
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 
Ancart (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 ac-
[PVUZ��*Y\JPHS�[V�[OPZ�PZ�HU�L_HTPUH[PVU�VM�OV^�KYH^PUN�TV]LZ�MYVT�SPUL�[V�MVYT�HUK�VIQLJ[�HUK�H�JVUÅH[PVU�VM�[OL�
boundaries 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, ges-
tural 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 draw-
ing extending from the second to third dimension.

Harold Ancart’s work recombines and repeats familiar tropes and forms in a series of permutations, function-
ing 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 
]LNL[HS�ZWHJLZ�HYL�MV\UK�HJYVZZ�[OL�Z\YMHJL��-VY�[OL�ÄYZ[�[PTL��(UJHY[�HYYHUNLZ�[OLZL�^VYRZ�HZ�H�ZL[��^P[O�[OLPY�
compositions sprawling across four panels. Their vibrant foliage and color splashes imply a distance that suggests 
H�MHZJPUH[PVU�^P[O�HUV[OLY�WSHJL��;OPZ�ZLUZL�VM�SVUNPUN�YLJ\YZ�[OYV\NOV\[�(UJHY[»Z�^VYR��ÄUKPUN�H�WHYHSSLS�PU�H�[LU-
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to the past; a process through which motivations and intentions are continuously reversed. Additionally, he pres-
ents two sculptures 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 no-
tions of origin and identity. Familiar objects, personal effects and sound elements from various sources are manip-
ulated, distorted, and mixed, acts of removal from their original context that simultaneously investigate their histo-
ries. 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 
intentions, 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. Interrupt-
ing even the most familiar of referents is a layered, alternate track (albeit played in reverse), an ambiguous and 
sometimes 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 
Biennial, 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 

GALLERY HOURS: TUESDAY – SATURDAY, 10:00AM – 6:00PM



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-
ZPVU�KYH^PUN�HUK�THRL�HY[�^P[O�OPZ�OHUKZ�PUZ[LHK�VM�OPZ�OLHK��>P[O�OLSW�MYVT�OPZ�TLU[VY��3}WLa�ÄUKZ�OV^�JYLH[P]P[`�KLYP]LZ�
from embracing chaos.

By Amei Wallach

¸4H[LV�JVTLZ�V\[�VM�[YHPUPUN�HZ�HU�HYJOP[LJ[��^P[O�HU�HYJOP[LJ[»Z�^H`�VM�KYH^PUN��0[�TH`�IL�ÄUL�[V�OH]L�[OH[�]LY`�WYLJPZL��
ÄUL�PUZ[Y\TLU[��I\[�0�[OPUR�P[�^V\SK�IL�\ZLM\S�[V�[OPUR�PU�H�KPMMLYLU[�^H �̀�H�YV\NO�^H �̀�[V�KV�ZVTL[OPUN�[OH[»Z�TLZZ �̀�0U�[OL�
SVUN�[LYT�[OL�^VYR�OHZ�[V�HSSV^�[OL�]\SULYHIPSP[`�VM�[OL�ZLSM�PU[V�P[��:V�0»]L�LUJV\YHNLK�OPT�[V�KYH^�OPTZLSM�^HSRPUN��[V�WLY-
MVYT�PU�MYVU[�VM�H�JHTLYH��B;OL�HJ[�VM�KYH^PUND�`V\YZLSM�^HSRPUN�[OYV\NO�HU�HUPTH[LK�IVVR�PZ�H�ÄUL�Z[HY[��0[�NP]LZ�`V\�HSS�[OL�
Z\WWSLTLU[HY`�PTHNLZ�[OH[�JHU�HTWSPM`�^OV�`V\�HYL��^OH[�`V\�HYL�[OPURPUN�HIV\[��-YVT�[OH[�`V\»SS�I\PSK�\W�H�YPJO�]VJHI\-
SHY`�^P[O�^OPJO�[V�RLLW�^VYRPUN!�/LYL»Z�ZVTL[OPUN�LSZL�0�OH]LU»[�KYH^U��OLYL»Z�ZVTL[OPUN�LSZL�0�OH]LU»[�[OV\NO[�ILMVYL��@V\�
OH]L�[V�VWLU�\W�[OL�^VYR�PM�`V\�HYL�NVPUN�[V�NV�VU�^VYRPUN�HUV[OLY��������`LHYZ�¹

William Kentridge

0[�^HZ�-LIY\HY`������^OLU�4H[LV�3}WLa�ÄYZ[�TL[�[OL�NYLH[�:V\[O�(MYPJHU�HY[PZ[�>PSSPHT�2LU[YPKNL��3}WLa�^HZ�VUL�VM�[OYLL�
]PZ\HS�HY[Z�ÄUHSPZ[Z�MVY�[OL�`LHY�SVUN�9VSL_�(Y[Z�0UP[PH[P]L�WYVNYHTTL��HUK�OL�^HZ�Ä]L�KH`Z�SH[L�MVY�OPZ�PU[LY]PL �̂�;OL�V[OLY�
ÄUHSPZ[Z�OHK�HSYLHK`�JVTL�HUK�NVUL�I`�[OL�[PTL�[OL�`V\UN�*VSVTIPHU�HY[PZ[�HYYP]LK�H[�2LU[YPKNL»Z�Z[\KPV�PU�1VOHUULZI\YN��

¸0�^HZ�MLLSPUN�YLHSS`�IHK�¹�3}WLa�YLJHSSZ��¸;OLYL�^LYL�WYVISLTZ�^P[O�T`�]PZH��;OLYL�PZ�UV�:V\[O�(MYPJHU�LTIHZZ`�PU�*VSVT-
IPH��ZV�[OL`�OHK�[V�ZLUK�T`�WHZZWVY[�[V�=LULa\LSH��0[�^HZ�H�TLZZ�HUK�[OL�]PZH�HYYP]LK�H�^LLR�SH[L��)\[�PU�[OL�LUK�0�MLLS�SPRL�
it was destiny, because I had more time alone with William.” 

2LU[YPKNL»Z�Z[\KPV�PZ�ZL[�H[�[OL�LKNL�VM�[OL�SH^UZ�HUK�ÅV^LYILKZ�Z\YYV\UKPUN�[OL�1VOHUULZI\YN�OV\ZL�PU�^OPJO�OL�NYL^�
\W�HUK�YHPZLK�OPZ�V^U�MHTPS �̀�0U�[OL�Z[\KPV»Z�OPNO��^OP[L�JLU[YHS�YVVT��^OLYL�KYH^PUNZ�PU�WYVNYLZZ��WYPU[Z�HUK�L_WLYPTLU[Z�
in storytelling are pinned to the wall, he set López the task of drawing some of the objects that function as stock characters 
PU�2LU[YPKNL»Z�YLWLY[VPYL!�H�OVYZL��HU�VSK�MHZOPVULK�KPHS�[LSLWOVUL��3}WLa�[YHUZJYPILK�LHJO�^P[O�[OL�MHZ[PKPV\Z�SPUL�OL�OHK�
SLHYU[�PU�OPZ�HY[�HUK�HYJOP[LJ[\YHS�Z[\KPLZ�PU�*VSVTIPH��¸(UK�[OLU�>PSSPHT�ZHPK��º5V^�^L�HYL�NVPUN�[V�[LHY�\W�[OL�KYH^PUNZ»�¹�
López remembers with undiminished wonder. 

6\[�VM�[OL�ZJYHWZ�VM�3}WLa»Z�KYH^PUNZ��HZ�^LSS�HZ�OPZ�V^U��2LU[YPKNL�¸JVSSHNLK¹�H�[OYLL��KPTLUZPVUHS�WHWLY�ZJ\SW[\YL�VM�H�
prancing horse. “For me that was radical,” López says. “It was as though a door could open to another way of working.” 

;OH[�^HZ�^OLU�4H[LV�3}WLa�\UKLYZ[VVK�[OH[�[OL�9VSL_�WYVNYHTTL�^HZ�NVPUN�[V�JOHSSLUNL�OPZ�^H`�VM�SVVRPUN�H[�HY[�HUK�
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. 

¸0�HT�]LY`�ZO �̀¹�3}WLa�ZH`Z��¸SPRL�H�ZOLSS�¹�)LULH[O�OPZ�ZTPSLZ�HUK�WVSP[L�HJJVTTVKH[PVUZ��4H[LV�3}WLa�OPKLZ�H�KPMÄKLU[�
YLZLY]L�



+YH^PUNZ�VM�OPTZLSM�KYH^PUN�HYL�[OL�JSVZLZ[�OL�JHTL�[V�IYLHRPUN�[OYV\NO�[OH[�ZOLSS�[V�THRL�HU�HWWLHYHUJL�PU�[OL�]PKLV�
OL�Z\ITP[[LK�^OLU�HZRLK�[V�HWWS`�MVY�[OL�9VSL_�(Y[Z�0UP[PH[P]L��;OL�KYH^PUNZ�^LYL�Z[HUK�PUZ�MVY�3}WLa�HZ�OL�UHYYH[LK�OPZ�
[OLTLZ�HUK�[OL�Z\JJLZZPVU�VM�L_OPIP[PVUZ�[OH[�THYR�OPT�HZ�H�YPZPUN�HY[PZ[�VM�PU[LYLZ[�VU�[OL�PU[LYUH[PVUHS�ZJLUL��

Every tiny splatter

;OLYL»Z�H�YLZ[YHPU[�HUK�L_HJ[P[\KL�[V�[OL�KYH^PUNZ��^OPJO�3}WLa�ZVTL[PTLZ�J\[Z�V\[�HSVUN�[OL�V\[SPULZ��/L»SS�HY[PJ\SH[L�L]LY`�
[PU`�ZWSH[[LY�ZWYLHKPUN�MYVT�[OL�KPTPU\[P]L�KYH^U�PUR�ISV[Z�[OH[�H[[YHJ[�[OL�L`L�HTPKZ[�[OL�WSHU[LYZ�THKL�MYVT�KPZJHYKLK�[PU�
JHUZ��[OL�ZJHSL�TVKLSZ�VM�YHPS^H`�Z[H[PVUZ�HUK�[OL�J\[�V\[�WHWLY�]PULZ�KYHWLK�V]LY�IVVRZ�HUK�JOHPYZ�PU�OPZ�PUZ[HSSH[PVU�;YH]-
LSSPUN�^P[OV\[�4V]PUN��^OPJO�ZWLU[�LHYS`������HZ�[OL�JLU[YLWPLJL�VM�HU�L_OPIP[PVU��(�;YPW�MYVT�/LYL�[V�;OLYL��H[�[OL�4\ZL\T�
VM�4VKLYU�(Y[��4V4(��PU�5L^�@VYR��

¸4H[LV�OHZ�[OPZ�HTHaPUN�WYLJPZPVU�¹�ZH`Z�>PSSPHT�2LU[YPKNL��¸>OLU�OL�J\[Z�ZVTL[OPUN�V\[��L]LY`VUL�PU�[OL�Z[\KPV�NH[OLYZ�
to watch.” 

2LU[YPKNL�OPTZLSM�OHZ�[OL�SVVZL�SPTILK�LI\SSPLUJL�HUK�HSLY[�WYLZLUJL�VM�H�WLYMVYTLY��;OL�:V\[O�(MYPJHU�THZ[LY�VM�KYH^PUN��
HUPTH[PVU��ZJ\SW[\YL��WLYMVYTHUJL��]PKLV��ÄST��[OLH[YL�HUK�VWLYH�KLZPNU�HUK�KPYLJ[PVU�PZ�HU�HYYLZ[PUN�ÄN\YL�VU�ÄST�HUK�VU-
Z[HNL��PU�[OL�ISHJR�[YV\ZLYZ�HUK�^OP[L�ZOPY[�OL�HSZV�^LHYZ�PU�OPZ�1VOHUULZI\YN�Z[\KPV��>P[O�VY�^P[OV\[�OPZ�WPUJL�ULa��^OPJO�
OL�^PLSKZ�SPRL�H�Z[HNL�WYVW��OPZ�[HRL�P[�HSS�PU�L`LZ�\UKLY�ZOHNN`�NYL`�IYV^Z�KHY[�WPLYJPUN�NSHUJLZ�VY�YL[YLH[�PU[V�YLÅLJ[PVU��
/L»SS�ZTV[OLY�H�X\PaaPJHS�ZTPSL�HZ�OL�NYHIZ�WLU�VY�JOHYJVHS�HUK�L_LJ\[LZ�^PKL�NLZ[\YLZ�^P[O�HYT�HUK�OHUK��

3}WLa��VU�[OL�V[OLY�OHUK��RLLWZ�HYT�HUK�WLUJPS�JSVZL�HZ�OL�YLUKLYZ�OPZ�TL[PJ\SV\Z�SPULZ��/L�OPKLZ�OPZ�L`LZ�ILOPUK�JVU-
ZLY]H[P]L�NSHZZLZ��X\PL[S`�VIZLY]LZ�HUK�[OPURZ�[OPUNZ�[OYV\NO��;OLU�OL�THRLZ�H�KYH^PUN��2LU[YPKNL»Z�HUPTH[LK�KYH^PUNZ�
JHU�JOHUNL�KPYLJ[PVU�VU�HU�L]HULZJLU[�[OV\NO[�VY�]HNYHU[�LTV[PVU��/PZ�TLHUKLYPUN�SPUL�KVLZU»[�Q\Z[�HJJ\T\SH[L�TLHU-
PUN�HZ�P[�J\YSZ�HUK�\UM\YSZ�[V�KLZJYPIL�H�JH[��H�[`WL^YP[LY��H�WPU�Z\P[LK�I\ZPULZZ�THU��H�[LSLWOVUL��H�JH[»Z�JYHKSL�VM�[HUNSLK�
^PYLZ��;OH[�SPUL�JYLH[LZ�TLHUPUN�[OYV\NO�[OL�YLSH[PVUZOPWZ�P[�JVU[YP]LZ��[OL�Z[VYPLZ�[OH[�LTLYNL�MYVT�^OH[�2LU[YPKNL�JHSSZ�
¸[OL�HJ[P]P[`�VM�THRPUN¹��;OL�WYVJLZZ�VM�JH[JOPUN�TLHUPUN�HZ�P[�TL[HTVYWOVZLZ�PU[V�V[OLY�TLHUPUN��V[OLY�X\LZ[PVUZ��V[OLY�
recognitions is what interests him about making art. 

-VY�3}WLa��TLHUPUN�PZ�[OL�Z[HY[PUN�WVPU[��¸0»T�HU�HY[PZ[�MYVT�H�NLULYH[PVU�[OH[�OHZ�H�]LY`�JVUJLW[\HS�HWWYVHJO�[V�HY[�WYHJ-
[PJL�¹�OL�ZH`Z��¸,]LY`�Z[LW�`V\�THRL�Z[HY[Z�^P[O�H�JVUJLW[�¹�/L�ILNPUZ�^P[O�H�IPN�PKLH��^OPJO�VM[LU�OHZ�[V�KV�^P[O�[PTL��
TLTVY`�HUK�[OL�WVYV\Z�IV\UKHYPLZ�IL[^LLU�YLHSP[`�HUK�ÄJ[PVU��-YVT�[OLYL��OL�L_OH\Z[P]LS`�WSV[Z�[OL�KYH^PUNZ�HUK�PUZ[HSSH-
[PVUZ�[OYV\NO�^OPJO�OL�^PSS�L_WSVYL�P[��

Paper shards

>OLU�[OL`�TL[�PU�-LIY\HY`�������2LU[YPKNL�^HZ�^VYRPUN�OPZ�V^U�^H`�[OYV\NO�WYLWHYH[PVUZ�MVY�[OL�ZP_�5VY[VU�3LJ[\YLZ�OL�
OHK�ILLU�PU]P[LK�[V�WYLZLU[�SH[LY�[OH[�UVY[OLYU�ZWYPUN�H[�/HY]HYK�<UP]LYZP[ �̀�2LU[YPKNL�JVUJLP]LK�[OL�SLJ[\YLZ�HZ�:P_�+YH^PUN�
3LZZVUZ��(UK�[VYU�WHWLY�ZOHYKZ�[OH[�OPZ�OHUKZ�YLZVS]L�PU[V�H�]HYPL[`�VM�JVSSHNLK�ZPSOV\L[[LZ�VM�H�OVYZL�PU�TV[PVU�^V\SK�WSH`�
an essential role in those lectures. 

2LU[YPKNL�ILU[�[OL�5VY[VU�3LJ[\YLZ�[V�OPZ�V^U�LUKZ��WYLZLU[PUN�[OLT�HZ�H�T\S[PTLKPH�Y\TPUH[PVU�WLYMVYTHUJL��JVTWSL[L�
^P[O�VYJOLZ[YH��PU�^OPJO�OL�^HZ�WHY[�JVZTPJ�[OPURLY��WHY[�Z[HUK�\W�JVTPJ��WHY[�X\LZ[PUN�HY[PZ[�PU�OPZ�Z[\KPV��;OL�T\[H[PUN�
WHWLY�ZOHYKZ��WYVQLJ[LK�VU�H�]PKLV�ZJYLLU�ILOPUK�OPT��ILJHTL�H�SLP[TV[PM�[OYV\NOV\[��

¸;OPZ�PZ�^OH[�[OL�HY[PZ[�KVLZ!�[HRLZ�[OL�MYHNTLU[Z��[OL�ZOHYKZ�HUK�YLHYYHUNLZ�[OLT�¹�OL�ZHPK�PU�[OL�SHZ[�SLJ[\YL��¸;OL�TLHU-
PUN�PZ�HS^H`Z�H�JVUZ[Y\J[PVU��H�WYVQLJ[PVU�HUK�UV[�HU�LKPÄJL��ZVTL[OPUN�[V�IL�THKL��HUK�UV[�MV\UK��;OLYL�PZ�HS^H`Z�H�YHKP-
cal incoherence and radical instability.” 

([�[OL�Z[\KPV�[OH[�-LIY\HY �̀�3}WLa�^P[ULZZLK�[OL�YO`[OTZ�VM�H�T\S[P[HZRPUN�Z[\KPV��HZ�2LU[YPKNL�WYLWHYLK�[OL�SLJ[\YLZ�^OPSL�
Q\NNSPUN�JVSSHIVYH[PVUZ�VU�V[OLY�WYVQLJ[Z�^OVZL�[OLTLZ��Z[YH[LNPLZ�HUK�HJ[P]P[PLZ�^V\SK�PU[LYHJ[�HUK�PU[LYZLJ[�^P[O�[OL�5VY-
ton Lectures and one another. 

-VY�+VJ\TLU[H�����PU�2HZZLS��.LYTHU �̀�2LU[YPKNL�OHK�ILLU�L_JOHUNPUN�Z[VYPLZ�^P[O�[OL�ZJPLUJL�OPZ[VYPHU�HUK�WOPSVZVWOLY�
7L[LY�.HSPZVU�VU�[OL�PU]LU[PVUZ�VM�TVKLYUP[ �̀�[OL�Z[HUKHYKPaH[PVU�VM�[PTL�HUK�[OL�LMMLJ[�VM�IV[O�VU�JVSVUPHSPZT��;OL�JVSSHIV-
YH[PVU�NYL^�PU[V�;OL�9LM\ZHS�VM�;PTL��H�TVU\TLU[HS�PUZ[HSSH[PVU�[OH[�PUJS\KLK�ZOVY[�ÄSTZ�HUK�HUPTH[PVUZ��HZ�^LSS�HZ�H�9\IL�
.VSKILYN�THJOPUL�HZ�ZV\UK�LTP[[PUN�ZJ\SW[\YL��



0U�[\YU��2LU[YPKNL»Z�JVSSHIVYH[PVUZ�^P[O�.HSPZVU��[OL�KHUJLY�+HKH�4HZPSV��[OL�JVTWVZLY�7OPSPW�4PSSLY�HUK�[OL�]PKLV�THRLY�
*H[OLYPUL�4L`I\YNO�TVYWOLK�PU[V�[OL�WLYMVYTHUJL�WPLJL��9LM\ZL�[OL�/V\Y��

4H[LV�3}WLa�ZH^�[OLT�HSS��/L�[YH]LSSLK�[V�*HTIYPKNL�PU�[OL�<�:��[V�OLHY�[^V�VM�[OL�5VY[VU�3LJ[\YLZ��[V�2HZZLS�MVY�;OL�9L-
M\ZHS�VM�;PTL��HUK�[V�(TZ[LYKHT�MVY�9LM\ZL�[OL�/V\Y��^OLYL�2LU[YPKNL�[YPLK�[V�PU[LYLZ[�3}WLa�PU�WLYMVYTHUJL��7LYMVYTPUN�PU�
W\ISPJ&�0[�^HZU»[�PU�OPZ�+5(��0UZ[LHK��3}WLa�Z\NNLZ[LK�H�KPHSVN\L�PU�KYH^PUNZ��PU�^OPJO�LHJO�HY[PZ[�^V\SK�THRL�H�KYH^PUN�
PU�YLZWVUZL�[V�[OL�V[OLY��HZ�OL�OHK�KVUL�^P[O�[OL�VSKLY��LZ[HISPZOLK�*VSVTIPHU�HY[PZ[�1VZt�(U[VUPV�:\mYLa�3VUKV|V��;OH[�
^HZU»[�X\P[L�^OH[�2LU[YPKNL�OHK�PU�TPUK��

¸7YLZ\THIS`�[OL�PU[LYLZ[PUN�[OPUN�VM�ILPUN�H�WYV[tNt�PU�[OPZ�WYVNYHTTL�PZ�[OH[�`V\�^HU[�ZVTL[OPUN�[V�L_WHUK��^HU[�UL^�
[OV\NO[Z�HUK�UL^�^H`Z�VM�^VYRPUN�¹�OL�ZH`Z��0U�[OL�LUK�[OL`�HNYLLK�[OH[�PU�5V]LTILY�3}WLa�^V\SK�ZWLUK�H�Z\IZ[HU[PHS�
JO\UR�VM�[PTL�^VYRPUN�PU�1VOHUULZI\YN��

In the meantime, López, who was accustomed to working alone, pondered the bustle and stimulation of collaboration that 
OL»K�^P[ULZZLK�PU�2LU[YPKNL»Z�Z[\KPV��-VY�2LU[YPKNL��[OL�LHZ`�HJJLZZ�[V�WYV]VJH[P]L�HY[PZ[Z�MYVT�KPMMLYLU[�KPZJPWSPULZ�^HZ�
H�]LY`�NVVK�YLHZVU�[V�YLTHPU�PU�1VOHUULZI\YN��UV�TH[[LY�OPZ�PU[LYUH[PVUHS�KLTHUK��0U�2LU[YPKNL»Z�L_HTWSL��3}WLa�MV\UK�
]LYPÄJH[PVU�VM�OPZ�V^U�JOVPJL�[V�Z[H`�OVTL�PU�*VSVTIPH��^OPJO�ZOHYLZ�^P[O�:V\[O�(MYPJH�H�]PVSLU[�OPZ[VY �̀�¸)V[O�>PSSPHT�HUK�
0�HYL�JVTPUN�MYVT�JVUÅPJ[LK�ZVJPHS�ZP[\H[PVUZ�¹�OL�ZH`Z��3}WLa�KVLZ�UV[�^HU[�[V�JVUMYVU[�OPZ�OPZ[VY`�OLHK�VU�HZ�[OL�NLULYH-
tion before him did, but it is there underneath, informing both the subject and the possibilities of his work. In London, he 
OHK�ILLU�\UHISL�[V�ÄUK�H�^H[JOTHRLY�JHWHISL�VM�KL]PZPUN�H�TLJOHUPZT�MVY�OPZ�WHWLY�^H[JO�[OH[�^V\SK�Y\U�IHJR^HYKZ��
[V\JOPUN�VU�OPZ�[OLTLZ�VM�TLTVY`�HUK�[PTL��VM�¸NVPUN�IHJR^HYKZ¹��5V�WYVISLT�MVY�^H[JOTHRLYZ�PU�)VNV[m��^OLYL�L]LY`-
VUL�PZ�HJJ\Z[VTLK�[V�THRPUN�KV��[OYV\NO�\WOLH]HSZ�HUK�KLWYP]H[PVUZ��¸>L�HYL�]LY`�\ZLK�[V�PTWYV]PZPUN�¹�OL�UV[LZ��

(�ML^�TVU[OZ�PU[V�OPZ�TLU[VYPUN�`LHY�^P[O�2LU[YPKNL��3}WLa�JVTWSL[LK�(]LUPKH�7YPTH]LYH��*HZH�5V����HU�PUZ[HSSH[PVU�VM�
YVVTZ�JVUJLP]LK�HZ�H�^HSR�PU�IVVR�VM�VM[LU�[OYLL�KPTLUZPVUHS�KYH^PUNZ��;HRPUN�H�OPU[�MYVT�[OL�Z[\KPV�WYHJ[PJL�VM�OPZ�9VSL_�
TLU[VY��OL�ZV\NO[�V\[�JVSSHIVYH[VYZ�MVY�L_WLYPTLU[Z�PU�ZV\UK��HTIPLU[�UVPZL�MYVT�OPZ�J\YYLU[�HWHY[TLU[��HUK�ZTLSS��[OL�
WLYM\TL�VM�VSK�WHWLY���¸;HSRPUN�^P[O�>PSSPHT�PUÅ\LUJLK�[OL�^OVSL�L_OPIP[PVU�¹�OL�ZH`Z��

>OLU�OL�ZLU[�2LU[YPKNL�WOV[VNYHWOZ�VM�[OL�PUZ[HSSH[PVU��OL�YLJLP]LK�H�WVL[PJ�JYP[PX\L�HUK�HSZV�[OL�VIZLY]H[PVU�[OH[�[OLZL�
rooms suggested the setting for a performance. 

A delicate dance

;OLU��ILNPUUPUN�PU�5V]LTILY��MVY�ULHYS`�H�TVU[O�HUK�H�OHSM��3}WLa�TV]LK�PU[V�2LU[YPKNL»Z�1VOHUULZI\YN�Z[\KPV��+\YPUN�
[OL�ÄYZ[�^LLR��2LU[YPKNL�PU[YVK\JLK�3}WLa�[V�[LJOUPX\LZ�VM�HUPTH[PVU�HUK�NH]L�OPT�H�Z[HJR�VM�WHNLZ�MYVT�HU�VSK�6_MVYK�
English Dictionary to draw on. Kentridge had his own stack of pages from a duplicate dictionary. Each of them would make 
H\[VIPVNYHWOPJHS�KYH^PUNZ�VM�[OLTZLS]LZ�^HSRPUN��;OLZL�TPNO[�ILJVTL�ZLWHYH[L�ÄSTZ�VY�H�QVPU[�WYVQLJ[��

¸@V\»YL�UV[�ZH`PUN��º/LYL»Z�H�^H`�VM�THRPUN�HU�HUPTH[LK�ÄST»��I\[�[OYV\NO�[OL�HJ[\HS�THRPUN�VM�HU�HUPTH[LK�ÄST�`V\»YL�
[OPURPUN�HIV\[�^OH[�P[�PZ�[V�W\[�`V\YZLSM�PU�[OL�ÄST�¹�2LU[YPKNL�ZH`Z��¸/V^�OHYK�LKNLK�JHU�P[�IL&�0�[OPUR�MVY�4H[LV�P[�^V\SK�
IL�\ZLM\S�[V�KV�ZVTL[OPUN�[OH[»Z�TLZZ �̀�[OH[»Z�SLZZ�WYLJPZL�¹�

0[�PZ�H�KLSPJH[L�KHUJL�MVY�TLU[VY�HUK�WYV[tNt�[V�^VYR�JSVZLS`�[VNL[OLY��I\[�2LU[YPKNL�HUK�OPZ�^PML��[OL�YOL\TH[VSVNPZ[�(UUL�
:[HU^P_��OH]L�HU�HMMHISL�NLULYVZP[`�[OH[�LUJVTWHZZLZ�H�SHYNL�JPYJSL�VM�MYPLUKZ�HUK�MHTPS �̀�2LU[YPKNL�^LU[�[V�NYLH[�SLUN[OZ�[V�
JHYL�MVY�OPZ�`V\UN�Z[\KPV�TH[L��PUJS\KPUN�H�[VW�ZWLLK�JHY�YPKL�[OYV\NO�1VOHUULZI\YN�PU�VYKLY�[V�THRL�P[�[V�[OL�MV\UKY`�PU�
[PTL�MVY�3}WLa�[V�^P[ULZZ�OPZ�ÄYZ[�IYVUaL�JHZ[PUN��

(�^LLR�PU[V�3}WLa»Z�YLZPKLUJ �̀�2LU[YPKNL�^LU[�VMM�VU�[OL�,\YVWLHU�[V\Y�VM�OPZ�9LM\ZL�[OL�/V\Y�WLYMVYTHUJL��3}WLa�Z[H`LK�
PU�[OL�Z[\KPV��THRPUN�KYH^PUN�HM[LY�KYH^PUN��ÄSTPUN�LHJO�]LYZPVU�MYVT�HIV]L��/L�KYL^�OPTZLSM�^HSRPUN��I\[�OL�HSZV�KYL^�
ZX\HYLZ�VM�JVSV\Y��ZJPLU[PÄJ�KPHNYHTZ�VM�OHUKZ��H�JSVJR�^OVZL�U\TILYZ�MHSS�KV^U�PU[V�H�OLHW�HUK�Å`�H^H �̀�/L�[VVR�S\UJO�
^P[O�:[HU^P_�VY�[OL�Z[\KPV�Z[HMM��H[�OVTL�PU�[OL�2LU[YPKNL�RP[JOLU��

6U�H�KHTW�+LJLTILY�HM[LYUVVU�HM[LY�2LU[YPKNL»Z�YL[\YU��[OL�TLU[VY�Z[VWWLK�I`�[OL�[HISL�^OLYL�3}WLa�^HZ�^VYRPUN�`L[�
TVYL�JOHYJVHS�PU[V�H�JSV\K�VM�ZTVRL�[OH[�IPSSV^LK�ILOPUK�OPZ�^HSRPUN�ÄN\YL��

2LU[YPKNL�^H[JOLK�MVY�H�TVTLU[��¸0�^V\SK�RLLW�^VYRPUN!�LYHZL�HUK�HKK�[V�[OL�TLHUPUN��:LL�OV^�MHY�P[�JHU�NV�¹�OL�ZHPK��
¸5V[OPUN�[V�SVZL�¹�



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

¸;OH[»Z�UV[OPUN�¹�2LU[YPKNL�\YNLK��¸:LL�^OH[�OHWWLUZ�PM�P[�HSS�NVLZ�ISHJR��@V\»]L�NV[�P[�PU�H�ULH[�MVYT�UV �̂�;Y`�H�IY\ZO��[OPJR�
charcoal, erasers. Push much, much further.” 

)HJR�PU�OPZ�)VNV[m�Z[\KPV��^P[O�P[Z�^HSSLK�JV\Y[`HYK�HUK�[OL�RP[JOLU�PU�WYVNYLZZ��[V�^OPJO�OL�OVWLZ�[V�S\YL�V[OLY�RPUKZ�
of artists and artisans, López sat at his own drawing table, making precise plans and diagrams of the paper combs and 
KPZOLZ��[OL�SV\UNL�JOHPYZ�HUK�SHTWZ�^P[O�^OPJO�OL�^PSS�M\YUPZO�*HZH�+PZVYPLU[HKH��H�ÅVH[PUN�OV\ZL�[OH[�PZ�H�JVSSHIVYH[PVU�
^P[O�[OL�HYJOP[LJ[�3\JHZ�6ILYSHLUKLY�MVY�(Y[�)HZLS�PU�������

¸0�\UKLYZ[HUK�^OH[�>PSSPHT�^HZ�Z\NNLZ[PUN��I\[�P[»Z�TVYL�HIV\[�[OL�WYVJLZZ�[OHU�[OL�ÄUHS�YLZ\S[��0[»Z�HIV\[�[HRPUN�TL�V\[�VM�
T`�JVTMVY[�aVUL�¹�3}WLa�ZHPK��¸0�JHU�IL�TLZZ`�^OLU�0»T�^VYRPUN��I\[�P[»Z�UV[�TL��>OH[�0�\UKLYZ[HUK�MYVT�V\Y�JVU]LYZH-
[PVUZ�PZ�[OH[�0�JV\SK�[Y`�UV[�[V�JVU[YVS�[OPUNZ�[VV�T\JO��[Y`�[V�JYLH[L�ZVTL[OPUN�MYVT�JOHVZ��;OH[�PZ�PU[LYLZ[PUN�¹�

4LZZ`�KYH^PUN�TH`�UV[�IL�PU�[OL�+5(�VM�4H[LV�3}WLa��I\[�P[�PZ�WVZZPISL��HM[LY�HSS��[OH[�WLYMVYTHUJL�PZ��>VYRPUN�^P[O�JVS-
SHIVYH[VYZ��OL»Z�ILLU�PTWYV]PZPUN�H�WLYMVYTHUJL�WPLJL��0[»Z�JLU[YLK�VU�OPZ�JVSSLJ[PVU�VM�ZHSZH�]PU`SZ��T\ZPJHS�L]PKLUJL�VM�[OL�
OPZ[VYPJHS�HUK�YHJPHS�JVUULJ[PVUZ�IL[^LLU�*VSVTIPH�HUK�:V\[O�(MYPJH��;OLYL»Z�]PKLV�PU�[OL�WLYMVYTHUJL��HSZV�HUPTH[PVU��
4VZ[�VM�HSS��[OLYL»Z�4H[LV�3}WLa��V\[�[OLYL�PU�W\ISPJ��THRPUN�TLHUPUN�

(TLP�>HSSHJO�PZ�H�5L^�@VYR�IHZLK�HY[Z�^YP[LY�HUK�ÄST�THRLY��:OL�PZ�WYLZPKLU[�LTLYP[\Z�VM�[OL�<�:��JOHW[LY�VM�(0*(��(Z-
ZVJPH[PVU�0U[LYUH[PVUHSL�KLZ�*YP[PX\LZ�K»(Y[��



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 
ZMVLMZQVO� \PM� WZLQVIZa� WJRMK\[� PM� MVKW]V\MZML� QV� XZMKQ[M� LM\IQT�� 1V� I� KW]V\Za� [\ZM[[ML� Ja� KWV[\IV\� KWVÆQK\�
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

<PM�8I]T�2��;IKP[�,ZI_QVO[�/ITTMZQM[��\PQZL�ÆWWZ



Mateo López.Casi un Objeto

While looking through my sketchbooks I came across a series of drawings, annotations and objects. !e 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 o"ers 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– a#er a visit to the gallery. I imagined this site-speci$c piece as a 
spatial drawing. I had done this in a way in my sketchbook, crossing over onto two pages. By taking the measurements of the tread 
and riser (25 x 20 cm) at a 90 degree angle and repeating the pattern, the stairs could go on inde$nitely.

Nearby, the series Spatial Drawings, No. 2 shows an organically formed automated pencil hovering in the air. !e 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 %oor. !is fragmented 
drawing represents my apartment in Bogota. It is a full scale architect’s plan of the apartment, totaling 55 square meters. 

!e graphite rock is a drawing. 

!e series of drawings titled A4 are inspired by the technical drawing I did when I studied architecture. !e 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. !e Dra#sman’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: !e Broken Down A4 Sheet, the same 
format used for the series of drawings A4, Paper Compass, Folded Book, Drop and Apple. !e 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 $xation with folding and joining points. !is 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. !is matrix 
gives way to the series Paper Poems. (Dimensions vary.) Every so o#en I decide to use this font to write down sentences or words 
that I record in my notebooks. On this occasion, it says: !ings are never what they seem. 
            Mateo López. 2013
            

CASI UN OBJETO/ALMOST AN OBJECT

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



/Ŷ� ƚŚĞ� ŚĂŶĚƐ� ŽĨ� ƚŚĞ� ǇŽƵŶŐ� �ŽůŽŵďŝĂŶ� ĂƌƟƐƚ�DĂƚĞŽ� >ŽƉĞǌ͕� ĚƌĂǁŝŶŐ� ŝƐ�ŵŽƌĞ� ƚŚĂŶ� Ă�ŵĞĚŝƵŵ͗� ŝƚ� ŝƐ� Ă�
ǁĂǇ�ŽĨ�ƵŶĚĞƌƐƚĂŶĚŝŶŐ�ĂŶĚ͕� ŝŶĚĞĞĚ͕� ŝŶŚĂďŝƟŶŐ� ƚŚĞ�ǁŽƌůĚ͘�tŚŝĐŚ� ŝƐ� ƚŽ� ƐĂǇ�ŶŽƚ�ŽŶůǇ� ƚŚĂƚ�ǁĞ� ĐŽŵĞ� ƚŽ�
ƵŶĚĞƌƐƚĂŶĚ�ƚŚĞ�ǁŽƌůĚ�ďǇ�ĚĞƉŝĐƟŶŐ� ŝƚ͕�ďƵƚ�ĂůƐŽ� ƚŚĂƚ͕� ĨŽƌ� ƚŚĞ�ĂƌƟƐƚ͕� ƚŚĞ�ǁŽƌůĚ�ĐĂŶ�ďĞ�ƐĞĞŶ�ĂƐ� ŝƚƐ�ŽǁŶ�
ŬŝŶĚ�ŽĨ�ĚƌĂǁŝŶŐ͕�ǁŚĞƌĞ�ĚƌĂǁŝŶŐ�ŝŶĚŝĐĂƚĞƐ�ƚŚĞ�ƉůĂŶŶŝŶŐ͕�ĚĞƐŝŐŶ�ĂŶĚ�ĐŽŶĐĞƉƚƵĂůŝǌĂƟŽŶ�ƚŚĂƚ�ƚĂŬĞƐ�ƉůĂĐĞ�
ƉƌŝŽƌ� ƚŽ�Ă�ƚŚŝŶŐ Ɛ͛�ĐŽŵƉůĞƟŽŶ͘��ĐĐŽƌĚŝŶŐ�ƚŽ�>ŽƉĞǌ͕� ŝĨ�ǁĞ�ǀŝĞǁ�ƚŚĞ�ǁŽƌůĚ�ĂƐ�Ă�ĚƌĂǁŝŶŐ�ƚŚĂƚ�ƐƵƌƌŽƵŶĚƐ�
ƵƐ�Ͳ�͚Ă�ďƵŝůĚŝŶŐ�ǁĂƐ�Ă�ĚƌĂǁŝŶŐ�Ăƚ�ƐŽŵĞ�ƉŽŝŶƚ͕�ƚŚĂƚ�ĂŝƌĐƌĂŌ�/�ŚĞĂƌ�ĐƌŽƐƐŝŶŐ�ƚŚĞ�ƐŬǇ͕ �ƚŚĞ�ƉůĂŶ�ŽĨ�ƚŚŝƐ�ĐŝƚǇ͛�
ͲǁĞ�ŵƵƐƚ�ĂůƐŽ�ƵŶĚĞƌƐƚĂŶĚ�ƚŚĂƚ�͚ĂŶ�ŝŵĂŐĞ�ŝƐ�ŶŽƚ�ŇĂƚ͖�ŝƚ�ŝƐ�ĂŶ�ĂƚŵŽƐƉŚĞƌĞ͕�ŝƚ�ĐŽŶƚĂŝŶƐ�ƟŵĞ�ĂŶĚ�ƐƉĂĐĞ͛͘ �

/Ŷ�>ŽƉĞǌ Ɛ͛�ǁŽƌŬ͕�ƚŚŝƐ�ƚƌĂŶƐůĂƚĞƐ�ƚŽ�Ă�ƉƌĞŽĐĐƵƉĂƟŽŶ�ǁŝƚŚ�ƚŚĞ�ŵƵůƟͲĚŝŵĞŶƐŝŽŶĂů�ƉŽƐƐŝďŝůŝƟĞƐ�ĨŽƌ�ĚƌĂǁŝŶŐ�ŽŶ�
ďŽƚŚ�Ă�ůŝƚĞƌĂů�ĂŶĚ�ĐŽŶĐĞƉƚƵĂů�ůĞǀĞů͘�,Ğ�ďĞŐĂŶ�ŚŝƐ�ƉŽƐƚͲĂƌƚͲƐĐŚŽŽů�ĐĂƌĞĞƌ�ŝŶ��ŽŐŽƚĂ�ĂƐ�Ă�ƚĞĐŚŶŝĐĂů�ĚƌĂƵŐŚƚƐŵĂŶ�
ĨŽƌ�ůŽĐĂů�ŵĂŐĂǌŝŶĞƐ�ǁŚŝůĞ�ĂůƐŽ�ŵĂŝŶƚĂŝŶŝŶŐ�Ă�ƐƚĂŶĚĂƌĚ�ƐƚƵĚŝŽ�ƉƌĂĐƟĐĞ͘�,ŝƐ�ĂƌƟƐƟĐ�ďƌĞĂŬƚŚƌŽƵŐŚ�ĐĂŵĞ�ŝŶ�
ϮϬϬϲ�Ăƚ�ĂŶ�ĞǆŚŝďŝƟŽŶ�Ăƚ�'ĂůĞƌŝĂ��ĂƐĂƐ�ZŝĞŐŶĞƌ�ŝŶ�ǁŚŝĐŚ�ŚĞ�ĞƐƚĂďůŝƐŚĞĚ�ŚŝƐ�ƐƚƵĚŝŽ�ŝŶ�ƚŚĞ�ŐĂůůĞƌǇ�ƚŚƌŽƵŐŚŽƵƚ�
ƚŚĞ�ĚƵƌĂƟŽŶ�ŽĨ�ƚŚĞ�ƐŚŽǁ�ĂŶĚ�ƐĞƚ�ĂďŽƵƚ�ƉĂŝŶƐƚĂŬŝŶŐůǇ�ƌĞĐŽŶƐƚƌƵĐƟŶŐ�ƚŚĞ�ƚŽŽůƐ�ĂŶĚ�ŵĂƚĞƌŝĂůƐ�ŽĨ�ŚŝƐ�ĐƌĂŌ͘�
/Ŷ�ƐŽŵĞ�ĐĂƐĞƐ�ƚŚĞ�ƚƌĂŶƐůĂƟŽŶ�ǁĂƐ�ŵŝŶŝŵĂů͗�ĨŽƌ�ĞǆĂŵƉůĞ͕�ĚƌĂǁŶ�ƐŚĞĞƚƐ�ŽĨ�ůŝŶĞĚ�ƉĂƉĞƌ�ŶĞĂƌůǇ�ŝĚĞŶƟĐĂů�ƚŽ�
ƚŚĞŝƌ�ƚǁŽͲĚŝŵĞŶƐŝŽŶĂů�ŽƌŝŐŝŶĂůƐ͘�:ŽŝŶŝŶŐ�ƚŚĞƐĞ�ĨĂĐƐŝŵŝůĞƐ�ǁĞƌĞ�ƚŚƌĞĞĚŝŵĞŶƐŝŽŶĂů�ĚƌĂǁŝŶŐƐ�ŽĨ�ϯ��ŽďũĞĐƚƐ�
ŵĂĚĞ�ďǇ�ƐŬĞƚĐŚŝŶŐ�ĂŶĚ�ĨŽůĚŝŶŐ�ƚŽ�ĐƌĞĂƚĞ�ƚƌŽŵƉĞ�ů͛ŽĞŝů�ƉĂƉĞƌ�ƐĐƵůƉƚƵƌĞƐ�ͲůŝŬĞ�Ă�ďŽǆ�ĨŽƌ�ďůĂĐŬ�ŝŶŬ�ŵĂĚĞ�
ǁŝƚŚ�ƚŚĞ�ƐĂŵĞ�ŝŶŬ�ƚŚĂƚ�ƚŚĞ�ŽƌŝŐŝŶĂů�ďŽǆ�ĐŽŶƚĂŝŶĞĚ͘�>ŽƉĞǌ�ƌĞƉƌŽĚƵĐĞĚ�ĞĂĐŚ�ŽďũĞĐƚ�ĂƐ�ŝƚ�ǁĂƐ�ƐŽůĚ͕�ƚŚĞƌĞďǇ�
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Vitamin D2: New Perspective in Drawing, Phaidon Press: London. May 21, 2013, 180-81.
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Mateo López.Casi un Objeto

While looking through my sketchbooks I came across a series of drawings, annotations and objects. !e 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 o"ers 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– a#er a visit to the gallery. I imagined this site-speci$c piece as a 
spatial drawing. I had done this in a way in my sketchbook, crossing over onto two pages. By taking the measurements of the tread 
and riser (25 x 20 cm) at a 90 degree angle and repeating the pattern, the stairs could go on inde$nitely.

Nearby, the series Spatial Drawings, No. 2 shows an organically formed automated pencil hovering in the air. !e 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 %oor. !is fragmented 
drawing represents my apartment in Bogota. It is a full scale architect’s plan of the apartment, totaling 55 square meters. 

!e graphite rock is a drawing. 

!e series of drawings titled A4 are inspired by the technical drawing I did when I studied architecture. !e 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. !e Dra#sman’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: !e Broken Down A4 Sheet, the same 
format used for the series of drawings A4, Paper Compass, Folded Book, Drop and Apple. !e 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 $xation with folding and joining points. !is 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. !is matrix 
gives way to the series Paper Poems. (Dimensions vary.) Every so o#en I decide to use this font to write down sentences or words 
that I record in my notebooks. On this occasion, it says: !ings are never what they seem. 
            Mateo López. 2013
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FOR IMMEDIATE RELEASE:
ROTARY CONNECTION

Organized by Loring Randolph
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Julia Dault (b. 1977, Toronto, Canada)
Jose Dávila (b. 1974, Guadalajara, Mexico) Jason Dodge (b. 1969, Newton, PA)
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Liam Gillick (b. 1964, Aylesbury, UK) 
Andrew Kuo (b. 1977, New York, NY) 
Mateo López (b. 1978, Bogota, Colombia) 
Benoit Maîre (b. 1978, Pessac, France) 
Arthur Ou (b. 1974, Taipei, Taiwan)
Marlo Pascual (b. 1972, Nashville, TN) 
Pietro Roccasalva (b. 1970, Modica, Italy)

EXHIBITION DATES: JANUARY 5 – FEBRUARY 11, 2012 
OPENING: THURSDAY, JANUARY 5, 6:00-8:00PM

Casey Kaplan is pleased to inaugurate 2012 with a group exhibition, Rotary Connection, organized by the gallery’s direc-
tor, Loring Randolph. The exhibition brings together 13 artists who, despite different approaches, all challenge conventional 
models of artistic processes. A web of interwoven art historical references and ideologies connects the sculptures, paint-
ings, and images on view in an installation that aspires to incite multi-disciplinary discussions with varied readings relating to 
[OLTLZ�Z\JO�HZ!�[OL�KPZWSHJLTLU[�VM�[OL�ÄN\YL�HUK�[OL�Z\IQLJ[��[OL�WOLUVTLUVSVN`�VM�[OL�]PL^LY��HUK�[OL�KLJVUZ[Y\J[PVU�VM�
systems. In Rotary Connection, what is visible is as important as what is unseen.

Étienne Chambaud’s two sculptures are objects that have been formed and deformed through subversive acts, emphasiz-
ing the fragile balance of context, representation, and meaning. Objets Rédimé (les livres), 2010, consists of three cast glass 
IVVRZ�[OH[�OH]L�ILLU�KYVWWLK�[V�[OLPY�KLTPZL�MYVT�[OL�NHSSLY`»Z�JLPSPUN�[V�[OL�ÅVVY�VM�[OL�L_OPIP[PVU�ZWHJL��« Atlas, », 2011, 
WYLZLU[Z�H�MV\UK�H[SHZ�^P[O�OVSLZ�J\[�PU[V�P[Z�WHNLZ��KPZWSH`LK�H[�P[Z�JLU[LY��HUK�SL]LSLK�ÅH[�YLZ[PUN�VU�H�WSPU[O��;OL�YLTHPUPUN�
object confuses and combines political and geographical boundaries.

Isabelle Cornaro’s practice begins with documents and archives belonging to history and culture. Utilizing these images and 
documents as a framework, Cornaro creates, through various processes and mediums, artworks that question and decon-
struct the systems of representation that these sources denote (of objects, life, architecture, and nature). Based on historical 
images of landscaped gardens the exhibition presents three drawings created from wisps of hair and cut paper, plus an ethe-
real spray painting, entitled, Of Cinematic, 2011, where nuances of compositions in Impressionist paintings have been rapidly 
captured.

Julia Dault’s artworks harness the limitations and the contingencies of gesture, time, and material, as their subject matter. 
Dault’s most recent sculptures consist of draped, un-stretched paintings that layer vinyl, pleather, and other materials of cos-
tume and display. While taut, Dault scrapes through previously applied layers of paint with a simple toothed tool to reveal both 
ZPUN\SHY�HUK�YLWL[P[P]L�NLZ[\YLZ��HKKP[PVUHSS`�L_WVZPUN�TL[HSSPJ��YLÅLJ[P]L��[YHUZWHYLU[�VY�]PIYHU[S`�JVSVYLK�\UKLY�Z\YMHJLZ�

Jose Dávila takes simple industrial, building materials with appropriated images as his medium to create artworks that 
contest the inherent qualities of modern architecture and other constructed spaces. In, Topology of Memory, 2011, Dávila 
has removed famous artworks from their surroundings, exposing the interior and exterior sites as the subjects. Mirage No. 
2, 2011, is reminiscent of a number of past artworks, including Kazimir Malevich’s White on White from 1918. However, in 
Dávila’s case, the wall acts as the canvas within a series of receding vinyl outlined frames, as panes of glass slip out of place 
to create an illusion of form.



A copper bell hangs in the third gallery with no clapper inside it to ring. The only time it sang out was when attached to the 
end of the broom of chimney sweep, Jonas Vytas Keršys while he cleared ash and soot from chimneys in Vilnius, Lithuania. 
This past journey and the bell’s sound are now an imagined occurrence – immortalized in the mind - by all who see its shell. 
Jason Dodge’s displaced objects tell a story of their history as evidence of a transformation that has already taken place 
through Dodge’s own actions and those of others.

Ryan Gander’s art tells a story in hopes of activating the viewer’s imagination, directing them to begin to remember or to 
TPZYLTLTILY�OPZ[VY`�PU�VYKLY�[V�JYLH[L�H�UL^�¸M\[\YL�OPZ[VY`¹�VM�HY[��4\S[PWSL�ÄJ[PVUHS�JOHYHJ[LYZ�HUK�WLYZVUHZ��WYVJLZZLZ��
subject matters, and media, function within a system of production that Gander has created where the spectator must believe 
[OH[�[OL�^VYSK�PZ�H�JVUZ[Y\J[LK�YLHSP[ �̀�VUL�^OLYL�HU`[OPUN�JHU�IL�[Y\L��(U�L_OPIP[PVU�WVZ[LY�MVY�H�ÄJ[P[PV\Z�ZOV^�LU[P[SLK�¸@V\�
ULLK�[V�ZLL�[OPZ�ILH\[`�IYVRLU�KV^U¹�HUK�H�MYHNTLU[LK�OPZ[VYPJHS�PJVU�KPYLJ[�[OL�]PL^LY�[V�ÄSS�PU�[OL�NHWZ�

In the late 1990s, Liam Gillick created an artwork consisting of a set of instructions to paint swatches on a wall to try to 
replicate the color of coca-cola, challenging the instructed person to re-examine their relationship to architecture, as well as 
the relationship of art production to social and economic structures. Three drawings in the exhibition are presented in the 
three rooms of the gallery, and show Gillick’s own graded attempts, Tango colored conference room, Pepsi colored foyer and 
Seven-up colored lobby, that additionally comment on the implications of the aesthetics in these structured places of tempo-
ral occupation.

>OH[�PM�[OPZ�N\`�^HZ�H�ÄNTLU[�VM�T`�PTHNPUH[PVU, 2011, Andrew Kuo’s�WHPU[PUN��X\HU[PÄLZ�[OL�UVUYLWYLZLU[H[PVUHS�¶�
thoughts and emotions – in a mimetic relationship between text and image. Typical of his diagrammatic paintings that draw on 
[OL�SHUN\HNL�VM�PUMV�NYHWOPJ�PTHNLZ��[OL�^VYR�JVU[HPUZ�ÄLSKZ�VM�JVSVY�[OH[�HIZ[YHJ[�H�KLWPJ[PVU�VM�H�����KLNYLL�IVVR�OV]LY-
ing above a corresponding key. While it points towards modernist geometric abstraction, Kuo’s work is imbued with a unique 
complexity as it functions to document his daily life and oscillations of his psyche.

In many of his works, Mateo López creates sculpture from drawings, and then uses drawing as a means, a process, and an 
investigation into the narrative. Sometimes the work contains studio-like scenarios, often functioning to blur the line between 
production and display. By creating a system of lines on uniform rectangles of paper and creasing these lines, López delin-
eates a 3-dimensional typography out of paper. His Paper Poems unfold on two shelves, changing daily over the course of 
the exhibition. Day 15 reads: “Time has” on the upper shelf, and “beaten us again” below.

Benoit Maîre’s�WYHJ[PJL�PZ�YVV[LK�PU�WOPSVZVWO`�HUK�[OLVY �̀�/PZ�WHPU[PUNZ��PUZ[HSSH[PVUZ��HUK�ÄSTZ�HPT�[V�JYLH[L�UL^�Z`Z[LTZ�
of aesthetics through an investigation of whether an image (or an object) can be a concept and the distance that exists be-
tween the visual and the textual. In the exhibition, all three sculptures function around themes of the gaze. A bronze head of 
[OL�4LK\ZH�MHJLZ�OLY�VWWVZPUN�YLÅLJ[PVU��(SILY[V�.PHJVTL[[P»Z�5VZL��� ����JHZ[�� �����PZ�WVPZLK�VU�H�[YPWVK�HZ�H�JHTLYH��
and a new sculpture, conjugaison du 16 novembre 2011: la question d'amie, is a vitrine with objects and images positioned 
[V�IL�L_WLYPLUJLK�I`�[OL�]PL^LY�MYVT�H�ZWLJPÄJ�]HU[HNL�WVPU[�

Arthur Ou’s oeuvre includes photography, sculpture, and installation. His practice is engaged with questions of modernism, 
historiography, and documentation and their roles within visual culture. The four photographs on view, Primer 1 – 4, 2011, 
HZZPTPSH[L�[^V�KPMMLYLU[�PTHNLZ�HUK�Z\IQLJ[Z��SHUKZJHWL��HUK�Z[\KPV�WOV[VNYHWO �̀�VU[V�VUL�WSHUL�PU�ÄST�[OYV\NO�KV\ISL�L_WV-
sures on a single negative. In this collapsed space, wire sculptures draw gestural lines over rock face expanses.

Over the past few years, Marlo Pascual has investigated the malleability of the photograph as physical material. In a recent 
ZLYPLZ��7HZJ\HS�ZJHSLZ�HUK�YLWYPU[Z�MV\UK�PTHNLZ�VM�WLYMVYTLYZ�VU�^H[LYJVSVY�WHWLY��HUK�[OLU�MVSKZ�[OL�WHWLY�H[�ZWLJPÄJ�
WVPU[Z�[V�KPZ[VY[�[OL�PTHNL��7HZJ\HS»Z�SH[LZ[�PTHNL�VM�H�^VTHU�Z[HUKPUN�PU�MYVU[�VM�H�J\Y[HPU�PZ�YLUKLYLK�SPML�ZPaL��[OL�ÄN\YL�
engulfed by the drape of the fabric.

Pietro Roccasalva’s practice includes a wide-range of media such as painting, performance, sculpture and photography, 
that create what the artist calls “situazione d’opera” (“a worksite”), in which images and iconographies circulate in an ongoing 
process that eventually comes back to its departure point: painting and its power of simulacrum. The work in the show be-
longs to a series of white marble pieces titled, Che cosa sono le nuvole (What clouds are), which materialize the artist’s refusal 
to participate in a number of exhibitions. Embedded into a wall, each marble is the size of an A4 sheet of paper and is carved 
^P[O�[OL�KL[HPSZ�VM�[OL�ZOV^��KH[L��]LU\L��SPZ[�VM�HY[PZ[Z�WHY[PJPWH[PUN��[P[SL��HUK�J\YH[VY���;OL�SL[[LYZ�HYL�[OLU�ÄSSLK�^P[O�ISHJR�PUR�
with the exception of Roccasalva's name, which is left indecipherable.





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 

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. 



most accurate definition of drawing, people want to learn it and master 
it.

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. 



Re!ections Around Drawing

IVONNE PINI

!e rethinking of dra"smanship is one of the characteristics of contemporary art. And in that re#ection the issue is not 
only to project it from the standpoint of “expanded dra"smanship” 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. !e 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 between 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.

!us López’s interest in artists like Sol Lewitt and Ramírez Villamizar. Lewitt’s idea of repetition, of a dichotomy between 
conception, opens itself up to creative processes in which exercises of serialized drawing, based on a speci$ed format, rec-
ognize the value of chance. Meanwhile, the practice of drawing as an observation of the organic is signi$cant in the explo-
rations carried out by Ramírez Villamizar on seashells and landscapes. !is aperture to lines of expanded dra"smanship 
does not mean a distance from more traditional conceptions, such as José Antonio Suárez’s, valuing an encounter with the 
masters with a cra" that in its daily practice allows for other ways of approaching the real.



Another name that appears as a point of reference 
in his thought is Bruno Munari’s. !e 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. !e 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 de$ne 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) !e 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. 
!e entire space was $lled 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 
dra"smanship, 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 speci$c context is altered, building poetics that 
never cease to explore the meaning of the idea of 
representation. bringing dra"smanship 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 dra"smanship, 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 speci$c 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. !e 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.

!e artist says that he came across a reference to this instrument while reading David Hockney’s !e 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. !e e%ect is surprising, or at least 
is so basic that it makes us wonder about this digital age, when we ignore how things work. At $rst 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 di&cult. 
!e 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 o"en 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.

!e 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. !e 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 signi$cant 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. !e 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.

!e 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 $ction 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 de$ne a book in its content and form for several months (...) I am interested in the book printed in space, its ideas 
transmitted over time; the book as anecdote that goes from mouth to mouth until it becomes a discourse. (...) I realize that 
I enjoy all kinds of visual languages that o%er in$nite readings, that tran- scend form and become remembrance, paradox, 
relationship, coincidence, anecdote.” (3)

!e 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 signi$cant presence. (4) !ere 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. !e 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 re#ection, in the prologue Mateo López 
invites viewers to have “the end of my dri" 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 dra"smanship, the paper or cardboard on 
which they are made; once again, the experience of the simulacrum of 
representation.

And the $ction 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 in#uence 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 di%erent parts used the same resource to analyze their Brazilian 
experience.

Traveling through the city, Mateo López discovered one of São Paulo’s $rst cra"s stores. It was named Hilsco. He found 
special kinds of drawing instruments: they sold very traditional tools, forms hat connected to the past. His fascination 
with the store made him think of building a space based on that reference. When he went back to take photographs in 
order to record the features of the site, he found a notice that it was “closed for remodeling.” !is unexpected circumstance 
didn’t stop him from making a replica of the objects based on his memory, but with one variation: he altered the original 
models and, working on the basis of the store’s inventory, created rulers with waves. !e question came up: What would 
happen if that modi$ed instrument were to be used to create architectural plans? In parallel to his work on these projects, 
López started to process a di%er- 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. !e proposal involves traversing the 
country’s railroad network, includ- ing both those still in operation and those that no longer work. As López explains, 
“!e exercise includes dri", encounter, and collecting, and is not recorded on a speci$c 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.



!is 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.

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

a speci$c 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.

!is 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 a&nity for drawing 
and print-making, media he uses to create re$ned images that take no more than one small sheet of paper, al- lows him to build a complex and dis-
similar 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.
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Mateo López
KBK Arte Contemporaneo

A modest Colombian shoemaker makes his way north to Mexico City some time in 2007. A!er wandering 
through the most populous city in Latin America, He "nally 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 gentri"cation. ( Just a few blocks away, a new branch of the Soumaya Mu-
seum, owned by the Mexican tycoon Carlos Slim, and a satellite venue for the Jumex Collection are both under 
development.) #e shoebox is in fact a replica of Mateo Lopez’ Portable Workshop #25 (2007), a fully equipped 
studio (including a camera lucida) that "tted on the artist’s 1994 Vespa scooter, a vehicle sturdy enough to trans-
port him over the rough roads of Latin America earlier this year, all the while making dibujitos: small or un-
important 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 camp-
ing tent: inside are a folding campbed covered with a sleeping-bag, a simple chair with le!-over breakfast on 
it, a plain white shirt hanging from a wall, a useless LP $oating next to a pillow, and a prominent desk that "lls 
over two-thirds of the space. #e 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 un"nished pair of shoes. #e 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, care-
fully drawn and coloured. #ey "nd their echo in the two-dimensional drawings that replicate the same objects 
from di%erent point of view and which hang in the gallery, oth inside and outside the box.

In 2006, for his "rst 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 a!er the other. #is 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 draw-
ings 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- a!er 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. #e self-consciously naive narrative of a Colombian shoemaker "nding success in 
the complicated spiral of the current Mexican art world also addresses the very meanings of art.

08/01/2008



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 re$ectred in a distored mirror ( there is something magi-
cal that reminds us of Lewis Carroll’s displacement 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 looking for secrets to write about 
when actually one "nds nothing but plain, simple and neat images on the $at surface of the graph paper.

#e title of Lopez’ Sleeping Box serves as a multivalenr pun on the attempt to make art at a ‘post-Conceptual 
moment’. As the Spanish 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. Orozco’s 
Empty Shoebox, which did not even have a ‘real’title’, theatricality $attened 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 oth-
er 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

Debroise, Olivier, “Mateo López: KBK Arte Contemporáneo,” Frieze, August 1, 2008. Online.
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