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Wade Guyton, artist, photographed by Olivier Kervern, Zurich. (See interview p. 250)
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WADE GUYTON BY CHARLES TEYSSQU
INTERVIEW, ZURICH, 2025

Painting has long aspired to altitude
—a moral and aesthetic elevation
inherited from its liturgical origins.
This conversation with Wade Guyton
turns instead toward the sanctity

of what lies below: dirt, leaks,
debris. The exchange moves through

the underworld of his studio and the
exhausted body of modernism, tracing
how matter, memory, and failure fold
into images. It touches on the city’s
entrails, the perversity of machines,
and the persistence of painting against
its own obsolescence. What unfolds is
an anatomy of a practice that thrives
in friction, error, and repetition.

Charles Teyssou: Painting often
aspires to altura—a moral and

aesthetic elevation inherited from its
liturgical role in churches. Yet your
show at Francesca Pia, as with your
practice in general, often relates

to the sacrality of what lies below:
dirt, dust, industrial carcasses,
Jjunk. Where does this fascination with
the visceral come from? How does 7t
play out in your work?

Wade Guyton: I’'m not against art

or painting aspiring to an elevated
position. I did grow up Catholic so

I likely absorbed the obsession with
the visceral;. the imagery and the
accompanying guilt. The work spends a
lot of time lying on the floor of the
studio, attracting dirt and dust and
the occasional footprint. The printer
leaks, ink pools up and overspills,
drag marks remain along the seam of
the paintings. And then images of these
spills and runs are rendered again in
wet dripping ink. So making an image,
whether photographic or material in

Charles Teyssou
Wade Guyton

some way, must incorporate the excess.

C.T: One of the central works in the
show is a pipe—part of the city’s
underworld, or “the intestine of
Leviathan,” as Victor Hugo called

it. Could you tell us more about your
interest in the city’s or industry’s
entrails?

W.G: The two sculptures are cast from
Tyvek-wrapped cardboard tubes that I
used for storing long paintings. Over
time, with humidity and gravity, the
cardboard sagged and the Tyvek twisted,
leaving wrinkles in the canvases. I
wanted to repeat these objects and
their incongruent materials in metal.
The cardboard tube is cast in aluminum
and then wrapped with cast bronze. A
sculpture around another sculpture,
inseparablie.

They look ancient, much like the Tead
and terra cotta waste pipes we found
under my studio building or some kind
of volcanic intestinal form. I’ve been
in the middle of a painful renovation
of my studio. It’s a building that

was a men’s hotel~a flophouse—turned
sweatshop in the mid-20th century that
has the foundation of a 19th century
vaudeville theater on the Bowery. One
of the paintings depicts the wreckage
-excavated plumbing and the layers of
history of the building. When I moved
in, there was an old tiled room with
15 shower heads where the men showered
together. Historical accounts say the
building accommodated a hundred men per
floor. Whether this is my interest or
not, it has an influence.

C.T: Steven Parrino described his work
as having a necrophilic relation to
painting. You have spoken of your own
relationship with the printer as that

DOUBLE, N°50, Autumn—Winter, p.192-193, 250-251.

of a “tortured printer,” referring

to your technique of generating
accidents in the process. Do you see
your practice within this genealogy of
pushing painting, the oldest medium,
toward its conceptual deathbed?

W.G: Parrino was great. I never thought
of myself as a painter, but I get a

Tot of pleasure out of good painting
and its antagonists. I tend to think
about Painting’s ability to consume its
detractors. It’s a highly adaptable
organism. So all the acts of aggression
artists have enacted over centuries
toward Painting just become part of
Painting’s DNA.

C.T: You once mentioned an interest

in typewriters. Could we connect your
work to the extended field of concrete
poetry? I am thinking here of figures
such as Henri Chopin.

W.G: Well not typewriters exactly,

but in 2002 I made the first printer
drawings, typing on the keyboard. I’'m
open to a reading like that, it’s been
mentioned before. There’s a relation
to collage and the drawings could be
looked at as assisted readymades.

I think Chopin worked harder on his
works. My drawings don’t take much
effort on my part: tearing apart books
and printing over the pages. These
days, I use images more than text, but
back then I was thinking about writing.

C.T: You have spoken about the
importance of “passing” in your work—the
ability to read social interactions as a
code to master, in order to move freely
through different situations. Would you
describe the work itself as encrypted—as
a palimpsest or rebus, where letters,
fire, or iconic furniture function as
signs to be deciphered?
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W.G: I am interested in how an artwork
can attract or shed meaning over time.
And language can often be insufficient.
The first black monochromes were just
layers of black ink over failed X
paintings and the Xs are still visible—
and maybe the printer drawings invite
that visual deciphering. But I am not
in the business of creating puzzles or
games for a viewer.

C.T: Architecture and design appear
both as motifs (for example, the Marcel
Breuer Freischwinger B64 disarticulated
chair recurring in your paintings) and
in your displays as well as public
sculptures (Socrate). Often your
gesture is to deconstruct, fragment,

or abstract the original design. Since
architecture is a primary expression
of political and economic power, do
You consider your work a reflection

on power—its destitution, or its
alteration—as in Gordon Matta-Clark’s
Anarchitecture?

W.G: Matta-Clark always turned me on—
cutting these buildings apart. The
films are great. And yes, power is
everywhere we look for it. The chair

is something very human. Everyone’s ass
has experienced one. The first Breuer
chair I used—likely a knockoff—I found
on the street in the East Village when
my studio was there in the late ‘90s.
It was broken but I needed a chair to
sit on, and I thought I could repair
it. Turns out I couldn’t, so after a
Tong time of it in the corner taunting
me, I broke it further, making it a
sculpture. Fifteen years later, I
photographed it in front of one of my
black monochromes and used that image
over and over.

C.T: You have described your stacked
paintings as “batteries” and your
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practice as a “compulsive return,”
where you keep “re-opening and re-
executing the same image files.”
Could we extend this and see all of
your works as fragments of a single
artwork—a digital drive forced into
multiple forms yet remaining unique,
a kind of digital Mnemosyne? I am
also thinking here of Giuseppe Pinot-
Gallizio’s industrial painting, sold by
the meter.

W.G: I usually sell in 2 meter
increments. But this Pinot-Gallizio
impulse is there in my work. My linen
comes in 20 meter rolls so there are
some Timitations. The notion of memory
and who controls this, and whether all
of this work is in one folder on my
computer, backed up on a server, is
provocative. Sure. Why don't we say
it’s all one artwork dismembered, and
strewn around the world.

C.T: What about vandalism? You
collaborated with Stephen Prina, who
spray-painted over your works. We also
made a public project together with
paintings-as-billboards that could
easily have been vandalized, and you
seemed excited by the possibility. In
your pursuit of delegation—from printer
glitches to collaboration—can vandalism
also be embraced as a form of freedom?
W.G: Yes, of course. The worst
attribute is to be too precious about
anything. Especially something you’ve
made yourself.

C.T: You are also known for a printer
drawings series of works where you
reproduced pages from books showing
(mostly) black-and-white reproductions
of key Modernist works, on which you
then printed new forms. This recalls
Asger Jorn’s modification paintings.

DOUBLE, N°50, Autumn—Winter, p.192-193, 250-251.

How does fun, tongue-in-cheek play,
and punning unfold in your work?

W.G: I'm a good time, but I don’t
actively engage in that type of play.
And just to clarify, I print over a lot
of non-key Modernist and pre-Modernist
works as well. Sometimes the result has
humor-other times it is dead serious-
but I’m not a joke-teller

C.T: By making the printer stammer and
stutter, producing aberrations, do you
feel close to the idea of the “bachelor
machine”transforming the printer into
a delirious mechanism that resists
rationality?

W.G: Being an artist is spending
one’s time on useless .expenditures,
repetitive, compulsive selfish
production. A Tot of wasted time in
pursuit of pleasure.
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Untitled, 2011, Epson UltraChrome inkjet on linen, 96 x 55 inches, 243.8 x 139.7 em, (WG2453)
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Wade Guyton
Arcane, N°3, November, 2024, p.66-77.
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All images courtesy of the artist

WADE GUYTON

An interview by Pierre-Alexandre Mateos

Wade Guyton is a major American ar-
tist of unsuspected ardor. An almost
monochromatic conceptual painter, a
minimalist sculptor, a photographer
by default, alwaa’;; on the edge of print
or installation, Wade Guyton's art re-
tains beyond its rigor a lascivious
aura and a physical illusionism. In res-
ponse to a cold, machine-like reading
of his work, | take a sensualist, even
erotic approach in nine questions.
While his practice leans towards mute
automatism, it would be a good idea
to recognize the licentious motives
and strategies of an art that reveals
more than it indicates. This interview
aims to provide a situated reading
of his sur?risingl carnal work. It is
an attempt to hollow out the artist's
presence in his art, whether throuagth
a_ passive biography or its narrati-
vity. While not fully successful, this
conversation does have the merit of
opening up new hermeneutical ave-
nues, and probing an unconscious
that delivers itself through touches,
letters, embers and spurts of ink.

Pierre-Alexandre Mateos

Wade Guyton

Arcane, N°3, November, 2024, p.66-77.

Wade Guyton est un artiste américain
majeur 'une ardeur insoupgonnée.
Peintre conceptuel presque monochro-
matique, sculpteur minimaliste, photo-
graphe par défaut, toujours a la frontiére

e limpression ou de linstallation, l'art
de Wade Guyton conserve au-dela de
sa rigueur une aura lascive et un illusion-
nisme physique. En réponse a une lec-
ture froide et mécaniste de son ceuvre,
jadopte une approche sensualiste, voire
érotique, en neuf gquestions. Alors que
sa pratique penche vers un automatisme
muet, il parait judicieux de reconnaitre les
motivations licencieuses et les stratégies
d’un art qui révéle plus gu'il nindique. Cet
entretien vise a offrir une lecture contex-
tuelle de son travail étonnamment char-
nel. C'est une tentative de creuser la pre-
sence de lartiste dans son art, que ce
soit & travers une biographie passive ou
une narrativité. Bien que n'étant pas to-
talement réussie, cette conversation a le
meérite d'ouvrir de nouvelles pistes hermé-
neutiques et d'interroger un inconscient
qui se livre par touches, lettres, braises et
éclaboussures d'encre.
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PAM
1/ When | first encountered {our
work around 20186, | was struc

its erotic aura; to put it more blunt-
ly, the retinal and physical imprint
it left on me was one of sexual
attraction and rejection. It was
like a break, a shock for me that
connected me but also put me a
little outside, in orbit. Besides, the
Latin etymology of sexus, sexy, is
the cut, the division between the
upper and lower parts of the body,
the genitals and the human spe-
cies... To go further, | felt in your
large corpus of works a division
befween sexiness and distance,
figuration and disfiguration, her-
meticism and legibility, prohibition
and invitation. As | read in an in-
terview with David Armstrong,
would you say that one of the
first qualities of your work is to be
sexy, even sexual?

WG

In that interview | was joking
with David about art needing
to be sexy. But sexual, that's a
somewhat different story. No one
has articulated an encounter with
my work precisely this way or as
explicitly, but | won't argue with
you about it. I'm willing to go there.

PAM

2/ One of the points of agreement
between Freud and Lacan is that
sex is the foundation of all beha-
vior, all things and all language.
Your work is full of letters, phone-
tic and graphic enunciations re-
miniscent of concrete poetry, but
more concretely reminiscent of
sexual semiotics: X, U, or through
images, fire, combustion. To what
extent is this use of language a
conscious address to the viewer,
does it follow a logic of entice-
ment?

WG
I'm in the uneasy place of being
both the maker and the primary
viewer of the work. So the logic of
enticement or the direction of flir-
tation may be a little oonfusing, |
often feel distanced from it while
wholly being in control of it. | have
to say though that the love lan-
Euage is rather banal, a couple
eys on the keyboard, fire, black
monochromes... But | can see
the erotic potential of pigmented
liquid on a surface, mediated by
a couple of machines and the
voyeurism of monitoring the work
on a screen. As well as the sense
that an object I've made doesn't
really need me or my biography at
all to project its own power. Good

art does not need us, which in
turn only makes us want it.

PAM

3/ My father is a car dealer, so |
was always impregnated by cars,
trucks’ atmosphere and, once
again, their erotic aura. One of
the other things | have remarked
in your different works is this dif-
fuse sensualist atmosphere of
a garage. A bit like Mosset, Par-
rino, Kaprow or Prince, Wool,
Dogg, before you, your works
are connoted with car culture; |
can feel or imagine the odor of
gjasolgne, carbon, the viscosity of
the oil, the ﬁlossy surface of the
image like the insolent bodywork
of a sports car, the aggressive
discount ads for second hand
ones, the soft porn calendar etc...
Are you a car person?

WG

| like to drive but wouldn't neces-
sarily call myself a car person. |
drive a 4Runner- a black Toyota
truck. My father worked in a steel
mill, maybe this explains my inte-
rest in metal.

PAM
4/ You also work particularly hard

Good artdoes notneed us, which
in turn only makes us want it.

PAM

1/ Lorsque jai découvert ton tra-
vail vers 2016, jai été frappée par
son aura érotigue ; pour étre
plus direct, 'empreinte rétinienne
et ph%wasmue qu'il a laissee sur
mol était celle d'une attraction et
d'un rejet sexuels. C'était comme
une rupture, un choc qui me liait
mais me mettait aussi un peu a
l'écart, en orbite. D'ailleurs, I'éty-
malogie latine de sexus, sexy, est
la coupure, la division entre les
parties supérieures et inférieures
du corps, les organes_génitaux
et I'espéce humaine... Pour aller
plus loin, jai ressenti dans ton
vaste corpus une division entre
seduction et distance, figuration
et défiguration, hermétisme et li-
sibilite, prohibition et invitation.
Comme je l'ai lu dans une inter-
view avec David Armstrong, di-
rais-tu qu'une des premiéres qua-
lités de ton ceuvre est d'étre sexy,
voire sexuelle ?

WG

Dans cette interview, je plaisan-
tais avec David sur le fait que
I'art devait étre sexy. Mais sexuel,
c'est une autre histoire. Personne
n'a décrit une rencontre avec mon
travail précisément de cette ma-
niere ou aussi explicitement, mais
je ne vais pas te contredire. Je
suis prét a aller dans ce sens.

PAM .

2{ Lun des points d'accord entre
Freud et Lacan est que le sexe
est le fondement de tout com-
portement, de toutes choses et
de tout langage. Ton travail est
rempli de letires, d'énonciations
phonétiques et graphiques qui
rappellent la poesie concréte,
mais plus concrétement encore
la sémiotique sexuelle : X, U, ou
a travers des images, le feu, la
combustion. Dans quelle mesure
cette utilisation du langage est-
elle une adresse consciente au
spectateur, suit-elle une logique
de séduction ?

WG
Je suis dans la position inconfor-
table d'étre a la fois le créateur et

le premier spectateur du travail.
Donc, la logique de la séduction
ou de la direction de la tentation
peut étre un peu déroutante.
Souvent, je me sens distancé de
mon propre travail tout en gardant
le controle total. Je dois dire ce-
pendant que le langage amou-
reux est plutdt banal, quelques
touches de clavier, le feu, des mo-
nochromes noirs... Mais je peux
voir le potentiel érotique d'un li-
quide pigmenté sur une surface,
médié par quelques machines
et le voyeurisme de surveiller le
travail sur un écran. Tout comme

lidée gqu'un objet que j'ai creé n'a
en réalité pas besoin de moi ni de
ma biographie pour %rqeter sa
propre puissance. Le bon art n'a

as besoin de nous, ce qui, a son
our, ne fait que nous le faire dési-
rer davantage.

PAM
3/ Mon peére est vendeur de voi-
tures, donc jai toujours baigné
dans l'ambiance des voitures, des
camions, et la encore, leur aura
érotique. Lune des autres choses
que jai remarquées dans tes dif-
férentes oeuvres est cette atmos-
phére sensualiste diffuse d'un
garage, Un peu comme Mosset,
arrino, Kaprow ou Prince, Wool,
Dogg avant toi, tes ceuvres sont
connotées de culture automobile ;
je peux sentir ou imaginer l'odeur
de l'essence, du carbone, la vis-
cosité de I'huile, la surface bril-
lante de 'image comme la carros-
serie insolente d'une voiture de
sport, les annonces agressives
de promotions pour les voitures
d'occasions, le calendrier de por-
no soft, etc. Es-tu un passionné
de voitures ?

WG

Jaime conduire, mais je ne me
décrirais pas comme un pas-
sionné de voitures. Je conduis
un 4Runner — un camion Toyota

Pierre-Alexandre Mateos
Wade Guyton
Arcane, N°3, November, 2024, p.66-77.



GALERIE
CHANTAL CROUSEL

stare FREE TRAL (RO

HIRESE)  ESPARR,

ENOLSH 57 (i

Ehe New ok Eimes

Thus: L ] B Tocays
zed i mspuls Ars Stle Food Travel Magazine TMagadne RealEstile ALL

Word WS, Politics MY Business Opinion Tech S¢isncs  Heallh Spo

Daydream View

Wit Heacol by (eogh

Learn mare |
W Daydreom : ; - J

'1ou 20186

d’ Obama Meet at White Hous

b ELECT!

House

51 193

p. scumon 1’1‘mmp279 o ————

d Words After Trump a'nd‘

171,781 voles (47.7%) ZI0 oW 59,791,135 votes (47.53%)
Resuls

QFINION

 TRANSITION ) . = Being American in the
=  u " K rean
Minute Meeting o — - Trump Years
a'G o P P By THE KTTURIAL BOARD
nlllm-El‘oct ————— After the graceful concession
Preside - of Hillary Clinton, we must
1i;cum‘_urr: B DAVIS < — turm our attention to causes
that still need fighting for, M|
dﬂ; ‘Obama and | CHARLES M. 3LOW
d J. Trump made a America Elects a Bigot
fic show of putting their |
| Ido not respect this
e dﬁlﬂm aside after president-elect. Count me
ng on the transition. g amang the resistance,
r ,“m dﬂﬂ m i 4 THOMAS 8. EDSALL
T y | Presidential Small Ball
ma told Mr. 'l'nlln'p Tvwas the lintle things that L8
bm il ‘ counted most,
a6l Briefing: f
WOI'MW LINDA GREENHOUSE
€T T The Choice Confronting
- - the Chief Justice
B d 0 - I e the Dl DT Will he now move the

Pierre-Alexandre Mateos
Wade Guyton
Arcane, N°3, November, 2024, p.66-77.



GALERIE
CHANTAL CROUSEL

XXX FKHK XX
K
x XX XX

XXX

x&xx,x&

XXX XX
B X OO

XX XX

Pierre-Alexandre Mateos
Wade Guyton
Arcane, N°3, November, 2024, p.66-77.



GALERIE
CHANTAL CROUSEL

PAINTINGS

WADE GUYTON
WESTLONDONPROJECTS

2 SHORROLDS ROAD

LONDON SW6 71P
WWW.WESTLONDONPROJECTS.ORG

6 OCTOBER - 11 NOVEMBER 2006
PRIVATE VIEW 5 OCTOBER 6:30 - 8:30

Poster for Paintings, westlondonprojects, 2008

Pierre-Alexandre Mateos
Wade Guyton
Arcane, N°3, November, 2024, p.66-77.
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Wade Guyton: 1 Month Ago, New York: Karma, 2014

Pierre-Alexandre Mateos
Wade Guyton
Arcane, N°3, November, 2024, p.66-77.
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on the publishing format. Amon
them is the 7 month ago project,
ath%rgna Eomf editionkfeatun‘l;}g

otographs of gay skin publi-
ghed onpthe har%tc%re biog Sf-
crewcut, which featured one of
your paintings with a flame motif
among erotic mages, Can you
tell us more about the idea behind
this book of reappropriation of an
appropriation?

WG
One day it came to my attention
that this fire painting was on that
blog. And he had posted it about
a month prior. So | screenshot
all the posts back to the day he
Eosted my painting. The resultin
ook was called 1 Month Ago.
thought It was an unexpected
context and | liked that the guy
who made the blog had a stron
enough feeling about the wor
to insert it in_this other stream
of interests. Back then, similar
fire paintings were appearing in
other perverse contexts like auc-
tion catalogues in the company
of images not chosen by me, that
were far less interesting.

PAM

5/ There's a tendency to dehu-
manize your work, but | perso-
nally see something quite human
in l5)/our work; Julia Kristeva des-
cribes science as an object wit-
houtasubject, in the sense thatthe
object remains constant beyond
the subject. On the contrary, the
art you give us is not scientific or
mechanical, but more linked to a
subject (you, your environment),
an affect, the physicality that you
first involve with the ‘canvases
and the machine (twisted, folded,
grounded), the compulsion in the
choice of images, the psychologi-
cal subtexts, an extra soul even
to reinscribe it in a Christian tra-
dition. Do you agree with this hu-
manizing vision of your practice?

WG

We might be living in a retrograde
moment where seeing something
as human requires an exagge-
ration of humanness and all its
conservative or embarrassing
tropes. Obviously | physically
make this work myself, with tools
in a real studiodirty and imper-

We might be living in a
moment where seeing something
as human requires an exagerration
of humanness and all its conserva-

tive or embarassing tropes.

noir. Mon pére travaillait dans une
aciérie, cela explique Peut—étre
mon intérét pour le métal.

PAM

4/ Tu travailles également particu-
ligrement le format éditorial. Parmi
eux, il y a le projet 1 Month Ago
une édition de Karma en 2014
avec des photographies de gay
skin publiees sur le blog hardcore
Sferewcut, qui mettait en avant
une de tes peintures avec un mo-
tif de flamme parmi des images
ératiques. Peux-tu nous en dire
plus sur 'idée derriére ce livre de
{"eapgropnatnon d'une appropria-
ion

WG
Un jour, jai remarqué que cette
Eeinture de feu figurait sur ce
log. Elle avait été postée environ
un mois auparavant. J'ai donc fait
des captures d'écran de tous les
posts jusqua celui oi ma peinture
apparaissait. Le livre résultant
s'appele 1 Month Ago. J'ai trouvé
que c'était un contexte inattendu
et jaimais lidée que la personne
ayant fait le blog ait ressenti
quelque chose d'assez fort pour

inclure mon travail dans ce flux
d'intéréts. I'épogue, des pein-
tures similaires apparaissaient
dans d'autres contextes pervers
comme des catalogues de ventes
aux enchéres, accompagnées
d'images que je n'avais pas choi-
sies et qui étaient bien moins inté-
ressantes.

PAM
5/ On a tendance a déshumaniser
ton travail, mais je vois person-
nellement quelque chose de trés
humain dans ton ceuvre ; Julia
Kristeva décrit la science comme
un objet sans sujet, en ce sens
ue l'objet reste constant au-de-
la du sujet. Au contraire, I'art que
tu nous donnes n'est pas scienti-
fique ou mécanique, mais plus lié
aun sxﬂegtoi. ton environnement),
a un affect, a la physicalité que tu
impliqgues d'abord avec les toiles
et la machine (pliées, tordues,
posées), la compulsion dans le
choix des images, les sous-textes
psychologiques, une ame supplé-
mentaire méme pour la reinscrire
dans une tradition chrétienne. Es-
tu d'accord avec cette vision hu-
manisante de ta pratique ?

fect conditions and this is a dee-
ply material and physical body
of work. It is not merely cerebral
or conceptual. The paintings are
scaled to my body and mgf ands
have been all over them. Interes-
tingly maybe the most dehumani-
zing art and cultural expression
we see these days is desperately
expressing the most pathos.

PAM
6/ | have spoken about your work
at an online conference entitled
“Museum of Sluts’, which | pre-
sented at KW Berlin at the invi-
tation of Clémentine Deliss, and
at GoldsmithsUniversity, London:
it would have a place in this mu-
seum because it respects what |
call an ethics of slut, i.e. it doesn't
embarrass itself in its choice of
images, of partners in a transac-
tional exchange in the manner of
an escort, but a tacit agreement
of iconographic choice without
intention, a bulimia, or to use
another etymology, a debauche-
of images (abuse of pleasure,
iversion of work), the image is
chosen gratuitously, as a slut

retrograde

WG

Nous vivons peut-étre un mo-
ment rétrograde ou voir quelque
chose comme humain nécessite
une exagération de I'hnumanite et
de tous ses tropes conservateurs
ou embarrassants. Evidemment,
je fabrigue physiquement ce tra-
vail moi-méme, avec des outils,
dans un studio réel, dans des
conditions sales et imparfaites,
et c'est un corps de travail pro-
fondément matériel et physigue.
Il n'est pas simplement cerébral
ou conceptuel. Les peintures sont
a l'échelle de mon corps et mes
mains les ont couvertes. De ma-
niére intéressante, peut-étre C\ue
l'art et I'expression culturelle les
plus déshumanisants que nous
voyons de nos jours sont ceux qui
expriment désespérément le plus
de pathos.

PAM

6/ J'ai parlé de ton travail lors d'une
conférence en ligne intitulée “Mu-
seum of Sluts”, que j'ai présentée
au KW de Berlin a linvitation de
Clémentine Deliss et a I'Univer-
sité de Goldsmiths, & Londres :
ton ceuvre y aurait une place car

Pierre-Alexandre Mateos
Wade Guyton
Arcane, N°3, November, 2024, p.66-77.
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would do with partners of no a
priori interest, with an innocent
impulse. On a more camp note,
some of the images you choose
for your exhibitions correspond
to a form of lascivious queer or
direct connotation of gay leather
culture aspects (Francesca Pia
Poster, West Side London). To go
further, we can maybe say that
the glossy black paint you have
used on the floors of galleries is
a direct metonymy of the thigh-
high black boots of a slut who lo-
ves to perform as an illusionist, a
slutty drag painting. Hence, | have
imagined a few words to describe
your work: slut abstract paintings,
or compulsive image debauchery.

WG
| think you've gone too far with the
boot imagery; the black floor paint
was not that glossy. But backing
up to this promiscuity or indiscri-
minateness you sense. The work
isn't proud. [t can be highly spe-
cific in what it wants bul it's also
willing to get involved with content
or contexts that maybe it shouldn't
with the goal of creating more
leasure or meaning from direc-
ions that might not be planned
so strategically. But again this
speaks to its humanness.

PAM . .
71 For me, your use of images is
not a synthesis of the history of
abstraction and the monochrome

rfect orim peﬁect%‘ a black hole
that absorbs everything, from Ad
Reinhardt's ultimate painting to
Elsworth Kelly's photographs of
Hangar Doorway, St. Barthélemy,
for example. So ['see the repetition
of arbitrary images (the covers of
the NYT) as an inflation of the
sign (the mise-en-abyme of ear-
lier works are like pictures which
exhaust themselves or vanish,
such as the twisted image of Mar-
cel Breuer's chair). an unproduc-
tive horizon. As Georges Bataille,
a Marxist heretic, asseris, there
is no logic of accumulation, but of
the loss of the sign, its failure, its
ruin. It seems to me that, in your
case, none of these images have
any purpose other than themsel-
ves? Is there no opportunism in-
volved? Better still, they're there
to ruin themselves rather than to
profit from themselves?

WG .

| think this is an interesting idea
that | have argued with myself
over. How repetition depletes
or amplifies; condenses or eva-
porates the meaning in a work.

And whether previous models
that would explain the power of
repetition are useful anymore in
the current world. You mentioned
compulsion, and | often use this
word- more in relation to produc-
tion rather than image choice-.
And the compulsive nature of the
work is also combined with a can-
nibalistic impulse. In repeatedly
re-opening a file, or remaking an
object, there is a kind of insuilt or
disrespect for the previous one.
The new one mocks the last one.
One painting feeds off another
and then fuels the next.

| don't have a fixed understanding
of this. Over time and in diffe-
rent situations | think differently
about it. Sometimes the process
roduces a material drone, other
imes with time and repetition
there is a drilling down or harde-
ning effect. A metamorphic trans-
formation rather than a piling up
of sedimentation. And then there
are times when a work is incom-
lete until it is repeated. It has to
e spit up and swallowed again.

PAM

8/ If it seems almost certain that
the shadow of Andy Warhol
hangs over your work, from the

One painting feeds off another and
then fuels the next.

elle respecte ce que J‘appelte une
éthique de la "salope”, cest-a-dire
quelle ne s'embarrasse pas dans
le choix des images, des parte-
naires dans un échange transac-
tionnel a la maniére dun escort,
mais gu'elle pratique un accord
tacite de choix iconographique
sans intention, une boulimie, ou
pour utiliser une autre étymologie,
une débauche d'images (abus de

laisir, détournemen de_travail?,
'image est choisie gratuitement,
comme le ferait une salope avec
des partenaires a priori sans inté-
rét, avec une impulsion innocente.
Sur une note plus camp, certaines
des images que tu choisis pour
tes expositions correspondent a
une forme lascive queer ou a des
asgects de la culture g\%‘ cuir (af-
fiche Francesca Pia, West Side
London). Pour aller plus loin, on
gourralt dire que la peinture noire

rillante que tu as utilisée sur les
sols des galeries est une métony-
mie direcle des cuissardes noires
d'une salope qui aime se produire
en illusionniste, une peinture dra
de salope. Jai donc imagin
quelgues mots pour décrire ton
travall : peintures abstraites de
salope, ou débauche compulsive
d'images.

wG

Je pense que tu es allé trop loin
avec l'image des bottes ; la pein-
ture noire au sol n'était pas aussi
brillante. o

Mais revenons a cette promiscui-
té ou indifférence que tu ressens.
Le travail n'est pas fier. Il peut
étre trés spécifique dans ce gu'il
veut, mais il est aussi prét a sen-
gager avec des contenus ou des
contextes auxquels il ne devrait
peut-étre pas, dans le but de créer
plus de plaisir ou de signification
a partir de directions gui ne sont
pas nécessairement planifiees de
maniére stratégigue. Mais encore
une fois, cela témoigne de son
humanite.

PAM
7/ Pour moi, ton utilisation des
|mas?§s n'est pas une synthése de
I'histoire de I'abstraction et du mo-
nochrome (parfaite ou imparfaite),
un trou noir qui absorbe tout, de la
peinture ultime d’Ad Reinhardt aux
photographies de portes de han-
&ir de St. Barthélemy d'Ellsworth
elly, par exemple. Je vois donc la
répétition d'images arbitraires (les
couvertures du New York Times)
comme une inflation du signe (la
mise en abyme des ceuvres an-
térieures est comme des images
qui s'épuisent ou disparaissent,

telles que limage tordue de la
chaise de Marcel Breuer) : un
horizon improductif. Comme l'af-
firme Georges Bataille, herétique
marxiste, il Ny a pas de logique
d'accumulation, mais de perte du
signe, de son échec, de sa ruine.
Il me semble que, dans ton cas,
aucune de ces images n'a de fi-
nalité autre quelle-méme ? Il n'y
a pas d'opportunisme 7 Mieux en-
core, elles sont la pour se ruiner
elles-mémes plutdét que pour en
tirer profit ?

wG

Je pense que c'est une idée inté-
ressante que jai souvent debat-
tue avec moi-méme. Comment
la répétition épuise ou amplifie ;
condense ou évapore le sens
dans une osuvre. Et si les mo-
déles antérieurs expliquant la
puissance de la répétition sont
encere utiles dans le monde ac-
tuel. Tu as mentionné la compul-
sion, et jutilise souvent ce mot —
plus en relation avec la production
qu'avec le choix des images. Et la
nature compulsive du travail est
eégalement combinée avec une
impulsion cannibaliste. En_ rou-
vrant continuellement un fichier
ou en refaisant un obje |y aune
sorte d'insulte ou de manque de
respect envers le précédent. Le

Pierre-Alexandre Mateos
Wade Guyton
Arcane, N°3, November, 2024, p.66-77.
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stallation view, Matural Wing, Galerie Chanta
on UltraChreme HDX inkjet an linen, 84 x 69 inche:

Pierre-Alexandre Mateos
Wade Guyton
Arcane, N°3, November, 2024, p.66-77.
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Untitled, 2007, Epson UltraChrome inkjet on finen, 84 x 69 inches, 213.4 x 175.3 cm, (WG1447)

Pierre-Alexandre Mateos
Wade Guyton
Arcane, N°3, November, 2024, p.66-77.
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use of the machine, through the
compulsive and paradoxically ico-
nic sacred aspect that your work
acquires, to a more camp practice
of conceptual art as well or even
direct references to his works
(Shadows; Piss Paintings; Disas-
ter Diptych), | see the influence of

another majgr artist. Physical, Ar-

chitectural, hoto%raphu; what is
the place of Vito Acconci in your
works ?

WG

I'm not aware of his influence on
me. But, in the 90s | watched a
lot of his videos on repeat when |
worked in Dia’'s Dan Graham pa-
vilion and video room, so no doubt

they had some effect on me.

PAM

9/ If one of your works could be
hung outside a place dedicated to
art, where would it be? To shar-
Fen my question, could it be a ho-
el lobby, a square, a hig?hway ora
more sentimental place?

wG

| haven't fantasized about this, so |
don't have a good answer. But on
the roof of a building on Delancey
and Bowery there is an unusually
shaped billboard with the propor-
tions of one of my standard size
paintings and every few months

in the brief interim between ads
the board is black with a sli%ht
white seam that looks remarkably
like one of my black Pamtlngs, So
for a day or two the traffic jam on
Delancey looks at one of my pain-
tings. An endless return and | get
some base pleasure from this.

nouveau se moque du dernier.
Une peinture se nourrit d'une
autre et alimente la suivante.

Je n'ai pas de compréhension fixe
a ce sujet. Avec le temps et selon
les situations, je pense différem-
ment. Parfois, le processus pro-
duit un drone matériel, d'autres
fois, avec le temps et la repétition,
il y a un effet de percage ou de
durcissement. Une ftransforma-
tion métamorphique plutét gu'un
empilement de sedimentation. Et
il y a des moments ol une ceuvre
est incomplete !iusqq'a ce guelle
soit répétee. Elle doit étre recra-
chée et avalée de nouveau.

PAM

8/ S’il semble presque certain gue
I'ombre d’An ly Warhol plane sur
ton travail, de [utilisation de la ma-
chine au cété compulsif et para-
doxalement sacré que ton ceuvre,

a une pratique plus camp de l'art
conceptuel, voire des réferences
directes a ses ceuvres (Shadows ;
Piss Paintings ; Disaster Diptych),
{e vois linfluence d'un autre ar-
iste majeur. Physique, architec-
tural, photographique, quelle est
la place de Vito Acconci dans tes
ceuvres 7

WG

Je ne suis pas conscient de son
influence sur moi. Mais, dans les
années 90, je regardais beaucoup
de ses videos en boucle quand
je travaillais dans le pavillon et la
salle vidéo de Dan Graham au
Dia, donc elles ont sGrement eu
un effet sur moi.

PAM

9/ Si une de tes ceuvres pouvait
étre accrochée a l'extérieur d'un
lieu dédié a l'art, ol serait-ce ?

Pour préciser ma guestion, ce
ourrait étre dans le hall d'un ho-
el, une place, une autoroute ou
un endroit plus sentimental ?

WG

Je nai jamais fantasmeé a ce su-
jet, donc je n'ai pas de bonne
réponse. Mais sur le toit d'un im-
meuble a Delancey et Bowery, il y
aun panneau publicitaire de forme
inhabituelle avec les proportions
dune de mes peintures de taille
standard, et parfois, dans le bref
intervalle entre deux publicités, le
panneau est noir avec une légere
couture blanche qui ressemble
remarquablement a une de mes
peintures noires. Pendant un jour
ou deux, I'embouteillage sur De-
lancey voit une de mes peintures.
Un retour sans fin, et cela me pro-
cure un certain plaisir.

Pierre-Alexandre Mateos
Wade Guyton
Arcane, N°3, November, 2024, p.66-77.
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American artist WADE GUYTON talks to Kunsthalle Ziirich
director DANIEL BAUMANN about using digital tools
for analog outcomes, about passing, sexuality, and posing, and
“using power that wouldn’t be afforded to you.”
He argues that “many things can be true at the same time,”
and how “it’s not always clear in the moment what
one is doing.” The conversation offers a glimpse into an art
that keeps being wildly influential and remains both
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€he New Llork Cimes

Best Art Books of 2023

The art critics of The Times select their favorites, from Botticelli to
Vermeer, Lucy Lippard’s memoir, and Wade Guytons intelligent
rereading of Manet.

Have art books, will travel. And this year’s prime selections clock
up a lot of visual, historical and personal mileage. We get an up-
close tour through the Vermeer extravaganza that became the
focus of international pilgrimage in 2023. The contemporary
American artist Wade Guyton leads us, with a volume of his own
drawings, through a lifetime fascination with the work of Edouard
Manet. And at last we have the much-anticipated autobiographical
account — actually an anti-memoir — of the long, continuing and
indispensable career of one of our most influential and personable
art writers.

‘Wade Guyton: Galerie Matthiesen, Ausstellung, Edouard Manet,
1928, 6. Februar bis 18 Mirz, Vol II’ (Galerie Chantal Crousel).

An example of Wade Guyton’s re-interpretation of a Manet work from his new book
that overlays the Manets with patterns. Jiayun Deng/Galerie Chantal Crousel

Jason Farago

Best Art Books of 2023

The New York Times, December 14, 2023.
https://cutt.ly/4wSfuGcee
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The show of the year was “Manet/Degas,” but a second great
Paris-New York hookup, and maybe the exhibition I think about
more, was Wade Guyton’s immensely intelligent rereading of
Manet’s full oeuvre in over 100 drawings in France this fall.
Forgoing his trusty inkjet printer for a lithography stone, Guyton
overlaid 10 catalogs of a century-old Manet exhibition with a
pattern of hazy-edged camouflage; this book is one of them, and
indeed exhibition and publication are largely coterminous. Over
the hands of Emile Zola, over the mouth of Laure in “Olympia,”
Guyton’s striated blots and bends stage an infinite regress of media
reproduction and artistic retransmission, and enact a thrilling
renewal of Manet’s commitment to an art worthy of its time. Some
still misunderstand Guyton’s all-surface paintings as mere acts of
style (an insult that Manet also frequently faced); in this volume
and the nine others like it, he proves again that he is nothing less
than the painter of modern life.

Jason Farago

Best Art Books of 2023

The New York Times, December 14, 2023.
https://cutt.ly/4wSfuGcee
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Patrick Javault

Wade Guyton : Wade Guyton

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

WADE GUYTON
Zwei Dekaden
MCMXCIX-MMXIX

Museum Ludwig
16.11.2019-01.03.2020

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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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

"

e ——
—_——

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

275 Deutschland

Jens Asthoff

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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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
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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
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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.

FEATURE



GALERIE
CHANTAL CROUSEL

Vues de I'exposition au MAMCO,
hiver 2016-2017

FEATURE

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



GALERIE
CHANTAL CROUSEL

Kim Seungduk
Interview: Wade Guyton
Frog, N°17, Fall-Winter, 2017-2018, p.92-101.



GALERIE
CHANTAL CROUSEL

Kim Seungduk
Interview: Wade Guyton
Frog, N°17, Fall-Winter, 2017-2018, p.92-101.



GALERIE
CHANTAL CROUSEL

Kim Seungduk
Interview: Wade Guyton
Frog, N°17, Fall-Winter, 2017-2018, p.92-101.



GALERIE
CHANTAL CROUSEL

Kim Seungduk
Interview: Wade Guyton
Frog, N°17, Fall-Winter, 2017-2018, p.92-101.



GALERIE
CHANTAL CROUSEL

Kim Seungduk
Interview: Wade Guyton
Frog, N°17, Fall-Winter, 2017-2018, p.92-101.



GALERIE
CHANTAL CROUSEL

Kim Seungduk
Interview: Wade Guyton
Frog, N°17, Fall-Winter, 2017-2018, p.92-101.



GALERIE
CHANTAL CROUSEL

Kim Seungduk
Interview: Wade Guyton
Frog, N°17, Fall-Winter, 2017-2018, p.92-101.



GALERIE
CHANTAL CROUSEL

Kim Seungduk
Interview: Wade Guyton
Frog, N°17, Fall-Winter, 2017-2018, p.92-101.



GALERIE
CHANTAL CROUSEL

Kim Seungduk
Interview: Wade Guyton
Frog, N°17, Fall-Winter, 2017-2018, p.92-101.



GALERIE
CHANTAL CROUSEL

Kim Seungduk
Interview: Wade Guyton
Frog, N°17, Fall-Winter, 2017-2018, p.92-101.



GALERIE
CHANTAL CROUSEL

frieze

Kirsty Bell

SWITZERLAND

Wade Guyton

MAMCO, GENEVA

Travelling from its original incarnation

in Le Consortium, Dijon, in June 2016,
Wade Guyton’s solo exhibition at MAMCO
in Geneva is his first institutional show
of new work after a three-year hiatus.
As often happens when an artist takes

a pause following a period of intense
production and activity, Guyton turned
his focus to his immediate surroundings.
The result is a series that takes as its
motif a snapshot from the artist’s studio
showing two of Guyton’s earlier works:
Untitled Action Sculpture (Chair) (2001),
a sculpture made out of the contorted
chrome support of a Marcel Breuer chair,
and a recent ‘Black’ painting. This casual
photo, full of narrative incident, brackets
15 years of Guyton’s production and as
such strikes a stark contrast with the
endgame blankness of the ‘Black’ paint-
ings he made for his last show at
Kunsthalle Zurich in 2013.

On the first floor of MAMCO’s
repurposed industrial building — which
Guyton has had stripped of partition
walls to leave a broad, open, window-
lined space — the works are installed
in groups according to scale. Guyton
has subjected the show’s central studio
image to his typical treatment: it has
been printed on a canvas folded along
its vertical axis then fed through a large-
scale Epson ink-jet printer. The result is
a photo on canvas printed in two vertical
sections joined by a central seam, which
align more or less accurately. Across
variously sized canvases, the same
image appears alternately divided, stag-
gered, repeated, printed in different
degrees of degradation or colour satura-
tion, upright or on its side. This series
is punctuated by other untitled works
(all from 2015 or 2016). Some depict
Guyton’s studio floor, rendered in
Rothko-esque burgundy reds with bright
blue patches. (The glimpse of a shoe in
the bottom left suggests it also as a par-
tial self-portrait.) Others feature graphic
black and white images generated by
zooming close up on a vectorized image
file, reducing the digital information to
op-art-ish patterns (digital updates of
Sigmar Polke’s Ben-Day dots?). While
Guyton’s previous works locked onto the
bald facts of a file on a screen and its
physical output, these seem to describe
the parameters of the artist’s enquiry:
zooming deep inside the digital matrix,
as if scrutinizing its very material, and
then pulling out to take in the surrounding
production environment.

But the repetition of the central motif
becomes relentless, like a question

Wade Guyton, MAMCO Geneva

Frieze, N°184, January—February, 2017, p.158.

asked over and over again. While

a relation to the past has always been
intrinsic to Guyton’s approach, riffing
on or overwriting modernist tropes,
here this historical perspective extends
to include his own work — which he
must now situate not only in relation
to preceding traditions but also to his
own previous production and its atten-
dant commercial or critical successes
and failures. This self-reflexivity, how-
ever, is offset by the works’ aggressive
repetition, suggesting that even this
moment of personal contemplation
cannot survive the reductive processes
of reproduction.

The central activity in Guyton’s work
is an act of transference, relegating the
task of production to the machine. This
leaves him to ramp up the possibility of
glitches and misreadings on the part of
the printing technology, and to edit the
results. Consequently, we have a cou-
ple of gorgeous, dripping works where
the printer has been over-inked and
the colour, unable to saturate into the
prepared canvas, lies in expressionistic
rivulets on its surface. Or grid-like pat-
terns whereby the machine, incapable
of reading the zoomed-in-on material,
choses unpredictable shades of blue,
grey or green. By feeding his industrial
printers with information they cannot
understand, Guyton forces them to
choose. In encouraging interpretative
malfunction, he seems to ask if doubt,
too, can be transferred to a mecha-
nized production process. The works
manifest the problems that mechanical
reproduction creates for the status of
the artist, making doubt an intrinsic
component of artistic labour and giving
it centre stage.

KIRSTY BELL
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Riccardo Venturi
Wade Guyton. Le Consortium/Académie Conti/Le Mur
Artforum, October 2016, p.284.
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Wade Guyton, impression d’une exposition
Le Temps, October 7, 2016.
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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
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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
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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




GALERIE

CHANTAL CROUSEL

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 &
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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
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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

1.2X 491 AHHCL= 2 H|=HE
LR Eto2 HQIglo| vl Hy
TR RS A YA TR 0t

.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 (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.



GALERIE
CHANTAL CROUSEL

Erik Verhagen
Wade Guyton bis repetita placent?
Artpress, N°415, October, 2014, p.53-58.



GALERIE
CHANTAL CROUSEL

Erik Verhagen
Wade Guyton bis repetita placent?
Artpress, N°415, October, 2014, p.53-58.



GALERIE

CHANTAL CROUSEL

56 | artpress 415

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



GALERIE
CHANTAL CROUSEL

Erik Verhagen
Wade Guyton bis repetita placent?
Artpress, N°415, October, 2014, p.53-58.



GALERIE
CHANTAL CROUSEL

Erik Verhagen
Wade Guyton bis repetita placent?
Artpress, N°415, October, 2014, p.53-58.



GALERIE
CHANTAL CROUSEL

PRINTING

SYSTEM

A l'invitation de la Fondation Francois Wade Guyton
B ua Puntadella gana une ¢ : e

F‘mpos f'@CuEi[IiS par

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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Matthew Collings
Art featured Mexico
ArtReview, February, 2014, p.50-51.
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Linda May Green
Printing problems
Mousse Magazine, N°38, April-May, 2013, p.182-186.
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Achim Hochdorfer
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Artforum, February, 2013, p.234-237.
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