GALERIE
CHANTAL CROUSEL

Wade Guyton

REVUE DE PRESSE | SELECTED PRESS

10 RUE CHARLOT, PARIS
+33 142 77 38 87 | CROUSEL.COM



GALERIE
CHANTAL CROUSEL

Patrick Javault

Wade Guyton : Wade Guyton

The Art Newspaper, June 9, 2023.
https://cutt.ly/gweS0gk B




GALERIE
CHANTAL CROUSEL

Koln

WADE GUYTON
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von Jens Asthoff

Wade Guyton, Diisseldorf 2019, Foto: J.L. Cox

Mit ,MCMXCIX-MMXIX Zwei Dekaden® richtete
das Museum Ludwig US-Kiinstler Wade Guyton die
bisher grofte Uberblicksschau aus. Direktor Yilmaz
Dziewior kuratierte die Ausstellung in enger Zusam-
menarbeit mit dem Kiinstler. Dziewior hat jene zwei
Jahrzehnte Werkentwicklung — die gezeigten Arbei-
ten datieren von 1999 bis 2019 — tber weite Strecken
verfolgt und begleitet. Nach einem ersten Atelierbe-
such in New York im Mai 2004 lud er, damals Direk-
tor des Kunstvereins in Hamburg, Guyton noch im
selben Jahr zur Gruppenschau ,,Formalismus. Moder-
ne Kunst, heute“ ein und widmete ihm Ende 2005 mit
»Color, Power & Style“ auch das europaweit erste
institutionelle Solo. In KdIn kann man nun einzelne
dieser frithen Arbeiten wiedersehen, etwa Untitled
WGI1504 (2004) oder die ikonischen U-Flammenbil-
der wie Untitled WG1028 (2005). Insgesamt gelingt der
Kolner Ausstellung eine eindrucksvolle Prasentation
dieses mittlerweile umfangreichen und komplexen
Werks, und sie ist erfreulicherweise nicht blof§ chro-
nologisch aufgebaut, sondern macht mit klugen the-
matischen Verflechtungen Zusammenhinge sichtbar
und schafft dramaturgisch spannende Blickachsen.
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WADE GUYTON, Zwei Dekaden, MCMXCIX-MMXIX
Kunstform, N°266, March-April, 2020.

Interessanterweise zeichnete sich bereits zwi-
schen Dziewiors beiden frihen Guyton-Ausstel-
lungen ein Wandel ab, der die Entwicklung des
Werks mafigeblich prigte: 2004 hatte der Kiinstler
minimalistische Farbdrucke auf Rohleinen gezeigt,
die er mit einem Tintenstrahldrucker, damals ein
Epson Stylus Pro 9600, herstellte. Bilder dieses Typs
sind nicht auf Rahmen gespannt, sondern werden
locker fallend an zwei Punkten fixiert. ,Ich wollte
den Drucker auf eine Art verwenden, fur die er nicht
geschaffen wurde — um zu sehen, ob er eine andere
Art von Objekten hervorbringen konnte€ so Guyton
im aktuellen Katalog, aber ,nach der ,Formalismus‘-
Ausstellung [...] begann ich, grundierte Leinwinde
zu verwenden, zog sie auf Rahmen auf, damit sie der
Malerei niher kamen: Im Kern gilt das bis heute,
und im hier prasentierten Werkpanorama wird auf
ganzer Breite deutlich, wie Guyton diesen Ansatz
seiner Malerei tiber die Jahre weiterentwickelt hat.

Grundsitzlich bringt er im Bild das Digitale und
das Haptische zur Reibung: Die Verwendung von
Leinwand und die (anfangs ausschliefSlich) minima-
listisch-abstrakte Bildsprache paraphrasieren oder
suggerieren Malereicharakter, doch medial agieren
die Arbeiten zugleich auf vollig anderem Terrain. Ihre
Bildquellen sind digital, quasi korperlos unendlich
manipulierbar. Die Umsetzung im Printverfahren

Wade Guyton, Untitled, 2006, Epson UltraChrome-
Tintenstrahldruck auf Leinen, 228,6 x 134,6 cm, WG1059,
Privatsammlung. © Wade Guyton, Foto: Lamay Photo
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ist ein weiterer Transfer mit eigener Logik und birgt
Spielraume fir vielfiltige analoge Eingriffe. Bewusst
bringt Guyton den Drucker und das technisch da-
fur eigentlich ungeeignete Tragermaterial Leinwand
zusammen, daraus resultieren Zufallseffekte, und
sie sind erwtnscht: Beim frithen Stoffbild Untitled
WG1504 hat die Leinwand im Druckerdurchlauf gar
einen Riss davongetragen, rechts baumelt das Stick
halbseitig herab. Bezeichnend, dass Guyton das
schon damals als Teil des Bildprozesses anerkennt.
Die mediale Einschreibung erlangt im ,Fehler®
Sichtbarkeit, und genau darum geht es hier. Auch
die fiir Guyton typische Passungenauigkeit der Mo-
tive an der Mittelachse ist so ein Effekt: Handelstibli-
che, auf standardisierte Papierformate ausgerichtete
Drucker fassen nur eine bestimmte maximale Breite.
Um die Bildfliche zu vergrofern, faltet Guyton die
Leinwand der Linge nach und lasst erst die eine,
dann die andere Seite durch den Drucker laufen.
Das mag man pragmatisch nennen, doch generiert
es eben auch eine Art medialen Fingerabdruck und
fihrt zu kompositorisch interessanten Kollateral-
effekten. Ob abstrakt, ,realistisch“ oder irgendwo
dazwischen — stets wird mit fluiden Pixeln und der
Deutungskomponente Druckertechnik beziehungs-
weise -software hantiert, und all das nutzt Guyton als
malerisches Instrumentarium. Monochrom schwar-
ze Arbeiten von 2007/08 etwa, die bei Petzel, Crousel
s G :nd im Portikus gezeigt wurden, beruhen simtlich
Wade Guyton, Untitled, 2004, Epson UltraChrome-Tinten- auf einer kompakten schwarzen TIFF-Datei. ,Rea-
strahldruck auf Leinen, 187,9 x 109,8cm, WG1504, Sammlung listische® Motive wie in den Gemilden ab 2014 mit
Haubrok. ©Wade Guyton, Foto: Ron Amstutz Handyfotos, Screenshots etc. — etwa die Kiichenszene

in Untitled WG3949 (2016) oder der Tisch mit Resten

vom Atelierlunch mit Asiakohl in Untitled WG4406
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Jens Asthoff
WADE GUYTON, Zwei Dekaden, MCMXCIX-MMXIX
Kunstform, N°266, March-April, 2020.
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(2018) — 6ffnen und erweitern Sujets und Bildspra-
che des Werks enorm, haben aber alle die gleiche
virtuelle Basis. Guyton begreift das digitale Bild als
Simulakrum, als strukturelle Fluiditit, an der er die
forschende Bildproduktion ausrichtet.

Die Schleifen- und Transferstruktur seiner Verfah-
ren wird in jener Werkgruppe besonders deutlich, fiir
die er Aufnahmen seines AtelierfuSbodens machte,
etwa in Untitled WG4405 (2018). ,Fur die Bodengemil-
de sagt Guyton, ,fotografierte ich mit dem iPhone
den Atelierboden, auf dem ich neben dem Drucker
stand, ibertrug das Bild mittels AirDrop auf den Lap-
top und schickte es sofort an den Drucker. Ich musste
meinen Koérper kaum bewegen Uber das praktisch
unmittelbare Generieren und Zirkulieren des Motivs
hinaus kommt bei auf dem Atelierboden liegenden
Prints auch eine imaginire Schleife ins Spiel: Denn
das Bild, vor dem man gerade steht, wird kurz nach
dem Schnappschuss ebenso dagelegen haben wie die
Leinwinde, die es zeigt. Mit der motivischen Riick-
kopplung spitzt Guyton die heute alltiglich gewor-
dene Sofortverfiigbarkeit digitaler Information (Stich-
wort: ,kaum bewegen®) zum Kompositionsprinzip
zu. Eine dhnliche Kopplung von medialer Flichtig-
keit und Prasenz macht er in Bildern mit Titelseiten
von Tageszeitungen zum Thema. In Untitled WG4125
(2016) etwa sicht man Trump und Obama auf einem
New York Times-Cover, die Werkgruppe umfasst zahl-
reiche weitere Motive: Anschlige, Kriege, Barrikaden
der Gilets Jaunes, was die Weltlage so liefert. Guyton
berichtet, dass die Bilder lange im Atelier standen,
bevor er beschloss, sie zu zeigen, denn ,sie stieflen die
Menschen vor den Kopf. Sie stieen auch mich vor
den Kopf. Jeden Tag wurde man beim Mittagessen
an den Terrorangriff vom letzten November erinnert
oder daran, dass vor ein paar Monaten irgendein
Arschloch einen Bombenanschlag auf eine Abtrei-
bungsklinik vertbt hatte. Normalerweise aktualisiert
sich der Bildschirm, und man kann das Ganze verges-
sen. Aber die Gemilde sind einfach da*

Katalog (dt./e.) mit dem Verzeichnis samtlicher Einzelausstel-
lungen und Abbildungen aller gezeigten Werke; Texte von
Johanna Burton, Michelle Kuo, Kerstin Stakemeier und ein
Gesprach zwischen Wade Guyton und Yilmaz Dziewior.

584 S., ca. 1.900 farbige Abb., Verlag der Buchhandlung
Walther Kénig, im Handel 65,— Euro, im Museum 54,— Euro.

www.museum-ludwig.de

Wade Guyton, Ausstellungsansicht, linke Wand: Untitled,
2018, Epson UltraChrome-K3-Tintenstrahldruck auf Leinen,
325 x 275cm, WG4405, Whitney Museum of American Art,
New York, Schenkung Eleanor Heyman Propp, Untitled,

2008 (Ausschnitt), Epson UltraChrome-Tintenstrahldruck auf
Leinen, 8 Tafeln, je 213,4 x 175,3cm, gesamt 213,4 x 1491cm,
WG1985, Whitney Museum of American Art, New York;
Hintergrund: Untitled, 2015 (Ausschnitt), Epson UltraChrome-
HDR-Tintenstrahldruck auf Leinen, 213,4 x 175,3cm, WG44086,
Pinault Collection; Wand Mitte: Untitled, 2016, Epson
UltraChrome-K3-Tintenstrahldruck auf Leinen, 325 x 275¢cm,
WG4125, Glenstone Museum, Potomac, Maryland. © Wade
Guyton, Foto: Rheinisches Bildarchiv KéIn/Marc Weber
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Bergisch Gladbach
STEFAN WEWERKA
Dekonstruktion der Moderne

Kunstmuseum Villa Zanders
14.12.2019-19.04.2020

von Susanne Boecker

Stefan Wewerka, Foto: privat

»Die Erdkugel balbieren, beide Haelflen gegeneinander
verdrehen und wieder zusammenkleben. Akkra
wuerde dann ein Vorort von London sein und der
Niger wuerde in die Nordsee muenden und in London
wuerde es verdammt heiff werden, oder umgekebrt,
kalt in Akkra, es ist schwierig, das Richtige voraus-
zusehen. Die restliche Westseite der Britischen Inseln
wuerde einen neuen Standort in der Naehe des
Nordpols haben und die Englinder wuerden
dann noch frostiger werden und Paris laege dicht
beim Aequator und ueberbaupt wuerde sich alles
schlagartig veraendern.“

— Stefan Wewerka, 1962

Wenn es ein Projekt gibt, das die Denk- und Arbeits-
weise, den kinstlerischen Ansatz und Impetus von
Stefan Wewerka (1928-2913) auf den Punkt bringt,
dann dieses. Die Welt als Ding sehen, als ein Objekt,
das man mit handwerklich-kiinstlerischen Mitteln
dekonstruieren, erkunden und umgestalten kann.
Neugierig und ideologiefrei. Verspielt und radikal.
Humorvoll und ergebnisoffen.

WADE GUYTON, Zwei Dekaden, MCMXCIX-MMXIX

Kunstform, N°266, March-April, 2020.
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Nicolas Trembley

Rencontre avec Wade Guyton, l'artiste radical exposé au musée Ludwig
Numéro, January 9, 2020.

https://cutt.ly/ W8TbWw]
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FIGARO
SCOPE

Agathe Moreaux
Wade Guyton, en cours d'impressions
Figaroscope, March 6-12, 2019.
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Etienne Hatt
Wade Guyton, Natural Wine
artpress, N°466, May, 2019.
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o Dans les espaces réaménagés du pre-
mier étage le MAMCO présentait une
trentaine d’ceuvres inédites de l'artiste
américain Wade Guyton (né en 1972 3
Hammond, Indiana, vit et travaille 3 New
York), I'un des représentants les plus impor-
tants d’une génération d’artistes qui pense
et produit des images a I'ére du numérique.
Si certaines de ses ceuvres renvoient a la
scructure et au langage de la peinture, au
sens traditionnel du terme, elles en modi-
fient néanmoins radicalement les codes
et les modes de production. Les tableaux de
Wade Guyton sont en effet réalisés a I'aide
de grandes imprimantes jet d’encre dans
lesquelles il fait passer plusieurs fois la toile,
un processus dont les erreurs et défauts
font partie du programme général de com-
position et en assurent l'unicité. « Les pre-
miers travaux que j’ai réalisés sur ordinateur,
c’était comme de I'écriture, le clavier rem-
plagant le stylo. Au lieu de dessiner un
‘X, j'ai décidé d’appuyer sur une touche. »
Avec cet ensemble de piéces congues
entre 2015 et 2016, il abordait un nouveau
chapitre de sa démarche: I'image centrale de
'exposition, déclinée sous divers formats,
était une photographie que Iartiste a réalisée
dans son atelier. Au premier plan, se dresse
'une de ses sculptures, I'armature tubulaire
d’une chaise de Marcel Breuer modifiée et
posée 4 méme le sol; a l'arriére-plan, on
apergoit la partie droite d’une des peintures
de la série des «Black Paintings », ainsi que
le mur sur lequel I'ceuvre est adossée. « Pour
comprendre mon travail autrement, j’ai com-
mencé i le photographier dans latelier et &
produire des peintures a partir de ces images.
Cest parfaitement logique d’utiliser une
image photographique avec les outils dont je
me sers. Mes imprimantes ont été congues
pour remplacer la photographie qu'on déve-
loppait en chambre noire. .. une sorte d’'opéra-
tion commerciale hostile déguisée en progres
technologique et en amélioration de I'image.»
D’autres images représentant le sol
de son atelier new yorkais ainsi que diffé-
rents zooms dans des fichiers «bitmap »

Wade Guyton 12.10.16 - 29.1.2017
MAMCO Journal, N°1, 2018, p.56-61.

Organisée par Nicolas
en collaboration avec tium
de Dijon et le soutlen de Phillips

In its newly renovated first floor,
MAMCO presented over thirty new works
of the American artist Wade Guyton (1972,
Hammond, Indiana, lives in New York),
one of the most influential representatives
of a generation of artists who reflect on and
produce images in a digital era. Although
some of his works question the structure
and language of painting, in the traditional
sense of the word, they still radically modify
codes and modes of production. Guyton’s
paintings are indeed realized by putting
canvases several times through huge inkjet
printers to print motifs and letterings.
Errors, drips, and misprints are part of the
general composition process and ensure
the result’s unicity: “The first works I created
digitally, it was like writing, but the key-
board replaced the pen. Instead of drawing
an X, I decided to push a key”

With this new body of works created
between 2015 and 2016, he started a new
chapter in his work: the central image
of the exhibition, spanning various dimen-
sions, was a photograph taken in his stu-
dio. In the foreground lying on the floor is
one of his sculptures, a modified tubular
framework from a Marcel Breuer chair. In
the background, we make out the right
side of one of his “Black paintings,” as well
as the white wall on which it is resting.

The series is completed with representations
of the wooden floor in his New York stu-
dio, as well as close-ups of bitmap files. “In
order to understand my work from a dif-
ferent angle, I started photographing it in
my studio and producing paintings from
these images. It’s perfectly logical to use a
photographic image with the tools 'm
using. My printers have been designed to
replace photographs that used to be
developed in a darkroom. A kind of hostile
commercial operation disguised as a tech-
nological progress that is supposed to
improve an image.” The sudden upsurge

of biographical elements drawn from the
reality of his daily practice disrupts the
iconography usually deployed by this artist

FEATURE



GALERIE
CHANTAL CROUSEL

Wade Guyton, Untitled, 2016
Collection de l'artiste

Wade Guyton 12.10.16 - 29.1.2017
MAMCO Journal, N°1, 2018, p.56-61.
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complétaient 'ensemble. Lirruption d’élé-
ments issus du réel et la dimension biogra-
phique qu’ils prennent dans le contexte de
l'atelier bouleversent I'iconographie a laquelle
I’artiste nous avait habitués et ouvrent de
nouvelles perspectives. A travers la mise en
abyme de son propre travail, Wade Guyton
interroge I'ensemble de la chaine de pro-
duction et de représentation de 'art —
confronté a son inéluctable devenir-image.

Wade Guyton*
Tristan Garcia

Les ceuvres de Wade Guyton se présentent
comme des énigmes visuelles. (...} Comme de
toute énigme, il existe de celle-ci une explica-
tion généalogique et une explication logique.

Par généalogie, il est possible de com-
prendre comment et pourquoi l’artiste a
congu et réalisé ces ceuvres. Apres avoir
délaissé la peinture puis I'écriture pour le
clavier, imprimant d’immenses reproduc-
tions des lettres X ou U, ou d’échantillons
de photographie numérique d’une flamme,
Wade Guyton a comimencé a recomposer
ces signes dans une forme de syntaxe visuelle
sans sémantique. Puis il a décidé de réflé-
chir sur I’élaboration de son propre travail.
Il a pris une photographie de son atelier,
dans lequel était posé un ancien mono-
chrome noir, ainsi qu’une chaise du designer
moderniste du Bauhaus Marcel Breuer,
dont 'armature tubulaire avait été déman-
tibulée, redevenue une ligne mérallique
serpentine. De cette image photographique,
il a tiré de gigantesques copies, grice a
des imprimantes laser, dont le format excé-
dait les possibilités de [a machine: Wade
Guyton a donc découpé chaque image en
deux parties, imprimées successivement,
jusqu’a obtenir des effets de décalage entre
les moitiés d’images, dont il a conservé les
irrégularités, les coulures, les défauts d’im-
pression. Enfin, apres avoir extrait les é1é-
ments de base de documents qu'on appelle
«bitmap », c’est-a-dire d’image informa-
tiques matricielles définies point par point,
il a agrandi le plus possible ces pixels et les
a imprimés.

De cette généalogie, on pourra déduire
un discours critique des modes de fabrica-
tion et de production industrielle des images

Wade Guyton 12.10.16 - 29.1.2017
MAMCO Journal, N°1, 2018, p.56-61.

and opens new perspectives. Through a mise
en abyme of his own work, Wade Guyton
keeps questioning the entire chain of pro-
duction and representation as well as the
becoming-image of art.

Wade Guyton*
Tristant Garcia

Wade Guyton’s works come over as visual
enigmas. (...) As with any enigma, there is

a genealogical explanation of it, as well as a
logical one. Via genealogy, it is possible to
understand how and why the artist has
conceived and produced these works. After
having abandoned painting then writing
for che keyboard, printing out huge repro-
ductions of the letters X and U, or samples
of digital photographs of a flame, Wade
Guyton started recomposing these signs into
a semantic-free, visual syntax. He then
decided to think through the elaboration of
his own work. He took a photograph of his
studio, which contained an older black mono-
chrome, as well as a modernist designer chair
by the Bauhaus’ Marcel Breuer, whose tubu-
lar framework had been dismantled, turning
it back into a snaking metallic line. He then
made gigantic copies of this photographic
image, using laser printers, whose format
exceeded the possibilities of the machine:
Wade Guyton subsequently cut each image
into two parts, printed successively, until he
obrtained shifting effects between each half
of the images, whose irregularities, drips and
printing errors he kept. Finally, after having
extracted the basic elements of the docu-
ments, called a “bitmap,” or in other words
a digital matrix image, defined point by
point, he enlarged these pixels as much as
possible then printed them out.

From this genealogy, we could deduce a
critical discourse of the modes of production
and the industrial manufacturing of contem-
porary images. We could then consider that
the artist is exhibiting the processes of digital
decomposition and visual re-composition,
of standardization and of the copying of
digitized, photocopied images. But this is
not the path that we have decided to take.

For, any enigma also calls for a logical
solution: rather than explain the mystery
by the conditions of its production, the

FEATURE
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contemporaines. On estimera alors que I'ar-
tiste exhibe les processus de décomposition
informatique et de recomposition visuelle,
de standardisation et de copie des images
numérisées et photocopiées. Mais ce nest
pas la voie que nous choisirons d’emprunter.
Car toute énigme appelle aussi une
résolution logique: plutdt que d’expliquer le
mystere par les conditions de sa production,
on décide alors de le recevoir comme donné,
et de l'affronter 2 la fagon d’un défi. On
tiche de trouver dans I'énigme elle-méme,
et non pas dans la fagon dont elle a écé for-
mulée, les ressources pour I'élucider. En
traitant 'énigme toujours comme un pro-
duit plutdt que comme une production, on

[ )

perd le sens méme de I’énigme, qui est de
susciter un sentiment énigmatique. Dans le
cas de I'ceuvre de Wade Guyton, il nous
semble que ce sentiment énigmatique est
la forme méme que prend le sentiment
esthétique. Or une énigme n’en est plus une
quand on ne se trouve plus capable que
d’en exposer la généalogie, sans en affron-
ter la logique ; résoudre en amont ce qui
se présente comme un mystere €n recons-
tituant les faits qui ont conduit a appari-
tion de ce mystere, ce n’est pas résoudre en
aval ce a quoi le mystere nous mene. Toute
énigme possede deux sens: le sens qui
préside & son énonciation, et le sens qu'elle
énonce. De sa généalogie, on ne déduit
jamais tout a fait sa logique. Prenons cette
logique-1a au sérieux, et faisons un temps
abstraction de ce que nous savons de la
fabrication des images de Wade Guyton,
contemplons cette énigme visuelle comme
si nous ne savions plus qui en a exposé les

FEATURE

Wade Guyton 12.10.16 - 29.1.2017
MAMCO Journal, N°1, 2018, p.56-61.

decision is then made to receive it as it is,
and confront it as a challenge. An attempt
will then be made to find the resources

for elucidating the enigma in the enigma
itself, racher than in the way it was put
together. By always treating the enigma as
a product instead of a production, we lose
the very sense of its being enigma, which is
to incite an enigmatic feeling. In the case
of Wade Guyton’s work, it seems to us that
this enigmatic feeling is the very form
adopted by the aesthetic feeling. And an
enigma is no longer an enigma when all we
can do is expose its genealogy, without
confronting its logic; resolving the origins
of what is being presented as a mystery, or

reconstituting the facts that led to its appear-
ance, does not explain the place where this
mystery subsequently takes us to. All enig-
mas have two meanings: the one that pre-
cedes its announcement, and the one it
announces. We can never completely deduce
its logic from its genealogy. So, let’s take this
logic seriously, and pass over for a moment
what we know about how Wade Guyton’s
images are produced, and instead contem-
plate this visual enigma as if we no longer
knew who presented its terms, or how and
why he claimed to have done so. What do
we see then, and what do we think? We are
now in front of portions of space, exhib-
ited frontally before our eyes. They seem to
be irregularly covered with ink. And this
ink forms figures.

To begin our investigation, we need to
identify the smallest constituent part of
these figures. So, let’s take a closer look at
the pixel blow-ups made by Wade Guyton,
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termes, comment et pourquoi il affirme
Iavoir faic: alors qu’est-ce que nous voyons,
et qu'est-ce que nous pensons ¢ Nous nous
trouvons devant des portions d’espace,
exposées frontalement a notre regard. Elles
apparaissent couvertes irrégulierement
d’encre. Cette encre forme des figures.

Pour commencer notre enquéte, il nous
faut identifier le plus petit constituant de
ces figures. Regardons d’un peu plus pres les
agrandissements de pixel réalisés par Wade
Guyton, qui font ressembler des unités
d’image numérique a de grands carrés flous.
Fixons un instant du regard cetre figure.
Nous pensons: c’est un point. Pourtant nous
voyons une tache. Lenquéte est lancée.

Notre hypothése (...) sera la suivante:
cette ceuvre de Wade Guyton est en fait
un répertoire visuel d’éléments fondamen-
taux qui exposent la transformation de
'espace pictural en espace informationnel;
la construction de I'espace pictural en trois
temps, poing, ligne et surface, comme dans
le traité de Kandinsky, est poursuivie par le
pixel, le rai et I'impression.

Ce qui est livré au regard par le travail
de Wade Guyton, ce sont les éléments de
construction de I'espace idéal, de 'espace
pergu, de 'espace pictural et de 'espace
numérique. Alors que Kandinsky attestait
du projet moderne de déconstruire ec de
reconstruire I'espace pictural a partir du
point, de la ligne et de la surface, Wade
Guyton montre, fait voir que la construction
de P’espace, aprés un siecle, s’est poursui-
vie: du point pensé et de la tache pergue,
qui donnaient la tache voulue et peinte
a émergé le pixel ; de la ligne pensée et du
ligneux pergu, qui donnaient le trait voulu
et peint, a émergé le rai, et plus particulie-
rement le rayon laser; de la surface pensée
et de l'empreinte percue, qui donnaient
I'image voulue et peinte, a émergé I'image
imprimée. C’est I'impression qui est la plus
ancienne, mais transformée par le laser puis
par le pixel, elle produit I'image-énigme
de Wade Guyton, qui est comme le révéla-
teur optique des strates de construction
de notre espace numérique, qui en conserve
la mémoire picturale, la mémoire percep-
tive, la mémoire idéale.

*Extrait du texte de Tristan Garcia pour la publica-

tion éditée conjointement par le MAMCO et Le
Consortium, Les presses du réel, Dijon, 3 paraitre.

Wade Guyton 12.10.16 - 29.1.2017
MAMCO Journal, N°1, 2018, p.56-61.

which make the units of digital images looj
like large hazy squares. Let’s stare at this
figure for a moment. We say to ourselves:
it’s a point. And yet what we can see is a
blotch. The investigation has begun.

Our hypothesis (...) is as follows: this
work by Wade Guyton is in fact a visual rep-
ercory of the fundamental elements thac
display the transformation of pictorial into
informational space; the construction of
pictorial space in three phases, point, line,
and surface, as in Kandinsky’s treatise,
has been extended through the pixel, ray,
and print.

What we are given to see by Wade
Guyron’s work are the constructional ele-
ments of ideal space, perceived space,
pictorial space, and digital space. While
Kandinsky attested to the modern project
of deconstructing and reconstructing
pictorial space based on the point, line, and
plane, Wade Guyton shows and reveals
thar, a century later, the construction of
space has continued: from the reflexive
point and the perceived blotch, which led
to the intentional, painted blotch, the
pixel has now emerged; from the reflexive
line and perceived ligneous matter, which
led to the intentional, painted stroke, the
ray has emerged, and in particular the laser
ray; from the reflexive surface and the
perceived imprint, which led to the inten-
tional, painted image, the printed image
has emerged. Printing might be an ancient
procedure, but it has been transformed by
the laser and then the pixel, and now pro-
duces Wade Guyton’s enigma-image, like
an optical development of the strata in the
construction of our digital space, while
retaining the pictorial, perceptive, and ideal
forms of memory.

*Excerpted from Tristan Garcia’s text for the

forthcoming book published by MAMCO Geneva
& Le Consortium, Les presses du réel, Dijon 2018.
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Riccardo Venturi
Wade Guyton. Le Consortium/Académie Conti/Le Mur
Artforum, October 2016, p.284.
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8 gloj=7jo|E: Wade Guyton:
Elean "=
'f:’_‘:oal ;;’-* The Digital Ghosts and
3|sle| Ztel . . s
The Epiphany of Painting
SI0I= 710|E X ASH (S CI2E], 2 2247, AR E2| olEME)
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
Kim Seungeduk

Wade Guyton: The Digital Ghosts and The Epiphany of Painting
Space, N°586, September, 2016, p.88-95.
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Wade Guyton, Installation
views, ‘So machen wir es:
Techniken und Asthetik der
Aneignung. Von Ei Arakawa
bis Andy Warhol', Kunsthaus
Bregenz, Austria, 2011

FH7IE RLtes S, Chfst HEle| 2Ao2 A2 0| e1st71/327] EXE0| s SRS RRCH FHFOIF Fat2 ol

3|sto| =Ho|ch 27t EfEEH 0| % wiojCt 5|sh= Fo{7tn R R AEEHE| 2HFo| Lestth 2L olafoflA, Of A5t = QL= PC 2 ZEQI07H A8 H o 2 M0|HA
QACHEX|, Af2tE Z0[2HEX], gloiMof2t Stk FE2 Q3 s=o| FES UFD AFE K| of2] Ze| Folg 3|atets gt H2E 2ls] A0{FCH A3 AF2I Al
HO|x| x| 2Ok QojLtx| gh2 Yo|Ct. Of2fEh =2l S2l=2F2 olg 5 gict 12 = 7+ #exl= B0l ~$|&(Warhol) 2 32|~ E 1 2(Christopher Wool) 2|
Z7{Lt Lt AL, =O|FO| ALt OfL AL £ EFHO|12 = Ql4fE F2E0| 0ffH O|RoflA 0|2 F | FHXE siLtol AlCH -5 B EY ol M22 FHzo|x}, oj2ixlo|ns
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Kim Seungeduk
Wade Guyton: The Digital Ghosts and The Epiphany of Painting
Space, N°586, September, 2016, p.88-95.
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Untitled, Epson UltraChrome HDR on linen, 213.4 x 175.3 cm, 2015
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‘Wade Guyton, Exhibition view at Academie Conti, Vosne-Romanée, 2016
Untitled, Epson UltraChrome K3 inkjet on linen, 274.3 x 134.6 cm, 2016
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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

Kim Seungeduk

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

Wade Guyton: The Digital Ghosts and The Epiphany of Painting
Space, N°586, September, 2016, p.88-95.

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

Kim Seungeduk

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

Wade Guyton: The Digital Ghosts and The Epiphany of Painting
Space, N°586, September, 2016, p.88-95.

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 r i ing 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 production 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,

I 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 i of 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

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

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,
butitis 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 not exactly the same, there are
similarities in my paintings.

Kim: The ion of ives (i j ) 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

Kim: Layering (and superi visual

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

ZINISWY Uy &

Kim Seungeduk

d ibe 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.

Wade Guyton: The Digital Ghosts and The Epiphany of Painting
Space, N°586, September, 2016, p.88-95.

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

an important of their

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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.A'2x4’is acommon US standard
size piece of wood. It refers to 2
inches by 4 inches. Wade Guyton
uses them to hold up the
paintings so they don't sit directly
on the floor.
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Wade Guyton: The Digital Ghosts and The Epiphany of Painting
Space, N°586, September, 2016, p.88-95.

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);

C i Member of 1 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 latelier de Wade Guyton
Numéro, N°174, June-July, 2016, p.102-105.
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Jean-Max Collard

Autocopie

autocopie

Peut-on étre radical deux fois ? La preuve que oui
avec lartiste 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 l'expo” :
'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 Héller qui exposait a coté, chez Air
de Paris. Plus récemment, chez Art:Concept, le New-
Yorkais Jakob Kassay avait rejoué en 2013 U'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 modele
9900, et d’'une qualité d’encre a une autre, si bien que
l'artiste 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 Ill¢, crousel.com

Les Inrockuptibles, N°97, March 26, 2014.

Vue de Uexposition Wade Guyton. Photo Florian Kleinefenn, courtesy de lartiste et galerie Chantal Crousel, Paris
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Erik Verhagen
Wade Guyton bis repetita placent?
Artpress, N°415, October, 2014, p.53-58.
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technologie

rare, exception faite des avancées «tech-
niques » décisives qui ont jalonné I'histoire
de la peinture, que telle ou telle démarche

picturale en ait été dépendante. Il me sem-
ble qu’un Reinhardt pouvait passer six ans sur

une peinture sans se soucier du moindre fac-
teur exogene. Un Guyton est quant a lui,
comme Theodore Twombly, obligé de tenir
compte des modifications induites par I'évo-
lution, les éventuels déréglements et mises
a jour des logiciels et périphériques dont il

Erik Verhagen
Wade Guyton bis repetita placent?

dispose. C’est dire que I'idée méme d'une
peinture autoréférentielle, aussi fantasma-
gorigue soit-elle, n'est plus de mise chez cet
artiste. Et cela vaut autant pour ses black
paintings que pour toutes ses ceuvres an-
térieures concues a l'aide d'imprimantes
inévitablement reliées a un systéme opé-
rationnel. Initialement, en 2002, Guyton
avait commencé & recouvrir des pages de
livres et de magazines déchirées de formes
cruciformes tracées a ‘aide d'un feutre et

Artpress, N°415, October, 2014, p.53-58.

d'une régle, avant de soumettre ses images
reproductibles a une petite imprimante
Epson. Ce basculement évoque celui d'un
Buren dans la seconde moitié des années
1960, si ce n'est que le contexte n'est bien
évidemment pas comparable. Au climat ico-
noclaste de I'ére conceptuelle s'est substi-
tuée une ére iconodoule. Et I'éloge d'une
image reproductible n’a rien d’exception-
nel au regard des profondes mutations qui ont
chamboulé le paysage artistique postcon-
ceptuel. Aussi n'est-il pas étonnant que I'ar-
tiste ait renoué avec un mode de production
générant des images plus ouvertement « ori-
ginales », quand bien méme elles ont été réa-
lisées al'aide d’une imprimante. A regarder
de pres, les impressions de Guyton ne dif-
férent pas de certains « objets » prétendu-
ment photographigues, concus par exemple
dans les cercles de I'Ecole de Diisseldorf, &
commencer par les travaux de Thorhas Ruff.
Ce dernier réalise ses « photogrammes » en
se servant d’une chambre noire « virtuelle » ;
Guyton des abstractions avec une Epson. Le
pouvoir des images n'est pas diminué dans
les deux cas. Il se pourrait méme que les
coups opérés par |'un et l'autre tendent a le
renforcer. Du moins dans I'immédiat, car a
force de jouer la carte de la prouesse et de
I"innovation techniques, ces artistes ris-
quent a terme de plier leurs ceuvres au dan-
ger de 'obsolescence qui guette déja leurs
outils. A suivre..

Erik Verhagen enseigne I’histoire de ['art contemporain
a l'université de Valenciennes.

Wade Guyton

Néen/born1972 a/in Hammond, Indiana

Vit a/lives and works in New York

Expositions personnelles récentes/ Recent shows:
2010 Museum Ludwig, Cologne

Baltimore Museum of Art, Baltimore

Friedrich Petzel Gallery, New York

2011 Galerie Guy Bartschi, Geneve

Galerie Francesca Pia, Zurich

Grafisches Kahinett, Secession, Vienne

Gio' Marconi, Milan; Galerie Capitain Petzel, Berlin
2012 0S, Whitney Museum of American Art, NY
2013 Kunsthalle Zurich; Kunsthaus Bregenz, Bregenz
2014 Fondation Pinault, Punta Della Dogana, Venise;
Galerie Gisela Capitain, Cologne; Galerie Chantal
Crousel, Paris ; Friedrich Petzel Gallery, New York

De haut en bas/from top:

Vue de l'exposition a la/exhibition view at galerie
Chantal Crousel, Paris, 2014 ; Ph. M. Argyroglo)

« Untitled » {détail). 10 peintures monochromes noires
{jet d'encre Epson Ultrachrome sur teile de lin),

sol en contreplaqué peint en noir.

Vue de {'exposition a la / exhibition view at gaierie
Chantal Crousel, Paris, 2008. (Court. de I'artiste et
galerie Chantal Crousel, Paris ; Ph. F. Kleinefenn).

10 black monochrome paintings (Epson Ultrachrome
inkjet on linen) and 1 plywood floor painted black
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William Massey

tir du catalogue Zeichnungen fur ein kleines Zimmer, Vol. |l publiea
ymeala Fondation Frangois Pinault, Yen

William Massey
Wade Guyton Printing system
L'Officiel Art, June-August, 2014.
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Printing problems
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