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Woven and Folded: Tauba Auerbach and N. Dash Join the Guggenheim Collection
By Lidia Ferrara

Artists Tauba Auerbach and N. Dash are both makers of artifacts: non-figurative objects that are a testament to their creators’ 
nimble investigations of the systems, processes, and materials—both manmade and organic—that govern daily life and delin-
eate human existence. Auerbach’s creative practice involves in-depth explorations of various topics, among them language, 
technology, and scientific phenomena. Her engagement with a range of mediums, including painting, sculpture, photography, 
and graphic design bravely navigates those murky depths where logical constructions, like visual patterns or mathematical 
equations, are pushed until they meet their comprehensible limits. Auerbach also uses her objects, images, and instruments 
to test hypotheses and map new possibilities. In a similar mode, N. Dash’s works in sculpture, painting, and photography give 
physical form to the intangible and the imagined. Her works, primarily made of natural materials such as linen and adobe, are 
the product of a multi-part practice that seeks to register lived experience and innate bodily intelligence through material. The 
Guggenheim recently welcomed paintings by both artists into the collection. Auerbach’s Miter, Ray, Trans Ray(2014), and N. 
Dash’s Untitled (2016)—both important examples of recent works in abstraction—significantly deepen the museum’s holdings 
of contemporary painting.

N. Dash, Untitled, 2016, Adobe, oil, pigment, acrylic, gesso, string, linen, jute, wood support, 91 x 90 x 3.3”. Photo: Jean Vong, Courtesy Casey Kaplan, NY



Miter, Ray, Trans Ray, acquired in 2015 through the International Director’s Council, presents the viewer with a monochromatic 
field of intricately interlaced canvas strips. The painting belongs to a series of woven works that are the product of Auerbach’s 
ongoing interest in topology: the mathematical study of shapes and spaces, or what the artist describes as “the architecture of 
connectivity.”1 Miter, Ray, Trans Ray presents the viewer with an orderly field repeatedly and frustratingly disrupted by oscillating 
areas of recession and projection, shadow and light, negative and positive space. The series makes use of familiar architectural 
motifs like the classic Greek fret pattern, or what the artist calls a “Chiral fret.” While subverting the continuous logic of the 
pattern, Auerbach also foregrounds the very nature of the work’s material support. Miter, Ray, Trans Ray employs the binary 
over-under logic of weaving—one of the oldest technologies—while at the same time evoking the pixelated fields of digital im-
ages. The work collapses accepted distinctions between the handmade and the digital, the flat and the sculptural, a painting’s 
surface and its support.

While Auerbach finds her inspiration through mathematic logic 
and scientific phenomena, N. Dash’s “primary source material” 
takes a different form. As she moves through the world, Dash 
carries with her a small piece of cloth, obsessively working it be-
tween her fingers until the fabric nearly loses all structural in-
tegrity. To Dash, these worn leavings are “alternative recording 
devices” through which the body is able to transmit information 
directly onto fabric. Dash arranges these delicate artifacts and 
photographs them; the resulting abstractions function as the 
origin of her practice. The artist’s paintings bear witness to this 
same tactile material engagement of siphoning of energy into 
form. Comprised of organic substances, the large-scale paint-
ings, like Untitled (2016), now in the Guggenheim’s collection, 
take the form of carefully orchestrated juxtapositions between 
stretched and unstretched elements. Swaths of linen interweave 
with painted panels and jute twine, and elements rest upon, pull, 
dangle, and wrap, interacting with one another in a tense range 
of forces. Owing much of her inspiration to a revelatory experi-
ence at the site of an adobe building in the New Mexican desert, 
Dash sources the adobe directly from New Mexico before sifting 
and mixing it into pigment and using it as a rich, elemental base 
for her paintings. Like Auerbach’s works, Dash’s are physical in-
dexes of the immaterial. Yet, rather than giving accessible physi-
cal form to heady scientific concepts, Dash’s compositions and 
the natural materials from which they are made testify to their 
own organic, haptic histories.

Both Dash’s Untitled and Auerbach’s Miter, Ray, Trans Ray are 
preceded by series that investigate the optical and conceptual 
possibilities of folded canvas and paper. Auerbach created her 

acclaimed Fold paintings, a body of work begun in 2009, by spray-painting the contours of crumpled swaths of canvas and 
then stretching the results, producing a convincing two-dimensional image of the flat canvas’ former three-dimensional state. 
Dash’s Commuter series is an ongoing project in which the artist repeatedly folds, unfolds, and refolds a piece of paper during 
her daily subway ride. Back in the studio, she “seals” the works with oil, pigment, or graphite powder. These wall-based works 
are two-dimensional in their final state, but the webs of creases on their surfaces point back in time to the process by which 
they were repetitively manipulated and moved through space in three dimensions. These works hover in the indeterminate zone 
between being planar fields and sculptural objects.

According to Auerbach, “opposites provide an opportunity for contemplating the possible limitations of words.”2 Paintings like 
Miter, Ray, Trans Ray ask whether opposites are a pre-existing part of nature, or “an easy way of thinking about or simplifying 
the infinite possibilities that confront us?”3 N. Dash too, is concerned with the restrictions and shortcomings of language. She 
has said of her delicate fabric sculptures: “Words can be limiting . . . this is one of the most effective ways in which I communi-
cate.”4 Dash and Auerbach pick up where language and logic leave off. As rigorous explorations of process and material, their 
paintings traverse areas beyond what constructed schema can define or what words can describe.

Ferrara, Lidia, “Woven and Folded: Tauba Auerbauch and N. Dash Join the Guggenheim Collection”, Guggenheim Blog (online), November 16, 2016

N. Dash, Commuter 9, 2015, Oil, paper, 21 x 16” / 53.3 x 40.6cm



N. Dash

May 3 - June 18
Opening Reception: Tuesday, May 3, 6-8PM 

In all of N. Dash’s work, there is an emphasis on the importance of touch and the body’s inherent corporeal intellect. Before 
language there is touch. Often undermined as primitive or merely sensual, touch remains the implicit compass for how we 
navigate a world where the sensual is inseparable from the perceptual and conceptual. This understanding remains largely 
unspoken, which indicates that this is a language of an altogether different nature, complicated in its own ways, passed down 
through our genes, our culture and our technologies.

Dash has always made automatic sculptures out of small pieces of cloth. They are handled until the fibers fray, stain and 
degrade. What’s left are dirty wads of hugging threads that indirectly document the artist’s everyday, lived experience. 
Through constant touch and exchange between fingers and fabric, a certain bodily intelligence is indexed, a range of 
imprinted thought and feeling encrypted. The degraded vestiges are then further translated into an image, arranged in quick 
succession and photographed. Despite the sculpture’s physical absence, it is precisely only through the image that it reaches 
its perceptible sculptural form, albeit, only by captured emulsions. These images have been included in a number of Dash’s 
previous exhibitions.  

For N. Dash’s first solo exhibition with the gallery, these images have been imprinted onto an adobe ground, returning them to 
a more visceral state. Each image, selected from an ever-growing archive, is inverted and silkscreened, shedding its 
perfect apprehension, furthering its degradation through the pixel, and loosening its bond with the original pieces of fabric. 
The resulting silkscreens appear to emerge from the adobe ground like fossils partially uncovered, wild in the innate 
movement they indicate, but still in their actuality. Despite there always being a connective thread between the paintings and 
photographs, it is in this exhibition that the two strands are physically bound. 

We might liken Dash’s paintings to a calculus of intensities, various pressures gauged differently and with precision, like a 
series of arches held in tension by their keystones. Hinging panels build a subtle environment and their surfaces become a 
topography of kinesthetic and rhythmic intelligence - line becomes thread, embedded or removed; surface, color, and density 
all partially reveal their encrypted touch. Lengths of canvas descend in different saturations, pressed and painted, revealing 
marks through creases and irregularities. Parts inform parts, woven under and over, leaning one on top of another— they are 
held, bound, touching and resting.
 

Coinciding with her exhibition at Casey Kaplan, N. Dash will present a solo booth at Frieze New York on Randall’s Island, May 5-8, Stand 
A6. An essay on the work by Michael Taussig, titled Farewell Before Entering the Void, is currently available through the gallery, to be 
included in an upcoming publication.
 
N. Dash (b. 1980, Miami Beach) earned a BA from New York University in 2003 and an MFA from Columbia University in 2010. In recent 
years, Dash has presented solo exhibitions at institutions including the Hammer Museum, Los Angeles (2014-2015) and White Flag 
Projects, St. Louis (2013). The artist has recently been included in group exhibitions such as the Jewish Museum, New York (2015); 
Strozzina Centre for Contemporary Culture (2015); Pier 54 High Line, New York (2014); Berkeley Art Museum, Berkeley (2014); Maxxi 
Museum, Rome (2014); Columbus College of Art and Design, Ohio (2013); and Los Angeles Nomadic Division (LAND), Los Angeles (2013).



N. Dash
CASEY KAPLAN
121 West 27th Street
May 3–June 18

Certain artworks can’t help but hint at the 
affect of the bodily actions that shaped them. 
Many of the iconic process-based sculptures 
of the 1960s—those shredded webs, tangled 
filaments, and crisscrossed threads of “Ec-
centric Abstraction,” for example—suggest a 
touch of psychic or manual frenzy. Such knot-
ted fibers make an appearance in N. Dash’s 
current solo exhibition, but only in a twice-
removed, two-dimensional form, in paintings 
silk-screened with images of cloth scraps that 
the artist rubs to the point of disintegration 
between her fingers, a daily practice that has 
occupied her since childhood. While Dash lit-
erally worries her diminutive textile sculptures 
to pieces, the majority of these works (all Untitled, 2016)—composed primarily of stacked or beveled arrangements of jute-
stretched canvases, quantities of gessoed or hand-painted fabric, and lengths of twine embedded in or hanging from troweled-
on adobe grounds—feature tactile surfaces manipulated by the sure hand of composure.

Underscoring the work’s poise may imply that it’s a bit too well behaved, too withholding, but in fact any perceived surfeit of re-
straint gives way, on closer inspection, to a distinctly physical avidity. In one, a strip of pink Styrofoam wedged between shaded 
areas of graphite and a blush-tipped wooden dowel lying within a flap of black canvas evoke intimate flesh secreted within dark 
cavities. The fields of New Mexican clay are marked by dermal wrinkles and puckers, and expanses of monochrome paint are 
rippled by broken adhesion, as if two clinging skins have reluctantly been pulled apart. (It’s hard to resist the urge to run a finger 
across these planes to test the feel of that cool earth, those viscid oils.) Against the grain of so much hyperarticulate, studied 
art, Dash’s resolute materiality gently disdains academic prudishness or defensive cleverness. It stays mute, understanding that 
so much can be said with the mouth firmly shut.
            — Claire Lehmann

View of “N. Dash,” 2016.

Lehmann, Claire, “Critic’s Pick: N. Dash”, Artforum, May 20, 2016



While blockbuster shows abound in New York this month, the city’s galleries are also fertile ground for finding fresh works by 
younger generations of artists. From impressive solos by N. Dash and Eva Kot’átková, to a group show dedicated to China’s 
youngest generation of artists, below we highlight 21 shows that should not be missed this May.

Installation view of N. Dash at Casey Kaplan, New York, 2016. Photo by Jean Vong, courtesy of the artist and Casey Kaplan, New York.

Dash places great emphasis on physical contact in her artistic process, channeling her body into her work through touch. In-
deed, for her first show with Casey Kaplan, the New York- and New Mexico-based artist has created visceral, elegant composi-
tions by layering canvas, linen, and jute over adobe panels; where these disparate materials meet, edges fray, strings dangle, 
and fabric wrinkles compellingly, almost like skin or an aging blanket. Other works show ghostly, abstract forms resembling 
auras. For these, Dash silkscreened images of small cloth sculptures she has shaped spontaneously with her hands throughout 
her career onto the terra cotta-hued substrate.

Lesser, Casey, “21 New York Gallery Shows Where You’ll Find Exciting Young Artists This May”, Artsy, May 5th 2016

21 New York Gallery Shows Where You’ll Find Exciting Young 
Artists This May
Artsy Editorial
By Casey Lesser
May 5th, 2016

N. Dash at Casey Kaplan 
121 West 27th Street, May 3 - June 18



Inside Art

Art of the Wear and Tear
By Robin Pogrebin
Jan 28, 2016

Sit with the artist N. Dash in her studio in Long Island City, Queens, and 
you’ll notice that she is constantly worrying a tiny piece of cloth in her 
hand, working over the fabric with her fingers.

This is not a nervous habit; this is her art.

For 15 years, Ms. Dash, 35, has photographed fabric sculptures made 
of cotton swatches that she carries around — “what people use to buff 
their cars” — until the pieces resemble scraps from a baby blanket a 
child could not bear to surrender.

“I think of it as an alternative recording device, where the body has the 
capacity to register information through touch onto the material,” she 
said. “It prioritizes physical experience and is outside of language.”

Ms. Dash then arranges the weathered scraps in various configura-
tions and photographs them in her studio. Now some of those works, 
along with her paintings, will be on view at the Casey Kaplan gallery on 
West 27th Street in Chelsea starting on May 3.

Her paintings are composed of adobe earth that she brings back from 
New Mexico — where she lived for a time — sifting debris from the dirt 
to make her own paint. Ms. Dash always carries the fabric with her — 
three pieces at a time in different stages of deterioration. “I stop working on each one when they can’t handle the wear anymore 
and will simply disintegrate,” she said. “Words can be limiting,” Ms. Dash continued. “This is one of the most effective ways in 
which I communicate.”

       An untitled work by N. Dash. Credit Courtesy of the artist and Jean Vong/ 
       Casey Kaplan, New York

Pogrebin, Robin, “Inside Art: Art of the Wear and Tear”, New York Times, January 29, 2016, Pg. C23



You’ve spun through Frieze, dipped down to NADA, and exhausted New York’s current crop of institutional shows (including 
Nicole Eisenman at the New Museum and Cao Fei at MoMA PS1). If there’s still time left in the day, here are 17 gallery shows 
that are well worth a visit this week.

N. Dash at Casey Kaplan, May 3 through June 18 (121 West 27th Street)
For her debut with the gallery, the artist presents silkscreen works derived from the shape of pieces of fabric that she ma-
nipulates and worries through the course of a typical day, with the resulting “dirty wads of hugging threads” generating largely 
chance-based imagery.

Corbett, Rachel, “17 Must-See Gallery Shows During Frieze Week New York”, BlouinArtInfo (online), May 2 2016
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17 Must-See Gallery Shows During Frieze Week New York



On Wednesday, the day of Frieze New York’s invitation-only preview, a friend 
of mine, another part-time art writer, tweeted: “Feels like a good weekend to 
go to something you loathe, run into people you sort of know, and make small 
talk about the inanity of it all.” Those who work in the contemporary art world 
typically approach major art fairs with a unique blend of trepidation, begrudg-
ing participation, and barely contained glee at being able to tell everyone 
just how busy and sleep-deprived you are for an entire week. While taking a 
masochistic delight in being overworked is nothing new to the art world—in 
fact, it could and has been argued that our longstanding tradition of eliding 
the distinction between work and leisure is precisely the economic model 
for an overworked and underpaid present—it’s a coping strategy that feels 
especially resonant as art fairs become increasingly numerous and integral to 
its fabric.

Frieze in particular is synonymous with the rise of an event culture within the 
art world, and this year’s iteration only serves to expand this tendency. Once 
again presenting a series of talks, specially curated sections, site-specific 
commissions, an education component, and a meticulous selection of hip 
New York eateries, in addition to booths from over 200 international galleries, 
this year the fair also featured a series of new prizes, the first New York edi-
tion of Frieze Week magazine, and a dedicated new Reading Room boasting 
a “curated selection” of art and culture publications. While the ever-expand-
ing infiltration into the art world of such markers of the so-called experience 
economy has a tendency to raise a few eyebrows in other parts of the world, 
particularly when attached to hefty ticket prices—recall the outcry last year 
when Frieze London hosted a talk bearing the subtitle “Can artists still afford 
to live in London?” at an event that cost 40 pounds to attend—in a New York 
of the High Line, the new Whitney, and 25-dollar entry into all major museums, Frieze’s expansive programming (with a 45-dollar 
barrier to entry, of course) feels par for the course.

All of that being said, Frieze is—to lift a word that recurs in the press release— typically far more “dynamic” than its main New 
York competitor, the Armory Show, and this year’s version contained plenty of highlights. On entering the fair grounds, located 
on Randall’s Island, by the North entrance, one is confronted with the first of Frieze NY’s site-specific commissions, a giant in-
flatable balloon baby by Alex Da Corte (Free Money, 2016). While gleefully perverse with its unsettling, toothy grimace, the work 
sits firmly in the tradition of giant, kitsch, pop-sculpture that Isa Genzken has been doing much better for years. Immediately 
inside the fair proper are a number of standout booths. Of particular note, New York gallery P.P.O.W presented a rarely seen 
installation by David Wojnarowicz, which was commissioned by collectors Robert and Adriana Mnuchin in 1985 for the base-
ment of their Upper East Side townhouse. Accompanied by drawings by the artist from the same era, Untitled (Burning Boy 
Installation) (1985) draws from the Mayan genesis myth of Popol Vuh, depicting an apocalyptic cityscape of Manhattan on six 
masonite panels. Scattered in front of these is detritus collected from the ruins of Alphabet City and the Bronx and two further 
sculptural elements, a life-size young boy, with paper flames shooting out of his body, running towards a dead tree with cinder 
blocks piled up around it and animal skulls dangling from its branches. It is a powerful and abrasive work, and one that is deeply 
specific to its moment in time in the New York art world—one that exists in uneasy relation to today’s, which is all too eager to 
trade on the former’s artistic legacy.

 

N.Dash, Untitled, 2016.

Frieze New York
FRIEZE ART FAIR, New York
by Tim Gentles



An enduring preoccupation with the urban fabric of New York can be found in some of the presentations from younger galleries in 
Frieze’s Frame section, a designation for galleries established within the past eight years. Valerie Keane’s installation for Paris gallery 
High Art features a series of cut-out plastic sculptures in silver and neon-red dangling from the criss-crossing wires of a chaotic stand-
like structure within the booth. The actual sculptures, such as Orchid Code (2016), which have long been a staple of Keane’s practice, 
are suggestive of blades in their sharpness, while their motifs recall the seedy architectural ornamentation of casinos, condominiums, 
and red-light districts, and convey a gritty urban vernacular that codes the city as a punishing material environment.

Also in Frame, Chicago gallery Night Club is showing work by Gordon Hall, whose elegant sculptures are informed by the New York 
artist’s background in performance. Consisting of softly colored drywall objects modeled after architectural, interior, and linguistic mo-
tifs, many of which are indexical to the artist’s own body, the installation is designed to be rearranged daily into different object-based 
“sentences.” There is also a script, read daily by the artist and gallerist Matthew Steinbrecher, which draws out how the relationships 
between the installation’s objects also stand in for relationships between bodies.

In the Focus section, Los Angeles’s Night Gallery presents a number of pieces by Rose Marcus, who blends her photographic prac-
tice with elements of installation. Imagine Red (2016) drapes a beige piece of silk from a string, which hangs in front of a photo of 
people congregating in Central Park—a man strums a guitar, and in the immediate foreground a girl stands in tights and a bright red 
backpack. Stripped of context, and seen against three other photographs of grainy, surveillance-style images taken inside New York’s 
Metropolitan Museum of Art, Marcus’s work suggests an abstract and menacing but occasionally beautiful urban landscape.

It can be easy to forget amongst the anonymizing mass of booths, but art fairs aren’t bad places to encounter work you’re unlikely 
to see at a New York gallery anytime soon. This year, Rampa from Istanbul is showing the work of four Turkish and Eastern European 
artists, among which Nilbar Güreş was a personal favorite. Her work examines the cultural codes of gender and sexuality, and here 
was represented by two pieces on fabric and paper respectively; the former is cute and whimsical with its sparse stitching of figures 
onto soft blue fabric, playfully titled Die Gärtnerin: Vaginal Fisting (2014). There is a notably strong historical component to this year’s 
fair, and a set of four drawings by mid-century surrealist Erna Rosenstein, who was recently included in the Jewish Museum’s “Un-
orthodox” exhibition (2015–2016), were particularly refreshing for the oblique historical lens in which they were found: at the booth of 
Warsaw’s Foksal Gallery Foundation, among the works of other artists active in the Polish capital in the 1960s and 1970s.

Larger galleries, meanwhile, exude an air of business as usual, and many are presenting reliable bodies of work from their established 
artists. Fred Wilson at PACE is particularly satisfying, showing sculptural pieces from the last decade, eloquently playing with the 
iconographies of national and cultural affiliation and belonging. At Marian Goodman, a solo presentation by William Kentridge mixes 
his steampunk-esque sculptures, collages, and a stark new series of prints in Indian ink depicting mythological scenes. Correspond-
ing with the artist’s current exhibition at the gallery, Casey Kaplan is showing the work of N. Dash, which turned out to be 
one of the day’s understated highlights. In dialogue with painting and post-minimal sculpture, Dash integrates fabric into 
multilayered assemblages (all Untitled, 2016) that, for all their austerity, possess a softness and tactility that make Casey 
Kaplan’s booth feel like a sanctuary in a fair that otherwise tries far too hard to be excessive.

This year’s Frieze showed little evidence of the market slowdown on everyone’s lips, although the atmosphere at Wednesday’s preview 
felt a little more on the subdued side than might be expected. Indeed, if anything, the fair seems to be in an expansive mood, aware 
of its integral role both in supplying a market for sales, and in shaping the wider discourse. The market may ebb and flow, but even in 
leaner times there’ll still be plenty of panel discussions to attend.

Gentles, Tim, “Frieze New York”, Art-Agenda (online), May 6, 2016



N. Dash
HAMMER MUSEUM

N. Dash’s first solo museum exhibition was staged in the 
Hammer’s distinctive Vault Gallery; with its diminutive, bul-
let-shaped floor plan and arched ceiling, the chamber is 
one of the museum’s more unusual spaces, and the room’s 
obdurate layout underscored the role of architecture within 
Dash’s incisive painting practice. Here the artist mounted 
five untitled paintings, all 2014. A series of unframed pho-
tographs depicting frayed, curling fabric were interspersed 
between the seductive planar compositions, and similar 
images were embedded, marquee-like, within the back-
lit panels dotting the colonnade of the Hammer’s interior 
courtyard.
 A visible seam wraps around the walls of the 
Vault Gallery where they meet the room’s arched ceiling. 
In one work, Dash anchored along this line the horizontal 
joint where two indigo-painted panels abut; the installation 
strategy emphasized the division between the room’s up-
per and lower segments. A third, smaller rectangular piece 
was mounted atop the two joined panels, and a sinewy 
twine cord dangling from the upper edge of the front poly-
gon down the center of the work led the eye toward the 
room’s baseboard. All of the artist’s paintings- an inade-
quate term here, as sculptural elements aboundpossess, 
to varying extents,dry, cracked facades made from adobe 
sourced from the New Mexican desert. One fine 
composition consists of a swarthy, arid rectangular plane 
partially hinged over another plane of a similarly grand scale 
(enormous roof shingles come to mind). A fold of cerulean 
linen peeks from between the overlaid adobeon-jute quad-
rilaterals. The wall work’s upper and lower sections evince 
vertical and horizontal striations, respectively, and recall 
the work of another painter indebted to the New Mexican 
landscape Agnes Martin. But Dash’s lines aren’t produced 
via accretions of paint; rather, the striations are inlaid twine 
strands positioned flush with the adobe surface.

View of “N. Dash,” 2014-15. From left: Untitled, 
2014; Untitled, 2014. 

 Formal purity and spatial logic intermingled se-
renely between the five panel compositions mounted here. 
Dash’s materials are consistently preindustrial: adobe, lin-
en, and jute, among others. Edges and lines often main-
tain visual continuity across discrete works, as spreads 
of linen fold and wrap between and through the painted 
quadrilaterals. While the artist’s artisanal impulses align 
her labor with Arte Povera’s cultivation of raw materials 
(albeit omitting the overtly political tone taken by the post-
war Italian movement), her wall-mounted objects’ exact-
ing geometric delineations echo Minimalism’s efforts to 
cut through three-dimensional space (as demonstrated in 
work by Fred Sandback and Richard Serra, among oth-
ers).
 Installed among her paintings, the muted 
images of frayed fabric bits affirmed Dash’s fixation 
on materials and structure. The artist photographed 
each worn relic after working it with her fingers to the 
edge of deterioration. A text accompanyipg the ex-
hibition asserted that, in spite of their indexicalstatus 
as documentary photographs, the prints additionally 
approach the status of.”primary source material” (in 
the artist’s words), as unmediated and tactile as the 
textile artifacts theyrepresent, by virtue of the dam-
age accrued to each photograph as it is stapled and 
removed, then reaffixed-its hole-punched corners 
visible to the wall. This ontological claim to primary 
status is a tenuous one if we consider that the



Linnert, Nicolas. “N. Dash” ArtForum, April 2015, p. 257-258

haptic manipulation evident in the shredded fabrics is 
grossly disproportionate in both formal and temporal 
scale to the momentary damage done by the minute 
perforations that mark the corners of these gelatin 
silver prints. And though the assertion is seductive, 
both documentary and primary claims are hampered 
by characteristics that cement the prints’ status as 
highly calculated images whose subjects are ma-
nipulated and posed in the artist’s studio, then pro-
cessed into aesthetically precious serial works. If the 
artist’s paintings point elsewhere-whether to adobe 
architecture, the New Mexican desert, or some simi-
lar sense of the works’ material origins-these unti-
tled photographs position themselves as supporting 
evidence of Dash’s studio artisanry. They also lent a 
sleek representational counterpoint to the otherwise 
abstract elements that graced the gallery’s expansive 
walls and reached toward its vaulted canopy.

    - Nicolas Linnert



LOS ANGELES
N. DASH
Hammer Museum
ON VIEW THROUGH JAN. 25

N. Dash's debut solo show, at New York's Untitled gallery in 2012, included monochromatic, clay-
painted, fabric-draped canvases and small photographs of tiny, frayed bits of cloth. Dash is preoccupied 
with material, and, more precisely, with making tactile interventions upon it. For her ongoing "Commuter" 
drawings series, she obsessively folds and creases pieces of paper during her daily subway rides, and 
then, back in her studio, coats the well-worn paper in graphite powder. At the Hammer Museum, for her 
first one-person institutional show, Dash offers a familiar array of canvases and black-and-white photo-
graphs (all untitled and dated 2014). This new body of work remains grounded in the territory she ex-
plored in her debut show, though the ritualistic, serial aspects of her practice now aim for higher ground 
and approach a sense of the divine.

Five multi-paneled paintings hang in one gallery of the museum. One of them, pigmented with graphite 
powder, is made up of two vertical canvas-mounted wood panels laid atop a larger one, the arrange-
ment suggesting an altarpiece with hinged doors. Employing various combinations of adobe clay, string, 
linen and jute, the works display uncomplicated yet highly orchestrated layers, folds and tucks. In one example, 
two panels mounted with adobecovered jute, placed side by side, hold in place three accordion folds in the large 
indigo-dyed fabric on which they hang. 

N . Dash: Untitled,
2014, adobe,
aerylie, oil,
pigment, jute,
linen and twine on
wood support, 87
by 60 inches; at the
Hammer Museum.

JANUARY 2015
EXHIBITION REVIEWS



The inspiration for much of the work on view comes from a quasi-religious, spiritual experience that Dash 
had during an initial visit, in 2003, to New Mexico, a locale that she now frequently makes pilgrimage to 
when not at her Long Island studio. Exploring an adobe dwelling, she found herself standing in a hole where 
the dirt had been removed to form the rammed-earth structure of the building. In an essay in the exhibition 
pamphlet, Dash recounts the moment, saying she was affected in some mysterious way by the displace-
ment of the dirt. 

The artist's respect for humble materials is evident throughout the show. In one work, a panel mounted with 
adobe-on-jute is placed atop a larger panel bearing fabric colored with indigo dye and graphite; an unas-
suming length of string, similar to butcher's twine, dangles down from the top of the smaller panel, reach-
ing almost to the gallery floor. With such delicate, choreographed arrangements, Dash's works are easy to 
anthropomorphize. 

The photographs further elevate her materials. A series of nine black-and-white images of fabric scraps are 
placed on one wall of the gallery. These are what Dash calls "primary source material," as stated in her essay. 
She gleans ideas from the act of constantly carrying and touching these little pieces of fabric. When they are 
worn out and irrevocably frayed, she photographs them in memoriam. The bits of curled fabric look and act 
like embryos, developing into the final works. 

Placed in a procession on one wall of the museum courtyard are four black-and-white photos of cloth scraps, 
enlarged and printed on transparencies, and then mounted on light boxes about 6 feet tall. The unraveling 
scraps of fabric here appear colossal, meditative and luminous-transcendent like Rothko's paintings.
          - Jennifer S. Li
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For as long as she can remember, N. Dash (who goes by her surname) 
has occupied her hands by working small bits of fabric between her 
fingers. This idiosyncratic activity results in what Dash refers to as “pri-
mary source material,” from which all her ideas emerge. While thinking 
in her studio, talking with friends, watching a movie, standing in line at 
the grocery store—during most of her waking hours—she rolls and folds 
and otherwise works a small piece of white cotton between her fin-
gers. When the grayed, fraying fabric is just short of losing all structural 
integrity, she sets it aside and takes up a new piece of fabric to begin 
the process again. These bits of fabric are artifacts of an intentional pro-
cess of channeling energy into form. Dash began to photograph these 
artifacts in 2002, and in a sense they are an index of her life and work 
ever since. To make what she calls her “constructions,” she arranges 
the artifacts in groups. Set against white, gray, or black backgrounds, 
the constructions are typically lit brightly and evenly, photographed from 
above, and then printed on silver gelatin paper. Ranging from diminutive 
to monumental in scale, the photographs communicate the artifacts’ 
presence and meaning as manifestations of process, labor, thought, 
movement, and time: they are the tangible evidence of ephemeral phe-
nomena.

Dash’s exhibition at the Hammer Museum includes unique black-
and-white photographs—“portraits” of individual artifacts and 
constructions—as well as Duratrans transparencies presented 
in architectural light boxes. The black-and-white photographs 
are attached directly to the walls with staples, and when the 
staples are removed, the damage that is incurred becomes 
part of the work. The evidence of the works’ previous display 
becomes an indexical mark laid atop the photograph of the 
original artifact. The photograph then becomes an analogue for 
the artifact—both a representation of the artifact and an object 
unto itself—and its objecthood is underscored by its unmediated 
relationship to the wall. If the fabric artifacts are primary 
sources, then the photographs seem to be secondary sources, 
functioning like documentation or reference material in historical 
or archaeological research. But through their proximity to 
architecture and the evidence of their display, they also become 
primary sources.

Dash explained her impulse to allow for the accumulation 
of staple marks with a simple statement: “There is wear 
there.” On reading the notes that I had taken during a visit 
to her Long Island City studio, I saw that I had written 
down this sentence in quotation marks and then added on 
the next line, “(There is where there).” My turn of

N. Dash
September 13, 2014 - January 25, 2015

There is where there
Corrina Peipon





Dash’s phrase refers to Gertrude Stein’s famous 
lament “There is no there there,” a melancholic but 
also somehow fanciful description of how she arrived 
at the address of her childhood home in Oakland 
and found that it no longer existed. This idea that a 
place can be unreliable or impermanent also recalls 
Robert Smithson’s Nonsites. Smithson, who had 
moved much of his practice beyond the confines of 
his New York studio and into a broad geographic 
field by the mid-1960s, developed the Nonsites as a 
way to represent the elements and forms associated 
with a specific place (site-specific earthworks) within 
a gallery or museum: the Nonsites, then, are indoor 
earthworks. A Nonsite is a portable proxy for a fixed 
location that is both a representation of an artwork 
located in that original site and a work unto itself. This 
simultaneity and itinerant energy are also found in 
Dash’s work; it can and does occur in more than one 
place.

Dash visited New Mexico for the first time in 2003 
and goes there several times each year. On her first 
visit she went to the site of an adobe building, where 
she noticed a pit in the earth adjacent to it. Once 
inside, she realized that this was the negative space 
left after the dirt used to construct the building had 
been excavated. She had the presumably disorienting 
but pleasurable sensation of standing inside the earth 
while remaining aboveground. The impression of this 
experience was so distinct that its reverberations are 
still evident in her work. Dash uses this same New 
Mexican earth in an ongoing body of work, including 
the paintings in this exhibition. The dirt is mailed to 
her studio, where she repeatedly sifts it until it is fine 
enough to mix into a variation of traditional adobe. 
The tooth of the jute fabric support holds the adobe 
in place. In addition to adobe and jute, Dash uses 
indigo and graphite as well as prepared oil and acrylic 
paints on canvas or linen. Both the materials and their 
application (she uses her fingers, hands, and rags 
more often than she uses brushes) lend tactility to the 
surfaces. The works derive much of their color and 
materiality directly from the earth, and her extensive 
underpainting creates luminosity. She combines 
stretched and unstretched elements in carefully 
arranged compositions that refer to both landscape 
(in their palette, their reference to expansive space, 
their formless elements) and architecture (via their 
materiality, their structure and geometry). The works’ 
large scale envelops the viewer and evokes Dash’s 
first visit to an adobe structure.

Dash’s paintings spring from an experience of going 
to a place, reckoning with the character of that place, 
and then attempting to represent the experience. The 
objective is not so much to illustrate what the place 
looks like but to give a sense of what it feels like to be 
there, of what that place actually is. Again Smithson 
comes to mind. In their incorporation of earth 
transported from one place to another, Dash’s

paintings are like Nonsites relating their origins in the 
New Mexican desert. Smithson’s Nonsites and Dash’s 
paintings exist in two places at once, and we as 
viewers experience two “places” at once: the external 
world (the physical object that we are encountering 
in the present moment) and the internal world (our 
intellectual capacity to imagine the place where the 
object originated).

In all her work Dash uses prescribed, labor-intensive 
processes to translate haptic experience into 
representational objects that are also abstract. These 
works appear to be intentionally composed colors 
and forms, and indeed they are. But while she strives 
to make an aesthetic object, pure abstraction is 
not her primary interest. And though the processes 
she engages are fundamental to the making of her 
work, process as a concept is also not her main 
focus. Rather, it is the attempt to represent labor 
and experience that is paramount. That the works 
achieve this is the result of their dependence on 
touch as a means to transfer and communicate 
energy. Positioning herself as a medium, Dash travels 
between the outside world and an inside world where 
amorphous elements are given form.



All images are courtesy of the artist.
Above: The artist’s studio. Photograph by N. Dash.
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Biography

N. Dash was born in Miami Beach, Florida, in 1980. She 
earned a BA from New York University in 2003 and an 
MFA from Columbia University in 2010. In 2013 Dash’s 
work was presented in a oneperson exhibition at White 
Flag Projects in Saint Louis. Her work has been featured 
in thematic exhibitions such as The Possible, Berkeley 
Art Museum (2014); The Independent: Dreams That 
Money Can’t Buy, MAXXI (Museo nazionale delle arti del 
XXI secolo), Rome (2014); Painting in Place, Farmers and 
Merchants Bank, presented by Los Angeles Nomadic 
Division, Los Angeles (2013); My Crippled Friend, 
Columbus College of Art and Design, Columbus, Ohio 
(2013); Notations: Contemporary Drawing as Idea and 
Process, Kemper Art Museum, Washington University, 
Saint Louis (2012); and Transient Response / Land 
Tender, High Desert Test Sites, Joshua Tree, California 
(2011).





Jewish Museum
“Repetition and Difference”

To play up their theme of change through recurrence in this millennia-spanning 
showcase of Judaica and contemporary art, the curators Susan L. Braunstein 
and Jens Hoffmann rewrote their introductory text four times, in registers that 
range from cheery P.R. to artspeak. Forgoing any Platonic distinction between 
original and copy, the curators place dozens of fertility goddesses, ancient 
shekels, mezuzahs, and intricate floral ketubahs from Isfahan alongside simi-
larly iterative contemporary projects. N. Dash and John Houck both create 
abstractions from repeated folds; Abraham Cruzvillegas paints hundreds of 
found papers of various sizes a unifying gold. One section combines twenty-
eight skullcaps, from an intricate Ottoman version in red velvet to Cary Leibow-
itz’s “Stonewall Yarmulke,” in silks of pink, white, and blue. Some of the con-
temporary projects are underwhelming (Koo Jeong-a’s stacks of magnets), 
but on the whole the show succeeds, again and again. Through Aug. 9.

Jewish Museum
1109 Fifth Ave.
New York , NY 10128
http://www.thejewishmuseum.org/
212-423-3200

“Goings on About Town: Jewish Museum”, The New Yorker, April 6, 2015



New York’s Casey Kaplan gallery now represents the artist N. 
Dash, who is known for her muted post-minimal paintings, 
which she typically makes by applying water mixed with adobe 
to linen. They are resolutely spare. Kaplan, which is moving to 
Manhattan’s Flower District on West 27th Street next month, 
said that it will do a solo show with Dash next year.

Dash’s first solo museum show in the United States, at the 
Hammer in Los Angeles, closed on Sunday. Dash, who also 
works in photography, has recently been in group shows with 
the High Line (the impressive “Pier 54,” curated by Cecilia Ale-
mani), and at the Maxxi Museum in Rome and the Berkeley Art 
Museum in Berkeley, California. In 2013 she had a solo show 
at the closely watched St. Louis nonprofit White Flag Projects. 
The artist had previously shown with the Untitled gallery in New 
York.

Dash’s work will appear next in “Repetition and Difference” at 
New York’s Jewish Museum, which is being organized by Jens 
Hoffman and Daniel Palmer. It opens March 13.

N. DASH JOINS CASEY KAPLAN IN NEW YORK

“Russeth, Andrew, “N. Dash Joins Casey Kaplan in New York”, ARTNEWS(online), January 28, 2015. 

N. Dash, Untitled, 2014, adobe, oil, pigment, graphite, string, acrylic, 
gesso, jute and wood support.
COURTESY THE ARTIST AND CASEY KAPLAN



THE PROCESS
IN WHICH AN ARTIST DISCUSSES MAKING A PARTICULAR WORK

N. Dash, Untitled, 2014

orking within and beyond the confines of her 
studio, N. Dash creates works that range vastly in 
size and medium, while remaining deeply rooted in 
the landscape of New Mexico, where she discov-

ered earth as a material for her paintings and where, when 
possible, she works in the open air. The intense relationship 
between her works—the small swaths of cotton she works 
in her hands until they have all but disintegrated, the black-
and-white photographic documentation of these pieces, 
and her large-scale paintings made with adobe on jute—
was quickly revealed in our conversation about Untitled in 
her studio in Long Island City, New York. 
—Sara Roffino

THE BELIEVER: You’re a painter, right? How do you see 
yourself within the context of painting?

N. DASH: I do consider myself a painter. Sometimes the 
methods and materials that I use to make the work are 
outside the traditional bounds of what painting is. Having 
said that, I use oil, linen, canvas, and other standard means 
that have been a part of the history of painting. Perhaps the 
most unconventional material that I use is mud, yet even 
that is an ancient painting material.

BLVR: I’ve read that you always carry small pieces of 
cotton, and work on them throughout the day. How are 
these pieces a part of everything else you do?

ND: I am constantly working them with my hands and 
therefore I take them with me wherever I go, but there 
isn’t a direct translation between the fabric works and the 
paintings. It is something that I have been involved with my 
entire life. The fabric pieces have an indirect influence on 
the rest of my work; they are at the root of everything. They 
function as source material.

BLVR: How did Untitled develop in the studio?

BLVR: What about the physical content of some of the 
other paintings?

ND: I don’t consider the paintings to be a singular fact. 
No one material has more significance than the other. The 
paintings are made up of separate elements, either isolated 
or in combination.

BLVR: When did you begin working with earth in your 
paintings?

ND: I began working with dirt the moment I began fabric 
pieces. The dirt and oil from my hands accumulate and 
create a patina on the material. I began working specifically 
with mud when I traveled to New Mexico for the first time. I 
visited a traditional piece of adobe architecture and noticed 
a pit behind the structure. When I walked into the building, 
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I realized the hole was the excavation site for the material 
used to make the building, and I had the overwhelming 
sensation of being swallowed by the ground beneath my 
feet.

BLVR: In hearing you talk about adobe or earth, it feels to 
me like you are exploring ways in which working with natural 
elements is a process of refining raw materials, such as 
adobe.

ND: I wouldn’t say that it is a process of refining, but 
working with. In the case of the fabric sculptures, I start with 
cotton that has already been processed into a grid. I break 
down the woven framework over a long period of time. I am 
actually very physical with these things. Although they are 
small, they are not precious. They are dirty and rugged and 
the only reason why they are ultimately delicate is because 
of their rough handling. It’s a process of refinement insofar 
as it is transformed into a new structure. With the adobe, I 
remove the larger remains by sifting them out, so that it can 
function as a paint. Working with natural elements is less 
about refining nature and more about figuring out ways to 
tap into nature.

BLVR: How exactly does the earth get from New Mexico to 
your studio in Long Island City?

ND: The dirt is excavated from a place I go to in northern 
New Mexico. When it arrives in the studio I sift out the 
debris. I reconstitute the dirt into mud and apply it to the 
surface of the jute. After the work leaves the studio, it takes 
on a life of its own.

BLVR: Working with earth could be seen as a statement 
on the ephemerality of material. How do you approach that 
aspect of the works as they are being made, keeping in 
mind the fact that you are using material not normally used 
in painting?

ND: I think about the pieces as having a contingent 
relationship to where they are physically and where their 
material has come from. Each piece carries with it the 
history of its source (i.e., the site), and the history of its 
making (i.e., the studio). And these histories can never be 
fully known. 

BLVR: You live in both New Mexico and New York, right? Is 
there a city/desert dichotomy in your work?

ND: I don’t make a clear distinction between the city and 
desert. I get different things from the different places, and 
to me they are both part of nature. The work is born in the 
desert, which is the best place for me to think, because of 
its absolute silence. New Mexico is a place that I go back 
to, but I have worked outdoors all over. In New York, I work 
indoors in a conventional studio in the sense that there are 
walls, materials, works in progress, etc. When I work on the 
land, I work outside and use the attributes of the constantly 
changing environment. But both environments are places 
where I live and work. If the desert is generative, then the

city is productive.

BLVR: What about the color of the adobe pieces?

ND: A couple of weeks ago someone described a painting 
to me as brown, and I am always surprised to hear 
someone say that, because I think of the adobe as outside 
of the realm of color. Just like I don’t look at linen and think 
of it as gray, or canvas and think of it as white. What it is 
is a given. And that just took me by surprise, for someone 
to not see it as just being. They felt compelled to name it. 
The color of the adobe is the color of the adobe. And if the 
tones are different, it is because it is taken from a different 
place. Whatever is in the land dictates the work. 

Ruffino, Sara. “The Process; N. Dash.” The Believer, January-February 2015



Mingei: Are You Here?
PACE GALLERY | MARCH 7 - APRIL 5, 2014

After a full week of helter-skelter sprints through eye-numbing mounds of maze-like fairs blistering not only my feet but also my 
admittedly limited ability to grasp the myriad aesthetic sensibilities of artists young, old, and dead, I had a Keatsian moment 
of Pacific pure serenity when silent, within a Chelsea gallery, I stared at Nicolas Trembley’s perfectly curated show, Mingei: Are 
You Here? I would like to exercise the ad hoc critic’s prerogative of identifying some outlying decision, mediocre choice, modest 
object, or other disruption in the Force of the show, but I cannot. In its essence, this intensely installed presentation of 80 works 
by 30 artists placed in a u-shaped, multi-tiered, and relatively small side gallery within the Pace Empire tonically embodies a 
refreshing counterpoint to exhibitions over-laden with theory.

While there is, of course, a unifying theme to the show—concisely stated to be the contrasting interplay between the traditional 
craftsmanship of the Japanese Mingei movement and the practice of contemporary artists—the theme arises out of the objects 
themselves rather than being superimposed by the curator. In other words, the installation reflects the same sensibility and 
indeed the same epistemology found in Allen Ginsburg’s observation in Wales Visitation: “What did I notice? Particulars! The 
vision of the great One is myriad—”

Thus Mr. Trembley—who first presented this show at Pace’s gallery in London, but with fewer artists—allows us the justice of 
lingering over each object without the gallery space itself being burdened with labels or explanatory materials; of stepping back 
to see each object in the context of its immediately adjacent neighbors; of expanding our view up from one stepped-tier to 
another to the wall and then to all three sides of the installation thus to encompass the multiple rhythms of Mingei and its friends 
and heirs. And there is no set or fixed starting point to the installation.

So, for example, we might start with the modestly-sized ink stone from the Edo –Meijei Period in the late 19th century, purposed 
for calligraphy, that sits on one of the horizontal platforms in the show and then turn to Trisha Donnelly’s 2013 work, a 7’ by 5’ 
slab of blue-green stone that dominates one wall. Either could have been a century old; either could have been newly-crafted; 
both elicit warmth from cold stone; both are disarmingly peaceful and elegant.

Or we might start with an indigo-dyed cotton textile work from the early or mid-20th century and turn to N. Dash’s linen, acrylic, 
jute, adobe, and wood wall piece from 2014. Again, neither is “dated” and neither is wholly new; both embrace but at the same 
time reconfigure ancient materials; and yet both are also sustained by care and simplicity, hallmarks of Mingei practice. To take 
yet another example—and I am being far from exhaustive, just trying to convey

Unknown, ink stone for calligraphy and painting, 1850-1890 (Late Edo - Early Meiji), 
slate 1-3/16” × 9-13/16” × 5-7/8”. Photo courtesy Pace Gallery.



something of the otherwise unconveyable complexity of the installation—we might survey the multitude of ceramic works in the 
show, ranging from two delicately-glazed, slightly asymmetrical sake containers from the 16th century Momoyama Period, to 
Bernard Leach’s mid-’50s deep-toned black and brown vase, to Valentin Carron’s two 2013 concrete pots, or to Peter Müller’s 
36 porcelain vases designed for Sgrafo Modern’s Korallen Series between 1960 and 1980.

The idea of juxtaposing “crafted” works or found objects with those of modern or contemporary artists is not itself novel, of 
course. Just think of the recent, nicely-chosen pairings of Shaker and contemporary materials at Jeff Bailey Gallery. But there the 
Shaker pieces were always clearly Shaker pieces and the separation of time periods and artistic touch was evident, even though 
the one might be redolent of the other or enhance and enable our perceptions of the various works. Think also of the Barnes 
Collection in that light. What is so rare about Mingei: Are You Here? is that the relationships among the scores of disparate types 
and textures appear to be so seamless; and that the purported distinction between “art” and “craft” dissolves so easily. Sure, 
Jasper Morrison would not have been fabricating Alessi tin boxes for family kitchens in the 16th century just as the anonymous 
Momoyama tray-maker wouldn’t have had the tools to construct a plywood chair like that designed by the architect Kenzo 
Tange in 1957. But that’s not the point—it’s that a respect for the inherent color, texture, and weight of the materials used and 
a devotion to formal harmony shine through relentlessly in the haptic genius of each artist working at each of these several 
moments in time.

Straus, Michael. “Mingei: Are You Here,” The Brooklyn Rail, March 11, 2014, Online.



Despite appearances the photographic work of the New York-based artist N. Dash is a form of performance 
documentation. Her essentially monochromatic gelatin-silver prints depict accumulations of organic matter: 
knots of unraveled and entangled threads, whose origins remain elusive. Put another way, in these images it 
is fundamentally not clear what we are looking at. Despite their apparent fidelity – the photographs possess 
something of the forensic authority found in, say, Irving Penn’s iconic images of discarded cigarette butts 
– nothing is ultimately revealed about these objects’ histories, their previous lives. Instead Dash’s images, 
like scene-of-the-crime photographs, function as a fragmentary form of ‘evidence’: a partial yet objective 
account of an ephemeral sculptural ‘event.’ These are not by any measure abstract photographs, rather 
they remain determinedly representational images that elect instead to operate at the margins of legibility.

The photographs actually represent the cumulative moment of a sculptural process, or more accurately 
ritual, that the artist engages in on a daily basis. For the past ten years N. Dash has photographed the 
small pieces of cloth that she carries with her as she goes about her daily routines – walking through the 
city, reading, etc. She constantly ‘handles’ these swatches of fabric, a process that slowly but dramatically 
changes their nature. The resulting ‘sculptures’, if that is the right term, are akin to a fetish: objects to which 
an irrational reverence and of obsessive devotion has been applied – not unlike the final abject form of a 
child’s once beloved ‘safety blanket.’ (Mike Kelley’s 1987 masterpiece More Love Hours Than Can Ever 
Be Repaid And The Wages Of Sin, a tableaux that incorporates an accumulation of soiled and discarded 
hand-made stuffed toys also comes to mind.) Through the act of being touched, fingered, crumpled, 
tugged, tweaked and kneaded, Dash’s swatches of fabric are irreversibly transformed from a solid, coherent 
form into something far less stable: an unruly mass of loose ends. This process – simultaneously a kind 
of alchemy and a form of entropy – despite unfolding in the public realm remains furtive, unseen and 
unacknowledged by passers-by, known only to the artist herself.

The resulting photographs are the only public record of this performative process, the only evidence of this 
otherwise private daily ritual. Through the act of photography, of being documented, the artist establishes a 
spatial and conceptual distance from the objects’ messy autobiographical narratives. In becoming images, 
these once psychologically and emotionally charged ‘sculptures’ adopt a more objective character, 
becoming a part of our shared material culture. Both archeological and anthropological – and perhaps 
even anthropomorphic - N. Dash’s elliptical images, like ancient artifacts whose original intent is now lost, 
remain open to conjecture and revision, ultimately reveling in their uncertain identity.
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N. Dash
Untitled // May 6-June 17
For those who know N. Dash's work from group
shows, her first solo outing is a surprise and a
delight. There is no color in the assured
Postminimalist pieces at Untitled, and the artist's
signature indigo is nowhere to be seen. lnstead
we find objects-paintings that intrude into the
realm of sculpture-uniformly in tan and adobe
hues. Texture and shape delight the eye, with 
drapery disrupting, and in some cases suggestively
bisecting, the canvas. Unlike her carefully
delimited, formal pieces, Dash's future seems 
limitless.             
  
          
    
  ARTINFO.COM SEPTEMBER 2012 MODERN PAINTERS 99

Groundings (3).2012.

REVIEWS IN BRIEF                   LONDON // PARIS // NEW YORK

MODERNPAINTERS

“Reviews in Brief: N. Dash”, Modern Painters, Blouin Artinfo September 2012, pg. 99



Wilson, Michael, “N. Dash”, Time Out New York, May 29, 2012, pg. 38

An already widely exhibited 2010 
Columbia grad, the archly named 
N. Dash makes her solo debut 
with an assured set of dun-colored 
wall-mounted works punctuated 
by a trio of small black-and-white 
photographs. Repositioning 
painterly support materials such 
as unprimed and unstretched linen 
and jute as the components of 
a kind of almost-sculpture, Dash 
slathers layers of adobe to con-
struct panels that could double as 
walls.

Allowing simple contrasts of 
structure and surface to take the 
place of applied color and imagery, 
she folds, crumples, wraps and 
drapes her fabric, juxtaposing taut 
with slack, the planned with the 
seemingly accidental. In Ground-
ings (3), for example, a folded strip 
of raw linen plugs the vertical gap 
between two earthy rectangles.

Of course, there are plenty of 
precedents for this sort of thing. 
From Antoni Tàpies’s incorpora-
tion of mud and rags into paintings 
to Gedi Sibony’s way with archi-
tectural raw materials, numerous 
artists have employed painting’s 
basic physical form as a template 
for more overtly object-oriented 
projects. The photos, which depict 
small clumps of cotton fiber, invest 
these throwaway doodads with 
sculptural heft, using the medium 
to hint at hidden processes and 
introduce an effective confusion of 
scale and status. Although Dash 
should be wary of the precious-
ness that creeps all too easily 
into work of this stripe, her blend 
of unrefined organic ingredients 
and minimalist form is, like a bowl 
of good granola, balanced and 
satisfying.
  —Michael Wilson


