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irregularities on the mirror-like surface. The electroplating
process also produces singeing and burning on the uncoated
elements along the edges of the canvas, and the appearance of
unevenly burnished and oxidized areas on the metal-like surface
which are out Kassay's control.

Kassay, who has a photographic background, has transposed
many of these techniques in his painting practice. The
chemical process of mirror plating on the canvasses is
comparable to the old photographic process using a
suspension of silver salts in gelatin: both techniques produce a
transmutation where the light becomes the central element for
the sensitization of the base and for the perception of the
work.

With this exhibition Collezione Maramotti continues its activity
taking place in the space dedicated to specific projects, which houses
art pieces made specifically by guest artists, The pieces become then
part of the permanent Collection in order Lo merge together
acquisition practices for the expansion of the collection with the
practice of public viewing.

Pattern room, as this dedicated space is called, was at one time -
when the building was a manufacturing plant - the place where
meodels and prototypes were designed. Therefore the dimension of
project designing and experimentation merge together as the true
vocation of this space, in a continuum between past and present.

Private view: 22 May 2010 h 6.00 pm in the presence of the
artist.

The exhibition, with free admittance, may be visited from 23
May to 3 October 2010 in the opening hours of the permanent
collection.

Thursday and Friday 2.30 - 6.30 pm

Saturday and Sunday 9.30 am-12.30 and 3.00-6.00 pm
Closed: from 1 to 25 August

Info:

Collezione Maramotti

Via Fratelli Cervi 66, 42124 Reggio Emilia - Ttaly
tel. +39 o522 382484
info@collezionemaramotti.org
www.collezionemaramotti.org

Press release : Untitled, Collezione Maramotti, Reggio Emilia, Italy 23.05 - 03.10.2010



OK, | apologize for that frio of annoving critical mash-ups, but this lazy style of description illustrates the
show's conundrum: Where Pollock declared, "| am nature” to embody his expansive inspirations, this
exhibition exists in the realm that critic Robert Hughes aptly termed "Culture as Nature.” Think of Stuart
Davis's paintings of signboards and Sherrie Levine's ongoing appropriation of other arfists’ works.

Besides, except for those brilliant muralists who, some 30 millennia ago, depicted now-extinct beasts on
cave walls, anyone who has ever picked up a brush has had to "negofiate” the history of painfing. Yet
few of the arfists here lock further back than the 1950s. For instance, Richard Aldrich's smudgy panels
recall Philip Guston's patches of paint, though with none of that master's delicate chromatic tuning or
compaositional solidity. (Guston, for his part, counted the classical rigor of Piero's 15th-century frescoes
among his greatest inspirations.] Nate Lowman's The Rejects feafures stencils of malformed fruit with such
labels as "Pointed ends” or "Exaggerated curvature.” The rather laborious wit in this 2009 canvas trails a
catalog of Warhols, including 1961°s Before and After nose-job painting, the banana adorning the Velvet
Underground's first album, and the underwear bulge beneath zippered jeans on the Stones' Sticky
Fingers cover,

On the other hand, Wade Guyton's large ink-jet-printed sheets of linen demonstrate that he's one of the
few artists since Warhol to fuly appreciate the serendipitous beauty that arises from mistakes in
mechanical reproduction, those fascinating flaws that resonate with our own. And even though Agnes
mMartin's hand-wrought grids haunt his overlapping stripes, misaligned edges, and spotty printing defects,
Guyton summons a gorgeous ghost from the machine.

Similarly, Jocob Kassay doesn't let conceptual stratagems get in the way of the starting aesthetic
pleasure he wrings from "silver deposit” mixed with mossy brown acrylic on rough canvas. | don't know
what price silver fetches on the commodities market these days—no doubt Damien Hirst could tell us—
but Kassay's buckled ground battles the viewer's vague reflection in the precious metal, a rare melding
of the materials’ infrinsic worth with aesthetic value. And Polly Apfelbaum’s stained rolls of fabric arayed
across the gallery's floor provide the physical tug that great painting has always exerted on the viewer's
body, from Masaccio's Brancacci chapel right up to Bill Jensen's recent abstraction of St. Sebastian.
Apfelbaum’s Bones (2000) is the oldest work in the show and emanates a worn wisdom; the ribs of color
striating each of these thick rolls of synthetic velvet hint at an even more luminous procession, if only they
could be unfurled.

Just as | was concluding that the aesthetic chops of some artists had frumped the show's conceptual
conceits, | was snagged by Kelley Walker's small canvas, 4870 Series. The size of a notebook page, I'd
barely noticed it, but when | leaned in to study the almost blank white ground, my eyes registered finy
Benday dots, What I'd thought was a spare painting was actually a "four-color process silkscreen on
canvas” and the unassuming image suddenly became a sly koan—a mechanical print scarcely
discemible from the wall it hung upon. Depending on your mind's bent, such an image might conjure
mMagritte's picture of a pipe. which is, of course, not o pipe, or Malevich's white on white Supremacist
painting, or ruminations on the visual prevarications of our Photoshopped age.

Not enough to look at, but plenty to think about,
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evolved as a reaction to thepressure placed on representational painting by the advent of
photography. In that respect, Kassay's canvases are a snappy bridge between painting and
photography.

Jutta Koether's "Cine-tract” [2007) uses similarly industrial materials to create captivating slick and
textured surfaces. She combines smoky patches of black acrylic paint with silver push pins used as
fasteners in antique leather furniture and then covers her canvas with liquid glass. Underneath the
slick, tactilely atractive surface, are faintly written, poetic sentences such as "l am where every
woman wants fo be,” penned by Kcether in a fine feminine hand that counter-balances the
tough associations of her materials. From a critical feminist vantage point, Koether's canvas can
be read as juxtaposing her personal diary-ike thoughts with materials associated with old-
fashioned offices where women were not allowed to develop their potenfial. In less message-
laden pieces, Monika Baer's pair of gentle but beautiful peach and pink “Spiderweb paintings”
(both 2009) play with the conventions of the canvas itself, by exposing the stretcher on one side
where the German artist has cut-out spiderwelb forms.

In a group where most of the work tests the boundaries of materials, De Balincourt's cheeky take
on the show's fitle initially appears out of step with rest of the work because it is exclusively
representational. The Paris-born and Brooklyn-based artist's paint-on-wood image of tourists
locking around a pink cave s a good-natured poke at how domesticated abstraction has
become and perhaps also at the futility of Nickas, or any curator, endeavouring a survey of
contemporary practice in any area. However, after engaging the other works in Cave Paintings,
the wood's fine grain under de Balincourt's pink paint captivated me more than the theme, and
thereby became a object lesson in how the whole show sheds light into an Ali Baba-like treasure
trove of new approaches to abstraction.
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