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“systematically weaving” his images “into an impenetrable web of lines 
and dribbles” so as to deliberately veil them? Steven W. Naifeh and 
Gregory White Smith’s biography of Pollock was popular in the 1990s, 
just as Wadden came of age as a painter; twenty years later, he seems to 
have returned to this intriguing notion, applying its consequences to 
his own technique of working.

As significant is the time Wadden spent in Berlin between 2005 and 
2010. Part of the consequence of this sojourn has been a budding 
engagement with the heritage of the Bauhaus. In particular, the new 
paintings in this show, “About Time,” follow up on strategies pio-
neered at the school by Paul Klee. Even before Klee held design courses 
for weavers at the Dessau Bauhaus in 1927, he had made paintings that 
recall the look of woven textiles and that sometimes were even made 

directly on jute fragments. Wadden 
reverses this process: Not only do his 
works consists of fibers, but he con-
siders them paintings. And verily from 
a distance, their unfussy, repetitious 
shapes look as if they have indeed 
been painted. Like Klee, Wadden 
seems to appreciate that canvas itself 
is nothing more than a cloth woven 
together from jute, hemp, or other 
such coarse threads. 

This artist also seems to know all 
about the optical variations that can 
be educed by deploying different tex-
tures of yarn, interwoven with varying 
degrees of tension. The upshot is a 
kind of painting that does away with 
divisions between “women’s work” 
and “masculine” avant-garde art. 
Wadden is much more concerned with 
integrating past histories of labor into 

his art, regardless of gender, race, or use-value. By channeling the 
energy first required to produce the yarn, often by another party in his 
or her own creative endeavor, into his own work, Wadden aims to 
achieve what he terms a new kind of “Gesamtkunstwerk.” Recently he 
commented: “The weavings retain a kind of energy which I feel par-
tially comes from the laborious process of making, which is both med-
itative and physically demanding.” This has led him to source his yarn 
from a variety of places, often obtaining it secondhand.

The pared-down gray, black, and beige hues of these works and 
Wadden’s concern with material also recall Minimalist aesthetics. Like 
Carl Andre’s 144 Squares, 1969—in the collection of the National Gal-
lery of Canada—Wadden’s work references classificatory systems out-
side the scope of his own art, but related to it. Although he doesn’t 
include concrete citations of this—such as, for example, the periodic table 
of elements that accompanies the Andre sculpture—the notched shapes 
that fill Wadden’s canvases recall the highs and lows of various systems 
of grading. In so doing, they invite the viewer to also gauge the effective-
ness of these works of art to upset various yarns spun about painting. 

—Pamela Kort

Maria Nordman
KONRAD FISCHER GALERIE

Maria Nordman’s first solo exhibition in Berlin consisted entirely of 
works that she made in the 1970s and ’80s but which are dated as if 
extending toward a perpetual present moment, as is always the case in 

her production. Though born in Germany, Nordman is strongly associ-
ated with Los Angeles in those decades, when artists came to emphasize 
sculpture’s field of installation––especially viewers’ perception of phys-
ical form in relation to light, space, and site. 

At Konrad Fischer Galerie in Berlin, De Ondas (Portuguese for “on 
waves”), 1983–, assumed a deconstructed form that differed from the 
way it was first shown at the Museum of Contemporary Art San Diego, 
where, one by one, visitors could walk through the composed structure 
(as the artist calls it) and arrive at the Pacific Ocean. Now, thirty years 
later, long, slender slats of unpainted white cedar extended along the 
gallery floor in several directions. Some contained pegs set at close 
intervals, short wooden dowels sunk into the slats’ upward-facing sur-
faces. Others had notches carved into their sides or protruding from 
their ends and appeared as if they could be joined together. Some ele-
ments were stacked lengthwise atop one another. All were elevated 
above the ground by small wooden supports. In addition, eight rectan-
gular forms—stretched canvas left blank––that, standing vertically, 
could double as doors leaned against the walls. It was clear that the 
elements could be assembled in some form, and they possessed a formi-
dable sense of potential as a result. The fact that the blanket-of-white 
gallery-lighting system was turned off, leaving the forms to be illumi-
nated by the low light of an overcast afternoon, only heightened the 
impression that the work was in a state of formal transition. Along 
these lines, De Ondas shares several similarities with works by Imi 
Knoebel such as Raum 19 (Room 19), 1968, and Genter Raum (Ghent 
Room), 1980—variable installations primarily composed of untreated 
wood, which constitute plastic forms and implicitly invoke the vocab-
ulary of storage through the stacking and leaning of pieces against one 
another or a wall. However, whereas Knoebel’s Raum 19 takes the 
room in which his studio was located at the art academy in Düsseldorf 
as a namesake and is thus forever tied to it, De Ondas sets the permu-
tational nature of its structure in relation to its environment, in which 
ever-changing light, space, sound, and visitors are essential components.

Nordman’s investment in viewer interaction was made even clearer 
by the four other works that populated this exhibition. Each takes the 
form of a wooden box (or series of boxes) painted white on the outside. 
The artist has mounted framed drawings on sliding metal tracks inside 
each box so that viewers can pull them out and into sight. In the case 
of Temple & Alameda, times of openings, 1972–, the box, more than 
six feet tall, contains two works in mixed media on vellum. By turns 
geometrically abstract and diagrammatic, the drawings combine color 
shapes with written information and photographs relating to an earlier 
presentation of the artist’s work.

Besides being a functional means of both housing the artist’s draw-
ings and making them accessible for display, these boxes contribute to 
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hall in the steel-frame structure of the former Museum of the Twentieth 
Century, recently taken over by the Belvedere, which focuses on Aus-
trian art, and turned into 21er Haus, a site for contemporary work. Up 
on top of the cube, a roped party comprising the members of gelatin 
along with other experienced artist-climbers scrambled about, working 
on the Styrofoam with hot-wire cutters, boring holes and, little by little, 
demolishing the massif. Chunks of the stuff came crashing down; flakes 
whirled around and rained onto the floor. The prize was “negative 
space”: holes into which wet plaster was cast. Objets trouvés gathered 
from flea markets were used as handles for extricating the resulting 
sculptures from the Styrofoam matrix. These movable castoffs of civi-
lization starred as playful grotesques sustained by the synchronicity of 
the real and the absurd, of satirical force and the courage to do the 
extraordinary. Cheered on by large and lively crowds of fans, gelatin 
and company lowered their random sculptures (which, to top it all, 
looked marvelous) to the ground, where more artist-helpers—some of 
them “Princesses” in picturesquely tattered wedding gowns—were wai-
ting to receive the works and give them a cursory cleaning off. 
Boisterous elementary-school children enthusiastically lent a hand. 

The expansive production was as perfect as it was chaotic. The 
thirty-three-member team commandeered the museum space—which 
boasts one of the richest traditions in Vienna—like there was no tomor-
row: as a studio, as a stage, as a music club. Keen music aficionados, 
gelatin had invited such avant-gardists as Schuyler Maehl (US), Mundi 
(Iceland), Ágústa Eva Erlendsdóttir (Iceland), and Philipp Quehenberger 
(Austria) to boost the live performance with their sounds. As the par-
ticipants in the Happening congregated, on one occasion, in what felt 
like a live replica of the ancient Laocoön sculpture; as they scattered 
across the museum’s garden like the peasants in Brueghel’s wedding 
picture; as a grove of sculptures grew around the Styrofoam quarry, we 
heard the message: It spoke of the urgent need for an unfiltered experi-
ence of artistic processes.

—Brigitte Huck

Nilbar Güreş
GALERIE MARTIN JANDA

Blood trickles from a potted plant into a puddle of water lapping at a 
blow-dryer. A magician’s hat floats above the dryer’s electrical cord, 
from which razor blades, revolvers, and a bottle of poison rise into the 
air. Farther to the right, we see a stage curtain, a folding screen, a dark 
and ghostly creature in an armchair, cockroaches, a sea horse. All these 
details have been painted in textile inks with a fine brush on various 
fabrics that have then been sewn onto a large piece of dark-blue cloth; 
some are fragments of fabric stitched onto the backdrop. This piece, 
Artist’s Home Studio (all works cited, 2013), illustrates the “life of an 
artist,” as Güreş told me. The left portion of the work is about death and, 
more specifically, suicide. The right side pertains to the artist’s percep-
tion of herself. The roaches, for example, are symbolic of inner worries 
that make her restless; the curtain suggests that art is a kind of stage on 
which artists talk about the worlds of their minds, observed by an audi-
ence that includes people, such as curators, who have power over their 
fate—thus the folding screen behind which the artist tries to hide.

Güreş—who was born in Istanbul in 1977, studied art there and in 
Vienna, and has lived in New York since 2011—uses the experiences 
of her own life to shed light on what is usually concealed, to break open 
rigid traditions, to point out contradictions, and to invest places with 
new meaning. The artist pursues her concerns in videos, photographs, 
collages, and, most recently, site-specific installations: For this show, 
she dressed up a freestanding column in the downstairs exhibition 

space. What is otherwise an awkward 
room divider became part of the artist’s 
visual universe. The work Red, Yellow, 
Black, Brown also emphasizes the 
important role fabrics play in her  
oeuvre: Whether as a support for col-
lage, as scraps used as pictorial or deco-
rative elements, or as props, textiles are 
always vehicles of meaning. Fabrics veil 
and reveal, creating and altering identi-
ties and stories. On the column, floral 
patterns and staid styles, belts, and 
something resembling a ball gown 
recall different images of women’s roles 
across eras and cultures. 

In BDSM; Home Made, Güreş started 
with a black cloth, from whose dark 
surface she imagined she saw a pair of 
bright eyes looming out from the dark 
surface. She then developed an intense 
set of images around this eye motif. A 
high chair and a baby bottle flank the 
handcuffs and chains at the center of 
the picture: Sexual fantasies are framed 
by familial domesticity; everything is 
transformed when night falls. Another collage, Picknick im Dunklen 
(Picnic in the Dark), presents a nocturnal scene with a woman dressed 
in a headscarf standing next to a pink mask, a symbol of queer identity. 
The moon near the upper edge adds a romantic note, contrasting with 
a television set that illuminates what the artist calls a “spirit bringing 
small pieces of wood for the fire” so the woman can have her picnic at 
night—a mystical scene that carries autobiographical associations. 
After moving to New York, Güreş recalls, she missed the Danube, on 
whose banks Vienna’s Turkish community picnicked.

Güreş’s videos involve friends and relatives in stylized scenarios. In 
the video Kimlik (Identity), a woman slowly rises from a pile of fabric 
in the middle of a road and then walks away. The video’s setting is the 
Kurdish village where the artist’s father grew up, and, as she explains, 
the work is an appeal to finally end the bloodshed of the Kurdish-
Turkish conflict. But it is also a haunting symbol of the invisibility of 
women in Turkish social life and of their refusal to accept this exclu-
sion. Güreş’s oeuvre attests to how difficult such protest is—to how 
much anger, anxiety, and loneliness it brings.

—Sabine B. Vogel
Translated from German by Gerrit Jackson. 
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Brent Wadden
PERES PROJECTS

Working on a back-strap loom, this young Canadian artist intertwines 
acrylic yarns with hand-spun wools that he then stitches together and 
finally mounts on raw canvas. The large-scale works that result are 
more than simply intriguing: They take to task all kinds of preconcep-
tions about painting. For starters, they brazenly refuse conventional 
distinctions between so-called “folk art” and “high art” practice. These 
works flaunt their indebtedness to indigenous traditions of artmaking, 
particularly those from the coast of Nova Scotia, where Wadden grew 
up. Initially just as important to him was the heritage of Abstract 
Expressionism. Remember the description of Jackson Pollock as  
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