work through these contextual shifts?
Artworks are sticky in a way. They produce but also attract
meaning through the way they travel in the world, either virtually
or physically. They are not static objects. I think the more recent
works acknowledge this more directly and absorb this knowledge
into themselves.

— Dagital media brought high-resolution rendering of images for a far
better reproduction quality, and at the same time, low-resolution
images are totally invading our daily life (Google images, screen grabs,
low res videos, etc. ). Your composition and production process has been
dealing with both sides of the digital era.

I don’t privilege one over the other. The range of quality of
images isn’t disturbing to me. What is significant is the way these
images travel and replicate. In practice, I don’t really follow the
300dpi rule or professional standards for image production.
Things get ‘up-resed’ or ‘down-resed’. I look at a lot of my own
work through my phone or on a laptop screen. In some cases, I can
text a file to myself to print later, and I use a range of resolutions
or depths or densities. A part of this process was demonstrated in
the works in Dijon. Some of these bitmap paintings are zoomed-in
images of files I have used for other paintings in the past, which at
a different magnification produce different kinds of works,

The printers themselves are being developed and improved in
order to produce a better image. The models are replaced
regularly and the technology of the ink changes. Epson currently
has “Exceed Your Vision’ as its motto. It’s interesting to see how
businesses perceive ‘image quality’.

— The magic of painting also lies in its openness and the welcoming
process of accidents, distortion, dirtying, etc, the freedom of the studio
phase until its completion, and the ultimate epiphany of the painting.
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Dust, matter and those moments of physical misprinting take the work,
as a painting, far beyond the printing process of a digital file. Is the
word ‘painting’ still relevant to you?

I don’t come from a background in painting, and I don’t have
much interest in the materiality of paint. On an intellectual level —
yes, I have an appreciation, and I love it when other people are
excited about the weight or viscosity of the stuff. On a material
level, personally I just never got into it. I am interested in this
thing we call Painting: the category, the densely historical format
that has lots of genetic information. I like this shape-shifting thing
that allows its own contours to morph and absorb its aggressors.
Painting is ideological, but also elastic and resilient, and pragmatic
enough to allow dissent and redefinition.

For me, it has always been valuable to think about how these
works that I make are and are not painting: how they stand next to
ideological battles of painting and get pulled into the discourse,
but also resist pure identification; how they still assert their other
nature as digital, photographic, sculptural, time-based. In some
ways they are prints and not prints, photographs and not
photographs, painting and not paintings. The works are
comfortable in this place of uncertainty, while at the same time,
they never become totally complacent about their status.

These paintings record their own process of becoming. The dust,
the process of the studio, and all these events are part of what
they are. How they are defined depends upon the point of view of
the viewer.

— Layering (and superimposing ) visual elements over the surface of
the canvas has been explored over decades (Picabia to quote one voice
among many ). Do you locate yourself within a certain compositional
tradition?

Composition-wise, the works usually respond to their own
procedural logic. There are few choices for me to make. The files
are printed left to right, top to bottom. The linen is folded and the
seam always lands in the centre. Usually a canvas is printed on one
side, then the other. Sometimes this happens sequentially, other
times there can be a delay. There are times when the printing is
incomplete. This appears to be a compositional choice, but it is
not. It is an interruption to the job. I think of the work as
processing as much as a process. Photoshop sees images as layers,
and we look at windows overlapping on our screens. Images slide
over each other, in and out of view. While they are not exactly the
same, there are similarities in my paintings.

— The selection of motifs (images, objects) may have been decided
and tested very carefully (X, flames, U, found images), as they will be
kept for a number of works, organized into series. How do you scout
these elements?

That sounds more strategic than it is. Over time, certain images
were useful or intriguing, depending on what I was thinking about
at the time. I would be cautious about giving any image too much
importance. Often, they were just around and within reach. In
some cases, they were a key on the keyboard, in other cases found
in a book on my desk.
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— Exhibitions are master-planned. How would you describe the formal
strategy of the exhibition? In Dijon, the two spaces, with different
cetling heights, led you to scale the paintings across two heights. This
makes the upper floor more domestic and the ground level more of a
museum. Is this the beginning of a narrative?

The difference in the ceiling heights was an obvious factor in
planning the show. Larger works could fit downstairs and smaller
ones upstairs. I didn’t consider whether they read as either
domestic or museum-scale. While the majority of the works were
not made for the building, I did make decisions about how the
building was to be used to present the works. Very little alteration
was made to the walls or spaces, and I liked using the architecture
upstairs, which I believe had been designed for a Remy Zaugg
exhibition that occurred before mine. In many cases, I let these
rooms dictate what the narrative should be. Often I find that
Structures for an exhibition are revealed in the space itself. So in
this case, I listened to the space.

The first painting you encounter is sitting on the floor. I realized,
during the installation, that the wall it leaned against was too short
to hold the painting in the way I would have wanted if it were
hanging, so I placed it directly in the floor. This wasn’t planned in
advance, but it had the effect of drawing your attention to the
Space inside and outside the painting, and the ground on which
You were standing.

~— We cannot avoid the questions that govern fame, price, secondary
markets and so on. You do not ignore the fact that there are serious
8overmmental agencies (in Asia, for instance) trying to promote the art

market as an important component of their economy, encouraging
speculation on it as with any other stock-marketed goods. Are we now
in a sophisticated TV sevies (with artists as the new tycoons, iconic
figures), or in a global financial world where art plays its part and
contributes to the money laundering? Is Brooklyn the new Wall Street?

Art since the Renaissance has had to deal with its relation to
money and power. This isn’t new at all. Much of what is
happening today, with the financialization of art and the publicity
of artists as celebrities is rather embarrassing. It’s not hard to see
the convergence of the worst aspects of late capitalism with the
financialization of art. Sometimes art can address these issues
effectively and powerfully. Other times it can’t, and maybe it’s
useful to just ignore the distractions, resist fuelling the fire and to
just focus on the art. However, it’s possible that what embarrasses
us today will excite art historians in the future.

Also published in Korean Space magazine.
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ARTFORUM

ASPEN, COLORADO

“WADE GUYTON PETER FISCHLI
DAVID WEISS”

Aspen Art Museum
June 22-November 26
Curated by Heidi Zuckerman

Niklas Luhmann, the influential German sociologist and
a pioneer in the field of systems theory, asked us to think
of normalcy as implausible. A comparable postulate is
at work in the respective practices of American artist
Wade Guyton and the storied Swiss duo Peter Fischli
and David Weiss, the latter of whom died in 2012, No
wonder, then, that the Aspen Art Museum thought to
bring the artists together. Fischli and Weiss’s oeuvre
celebrates normality as a deception that can be produc-
tively mined. Guyton’s art is an odd ode to the normality
of art. Both practices employ distance in the service of
annoyingly beautiful artworks. This summer, visitors to
the museum’s iiber-normal hometown in the Rockies
will have the chance to ponder how they do so, and thus
what is at stake.
—Daniel Baumann



GALERIE
CHANTAL CROUSEL

« Wade Guyton (Le Consortium, Dijon, France; Curated by Nicolas Trembley) », ArzForum, December 2016, p.201.
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LE QUOTIDIEN DE L'ART | VENDREDI 4 NOV. 2016 NUMERo 1167

WADE GUYTON
Mamco, Genéve — Jusqu’au 29 janvier 2017

Wade Guyton expose
ses brouillages visuels
au Mamco a Genéve

Le Mamco de Geneéve présente une exposition des nouvelles
ceuvres de Wade Guyton, artiste américain qui poursuit son
exploration des formes, de la couleur, et du sens de la peinture a
I'ére nurnérique._Par Damien Sausset

Vue partielle de
I'exposition de Wade
Guyton, courtesy
de I'artiste, New York,
et Mamco, 2016.
Photo : Annik Wetter
- Mamco, Geneve.

= On pourrait facilement percevoir Wade Guyton comme une étoile
filante de I’art contemporain. Si 'artiste était peu connu il y a une dizaine
d’années, ses toiles s’arrachent désormais a des prix proprement indécents
sur le marché américain. Avec plus de 240 % de hausse en moins de 5 ans et
des encheéres qui dépassent facilement les 3 millions de dollars, Wade Guyton
(né en 1972) appartient bien a cette tranche d’artistes prisés par le marché.
Or, Wade Guyton est loin de n’étre que cela. Il fut et reste un artiste qui, dans
la lignée d’un Christopher Wool, interroge avec une pertinence rare 1'idée
méme de « peinture » a I’ere de la reproduction numérique généralisée. Et

si I’on parle de peinture a son sujet, il convient de préciser que ’homme ne
touche a aucun pinceau. Originaire de I'Indiana et issu d’'une famille de la
classe ouvriére, il s’est rendu célébre dans le milieu de 1’art en réalisant sur

de gigantesques imprimantes des signes abstraits générés par ordinateur. Un
X, un U, deviennent alors des signes monumentaux possédant, une fois sur
la toile, une certaine picturalité due aux erreurs commises par I'imprimante.
« Le clavier remplagait le stylo, se souvient-il. Au lieu de dessiner un X, j’ai décidé
d’appuyer sur une touche ». Percu a tort comme un peintre abstrait, il se lance
rapidement dans la reproduction d’images plus figuratives : des photos de

« flammes » glanées dans les magazines, reproduites ensuite dans des formats
hors norme. S’ensuit des dizaines de toiles plus ou moins similaires ot les
erreurs d’'impression, les modifications de couleurs, les décadrages du motif
sont autant de variations sur un méme théme. Rejetant le terme de série, il
préfere parler de « répétition. Les fichiers peuvent étre ouverts, fermés et rouverts
indéfiniment. J'aime l'idée de re-relire, d’exécuter de nouveau le fichier. [...] Mes /...
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Sausset, Damien. «Wade Guyton expose ses brouillages visuels au Mamco a Genevey, Le Qotidien de I’ Art, Friday, November 4, 2016, pp.6-7.
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EXPOSITION

SUITE DE LA PAGE 06 ceuvres sont des originaux. Répéter n’est pas forcément

WADE GUYTON reproduire ». C'est d’ailleurs ce principe qu'il avait mis exemplairement en

BERX(; l(J)I?E ASGEESS ceuvre en 2014 afin de contrer les dérives du marché. Alors qu'une de ses toiles
VISUELS AU de 2005 venait de réaliser le chiffre record de 5,98 millions de dollars chez . LA

MAMCO Sotheby’s, il réalise quelques dizaines d’exemplaires similaires imposés ensuite PRESENTATION
A GENEVE 3 ses 5 galeries au prix de 350 000 dollars piece. DES NOUVELLES

CEUVRES DE
WADE GUYTON

AU MAMCO

DE GENEVE

FAIT FIGURE
D'EVENEMENT.

REPRENANT

L'EXPOSITION

DE CET ETE AU

CONSORTIUM

DE DIJON, ELLE
L’APPROFONDIT
ET LA COMPLETE

Wade Guyton, Untitled,
2016, courtesy de 'artiste,
New York, et Mamco,
2016. Photo : Annik
Wetter - Mamco, Geneéve.

Tous furent vendus dans les 48 heures. Depuis, le New-yorkais vivait dans
une certaine réserve, se donnant deux années de réflexion. La présentation
de ses nouvelles ceuvres au Mamco de Geneve fait donc figure d’événement.
Reprenant I’exposition de cet été au Consortium de Dijon, elle I'approfondit
et la complete. Au départ, figure une simple photo réalisée avec son iPhone,
celle de I'armature d’une chaise de Marcel Breuer posée a méme le sol devant
une de ses toiles. L'image est ensuite déclinée, répétée, agrandie, modifiée dans
ses couleurs et son cadrage. Le motif devient ici simple prétexte pour étudier
la structure et le langage de la peinture. En alternance, se retrouvent d’autres
toiles énigmatiques. Dans ces derniéres, 1'artiste s’est amusé a zoomer dans les
pixels au point d’obtenir comme des damiers inversés d’une éclatante beauté
laissant émerger les subtiles variations chromatiques déposées incidemment
par I'imprimante. L'ensemble se veut monumental et I'accrochage imaginé
avec Nicolas Trembley, commissaire de I'exposition, laisse la part belle a une
forme de brouillage visuel qui révele pleinement tout ce questionnement sur
I'image. Au méme moment, la Petzel Gallery a New York propose un second
ensemble récent réalisé a partir des « Unes » du site Internet du New York
Times. La encore, image et textes se fondent dans des compositions décalées.
WADE GUYTON, jusqu’au 29 janvier 2017, Mamco,

10 rue des Vieux-Grenadiers, Geneéve, http://www.mamco.ch

WADE GUYTON, THE NEW YORK TIMES PAINTINGS, jusqu’au 14 janvier 2017,

Petzel Gallery, 35 East 67th Street, New York, http://www.petzel.com/
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Languin, Ir¢ne. «Wade Guyton fait impression au Mamcoy, Tribune de Genéve, October 11, 2016.
http://www.tdg.ch/culture/wade-guyton-impression-mamco/story/14550910

Il confie ses tableaux a la mécanique d’une machine mais chaque piece, pourtant, est
unique. Depuis une grosse dizaine d’années, Wade Guyton détourne I’imprimante a jet
d’encre de sa destination premiere pour 'intégrer a sa démarche artistique. C’est a son
«Epson» que I’Américain, né il y a trente-six ans 8 Hammond, dans I’Indiana, délegue le
soin de peindre la toile d’apres des fichiers numériques.

Puisque I’outil n’est congu que pour des tirages sur support fin, comme le papier, il marque
le tissu de défauts garantissant la singularité de chaque ceuvre. Couleur manquante, téte
d’impression capricieuse, niveau d’encre dans la cartouche ou humidité ambiante sont
autant de facteurs qui influent sur la composition de 1’image, générant paleurs, vides,
coulures ou taches.

Retraite introspective

Composée d’une trentaine de tableaux monumentaux — certains dépassent les 10 metres
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Languin, Ir¢ne. «Wade Guyton fait impression au Mamcoy, Tribune de Genéve, October 11, 2016.
http://www.tdg.ch/culture/wade-guyton-impression-mamco/story/14550910

de long — marqués d’un pli longitudinal, taille du printer oblige, I’exposition présentée
actuellement au Mamco (Musée d’art moderne et contemporain) est organisée en colla-
boration avec le Consortium de Dijon. Elle occupe tout le ler étage de I’institution de la
rue des Vieux-Grenadiers, qui a été avantageusement réagencé pour I’occasion. Les 1000
m?2 ont été libérés de leurs cloisons séparatrices pour s’adapter au gigantisme des cadres.
Un changement architectural dont se félicite le directeur, Lionel Bovier, selon lequel «un
plateau doit se moduler en fonction des ceuvres, et pas 1’inverse».

Le corpus est le fruit d’une réflexion de deux ans, durant laquelle Wade Guyton a médité
dans son atelier new-yorkais, sans produire pour le public. Au cours de cette retraite in-
trospective, I’artiste a immortalisé son environnement avec son téléphone portable: le sol,
un mur, la pointe de sa chaussure sur le plancher, et I’une de ses sculptures. Ce dernier
instantané, représentant la carcasse tubulaire de ce qui était une chaise du designer Marcel
Breuer dégotée dans la rue, est décliné en divers formats et constitue I’image centrale de
I’accrochage.

Cet ensemble inédit marque un tournant dans la carriere de Wade Guyton, auquel restait
plutot attachée 1’étiquette de peintre abstrait. «C’est une nouvelle étape, analyse Nico-
las Trembley, commissaire de 1’exposition. Il s’est lancé dans une démarche autobiogra-
phique, comprenant des éléments issus du réel. En s’interrogeant sur ce que devient une
sculpture une fois photographiée, c’est-a-dire faite image, il opere une mise en abime de
son propre travail et de 1’art en général .»

Pour plonger dans les arcanes de sa recherche visuelle, Wade Guyton emprunte encore
un autre chemin: une série d’agrandissements jusqu’au pixel des clichés ponctue en noir
et blanc la série d’impressions en couleur, questionnant I’essence méme de I’ceuvre, au
carrefour de la peinture, de la photographie et de I’imprimé offset.

Organiques et acidulées

Parallelement, le Mamco poursuit le redéploiement de ses collections en ouvrant le deu-
xieme chapitre de son Récit d’un temps court, sorte de voyage temporel et thématique
a travers la production contemporaine des dernieres décennies. Le 3e étage se consacre
entre autres a la dimension sociale et aux moyens non traditionnels de diffusion de 1’art
des années 1960 et 1970. Les décades suivantes occupent le 2e niveau, avec notamment
les explorations médias du New Yorkais Gordon Matta-Clark ou trois peintures d’Eliza-
beth Murray, de formes organiques et aux teintes acidulées.

Wade Guyton et Récit d’un temps court 2 Mamco, 10, rue des Vieux-Grenadiers. Jusqu’au
29 janvier 2017.
(TDG)

(Créé: 11.10.2016, 19h32)
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Grandjean, Emmanuel. «Wade Guyton, impression d’une exposition», Le Temps, October 7, 2016.
https://www.letemps.ch/culture/2016/10/07/wade-guyton-impression-dune-exposition

Tout un étage rien que pour lui. 1000 m2 d’espace pour y exposer ses derniers
travaux, soit une trentaine de toiles dont certaines dépassent les 10 metres de
long. Coproduite avec le Consortium de Dijon et organisée par le commissaire
indépendant Nicolas Trembley, le Musée d’art moderne et contemporain de
Geneve (Mamco) accroche Wade Guyton sur ses murs. Il est Américain et depuis
quinze ans 1’un des artistes les plus en vue de la scéne contemporaine. Son style?
Reconnaissable au premier coup d’ceil: Wade Guyton réalise ses ceuvres avec des
imprimantes a jet d’encre.

«Au début je faisais de la photographie mais surtout des sculptures qui prenaient
une place folle dans mon minuscule atelier de 1’époque. Et puis je me suis mis au
dessin. Mais ca n’allait pas, je cherchais un moyen de me passer du travail de la
main. J’avais cette petite Epson sur mon bureau que j’utilisais comme tout le monde
pour sortir des images et des e-mails. Je me suis dit qu’elle ferait parfaitement le
job», reprend I’artiste, physique pas du tout geek de beau type aux cheveux longs.
«J’ai pris des pages de magazine sur lesquelles j’imprimais des caracteres et des
motifs. C’est ainsi que tout a commencé.»

Tous uniques, tous différents

Si,alafin des années 1990, Wade Guyton n’est sans doute pas le premier a détourner
I’imprimante comme un outil au service de I’art, il est en revanche le seul qui va
en faire son médium privilégié. Dans ’absolu, la photographie numérique peut
aussi difficilement s’en passer, mais I’imprimante, chez 1’artiste américain, n’est
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Grandjean, Emmanuel. «Wade Guyton, impression d’une exposition», Le Temps, October 7, 2016.
https://www.letemps.ch/culture/2016/10/07/wade-guyton-impression-dune-exposition

pas qu’un simple objet utilitaire: elle contribue a sa démarche artistique. «Une
imprimante sert a deux choses: a reproduire des images et du texte, continue Wade
Guyton. C’est un processus photographique dans le fond, mais qui a supprimé la
chambre noire de la chaine de production. Mes premiers travaux avaient plutdt
rapport avec I’écriture. Au lieu de tracer un X ou un U — qui sont des lettres tres
significatives en langue anglaise — je les tapais sur le clavier de mon ordinateur. Je
les agrandissais, les multipliais et je les imprimais sur de la toile.»

La suite? Elle est déléguée a 1a machine, qui n’est pas prévue pour fonctionner avec
un autre support que du papier ou du plastique fin. Ce qui va produire une image
avec tous les accidents que cela suppose. Taches d’encre, mauvais alignement des
tétes d’impression, lignes laissées vides: les bugs appartiennent au principe de
création. «Plusieurs facteurs jouent. L’humidité, par exemple, donne des images au
traitement tres pictural. J’assume ces erreurs, mais ce n’est absolument pas ce que
je recherche. Une fois que la machine est lancée, rien ne 1’arréte. En fait 1’ceuvre
est un fichier que je peux utiliser autant de fois que je le veux, mais qui, une fois
imprimé, donnera des résultats toujours différents.»

Accrochage en série, typique de Wade Guyton avec la fameuse image de sculpture et une vue du
sol de son atelier.

Mamco/Annik Wetter

D’ou ces objets étranges, difficiles a classer. Fruit de la reproduction mécanique,
mais de fait toutes uniques, ces pieces ne sont ni vraiment des multiples imprimés,
ni des peintures, ni strictement des photographies. Mais un peu des trois a la fois.
Certains critiques parlent d’abstraction a I’¢re numérique ou de «peinture digitale».
Ils voient dans ces grands monochromes noirs et ces compositions géométriques
une lecture de 1’art qui balayerait I’histoire du suprématisme russe du début du
siecle jusqu’aux tableaux d’Ad Reinhardt dans les années 1960. Wade Guyton,
lui, ne se prononce pas. «Disons que je ne viens pas de la peinture et que je ne me
considere pas comme un peintre. Que les gens articulent un discours sur la peinture
a travers mon travail ne me dérange pas.»
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Grandjean, Emmanuel. «Wade Guyton, impression d’une exposition», Le Temps, October 7, 2016.
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Atelier mausolée

Par contre, qu’on le qualifie d’artiste abstrait le contrarie davantage. «Cela m’a
fait beaucoup réfléchir, c’est vrai.» Dans son exposition du Mamco, il montre ainsi
pour la premiere fois des travaux représentant des objets réels. Notamment une
sculpture en tubulure exposée en mai dans le musée genevois. En fait les restes
d’une chaise du designer du Bauhaus Marcel Breuer. «Je I’avais trouvée dans une
rue de I’East Village. Elle était en mauvais €état et je m’étais juré de la réparer,
raconte Wade Guyton. Sauf que je ne I’ai jamais fait. Au final, je me suis dit que
cela ferait une bonne sculpture. Une maniére pour cette chaise de quitter son monde
fonctionnel pour le champ dysfonctionnel de I’art. Je 1’ai désossée et posée devant
une de mes anciennes toiles, une Black Paintings. Et j’ai pris une photo avec mon
téléphone portable. J’aime bien ce rapport entre deux objets venus du passé, mis en
scene dans mon atelier.»

L’atelier, plus qu’un lieu de travail, un mausolée. «C’est le meilleur endroit pour
voir mes tableaux parce que c’est 1a d’ou ils viennent.» Au point qu’en 2008,
pour son exposition dans la galerie parisienne Chantal Crousel, Wade Guyton va
reproduire au sol la réplique du plancher de son atelier new-yorkais. Lequel est
aussi le sujet d’une série de tableaux exposé€s au Mamco. «Mon atelier est un lieu
capital. Je pense que c’est le cas de tous les artistes; c’est I’endroit de la création,
de la réflexion et du repos.»

Il se trouve aussi que ces deux dernieres années, Wade Guyton y a passé le plus
clair de son temps. Il faut dire que deés ses premiers succes, 1’artiste américain n’a
pas cessé d’enquiller les expositions. Il a été montré dans les plus grands musées du
monde. Son ceuvre appartient aux plus prestigieuses collections. Une vie pleine de
trépidation pour ce natif de la tres tranquille ville d’Hammond dans 1’Indiana, qui
débarque a New York en 1996 a 1I’age de 24 ans. «Je n’ai pas grandi entouré d’art.
Enfant, je n’y connaissais pas grand-chose. Je ne me souviens pas pourquoi je m’y
suis finalement intéressé. A New York, j’ai suivi des cours a Hunter College. L’art
conceptuel était ce qui me parlait le plus.» En 2003, il expose pour la premiere fois
ces toiles imprimées. La suite vous la connaissez.

Formats géants

Avec le temps, les formats des tableaux sont devenus de plus en plus grands.
Jusqu’a atteindre un gigantisme extréme. A la Kunsthalle de Zurich en 2014,
pour son avant-derniere exposition, ses toiles de 15 metres de long s’adaptaient
au millimetre pres aux parois ou elles étaient accrochées. «La confrontation avec
I’architecture m’intéresse. Travailler avec ’espace, exercer une tension entre les
ceuvres et le batiment, comme ici au Mamco, est la direction que je prends. Mais
apres Zurich, j’ai ressenti le besoin de faire un break. Il devenait nécessaire de me
recentrer, de me ressourcer, d’avoir de nouvelles idées. Je me suis retiré pendant
deux ans.»
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Apres Dijon, le résultat de cette retraite s’expose donc dans le musée genevois.
Wade Guyton a retenu quatre images de base qui se répetent et s’associent dans des
tailles et sur des rythmes différents. Dans son atelier new-yorkais, 1’artiste produit
ces impressions a la chaine sur des Epson grand format standards (il est resté fidele
ala marque). «Je plie la toile en deux dans le sens de la longueur pour la faire entrer
dans la machine. Une fois 1’opération terminée, je la retourne pour utiliser la face
laissée vierge.» Ce qui explique cette ligne tacite qui s€pare symétriquement chaque
tableau en deux cOtés. Reste a choisir parmi ce nombre incalculable d’ceuvres,
qui parfois se ressemblent, lesquelles seront exposées ou pas. «Comme dans toute
production artistique, il y en a de mauvaises. Les plus ratées ne sont pas perdues: je
réimprime autre chose par-dessus.»

A voir
Wade Guyton, vernissage mardi 11 octobre dés 18h, exposition jusqu’au 29 janvier

2017, Mamco, 10, rue des Vieux-Grenadiers, Geneve, 022 320 61 22, www.
mamco.ch
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Seungeduk, Kim. «Wade Guyton: The Digital Ghosts and The Epiphany of Paintingy, Space, 586, September 2016, pp.88-95.
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Seungeduk, Kim. «Wade Guyton: The Digital Ghosts and The Epiphany of Paintingy, Space, 586, September 2016, pp.88-95.
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Wade Guyton x Seungduk Kim (co-director, Le Consortium, the Contemporary Art Center)

‘Wade Guyton, Exhibition view at Le Consortium, 2016
each work: Untitled, Epson UltraChrome K3 inkjet on linen, 325 x 274.3 cm, 2016
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Seungeduk, Kim. «Wade Guyton: The Digital Ghosts and The Epiphany of Paintingy, Space, 586, September 2016, pp.88-95.
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Wade Guyton, North Wall, Bowery Studio, WG3505, Printed adhesive vinyl applied to a built wall with dimensions of 285 x 390 x 22 cm, Edition of 5 plus 2 AP, 2016

Multiple avatars are a fate faced by painting throughout
the centuries, and even if, since the modern era, it has
been claimed in every decade that painting is dying or

is predicted to die, it still hasn't happened. It doesn’t
mean that it is good or bad, moral or immoral, due to this
or that — a lack of theoretical discussion or excessive
commercial trading — it is a fact that walls still desire
paintings. And this is the way it has long been, for better
or for worse. Easel painting is vivid, but other modes may
be made available to artists and employed by painters:
digital tools are now at work.

Wade Guyton was born in 1972 in Hammond, Indiana. He
received a BA from the University of Tennessee, Knoxville
in 1995. He moved to New York in 1996 to attend Hunter
College, and since the early 2000s he has been working
with digital printers to create works on canvas, dealing
with chance and technological precision. Series-based
paintings reduce a formal vocabulary to X, flames, deep
black surfaces and more recently photographic distorted
imagery. He became, through record-breaking auction
stories, the leader of a generation, maintaining control

(without paranoia) over production, privately and publicly.

To Print or To Paint
Both require patience in preparation and set-ups. In an
offset lithographic business, running sheets of paper to

balance the ink levels until they can be agreed and fixed

is a normal and inevitable part of the process, up to the
point that wasted paper or undecided compositions
become additional printed elements to be saved for
reasons that may at the time be unclear. Layers of printing
runs, super impositions, faded away colours, stains, or
splashes of ink are all the strategic components for
potential paintings.

Painting Without Brushes

Although not exactly a common process in post-war
avant-garde practices: the ‘affichistes’ Raymond Hains,
Villeglé, and Rotella grab and tear down layers of posters
tacked to the walls of big cities, and can be considered
the heroes of the new era. They are still manual, wild, and
undercover, dealing with found memories of cities reality
and decayed ephemera. Digital technologies allow much
more within this style.

Post painterly and post printed matter strategies lead in
the 2000's to new inventions and new attitudes towards
digital printing machines. Pioneering strategies of illusion,
running programmed mistakes, and plotting against
decaying figures, the compositional strategies work with
awkward PC software to be twisted to the service of the
grand genre of painting. A step beyond the timing of the

silk screen — the warholia and the christopherwoolia

— ink jet printing machines are the new toys, (who can
predict the permanency of colour pigments used in these
machines), sexy and risky domestic toolboxes which
Wade Guyton has mastered to perfection.

Due to the limited width of the machine (around 150

cm) the printed canvas is folded in its middle and printed
twice, causing a discrepancy in the image(s) and with

one part sliding down from the other in a duplicated/
distorted play. Machinery is clearly the step forward — the
mechanical loom at the end of the 18th century marked
the passage from craft to the industrial — all as a question
of speed. However, machines can be given viruses to
produce hazardous monsters, and Guyton

has become a master in it, in a perpetual tension between
the random and the necessary, between composition and
laisser-aller.
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Seungduk Kim (Kim): Slowing down, with certain things
remaining behind us, being more careful and prizing the
rare — not only in commerce but on the walls of public
institutions — is this the only way to deal with too much
pressure and the rapid rate of progress?

Wade Guyton (Guyton): Pressure and speed are not
necessarily negative things. It's maybe more pertinent to
think about how these forces shape artworks or artists.
Personally, | don’t long for a frictionless environment in
which to work. However, | do make decisions about when
| want to work privately and when | feel comfortable about
being more public.

Kim: You decided, along with the guest curator Nicolas
Trembley, to make a new public display of your new
works at Le Consortium, in Dijon, France. Why there?
Guyton: | have always respected the history of exhibitions
at Le Consortium, so when the invitation came | was
happy to consider it. And of course | was also promised
great food and wine in Burgundy, so the decision was
clear.

Kim: The exhibition has been teased, by some, by
allowing 3 (or 4) new works to appear in the booths

of your dealers at Art Basel. That brought immediate
attention to the exhibition in Dijon. Across two floors

of the main building a large series of ink-jet printed
canvases have been spread, whose images have been
mainly taken from a the tube part of the famous Marcel
Breuer Cantilever chair B32 (1928). What are your
thoughts on the genesis of these new paintings?
Guyton: Recently, I've worked more privately in the
studio. In my last few exhibitions the spaces themselves
placed pressure on the artworks, giving them form. In
2013, paintings became the exact lengths of the walls of
the Kunsthalle Zurich, with some panels reaching fifteen
metres. In 2014, the show at Galerie Chantal Crousel in
Paris came out of the spatial memory of the gallery. In the
studio, there is a less specific pressure. It may come from
myself, from previous works or from the conditions of the
studio itself.

The paintings you mention were made using a
photograph of a sculpture from 2002 that is a bent Breuer
Ceska chair. In the studio, the sculpture was standing

in front of a black painting propped up on 2x4s¥' and
leaning against the wall. | was taking pictures of my work
with my phone and then wondered if this image could

be used for a painting as well. The image intrigued me
for a number of reasons. It introduced a different kind

of space into my work. In a way, it uses the printer with

its intended purpose in mind — to make a photograph. It
also brought two older works of mine back into view and
transformed them. The sculpture, which already had such
bodily connotations, became even more figurative as

an image. It changed scale and became larger than life.
The reproduction of the black painting approached the

materiality of the black paintings themselves. This new
more ‘photographic’ painting also threw a different light
on the black painting that was supposedly ‘abstract’.

| decided that this image would structure the show in
various iterations. In some cases, the paintings attempt to
reconstruct the entire image. In others the file is repeated,
appearing doubled. In another a bitmap pattern file of
paintings from another room migrate into one half of a
painting. Downstairs the linen is not cropped and the
image is rotated and stretched to fill a very long room.
Visible in these paintings is also the floor of the studio,
which appears in a different orientation in two of the other
works in the show. All of my paintings at some point lie
face down on the floor. They come out of the printer and
pile up on the floor, leaving its traces on the surface of the
paintings. | took a photo of the floor where | was standing
while making other paintings, next to the printer —in the
image you can see blue tape and my shoe is also partially
visible. It was often what | would be looking at while
making something else. These ‘floor paintings’ also went
into the exhibition.

Kim: To return to your last two decades of work, how
would you characterize your formal strategy(ies)?
Perhaps as post-printed matter paintings? Twisting
technology when it comes to digital and computer-
driven work into a kind of hyper-realism?

Guyton: | should leave this question to someone else
who will be able to see the bigger picture. It's difficult to
generalize without omitting lots of important details or
distractions that in the end give the work its texture.
However, looking at the current work it is clear that

I have had to work a long time to be able to create a
structure in which the artwork may become legible.

This is in part through using simple technology and
software, and through thinking about them as you would
physical materials. Rather than engaging with the utopic
possibilities of the digital or technological | have treated

Raymond Hains, sans titre, 1966

them as everyday tools. There are always limitations

in working, whether it is the size of the printer or the
dimensions of the studio’s freight elevator; | have used
those limits to structure the work and to make decisions
based upon these parameters.

On the other hand I've always been interested in

how an artwork functions and how it is read, how it is
experienced. This aspect of the work is not limited by
technology or by physical limits. What happens outside
the process of making the artwork? How does an image
reverberate beyond itself? How does it interact with its
method of distribution and the context in which it might
appear? What alterations happen to a work through
these contextual shifts? Artworks are sticky in a way.
They produce but also attract meaning through the way
they travel in the world, either virtually or physically.
They are not static objects. | think the more recent
works acknowledge this more directly and absorb this
knowledge into themselves.

Kim: The digital brought high resolution rendering of
images for a far better reproduction quality and at the
same time the low resolution images are totally invading
our daily life (Google images, screen grabs, low res

videos) Your ition and p ion p has

been dealing with both sides of the digital era?

Guyton: | don't privilege one over the other. The range of
quality of images isn’t disturbing to me. What is significant
is the way these images travel and replicate. In practice,

| don’t really follow the 300dpi rule or professional
standards for image production. Things get ‘up-resed’

or ‘down-resed'. | look at a lot of my own work through
my phone or on a laptop screen. In some cases | can

text a file to myself to print later, and | use a range of
resolutions or depths or densities. A part of this process
is demonstrated in the works in Dijon. Some of these
bitmap paintings are zoomed-in images of files | have
used for other paintings in the past that at a different
magnification produce different kinds of works.

The printers themselves are being developed and
improved in order to produce a better image. The models
are replaced regularly and the technology of the ink
changes. Epson currently has the motto ‘Exceed your
vision'. It's interesting to see how businesses perceive
‘image quality’.

Kim: The magic of painting also lies in its openness
and the wels ing p of id distortion,
dirtying... the freedom of the studio phase until its
completion, and the ultimate epiphany of the painting.

Dust, matter and those moments of physical misprinting
take the work as a painting far beyond the printing
process of a digital file. Is the word ‘painting’ still
relevant to you?

Guyton: | don’'t come from a background in painting and

| don’t have much interest in the materiality of paint. On

€6
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an intellectual level — yes, | have an appreciation, and |
love it when other people are excited about the weight
or viscosity of the stuff. On a material level, personally |
just never got into it. | am interested in this thing we call
Painting: the category, the densely historical format that
has lots of genetic information. | like this shape-shifting
thing that allows its own contours to morph and absorb
its aggressors. Painting is ideological but also elastic
and resilient, and pragmatic enough to allow dissent and
redefinition.

For me it has always been valuable to think about

how these works that | make are and are not painting;
how they stand next to ideological battles of painting
and get pulled into the discourse but also resist pure
identification; how they still assert their other nature as
digital, photographic, sculptural, time-based.

In some ways they are prints and not prints, photographs
and not photographs, painting and not paintings. The
works are comfortable in this place of uncertainty while
at the same time never become totally complacent about
their status. These paintings record their own process
of becoming. The dust, the process of the studio, and

all these events are part of what they are. How they are
defined depends upon the point of view of the viewer.

Kim: Layering (and superimposing) visual elements
over the surface of the canvas has been explored over
decades (Picabia to quote one voice among many...).
Do you locate yourself within a certain compositional
tradition?

Guyton: Composition-wise, the works usually respond to
their own procedural logic. There are few choices for me
to make. The files are printed left to right, top to bottom.
The linen is folded and the seam always lands in the

centre. Usually a canvas is printed on one side, then the
other. Sometimes this happens sequentially, other times
there can be a delay. There are times when the printing is
incomplete. This appears to be a compositional choice,
but it is not. It is an interruption to the job. | think of the
work as processing as much as a process.

Photoshop sees images as layers, and we look at windows
overlapping on our screens. Images slide over each other
in and out of view. While not exactly the same, there are
similarities in my paintings.

Kim: The selection of motives (images, objects) may
have been decided and tested very carefully (X, flames,
U, found images) as they will be kept for number of
works stored into series. How do you scout these
elements?

Guyton: This sounds more strategic than it is. Over time
certain images were useful or intriguing depending on
what | was thinking about at the time. | would be cautious
about giving any image too much importance. Often they
were just around and within reach. In some cases, they
were a key on the keyboard, in other cases found in a
book on my desk.

Kim: Exhibitions are master-planned. How would you
describe the formal strategy of the exhibition? In Dijon
the two spaces, with different ceiling heights, lead you to
scale the paintings across two heights and this makes
the upper floor more domestic and the ground level
more of a museum. Is this the beginning of a narrative?
Gutyon: The difference in the ceiling heights was an
obvious factor in planning the show. Larger works could
fit downstairs and smaller ones upstairs. | didn’t consider
whether they read as either domestic or museum-scale.

While the majority of the works were not made for the
building, | did make decisions about how the building
was to be used to present the works. Very little alteration
was made to the walls or spaces, and | liked using the
architecture upstairs, which | believe had been designed
for a Remy Zaugg exhibition that occurred before mine. In
many cases, | let these rooms dictate what the narrative
should be. Often | find that structures for an exhibition
are revealed in the space itself. So in this case | listened
to the space. The first painting you encounter is sitting on
the floor. | realized, during the installation, that the wall

it leans against was too short to hold the painting in the
way | would have wanted if it was hanging, so | placed it
directly in the floor. This wasn’t planned in advance but

it had the effect of drawing your attention to the space
inside and outside the painting and the ground on which
you were standing.

Kim: We cannot avoid the questions that govern fame,
price, secondary markets and so on. You do not ignore
the fact that there are serious governmental agencies
(in Asia for instance) trying to promote the art market as
of their i

an important
speculation on it as any other stockmarketed goods. Are
we now in a sophisticated TV series (with artists as the
new tycoons, iconic figures) or in a global financialized
world where art plays its part and contributes to the
laundering of money laundry? Is Brooklyn the new Wall
Street?

Guyton: Art since the Renaissance has had to deal with
its relation to money and power. This isn't new at all.

Much of what is happening today with the financialization
of art and the publicity of artists as celebrities is rather
embarrassing. It's not hard to see the convergence of the
worst aspects of late capitalism with the financialization
of art. Sometimes art can address these issues effectively
and powerfully. Other times it can’t and maybe it’s useful
to just ignore the distractions, resist fueling the fire and

to just focus on the art. However, it's possible that what
embarrasses us today will excite art historians in the
future.

‘Wade Guyton,
Installation views,
‘OS’, Whitney
Museum of
American Art, New
York, NY, 2012
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Wade Guyton, Installation views, ‘OS’, Whitney Museum of American Art, New York, NY, 2012
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Wade Guyton (b. 1972, Hammond, Indiana) lives and works in

New York. Solo exhibitions include Le Consortium, Dijon; the

Whitney Museum of American Art, New York; Kunsthalle Zurich;
Museum Ludwig, Cologne; Portikus, Frankfurt; and the Secession,
Vienna. Major group exhibitions include the 2013 Carnegie
International; 2013 La Biennale di Venezia, 2007 Biennale de Lyon,
and the 2004 Whitney Biennial. Public collections include the Whitney
Museum of American Art, New York; Centre Georges Pompidou, Paris;
Pinakothek der Moderne, Munich; Kunstmuseum Basel; Moderna
Museet, Stockholm; San Francisco Museum of Modern Art; and the
Museum of Modern Art, New York.

Seungduk Kim was born in Korea, lives in Paris. Joined Le
Consortium, the contemporary art center (Dijon, France) in 2000, now
works as Co-Director since 2013. Associated Curator in Collection
dept. at the National Museum of Modern Art,Georges Pompidou
Center (1996-1998); Project Director/ Art Consultant on an overall art
strategy for a new urban development in Doha, Qatar (2011-2013);
Committee Member of Programmation for the Palais de Tokyo in Paris
since 2011; Commissioner/Curator of the Korean Pavillion for the
Venice Biennale 2013. And among many important international
shows; Lynda Benglis traveling shows; Yayoi Kusama traveling shows,
APAP 2007, Valencia Biennale 2005, and Flower Power, Lille 2004.
Asia Culture Center, artistic director for common space area

(along with Franck Gautherot as Le Consortium team) since 2015.
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Nicolas Trembley. «Dans atelier de Wade Guytony, Numéro, n°174, June-July, 2016, pp. 102-105.
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Vue de Uexposition Wade Guyton. Photo Florian Kleinefenn, courtesy de lartiste et galerie Chantal Crousel, Paris

autocopie

Peut-on étre radical deux fois ? La preuve que oui
avec l'artiste américain Wade Guyton.

our sa nouvelle expo parisienne a la galerie Crousel,
l'artiste américain Wade Guyton a reproduit
a lidentique la premiére exposition réalisée au méme
endroit six ans auparavant. On y retrouve un sol en
contreplaqué peint en noir et dix peintures monochromes
noires posées exactement aux mémes endroits.
La différence tient au statut de cet ensemble : il y a six ans,
les toiles étaient vendues séparément, aujourd’hui,
le tout forme une seule et méme installation.

Certes, Guyton n’est pas le premier a “refaire Uexpo” :
l'été dernier a Venise, la Fondation Prada avait organisé
un minutieux remake de When Attitudes Become Form
curatée par Harald Szeemann en 1969, nous rappelant
que la reconstitution d’expositions est une pratique
instituée des historiens d’art. En 1997, Maurizio Cattelan
avait reproduit a lidentique chez Perrotin le show
de lartiste Carsten Holler qui exposait a coté, chez Air
de Paris. Plus récemment, chez Art:Concept, le New-
Yorkais Jakob Kassay avait rejoué en 2013 l'expo montrée
en 2010 - mais cette redite était aussi alors le signe
d’un artiste un peu perdu, coincé dans une production a la
chaine mais successful de toiles métalliques argentées.

Ici, le résultat est d'une beauté plastique, d'une force
visuelle époustouflantes. Tant il est vrai que la sérialité
et la répétition sont les armes dures de la radicalité
conceptuelle. Less is more.

Pomme C, pomme V : le geste est d’autant plus simple
que les toiles de Wade Guyton sont injectées d’encre
noire par des imprimantes Epson que lartiste maltraite en
multipliant les passages. Il lui aura donc suffi de réutiliser
le fichier numérique utilisé en 2008. Mais entre-temps, la
technologie a évolué, passant d'une Epson 9600 au modeéle
9900, et d'une qualité d’encre a une autre, si bien que
lartiste doit updater sa pratique et brutaliser ces machines
toujours plus sophistiquées pour provoquer a la surface
de la toile accidents, taches, défauts d'impression.

Et depuis, également, Wade Guyton s'impose comme
le plus puissant de la nouvelle génération des peintres
new-yorkais. Jean-Max Colard

26 avril-7 juin 2008 jusqu’au 19 avril
a la galerie Chantal Crousel, Paris IlI¢, crousel.com

26.03.2014 les inrockuptibles 97
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William Massey. «Wade Guyton Printing system», Officie/ Art, Juin-Aout 2014.

rayc e

GUYTO

PRINTING
SYSTEM

A | invitation de la Fondation Frangoi - Wade Guyton (né en 1972 a

Etats-Unis) a congu a Panta délia Dogana une oeuvre pour le "Cube", espac
central de I'édifice. Peintre sans pinceau qui a fait d'une

imprimante son outi de travail, lartiste soumet ses oeuvres aux aléas d'un
processus mécanique qui forme et déforme les images.

repos recueillis par
AWilliam Massey

ujet sont reproduites a partir
casion de l'ex position éponyme a fo Fondation Frangois Pinault, Vem:
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William Massey. «Wade Guyton Printing systemy», Officie/ Art, Juin-Aout 2014.
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Matthew Collings. “Walter Benjamin on Wade Guyton”, Art Review, February 2014, p. 50-51.
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Matthew Collings. “Walter Benjamin on Wade Guyton”, Art Review, February 2014, p. 50-51.
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“Wade Guyton”, Triangulation, July 2, 2013.

http://www.trian ulationbl(()&g.com/2013/07/Wade—(guyt0n.html?utm_
source=feedburner&utm_medium=feed&utm_campaign=Feed%3A+triangulationfeeds+9%28
TRIAN GULATIOKI +BLOG

«Wade Guyton’s paintings are ostensibly black monochromes. Made with an Epson large format
printer in the same manner as the paintings he has been producing for the last years, these works are
printed on pre-primed linen intended for oil painting and not inkjet printing. As such, the images,
marks, and letters Guyton continues to employ are absorbed into the porous material and disperse the
ink rather than allowing it, as in his previous works, to «sit on the surface.» Upon discovering this
difference in the ink’s interaction with the surface, the artist began to overprint his own paintings with
a Photoshop-drawn rectangle «filled» with the color black. By repetitively overprinting, an unexpec-
ted painterly process developed.
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“Wade Guyton”, Triangulation, July 2, 2013.

http://www.triangulationblog.com/2013/07/wade- dgu yton.html?utm
source= feedburner&utm _medium=feed&utm_cam a1 n=Feed%3A+triangulationfeeds+%28
TRIANGULATIO LOG

As each piece is created, they transcribe a visual record of the printer’s actions: the trace of movement
of the print heads, the varying states of their clogged-ness, the track marks of the wheels on wet ink
all mixed with the scratches and smears on the paintings from being dragged across the floor to be fed
back again into the printer.» - Friedrich Petzel Gallery. See more;
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“Wade Guyton”, Triangulation, July 2, 2013.

http://www.triangulationblog.com/2013/07/wade-guyton.html?utm_
source=feedburner&utm_medium=feed&utm_campaign=Feed%3A+triangulationfeeds+9%28

TRIANGULATION+BLOG



GALERIE
CHANTAL CROUSEL

Linda May Green. “Printing problems”, Mousse, N° 38, April - May 2013, p 182.



GALERIE
CHANTAL CROUSEL

Linda May Green. “Printing problems”, Mousse, N°© 38, April - May 2013, p 182.



GALERIE
CHANTAL CROUSEL

Linda May Green. “Printing problems”, Mousse, N° 38, April - May 2013, p 182.



GALERIE
CHANTAL CROUSEL
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Linda May Green. “Printing problems”, Mousse, N° 38, Apr 3, p 182.
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Achim Hochdorfer. “Wade Guyton,” Artforum, February 2013, p.234-237.
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“Wade Guyton: 'imprimante réfléchit pour moi”, Standard Magazine, December 20, 2012

WADE GUYTON : EN UTILISANT TRES MAL SON PC, LE NEW-YORKAIS PROVOQUE DES « ACCI-
DEN'TS ».

Recyclez-vous ou volez-vous les images que vous utilisez ?

Wade Guyton : Je déchire simplement les pages de livres. Généralement, j’achéte ces livres,
donc on peut dire que j’achéte ces images.

Vous posez parfois des formes géométriques dessus. Quelle valeur ont ces formes ?

Elles sont dessinées avec Microsoft Word, donc d’une certaine facon, il s’agit d’écriture. Mais
comme ce sont aussi des formes dessinées, je les appelle dessins. J’oublie souvent d’ot viennent
les pages, et parfois joublie d’imprimer la bonne page pendant que je suis en train de lire mes
mails. Il m’arrive aussi d’oublier d’enregistrer les fichiers, alors je suis obligé de refaire quand
j’en veux un similaire — au moins, chaque dessin est unique.
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“Wade Guyton: 'imprimante réfléchit pour moi”, Standard Magazine, December 20, 2012

Le photographe californien Elad Lassry dit qu’il y a quelque chose d’ironique a s’approprier des
images contemporaines. Qu’en pensez-vous ?

Dans I’épisode « The Bubble » de la série « 30 Rock » [2009], Drew Baird [joué par Jon Hamm|
dialogue avec sa petite amie Liz Lemon [Tina Fey] :

«— Drew : Je n’ai pas aimé étre en dehors de la bulle, Liz. C’était tres ironique.

— Liz : Non ce ne ’était pas, ce n’est pas comme ¢a qu’on utilise ce mot.

— Drew : Je veux utiliser ironique comme je ’entends. Je veux rester dans la bulle, Liz. »

Est-ce que vous traitez toutes les images de facon équitable et démocratique ?

Jessaie d’étre juste, mais c’est difficile de nos jours. Utiliser une image, c’est d’abord la pointer
du doigt, ensuite 'indexer. Tout cela se rapproche de cet index qui pointe le ciel, montrant un
transcendant. Ca pourrait aussi bien étre un doigt dans le cul.
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“Wade Guyton: 'imprimante réfléchit pour moi”, Standard Magazine, December 20, 2012

Quelle est importance de la matérialité des images que vous utilisez vis-a-vis de leur contenu
informatif ?

Selon la qualité du livre, la feuille absorbe plus ou moins Pencre. Et la ou il y a déja une image,
Pencre agit tres différemment aussi avec le blanc du papier et parfois 'information fait « sai-
gner » ’encre.

Le collage est-il un médium sale, utilisant des déchets, des restes d’images ?

Tout 4 fait, et si le sol de la cuisine est sale, le collage le sera d’autant plus.

Coller, est-ce « penser avec ses mains » (d’apres ’écrivain suisse Denis de Rougemont) ?

Pas faux : mes doigts font le travail et 'imprimante la réflexion.

Whitney Museum, New York
Jusqu’au 13 janvier

Exposition thématique autour du collage

Seuls quelques fragments de nous toucheront quelques fragments d’autrui
Galerie Thaddaeus Ropac, Paris

Jusqu’au 12 janvier
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