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EILEEN QUINLAN
Boston, 1972.
I’m interested in the false transpar-
ency of the photographic image. It’s 
not a window, but a mirror. Pro-
duced via the most common tricks 
of the commercial studio trade, 
the “Smoke & Mirrors” pictures 
are straightforward still-life pho-
tographs, un-manipulated in the 
darkroom or through digital craft. 
Despite the tightly controlled cir-
cumstances of their making, they 
remain contingent where the smoke 
itself is concerned, a last vestige of 
the photograph’s necessary submis-
sion to the moment.
(Eileen Quinlan)
Represented by: Miguel Abreu, New York; Sutton Lane, 
London/Paris.
Red Goya (diptych), 2007. UV laminated C-prints 
on Sintra, 101 x 185 cm (left panel 101 x 76 cm / right 
panel: 24 x 61 x 51 cm). Courtesy Miguel Abreu, New 
York.

KARIN SCHNEIDER
Rio de Janeiro, 1970. A member of 
Orchard, New York (2005-2008).
Let’s make a case for the display 
and projection of psychological 
time into the normative time of 
the technological. We are divid-
ed, work and leisure; language 
and body. Let the partition be 
transparent. Time passing, the 
industry of the past; manufactur-
ing memory, feelings, memory as 
commodity, disguise as the future. 
A case study: painting specifi ed 
to articulate/as articulating a cri-
tique of representation through 
perception. 
(Karin Schneider)

No gallery representation.
Tubular, 2008. Installation view at 
SculptureCenter, New York. Photo: Karin 
Schneider.

JOSH SMITH
Knoxville, USA, 1976.
Through books, paintings and col-
lages, Josh Smith explores the ideas 
of authenticity, authorship and the 
mythology of the artist. His casual 
anti-art aesthetic intentionally de-
fi es the rules of artistic convention 
in an ironic and informed manner. 
Smith’s training and background in 
printmaking infl uence the concep-
tual and formal foundation of his 
work. The signifying components of 
his methodology consist of system-
atic processes and serial repetition. 
(Gallery statement)

Represented by: Luhring Augustine, New York; 
Fortescue Avenue/Jonathan Viner, London; 
Eva Presenhuber, Zurich; Catherine Bastide, 
Brussels; Standard, Oslo.
Untitled, 2007. Collage and mixed media, 122 
x 152 cm. Private Collection, London. Courtesy 
Fortescue Avenue/Jonathan Viner, London.

GEORGIA SAGRI
Athens, 1979.
I’m not certain / I will keep this 
word for me / I don’t know, really / 
We may call this is a negative cre-
ation / We may assume I act out 
‘not knowing’ / Can I convince you 
that this is not a play? / Do I need 
to say if I lie or not? / Can I move 
you to the place of ‘not knowing’? 
/ I’ll take my time / Take my time / 
Take your time / and tell me / what 
do you think about it.
(Georgia Sagri)

Represented by: Anthony Reynolds, London.
Traffi  c Island, 2008. Performance. Courtesy 
Anthony Reynolds, London.

JAVIER TÉLLEZ
Valencia, Venezuela, 1969.
Javier Téllez’s fi lms combine 
documentary with fi ctionalized 
narratives to question defi nitions 
of normality and pathology. Col-
laborating with institutionalized 
patients living with mental ill-
ness to rewrite classic stories or 
invent their own, he creates what 
he calls a cinematic “passport to 
allow those outside to be inside” 
by renegotiating socio-cultural 
barriers.
(Trinie Dalton)

Represented by: Peter Kilchmann, Zurich; 
Arratia Beer, Berlin; Figge von Rosen, Cologne.
The Elephant and the Blind Men [Nathon, 
Khaled, Denise, Steve, Chris and Brandt], 2008. 
C-print mounted on aluminum, 96 x 167 cm. 
Courtesy Peter Kilchmann, Zurich. 

MIKA TAJIMA / NEW HUMANS
Mika Tajima (Los Angeles, 1975). 
New Humans: founded in 2003 
with Howie Chen (1976).
New Humans explores the in-
tersecting strata of sound, instal-
lation and performance within 
the context of Tajima’s visual art 
practice. Mika Tajima combines 
multimedia installations with se-
rial performance elements by New 
Humans including a constantly 
changing roster of collaborators 
from different disciplines contrib-
uting to a relentless layering of vi-
sual and aural textures, creating a 
discordant dialogue.
(Todd Alden) 

Represented by: Elizabeth Dee, New York.
Accessory 1, 2007. Glass, mirror, formica, wood, 
sintra, vinyl, silkscreen paint, 122 x 61 x 76 cm. 
Courtesy Elizabeth Dee, New York.

DASH SNOW
Athens, 1981.
Dash Snow began as a documen-
tarian of exploits. He and his fam-
ily of friends kicked against stan-
dard and expectation with Snow 
shooting his Polaroid at all times, 
creating an archive of their often 
extreme, usually nocturnal home-
made experiences.  Alongside the 
mass proliferation of underground 
fl yers and ‘zines,’ Snow’s practice 
rapidly expanded to included col-
lage and homemade artist books, 
making way for assemblage sculp-
ture as well. 
(Gallery statement)

Represented by: Peres Projects, Berlin/Los 
Angeles; Contemporary Fine Arts, Berlin.
Untitled (detail), 2007. Digital print, 61 x 41 cm. 
Courtesy Peres Projects, Berlin/Los Angeles.

SPENCER SWEENEY
Philadelphia, 1973.
After making a name for himself as 
a performance artist and a member 
of the rock band Actress, Sweeney 
is now getting down to painting, 
which he studied in art school. 
These works offer Mr. Sweeney a 
possible means of egress from his 
current situation: (a) work small 
(b) expand the color range and (c) 
fi ll in the background until there 
isn’t one.
(Roberta Smith)

Represented by: Gavin Brown’s enterprise, New 
York; The Modern Institute, Glasgow.
Deep Inside a Woman, 2007. Acrylic on canvas, 
122 x 95 cm. Courtesy Gavin Brown’s enterprise, 
New York.
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CHEYNEY THOMPSON
Baton Rouge,USA, 1975.
Cheyney Thompson is a consum-
mate craftsman, able to simulate in 
paint on canvas the grain of a pine 
two-by-four or the corner of a wall 
in prefabricated brick. Thompson 
remarks, “I have hoped in various 
projects to explore what is left of 
the practice of history painting and 
its political structure when narra-
tive is extracted, and when repre-
sentation (or the painted picture) 
is compromised by the ubiquity of 
the photographic image.”
(Sarah Hermanson Meister)

Represented by: Andrew Kreps, New York; 
Sutton Lane, London/Paris; Daniel Buchholz, 
Cologne/Berlin; Raucci Santamaria, Naples.
Untitled, 2008. Oil on canvas, 91 x 76 cm. 
Courtesy Andrew Kreps, New York.

KELLEY WALKER
Columbus , USA, 1969.
My Epson scanner, G5 and Epson 
printer make collecting and using 
disparate images and objects too 
easy and immediate — Apple and 
Adobe programs like Photoshop, 
Illustrator and Final Cut Pro are 
designed especially for this sort 
of activity. I have noticed that this 
technological ease underlies an 
anxiety within my practice. A larg-
er cultural anxiety, I think, is ap-
parent as well in what seems like 
an arbitrary and, at times, fanta-
sized global circulation of images 
that is increasingly enabled by this 
technology.
(Artist statement)

Represented by: Paula Cooper, New York.
Untitled (detail), 2008. Silkscreen on canvas, 
137 x 198 cm. Courtesy Paula Cooper, New York.

BANKS VIOLETTE
Ithaca, USA, 1973.
Banks Violette, whose interests 
both in minimalist form and in 
the transmissions of subcultural 
communities, has been increasingly 
drawn to collaboration as the 
conceptual support for his 
installations. Violette shifts a 
viewer’s perspective by always 
implying more than what is on view. 
There is always a ghostly other 
that sits besides the installations 
and which frequently exists long-
afterwards in the memories of 
spectators.
(Gallery statement)

Represented by: Team, New York; Maureen 
Paley, London.
Not Yet Titled (smashed screen with 
refrigeration), 2008. Steel, mirror, fl uorescent 
tubes, refrigeration unit, 223 x 254 x 215 cm. 
Courtesy Team, New York.

SARA VANDERBEEK
Baltimore, USA, 1976.
Sara VanDerBeek constructs small 
sculptures and collages from found 
images and objects. She photo-
graphs them and presents only 
the photograph as the end work. 
VanDerBeek shoots numerous 
photographs of each composition 
but selects only one print as the 
fi nal work before disassembling 
the sculpture; each photograph 
becomes the permanent, lasting 
manifestation of her process. 
(Gallery statement)

Represented by: D’Amelio Terras, New York; 
Cherry and Martin, Los Angeles; The Approach, 
London.
Delaunay 2008. Digital c-print, 101.6 x 101.6 cm. 
Courtesy D’Amelio Terras, New York.

DONELLE WOOLFORD
Conyers, USA, 1977.
Donelle Woolford’s work investi-
gates the performance of authen-
ticity and originality on the 100th 
anniversary of Cubism, particu-
larly in relation to African culture 
and aesthetics. 
“I make Cubism relevant to me 
by both recognizing and refuting 
its origins. In my paintings, care-
fully assembled scraps of wood 
coalesce into images culled from 
memory. The question is: which 
memory? As an African American 
woman, where does my recogni-
tion of Cubism come from?”
(Gallery Statement)

Represented by: Wallspace, New York; Chez 
Valentine, Paris; Micheline Szwajcer, Antwerp.
Still Life with Logotype, 2007. Wood scraps, 
latex paint, cardboard, screws, wood glue, 30 x 
40 x 6 cm. Courtesy Wallspace, New York

AARON YOUNG
San Francisco, 1972.
Aaron Young is an art-school kid 
who not only excelled in the compe-
tition to shock the faculty but is ac-
tually making the formula work in 
the real world. The student project 
that put him on the map involved 
hiring a local biker to come to the 
San Francisco Art Institute’s gal-
lery and drive around until either 
he couldn’t see from the smoke or 
his tire gave out, creating a draw-
ing on the fl oor of what was once 
Diego Rivera’s studio. It lasted 
three and a half minutes; Young 
paid the biker in beer and was 
nearly kicked out of school. 
(Owen Phillips)

Represented by: Bortolami, New York.
Untitled (detail), 2008. Acrylic and burnt 
rubber on aluminum, 244 x 495 cm. Courtesy 
Bortolami, New York.

PHOEBE WASHBURN
Poughkeepsie, USA, 1973.
Washburn’s work explores gen-
erative systems based on absurd 
patterns of production. The art-
ist often collects refuse including 
countless numbers of cardboard 
boxes or pieces of scrap wood, 
transports them to her studio 
where she orders and repurposes 
them, and then stacks, binds and 
nails together her discoveries into 
installations that tell the story of 
their own making.
(Gallery statement)

Represented by: Zach Feuer (LFL), New York.
Regulated Fool’s Milk Meadow, 2007. Mixed 
media, dimensions variable. Courtesy Zach 
Feuer LFL, New York.

LEE WILLIAMS
A fi ctional artist founded in 2005 
by Jutta Koether (1958) and Emily 
Sundblad (1977).
Lee Williams’ work is most often 
made in the context of perfor-
mances, lectures and workshops 
where the audience is invited to 
make Williams’ drawings accord-
ing to simple sets of rules such as: 
“only pencils, rulers and matches 
are used to make drawings which 
must be abstract.” Or: “A monu-
mental drawing on gray paper is 
made by the participants tracing 
each other’s bodies using colored 
markers.”
(Reena Spaulings)

Represented by: Reena Spaulings Fine Art, New 
York.
Untitled (detail), 2008. Marker and metallic ink 
on seamless paper (TV Gray), 274 x 640 cm. 
Courtesy Reena Spaulings Fine Art, New York.
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