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Jack Shainman Gallery, New York

On February 22nd, Jack Shainman Gallery in New York will open a solo exhibition of all new works by Leslie Wayne,
marking impressive 25 years since her 1st showcase with the gallery. What’s Inside will be the German-born artist's 11th
show with the gallery and will present the continuation of her efforts to manipulate the medium of painting by
approaching oil paint as a sculptural material.

Read more below
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As introduced with her Free Experience showcase back in 2017 and Paint/Rags body of work before that, Wayne is
interested in "exploring the ways in which painting as an object could force a re-examining of the term painting." Aiming
to step away from the historical precedent of a painting, which is a picture on a two-dimensional surface, she is
successfully attributing new features to the familiar artistic material. Through scraping, folding, cutting, and building up
the surface, the artist constructs three-dimensional forms with layers, varying textures, and colors. These rich textures
evoke the experience of geology and natural phenomena, creating the aspect of time to the works and adding to the
authenticity of the object's appearance.

In the newest body of work, the artist continued the work on building windows and similar architectural structures using
oil and acrylic on wood. Crating shattered glass effects, boarded passages, blinds, curtains, and playing with the effect
of depth and reflection, these pieces eventually evolved in more elaborate, series of sculptural, furniture-like objects.
Accentuating movement and instability these new pieces play with perspective and point of view, introducing a new
step in the ongoing evolution of the artist's unique practice. Made entirely of paint, with colors and patterns being
layered surface applications of the otherwise flat medium, Wayne is now building large closets, bookshelves, semi-
opened spaces, cleverly combining tremendous technical painting skills and painting-sculptural "tricks" developed in
her previous work. —Sasha Bogojev


http://www.jackshainman.com/exhibitions/past/2017/wayne/
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HYPERALLERGIC

Navigating the Slippage Between Reality and Illusion

The architectonics of Leslie Wayne’s structures exude impermanence and a

ART e WEEKEND

poetic expression of loss.

Sharmistha Ray 3 days ago

For a knowledge of intimacy, localization in the spaces of our
intimacy is more urgent than determination of dates.

— Gaston Bachelard, The Poetics of Space

The titles of Leslie Wayne’s paintings — “Planetary” (2019),
“Heirloom” (2017), “Burning Down the House” (2018) —
impart some clues as to what’s been inside the artist’s mind
since her last solo exhibition, Free Experience, at Jack
Shainman in 2017. Less than two years later, there appears to
be an inversion. The joy and freedom of experimentation
evident in those smaller-scale abstract paintings have yielded
territory to sobriety and introspection. In the new show,
Wayne takes a bold leap into representation. Intimate objects
from the artist’s private and inner world, primarily from her

Leslie Wayne, “Planetary” (2019), oil and

acrylic on wood, 94 x 41-3/4 x 5 inches studio and home, are carefully reconstructed with wood,
(all images © Leslie Wayne, all images
courtesy the artist and courtesy Jack

Shainman Gallery, New York) painting and sculpture. The result is 14 new sculpturally-

canvas and paint, using a technique that is equal parts

minded paintings that use illusion to play with our
perceptions of reality.

A painter’s ladder, an overflowing tool chest, doors slightly ajar revealing ambiguous
shapes, partially messy closets, a personal bookshelf of books and music, and broken
windows appear like small monuments in the visual landscape of Wayne’s new
exhibition, What’s Inside.

“Planetary,” the first work encountered in the show, is an eight-foot tall wooden panel
shaped as the kind of ubiquitous metal ladder found in artist’s studios. Wayne’s ladder
has a gorgeous rust red that’s been spilled all over it. A runny mixture of pigment and
solvent, it streaks and stains to create rivulets that evoke, for me, warm bodily fluids.
The cool, metallic silvery shade of the ladder creates an optical contrast with the
streaming pigment across its surface; its solidity and implied weight seem to imply the
body itself.
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Leslie Wayne, “Heirloom” (2017), oil and
acrylic on panel, 71-1/2 x 48 x 7-1/2

We approach “Planetary” at an oblique angle, imagining it to
be just another scrappy ladder resting on the floor, albeit,
possessing a rather aesthetic scrappiness. So convincing is
Wayne’s fabrication of reality, that only on closer inspection
do the surface anomalies and spatial incongruities begin to
reveal the fiction of the object. She is a master of the details
that suspend the viewers’ disbelief just long enough to hold
them in an intimate encounter: tromp-’oeil shadows that cast

inches on the “wall” behind the ladder, and the loose screws that
hold it together; a folded white cloth with flecks of brown
paint and colorful bundles of mushed-up paint rags on its steps; a tidy pile of striped
and plaid cloths ornamenting the ladder’s zenith (whose perspective is exaggerated to
heighten its monumentality). The evident playfulness and humor of these illusions
belie their meticulous construction, culled from a compelling toolbox of painterly
tricks developed by the artist over three decades.
Windows and wardrobes are other sources of fascination for the artist. In Free
Experience, Wayne introduced the window idiom with broken and partially boarded up
panes. In this exhibition, she goes straight through them to explore what’s on the
other side. The most enigmatic of the window series is “Unforgotten” (2018), an oil on
canvas work mounted on wood. It’s the subtlest of the broken windows, with minimal
traces of the artist’s illusory devices, but all the more powerful for its simple
evocations of metaphor and possibility.
The horizontal painting depicts a forlorn window with a
ivory-colored wooden grille that has seen better days. The six-
by-three grid that forms the rickety grille is lined with just a
few remaining, if determined, glass shards. Behind the glass —
or is it in front? — layers of white curtains appear to be
captured in motion, in a gentle sway. Blue and indigo shadows
dance upon their surface, forming wave patterns and oblique
angles that intersect and overlap symphonically. The deep
blacks, purple shadows, and warm and cool whites of the
painting’s interior are offset by the warm brick that
simultaneously delineates the sides of the window frame and
forms the edges of the painting. Art history is embedded in
Wayne’s work, and so it’s not any more peculiar to chance
upon a deliberate overture to the Modernist grid or Barnett
Newman’s “zip” than it is to notice a casual reference to
Leslie Wayne, “Unforgotten” (2018), oil Hokusai (“Heirloom™). Art history aside, “Unforgotten” pulls
on canvas mounted on wood panel, 40 x together all the marvelous ambiguities that underscore this

54-1/4 inches

exhibition’s theme, and that it does so with an economy of
means is all the more beguiling.

But I’ll come back to this later.

In Poetics of Space, Gaston Bachelard’s seminal book on the resonances of a home, he
writes:



Leslie Wayne, “Burning Down the House"
(2018), oil on wood, 85-1/2 x 40 x 5-1/2

inches

We comfort ourselves by reliving memories of protection. Something
closed must retain our memories, while leaving them their original value as
images. Memories of the outside world will never have the same tonality as
those of home and, by recalling these memories, we add to our store of
dreams; we are never real historians, but always near poets, and our

emotion is perhaps nothing but an expression of a poetry that was lost.

The architectonics of Wayne’s structures mediate the in-
between space of impermanence and maybe even point to a
poetic expression of loss. Duality reveals itself in the slippages
between numerous dialectical manifestations: open/closed,
illusion/reality, absence/presence, painting/sculpture,
abstraction/figuration, among many others. Wardrobes,
chests, and doors are all slightly ajar, revealing both literal and
metaphorical situations. The most fictional of these, “Burning
Down the House,” depicts a powdery-blue door complete with
a doorknob, which partially opens to reveal a closet. Stacked
at the bottom of the closet are paint tube boxes, and atop of
them are what appear to be crumpled-up cotton paint rags
rendered in masses of impasto paint. The rags are engulfed in
flames, which leap upward in an angry stream of fluorescent
hues, until they’re licking the neatly folded rags on an upper
shelf. It’s impossible not to feel an undercurrent of political
anxiety, born of American hubris under Trump, and the
subsequent crisis of art. These themes foster a palpable strain
in this work and throughout the entire show.

Wayne was born in postwar Germany in 1953, where her family lived for a few years
before moving back to California. She was, by her own account, raised in a secular
upper-middle-class Jewish-American household. On my first visit to her studio, which
occurred after Free Experience, my eye fell upon an exquisitely painted postcard-size
copy of Gerhard Richter’s masterpiece, “Betty” (1991) a photo-realist portrait based on
a snapshot Richter took of his young daughter, Betty, in 1978. The painting, which
blurs the lines between photography and painting, flattens perspective while
simultaneously achieving a sense of deep space: Betty is turned away from the camera,
and her act of looking into an indescribable distance produces the illusion of
perspectival depth, mediating an imaginary threshold between the past and the
present. The painting has largely been read as a critique of Germany’s obsession with
its past, and in turn, its denial of the future.

The arresting temporal and spatial threshold of “Betty” is
activated by the young girl’s spontaneous turn as she looks
away; similarly, the provisional frames of reference alluded to
in What’s Inside — movement, spillage, disorganization and
disarray — indicate a threshold, passage, or becoming. It’s
telling that the artist painted her miniature copy in 2001 after

Leslie Wayne, What's Inside, Jack 9/11 had devastated New York City and altered the American

Shainman Gallery

psyche forever. The additional shock of losing her father

around the same time sent Wayne on a voluntary personal



sabbatical. While the artist experimented with figuration before and during her
student years at Parsons School of Design in the 1980s, her rendering of this figurative
painting during a particularly fraught personal and political moment potentially
planted the seed for Wayne’s return to representation. It also signals her
preoccupation with thresholds that interface both lived and historical realities in the
age of Trump. She nuances questions of who we are and where we stand: are we inside

looking out, or outside looking in?

Wayne can, just as easily as Richter, perform slippages between categories and glide
elusively across terrains of meaning; but, unlike Richter, Wayne doesn’t shy away from
sentimentality, with a sprinkling of joy and humor. In the press release for this show,
she states, “Though these paintings represent my political anxiety, I am also not a
bleak person by nature. So for me, the idea of a broken window is also an invitation for
some sort of renewal. A window can be fixed, new histories can be made.”

The insistence on hope, renewal, and the future is what elevates these safeguarded
intimacies, revealed by Wayne for the first time through acts of representation, above
the kind of heavy-handed rhetoric that the current political climate can justifiably
invoke. For all the technical wizardry up her sleeve, these elaborate constructions
exhibit, above all else, Wayne’s attachment to those things in her universe that enable
her to do the thing she loves most — painting.

Leslie Wayne: What’s Inside continues at Jack Shainman Gallery (513 West 20th Street,
Chelsea, Manhattan) through March 30.
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Leslie Wayne: Burning down the house

8:53 am by Editorial Assistant

Leslie Wayne, Instructions for Dancing, 2018, oil and acrylic on panel, 77.5 x 71.5 x 6 inches

Contributed by Sharon Butler / Now in her mid-60s, Leslie Wayne has had several impressive shows at Jack Shainman, but the work in her
current exhibition, on view through March 30, exceeds its predecessors in conceptual confidence, mastery of materials, and even an impressive
swelling of imagination. She has scaled up the size of her work and kicked the process into a higher gear. Using beautifully crafted, shaped
wooden panels, Wayne renders armoires, a studio bookcase, a tool chests, a ladder in towering, larger-than-life objects that combine carpentry
with wonky linear perspective. Gone is the familiar reliance on a single repetitive format (paint rags, windows) and the paradoxical process of
making paintings both of and out of paint. Through contextual expansion — from creating the illusion of fabric, to creating pieces of furniture
where fabrics and other items are stored — Wayne's work has gained conceptual heft and substance without sacrificing her signature wit and

love of a good pun.
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Leslie Wayne, Everything, 2019, oil, metal and rope on wood, 81 x 45.25 x 5.5 inches

As always, Wayne is a master paint wrangler, and she has achieved an astonishing level of craftsmanship in her new work. In What'’s Inside, a
pile of thick gooey paint is revealed behind a partially opened shed door, yet the paint never sinks into murky sludgy color. The clear, bright out-
of-the-tube freshness may reference the light from Wayne’s childhood spent in sunny California, and it certainly conveys a sense of optimism

that is key in all of her work.

In Everything, a rope appears to keep a pair of closet doors from spilling open under the weight of an avalanche of paint. It's an illusion, of
course, crafted with shaped panels, door handles, a rope, and paint. This facile transition between fact and fiction has always been a hallmark
of Wayne's work, and here, perhaps in response to the new landscape of “alternative facts” and disinformation, it is fully and effectively
engaged. Several, like Toolchest and Burning Down the House, have cropped lower edges so that the pictorial illusion is truncated, allowing truth

to fully be revealed.
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Leslie Wayne, What'’s Inside, 2018, oil on wood, 84.25 x 41 x 3.75 inches
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Leslie Wayne, Tool Chest, 2018, oil and acrylic on wood, 86 x 42 x 5 inches
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Leslie Wayne, A Life, 2018, oil on canvas

Each painting is hung less than a foot off the ground, and at 85-inches tall (and more), they tower above the viewer like the monolith in Stanley
Kubrich’'s 1968 sci-fi film, 2007 A Space Oddesey. But the images constructed in the panels are always a bit off-kilter and the perspective isn't
quite right. In A Life, Wayne presents a set of metal book shelves, jammed with art books, CDs, an old boom box, and boxes of paint. The
perspective is skewed to create the illusion that the shelves are much taller than they would actually be in real life, as if seen from a child’s
perspective. Similarly, in Instructions for Dancing, an oversized armoire, outfitted with paint-objects fashioned to look like textiles and a pile of
paint on the floor, has some serious torque on the right hand side that would cause an actual object to buckle and fold.
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Leslie Wayne, Burning Down the House, 2018, oil on wood, 85.5 x 40 x 5.5 inches
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Leslie Wayne, Burning Down the House, 2018, oil on wood, 85.5 x 40 x 5.5 inches (Detail)

The show is titled “What’s Inside,” and the work is indeed about a threshold into an interior world. At the same time, they are very much about
the things we amass over time. For an artist, that means ideas and, of course, for painters, objects. These remarkable pieces are full of art
historical references—Richter, Artschwagger, Tuttle, Murray, Poons, and more—but they are also a rejection of the ephemeral, the small-scale,
and the unimportant. It's as if Wayne, who has worked at a small-scale for much of her career, has come to the realization that physicality and
size are not inconsequential. In this series, Wayne seems to be exploring new ideas about accumulation and permanence. They might be
meditations about the things an artist leaves behind.

“Leslie Wayne: What's Inside,” Jack Shainman, Chelsea, New York, NY. Through March 30, 2019.
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Artist Leslie Wayne reveals What’s Inside her inner world

By SYDNEY FRANKLIN e February 26, 2019

Now on view at the Jack Shainman Gallery in New York, Leslie Wayne's collection features paintings of basic interior objects that pop against the
gallery's white walls. (Courtesy of Jack Shainman Gallery and the artist)

A new exhibition by New York-based artist Leslie Wayne explores everyday spaces and how, through
alternative modes of representation, we can see those environments in a deeper light. What’s Inside, now on
view at New York City’s Jack Shainman Gallery through March 30, features Wayne’s newest collection of
paintings that detail basic domestic scenes like messy closets, busy bookshelves, and broken windows. These
disheveled objects evoke a German Expressionist perspective, according to the artist, and unveil Wayne’s
political and personal anxieties through singular depictions of an inner world that’s “not quite right,” but can
be fixed.

AN spoke with Wayne via email about the layered inspiration behind What’s Inside, and how color, both in
architecture and in painting, can manipulate the emotions of its viewers. She also explains why studying art
that highlights buildings or interior design can ultimately strengthen a person’s appreciation for the built
environment.



The Architect’s Newspaper: Your current collection seems to build off your previous window pieces for Free
Experience. Can you explain why you decided to continue that project and how this show takes those previous
themes to another level?

Leslie Wayne: As an abstract artist, my whole career, I've been wanting to bring representation into my work,
but I didn’t quite know how it would manifest itself given the idiosyncratic way I use paint. Those first window
paintings gave me a way to do that. Conceptually, they allowed me to express my feelings and ideas about the
world around me, about the current state of affairs, as well as my own personal life, by using domestic
architectural forms as a motif and as a kind of organizing principle. I realized that my abstract paintings
always kept you on a threshold—of what was visible, and what was beneath and behind the surface that you
could never quite completely see or understand. Architectural thresholds can operate in much the same way.
By making a painting of a doorway that is just barely cracked open, or a window that is boarded up, I'm
keeping you on that threshold. So actually, I'm still exploring the same thing, only in a more pictorial way.

From left to right: Unforgotten, 2018 and Shattered, 2018 (Courtesy of Jack Shainman Gallery and the
artist)

AN: Why did you choose to focus on normal interior objects and spaces? What draws you to imagining these
details in a new way?

LW: I'm drawing largely on my immediate surroundings—the armoire in my bedroom, the tool chest in my
husband’s studio, and my bookshelves. While the forms as furniture are universal, their contents are
autobiographical, and they tell you a lot about what makes up my life. In the beginning, the idea of creating a
painting of a closet was just a response to my need to move on from an earlier body of work. But then the idea
of closets became more interesting to me as types of containers. Containers, not just of clothing and everyday
objects, but of things we hold dear, or secrets we want to keep. And then came the paintings of drawers and
bookshelves, containers that hold evidence of your life—books you’ve read, music you listen to, materials you
use for work, etc. And on a purely formal level, closets, shelves, and window frames provide an interesting
platform for different kinds of architectural motifs, which as a painter is great because it’s just an endless
source of visual information.



From left to right: Boarded, 2017; Burning Down the House, 2018; Instructions for Dancing, 2018
(Courtesy of Jack Shainman Gallery and the artist)

AN: Your work is very colorful and tactile. What do the different colors and the way those hues bring a
tangible quality to your paintings say about these mundane architectural spaces you depict?

LW: Color is loaded with emotive power, much the same way that music is. It can be used to express
tremendously strong feelings, but, because of that, you're in danger of being manipulative and clichéd if you
go too far. It’s tricky. You want to seduce the viewer but not knock them over the head with it! Most people,
when they’re thinking about architecture they’re thinking about the facade and the overall shape of a building
or an architectural detail. They’re not considering the way in which a building is a container and a shelter and
how the design and the color of an interior space can determine the way you feel when you go inside of it.

We were in Mexico City recently and went to the house of Luis Barragan. It was very interesting to see how he
used color to visually block out certain spaces and establish an overall feeling of a room. Yellow walls made
you feel warm and welcomed, pink walls gave you a sensation of joy and anticipation. I loved that. For me,
when I'm painting, I try to use color to do much the same thing, to convey a sensation.



An Inverted Doorknob and Tool Chest, 2018 (Courtesy of Jack Shainman Gallery and the artist)

AN: Why is it valuable to look at architecture and interiors through the alternative lenses of painting or
photography, rather than being in the space itself?

LW: I would say that it’s valuable to look at architecture and interiors through the alternative lenses of painting
or photography in addition to being in the space itself. There’s no substitute for having a direct experience of
an architectural space. But I think we take those spaces for granted. And those of us in dense urban
environments usually have our heads down (or buried in our cell phones!) when we’re walking rather than
looking up and noticing what tremendously rich details are on buildings all around us. It’s valuable to
reconsider what those spaces mean to us and art can take you there through the poetry of metaphor and
illusion. If you've ever been taken by a Fra Angelico painting for example, like The Annunciation, then
perhaps next time you're inside a space that has vaulted ceilings you’ll be reminded of the painting and
become aware of the ceiling’s elegance and structural integrity. Or a Dorothea Lange photograph of a young
sharecropper’s log cabin can make you really feel what it must mean to live in a structure of such simplicity.
Bernd and Hilla Becher spent their lives documenting industrial architecture and brought the simplest most
overlooked structures, like water towers, into the realm of the sublime. We look at these things every day, but
art helps us see them more deeply.

See Wayne’s new show, What's Inside, at the Jack Shainman Gallery at 513 West 20th Street, New York, New
York.



LESLIE WAYNE - THE
INTERVIEW

IN ESSAYS & INTERVIEWS, LESLIE WAYNE BY MICHELE
LESLIE WAYNE
Interview by Frédéric Caillard, February 2019

Can you tell us about your last body of work, that you are about to show in a solo presentation at Jack Shainman Gallery
in New York City?

Yes, the show is called What's Inside. In terms of the subject matter it is divided in two different but related groups of
paintings. One is a series of windows with broken glass. Some of them are boarded up so you cannot see in. It speaks to



many climate issues, social issues... Broken or boarded windows
and flooded buildings represent neighborhoods that have been
abandoned or have had some sort of climate disaster. The other
group represents containers: bookshelves, closets, armoires or
chests of drawers. These are pieces of domestic furniture that
contain items which sometimes you can see and sometimes you
cannot see. Closets and drawers contain personal things,
perhaps even secrets. In all of these paintings of containers are
my own personal items, things that reflect my life as an artist. |
think this is - more than at any other time in my career — a very
personal body of work in that way.

If I backtrack for a minute, | think the thread that goes through
all my work over time is the idea of the threshold. Even when
the work was small and very abstract, you always felt that you
were on the thresold of seeing what was on the surface and
what was behind, something that you could not see. | was
always folding the paint over or lifting the paint up or covering
it over so you never quite saw every layer of the painting. With
this work the idea of the threshold is just made more manifest
in terms of pictorial imagery: windows, doorways, and closets
are all thresholds that you can or cannot cross, they provide a
more personal approach to the idea.

Also, this is the first time that I've reflected so directly on the
world around me through my painting. As an abstract painter most of my career, my work has been focused conceptually
on process and material, and on the open-endedness of abstraction, which I love. But we are living in a time now that is
very difficult to ignore. The political discourse, the climate crisis, are things that affect our lives in a very real way, and |
just find it difficult to express my feelings about those issues through purely formal abstraction. | have been looking for a
way to bring representation into the work for many years, but without negating the very particular and peculiar way | work
with paint. And with these paintings | finally found a way to do that.

1 would like to talk about the different pictorial means that you use in these works to generate illusions. One is paint on
the flat surface, in a trompe l'oeil manner, and the other one is the use of the paint matter to actually create the forms of
the represented objects.

Yes that's right. With this work, | am playing with abstraction and representation so that there is a real tension between
trompe l'oeil, verisimilitude and abstraction. You don’t really quite know whether you are looking at something that is a
real object in the room or a painted illusion of the object. This is something | am having a lot of fun with. It is a way to
make the viewer look more carefully because they don’t quite understand what they are looking at until they get up close.
I think that all artists, in spite of the conceptual blah blah they may have about their work, desire most to have their
viewers want to look at their work. The question is how to keep the viewer engaged. So yes | am using trompe l'oeil, the
most realistic type of illusion, and then as you say the actual material of the paint and also the structure of the panel to
create a kind of seduction. The panels are constructed of wood and their shapes are determined by the subject of the
painting: if it is a painting of an armoire, the shape of the panel is like an armoire. And with the exception of maybe one
painting in this series, all of them are cut flat at the bottom. So you don’t see the full contour of the object, because I like
in the end to remind you that you are just looking at a painting.

In one of your previous series called Paint/Rags, there are wooden supports but they are not directly visible by the
viewer. The visible parts of the paintings look like actual rags. They are made only of paint, with no underlying fabric nor
cloth, you do not have any substrate for your paint.



Yes. They originated from my One Big Love series, which started out as an exercise. | had been looking for something to do
while | was working on very large paintings for a traveling show, something small and intimate that had a little more
immediate satisfaction. So I thought | would give myself an exercise with a few rules: the paintings had to be no larger
than 10 by 13 inches and they had to be on organically shaped panels. | wanted something that would allow me to just
play. So one of the shapes that ended up being in this series was this kind of half a doughnut, as if it was hanging on a
nail on the wall, and I liked that idea of the paint just being draped on to this support. This is how it started, but it was
about making the paint look like it was hanging on a nail rather than fabric. But somebody referred to it as that “rag”
painting and I didn’t know what they were talking about. At the beginning | was like “I don’t know if | want to make
paintings that look like rags, who cares?”. But the more | thought about it, the more I felt it was pretty interesting. Apart
from the fact that | know how to make paint look like fabric, | liked the idea of a rag - being a very humble object that you
just throw away - that makes you want to come up and look closely and perhaps reconsider its value. And in a way it is
kind of a play on Duchamp. It looks like a ready-made but in fact it is very meticulously made by hand.

Did you get inspired by Sam Gilliam in some way, or was it a reference to Jasper John's Savarin cans brush pots, which are
also “trompe l'oeil ready-mades”, done with painted bronze?

I wasn't thinking of Sam Gilliam even though he is somebody | am familiar with. Gilliam’s work is about freeing the
painting from its support, whereas | was thinking more about painting as a stand in for the object of representation, in
this case a rag. And as for Johns, not really, although that's the same idea, yes.

You have two series of paintings where the paint is an extension of the support. In the What Goes Up series, the paint
creates a bulge that is in continuity with the support, like a morphing between the support and the paint. It redefines the
concept of supports and media, it intertwines the two ideas.

Because of the small scale of those paintings, the



objectness of them, you don’t know what is inherent in
the actual structure and what is just applied on top, yes.

You also did that in some of your landscape paintings,
where you have paint that extends below the support. Is
it a way to say that a landscape is too big to be painted in
an enclosed frame?

That's a very interesting way of looking at it. It is not

untrue... maybe you're right. | had some early pieces too,

one in particular where it is hanging so low below what

should be the surface, almost like it's dragging the actual

structure of the painting with it because it's so heavy.

That's something | have always wanted to create the

feeling of with my work. That the material is so

overwhelmingly abundant that it just takes over. In the

more recent works, like the Free Experience, | was looking at these images of third world countries where somebody is
carrying a huge stack of material, all you see are his feet on the bicycle pedals, and you just can’t believe that the whole
thing is not collapsing or falling over. So that was the feeling | was trying to create in that work, that overabundance of
material.

I wanted to discuss the three main formal elements that are found throughout your work. The first one is the geological
folds. They look very natural, you can see the compression effect. Where do they originate and what is your process?

| grew up in Southern California. | was a landscape painter as a young artist. Since | moved to New York, on the East Coast,
| found that my relationship to the West, the light, the color, the landscape and the geography became much more
important to me, and | am always conscious of those geological formations and the power of nature. Pushing the paint
around is very geological to me. So | am thinking about the shifting of the tectonics plates, the layers of geological strata,
this has always been a major part of my thinking.



As for my process, what | do is | trowel very thin layers of oil paint onto a flat surface. When that thin layer dries, it forms a
skin, then | can trowel the next layer on. So | build these layers of paint, and my color sense is very intuitive, | don’t
generally have a plan. They have to be colors that have a kind of relationship to one another or have some sort of
“frisson”. To create these big folds, | scrape it off the support with the same knife from underneath and then lift it up.
Then you can see the underside, all the different layers are revealed and it is very fragile because the oil paint is still wet
underneath, which is why | work with oil because | need it to be soft and malleable. With acrylic it just dries immediately
and with a very consistent kind of plastic quality, and it does not have the fragility of oil paint which I prefer.

So you don’t build your layering directly on the painting?

No, not as much anymore. In the earlier works, everything was done directly on the support that was the support for the
painting.

The second formal element that defines your work are the strips or the ribbons. Process wise, they are close to the folds
but look different visually because they are neatly cut, in a very sytematic and organised way. It is like if you had a scalpel
and if you were dissecting or performing an autopsy of your own painting.

Yes. The process is exactly the same as | just described, only
before I lift it up | score it, so when I do put the knife under it
and start to push, instead of lifting it up from underneath, | am
forcing the material to fold on itself. And because I scored it,
all of those strips come up differently. When | was doing that
directly on the surface of the painting rather than making them
in advance to collage later, | was really thinking that | was
peeling away the skin of the body of the painting, exposing its
underlayers. And that's how | came to the next group of
paintings called BreakRing and Entering, because | thought: “I
have been peeling the skin away, what would it be like if |
could dig directly into the body of the painting”.

And this is precisely the third major formal element of your practice: the scrapping, revealing, exposing... You seem to
always want to see what's behind and then what's deeper and even deeper...

Yes, | went from folding back the surface of the skin of the painting to digging into the body of the painting, and now | am
exploring a lot of the same ideas, but with trompe l'oeil.

Yes, you were investigating paintings, and now you are investigating objects, using painting as an instrument... | also
wanted to hear your own thoughts about your choices of formats, as you are using a lot of small formats in your practice.

Early on in my career | had been working on a series of paintings which | was not happy with. | was a very newly
developed abstract painter and the paintings felt very derivative and sort of formulaic. | wanted to replicate the
excitement | felt when | had been making sculpture in school. So | decided to cut up some very small panels, 8 by 6
inches, so that I could just experiment and play. At the time it was just a way to innovate, to challenge myself. But as the
work started to develop, | came to realise that what | was doing came directly out of the trajectory of Abstract
Expressionism, and that as a woman painter, | could make a very bold statement, an heroic gesture, on a very small
format. It did not have to be physically big to say something big. And so | took it on as a real commitment to the power of
intimacy.

Another type of unusual format that you use are the very elongated vertical formats.

That began when | was working on a series of landscape or geology inspired paintings, | was thinking very deliberately
about core samples and | layered my paint like you would see layers of geology, millions and millions of years of
sedimentation. | was looking at a Barnett Newman at MoMA and | remember thinking how fantastic it was that it was just



the zip, without anything, just the single zip, and | was like
“that’s it, he went right to the source of the inspiration”. And so |
thought | didn’t need all the supporting environment around
these layers and that | could go straight to the core.

In one of these core paintings, Slice of life, the thickness of the
panel changes along the height of the painting.

Yes, here again | wanted to accentuate the weight of the
material, | wanted it to look and feel heavier at the bottom than
it was at the top. So that slight angling, that you may not see
right away but that you can feel.

Can you tell us about your work Velocity, which features 3
vertical elongated panels next to each other?

I was thinking about the experience of riding in a train, and
watching the landscape go by if you are not focused.

Do you know in what direction you are going to work after this
show?

I have
no
idea.
This
move
to my

current work came unintentionally. I think most artists Don't

really know what they are doing until they’'ve done it. This series
started with a painting | did three years ago. | had seen a work

by Mamma Anderson, a fantastic Swedish painter. It was a detail
of an armoire, the door slightly open with all the linens stacked

inside, a very beautiful painting. And at that time I just didn't want to make one more Rag painting! So | thought | could
just put the rags away in this closet. It was a way to transition away from the Rags and the closet gave me that vehicle, a
vehicle to continue my trajectory but in a different way, and it just opened the door new possibilities. It was completely

unexpected! So | have no idea what'’s next.

Illustration images (from top to bottom) - All
paintings by Leslie Wayne:

Boarded 2 - Detail, 2017, oil on panel, 25 7/8 x 19
1/4 x 3 inches.
© Abstract Room.

Boarded 2, 2017, oil on panel, 25 7/8 x 19 1/4 x 3
inches.

© Leslie Wayne. Courtesy of the artist and Jack
Shainman Gallery, New York.

Instructions for Dancing, 2018, o0il and acrylic on
panel 77 1/2 x 71 1/2 x 6 inches. © Leslie Wayne.
Courtesy of the artist and Jack Shainman Gallery,
New York.

Paint/Rag 73, 2018, oil on panel 23 1/2 x 14 x 6
inches.

© Leslie Wayne. Courtesy of the artist and Jack Shainman Gallery, New
York.

What Goes Up, 2011, oil on panel, 13 x 10 inches.

© Abstract Room.

Slippage, 2005, oil on panel, 24 x 58 inches.
© Leslie Wayne. Courtesy of the artist and Jack Shainman Gallery, New
York.

One Big Love #62, 2011, oil on panel, 10 1/2 x 13 inches.
© Leslie Wayne. Courtesy of the artist and Jack Shainman Gallery, New
York.

Untitled (Skirtlift), 2013, oil on panel, 34 x 7 inches.
© Leslie Wayne. Courtesy of the artist and Jack Shainman Gallery, New
York.

Words and Music - Detail, 2018, oil and acrylic on wood, 93 3/4 x 25
1/8 x 3 3/4 inches. © Abstract Room.
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Jack Shainman Gallery, New York

On February 22nd, Jack Shainman Gallery in New York will open a solo exhibition of all new works by Leslie Wayne,
marking impressive 25 years since her 1st showcase with the gallery. What’s Inside will be the German-born artist's 11th
show with the gallery and will present the continuation of her efforts to manipulate the medium of painting by
approaching oil paint as a sculptural material.

Read more below
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As introduced with her Free Experience showcase back in 2017 and Paint/Rags body of work before that, Wayne is
interested in "exploring the ways in which painting as an object could force a re-examining of the term painting." Aiming
to step away from the historical precedent of a painting, which is a picture on a two-dimensional surface, she is
successfully attributing new features to the familiar artistic material. Through scraping, folding, cutting, and building up
the surface, the artist constructs three-dimensional forms with layers, varying textures, and colors. These rich textures
evoke the experience of geology and natural phenomena, creating the aspect of time to the works and adding to the
authenticity of the object's appearance.

In the newest body of work, the artist continued the work on building windows and similar architectural structures using
oil and acrylic on wood. Crating shattered glass effects, boarded passages, blinds, curtains, and playing with the effect
of depth and reflection, these pieces eventually evolved in more elaborate, series of sculptural, furniture-like objects.
Accentuating movement and instability these new pieces play with perspective and point of view, introducing a new
step in the ongoing evolution of the artist's unique practice. Made entirely of paint, with colors and patterns being
layered surface applications of the otherwise flat medium, Wayne is now building large closets, bookshelves, semi-
opened spaces, cleverly combining tremendous technical painting skills and painting-sculptural "tricks" developed in
her previous work. —Sasha Bogojev


http://www.jackshainman.com/exhibitions/past/2017/wayne/
http://www.jackshainman.com/exhibitions/past/2014/leslie-wayne/
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What’s Inside: Leslie Wayne’s clever use of oil paint to create 3D window frames
and wardrobes



Known for manipulating the medium of painting by approaching oil paint as a sculptural material, often times scraping, folding, cutting, and building up the
surface, Leslie Wayne's artwork takes on three-dimensional forms with layers, varying textures, and colours.

The tactile, design-centric qualities of her work often evoke the experience of geology and natural phenomena, shaping the work in ways that accentuate
movement and instability. A new show at Jack Shainman in New York, launching this month, will feature Leslie’s newest series of sculptural objects, which diverts
quite dramatically from her previous work and employs tremendous technical painting skills to create a sense of optical illusion within the works.

What's Inside will reveal a tectonic shift from the easy play with pictorial representation in Wayne’s previous bodies of work, introducing instead an all-embracing
magnetic pull towards tromp Loeil and verisimilitude.

In two distinct, yet related bodies of work depicting containers and windows, shaped panels in exaggerated and skewed perspectives determine the painted
object. Door and window frames, armoires, closets and shelves are rendered through constructed panels and an abstract and three-dimensional handling of paint.
With this practice, Wayne explores conventional representation and figure-ground relationships. What is illusion and what is, in fact, real becomes tensely blurred.
The large scale of these paintings invites further questioning as one could envision stepping across the threshold and into their imagined interiors.

Though Wayne’s new work marks a departure in her practice, still there remains a continuity that, whether abstract or pictorial, has always explored portals to the
other side.

Also presented within this exhibition is Wayne's 1990 painting, Come In, an inverted doorknob and oil on panel work, indicative of motifs further probed by the
artist to this day. This new series of paintings takes stock of the many iterations of this thread and comes back full circle to a world of images where abstraction
holds a firm grip on ambiguity.

Wayne’s closets and containers are zones of refuge and comfort from the outside world; but they also contain the artist’s secrets and anxieties about the current
state of political affairs: climate denial, nuclear proliferation, immigration, and ongoing institutionalised racism that point to a breakdown of the cultural and

moral fabric of our society. Paintings of broken and boarded up windows, or those in which a sort of toxic ooze seeps through the blinds, serve as metaphors for
his unease. Large-scale paintings of cabinets, closets and shelves can be seen from the point of view of a small child peering into a forbidden space or up

towards something just out of reach. These paintings take on an almost German Expressionist perspective of an environment that is not quite right.

In the creation of this series, Wayne relied on process over planning. Her driving impetus often stemmed from the result of something unanticipated - an
encounter with another work of art, a technical “mistake” in the studio, a word or passage in a book, or a deeply personal event - rather than a deliberate
blueprint for a specific outcome.

These new paintings allow space for all those moments to coalesce into a body of work that looks both outward to the world and towards Wayne’s inner life.
Wayne reflects, “Though these paintings represent my political anxiety, | am also not a bleak person by nature. So for me, the idea of a broken window is also an
invitation for some sort of renewal. A window can be fixed, new histories can be made”









Sculptural Paintings Qozing with Color

Leslie Wayne’s richly layered paintings remind us of the playfulness
and emotional range to be found in abstraction.

Dennis Kardon | October 4, 2017

Installation view, Leslie Wayne: Free Experience, Jack Shainman Gallery (all images courtesy Jack Shainman)

Babyboomer and Gen X artists who outlived the “death of painting” ideologies of the last
century will be impressed by the formal and conceptual riposte Leslie Wayne’s new paintings
make to that strain of theorizing; young millennial painters, meanwhile, may just enjoy the

fresh, inventive construction.

All twenty of the modestly sized paintings in Free Experience, Leslie Wayne’s exhibit at Jack
Shainman Gallery, seem to come encrusted with various sculptural elements. Followers of
Wayne’s work will not be surprised to discover that these are in fact the product of layers of oil
paint, peeled off plastic surfaces and then cut, manipulated, and applied to painted wood

trapezoidal supports.

In her previous exhibit at Shainman in 2014, Paint/Rags, she used these paint surfaces whole,
hanging them picture-like on the wall as object metaphors for textiles. With painted patterns on
their draped forms, they resembled clothing or dishrags. Throughout her career, Wayne has
paired metaphors of painted surface — skin, cloth, and folds of earth strata — with queries as

to the nature of painting as a historical idea. Now, by adding pictorial representation to her



palette, Wayne gains a new sense of improvisational freedom that makes this work look fresh
but mystifying, simultaneously cool and passionate, yet balancing humor with an undercurrent
of threat.

Upon entering the gallery and finding a sea of colorful abstraction, a painting like “MM”
(2016), immediately grabs attention by appearing as a fogged-up, weathered barn window.
Which indeed is a pretty obvious metaphor for the impermeability of the illusionistic window a
painting might imply. Despite a winking homage triggered by associations with Josephine
Halvorson or Marilyn Minter (the double M of the title) something different is happening

here.

Leslie Wayne, “MM?” (2016), oil on canvas on panel 27 1/2 x 21 X 2 1/8 inches

In addition to “MM, ” many of Wayne’s paintings reference other artists. The nods to Robert
Ryman, through an unstretched early white painting of his haphazardly tossed over the back of
a painted folding chair in “(W)resting Robert” (2017), and to Frank Stella in “To Be Frank”
(2016) are fairly obvious.



Leslie Wayne, “To Be Frank” (2016), oil on panel, 26 x 22 1/2 x 6 inches
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‘'m always
trying to free up
the experience
for myself, in
this studio,
from habit and
complacency,”
begins Leslie
Wayne, reflect-
ing on her upcoming gallery
show at Jack Shainman Gallery.
“And hopefully by doing that, 'm
freeing up the experience for the
viewers as well."

Afreight elevator — “Larger
than my first apartment,” Wayne
remarks — leads to her fifth floor
studio in New York’s Hell's Kitch-
en, which she shares with her
husband, sculptor Don Porcaro.
The smell of paint mixed with
stone dust fills the air throughout
the studio’s several open white
rooms, and large windows bathe
the entire space in natural
light. Entering Wayne's working
studio, the two-feet-tall pile of
multicolored paint resting on a
table immediately commands
attention. “That's for when |
clean my palette,” Wayne ex-
plains of the colorful sculpture.
“That pile is about three years
worth.”

The works for her upcoming
gallery show, titled “Free Expe-
rience,” are hanging all around
her studio. Earlier this spring
Wayne was awarded a coveted
Guggenheim Fellowship. “I really
decided to go back to my roots
and introduce an element of
representation into the work,
which is something new,” she
continues. “That means includ-
ing the trompe l'oeil painting
—I'm actually painting an illusion
of animage in space alongside
my more recognizable dimen-
sional use of paint, to create a
form that mimics a real object
in space. It's areal collision of
abstraction and representation

Two pieces
from“Free
Experience.”

in a way that forces the viewer
to look really hard.”

Wayne and the Shainman
Gallery have been collaborating
since the early Nineties, a part-
nership that the artist herself
deems unusual. Most artists
tend to move on from their
partnerships and maintain a
diverse track record, but Wayne
has never felt the need for that.
“[Jack Shainman] has support-
ed me and my work through all
the ups and downs of the art
world, and I love him,” she adds.

Her signature style combines
paint and sculpting. A sculpting
major at The New School’s Par-
son’s School of Design in the
Eighties, she wanted to bring
her work into a more dynamic
conversation about contempo-
rary art. She began adding any
kind of material she could find
to her paint — foil and paper,
sometimes even the stone
dust her husband had swept up
from the floor of his studio. “l no
longer felt like painting had to
be a window into Renaissance
space and three-point perspec-

felt like painti
1ce space and three-point perspec It could be any-
thing. And paint is just another material to make a work of art.”
— Leslie Wayne

2 had to be a window into

tive. It could be anything. And
paint is just another material to
make a work of art,” she says.
Eventually, by manipulating the
medium of paint and turning
itinto a sculptural material,
she was able to achieve the
effect of a three-dimensional
structure without adding other
materials.

The artist’s greatest source
of inspiration is the natural
landscapes she encounters on
her travels with her husband. ‘I
particularly like to travel to plac-
es where the natural environ-
ment is very extreme,” Wayne
says. She’s been to Patagonia,
the Atacama Desert and Machu
Picchu, and is planning a trip to
Iceland later this year. However,
her works aren’t created to be
direct reflections of the wilder-
ness she experiences.

“Idon’t try to force that,” she
says. “l just prefer to allow it to
filter in. Sometimes, it takes a
year or two.”

“Free Experiences” opens at
the Jack Shainman Gallery on
Sept. 7 through Oct. 29.
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Leslie Wayne, Rags

JACK SHAINMAN | FEBRUARY 20 - MARCH 22, 2014

by Jonathan Goodman

Leslie Wayne’s sharp show of new work continues her interest in paint not as an
embellishment on canvas but rather a physical material in its own right. She’s always
done fine things with the medium, but in this exhibition, entitled Rags, the artist takes
her ongoing, nearly obsessive interest in oil paint to a new level, draping paint so that it
bends and folds as fabric might. Working in this way, Wayne simultaneously moves
toward trompe I'oeil, which might be seen as a nod to the past, and toward viewing
painting as constituting three-dimensional matter, which would bring her art forward—
toward a contemporary acknowledgment of its new use as a sculptural element.

Her Rags asks implicit questions about materials and their art historical use; on one
level, it would be easy to group her paint sculptures with the style of the New York
School, which still holds sway in some New York circles. But although she
acknowledges the possibility, Wayne doesn’t quite see it that way. Instead, she is more
interested in spanning genres, looking to the moment where a painting can also be

considered three-dimensional in its origins and effects.

In the sparse installation at Jack Shainman’s 24th Street gallery, viewers have the
chance to zero in on one work per wall. The visual complexity of both the surface and its
volumes is remarkable—vivid but never showy, painterly without being decorative. The
works perform a marvelous feat of self-containment, whereby paint is viewed as raw
matter. Paint/Rag #27(2013) is a towel-like construction that folds over on itself, its
support hidden by the draping of the paint. Exuberant, even extravagant in its beauty,
the work consists of blue with orange stripes on the surface closest to the viewer, with
the sections beneath painted mostly in orange and red. The riot of colors freely alludes
to the New York School’s passion for both a physical and painterly surface, but the work
is more than that. It is a hybrid painting-sculpture in which hues are built up physically,

Goodman, Jonathan. “Leslie Wayne, Rags.” The Brooklyn Rail (May 2014): http://www.brooklynrail.org/2014/05/artseen/leslie-
wayne-rags
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maintaining an active sense of
volume, with the folds resulting
in the crevices and partially
hidden spaces one might find in
a draped fabric. The abstraction
is not absolute; instead, the
painting, like the others in the
show, demonstrates a familiarity
with what can be called the rags
of time, silently requiring study

for intellectual comprehension.

Most viewers will be taken with
the technical tour de force of
paint handled three-
dimensionally, a compositional
attribute that suggests the art of
Lynda Benglis, but they will see,
too, that the surface is nearly
Pop in its wild variety of colors.
Maybe, as well, Wayne’s west
coast origins come into play; the
paintings’ broad spectrum of
hues is reminiscent of
California’s outstanding colorist, Leslie Wayne, “Paint/Rag #27,” 2013. Oil on panel, 15" x 9" x 3 5/8".
Richard Diebenkorn. Of course, Wayne’s art is not figurative but rather formally
determined, concerned with the gap between painting and sculpture, the point at which
the two genres meet. This work, then, is congruent with Abstract Expressionism’s
treatment of paint as a raw material first and foremost, although Wayne keeps the
movement at an arm’s distance by her decisive move toward paint as a volumetric
material. In Paint Rag #30 (2013), the draping looks like a spattered napkin, with

edges of brown, and again a reddish orange at the lowest part of the construction. The
works are relatively small—#30 is just over 18 inches high—but they are filled with
painterly events that ask us to appreciate the medium’s capacity for abstract beauty

even as we regard the compositions representationally, as rags.

Goodman, Jonathan. “Leslie Wayne, Rags.” The Brooklyn Rail (May 2014): http://www.brooklynrail.org/2014/05/artseen/leslie-
wayne-rags
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Leslie Wayne, “Paint/Rag #30,” 2013. Qil on panel, 18 1/4" x 12 1/2"x 5",

Wayne treats the surface of
her work as being of
interest in its own right,
even though it belongs to
the gestalt of a rag or
weathered garment. Time
and again, the viewer is
directed to experience
paint as more than simple
decoration, and for all its
deliberate beauty, there is
something raw and
assertively informal about
the series. The level of
visual interest is very
high—we look and come
close, marveling at art
whose three-dimensional
presence belies our
knowledge that what we
are looking at is paint. It is
rare to see so tangible a
painting! But that is the
work’s open secret,

namely, its effortless

hybridity. Wayne performs

in the gap between

painting and sculpture, in ways that pay homage to both. Wayne’s paintings thus hold

their own in the gallery, reminding us that a bit of progress has been made in the

trajectory of painting, which many in the art world no longer trust as capable of new

creations. The urgency of form and color in her art reminds us that there is still space

for exploration in a field nearly toppling beneath its historical weight.

Goodman, Jonathan. “Leslie Wayne, Rags.” The Brooklyn Rail (May 2014): http://www.brooklynrail.org/2014/05/artseen/leslie-

wayne-rags
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New York Studio Conversations

giving painting more than just the physicality of the paint to work
with, and this shape accentuates your sense of the pull of gravity.
YOU CONTRAST FLAT LAYERS OF PAINT WITH THICK, 3-DIMEN-
SIONAL TEXTURES. IT MAKES FOR AN INTERESTING CONTEMPLA-
TION OF GRAVITY AND POLARITIES.

The gravity aspect comes from my long interest in landscape and
geology. But it also plays with the idea of cause and effect. I don’t
want my works to be illustrations of “A caused B”. Instead, they
embody two elements within the painting that are both describ-
ing each other and competing with each other, just as different
elements in nature are thrown together through the laws of phys-
ics and are forced into unexpected yet inevitable relationships.
I also think about clothing when making my work (clothing as
opposed to fashion). I sew and I like to design and make my own
clothes. What interests me is the structure of garments, how the
bell curve of a sleeve needs to insinuate itself into the armhole
without puckering, or the architecture of a fine piece of tailoring.
Miuccia Prada has some interesting ideas about women’s clothing
and the separation between the top and the bottom, the bottom
being sexier than the top. I like that. I also find her rough com-
binations of color and pattern interesting. I don’t often find her
clothes attractive, but I like the way she thinks.

DO YOU STILL SEE THIS BODY OF WORK AS AN EXPLORATION OF
THE COLOR SPECTRUM?

No. Over time they took on a life of their own. I started to play
with the idea of cause and effect, which led me to explore more
fully what the material could do. I don’t start out by saying I am
going to do a painting of this or that. Instead, I begin with a gen-
eral idea of what I am thinking and allow the process to lead me
forward. In this painting for example, UNTITLED [SIENNA MARBLE],
the strips of paint were scraped off of another panel. I didn’t
know what to do with them at first, but I knew that they were
interesting. One day I took them all and stacked them up and
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Leslie Wayne

I started playing around with them. I got this beautiful shape,
and immediately saw its potential as the resolution for a panel
I had already started. The surface of the latter had a beautiful
marbling pattern, which coincidentally had all the same colors
as the strips. :

HOW MANY WORKS HAVE YOU DONE USING THIS PARTICULAR
SHAPE?

Probably about 25. Some of the early ones I’ve destroyed when
the work began to develop in a more interesting direction. They
are constructed out of MDF (medium density fiberboard), which
I like because it doesn’t warp and is perfectly smooth.

THE SHAPE ITSELF ALSO HAS A MUSICAL QUALITY; IT REMINDS ME
OF A MEDIEVAL LUTE, ALBEIT SIMPLIFIED.

I thought that you were going to say metronome.

THAT WOULD APPLY AS WELL,

I really haven’t painted on a rectangular or square surface in 10 to
15 years. I just found it more interesting to work on shaped panels.
LET’S LOOK AT THIS OTHER GROUP OF WORKS, TO WHICH YOU CA-
SUALLY REFER TO RS ...

... “Paint/Rags”. I’ve made a point of separating the two terms,
“paint” and “rag”, out of a concern that they not be read as
merely a sleight of hand, or a trick on the viewer. They do go
beyond painting, as a picture of a thing, being a facsimile of that
thing if you will, and some of them do look remarkably like paint
rags. But then beyond that, they also engage with many of the
same issues I’ve explored in my other work with regard to nature,
which is that all material is subject to the same laws of physics.
Ultimately though, I just found it interesting to make a highfalutin
art object about such an abject thing as a disposable paint rag.
YES, THERE IS OBVIOUSLY THE CONNOTATION OF AN EVERY-DAY,
DOMESTIC OBJECT. WHEREAS THE OTHER BODY OF WORK IS RATH-
ER TOTEMIC, SOMEWHAT STYLIZED, AND ICONOGRAPHIC, THESE
PAINTINGS SEEM MORE FAMILIAR. IF YOU WOULD QUICKLY LOOK
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“Common Thread”

MIXED GREENS

531 West 26th Street, First Floor

July 23-August 28

Thirty-two years ago, the Bauhaus-schooled artist and textile
designer Anni Albers made Study for DO Il, (1973), a
shimmering mélange of small parallelograms and triangles.
Colored in with shades of either silver or yellow gouache on
blueprint paper, the work seems preparatory, almost casual:
lines appear unruled, and shapes vary in size and skew.
Brushstrokes haphazardly emerge and recede into flat color.
One year later, Albers refined this pattern and christened it
Eclat, which was subsequently manufactured and sold as an
upholstery fabric by the design firm Knoll.

In 2009, Ellen Lesperance painted 1921, Annie Fleischmann

Demonstrates Simultaneous Contrast Herself with the Help of Ellen Lesperance, 1921, Anni Fleischmann

a Knitted 1-Cord Necklace: It Would Be a Year Before Even Demonstrates Simultaneous Contrast Herself
Meeting Josef Albers, a rendering of a knitting pattern that with the Help of a Knitted I-Cord Necklace; It
corresponds to a sweater she saw Albers wearing in an old Would Be a Year Before Even Meeting Josef
photograph. This work and Albers’ Study for DO Il are Albers, 2009, gouaCh? and graphite on tea
neighbors in this group exhibition, “Common Thread,” and they stained paper, 22 x 29".

accompany fifteen contemporary paintings—all made by

women—that employ pigment to imitate fabric. Sarah Harrison paints an intricate, pointillist detail of a
Persian rug; Summer Wheat’s Twin Bed, 2015, drizzles loopy acrylic daisies atop a black canvas in a
perfect evocation of a knotty yarn blanket. Angela Teng and Leslie Wayne venture further into the physical
realm: The former crochets dried acrylic paint into a rigid cloth the size of a hand towel, and the latter
molds oil-painted panels into the shapes of hanging rags, their ripples and curls eternally frozen into
topographic simulacra.

By adapting properties of textile design to the conventions of painting, the works in “Common Thread”
expose the restrictive power of our categories for artistic production. For many artists, it is an important
theme; for others—the countless women who have been relegated to the domain of arts and crafts—it is
the center of their practice.

— Juliana Halpert
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STAMFORD

Stamford Art Exhibit Explores The Influence Of
Painting

by Casey Donahue Lifestyle

Leslie Wayne discusses her technique used to create pieces hanging in
a new exhibit at Franklin Street Works in Stamford. Photo Credit: Casey
Donahue

STAMFORD, Conn. -- Take a look at Leslie Wayne's pieces in a new exhibit at Franklin Street Works in Stamford, and you might think they
were justrags hanging on the wall. But a closer inspection reveals they are actually pieces created out of oil and acrylic paint on panels.
Wayne is one of several artists in the exhibit "About Like So: The Influence of Painting" now on display at Franklin Street Works. The pieces in
the exhibitinclude paintings, sculpture, videos, photographs and digital prints.

The exhibit was curated by the gallery's creative director Terri Smith, who said the aim was to explore how history and processes of painting
inform conceptual art practices. The pieces use paintin unorthodox ways or show its influence on other media.

Wayne visited Franklin Street Works on Saturday afternoon for a talk on her series "Paint/Rag." She discussed her beginnings as a landscape
painter who studied in Paris, and how she moved on to sculpture and eventually abstract expressionism. She eventually moved into paintings
with shapes, such as her rag series, which are created by taking layers of paint and draping it over other layers to create the appearance of a
rag hanging on a hook.

"The ideas come out of the process," Wayne said. Some of the pieces are meant to look like paint-stained rags, while others resemble African
tribal fabrics. "If's very organic."

Other pieces in the exhibit include John Knuth's "Transformation Foresight," which he created by feeding paint to flies and letting them excrete
itonto paper.

Siebren Versteeg created abstract paintings using a computer algorithm, put them into Google Image search to find pictures that looked like it,
and painted the results.

The Franklin Street Works will hold an artist talk and closing reception for the exhibit Saturday, Feb. 21, from 4 to 6 p.m. The event will feature
some of the artists involved in the exhibit, including Sophy Naess and Siebren Versteeg.
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Terror. Doubt. Anxiety.
Artists offer their tricks
and tips for getting
beyond the roadblocks
and starting new work
BY ANN LANDI

Nene Humphrey revs up by scouring
her studio. Her sculpture Kentler Braid,
2012, re-creates Victorian mourning
braiding patterns in wire and bead.
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Slank Canvas

n Tom Burckhardt’s installation FULL STOP (2004-5), a

large, empty canvas dominates a cluttered studio filled

with books, paint tubes and brushes, sketches on the

walls, and other paraphernalia of an artist’s working life.
It’s a tour de force made entirely of cardboard; the whole
thing has been shipped to such places as the Aldrich Con-
temporary Art Museum in Ridgefield, Connecticut, and
DiverseWorks in Houston. It will be shown this fall at the
Columbus College of Art & Design in Ohio.

The New York-bhased artist says the blank canvas in
particular was his “response to feeling stuck with some
of my painting, and not liking the way I was painting at
the time, the way that everything was coming out so po-
lite and well-mannered. Like every artist, I was starting
to think, ‘Well, what if I'm going to be stuck, what if [
can’t make anything else?””

And that white slab of canvas, about 40 inches
square, represents the terror many artists suffer before
beginning a new project or body of work. Like an ath-
lete, the artist requires downtime to recharge and gear
up for new endeavors—and to forestall the panic of
possibly not having the stamina or talent or inspiration
to pull it off again. Tactics for filling up or emptying out
before moving on can vary from the simple expedient of

COURTESY THE ARTIST AND LESLEY HELLER WORKSPACE, NEW YORK (2)



COURTESY TIBOR DE NAGY GALLERY, NEW YORK (2)

taking a vacation to months of reading to turning to a
new medium, but one of the favorites seems to be the
mundane task of cleaning out the studio.

Nene Humphrey is artist in residence at the Joseph
LeDoux Center for Neural Science at New York Univer-
sity; her recent drawings and sculptures were inspired
by the science of the brain. For years, she has been fol-
lowing the same ritual of thoroughly scouring her work
space, a process that can take as long as a month.

“I start at the back of my studio. I get a big pail of
hot water, some Mr. Clean, and a bunch of rags. I start
at the top of the shelf nearest the door, and I slowly
move my way up the room until everything is ab-
solutely immaculate and orderly,” she says. “And then
it’s so clean I have to do something again. [ can start
whatever’s been rummaging around in my head.”

cleaning his tools and getting rid of “all traces of

the last body of work. I consider it a form of med-
itation, a way of focusing and getting relaxed.” Some
find that any meditative activity offers a way of empty-

E 3 culptor Don Porcaro turns to the same strategy,

ing the mind in preparation for pursuing new endeavors.

Painter Emilio Perez likes to go surfing between bodies
of work, “to get rid of all that nervous energy, to get to
a point where I can just focus on the work.”

Pat Steir was influenced by John Cage early in her
career, and her practice is founded on meditation. “The

The empty canvas dominating Tom
Burckhardt’s cardboard installation
FULL STOP, 2004-5, expresses the
artist’s recurrent fear of “feeling stuck.”
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size is predetermined, and in each case the colors are
predetermined,” she says of her large-scale canvases.
Because she considers her work grounded in performa-
tive actions, she envisions the kinds of movements she
will make that will bring the pictures to life.

“Like the Japanese calligraphers, I meditate on the ac-
tion,” she explains. “I mix the paint in big buckets, and
then I sit in front of the canvases for a long time, maybe
for an hour, sometimes as long as a month.”

For Steir, having many paintings going at the same
time helps forestall any dread of not knowing what to
do next. The same is true for Peter Plagens, whose life
as both an artist and a critic means that he’s “always

Elisabeth Condon’s large paintings are built up from
drawings and watercolors, such as Slipping Cheops
Pyramid, 2013, painted during a visit to the Grand Canyon.
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toggling between on and off, or ‘A’ and ‘B.” Two hours at
a shot is a long time in the studio for me,” he says,
adding, “My wife has told me that I have the concentra-
tion span of a toddler.”

Plagens finds it useful to work in groups of about six
canvases at a time, and to get started he turns to certain
strategies in order to avoid what he calls his “manner-
isms and pretty-making impulses.” For him, one way of
getting started is to work late at night or when he’s
tired, “so that it’s like drawing with your ‘off” hand. Ba-
sically, it just involves haste and fatigue to get ideas off
the ground.”

“Before I stand in front of the canvas, I make a big ef-
fort not to have an image,” says Enrique Martinez
Celaya, a Cuban American artist who divides his time
between Delray Beach, Florida, and Los Angeles.
Martinez Celaya works in many different mediums. If
he’s at work on a painting, “more often than not I like to
break the whiteness of the canvas by doing something
to it, not worrying so much if this is what I'm really
after. I like to discover the painting in the act of painting
itself.”

As an example, he cites his work The Surrogate
(2014), a large picture of a solitary tree, which was
painted over an image of a house. “All my paintings
typically have three or four or five others underneath,
but you very often don’t see that history in the work.”

Turning to an entirely different medium can also serve
as a bridge to a new body of work. “I've been working
on a series of gouache and acrylic paintings on paper
with a single motif based on the Tantric lingam, an oval
shape often used as a point of meditation,” says Leslie
Wayne, whose last show at Jack Shainman Gallery,
“Rags,” involved a labor-intensive process of building
up layers of paint draped over an armature. “Usually
one body of work morphs into the next, but I find that
sometimes if I just sit down and start doing a few of
these in the morning before I get going, that gets all the
muscles moving.”

their off hours, as a way of unwinding and of

generating new ideas. When she visited the
Grand Canyon last summer, Elisabeth Condon, who di-
vides her time between New York and Tampa, Florida,
and shows big abstract work at Lesley Heller Workspace
in New York, made drawings and watercolors every day.
“I would do small studies and draw for hours by the
canyon and I would build those up into larger watercol-
ors, and now I'm in the process of building those up into
paintings.”

For Will Ryman, making sketches between large-scale
installations may have nothing to do with the final
product. “Theyre never specific ideas, but they keep
my hands moving, and that keeps me grounded cre-
atively in some weird way and usually leads to connect-
ing the dots between whatever concepts I'm thinking
about and then whatever images I want to create three-
dimensionally,” he says. “I do that for weeks and
months sometimes. It’s a germination process.”

E 3 ketching is another age-old activity for artists in

TOP: FORREST MCDONALD/KARINEH GURJIAN; BOTTOM: COURTESY LESLEY HELLER WORKSPACE, NEW YORK



CLOCKWISE FROM TOP RIGHT: COURTESY TIBOR DE NAGY GALLERY, NEW YORK (2); ©EMILIO PEREZ/COURTESY GALERIE LELONG, NEW YORK

Emilio Perez surfs to use up nervous energy and
refocus for a new body of work. The Endless Island,
2013, suggests the flux and flow of masses of water.

Given the growing popularity of the computer as part
of the creative process, it’s not surprising that certain
programs lend themselves well to sketching. Between
bodies of work, Eric Fischl turns to Photoshop to work
up new imagery. “That can take some time,” he admits,
“which is good because I am still avoiding the blank
canvas. When I have the image I want to work from, I
print it out, and having done that I stand in front of the
canvas, holding up the image and wishing I could just
sneeze and the image would magically scale up and ad-
here to the canvas. But, unfortunately, I actually have to
paint it.”

Kathy Butterly draws inspiration for sculptures such
as Color Hoard-r, 2013, from her bedtime reading.
She recently made her way through Moby-Dick.
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“] like to discover the painting in the act of
painting itself,” says Enrique Martinez
Celaya. The solitary tree in The Surrogate,
2014, was painted over an earlier image.
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press between projects, and yet the books artists

select may seem at first baffling choices. A few of
Ryman'’s preferred titles right now include Academic
Capitalism and the New Economy: Markets, State, and
Higher Education by Sheila Slaughter and Gary Rhoades,
Noam Chomsky’s Media Control and How the World
Works, and James Barrat’s Our Final Invention: Artificial
Intelligence and the End of the Human Era.

“I'm interested in the psychology of our culture,
specifically the psychology of capitalism,” Ryman says.
Though installations such as The Roses (2011) and
America (2013) may not at first appear to be overtly po-
litical, they are about taking “very simple truths and
making them into complex objects.”

Similarly, Kathy Butterly’s bedtime reading may be a
surprise, given the spirit of her whimsical and seductive
ceramic sculptures: she was recently making her way
through Herman Melville’s Moby-Dick. “Even reading
just one or two pages,” she says, “it’s like looking at a
great painting. That’s all I need at the moment—just to
feel that passion in his word choices.”

For Julian Hatton, a painter who shows at Elizabeth
Harris Gallery in New York, reading has provided a way
of understanding his own processes. One of his favorite
authors is Eric Kandel, a neuropsychiatrist and an ex-
pert on the subject of memory storage in the brain.

“After studying his ideas, I have a much better idea of
what’s going on in my head, and why I don’t know if
what I'm doing that day in the studio is any good, be-
cause the brain takes a long time to process new informa-
tion,” Hatton says. “He helps me understand why I have
to wait till the next day to see if I'm on the right track.”

Just as music works as a powerful source of arousal
for everything from dancing to sex, it also puts artists in
the mood. “The thing that always gets me into the right
frame of mind to work is just putting on some music,”
says Wayne. “I have everything from jazz and classical
to pop and rock and roll.”

For one of Condon’s series, music was essential to get-
ting the paintings off the ground and staying in the
right rhythm. “In 2012 I made a group of paintings
called ‘Seven Seas,” and it was a huge departure for me,”
she explains. “I wanted to do a series of landscapes
about Los Angeles circa 1974, which was when I went to
my first nightclub, and the paintings were based on the
music of the time, which was glam rock—David Bowie,
Iggy Pop, Led Zeppelin, and so on. The music was es-
sential and put me into that state of walking into the
nightclub. I would remember what it was like—I was 14
at the time, and it was a wake-up call from my suburban
childhood.”

Of course, there is always the rare artist whose batter-
ies recharge quickly and effortlessly. Between paintings
or drawings, Mark Sheinkman says, “I clear off the work
table and lie down and close my eyes. Or [ walk the dog.
I just take a pause. The unspoken subtext here is pro-
crastination. One thing I almost never do is bring my
computer to the studio. It’s the most efficient procrasti-
nation device ever invented.” |

|: or many artists, reading offers a way to decom-

BOTTOM: COURTESY GALLERI ANDERSSON/SANDSTROM, UMEA, SWEDEN



TOP AND BOTTOM LEFT: ©LESLIE WAYNE/COURTESY THE ARTIST AND JACK SHAINMAN GALLERY, NEW YORK (2); BOTTOM RIGHT: COURTESY NANCY HOFFMAN GALLERY, NEW YORK

Artist and critic Peter Plagens works in groups
of about six canvases at a time. A central motif
composed of flat geometric shapes often plays
a dominant role, as in untitled (red), 2013.

Leslie Wayne’s Lingam 2, 2013, is from a series
based on the Tantric symbol of fecundity, an
oval shape often used as a focus of meditation.
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New York artist Leslie Wayne challenging
traditional two-dimensional painting in ‘Mind
the Gap' at UAB's AEIVA

By Michael Huebner

May 20, 2014 at 5:10 PM

BIRMINGHAM, Alabama -- For New York artist Leslie Wayne, color is space, and space is form.

If that concept sounds too abstract, it's because Wayne's work is also abstract. Yet her artistic vision is
really quite simple — transform something as elemental as paint into something tangible, and entirely
her own.

Wayne's art lies somewhere between paint and sculpture. In fact, in the works she will exhibit in "Mind
the Gap," opening June 6 at UAB's Abroms-Engel Institute for the Visual Arts, the paint is the
sculpture.

Still difficult to grasp? Take a look at one of her brightly-colored draped hanging cloths. Fabric?
Sculpture? No, it's paint, fashioned into a what looks like a cloth. Or the stacks of billowing, drooping
paint that somehow coalesce into a finished work that suggest bolts of fabric. Or, on a much larger scale,
the movement of tectonic plates.

Huebner, Michael. “New York artist Leslie Wayne challenging traditional two-dimensional painting in ‘Mind the Gap’ at UAB’s AEIVA.” AL.com,
20 May 2014. Online. http://www.al.com/entertainment/index.ssf/2014/05/leslie_wayne.html.
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Wayne has been strongly lauded for her works, which have been written about in Art in America,
ARTnews and the New York Times. A recipient of a Joan Mitchel Artist Grant and a Pollock-Krasner
Foundation Artist Grant, she began her artistic career as a traditional landscape painter. After she
moved to New York, she entered a sculpture program at Parsons The New School for Design, but her
love for paint, particularly the more malleable oil paint rather than the quick-drying acrylic, led her
back to painting. The "gap" in "Mind the Gap" refers to the various periods that bridge her career, and
her method of creating art.

"I was trying to find a title that would encompass more of a philosophy that would describe a process
rather than the actual work," Wayne said from her studio in the Hell's Kitchen area of New York. "The
apparent gap will be that there are three very different looking bodies of work, but in fact, there is a
thread that runs through them all. The thread that binds the work is stronger than the apparent gap."

The exhibition is the first solo show for AEIVA, which opened in January across from the Alys
Stephens Center. Two works in the show are being lent by Birmingham collectors Lydia Cheney and
Jim Sokol. Others come from Jack Shainman Gallery in New York. "Mind the Gap" will coincide with
two other exhibitions — "Objects of Authority: Embroideries and Other Contemporary Arts from
Western India" and "After Sosaku Hanga: Creativity and Modernity in Japanese Prints of the 1960s and
1970s." All three exhibitions will share an opening reception on Friday, June 6, from 5-7:30 p.m.

Wayne, who will oversee the hanging of her works, will also speak to UAB painting students, who stand
to benefit from her unique vision, at 4 p.m. on June 6.

"The works exhibited challenge traditional notions of painting as a two-dimension work of art, the
traditional painting on canvas," said Lauren Lake, chair of UAB'sDepartment of Art and Art
History. "Wayne challenges the pictorial plane in her brightly colored, delightful abstract objects."

For Wayne, getting those works finished is a matter of process rather than planning. When does she
know when the process, or an art work, is finished?

"It's hard to explain," she said. "It just feels right. Sometimes I just don't know, and I have to put it away
or not look at it for a week, or just with fresh eyes. But when you know, you know."

It works a lot like nature, she said, each layer of paint working like the movement of the earth over time.

"I'm trying to express things that happen in nature, so they have to be convincing," she said. "I can't
manipulate the paint to be a picture of something that happens in nature. It has to be authentic. If it
looks like the paint is drooping down to one side because of its weight it has to really be drooping. It
can't just be a picture of something that looks like it's drooping."

It's part of a growing movement that uses layers of paint, but without a brush.

"Leslie Wayne's work is part of an exciting movement focusing on paint as subject matter, not as a
means to create an image like many of the abstract painters throughout the 20th century, but rather as
a means to create form that speaks of paint's inherent physical and tactile properties," said Gary
Chapman, UAB professor of painting. "We are very excited to have her and her work at UAB,
stimulating and expanding our ongoing conversation about the infinite possibilities of paint as an
important and relevant medium for art."

Huebner, Michael. “New York artist Leslie Wayne challenging traditional two-dimensional painting in ‘Mind the Gap’ at UAB’s AEIVA.” AL.com,
20 May 2014. Online. http://www.al.com/entertainment/index.ssf/2014/05/leslie_wayne.html.
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In 200 Words: Leslie Wayne at J.
Johnson Gallery, Jacksonville Beach, FL

By Lily Kuonen on October 29, 2011

Leslie Wayne, One Big Love #49, 2010. QOil on panel, 12 x 9 1/2 inches. Image courtesy the artist.

Kuonen, Lily. “In 200 Words: Leslie Wayne at J. Johnson Gallery, Jacksonville Beach, FL.” Burnaway.com, 29 October 2013.
http://burnaway.org/200-words-paint-tectonics-j-johnson-gallery/.
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J. Johnson Gallery in Jacksonville Beach, Florida, stands just about a block from the
salty shores of the Atlantic. This proximity complements the nature of the 20 turbulent
paintings exhibited in Leslie Wayne: Paint Tectonics, on view September 20—November
1.

Media or genre exclusivity is hard to come by these days. Exhibitions such as Paint
Things (January 27—-April 21, 2013) at deCordova Sculpture Park and Museum and
Phantom Limb: Approaches to Painting Today (May 5-October 21, 2012) at Museum of
Contemporary Art Chicago have brought together artists working through resuscitated
painting traditions to rebrand process, materiality, and form in ways that are not easily
labeled. Although Wayne'’s shaped panels ornamented with heavily layered, scraped,
manipulated, and re-formed paint may, with quick judgment, be chalked up to this
current painting trajectory, instead they are more so the unbridled and passionate
outcome of primarily fetishizing pure paint. Thus, they assert their painterliness, which is
not easily swayed by alternative activities or even genres.

Wayne’s paintings are dramatically presented within the large (7,000-square-foot)
gallery space. This dramatic presentation makes the physical folds, layers, and
extrusions of her work appear to be in motion, and the compression of mere gravity
could soon be too much, forcing the paint to bubble out or spill off the edges of her
surfaces. Given her color choices, the paint embodies an acidic threat, much like the
Sherwin Williams logo that reads, “Cover the Earth” as paint is enveloping the world.
Through abstract representations of various scales she uses a vibrant palette in which
geographic, thick layers of manipulated paint come to symbolize real environmental
threats, as well as mystifying earthen formations. Although Wayne is a New York-based
artist by way of California, her paintings, derivative of landscapes, access a common
ground, but her emotional gestures and labored surfaces encourage the viewer to
accept an alternative take on the sublime intensity of nature.

-Lily Kuonen

Kuonen, Lily. “In 200 Words: Leslie Wayne at J. Johnson Gallery, Jacksonville Beach, FL.” Burnaway.com, 29 October 2013.
http://burnaway.org/200-words-paint-tectonics-j-johnson-gallery/.
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Leslie Wayne with Stephanie Buhmann
August |, 2013
Hell's Kitchen, Manhattan (New York)

Paint/Rag #27, 2013, oil on panel, 15 x 9 inches
Courtesy of the artist and Jack Shainman Gallery, NY.

Stephanie Buhmann: We are looking at a preview of your upcoming show at Jack Shainman’s Chelsea Gallery
opening February 20, 2014.

Leslie Wayne: Yes. I'm showing you two bodies of work, which have emerged organically over a long period of
time. I've been pondering the idea of whether or not | should present them separately or together. Now | think |
am going to show them together.

SB: These two bodies of work especially differ in format and size. Let's talk about the group of larger works first,
all of which share the same distinctly elongated shape.

LW: I've been working on this particular shape for a number of years. This whole series started with the idea of
covering the full range of colors on the spectrum. Each painting would be focused on one color and | thought of
them like color bars. The shape comes from a work by Martin Puryear, which | saw at his MoMA retrospective in



2007. It was a ladder called ““Ladder for Booker T. Washington” (1996), but | always think of it as Jacob’s Ladder. In
Puryear's sculpture, the frame of the ladder gets physically closer together the higher it goes, so it accentuates the
diminishing vanishing point. It is so brilliant in its simplicity. | like the idea of giving painting more than just the
physicality of the paint to work with, and this shape accentuates your sense of the pull of gravity.

SB: Here you contrast flat layers of paint with thick, 3-dimensional textures. It makes for an interesting
contemplation of gravity and polarities.

LW: The gravity aspect comes from my long interest in landscape and geology. But it also plays with the idea of
cause and effect. | don't want my works to be illustrations of "A caused B". Instead, they embody two elements
within the painting that are both in a way describing each other and competing with each other, just as different
elements in nature are thrown together through the laws of physics and are forced into unexpected yet inevitable
relationships. | also think often about clothing when making my work (clothing as opposed to fashion). | sew and |
like to design and make my own clothes. What interests me is the structure of garments, how the bell curve of a
sleeve for example, needs to insinuate itself into the armhole without puckering, or the architecture of a fine piece
of tailoring. Miuccia Prada has some interesting ideas about women'’s clothing and the separation between the top
and the bottom, the bottom being sexier than the top. | like that. | also find her rough combinations of color and
pattern interesting. | don't often find her clothes attractive, but | like the way she thinks.

SB: Do you still see this particular group of works as a cohesive exploration of the color spectrum?

LW: No. Over time they took on a life of their own. | started to play with the idea of cause and effect, which led
me to explore more fully what the material could do.

SB: Do you think of specific landscapes and geological textures, or clothing pattemns perhaps, or is your overall
thought process more abstract?

LW: It's more about the idea of these things. | don't start out by saying | am going to do a painting of this or that.
Instead, | begin with a general idea of what | am thinking and allow the process to lead me forward. In this painting
for example, “Untitled [Sienna marble]”, the strips of paint were scraped off of another panel. | didn't know what
to do with them at first, but | knew that they were interesting. One day | took them all and stacked them up and
started playing around with them. | got this beautiful shape, and immediately saw its potential as the resolution for
a panel | had already started, on which the surface had a beautiful marbleized pattem, in — coincidentally — all the
same colors as the strips.

SB: How many works have you done using this particular shape?

LW: Probably about 25. Some of the early ones I've destroyed when the work began to develop in a more
interesting direction.

SB: Are you working on a wooden surface?

LW: Not exactly. They are constructed out of MDF (medium density fiberboard), which | like because it doesn't
warp and is perfectly smooth.
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Untitled (Sienna marble), 2013, oil on panel, 15 x 9 inches
Courtesy of the artist and Jack Shainman Gallery, NY.

SB: The shape itself also has a musical quality; it reminds me of a medieval lute, albeit very stylized.
LW: | thought that you were going to say metronome.
SB: That would apply as well.

LW: | really haven't painted on a rectangular or square surface in 10 to |5 years. | just found it more interesting to
work on shaped panels.

SB: Let's look at this other group of works, to which you casually refer as...

LW: .."Paint/Rags”. I've made a point of separating the two terms, paint and rag, out of a concem that they not be
read as merely a sleight of hand, trick on the viewer. They do go beyond painting, as a picture of something, to



being a facsimile if you will, of the object itself, and some of them do look remarkably like paint rags. But then
beyond that, they also engage with many of the same issues I've explored in my other work with regard to nature,
which is that all material is subject to the same laws of physics. Ultimately though, | just found it interesting to
make a highfalutin art object about such an abject thing as a disposable paint rag.

SB: Yes, there is obviously the connotation of an every-day, domestic object. Whereas the other body of work is
rather totemic, somewhat stylized, and iconographic, these paintings seem more familiar. If you would quickly look
at them installed in the context of a home, it could be that you have to look twice to decide between art and a
functional object.

LW: That's right. And | like that humble quality. The inspiration literally came from my paint rags in the studio. |
thought they were so beautiful covered in stains. | first started by doing watercolors of them, wondering how |

could actually incorporate that idea into the way | work with oll paint.

SB: Meanwhile, you're folding the material and as soon as you get into drapery, there is a baroque connotation as
well.

LW: Yes. This gives me an opportunity to paint on the surface in a way that | don't often get to do, because the
way | usually work is so process-oriented. Here | am cutting, slicing and manipulating the material, but I'm also
playing around with different kinds of surface patterns.

SB: Do these "Paint/Rags" start out as flat sheets of paint?

LW: Yes they do, mostly.

SB: How do you determine color combinations?

LW: It's largely intuitive. However, this piece for example was inspired by one of El Anatsui’s large wall hangings.
SB: That's interesting so you often look at other artists for inspiration?

LW: Yes.

SB: | think most artists do, but you give very concrete examples, such as specific works by Puryear and El Anatsui.
Some artists wouldn't admit to such contemporary references.

LW: | think it's wonderful to get inspired by particular works of art, especially here in New York, where we have
the great privilege of seeing so many things up close and in person. And of course I've seen many of El's works in
person and they are spectacular and really so much like paintings themselves. So | wanted to use some of his ideas
about pattern and color combinations. | have also looked at Phillip Taaffe quite a bit, and the Pattern and
Decoration movement is something that | have been interested in for a long time. Years ago, | saw a Taaffe show
of works on paper in Zurich. They were incredibly beautiful and simple, using marbleizing as the main motif. Now |
finally found a way to incorporate marbleizing into my own work in a way that makes sense given my process.

SB: It's an effect reminiscent of Florentine paper.

LW: Yes, absolutely. And again, it ties into the whole baroque quality that my work has always had.



SB: When I look at your work, I'm always amazed at how color defines the character of each painting. Their
specific physicality and shape already provide a sense of character, but it really is color that truly animates them
and turns them into protagonists. Meanwhile, you offer an incredibly wide range. Some works are electric-galactic
and others seem rooted in nature...

LW: ...almost like birch bark.

SB: Yes.

LW: My approach to color is often driven by its emotive potential. But also, color and form are one and the same
in my painting, which is what defines so much of their character.

SB: But these new works involve a slightly different process. | remember that when we met two years ago, you
were scraping back multiple layers of paint to uncover what was undemeath. There was a surprise element to that
technique. Now you are consciously putting together color compositions before shaping the work. Is that correct?

LW: | would say that it's more of a combination of processes that are both familiar and new for me. So | am still
building up layers and scraping them back, but maybe privileging more of the applied pieces in these works than
ever before.

DD18, 2013, handmade paper, 11 3/4 x 9 inches
Courtesy of the artist and Jack Shainman Gallery, NY.



SB: Do you ever fear that a specific process could become routine?

LW: No, but it is good to change things up a bit. | actually have been working on a couple of other projects,
which have taken me completely out of my normal routine. That makes me think of something the New York
based artist Glenn Goldberg said in a recent interview on Hyperallergic. He talked about the devotional aspect of
his painting. One of the things that makes work for me difficult is that | am so dependent on a process that is
outside of my control that I'm always in a slight state of anxiety. | don't usually have an opportunity to sit down
and do something that is meditative and calming, a process that is devotional if you will.

SB: Do you mean that you try to avoid making a wrong decision, as it is hard to backtrack from there?

LW: No. | make wrong decisions all the time! That's when | decide to scrape off the paint and hopefully reuse
the material later. But | generally don't sit down and paint an image that | know will be more or less guided by a
process that | can anticipate and control, like a straightforward still life in watercolor, for example. However, I've
recently started two projects that offer up some of that opportunity. One is, that I'm designing some wallpaper for
a company out in New Jersey called Studio Print works. The owner is Indian and the company has been in his
family for thirty years. The family still operates out of India, where they are using traditional block printing
techniques. When | learned that, | immediately thought of the 19" century Rajasthani serpent painting that we
have in our living room, because it lends itself so brilliantly to a repeatable pattem. | have had a tremendous
amount of difficulty finding information on these kinds of images, but as far as | can tell they are called Naga (a
group of serpent deities in Hindu and Buddhist mythology) Bandhas (a term for the body locks in Hatha Yoga).
There's very little about them in books and on the Internet and I've talked to numerous people, but | can't seem
to get more information than that. Nevertheless, | have taken one of these Naga Bandhas, which was initially a
square and | turned it on its axis and made a diamond out of it. | then removed all the references to a snake and
just took the core element of its design motif. So now this is being produced in India in the traditional block
printing technique.

SB: This projects fits nicely with your interest in Pattern and Decoration.

LW: Yes, absolutely. It also led me to another project when, while researching the Naga Bandhas, | came across a
beautiful book called “Tantra Song; Tantric Painting from Rajasthan” (Siglio Press, 201 1). | fell in love with this
particular group of images of the Lingam (representation of the Hindu deity Shiva used for worship in temples)
and it sparked a new group of works on paper. It's the first time in | can't tell you how long that | found a single
image that can sustain me. In the past, | have had trouble finding ways to translate what | do in painting into works
on paper. So | jumped around a lot, stylistically and thematically. These new works however allow for an element
of surprise and exploration not unlike what | experience with my paintings, but are much more meditative, and
engaging in a way that feels devotional.

SB: Many of them feature a fine color bleed around the lingam shape, which can be described as an iconographic
black oval.

LW: Yes. That is the framework or the consistent motif. At Dieu Donné Papermill (New York), | started pursuing
the same image in cast paper. | start by pulling the paper pulp onto a flat sheet and transferring that sheet onto a
surface. Then, | lay down a stencil before putting the colored pulp (usually black) into the center. The last step is
to add other colors around the composition's edge and then the whole work is run through a printing press to
flatten it and compress the layers of fiber.



SB: These works on paper might involve a different process, but there is a similarity to the larger paintings in the
sense that shape comes before color.

LW: Yes and again all these unexpected things happen in the process through material interactions.
SB: How do you envision presenting these works on paper?

LW: Ultimately, | would love to show them together as one wall installation and hang them on top of the
wallpaper.

SB: They surely enter into a wonderful dialogue with your paintings. Whereas the former translate as quiet
contemplations, the latter often read more as statements. The works on paper are more meditative, whereas the
paintings are more affirmative and concrete. Together, they establish a temperamental balance.

LW!: In India, these lingam images are used as an everyday, ordinary focus for meditation. They are not considered
valuable and they're created anonymously. They are not signed and they aren't considered art. They are just
painted and tacked up on the wall. | like the humbleness of that (like my paint rags) and | like the beauty in the
simplicity of it.

SB: So have these works on paper become part of your daily practice?

LW: | just started them but | think they will. | don't meditate myself. | practice a little bit of yoga, but it is not
something I've been a devotee of for years. But the works on paper do provide me with a kind of meditation,
something | can practice every day. It's also a way of perfecting another medium in a flat, two-dimensional way. I'm
not interested in fetishizing paint. | don’t believe that the thicker the material the more infused with emotionality
and depth of expression it is. More paint does not mean a more deeply felt gesture. Paint is just paint and |
happen to use a lot of it in order to achieve a certain range of ideas, but | try to resist being lumped into a
category of thick painters.

Leslie Wayne Studio detail, August 2013.



SB: Did you ever see yourself as a sculptor?

LW: | was a sculpture major in school. And | think there is no question that it had an impact on the way my work
developed, but | did not consciously decide to make sculptural painting. For me paint is simply another material in
which to construct an image. It happens to be made on a flat surface, but it's a construction material nonetheless.

SB: How did you settle on paint as a medium, when you originally came from sculpture?

LW: | was always a painter. | grew up studying traditional observational landscape and figuration and in fact the
training was so rigorous that | feel | was ultimately drawn to abstraction as a way of releasing myself from my own
skill.

SB: So you studied painting in college?

LW: Much earlier. When | was 7 years old, my parents arranged for private lessons on Saturdays and then | went
to adult classes in high school on the weekends. | don't think | was ever encouraged to develop my imagination - it
was all about skill. And of course now I'm very happy to have the skill, but | don't often get to use it in that way
anymore.

SB: The perimeters you have set for yourself now are certainly very much your own. It's as if you are setting up a
framework for yourself within which you explore countless variations.

LW: That last body of work | showed in New York, the "One Big Love" series came about because | wanted to
give myself a more intimate project while | was working on a much larger body of work for a traveling show. | set
myself up with a set of rules, something to push up against. | think those limitations allowed me to find new ways
to think about the way | work and what | can achieve. These new works embrace a similar kind of process where
limitation is the format and within that format | investigate how many infinite variations | can come up with.

SB: It's an interesting challenge that you're embracing and obviously enjoying. Do you think you will show some of
the works on paper in your upcoming exhibition as well?

LW: | would love to, but | don't know how it would work out. The show is going to be in Jack Shainman's new
24th Street gallery, which has a very long corridor that separates two spaces. That actually lends itself perfectly for
showing two bodies of work that are different yet related, but it doesn't leave too much room for adding the
works on paper as well. So | think | would like to save these for a whole other exhibition opportunity.

SB: Tell me about your studio's wall of inspiration, a collection of images and cards close to the entrance.

LW: It changes all the time, but right now I've got up images of works by friends, and announcement cards that |
find inspiring. They currently include an early piece from a catalog of David Reed'’s that gave me a lot to think
about in terms of the vertical format and several by Ken Price who I've been thinking a lot about lately. Price has
had a very significant impact on my work, on the way | think about the conflation of form and color through the
building up of and then excavating those layers to create a unique surface. He also represents a sensibility toward
craft that | think is uniquely Californian, which is something | certainly relate to having grown up in California
myself.

SB: Surface certainly describes a major aspect of your own work as well.



LW: Yes. And | also want for it to have an aspect of inevitability, that the forces in play caused the material to
behave in a way that could not have produced any other kind of result other than the one you see.

SB: When looking at a completed work one does not get the sense that any manipulation was involved.

LW: And yet there is a fair amount of manipulation involved every time of course. Each work is the result of a
very distinct experience. In the end, it's kind of like a family; all the members of the family are related, but each
one remains an individual.

SB: And some of them get along very well and others don't.

LW: And that's usually what happens when | have a show. All the works go to the gallery and we start hanging
things. Inevitably there are paintings | am really attached to that don't get hung, because they don't “play well with
others!” You just have to let go at some point. That's something most artists struggle with in the studio as well,
letting go. | think that some of the best things I've done have been when, in a moment of paralysis, I've said “screw
it, if | ruin it | ruin it. Just do something!” Then, something wonderful happens - not always but often. It's that point
where you are able to allow the process to take over without completely denying your bank of knowledge.

SB: You never put the whole group of works together in the studio beforehand?

LW: Well no, first of all because my studio is not big enough for that. But also because every architectural space is
so different. For some studio visits | arrange thumbnails of the paintings around on the computer first in order to
work out the best installation, so I'm not over-handling them in the studio. Do you like the two bodies of work
together like this?

SB: | like to view them in proximity, | do. | think it is interesting to intimately and simultaneously experience the
very different facets these two bodies of work have to offer. Even though all of these paintings are unique, the
distinct shape of the larger works provides a strict vocabulary and sense of rigor. Meanwhile the “Paint/Rags” have
something tender and appear more playful. Together, the two series seem to offer a more complete picture of
you or better the state of mind you are currently in. | also think that it perfectly reveals the staggering amount of
creative possibilities you harvest in your work on a day-to-day basis.
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Pam Harbaugh: NY artist to attend sculptural
paintings show opening

'One Big Love,' a sculptural painting by Leslie Wayne, will be among the New York artist's works on exhibit starting
Saturday at the Foosaner Art Museum in Melbourne. / COURTESY OF LESLIE WAYNE

January 9, 2013

The Foosaner Art Museum in Melbourne will open “I am Nature,” a collection of works by New York artist Leslie
Wayne. Wayne uses paint as sculptural material. She studied at the Parsons School of Design in New York City
and has shown in museums around the world. A New York Foundation of Arts fellow, Wayne will be present for

“In the Making: A Visual Lecture by Leslie Wayne” at 10:30 a.m. Sunday at the museum.



| talked with Foosaner curator Jackie Borsanyi to understand more about the artist and the exhibition.

QUESTION:

How did Leslie Wayne come to the attention of the Foosaner Art Museum?

ANSWER: Carla Funk, director of University Museums, “discovered” Wayne’s artwork while researching
exhibition possibilities for the Foosaner Art Museum. | contacted the artist at her New York studio and we were
able to arrange the exhibition. Unfortunately, some of the pieces originally slated for the exhibition were destroyed

in Hurricane Sandy. Fortunately, Wayne was able to incorporate some newer pieces to offset the loss.

Q:

Why did you want to bring Wayne's work to Brevard?

A: Wayne's process is unusual; she allows “the phenomenology and the nature of the material to lead the way.”
Her sculptural paintings reference geology, nature and important art historical movements in a non-

representational way. The materiality of her work is best experienced in person.

Q:
How does the exhibition figure into the museum’s mission?
A: The exhibition reflects the Foosaner Art Museum’s commitment to stimulating thought, to inspiring creativity,

and to enriching the community through diverse, high-quality exhibitions and programs.

Q:

How would you encourage visitors to view the works?

A: As with all art exhibitions, visitors should come with an open mind. There is a short, informative video of the
artist describing her work and process, but a willingness to engage with the actual work in real time is most

important.

Q:
What do you hope will be the lasting impact of the work upon your patrons?
A: We always hope viewing an exhibition will engage viewers in multiple ways, by sparking lively discussions

about ideas, by encouraging people to want to make art, and enticing people to seek out more exhibitions.

“l am Nature” runs Saturday to March 17 at the museum, 1463 Highland Ave., Melbourne. 10 a.m. to 5 p.m.
Tuesday through Saturday, 1 to 5 p.m. Sunday, 10 a.m. to 7 p.m. Thursday. Admission is $5; $2 children and
students and free for Florida Tech faculty, staff and students. Admission also is free to the public on Thursdays.

321-242-0737 or visitwww.foosanerartmuseum.org.



http://www.foosanerartmuseum.org/

One Big Love by Leslie Wayne

Bridgette Mayer Gallery
May 2 — May 26, 2012

By Marcelino Stuhmer

Whether ironic or sentimental, silly or heart wrenching, Leslie Wayne’s new series of small 10 X 13 inch
works on shaped panels deserve close attention. She doesn’t really paint so much as fold and twist thick
pastes of oil paint to explore the materiality and processes of the medium in relationship to natural and
sculptural forces. The work displays a playful poetics of unconscious fears and desires. Wayne creates
an uncanny interpretive relationship between inextricable performances of material on shaped surfaces,
the objects of painting and the paintings’ objecthood, and between the artwork and the viewer.

Leslie Wayne’s paintings reference German and American Pop paintings by Gerhard Richter in One Big
Love #58, and Claus Oldenburg in One Big Love #52. In front of #52 my first reaction was smiles and
laughter. The shaped panel looks like a piece of bread perfectly spread with peanut butter. On the top half
is a thick, wrinkled spread of what looks like a delicious combination of strawberry jam and cream cheese.
However, the pink-red is meticulously folded and choreographed in different widths to remind me that it is
indeed paint and not especially edible.

Wayne’s works hinge on quotation as well as sculptural and color suggestion, and thus provoke layered
interpretation. One Big Love #58 appears both melancholic and celebratory: on the left third of the
painting surface are thick gray slabs of oil paint mixed with hints of yellow ochre, creating odd greens. On
the right side, in clear reference to Gerhard Richter’s enormous squeegee paintings, is a thick, rich,
ultramarine turquoise blue undercoat, spread with white paint using a squeegee or palette knife. The
gorgeous horizontal white-gray-azure with windows of the purest blue shifts spatially to the left, colliding
with the gray slabs to create ripples and waves off the surface of the painting and natural crevices in
between. This painting is poetic, dark, and romantic in the Caspar David Friedrich tradition: anxious and
steeped in the history and loss of producing something real and natural in the studio process.

Marcelino Stuhmer is an Assistant Professor of Fine Arts and is the new Painting Coordinator at the
University of the Arts in Philadelphia.


http://www.bridgettemayergallery.com/
http://www.title-magazine.com/wp-content/uploads/2012/05/16.jpg
http://www.title-magazine.com/wp-content/uploads/2012/05/OBL-58_2011_oilonpanel_12x10-e1337620801418.jpg
http://www.title-magazine.com/wp-content/uploads/2012/05/OBL-55_2010_oilonpanel_12x9.75-e1337620826335.jpg
http://www.title-magazine.com/wp-content/uploads/2012/05/OBL-49_2010_oilonwood_12-x-9.25_hi-res-e1337620842676.jpg
http://www.title-magazine.com/wp-content/uploads/2012/05/OBL-26-_-Hi-Res-e1337620862828.jpg
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Internationally acclaimed artist brings
innovative style to Richmond

Leslie Wayne creates her color-saturated, dimensional oil paintings without the use of
brushes.Wayne doesn't sculpt her forms and then paint them; the color and form are one. Credit:
TAYLOR DABNEY

By JO LORD | Special correspondent | Published: May 08, 2011

Close your eyes and picture an artist painting a landscape. You might see someone quietly
seated in a sun-dappled meadow, brush in hand, serenely contemplating the beauty of

nature.
Leslie Wayne is not that artist.

For her, landscape painting is a physical process. She pushes, she pulls, she slices, she
scrapes and she scores the paint, all without benefit of a brush.

The result — a dynamic collection of color saturated, dimensional oil paintings — is on
view at the Visual Arts Center of Richmond.

"Leslie Wayne is a significant contemporary artist, and we're honored to bring this
important survey of her work to Richmond," said Caroline Wright, the center's director of
exhibition programming. "She uses an innovative process and a massive amount of oil paint
to expand both the possibilities of her medium and our understanding of what a painting
can be."
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Like her paintings, Wayne's inspirations are layered. She's responding to her personal
history and the history of art in her work. She's also responding to the history of the Earth by
visually referencing its sedimentary layers and shifting tectonic plates.

"She applies and manipulates paint with the sensibility of a geologist,” Wright said. "She
observes how time and physical forces can transform liquid paint intodimensional,
sculptural forms."

Other contemporary artists — Thomas Nozkowski, Martin Puryear, Lynda Benglis and
Charles Burchfield included — provide additional inspiration.

"Elizabeth Murray is also hugely influential," Wayne said. "She released me from the tyranny
of the rectangle."

As ayoung artist, Wayne gravitated toward landscape and oil painting in their traditional
styles. She studied painting at the University of California, Santa Barbara, and sculpture at
the Parsons School of Design in New York City.

The move to New York in the early 1980s set her on a course that led to her break with
strictly observational painting. In the past, "I knew what I wanted the paintings to look like
before I even started painting them,” Wayne said. "There was no challenge in the process
itself. Eventually, I gave myself permission to fail and I really began experimenting."

In time, she developed the intuitive, abstract style that has become her signature.

As a "process painter,” Wayne doesn't set out to create a work about a particular subject.
Instead, she lets the material lead the way.

What's not immediately apparent is that she doesn't sculpt her forms first and paint them
later. Instead, the color and form are one.

"The paint is the color, which is the form, which I manipulate all at once," she said.

Wayne achieves her effect using a retractable blade and spackling trowels ranging from 6 to
24 inches wide. Using the trowels, she drags thin layers of paint, building one on top of
another, allowing each to dry.

She then manipulates the material — the top layer of color having dried while the layers
beneath are still malleable — and cuts into the surface with the blade, pushing the paint with
the trowel and manipulating it into its ultimate three-dimensional form.

The result is work that evokes a strong response in its viewers.
"I want people to be viscerally moved when they look at my work. The intellectual stuff can

come afterwards,” Wayne said. "I think the work is really successful if it makes the hair on
the back of your neck stand up."
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Artist captures natural world in sculptural
paintings big, small

By Bill Thompson Sunday, January 16, 2011

Exulting in the embrace of nature, especially in what feels like its "primordial” state, can
be a spiritual experience having little to do with religion.

It is this secular immersion in the natural world, alloyed with an abstract response to
19th-century Romantic landscape painting, that informs the work of New York artist
Leslie Wayne.

Produced over the past five years, her sculptural oil paintings compose the exhibit "Leslie
Wayne: Recent Work," opening Friday at the
Halsey Institute of Contemporary Art.

Halsey Institute of Contemporary Art “One Big
Love #55” (oil on panel) by Leslie Wayne.

The exhibition begins with a 4 p.m. address by
the artist in Room 309 at the Simons Center
for the Arts followed by a reception 5-7 p.m.

"Unlike (Frederic Edwin) Church, (J.M.W.)
Turner and (Thomas) Cole, who were very
motivated by religion, I'm inspired in a very
different way," says Wayne, whose show will
venture to multiple venues around the country
after its Charleston debut.

"Rather than the overwhelming, sublime quality of nature, I'm looking to capture the
more corporeal aspects of it.

"Instead of painting pictures of landscapes, | am looking to give an analogous experience
of being in the natural world, an alchemical look."

When an artist holds forth on "compression, subduction and the shifting of tectonic
plates,” one assumes that person knows something about science, or at least harbors a
fascination with the art of science.


http://www.postandcourier.com/staff/bill_thompson/

"Full disclosure? I have no background in science," says Wayne.

But she did grow up in California, which is to say she is quite familiar with earthquakes,
mudslides, raging wildfires and other natural calamities common to the state.

"l haven't lived there in 27 years now, but | am still well-acquainted with the physical
processes, as well as with the light and color and that sense of always being in the midst
of some natural wonder. That's really what | mean by 'secular’: not religious but definitely
spiritual.”

Her paintings range in size from 14 feet in length to as small as 10 by 13 inches.

Halsey Director Mark Sloan, also the exhibition's curator, says Wayne molds her
paintings, with folds, strata and other manifestations of dimension.

"She packs the narrative passages into the interstices of each successive layer of paint,”
he notes, "testing the range of Richard Serra’'s famous "Verb List' by pulling, scraping,
folding, cutting and collaging her material like clay."”

Wayne agrees. "Absolutely. Some (elements) can protrude off the surface as much as 3
inches. It's analogous to the physical processes of the natural world, in which material is
pushed under pressure. | try to give the paintings that same sense of physical inevitability,
the size of the panels forcing the paint to go in a particular direction. | try to imagine how
the paint would respond if it was being determined by this shape.

"My work is definitely process oriented. | don't set out to make a painting about a
particular subject. And it's always a surprise to see what comes out in the end."

Born in Germany in 1953, Wayne's undergraduate studies began at the University of
California-Santa Barbara. She completed a BFA in sculpture at the Parsons School of
Design.

After moving to New York City in 1982, she relinquished observational painting to
develop a more intuitive style of her own.

Halsey Institute of Contemporary Art, ““Before the Quake, 2006 (oil on panel), by Leslie Wayne.
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Wayne's work has appeared in numerous solo and group exhibitions, including those at
the Corcoran Gallery of Art in Washington, D.C., the Whitney Museum of American Art
in New York and the Museum of Contemporary Art in Miami, Fla.

She was the recipient of a 2006 New York Foundation for the Arts Fellowship in Painting
and is a past grant recipient from both the Pollock-Krasner Foundation and the Adolph
and Esther Gottlieb Foundation.

The smaller paintings on display at the Halsey are from Wayne's series, "One Big Love,"
and reflect her desire to challenge herself in new ways.

"Before | started these very large works, | had for years worked on a very small 10-by-
14-inch format. When | decided to do this work, | was in middle of producing larger
paintings that were taking a long time to resolve, and | didn't want to slip into the trap of
falling victim to being in a too-comfortable position. So I gave myself a set of limitations:
that would all be shaped panels, and none could be larger than 10 by 13.

"The power of the small paintings is that you can create a huge sense of scale in a small
format, whereas in a larger piece the actual physical marks on the surface have to match
the physical size of the painting, in direct proportion" she says.

"In a way, you can almost pack a bigger punch in a smaller painting because you attract
the viewer to look more closely."

Accompanying the exhibition is a film by Charleston-based director John Reynolds.

The Halsey, which commissioned a film, also has produced a color catalog with an essay
by Ron Platt, curator of modern and contemporary art at the Birmingham Museum of Art.

The catalog will be for sale at the opening reception and throughout during the
exhibition, which runs through March 12.
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‘Reflection’

Nathan A. Bernstein & Co.

This intriguing show offered a wide
range of takes on how reflective surfaces
can draw us in. Metallic paint, silver
leaf, mirrors, and crystals threw light
back at viewers—sometimes with near-
blinding intensity, other times with a
muted glow.

The range of artists was impressive. In
one room, a 1977 Andy Warhol screen-
print portrait of Georgia O’Keeffe cast its
jaded gaze from beneath a sprinkling of
diamond dust. Warhol himself was ap-
propriated in Douglas Gordon'’s 1 piece
multi Marilyn (2008), which burns away
part of Warhol’s image of Monroe and
places the portrait over a mirror, so view-
ers can see their own faces completing
Marilyn’s.

Marc Swanson won for sheer dazzle
with his Untitled (Sitting Buck), 2009, a
polyurethane-foam sculpture of a deer
wearing a glamorous, scintillating coat of
armor. For a companion piece, Untitled
(Crystal Antler Pair), 2009, he covered a
rendering of intertwining antlers with
crystals to evoke an outsize Surrealist
brooch.

Many other works, by contrast, fo-
cused on the warmth of tone that metal-
lic paints and surfaces impart. For her
2010 series of untitled pieces, Nancy
Lorenz poured melted gold over blocks of
poplar wood. Thanks to the medium'’s

subtle radiance, the feeling
of the heat required to melt
the gold was palpable here.
There was also interesting
work from Shinique Smith,
whose Little Glutton (2007)
coats a bale of clothing in
metallic paint, and Anne
Peabody, whose glass-and-
silver-leaf New York City
Landscape (2003), Court-
ney’s Room, and Mimi (both
2005) call to mind da-
guerreotypes. Perhaps most
mysterious was Lynda
Benglis’s wall hanging Tem-
pest (Juliet), 1990, made of
stainless-steel mesh and
aluminum. Its series of coils
seems to be curling away
from us, while its shining
surface pulls us in—all in
the spirit of this well-

thought-out exhibition.
—Steve Barnes

Leslie Wayne
Jack Shainman

Leslie Wayne is doing what she does
best—building small, lush paintings that
pack an outsize punch. Here, the process-
obsessed artist sculpted her widely var-
ied abstractions out of thickly layered
pigment in deep, unexpected tonal com-
binations. Her medium came off as
mostly her

message.
Although
Wayne’s work
can suggest
Richard Tuttle’s
in the free-
associative
nature of the
forms, or Ger-
hard Richter’s
in the layering
and stretching
of color, or
Ken Price’s in
the curious
interplay of
hues—and
these refer-
ences are just
for starters—it
never seems

Marc Swanson, Untitled (Sitting Buck), 2009,
polyurethane foam, crystals, and adhesive, 34" x 40" x 50". Nathan A. Bernstein & Co.
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derivative.
There was a

Leslie Wayne, One Big Love #5, 2007, oil on wood, 12%" x 117"

Jack Shainman.

striking variety in this show of 17 works,
all measuring about 13 by 11 inches and all
produced while listening to music. There
was a sense of movement throughout,
and deep harmonies were in evidence. In
putting abstraction through its paces,
however, Wayne can't help allowing
some works to hint at landscape, or piles
of blankets, or wigs, or waves, or even
portraits.

One Big Love #42 (2009) looks like an
inverted vase, with stylized blue, black,
and white pourings running midway
down it, in the Japanese manner; One Big
Love #41 (2009) could be a gesture stand-
ing for a portrait bust in profile —nothing
but a thick sort of neck rising up into an
elegant curve; and One Big Love #37
(2009) is a green and bluish plate with a
deep orange Lucio Fontana-alluding slash
in the middle—very sexy.

Hanging in the viewing gallery down-
stairs was One Big Love #29 (2009), a
surprising anomaly that reflected on the
whole enterprise. It is an irregularly
shaped peach painting on wood sur-
rounded by side- and rearview mirrors—
a clue to the kind of thinking, on life and
art, that went into this show filled with
curls and swoops and pressed-together
layers. The ensemble was so physical, so
sensuous, that body, art, and substance
could be seen as, well, one big love.

—Barbara A. MacAdam

©MARC SWANSON/COURTESY RICHARD GRAY GALLERY, NEW YORK/PHOTO JOE MAMA-NITZBERG



: Leslie Wayne doesn't paint. Instead,
: she slices, folds and pinches. For

. her, paintis sculptable material,

i andshe clearly delights in its haptic
¢ gensuality. Wayne's fascination

- with the medium’s malleability is

© infectious, and defectable was the

¢ word that kept coming to mind

¢ while taking in the small, mostly

¢ 13-by-10-inchcanvases that belong
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frequently works inseries andata
small, intiinate scale.

Despitetheir size,eachof the 17

canvaseson view forcefully assertsits
ownpersonality (notunlike Richard
Tuttle's wallmounted sculptures).
When viewed together, however,
theworks take ona companionable,
narrative quality, A layerof painton
#38hasbeen sliced away from the lower
half and pulled upward, its underbelly a
bright orange swath that complements
the ribbons of purple paint playfully
emerging frombeneath thefold.
Meanwhile, a neighboring composition,
#37, hasanearly smooth aqua surface
except fora Lucio Fantana—esqueslit
that revenlsa glimpseof orange. Some
worksare even moresculptural,suchas
#25and #26, upside-down Ushapes
composed of many layersof pinched
and folded paint thal squinch together
with the pliability of wet newspaper.
Full of juicy colors and surprising
twists, thisshow works hard to please
atevery tum, and succeeds every time.
—(luive Barlignt
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LESLIE WAYNE, Jack Shainman, 513 West
20th Street, (212) 645-1701 (through Oct. 7).
Paintings don’t come much thicker than Ms.
Wayne’s. The artist layers paint into two-inch-
deep boxes and then gouges into the still-wet
oil with instruments or her hands, producing
deep, multicolored gashes. In a whole-wall
piece, scattered punctures and slashes color-
fully bleed; the effect is at once prettily deco-
rative and viscerally violent (Johnson).


















San Francisce Chrawiziv

SATURD LY AFRRTL 3 Joaa

KENRETH BAKER
Art

» ART
From Page C1

tremes where we feel free to relish
them without fancy excuses. After
all, they have mugged, stripped and
come unstrung just to get and hold
our attention. The act is uncomfort-
able only in the pictures that try to
regain their dignity with filigrees of
drawn decoration.

Most of the space at Haines is giv-
en to sculptor Yoshitomo Saito,
who takes on a staple of minimalism
— the box — in many of his new
bronzes.
 Saito’s recent work, like that in
his previous shows, gives the impres-
sion of productivity outrunning in-
vention. When he casts small, Japa-
nese-style wood boxes in bronze,
the resuits are precious. But when
he makes a subject of material —
cardboard — rather than of a fabri-
cated object, things happen.

“Skin of Cardboard No. 17 {1999},
for example, makes an unusually in-
telligent nod to Richard Serm’s
“prop" pieces. It is a large, creased
sheet of corrugated cardboard cast
in bronze. Standing on edge, it
spans the corner of a room.

Serra will sometimes stand in a
corner a sheet of steel orlead so
massive that it makes us wonder
whether the architecture will sup-
port it. Saito has made a sculptural
image of something so light that we
wonder whether it would stand on
edge if it were not bronze.
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Venice, CA

Oil paint appears 1o have o il of

its vvern 0 Folding Tone.” Leslic

Wivne s exhibition of 21 diming-

tive works, Impelied by the unseen

lturce of the ariist’s hand, sheels of

pigment shide ofT ther wond sup-

purt structures. bunch up in heaps,

and colbide with other thickly piintea passages. Aad-
thuough the painiings ranee 1t 12 from a mere 5 by &
inches 1o 15 by 12 ipches, they pack the power of a
major earthyuake. Indecd, anvone who lives in a
FEION Prone 10 scismic activiry i likely 1o view this
work s an arttstic version of plate lectonics, Just as
the earth’s surtace has been formed
over tme iate mountains and val-
leys by the collision ol aceanic and
continental crusts, YWayne's paint-
Imgs seem o have Been shaped by
uncontrollable muovement,

Her works don’t illustrate natural
phenomens, however, Wihile some
preces resemble slices of landscape  waterfalls
punging down sheer chifs, say. or waves crashing
against rocks—the pontings are absuractions tha
revel 1o the beawmy of paint. Wurking intuitively,
Wayne applies multiple layers of strong. sharply con-
trasting hues fo rectangular blocks of wood., then ma-
ripulates e painl as b dries, weanng it ke a seulp-
tural clement. Titles such as Qut an oo Limh,

Seepwalk, Rewrn 1o Sender, Talking o Mvself.
and Jiest Moo Tolling suggest that the artet lets
horsell g0 while she paints, hut the resubts are
oy suceessul that she clearly knows what she's
Joing. She hue an extravrdinary ability o pre-
sent Pig wdeas on a small seade while coneeying
the pure jov of painting.  —Suzanne Muchnic

Leslie Wayne,
Without Fear, 1998,
oiF on woibd,
(LRI
LA Loover,
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