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MATEO LÓPEZ 
Drawing is central to the work of Mateo López, a Colombian artist who trained as an architect and uses organic forms, film 
and dance in his practice. This is his first United States solo museum presentation. Jan. 20-March 19, the Drawing Center, 
drawingcenter.org.
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Mateo López
GALERIA LUISA STRINA
Rua Padre João Manuel, 755, Cerqueira César
April 5–May 21

As one walks into the dark gallery, Luisa Strina’s old Oscar Freire 
Street space now reactivated for this show, it’s hard not to look at 
the golden mask shimmering under a faint spotlight. Mateo López 
placed it there like a jewel or an ancient artifact that takes on the 
form of a ghostly presence, floating in space. In a way, most of the 
other works in this solo show, especially those in this dimly lit cham-
ber, seem to be charged with a different energy, not just motionless 
sculptural fragments presented for contemplation.

Time and memory are fused here in what López understands as an 
intimate choreography, a setup that echoes the daily routine of his 
New York studio; it’s as though each object made by the artist were 
impregnated with his thoughts and recollections. While the works, 
hanging from the ceiling or carefully balanced on metal rods, be-
tray traces of movement, videos nearby show those same pieces 
in dynamic states as dancers interact with them. The jaunty, robotic 
moves of a dancer on the screen, for example, tend to exaggerate 
the organic aspects of the golden mask, which seems rounder and 
more polished against such an angular body.

Other pieces, such as a measuring tape wrapped around a clay 
jug, offer powerful examples of how López has been moving away 
from rational geometric abstraction rooted in a constructivist DNA 
of sorts. Here, organic accidents and precise mathematical calcula-
tions embrace in a delicate struggle between chance and architecture. Outside on the terrace, loose metallic numbers lie in a 
circle, resembling a deconstructed clock, an allusion to the twisted way time goes by in the mind of an artist.

             — Silas Martí

Mateo López, Movimento I, 2016, cut paper, watercolor, graphite and 
gouache on paper, 40 x 26".

Martí, Silas, “Critic’s Pick: Mateo López”, Artforum, May 20, 2016



Mateo López
Casey Kaplan
Mateo López turned the space inside out in his latest exhibit, creating an immersive experience, at once whimsical and rigorous. 
Works on paper, sculpture and animation carried on a sly dialogue throughout the show as each piece extended the boundaries 
of López’s overall oeuvre. 

Familiar tools of the trade were inspiringly mimicked and morphed. The studio itself and its implements took on new meaning 
as paper, pencil, measuring tape, desks, drawers, a chair, and a window were confronted and transformed. 

Originally trained as an architect in his native Columbia, López has incorporated elements of that profession into his artworks. 
He favors the clean lines and symbolic code of blueprints in his drawings. His sculptures mine the essence of everyday struc-
tures while reimagining their possibilities. The familiar and useful are repurposed and presented in unexpected and lyrical ways. 
For example, a plinth was supported on one side by a birch branch. 

As the title of the show indicate, López created “A Room within a room.” He fluidly transformed elements of the workspace and 
the objects that occupied it. The parallel reality he presented was exemplified by a sculpture of two matching step stools nailed 
together. On one side of “The Meeting (Bogotá–New York)”, the wood was worn and stained, conveying a personal history. The 
other stool was made of new, unused wood, its veneer cheerfully immaculate. 

Mateo López. A Room inside a room, 2015. Exhibition view. Photo: Jean Vong, Courtesy the artist and Casey Kaplan, New York. 



The two coexistent states intimated the past and the future, one looking back, the other forward. One could even extrapolate 
that the inch between the stools was the thin line representing the gap of the present. This manipulation of duality was apparent 
throughout the show and added to the coherence of the works as a unified collection. 

This theme of duality (in tandem with the interface between craft and fine art) was also explored in a group of thirteen apparently 
blank books that had been cut into different shapes and sizes and displayed in varying postures. As architectural elements or as 
supports for objects, these handsomely bound and oddly sliced books alluded to alternative purposes while resolutely maintain-
ing their recognizability as “books.”

The entire piece was called “R/e/a/d/i/n/g Positions (After Bruno Munari)”. The Italian graphic designer Munari wrote the influen-
tial classic Design as Art. He advocated for democratizing art and bringing romanticism and utility together and these concerns 
are evident in López’s work as well. 

The title of the work and the arrangements of books suggested the postures of readers, as if the books were reading them-
selves. Ironically, the reconfigurations proposed multiple narratives while the books themselves appeared to be blank. 

In one group, four books stood vertically, touching at the edges to form a tower. A mustard-colored book straddled two oth-
ers, resembling a shelter. Triangular books suggested plazas, stairs or public spaces. A mango rested on a book with another 
book resting on it. All of these arrangements playfully recontextualized the idea of a book as a conveyance of information or 
entertainment. 

Drawers are also metaphors for the conveyance of information and they are a recurring symbol for the artist. In “Poeta Writing 
Desk” an enticing drawer was missing its knob and remained closed. A small round hole where the knob should have been 
intensified the mystery, probing the concepts of storage and memory. On one side of the desk sat a box, presumably for the 
poet’s stationary. Inside the box however, was a shirt — made of paper. 

“Ladder for a Corner” confounded our expectations in another way. A ladder’s rungs had been splayed outward in anthropo-
morphic exuberance. 

“Time as Activity” was a text-based projection. The three-minute loop alternated images (including an insistent alarm clock) with 
lines of text from a poem by the artist’s wife Yanina Valdivieso. Set in a side gallery, this enjoyable interlude was filled with quotes 
that spoke to the larger show. “Hand shapes thought” flashed on the screen in slightly flickering, handwritten lettering. Architec-
tural motifs resurfaced as “The floor is addressed” and “Form resumes composition.” The act of drawing was also invoked as 
“A Series of Acts are Traced” and “The line encloses a moment.” 

In a specially constructed room made of moveable exhibition screens, a series of elegant drawings echoed M.C. Escher in 
their rendering of dimensional suspension. Other works were like exploded views of thoughts or mechanical diagrams. This 
gallery-within-a gallery alternated its configuration during the show and the drawings were rearranged as well, suggesting the 
evolutionary atmosphere of creativity.

More than most practitioners, Lopéz successfully fulfills one of the chief dictums of the art critic Donald Kuspit who stated: “The 
artist keeps one foot in the everyday through his subject matter — but transcends it by re-creating it in aesthetic terms.” 

Lopéz is an artist who expands our examination of dimensionality, function and purpose. For all their playfulness and wry humor, 
these works are ultimately game changing.
                            - Jeffrey Cyphers Wright

Wright, Jeffrey Cyphers, “Reviews: Mateo Lopez”, Art Nexus, No. 100, pgs 111-112



Mateo López A Room inside a room
October 29 – December 19
Opening: Thursday, October 29, 6 – 8PM

Casey Kaplan is pleased to present Mateo López’s A Room inside a room, the artist’s first solo exhibition in New York. A 
draughtsman by nature, López operates on a plane wavering between architecture and drawing, teasing the line between two 
and three-dimensional realms. Commencing his career as an architect in his hometown of Bogotá, Colombia, López began his 
understanding of drawing through blueprints, in which the physicality of the line was synonymous to a wall or a tree. Curious 
about the development of manmade construction and its symbiotic relationship to the natural world, López soon immersed 
himself in research considering the strength and limitations of mark-making through notions of progress and advancement in a 
country plagued by fragile social issues and a complex geographic locale. Taking the title of the exhibition as his point of depar-
ture, López communicates a fluidity that exists within parallel spaces - whether between the “rooms” of the gallery that change 
state and his studio, or his home in Colombia versus his new surroundings in New York – through works on paper, sculpture 
and animation, López draws the connecting line.
 
When entering López’s studio in New York, one is greeted by a poster of Bruno Munari’s, Seeking Comfort In An Uncomfortable 
Chair (Italy, 1944); a visual comedy that illustrated a dialogue concerning aesthetic and function. Installed in the entryway of the 
gallery space rests R/e/a/d/i/n/g Positions (After Bruno Munari) (2015), a platform with twelve handmade, book-like structures 
sliced and arranged in varying states and postures. In their more jointed states, the books bring to mind the various ways in 
which the body can contort to find comfort while reading, writing or sketching. Objets trouvé weave in and out of the books, 
providing these structures a greater sense of object-hood as the inclusion of a mango turns a book into a platform, a shelf or 
ledge to lean on, in effect offering a degree of alternative functionality. This bending of reality is again reflected in the minimally 
designed Poeta Writing Desk (2015) and Draughtsman Chair (2015), both made of locally sourced white oak, their purity of func-
tionless form only to be absolved by the person who sits over the table at a 30 degree angle, deep in thought and consumed by 
his discipline. Expanding upon the dialogue between human nature and utility, López has additionally stacked one desk on top 
of another in Tables on top of each other (2015), each structure sharing the same drawer in a humorous play on the ubiquitous 
behaviors of the passing and sharing of knowledge and information. 
 
In moving through the exhibition, a multitude of diverse representations are engaged, from Vertebrae (2015), a bowed paper 
spine, to Fuller, Beuys, Gober or somewhere between (2015), a mutated lemon/light bulb construction of paper, to Window 6pm 
(2015), a grid of 36 sheets of recycled paper from Colombia that vary in tone and color, mimicking the shadows casted by the 
windows in the studio. Subtle references allude to figures such as architect Alvaro Siza and Gertrude Stein, and gradually, the 
layers of narrative unravel. Old Ideas Stuck in Corners (2015), a modular reconstruction of a wall in the artist’s studio entailing 
numerous panels made of pine, has an interior lined with works on paper that mimic their placement on the studio walls. The 
physical configuration of the room is altered throughout the duration of the show and the works on paper are rearranged, mir-
roring the ever-evolving creative actions of the studio practice.

A suspended moment in time is never really motionless, as explored in the projection of a text-based animation, Time as Activity 
(2015), based on a poem written by the artist’s wife, Yanina Valdivieso. Read frame by frame as if turning a page in a book, the 
sentences are drafted by hand, each layer of graphite constructed and captured in a stop motion film. As one frame morphs 
into the next, the rhythmic poetry is driven by the speed at which the words appear and disappear; entrancing the viewer as 
time elapses and we are given the space for a moment of reflection. 
 
In preparation for this show, López built a miniature model of the gallery and then photographed this paper caricature in the 
palm of his hand in a lighthearted gesture emphasizing the power of the handmade and how personal the craft of construction 
can be. López’s The Meeting (Bogotá-New York) (2015) is perhaps the most representative of this concept in practice. Two 
stools face one another. On one side the stool is weathered, made and used in the wood working studio in Bogotá and on the 
other, the same stool anew, untouched, and constructed by the wood working studio in New York; their physical differences 
distinguishing much more than their use value. From anecdote to line to object, López’s mind exposes us to shifting realities by 
way of his hands, and a reciprocal link between production and nature perseveres.



Mateo López (b. 1978, Bogotá, Colombia) is currently included in the exhibition United States of Latin America, curated by 
Jens Hoffmann and Pablo León de la Barra at the Museum of Contemporary Art Detroit through January 3, 2016. His work has 
been exhibited internationally, having presented solo exhibitions at the Museo de Arte Moderno, Medellin, Colombia (2014); 
The Jerusalem Center for the Visual Arts, Jerusalem and Tel Aviv, Israel (2012); Gasworks, London (2010); and Museo de Arte 
Contemporáneo de Castilla y León (2009). In 2013, López was featured in the exhibition “A Trip from Here to There” at The 
Museum of Modern Art, New York, an exhibition centered around his work by the same title, curated by Jodi Hauptman and 
Luis Pérez-Oramas. The artist has also participated in past group exhibitions including The Drawing Room, London (2015); The 
Museum of Fine Arts, Boston (2013); 43 Salon Nacional de Artistas, Colombia (2013); Mercosur Biennal (2011); and 29 Bienal 
de Sao Paulo (2010). López is included in numerous public collections including the Museum of Modern Art, New York; The 
Berezdivin Collection, Puerto Rico; Inhotim, Minas Gerais, Brazil; Banco de la Republica, Biblioteca Luis Ángel Arango, Bogotá, 
Colombia; Bienal de Cuenca, Ecuador; and CIFO, Cisneros Fontanals Art Foundation, Miami, FL. A Deluxe Edition and Limited 
Edition Artist Book titled XYZ, published by S/W Ediciones, will be available in November of 2015. López is slated to open a solo 
show at The Drawing Center, New York in February of 2017.
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Every art critic’s favourite map is the Bellman’s Map of the 
Ocean, which appears as a navigating tool onboard a ship in 
Lewis Carroll’s ‘The Hunting of the Snark’ (1874–6). ‘He had 
bought a large map representing the sea,’ Carroll’s rhyme 
goes, ‘Without the least vestige of land: / And the crew were 
much pleased when they found it to be / A map they could 
all understand.’ The map turns out to be a blank piece of 
paper, a clean slate, the ultimate terra incognita. And from 
catalogue essays to reviews, it’s cited time and time again 
(curator Hans Ulrich Obrist’s 2014 compendium Mapping It 
Out being one of the most recent). On the one hand you 
might think this critical obsession is ironic, given the extent 
to which the average art critic’s 
job seems to be about making 
sure all the blanks are filled in, 
and on the other hand perhaps 
it’s not because a critic looks for 
the blank waiting to be filled in. 
But this isn’t about art critics. It’s 
about Mateo López. An artist who 
was based in Bogotá, but now, 
when ArtReview is focusing on 
Colombia, has moved to New York 
(for three years, at least, while his 
wife is studying there). But that’s 
OK. He too works with blanks 
to be filled in. And in any case, 
travel has been one of the primary 
generators of his work. “When you 
get to a place, you are a stranger,” 
the artist says, “and you are kind 
of a ghost at the same time. You 
are absorbing information, trying 
to understand, and little by little 
you go through the different layers of the place. I believe the 
way you answer to situations and places is the same way 
your work answers to situations and places. It is you talking 
through matter.”

My first encounter with López’s work was in itself an encounter 
with something of a blank: his Casa Desorientada (Disoriented 
House, 2013), made in collaboration with architect Lucas 
Oberlaender, is a giant plywood box measuring 4.83 by 
4.83 by 3.3 metres (each side featuring 12 square wooden 
panels, the roof having a span of 16), which was installed on 
the booth of his Colombian gallery, Casas Riegner, at that 
year’s Art Basel in Switzerland. And when I say on the booth, 
to all intents and purposes it was the booth, filling it almost 
completely, obviously itself a container and not so obviously 
the booth’s content (because other than the container – albeit 
very beautifully constructed – nothing else seemed to be on 
show). A perfect summation of what a temporary art-fair 
booth is, it nevertheless stood out from the showier works on 
the stands around it (on booths that provide punters with the 
strip but not the tease) for having something of the look of a 
giant, but blank, Rubik’s cuboid. A puzzle, then; and perfect 
fodder for the hungry critic.

The house is entered by climbing up a metal stepladder onto 
the roof of the structure, where there is a sort of terrace, 
and then down a flight of plywood stairs into what might 
generously be described as an open-air patio. From there 
it’s through a set of glass doors and into a strange, spartan 
residence-cum-studio. Or perhaps it was more properly an 
idea of a home/studio, given that we were in an art fair. It 
is at once the kind of thing that an architect might show 
you on paper or in model form – inside there a few objects 
that suggest that the Casa Desorientada might be lived in 
– many of which are three-dimensional items made of flat 
materials, such as balsa wood cutlery and paper plates – 

and it’s the kind of property that 
demands that you talk about it in 
terms normally associated with an 
estate agent. There’s a wooden 
bed, a bathroom and a kitchen 
area. Although this estate doesn’t 
incorporate any of the land you’d 
normally connect with the term – 
last year, at Bogotá’s ARTBO, the 
work, which was inspired by the 
artist’s travels to Canada and San 
Andrés island in the Caribbean 
Sea, just off Colombia, and the 
stories he heard about poor settlers 
in Newfoundland being evicted 
and having to turn their houses 
into ships or moving between 
islands in floating dwellings, was 
installed in the middle of a lake in 
the city’s Botanical Gardens. In a 
sense the idea of a home became 
performative rather than inert, 

both in relation to its shifting locations and its prospective 
inhabitants (indeed, during ARTBO it was the site for a 
dance performance by Rafael Duarte).

López himself studied architecture for two years, before 
switching to art. “I thought it was going to be an interlude,” 
he says, “but I never went back. Paper and cardboard 
were somehow the resources available, and drawing 
and sculpture became bigger concerns. I continued 
exploring the sphere of ideas that surround the meaning 
of architecture. Once Johann Wolfgang von Goethe called 
architecture ‘frozen music’; then Quincy Jones says: if 
architecture is frozen music, then music must be liquid 
architecture. I think for me, the transition of matter is more 
interesting than the actual definition, to find myself between 
art and architecture.” While Casa Desorientada conjures 
associations with early-twentieth-century architectural 
experiments such as Le Corbusier’s obsession with the 
ideally proportioned Modulor living space or R. Buckminster 
Fuller’s mass-production Dymaxion House (1930), and 
even the critical architecture of a 1960s outfit (that worked 
primarily on paper) such as Italy’s Superstudio, López’s 
work somehow insists on remaining at once an idea and a 
reality. Like a child’s 

THE HOUSE IS ENTERED 
BY CLIMBING UP A METAL 

STEPLADDER ONTO THE ROOF 
OF THE STRUCTURE, WHERE 

THERE IS A SORT OF TERRACE, 
AND THEN DOWN A FLIGHT 
OF PLYWOOD STAIRS INTO 
WHAT MIGHT GENEROUSLY 

BE DESCRIBED AS AN OPEN-
AIR PATIO. FROM THERE IT’S 
THROUGH A SET OF GLASS 

DOORS AND INTO A STRANGE, 
SPARTAN RESIDENCE-CUM-

STUDIO





chemistry experiment, it comes in a box, but ends up going 
everywhere.

The suggestion that home or the studio is something you take 
with you has long (if ‘long’ is a word you can use of an artist 
who today is still under forty) been a theme in López’s work. 
In 2006, for the exhibition Adentro y en Medio (Inside and In 
Between) at Casas Riegner in Bogotá, López recreated his 
studio in the gallery, and worked in it throughout the duration 
of the show, making three-dimensional paper reproductions of 
objects from his ‘real’ studio in Bogotá. The exhibition served 
to collapse production, reproduction, the virtual and the actual 
(yes, we live in a digital age), and notions of the original and 
the copy into an interchangeable, constantly oscillating single 
entity. “I got to learn the history of art from slides, books, 
magazines and a lot of photocopies,” López says, “so my 
memory is much more about reproduction and blurred back-
and-white versions of what you find in the museums.”

At this point I’d introduce López for what he really is: a 
draughtsman. But that doesn’t tell half the story. Sure, he 
always keeps a sketchbook in his pocket (which he describes 
both as being like an image bank and as containing ideas 
for drawings), but many of his works expand the notion of 
drawing as it is commonly perceived. López’s 2007 exhibition 
Topografía Anecdótica (Anecdotal Topography), also at Casas 
Riegner, expanded on a previous project from earlier in the 
year, Diario de Motocicleta (Motorcycle Diary), which is both 
a travelling exhibition that took place at venues in Cali and 
Medellín, and a record of López’s journey from Bogotá to 
those venues: the exhibitions were generated while the artist 
travelled around Colombia (and both cities) on a 2,153km trip 
by Vespa with a ‘portable studio’ – two changes of clothes, 
notebooks, music, a camera, a tripod and a camera lucida 
– strapped to its back. The studio was an artwork in itself, 
titled Portable Workshop No 25 (2007), and the artworks 
that artwork generated became the shows, while the scooter 
itself was installed both in the earlier shows and Topografía 
Anecdótica. With López a narrative generates another 
narrative, and one work flows into the next.

There’s a nod, here, of course to Ernesto Che Guevara and his 
journal of a coming-of-age (both physically and politically) trip 
around Latin America during the 1950s, as López explores 
and documents the world around him. But the project is also 
about technique and has closer connections with another 
book, David Hockney’s Secret Knowledge (2001), in which 
the British painter proposes that early Renaissance masters 
used a combination of science (camera obscuras, camera 
lucidas) and artistry to achieve their greatest works. As much 
as they tell a narrative, these works are about a certain degree 
of skill and precision. Alongside maps and photographs, 
plants and found objects, the works (all 2007) collected in 
Topografía Anecdótica include a Camera Dirkon, a printed 
cardboard pinhole camera, rolls of 3M tape and drawing tools 
made of paper, a replica 3M cardboard box and pin-and-
paper dolls. And that’s merely to scratch the surface. There’s 
also a croissant that appears to be made of a single, rolled 
piece of beige 

paper; a wood and enamel lollipop; Cartas Cruzadas – two 
brown envelopes folded at tight angles so that, brought 
together, they form a cross. Next to that, in the exhibition 
catalogue, is a photograph of two paper-wrapped bars of soap 
positioned in front of a hotel mirror in such a way that they too 
look like they’re forming a similar-looking cross. All in all, López 
comes across as a mixture of the German naturalist Alexander 
von Humboldt, who between 1799 and 1804 travelled through 
Latin America, describing it for the first time from a ‘modern 
scientific point of view’ (as part of more than 30 volumes of 
travel writings), an English grand-tourist swanning through 
the ruins of classical Italy and a sixteenth-century Spaniard, 
reeking of salt water and man-sweat, grinning and waving a 
potato at a puzzled European farmer. Everything is at once as 
ordinary as it is extraordinary, and all of it presents the notion 
of an artist who uses his skill to consume and then excrete and 
then reingest the world around him, to construct a contingent, 
but present reality. “What you process comes from the outside 
world,” López says. “You take it inside the studio, transform, 
wrap and put it back. It is like the Chinese whispers game (or 
broken telephone), a continued chain that someone can reveal 
or continue deconstructing.” Within that, drawing becomes a 
line for connecting experiences, apparently random objects, 
memories, the subjective to the objective, and the act of 
creation to the fact of existence.

Ultimately there’s something about López’s work that reminds 
me of the Italian TV series La Linea (1971–86), which featured 
a man, drawn in a single continuous outline, who walked along 
the seemingly infinite extension of that line, encountering and 
overcoming a series of objects and obstacles that rose out of 
the same endless line. Like that line, López’s work manages 
to offer up something that is inert yet vital, framed but 
continuous, and the site, to drag in another architectural theory 
(this time completely out of context), for immensely complex, 
yet nevertheless entertaining (and pleasure is definitely an 
important element in the experience of this work), animate 
form.



Nowehere Man, 2011.

Casa Desorientada (Disoriented House – Furniture and 
Objects), 2013 (installation view, 43rd Salón (Inter) Nacional 
de Artistas, Medellín, 2013). Photo: Julián Roldán all works 

Rappolt, Mark. “Mateo Lopéz,” Art Review, January & February 2015, p. 
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For a year, under the Rolex Mentor and Protégé Arts Initiative, William Kentridge mentored artist Mateo 
López. Now the two exhibit in adjacent galleries (Kentridge in MAMM’s main rooms and López in the project 
space), and while López’s exhibit, “Constellations,” features two works made in collaboration with Kentridge, 
it focuses less on how the pair’s time together unfolded than on where López’s practice is and where it’s 
headed.

One of the two collaborative works is an animation: Titled Dictionary from K to L, 2013, the piece depicts a 
book whose pages turn to reveal the figures of Kentridge and López, pacing back and forth as if thinking, 
each always isolated from the other. The other work by both artists is the aptly titled figurative sculpture 
Brazo de Carbón (Arm of Carbon), 2013. Both signal new directions in the oeuvre of the younger artist, 
whose drawing practice has expanded, incorporating new techniques such as stop-motion animation as 
well as new approaches to the very material used in drawing—graphite—presented here sculpturally in its 
raw, natural state.

The studio continues to be one of López’s central themes, which the exhibition highlights through its inclusion 
of objects that recall a working area; an exhibited drafting table, writing desk, and stool are all on view, 
abutting—and merging with—López’s own drawings. The exhibition thus offers up a participatory situation, 
such that visitors, in a sense, become the artist himself, learning how to engage with and behave around the 
objects that inhabit his studio-like space.

—Filipa Oliveira

View of “Constellations”

Oliveira, Filipa. “Museum of Modern Art of Medellin; Mateo López,” Artforum, September 16, 2014, Online.
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Harold Ancart, Kevin Beasley, Mateo López
February 27 – April 26
Opening Thursday, February 27, 6 – 8pm 

Casey Kaplan is pleased to announce an exhibition of solo projects by Mateo López (b. 1978, Bogotá), Harold An-
cart (b. 1980, Brussels), and Kevin Beasley (b. 1985, Lynchburg, Virginia).

Mateo López’s work is an investigation of drawing itself, and the spaces between its mental and physical actions. 
Crucial to this is an examination of how drawing moves from line to form and object and a conflation of the boundar-
ies between two and three-dimensions. Through the process of observation itself, López begins a dialog between 
two seemingly opposed motivations: the making of a realistic representation of his surroundings and an investigation 
of their implications. 

López presents a new installation comprised of drawings, sculptures, as well as an animation, an element that is 
new to his practice. Following a single character – a drafting compass fashioned into a dancer, the protagonist 
himself presents a contradiction. He is a tool designed for rigidity and precision that instead makes loose, gestural 
movements. Tracing clockwise or counterclockwise, he begins to form a series of objects: a clock, a door, a globe, 
among others. Exhibited alongside the animation itself are these artifacts of the dancer’s actions crafted meticulously 
out of paper, simultaneously suggesting a choreography that creates play and narrative and a drawing extending 
from the second to third dimension.

Harold Ancart’s work recombines and repeats familiar tropes and forms in a series of permutations, functioning 
almost as a stutter. Ancart has previously created works in which lines of pure pigment traverse the walls of the 
exhibition space, as well as found images of pools and tropical landscapes that have been sullied with burn marks, 
all sharing a sense of immediacy in their creation – the laying of a mark or a gesture. 

Ancart continues his previous explorations in a series of large-scale drawings titled “Ultra Deep Fried”. Pre-cut forms 
of vegetation are layered onto paper as he creates textural, black and white backgrounds with oil stick. It is traces 
of their immediacy that are consistent throughout, vestiges of the lush color layered into the negative vegetal spaces 
are found across the surface. For the first time, Ancart arranges these works as a set, with their compositions 
sprawling across four panels. Their vibrant foliage and color splashes imply a distance that suggests a fascination 
with another place. This sense of longing recurs throughout Ancart’s work, finding a parallel in a tension specific to 
drawing itself – the simultaneous desire to create and communicate a future while acting in relation to the past; a 
process through which motivations and intentions are continuously reversed. Additionally, he presents two sculp-
tures immediately reminiscent of furniture, with a proportion and surface that denies function.

Kevin Beasley’s work utilizes media including sculpture, photography, sound, and performance to navigate notions 
of origin and identity. Familiar objects, personal effects and sound elements from various sources are manipulat-
ed, distorted, and mixed, acts of removal from their original context that simultaneously investigate their histories. 
Through this process, they are broken into minutiae and partial forms and also expanded – gaining resonance and 
new meaning.

For the exhibition, Beasley has sourced approximately 4000 cassette tapes from family, friends, record stores and 
the Internet. Ranging from commercially sold audiobooks, popular music, independent labels, mixtapes, and home 
recordings, they have been cut and spliced together to create 52 reels, holding approximately 40 hours 



of sound and music each. These reels exist as mixes – combinations of various sounds by a number of authors that 
play constantly during the gallery’s opening hours, corresponding to a cycle of human consistency. Spanning inten-
tions, genres, and decades, the resultant sound demonstrates a complex relationship with the history of the work’s 
materials. Their obsolescence at the same time triggers a series of familiarities and emotional connections. 

Played through a reel-to-reel player, an incompatible device, both sides of each tape are heard at once. Interrupting 
even the most familiar of referents is a layered, alternate track (albeit played in reverse), an ambiguous and some-
times unintelligible sound that asserts itself as an unknown entity. The work hinges on the presence of a listener yet 
the exhibition itself represents only a partial span of its length with the same sound never played twice. Over the 
course of the exhibition, performances by Beasley and invited guests will occur in the space, with a live recording 
made on the reels. Replacing the previous recordings, these newly introduced elements contribute to the ever-
evolving nature of the work and its experience; it is growing and deteriorating at the same time. 

Mateo López was recently a participant in the Rolex Mentor-Protégé program alongside William Kentridge. In 2013, his work, A 
Trip from Here to There, was the starting point for an exhibition of the same title at the Museum of Modern Art, New York. Recent 
solo exhibitions include Travesía Cuatro Gallery, Madrid, 2013, Casas Riegner Gallery, Bogotá, 2012, Galeria Luisa Strina, São 
Paulo, 2011 and Gasworks, London, 2010. Group exhibitions include: Museum of Fine Arts, Boston, 2013, The Art Gallery of 
York University, Toronto, 2013, The Drawing Room, London, 2012 and the 8th Bienal do Mercosul, Porto Alegre, 2011. 

Harold Ancart has recently had solo exhibitions at Veneklasen Werner, Berlin, 2014, Clearing, Brooklyn, 2013, and Xavier 
Hufkens, Brussels, 2013. Additionally, Ancart has participated in group exhibitions at the Irish Museum of Modern Art, Dublin, 
2013, Palais de Toyko, Paris, 2013, WIELS / Contemporary Art Centre, Brussels, 2012 and Sculpture Center, Queens, 2011. 

Kevin Beasley is currently an artist in residence at the Studio Museum in Harlem. He will participate in the 2014 Whitney Bien-
nial, curated by Anthony Elms, Michelle Grabner and Stuart Comer, opening March 7. His work was included the 2013 Queens 
International as well as group exhibitions at Museum of Contemporary Art, Cleveland, 2013, and The Studio Museum in Harlem, 
New York, 2012. His work “I Want My Spot Back” was performed at the Museum of Modern Art, New York in 2012 as part of 
Ralph Lemon’s “Some Sweet Day.”

For further information, please contact Loring Randolph, loring@caseykaplangallery.com 



Outside the comfort zone
Working side by side with William Kentridge in his studio, protégé Mateo López learns to crash through his training in preci-
sion drawing and make art with his hands instead of his head. With help from his mentor, López finds how creativity derives 
from embracing chaos.

By Amei Wallach

“Mateo comes out of training as an architect, with an architect’s way of drawing. It may be fine to have that very precise, fine 
instrument, but I think it would be useful to think in a different way, a rough way, to do something that’s messy. In the long term 
the work has to allow the vulnerability of the self into it. So I’ve encouraged him to draw himself walking, to perform in front 
of a camera. [The act of drawing] yourself walking through an animated book is a fine start. It gives you all the supplementary 
images that can amplify who you are, what you are thinking about. From that you’ll build up a rich vocabulary with which to 
keep working: Here’s something else I haven’t drawn, here’s something else I haven’t thought before. You have to open up 
the work if you are going to go on working another 30, 40 years.”
            - William Kentridge

It was February 2012 when Mateo López first met the great South African artist William Kentridge. López was one of three 
visual arts finalists for the year-long Rolex Arts Initiative programme, and he was five days late for his interview. The other 
finalists had already come and gone by the time the young Colombian artist arrived at Kentridge’s studio in Johannesburg. 

“I was feeling really bad,” López recalls. “There were problems with my visa. There is no South African embassy in Colombia, 
so they had to send my passport to Venezuela. It was a mess and the visa arrived a week late. But in the end I feel like it was 
destiny, because I had more time alone with William.” 

Kentridge’s studio is set at the edge of the lawns and flowerbeds surrounding the Johannesburg house in which he grew up 
and raised his own family. In the studio’s high, white central room, where drawings-in-progress, prints and experiments in 
storytelling are pinned to the wall, he set López the task of drawing some of the objects that function as stock characters in 
Kentridge’s repertoire: a horse, an old-fashioned dial telephone. López transcribed each with the fastidious line he had learnt 
in his art and architectural studies in Colombia. “And then William said, ‘Now we are going to tear up the drawings’,” López 
remembers with undiminished wonder. 

Out of the scraps of López’s drawings, as well as his own, Kentridge “collaged” a three- dimensional paper sculpture of a 
prancing horse. “For me that was radical,” López says. “It was as though a door could open to another way of working.” 

That was when Mateo López understood that the Rolex programme was going to challenge his way of looking at art and 
the world. In life and work, Kentridge and his protégé are a study in contrasts, and that has made all the difference in their 
dynamic encounter. 

“I am very shy,” López says, “like a shell.” Beneath his smiles and polite accommodations, Mateo López hides a diffident 
reserve.



Drawings of himself drawing are the closest he came to breaking through that shell to make an appearance in the video he 
submitted when asked to apply for the Rolex Arts Initiative. The drawings were stand-ins for López as he narrated his themes 
and the succession of exhibitions that mark him as a rising artist of interest on the international scene. 

Every tiny splatter

There’s a restraint and exactitude to the drawings, which López sometimes cuts out along the outlines. He’ll articulate every 
tiny splatter spreading from the diminutive drawn ink blots that attract the eye amidst the planters made from discarded tin 
cans, the scale models of railway stations and the cut-out paper vines draped over books and chairs in his installation Travel-
ling without Moving, which spent early 2013 as the centrepiece of an exhibition, A Trip from Here to There, at the Museum 
of Modern Art (MoMA) in New York. 

“Mateo has this amazing precision,” says William Kentridge. “When he cuts something out, everyone in the studio gathers to 
watch.” 

Kentridge himself has the loose-limbed ebullience and alert presence of a performer. The South African master of drawing, 
animation, sculpture, performance, video, film, theatre and opera design and direction is an arresting figure on film and on-
stage, in the black trousers and white shirt he also wears in his Johannesburg studio. With or without his pince-nez, which he 
wields like a stage prop, his take-it-all-in eyes under shaggy grey brows dart piercing glances or retreat into reflection. He’ll 
smother a quizzical smile as he grabs pen or charcoal and executes wide gestures with arm and hand. 

López, on the other hand, keeps arm and pencil close as he renders his meticulous lines. He hides his eyes behind conser-
vative glasses, quietly observes and thinks things through. Then he makes a drawing. Kentridge’s animated drawings can 
change direction on an evanescent thought or vagrant emotion. His meandering line doesn’t just accumulate meaning as it 
curls and unfurls to describe a cat, a typewriter, a pin-suited business man, a telephone, a cat’s cradle of tangled wires. That 
line creates meaning through the relationships it contrives, the stories that emerge from what Kentridge calls “the activity of 
making”. The process of catching meaning as it metamorphoses into other meaning, other questions, other recognitions is 
what interests him about making art. 

For López, meaning is the starting point. “I’m an artist from a generation that has a very conceptual approach to art practice,” 
he says. “Every step you make starts with a concept.” He begins with a big idea, which often has to do with time, memory and 
the porous boundaries between reality and fiction. From there, he exhaustively plots the drawings and installations through 
which he will explore it. 

Paper shards

When they met in February 2012, Kentridge was working his own way through preparations for the six Norton Lectures he 
had been invited to present later that northern spring at Harvard University. Kentridge conceived the lectures as Six Drawing 
Lessons. And torn paper shards that his hands resolve into a variety of collaged silhouettes of a horse in motion would play 
an essential role in those lectures. 

Kentridge bent the Norton Lectures to his own ends, presenting them as a multimedia rumination/performance, complete 
with orchestra, in which he was part cosmic thinker, part stand-up comic, part questing artist in his studio. The mutating 
paper shards, projected on a video screen behind him, became a leitmotif throughout. 

“This is what the artist does: takes the fragments, the shards and rearranges them,” he said in the last lecture. “The meaning 
is always a construction, a projection and not an edifice, something to be made, and not found. There is always a radical 
incoherence and radical instability.” 

At the studio that February, López witnessed the rhythms of a multitasking studio, as Kentridge prepared the lectures while 
juggling collaborations on other projects whose themes, strategies and activities would interact and intersect with the Norton 
Lectures and one another. 

For Documenta 13, in Kassel, Germany, Kentridge had been exchanging stories with the science historian and philosopher 
Peter Galison on the inventions of modernity, the standardization of time and the effect of both on colonialism. The collabo-
ration grew into The Refusal of Time, a monumental installation that included short films and animations, as well as a Rube 
Goldberg machine as sound-emitting sculpture. 



In turn, Kentridge’s collaborations with Galison, the dancer Dada Masilo, the composer Philip Miller and the video-maker 
Catherine Meyburgh morphed into the performance piece, Refuse the Hour. 

Mateo López saw them all. He travelled to Cambridge in the U.S. to hear two of the Norton Lectures, to Kassel for The Re-
fusal of Time, and to Amsterdam for Refuse the Hour, where Kentridge tried to interest López in performance. Performing in 
public? It wasn’t in his DNA. Instead, López suggested a dialogue in drawings, in which each artist would make a drawing in 
response to the other, as he had done with the older, established Colombian artist José Antonio Suárez Londoño. That wasn’t 
quite what Kentridge had in mind. 

“Presumably the interesting thing of being a protégé in this programme is that you want something to expand, want new 
thoughts and new ways of working,” he says. In the end they agreed that in November López would spend a substantial 
chunk of time working in Johannesburg. 

In the meantime, López, who was accustomed to working alone, pondered the bustle and stimulation of collaboration that 
he’d witnessed in Kentridge’s studio. For Kentridge, the easy access to provocative artists from different disciplines was a 
very good reason to remain in Johannesburg, no matter his international demand. In Kentridge’s example, López found veri-
fication of his own choice to stay home in Colombia, which shares with South Africa a violent history. “Both William and I are 
coming from conflicted social situations,” he says. López does not want to confront his history head-on as the generation 
before him did, but it is there underneath, informing both the subject and the possibilities of his work. In London, he had been 
unable to find a watchmaker capable of devising a mechanism for his paper watch that would run backwards, touching on his 
themes of memory and time, of “going backwards”. No problem for watchmakers in Bogotá, where everyone is accustomed 
to making do, through upheavals and deprivations. “We are very used to improvising,” he notes. 

A few months into his mentoring year with Kentridge, López completed Avenida Primavera, Casa No.2, an installation of 
rooms conceived as a walk-in book of often three-dimensional drawings. Taking a hint from the studio practice of his Rolex 
mentor, he sought out collaborators for experiments in sound (ambient noise from his current apartment) and smell (the per-
fume of old paper). “Talking with William influenced the whole exhibition,” he says. 

When he sent Kentridge photographs of the installation, he received a poetic critique and also the observation that these 
rooms suggested the setting for a performance. 

A delicate dance

Then, beginning in November, for nearly a month and a half, López moved into Kentridge’s Johannesburg studio. During the 
first week, Kentridge introduced López to techniques of animation and gave him a stack of pages from an old Oxford English 
Dictionary to draw on. Kentridge had his own stack of pages from a duplicate dictionary. Each of them would make autobio-
graphical drawings of themselves walking. These might become separate films or a joint project. 

“You’re not saying, ‘Here’s a way of making an animated film’, but through the actual making of an animated film you’re think-
ing about what it is to put yourself in the film,” Kentridge says. “How hard-edged can it be? I think for Mateo it would be useful 
to do something that’s messy, that’s less precise.” 

It is a delicate dance for mentor and protégé to work closely together, but Kentridge and his wife, the rheumatologist Anne 
Stanwix, have an affable generosity that encompasses a large circle of friends and family. Kentridge went to great lengths to 
care for his young studio-mate, including a top-speed car ride through Johannesburg in order to make it to the foundry in time 
for López to witness his first bronze casting. 

A week into López’s residency, Kentridge went off on the European tour of his Refuse the Hour performance. López stayed in 
the studio, making drawing after drawing, filming each version from above. He drew himself walking, but he also drew squares 
of colour, scientific diagrams of hands, a clock whose numbers fall down into a heap and fly away. He took lunch with Stanwix 
or the studio staff, at home in the Kentridge kitchen. 

On a damp December afternoon after Kentridge’s return, the mentor stopped by the table where López was working yet more 
charcoal into a cloud of smoke that billowed behind his walking figure. 

Kentridge watched for a moment. “I would keep working: erase and add to the meaning. See how far it can go,” he said. 
“Nothing to lose.” 



“If I make it any darker, it disappears,” López protested. 

“That’s nothing,” Kentridge urged. “See what happens if it all goes black. You’ve got it in a neat form now. Try a brush, thick 
charcoal, erasers. Push much, much further.” 

Back in his Bogotá studio, with its walled courtyard and the kitchen-in-progress, to which he hopes to lure other kinds of art-
ists and artisans, López sat at his own drawing table, making precise plans and diagrams of the paper combs and dishes, the 
lounge chairs and lamps with which he will furnish Casa Disorientada, a floating house that is a collaboration with the architect 
Lucas Oberlaender for Art Basel in 2013. 

“I understand what William was suggesting, but it’s more about the process than the final result. It’s about taking me out of 
my comfort zone,” López said. “I can be messy when I’m working, but it’s not me. What I understand from our conversations 
is that I could try not to control things too much, try to create something from chaos. That is interesting.” 

Messy drawing may not be in the DNA of Mateo López, but it is possible, after all, that performance is. Working with col-
laborators, he’s been improvising a performance piece. It’s centred on his collection of salsa vinyls, musical evidence of the 
historical and racial connections between Colombia and South Africa. There’s video in the performance, also animation. Most 
of all, there’s Mateo López, out there in public, making meaning.

Amei Wallach is a New York-based arts writer and film-maker. She is president emeritus of the U.S. chapter of AICA (Associa-
tion Internationale des Critiques d’Art).



In the hands of the young Colombian artist Mateo Lopez, drawing is more than a medium: it is a 
way of understanding and, indeed, inhabiting the world. Which is to say not only that we come to 
understand the world by depicting it, but also that, for the artist, the world can be seen as its own kind 
of drawing, where drawing indicates the planning, design and conceptualization that takes place 
prior to a thing’s completion. According to Lopez, if we view the world as a drawing that surrounds 
us - ‘a building was a drawing at some point, that aircraft I hear crossing the sky, the plan of this city’ 
-we must also understand that ‘an image is not flat; it is an atmosphere, it contains time and space.’ 

In Lopez’s work, this translates to a preoccupation with the multi-dimensional possibilities for 
drawing on both a literal and conceptual level. He began his post-art-school career in Bogota as 
a technical draughtsman for local magazines while also maintaining a standard studio practice. 
His artistic breakthrough came in 2006 at an exhibition at Galeria Casas Riegner in which he 
established his studio in the gallery throughout the duration of the show and set about painstakingly 
reconstructing the tools and materials of his craft. In some cases the translation was minimal: for 
example, drawn sheets of lined paper nearly identical to their two-dimensional originals. Joining 
these facsimiles were threedimensional drawings of 3D objects made by sketching and folding 
to create trompe l’oeil paper sculptures -like a box for black ink made with the same ink that 
the original box contained. Lopez reproduced each object as it was sold, thereby maintaining 
the consistency of the exhibition display and locating the objects’ value in the labour itself.

Since the Casas Riegner show, Lopez has continued to explore drawing as a form of accumulation 
in context. In Diario de Motocicleta, Taller Portátil No. 25 (Motorcycle Diary, Portable Studio 
No. 25, 2007) he travelled across Colombia with a mobile studio on his Vespa containing two 
changes of clothes, a camera, notebooks and drawing materials that he used to document 
his journey. Deriva (Drift, 2009) began with an artist’s book commission and ended in a two-
part project: first, an illustrated book that took as its subject the activity of making the book 
itself, and second, an installation that included a recycled wood module on which were 
displayed the drawings, notes and diagrams that went into the book’s making. (In a further 
twist the plans for the module were included in the publication.) Here the finished product is 
synonymous with the planning process. It is nothing more nor less than the imagination rendered 
visible, with drawing as the conduit to this imaginative life. Recent projects include Ping Pong-
an ongoing collaboration with the Colombian master draughtsman Jose Antonio Suarez 
Londono-as well as further variations on the mis en abyme of the studio-cum- exhibition space. 

2010’s EI Palacio de Papel (Paper Palace) took place in a yellow polyhedron based on 
a prototype made out of paper of which several versions were on view, while Nowhere Man 
(2011) at the Drawing Room, London, showcased an anonymous artist’s workroom complete 
with evidence of earlier projects including the book Deriva. What gives Lopez’s work its 
particular appeal is the evident dedication and skill of the draughtsmanship involved, coupled 
with a conceptual lightness and whimsy that is integral to the artist’s vision of the world. In 
Lopez’s humble assessment, ‘What I most enjoy is the informality and daily life of drawing.’ 

   -Claire Gilman

Vitamin D2: New Perspective in Drawing, Phaidon Press: London. May 21, 2013, 180-81.

MATEO LOPEZ

VITAMIN D2: NEW PERSPECTIVES IN DRAWING, Phaidon Press, 2013. 



Mateo López.Casi un Objeto

While looking through my sketchbooks I came across a series of drawings, annotations and objects. The truth is, I couldn’t 
recall if I had actually seen those things before or just imagined them. Almost an Object, the present exhibition, includes 
some of the pieces found in those sketchbooks. 

Drawing is the main focus of my work; I’m interested in the possibilities it offers of being two or three-dimensional, planning 
and carrying out and even between what is real and what is made up. 

I remember doing the staircase –that is, a sketch of a staircase– after a visit to the gallery. I imagined this site-specific 
piece as a spatial drawing. I had done this in a way in my sketchbook, crossing over onto two pages. By taking the 
measurements of the tread and riser (25 x 20 cm) at a 90 degree angle and repeating the pattern, the stairs could go on 
indefinitely.

Nearby, the series Spatial Drawings, No. 2 shows an organically formed automated pencil hovering in the air. The literal 
transcription from the page in my sketchbook reads: …repetitive trompe l’oeil. 

A series of 108 charcoal-on-paper, 100 x 70 cm drawings titled Apartment 402 is located on a pallet on the floor. This 
fragmented drawing represents my apartment in Bogota. It is a full scale architect’s plan of the apartment, totaling 55 
square meters. 

The graphite rock is a drawing. 

The series of drawings titled A4 are inspired by the technical drawing I did when I studied architecture. The fact is, I didn’t 
want to be an architect. Once I decided to study visual arts, I kept drawing with the same tools and formats. Hence the 
spaces and objects I design are not very functional. The Draftsman’s Chair, which has a 33 degree inclination –the same 
inclination I have when drawing– is a clear example. 

Based on annotations such as “…draw the sections of an apple that has been cut up,” “…A4 sheet in layers” or “…
most of the things that surround us were initially drawn” the following drawings began appearing on my desk: The Broken 
Down A4 Sheet, the same format used for the series of drawings A4, Paper Compass, Folded Book, Drop and Apple. The 
Celestial Sphere is a paper assemblage which is perforated by the star chart. Drawing the constellations there is the same 
exercise as picking out the constellations from the heavens. 

Paper Font, a 59 x 42 cm lithograph, is the result of a fixation with folding and joining points. This typographic alphabet, 
which includes the letters from A to Z and the numbers, is made up of raised characters abstracted by the folds in the 
paper. This matrix gives way to the series Paper Poems. (Dimensions vary.) Every so often I decide to use this font to write 
down sentences or words that I record in my notebooks. On this occasion, it says: Things are never what they seem. 
            Mateo López. 2013
            

CASI UN OBJETO/ALMOST AN OBJECT

2nd of February, 2013 - 20th of April, 2013



Over the course of two years, from 2008 to 2010, the artist Mateo López traveled through his native Colombia, from 
Bogotá to Cali to Medellín. Crisscrossing vast expanses of territory via Vespa, López made drawings rendering the 
ordinary objects he encountered in precise detail. In a country stressed by constant conflict between government forces, 
revolutionary guerrillas, drug cartels, and paramilitary groups, traveling—and the drawing that served as his diary—were 
acts of both endurance and contemplation. Using López’s Viaje sin movimiento—an installation of his drawings from this 
journey—as a focal point, A Trip from Here to There explores practices and works generated by walking, wandering, and 
travel. As members of exploratory expeditions and surveys, painters and draftsmen have long played key roles in the 
plotting and investigation of place. Beginning in the second half of the 20th century, as artists increasingly emphasized the 
process by which an artwork is made, road trips and other journeys became both medium and subject. In some works, 
a walk or sojourn is precisely documented via maps and charts, dates and times, while in others, wandering’s inherent 
detours and deviations are exploited, resulting in collages of impressions or graphs of explored terrain. For some artists, 
drawing is both nomadic and solitary, while for others it is a way to engage with one’s environment and its inhabitants.

Organized by Jodi Hauptman, Curator, Department of Drawings, and Luis Pérez-Oramas, The Estrellita Brodsky Curator of 
Latin American Art.

Mateo Lopez: A Trip from Here to There

March 15–July 30, 2013

The Paul J. Sachs Drawings Galleries, third floor





López’s work is driven by drawing. Rather than being clearly 
defined, it is internalised as a way of exploring and depicting 
the world. His drawing is not simply a matter of tracing 
something on paper with a pencil; it involves organising and 
developing ideas, elaborating thought, testing and reflecting 
on its own limits. Drawing in his work is explored and released 
from its ties, expanding its possibilities. The artist’s practice 
demonstrates his own actions on the paper. Part of his interest 
has involved projects that incorporate the act of travel in which 
the reality of this movement and experience takes shape 
and is documented through notes, drawings and models, 
transforming the practice of drawing into language and record. 
His work develops out of the process, and his installations 
often reveal this by including
as part of the work the real objects that were used to make 
it. In this  sense the artist also uses these devices to create 
others as an imitation of reality, in pencil and paper, which 
confuse the viewer. Lopez reflects on the value of drawing as 
text. “Are reading and observing the same thing?” he asks.

In early June, López embarked on a route that would take him 
to the town of Ilópolis, recording his experience of the journey 
by making notes, drawings and collecting small objects. His 
drawing ability and great capacity for observation, together 
with the historical references of the town formed the basis for 
the creative process of making the final work. Mateo López 
organised a series of activities with the local community and 
exhibited is work at the Museu do Pão in June.

ALEXIA TALA: All contemporary artists have an idea that drives 
their creative practice. What is it that drives your work? Is it 
concerned with capturing reality through drawing, the manual 
production of the work, or are there other reasons?

MATEO LÓPEZ: I think the practice of drawing is the 
most interesting thing, the issues that it raises between 
representation, space and writing. Drawing is millennial. 
Several texts contest the most accurate definition of drawing, 
people want to learn it and master it.

MATEO LOPEZ
Bogota, Colombia, 1978. 

Notas de campo. 2011. Drawing and sculpture in paper. 8 x 14.8 x 21 cm. 
Photo: Fábio Del Re. 

For me, each drawing is a test, trial and error. I think that the 
best way of talking about drawing is through drawing itself.

A.T.: Most people like to capture their experiences of travel 
through photography. In your case you capture the world 
through drawing, as you are an artist with a special ability 
in that technique. I wonder if, when you start travelling, the 
act of drawing becomes a way of depicting what you see, 
or whether what you see is the motivation and inspiration for 
drawing other things. So how do you show your experience of 
travel without using photography?

M.L.: In my case it’s both of the things you mention in your 
question. I think of drawing as a way of noting those things 
that we find, we see, read, hear or say. We make notes or keep 
memories of a place. In the same way, those things that we 
see become motivation to see others and draw other things.

When you travel to a place that you don’t know you have 
a sensation of unfamiliarity. You are always asking yourself 
questions, converting the currency, making associations 
between the nature here or there (in your place of origin), how 
you see the sky, what the geography is like, the climate, the 
town, the people, finding a fruit you don’t know and associating 
it with the flavour and shape of another one, trying to translate 
words and things. That state of discovery is interesting, you 
become alert and ask many questions. You write a name, 
a word, a sentence, do a sketch or, if there’s time, make a 
detailed drawing.

Actually, I also like taking photos. I’ve made a few videos, 
depending on the purpose of the work. I think that taking 
photographs or making videos during the journey is like 
making notes in a notebook… I think that nowadays there are 
a variety of tools for making maps or for travelling: photos, 
video, sound, GPS,  Google maps etc. Well, what you do with 
all that afterwards is up to each individual.

Interview with Mateo López and Alexia Tala on the occiaion of the 8th Mercosul Bienal, Mercosul, Brazil, 2013. 



Reflections Around Drawing

IVONNE PINI

The rethinking of draftsmanship is one of the characteristics of contemporary art. And in that reflection the issue is 
not only to project it from the standpoint of “expanded draftsmanship” that breaks with traditional ma- terials and 
supports, but also to revisit the meaning of the resource of two seemingly basic elements: paper and pencil. The 
practice brings together mental and material action, with the operation of a bidimensionality that can also become 
an investigation of the surrounding space.

Mateo López (Bogotá, 1976) is fascinated by drawing, and this makes it possible for him to facilitate a dialog be-
tween two opposed artistic traditions: one that sees art as acting as a faithful representation of what is perceived and 
opts for realistic representation, and one that sees it as the possibility of exploring, question, and even transgress 
the meaning of what is observed.

Thus López’s interest in artists like Sol Lewitt and Ramírez Villamizar. Lewitt’s idea of repetition, of a dichotomy be-
tween conception, opens itself up to creative processes in which exercises of serialized drawing, based on a speci-
fied format, recognize the value of chance. Meanwhile, the practice of drawing as an observation of the organic is 
significant in the explorations carried out by Ramírez Villamizar on seashells and landscapes. This aperture to lines 
of expanded draftsmanship does not mean a distance from more traditional conceptions, such as José Antonio 
Suárez’s, valuing an encounter with the masters with a craft that in its daily practice allows for other ways of ap-
proaching the real.



Another name that appears as a point of reference 
in his thought is Bruno Munari’s. The texts written by 
the Italian artist an designer, for instance “How Are 
Objects Born?”, interest López for their proposal of an 
approach to the idea and construction of an object: 
“I see as that initial idea, a notation—a diagram, 
then a more formal plan with measurements— 
proportions, then a construction. The idea onto 
the paper, and later the three-dimensional. In sum, 
the issue is to arrive at the materialization of a 
shape and the selection of materials. He is able to 
explain, starting from nature, geometric shapes and 
everyday uses, the way in which our body and our 
ideas define forms.” (1) Since his earliest drawings, 
López proposes a revaluation of what is seen, a 
questioning, showing how a supposed investigation 
of “truth” in representation goes beyond imitation 
and allows us to examine that which the artists 
calls the internal reality of objects. (2) The idea of 
an objective, certain world is questioned already in 
his earliest works; El ideal de lo práctico (2004), 
Mímesis, and Fotocopias (both from 2005), are 
simulacra of the real and compel thoughts about 
how true is the objective environment he ana- lyzes, 
and whether it can be replaced with simulacra that 
are far from mere formal exercises.

In 2006, López presented his exhibition Adentro y 
en medio. He set up his studio in a room at Casas 
Riegner Gallery. Breaking with the traditional notion 
of an exclusionary space belonging only to the 
artist and his creative process, commonly closed 
to those who are not part of his immediate circle, 
López created a public space, a kind or large-sized 
architectural model inside which he worked for as 
long as the show lasted. It wasn’t a space where he 
limited himself to sharing his work with the viewer. 
The entire space was filled with facsimiles of the 
tools and materials used in drawing: sheets of lined 
or grid paper were drawn and colored, creating a 
particular paradoxical relationship between the false 
and the true. What do those terms designate when 
the concepts can be interchanged?

Besides the ambiguity thus generated, López 
was able to start on a pathway that continued in 
later works: His complex way of understanding 
draftsmanship, his substitution of the “real” object, 
drives him to propose a series of facsimiles that 
allude to dissimilar cultural references, showing 
the variety of approaches that can emerge when 
the specific context is altered, building poetics that 
never cease to explore the meaning of the idea of 
representation. bringing draftsmanship beyond the 



two dimensions, transforming drawing into something inhabitable. His original education in architecture, dropped 
when he felt they imposed constraints he would rather break, still count when we note his interest in space, in the 
transit from bi- to three- dimensionality, projecting drawing as something tangible in the space he intervenes. López’s 
complex way of understanding draftsmanship, his substitution of the “real” object, drives him to propose a series of 
facsimiles that allude to dissimilar cultural references, showing the variety of approaches that can emerge when the 
specific context is altered, building poetics that never cease to explore the meaning of the idea of representation.

More and more, López’s quests are connected with the idea of a path, of motion along a course, but also with 
documenting real or imaginary situations, and with the possibility of building archives. Diario de motocicleta (207) is 
an example of such restlessness. López created a portable studio and traveled through Bogotá, Medellín, and Cali 
on a Vespa. Each trip, which takes thirty minutes on a plane and eight hours by car, meant a week for López. During 
the journey he kept a travel log, gathering graphic document of what he saw. The project was possible thanks to 
what he calls Portable Studio #25, which includes, as the artists describes it, a motorcycle, two changes of clothes, 
music, a photo camera, a tripod, notebooks, and a camera lucida in contemporary version, purchased in London.

The artist says that he came across a reference to this instrument while reading David Hockney’s The Secret 
Knowledge; there also was Roland Barthes’ disquisition on the camera obscura. López interest grew by the fact 
that, as he explains, “the camera lucida doesn’t require darkness, it works like a mirror and a prism. You look 
through a hole and can see the image superimposed on the paper on which you will draw, like a double-exposure 
photograph. The effect is surprising, or at least is so basic that it makes us wonder about this digital age, when we 
ignore how things work. At first I wanted to travel using this tool; I had the romantic idea of the traveling painter, but 
it is a very fragile instru- ment, it is mounted on a tripod and needs to be still for long periods, and carrying out such 
maneuvers next to a Colombian highway can be rather difficult. The use of these kinds of tools in drawing is one of 
the questions animating my interest in the genre and its historical process.”

In his log, López recorded places, objects found, the date and time of the trip. Out of that experience as a “wandering 
traveler” came his show Topografía anecdótica (2008), a narrative built on drawings, objects, and photographs from 
the 2,153 kilometers traveled on his Vespa. López’s interest in showing us things that we often do not see, to detect 
what has been abandoned, to jump from the landscape to the map, from the everyday object to the peculiarity of the 
road or of the tiles discovered in a small village patio, operate as a salvaging of the everyday, but also as forgotten 
vestiges. Again, the show displayed the artist’s ability to transform the simplest materials, to give testimony of his 
unique way of approaching things around him, making evident an interest in rescuing memories without canceling 
his attraction for experimenting with drawings that once again become objects.

The idea of change, of motion, was made concrete in yet another space: at Mexico City’s KBK gallery, located in an 
old chocolate factory in what was the city’s industrial zone and is now in a rapid process of transformation. Faithful to 
his interest in analyzing how the context in which he will act operates, López noted the importance that empty shoe 
boxes have for some of the locals. López thought about the relationship between the number of people living in the 
overcrowded city and the number of shoes it implies. From here came Sleeping Box (2007), a giant red box that 
reproduces in scale a shoe box, its inside transformed into a shoemaker’s workshop. The idea of the portable studio 
is carried forward here, and now the box included a sleeping area, a chair, a white shirt hanging from the wall, and a 
LP vinyl record placed on the wall as a decoration. A significant portion of the space is occupied by a desk covered 
by the cobbler’s tools, as well as the artist’s’ everything is carefully placed and, whether it is the three-dimensional 
objects López builds or his drawings, impeccably made of paper. The small drawer that appears preceding the large 
red box foreshadows the installation’s conceptual support. Like a Matriushka doll, the drawer contains paper boxes 
organized in a spiral shape, reasserting the idea that, in the end, what is being shown, what we see, regardless of 
size or material, is a shoe box.

The feeling of staging is reinforced, and a space of surprising theatricality is built despite the familiar nature of the 
objects on exhibit. Another exploration in his approach to the topic of mimesis, through the creation of those fragile 
paper replicas. Again, the staging of a fiction where falsity and truth operate once more, playing to create, through 
his narrative, of a series of representations that circulate between the drawing, the paper, the object, and end up 
inhabiting the entirety of the created space.



In 2008, López bean to develop a book for the Puerto Rico Poli/Graphic Biennial (2009); the project is titled Deriva 
and, following on the line started with Diario de motocicleta, it records stage sin its own process of creation. It brings 
together objects, bibliographical references, quotations, models, texts written by guests and by López himself: “I 
have been trying to define a book in its content and form for several months (...) I am interested in the book printed 
in space, its ideas transmitted over time; the book as anecdote that goes from mouth to mouth until it becomes a 
discourse. (...) I realize that I enjoy all kinds of visual languages that offer infinite readings, that tran- scend form and 
become remembrance, paradox, relationship, coincidence, anecdote.” (3)

The structure of a book may put us in mind of the idea of the rhizome; any element can act upon another, or upon 
the relationships that are established. But there are also the artist’s literary recollections, where referents such 

as Borges and Cortazar have a significant presence. (4) There are 
several guests in the book, writing stories and errata lists, and an 
architect who helped de- sign the module where the drawings will 
be installed for their exhibition. The images used to build the book 
were presented in a 2009 instillation at MUSAC (Museo de Arte 
Contemporáneo de Castilla y León), and the module whose plans 
appeared in the book was built using recycled wood. Again, the long 
and thoughtful investigation process behind the editorial project was 
unfurled in the museum, recounting the experiences and situations 
that allow López to put together a collection of personal anecdotes 
and share it with the viewer. Within that logic of reflection, in the 
prologue Mateo López invites viewers to have “the end of my drift 
be the beginning of theirs.” As happened with the precious ones, 
this installation takes us into a world where objects are painstakingly 
built and, despite their solidity, what populates the space is not 
“the objects” but their representations. Materiality is provided by 
draftsmanship, the paper or cardboard on which they are made; 
once again, the experience of the simulacrum of representation.

And the fiction in the construction of spaces will continue to operate. 
During an artists’ residence in São Paulo (2009), López was invited 
to participate in the show Panoramas, curated by Adriano Pedrosa. 

Part of Pedrosa’s curatorial proposal involved inviting a group of young artists then also do- ing their residences to 
observe how the process of contact with Brazilian culture would influence their work. He was interested in exploring 
what would happen—as the artists of Brazilian Modernismo had appropriated aspects of European culture, anthro- 
pophagically digested, to produce their works—if artists coming from different parts used the same resource to 
analyze their Brazilian experience.

Traveling through the city, Mateo López discovered one of São Paulo’s first crafts stores. It was named Hilsco. 
He found special kinds of drawing instruments: they sold very traditional tools, forms hat connected to the past. 
His fascination with the store made him think of building a space based on that reference. When he went back to 
take photographs in order to record the features of the site, he found a notice that it was “closed for remodeling.” 
This unexpected circumstance didn’t stop him from making a replica of the objects based on his memory, but 
with one variation: he altered the original models and, working on the basis of the store’s inventory, created rulers 
with waves. The question came up: What would happen if that modified instrument were to be used to create 
architectural plans? In parallel to his work on these projects, López started to process a differ- ent investigation. 
Since 2007, he asked José Antonio Suárez (5) to engage him in a visual conversation via a little notebook they 
exchange and on which each makes drawings. The proposal involves traversing the country’s railroad network, 
includ- ing both those still in operation and those that no longer work. As López explains, “The exercise includes 
drift, encounter, and collecting, and is not recorded on a specific format or sup- port: the process results in drawings, 
photographs, videos, interviews, maps, objects, models.” (6) Recalling the tradition of travelers in prior centuries, 
such as Humboldt, Mutis, or Agustín Codazzi, and so many others, there is one thing that connects them despite 
the diversity of classifying criteria: the use of drawing.



This long-term project once again 
deploys the proposal of traversing the 
landscape and using the most diverse 
media in order to accomplish his goals, 
and López’s intention of registering, 
building logs of what he sees and 
transforming the archive of objects 
and materials without a single support 
or origin into a primordial source of his 
creative process, remains unchanged.

The proposal involves traversing the 
country’s railroad network, includ- 
ing both those still in operation and 
those that no longer work. As López 
explains, “The exercise includes drift, 
encounter, and collecting, and is not 

recorded on a specific format or support: the process results in drawings, photographs, videos, interviews, maps, 
objects, models.” (6) Recalling the tradition of travelers in prior centuries, such as Humboldt, Mutis, or Agustín 
Codazzi, and so many others, there is one thing that connects them despite the diversity of classifying criteria: the 
use of drawing.

This long-term project once again deploys the proposal of traversing the landscape and using the most diverse 
media in order to accomplish his goals, and López’s intention of registering, building logs of what he sees and 
transforming the archive of objects and materials without a single support or origin into a primordial source of his 
creative process, remains unchanged.

NOTES
(1) Interview with the artist, January 2011
(2) Ibid.
(3) Mateo López, DERIVA, Second San Juan Poli/Graphic Biennial, Latin America and the Caribbean, Instituto de Cultura Puertorriqueña, 
San Juan, 2009.
(4) Interview with the artist, January 2011.
(5) José Antonio Suárez (Medellín, 1955) is one of the contemporary artists best known for the quality and rigor of his work. His affinity for 
drawing and print-making, media he uses to create refined images that take no more than one small sheet of paper, al- lows him to build a 
complex and dissimilar world that combines the history of art, literature, and his own quotidian environment.
(6) Mateo López, Monumento Nacional, in Arte y Archi- vos, ERRATA 1, Gilberto Alzate Avendaño Foundation, Bogotá 2010
ArtNexus Executive Editor. Professor at the Universidad Nacional de Colombia and the Universidad de los Andes.

Pini, Ivonne. “Reflections Around Drawing,” Art Nexus, Issue #82 Sep.-Nov. 2011. 



Mateo Lopez
KBK Arte Contemporaneo

A modest Colombian shoemaker makes his way north to Mexico City some time in 2007. After wandering through the most populous 
city in Latin America, He finally sets up a shop, quite logically, in a big red shoebox, which stands to one side of the shoebox-like space 
at the KBK gallery’s new location, a former chocolate factory in an industrial area undergoing rapid gentrification. ( Just a few blocks 
away, a new branch of the Soumaya Museum, owned by the Mexican tycoon Carlos Slim, and a satellite venue for the Jumex Collec-
tion are both under development.) The shoebox is in fact a replica of Mateo Lopez’ Portable Workshop #25 (2007), a fully equipped 
studio (including a camera lucida) that fitted on the artist’s 1994 Vespa scooter, a vehicle sturdy enough to transport him over the rough 
roads of Latin America earlier this year, all the while making dibujitos: small or unimportant drawings of the landscapes, architectural 
details or handmade billboards he discovered on a journey reminiscent of those 19th-century travellers such as Baron Alexander von 
Humboldt or Frederic Edwin Church.

For the artist-turned-peripatetic-shoemaker this Sleeping Box (2007) is just a bit fancier than an austere camping tent: inside are a 
folding campbed covered with a sleeping-bag, a simple chair with left-over breakfast on it, a plain white shirt hanging from a wall, a 
useless LP floating next to a pillow, and a prominent desk that fills over two-thirds of the space. The desk is covered with artist’ tools 
and old-fashioned shoemaking implements: notebooks, pens and pencils, scissors, cutting instruments, a magnifying glass, a fancy 
tube of French glue, a red shoebox and of course, an unfinished pair of shoes. The arrangement is impeccable: precise, theatrical, 
hyperreal. In fact, however, every single object in this inventory of a supposed ‘crime scene’ is made of paper cut-outs, carefully drawn 
and coloured. They find their echo in the two-dimensional drawings that replicate the same objects from different point of view and 
which hang in the gallery, oth inside and outside the box.

In 2006, for his first solo show at Bogota’s Casas Riegner Gallery, Lopez worked for a month in front of the public, replicating ever 
single object in his studio on pieces of paper, one after the other. This blending of (semi-) public performance and gallery show was 
designed to challenge the basic idea of art as commodity: like some sort of Penelope, Lopez reproduced ever object that was sold 
during the exhibition in order to maintain the integrity of the overall ‘model’ (or facsimile) of his studio. By the end of the show there 
might have been drawings of two or three pairs of scissors or glue tubes in the hands of collectors, in addition to the originals remain-
ing in his actual studio, which necessarily acquire new meanings- and changed in market value- after being re-presented so many 
times. But Lopez was actually selling not so much ‘ conceptual’ objets trouves as his skill as a draughtsman and replicator. The self-
consciously naive narrative of a Colombian shoemaker finding success in the complicated spiral of the current Mexican art world also 
addresses the very meanings of art.

On the one hand Lopez explores the issue of mimesis, which leads him to create unstable (and extremely fragile) ‘three-dimensional 
drawings’ that look as if they were reflectred in a distored mirror ( there is something magical that reminds us of Lewis Carroll’s dis-
placement of objects, which undermines the idea of hyperrealism). On the other, he exposes the intimacy of the artis’s studio, a space 
that is now being represented not in terms of the arti’s iimagination or sompulsions but as a slap in the face of the curator who is look-
ing for secrets to write about when actually one finds nothing but plain, simple and neat images on the flat surface of the graph paper.

The title of Lopez’ Sleeping Box serves as a multivalenr pun on the attempt to make art at a ‘post-Conceptual moment’. As the Span-
ish saying goes, ‘zapatero a tus zapatos’ (‘ to the shoemaker, the shores’): to each his own. In his exquisite diagrams, which attempt 
to explain how a skilled Colombian shoemaker came to settle in Mexico, Lopez makes drawings perfect enough for the draughtsman. 
He also reminds us that ‘a shoebox could contain shoes’, which might be understood as a comment on Gabriel Orozco’s gesture at 
the Venice Biennale in 1993, when the leading Mexican artist of the time placed an empty shoebox in the middle of the Aperto. Oro-
zco’s Empty Shoebox, which did not even have a ‘real’title’, theatricality flattened artistic categories, challenging the very function of 
art. But like some rectangular set of Russian dolls, Lopez massive red shoebox is anything but empty: it holds several smaller boxes 
inside, each of which contains others, or contains series of drawings of other shoeboxes that serve as supports for more drawings 
and diagrams of boxes. Lopez thus questions the ‘empty meaning’ of that more famous shoebox, reciting, a la Gertrude Stein, that a 
shoebox is a shoebox is a shoebox.
            - Olivier Debroise
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