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iuglngf wmud, breast (Rosa Alptraum), 2019, handblown glass, resin, aluminum hardware, 10 x 7
% ;

There are breasts, and then there are tits. With their supple glass curves and
pointy resin nipples, the pair hanging temptingly on the wall here were
definitely tits. The pinky-beige breast (Rosa Alptraum) and her deep-red
sister breast (tamarind) (all works 2019) were convineingly smooth and
perky, just begging for an illicit feel. Confronted by Nevine Mahmoud’s
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sculptures of fragmented erogenous zones, I sensed the conflation of two
prohibitions: the taboo against touching an artwork in a gallery, and that of
touching a stranger’s body. Both can be tempting; both must be resisted. I
must not stroke the velvety, white-marble bottom tear: a spherical, human-
size, butt-shaped peach with giant blue-glass drop emerging from the top. 1
must not run my finger along the fleshy folds of the orangey-pink glass bust
(phantom Li). A final sculpture, carved slide, was a curved chair-size marble
slab that seemed to lie on its side atop colorful Formica floorboards, as if

waiting for somebody to curl up and spoon it.

The five works in Mahmoud's exhibition “belly room” were not so much
sculptures as come-ons, daring us to make the first move. There I was,
staring stupidly at a pair of perfect champagne coupe breasts positioned at
eye level, like some shameless creep. I studied the delicate nipple detailing,
and the gentle fleshy curves molded around the smooth aluminum bracket
attaching each hoob edge to the wall. Next, I was crouching down to
scrutinize the delicate crack down bottom tear, inspecting all round to
confirm the fruit’s 360-degree perfection. Anywhere outside an art gallery,
the police would've been called. Alone and unobserved in the tiny space,
amid a bevy of carefully arranged body parts as delicious and succulent as
hard candy, did I dare reach out my hand and cop a feel of the high-polish
glass and shapely marble?

“Belly room” was marvelously obscene, a masturbator’s paradise. Even the
checklist, with its suggestive references to “handblown” glass, “Italian” or
“Argentine” marble, and assorted “hardware,” began to read like a coded
brothel menu, a sensation not impeded by the gallery’s soft-porn double-
entendre name, Soft Opening, stamped teasingly at the top. The London-
born, Los Angeles—based Mahmoud has described her delight in working
with labor-intensive materials and achieving her hyper-glossy finishes
through “repeated touching and sanding and stroking.” So only the maker
gets to fondle this provocative art! This show was like an orgy for one: the
artist. The rest of us were left to our own frustrations, imagining the physical
sensation of surfaces so alive they seemed to lightly perspire. I could imagine
a collector buying one just for the perverse pleasure of stroking it whenever
she pleases.
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Mahmoud cites Louise Bourgeois as an influence, and the connection with
the late French-American sculptor’s polished, disembodied body parts is
evident. Bourgeois's Sleep IT, 1967, is a giant carved marble phallus set on
two massive rough timbers, like a bone-dry penis tower attempting to raise
itself off the floor, symbolic of deflated patriarchy. In contrast, Mahmoud’s
seemingly drenched, life-size sculptures were not going for symbolism. Each
braless wall tit was realistically meaty, about the size and color of a roast—a
pink slab of ham on the left, a bloodred cut of beef on the right. Other works
appeared subjected to gravity, from the drooping silky bulges of bust
{(phantom Li) to the glass apparently seeping out of bottom tear to the
toppled carved slide. Mahmoud’s living sculptures create unexpectedly
intimate encounters, like accidentally brushing against a stranger’s sweaty
skin in a club, complete with the unspoken anonymous frisson. Sometimes a

peach is just a peach, but not here.
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Fantasy, femininity, fairytales: Nevine Mahmoud’s
alluring sculptures at Soft Opening

Opening alongside Frieze Week 2022, Nevine Mahmoud’s new show at Soft

Opening, London, is a nuanced exploration of croticism, mychology and

cultural assumptions of femininity

Mesvine Mahrmood Seae, she, 2022 Portuguese pink markde, Turkish Svec markle, Cowrfesy S atist 2o
(=) -

o

Lioaft Dpeniig, Landor

evine Mahmoud’s alluring sculptures are a play of opposites. The smooth
surfaces of giant peaches, lips and, most recently, deer invite touch. At the
same time, they are hard, crafted in materials such as marble and glass. They
hold the dual properties of coldness and warmth; fragility and sturdiness;

eroticism and innocence.

These conflicts speak to what it feels like to reside within a sexualised body. There are
usually unmissable nods to the female form in the British artist’s sculptures, but for
her new exhibition ‘In Mass and Feeling’ at Soft Opening in east London - opening
alongside Frieze Week 2022 - she takes a step away from such direct references to the
body.

In place of dripping wet fruits and suggestive doughnuts, she has cast Little Tykes
plastic toy cottages, a tricycle, and a deer in marble. The light blue and pink cottage
doors riff on her previous show, ‘Foreplay II’ at M+B Doheny in Los Angeles, where
life-sized playground structures were combined with huge tongue slides and swinging

breasts.
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thought about betore with the body in rerms of orihces, lips and mouchs; hales and

cleavages, she tells me. ‘Tt felt like another formal way of thinking about thar idea’

There is something discomforting about the cottage doors standing alone, leading
nowhere, casts of plastic forms that mimic something else. They call to mind the
stone houses of witches and gnomes in fairytales. The viewer’s imagination is allowed
to fill in the blanks. “The inside is carved like padding, Mahmoud tells me. ‘The
shutters have a crisscross effect like a romantic barn. These things are signifiers of
fantasy. They are domestic, mythological; they hint at man and nature. But they’re so

reduced’

The decr appears to reside in the same mytholegical universe, with a white Turkish
Sivec marble body and hand-carved ears that are eerily realistic, rendered in
Porruguese pinl marhle wich delicare vein markings. “Tr conflares rthe fragile,
feminine, child-like and crotic,’ she explains, “Uhe cars connote something more
lifelike and alive, whereas the paler, drained of colour aspects of the body are like a

passive formalism.

Mevine Mahmand, Snttame daor 2022 Szlvaged marnle, alumiaum rad  Coortesy dhe ariier 200 Saif
Cnening | ondan
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This is the first body of work for which Mahmoud has used a mix of hand and robotic
carving. For example, the deer combines a robotically carved body with hand-carved
ears. The artist usually tries to create as much as possible by hand but is pleased with

this hybrid way of working.

The eroticism of ‘In Mass and Feeling’ is subtle. In moving away from the more
directly sexualised symbols of fruit and erogenous body parts, Mahmoud hints at an
uncomfortable eroticism attached to childhood and purity. ‘I feel like what was
motivating me was innocence, she explains. ‘Modesty, purity... those words were
coming up. If the erotic is here, it is very forbidden. With the fruit, there is an

acceptable, comfortable reference to eroticism. This is stranger’

The deer also speaks to cultural assumptions of femininity. Its inclusion within the
show explores the full complexity of this trope. ‘It’s a very tangible archetype, this
frail little deer. I am confused about where women stand with that. Are we meant to
negate that or feel that way?”” Mahmoud considers. ‘There is a beauty and elegance,

but it’s very passive %

Nevine Mahmoud, Romantic shutters, 2022 Portuguese pink marble, Carrara white marble. Courtesy the

artist and Soft Opening, London
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art stone carvings and glass
pieces as a labor of love:

the 1os angeles-based british artist
nevine mahmoud SCU]ptS h1gh1y tactile,
sensual, and erotic works out of
rock in the form of breasts, lilies,

split peaches, and disem-
e s hodied members. love




NEVINE MAHMOUD, BREAST
(PINKY GLAND), 2018, GLASS
AND RESIN, COURTESY OF
NMSTUDIO AND M+B GALLERY

OPPOSITE PAGE: NEVINE

MAHMOUD, UNTITLED (DROP),
2019, BLOWN GLASS, COURTESY
OF NMSTUDIO
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AMANDA CHARCHIAN — What’s
beautiful about your work
is that it’s Jjust so tac-
tile. What inspired you to
do those disembodied parts?
NEVINE MAHMOUD — The dis-
embodied body is the most
accurate representation of
the history of feminism, in
my experience — of being
a woman and what it feels
like 1in that body. I iden-
tify strongly with that dis-
membered physical presence:
parts being interchangeable
and alien even to themselves.
The split peaches and lilies
in stone are so suggestive
of female genitalia that it
was a natural progression to
start making legs, torsos,
breasts — cover all ground.
And this is still evolving.

AMANDA CHARCHIAN — How would
you describe your personal
experience of love?

NEVINE MAHMOUD — Like nature
or what we call the natu-
ral environment, Tlove has

similar qualities to art:
unpredictable, beautiful,
formal, but also mysteri-

ous, and circular by design,
not Tlinear. I'm very much
in that headspace. I’ve re-
cently fallen in love — what
feels Tlike the real deal.
So, I'm quite obsessed with
love at the moment, which
has been both powerful and
distracting for making work.
[Laughs]

AMANDA CHARCHIAN — How does
being 1in Tlove affect your
work or your practice?
NEVINE MAHMOUD — My work’s
been my number-one love
priority for the past six
years! My number-one girl,
guy. Of course, I have a
Toving community of friends
and family, but a new part-
ner is a big shift. Also,
with Covid-19 and the Black
Lives Matter uprising, these
things have felt more im-
portant to spend energy on
than being in the studio.
I worried for a while if I'd
have to choose between Tlife
and love, and making art.
0f course, this is not the
case. In terms of my sexual-
ity and eroticism, being in
Tove only helps..

AMANDA CHARCHIAN — I'm Mid-
dle Eastern, and when I make
pictures of women in a spe-
cific way, I feel it has so
much to do with my upbring-
ing and how, if I were in
Iran now, I wouldn’t be able
to make this type of work.
I have this obsession with
natural female beauty and
bodies, and am constant-
1y representing it. Do you
think, being a bit Middle
Eastern, that your similar
interest comes from that at
all?

NEVINE MAHMOUD — I wonder,
because my father is Leba-
nese, but we actually didn’t
go to Beirut very much as
children. A Tot of my family
emigrated to France after the
civil war in Lebanon, and my
mother’s side is in Austria.

I went to an international
school and grew up aware
of my difference, but in no

way discriminated against.
If anything, the duress was
experienced as a woman,
even in the context of an
all-girls’ school. My teen-
age years made me extremely
self-reflective about the
power of the female body and
the anxiety or distress that
can come with it.

AMANDA  CHARCHIAN —  Your
sculptures are about sub-
tracting because you’'re re-
moving from a block or piece
of stone all day, right?

NEVINE MAHMOUD — A surface
suggests the outside, the
skin, the shell. But with
the stone and glass pieces
I’ve been making, the hol-
lTowness also speaks to vol-

ume. The two are inversed,
but they’re in intimate
dialogue with each other.

In the carving process, one
is removing material to find
a new form, so space or void
is just as important as the
thing itself.

AMANDA CHARCHIAN — Right,
because you have to plan in
advance to carve the shape.
NEVINE MAHMOUD — I do if
I'm trying to make a spe-
cific shape. But a Tlot of
those ideas first came to
me in response to a specif-
ic stone. The first breast
I made was because a piece
of alabaster I was working
with broke in half acciden-
tally. Once I got over my
fit of rage, I saw the shape

and thought, “Oh, that’s
like a half breast.”

AMANDA CHARCHIAN — Do you
ever feel attracted, just

in terms of energy, to some
of these pieces? I'm curious
how you relate on a more in-
tuitive or psychic Tevel to
the material.

NEVINE MAHMOUD — At the be-
ginning, when I was new to
working with stone, all were
magical, and I didn’t real-
1y know one from the other.
I responded intuitively to
what I was attracted to, and
that often came with color.
I realized that I was more
interested in working with
translucent and strongly
colored stones, as opposed
to marble or limestone that
have more subdued colors.
I wanted to Tlearn how to
work with the ones that were
bright red or bright or-
ange, and this came with its
own set of rules. I Tearned
this way, case by case, rock

by rock. I could only re-
ally deal with something
around six inches for about
two years. Then, shape and

size evolves — you move on
to bigger blocks, and next
thing you know, you’ve got
rooms and cars full of giant
boulders.

AMANDA CHARCHIAN — It’s al-
chemical because you’re
turning one thing into an-
other, and infusing it with
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all this symbolic power.
You're turning such deli-
cate, senswal things 1like
peaches or Tilies into
stone, and it's somehow
subversive in just the fact
that you're a woman handling
these pieces of stone and
changing them. Does it ever
feel Tike you're working out
a process that seems more
like a metaphor?

NEVINE MAHMOUD — Definitely.
The impulse toward working
with stone was partly meta-
phorical. I thought about how
I wanted to project myself
as a female artist. At the
same time, I had a compul-
sion to make erotic objects,
and making them in stone is
both physically difficult and
historically bound. It's sort
of a contradiction in a con-
temporary setting. I thought
there was a lot of richness
there, and Jjust making an
attempt would produce some-
thing interesting. That can
happen with all kinds of me-
dia in art, when time and
energy are invested. I tend
to be drawn to material pro-
cesses that are technically
very rigorous as a way to
find my voice. I'm never re-
ally sure what I want to make
until I start working with
the material.

AMANDA CHARCHIAN —When I see
your work, I really want to
touch all of it. It makes
me think about my own body.
It was as if I wasn't al-
lowed to. It had this play-
ful, teasing quality to it:
the tongue coming out of
the wall — there’s an erot-
ic appeal to that. Is that
something you intend?
NEVINE MAHMOUD — Definitely.
Before my stone works, I was
thinking about shapes that
referred to the body and
erotic symbols, but I was
reducing them to more ab-
stract forms. The stone
helped me want to become
explicit. The cut-open peach
was the first example. Then
the next pieces became in-
dicative of orifices of any
kind — mouths, vulvas, anus-
es. 5till gquite abstracted.
but definitely more figura-
tive. That's been a plea-
surable journey for me, to
exhibit this kind of explic-
itness in the gallery set-
ting. I want the experience
of my work to bring up ques-
tions about touch and the
material. Semse is just as
critical as language or com-
prehension in viewing conm-
temporary art. especially
with regard to sculpture.
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AMANDA CHARCHIAN — I keep
thinking about the medita-
tive aspect of Tlaborious-
1y cutting through stone,
and how you probably can't
be any more present in life
than in those moments where
you're just working through
it. I'm wondering how that’s
essentially a spiritual prac-
tice at some point.

NEVINE MAHMOUD — It is defi-
nitely a process that re-
guires a lot of focus and
love. Because of the repeti-
tive nature of the work, it
can be calming and take you

out of yourself. At least.
this was my experience.
For me to start 1learning,

I had to go out of town
and drive to Ventura, where
I met my mentor, JoAnne
Duby. I had a very intimate
relationship with her and
the stone yard, Art City.
where we would buy stone.
Then I would drive back to
LA — two or three hours —
and resume daily life. Stone
carving was a whole other
world from the art circuit
of the city, and that still
stays with me now. It nur-
tured another mental space
to make work in. And what-
ever respite it served, it's
not a soft space. It's fuck-
ing hard! Learning different

methods, through teachers
and peers, and now working
with my own apprentices —

it's a beautiful network of
inheritance.

AMANDA  CHARCHIAN — That
sense of tradition is rarer
and rarer these days. espe-
cially in art making. There
are very few mediums that
have such a Tlong history.
You could have it 3D-print-
ed, or why not just put it
in a computer because you
could essentially do that.
right?

NEVINE MAHMOUD — There are
also machines that cam fully
automate stone carving. Alma
Allen, a sculptor now based
in Mexico, developed a giant
robot to carve his large-
scale pieces. Sort of like
a massive-armed, computer-
ized chisel with accompany-
ing software: 30 printing-
meets-Harvel arm. And the
work still feels connected
to what came before. I'm not
opposed to using newer tech-
nologies at all. And plenty
of artists have pieces fab-
ricated without encounter-
ing the raw material.

AMANDA CHARCHIAN — Do you
think that your work will
have a different energy if

you do that - that your
handmade feeling is a devo-
tional part of it?

NEVINE MAHMOUD — Yes. The
work lies in what happens
along the way of making and
then how it"s resolved. This
process cannot be designed.

AMANDA CHARCHIAN — There's
that beautiful gquote from
David Hockney when he was
making all of these guaran-
tine digital paintings. He
said that the source of all
art is love. I'm wondering
if you agree with him.
NEVINE MAHMOUD — I wonder,
too, if the same could be
said of a lack of love — how
you feel and what you need
to express when you have
been denied love, in the ab-
sence of care. Some of my
favorite sculptures are born
from a place of trauma, and
are beautiful and devotional
because of this. The objects
are expressing distress,
but the act of making them
is Tove.

END
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TOP: MEVINE MAHMOUD,
UNTITLED, 2019, GLASS
AND RESIN, 48 X 8 INCHES,
COURTESY OF NMSTUDIO

LEFT: NEVINE MAHMOUD,
UNTITLED (LEG FLOWER). 2020,
ELOWN GLASS AND RESIN,

36 X 8 INCHES, COURTESY
OF NMSTUDIO

RIGHT: NEVINE MAHMOUD,
FANTASY LILY, 2017,
ALABASTER CALCITE AND STEEL,
14 X 7 X 4 INCHES. COURTESY
OF NMSTUDIO AND JONAS WOOD
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MNEVINE BAAHMOUD

ST

Tha guastions that drive Navine Mahmoud's practica
can anly be anawearad by the abhjects and ahapes that
amerge from it. The L.A.~based artist's soulptural
Installations turn rooms into charged environmants -
potant apaces wheara piseces raflect, deflact, and
speak to sach other. She recently approached stone
as a material develop ideas with, and started to
axplait the eslemeant's innate characteristics to
underming expootations surrounding it. By ongaging
in proceases that relats to tha idaes of ereating a veid
for a solid to manifest, like casting plastar and
working with metal, or using maethods that rely on the

aubtraction of mattar to produca new shapas, such as

by carving stone, Nevine's work poignantly speaks of
what sculpture can be and, most importantly; of what
it imn't. Through shear ambiguity, humoarous
ocontradiotion and ssnsual confliot, Nevine distorts
and misraprasants tha body, confronting
preconceived deas about how 1o live In one,
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The sculptural installations you devise create a
rociprocity betweoon positive and negative
apace.: Your work seems to intentionally interact
with the air that surrcunds it; in an interplay of
conveax and conoave shapes, as If the placas
wara standing within an atmospherie tension.
Can yvou speoak about your interest in this
dynamic?®

| considar the apace around or between sculptures to
be as potent as the objectis) themeselves. Rosalind
Krauss suggests in har saminal 1578 articla *Sculptura
in the axpanded fhiald” that one can only differentiate
ocoategories namaed as soulpture, architecture, site and
landscapa by what thay ara not. Latae Z20th cantury
conceptions of what Sculpture can be have very
much influenced my practicae. | think this parimetar of
what somathing En't translates as this fascination
with positive negative interplay. Processes | use such
os casting plastar and matal works directly with this
idaa of aetting up a vaid, a Regative parimater in arder
to manifest the saolid, Inverssly, carving stone removes

matarial In order to produce a novel shape. Both raely
on subtraction but waork in opposing manners, In the
installation of the work, the space between things ina

room craagtas o charged anvironmant as the pleces
spaak to ane anather, reflecting and deflesting each
othears qualities. In this way the viewer may antar
another world with tham.
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I'd be curious to learn more about your
relationship with stone and how the unyielding
noture of the moterial interoots with tho
recurrant fluidity and softness of forms across
your work. How does stone respond to your
ideas, and how doas It contribute to thalr
davalapmant?

Waorking with stone represents a more recant phase of
my practice, whara | look to exploit a certain
characteriatic of a material and furthermors,
underming ones axpectations of it. For example, stona
possaEEes & unigua gquality that makas It Irresistibla
ta loeak at. At the same time, to render it aoft or supple
roquires a huge amount of (manual) labor dus to its
dansity. | like this contradiction, or at laast, this
foreplay, This conflict existe in my mind tog, in the
way | want to pose the work. At onoe sensual amd
Rumaraus, and at tha sama tima alianating and

somber. Stone too possesses inherent colars and

taxturas that can greatly influence the coursae of my
ideas, The peaches and lip sculptures for example
woare a direct response to the availability of bright red
mlabastar and oranga calcite hara In Galifornio.
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There's a process of objectification involved in
your work through which fragments and
moments of bodies are made into objects. It feels
thoughtful and candid, and there’s a special
clarity to it, an exactitude. What brought you to
elaborate sensual details this way? Is there a
specific need that drives you?

Objectification of the body and the driveto see it and
possess it has to me, since childhood, seemed a
fundamental impulse of Western society. And one that
continues to play a role in contemporary art as well as
mainstream media. As a female sculptor, much of my
work is underscored with concerns of the feminine...
What does it mean for a woman to objectify her own
body, to use it and expose it? What does it mean to
dismember a body, to eroticize those parts, but to
retain authority over them? Why does she seek an
audience and who are they? These are questions that
drive my practice and are answered only by the
objects and shapes that emerge. Distorting and
misrepresenting the body in ways that might bring
humor or gravity, lust or disgust to the viewer is the

only way | can see to challenge preconceived

expectations of how to live in one.
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You'’ve been living in LA for a few years now. Do
you think the city, the landscape, the
environment you work in have had an influence
on your practice?

Absolutely. | chose to live here because it felt
conducive with the direction my work was going.
Marble and alabaster being so much more available
definitely kept me here longer than | anticipated. It
would have been a sadistic ambition to throw myself
into large scale stone work in London! But that being
said, nothing is impossible. The space in LA is ample
and with the desert nearby on has the opportunity to

work outside all year round. The city too, is a strange

place. You can feel completely and utterly alone here
which is both appealing and a little sickening... The
perfect combination.
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w of “Prabhavathi
Meppayil,” 2019.
Foreground: sb/
eighteen, 2018.
«ground, from left:
‘hundred thirty six,
2018; I/hundred
venty eight, 2019.
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Prabhavathi Meppayil

PACE GALLERY

To gild is to transform, with intricate labor, the seemingly ordinary into
the precious. Bangalore, India~based Prabhavathi Meppayil descends
from a long line of goldsmiths, and she embeds the precise technical
language of those craftspeople in her spare and stripped-back work,
literally entrenching their processes in the work’s surfaces. Made of
painstakingly applied layers of gesso, each of which takes hours to dry,
her pieces feature the imprints of endless horizons of tiny geometric
shapes made with a thinnam, an Indian goldsmithing tool traditionally
used to embellish bangles. Many of the works are serial: Sixteen panels,
eight panels, or two panels of enigmatic, barely textured white gaze
back serenely as the eye adjusts and the details come into focus. Lines,
ovals, corrugated rectangles, squares incised with smaller squares,
diamonds, dots, and dashes: Each repeated component is just a few
millimeters wide. One large panel combines alternately horizontal and
vertical rectangular sections of varied thinnam patterns, punctuated by
swaths of untreated gesso, like rigid quilting.

“The practice, the process, is a way of life” Meppayil has said of
these pieces, of a kind that first came to broad attention in the West
when her work was included in Massimiliano Gioni’s 2013 Venice
Biennale. But there is no gold used, only the holy abstraction of white
on white, a geometric snow blindness that reconstitutes, if you submit
to it, how and what the eye can see—an additive stripping away, adorn-
ment in the negative. Instead of encircling a wrist, dangling and chiming
as the wearer gesticulates, the jewelry patterns lie flat, in matte silence.
But delicacy does not mean simplicity, and as these marks invoke the
tools that made them, they likewise summon the time and effort.
Within the quiet is noise, the tap, tap of the tool as it is impressed on the
gesso-primed surface—a tiny geometric metronome, counting endlessly
into pictorial space.

Agnes Martin, Lygia Pape, Robert Ryman, and other heavyweight
Minimalists and post-Minimalists are often invoked to contextualize
Meppayil’s work; so, too, are artisanal legacies, Indian culture, and
traditional craft and technique, which also means their ongoing oblit-
eration by industrial technologies. For Meppayil, these histories and
practices are not mutually exclusive, but combine, collapse, and repeat
in different iterations—a global modernism par excellence. Named
according to Meppayil’s idiosyncratic, nonhierarchical ordering system,
l/forty seven and l/bundred thirty one, both 2018, hinted at the grid, a

structure emerging from copper wires that Meppayil covered in thick
layers of gesso, then sanded in places to expose the oxidized lines that
shimmer green, purple, blue. As in the patterned gesso panels, tiny
differences glimmer with the viewer’s shifting perspective; these works
contain devotion and ask for yours in return. Likewise, sb/eighteen,
2018—a freestanding wall that divided the gallery in two—displays
875 found iron, copper, and brass goldsmith tools in a low-relief grid.
Craft relic and art object combine, become one.

Transcendent, pure, mystical, essence, presence: These words are
used again and again to describe Meppayil’s art. They are not wrong,
these tropes of geometric abstraction, but the material and cultural
specificity of her practice gives it another dimension; her work requires
time, physical encounter, and attention to detail. If there is a language
here, it is one of duality and shifting syntax: a metonymy both tradi-
tional and contemporary, in which the simplest mark becomes the tool,
becomes the fingers, the hand, the arm, the body, and all of the bodies
before and after it, a temporal and corporeal flood behind the white
that delivers calm and escape from all of the above.

—Emily LaBarge

Nevine Mahmoud
SOFT OPENING

There are breasts, and then there are tits. With their supple glass curves
and pointy resin nipples, the pair hanging temptingly on the wall here
were definitely tits. The pinky-beige breast (Rosa Alptraum) and her
deep-red sister breast (tamarind) (all works 2019) were convincingly
smooth and perky, just begging for an illicit feel. Confronted by Nevine
Mahmoud’s sculptures of fragmented
erogenous zones, [ sensed the conflation
of two prohibitions: the taboo against
touching an artwork in a gallery, and
that of touching a stranger’s body.
Both can be tempting; both must be
resisted. I must not stroke the velvety,
white-marble bottom tear: a spherical,
human-size, butt-shaped peach with
giant blue-glass drop emerging from
the top. I must not run my finger along
the fleshy folds of the orangey-pink
glass bust (phantom Li). A final sculp-
ture, carved slide, was a curved chair-
size marble slab that seemed to lie on
its side atop colorful Formica floor-
boards, as if waiting for somebody to
curl up and spoon it.

The five works in Mahmoud’s exhi-
bition “belly room” were not so much
sculptures as come-ons, daring us to
make the first move. There I was, star-
ing stupidly at a pair of perfect champagne coupe breasts positioned at
eye level, like some shameless creep. I studied the delicate nipple detail-
ing, and the gentle fleshy curves molded around the smooth aluminum
bracket attaching cach boob edge to the wall. Next, I was crouching
down to scrutinize the delicate crack down bottom tear, inspecting all
round to confirm the fruit’s 360-degree perfection. Anywhere outside
an art gallery, the police would’ve been called. Alone and unobserved in
the tiny space, amid a bevy of carefully arranged body parts as delicious
and succulent as hard candy, did I dare reach out my hand and cop a
feel of the high-polish glass and shapely marble?

Nevine Mahmoud,
breast (Rosa
Alptraum), 2019,
handblown glass,
resin, aluminum
hardware, 10 x
TY%xXT%".
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“Belly room” was marvelously obscene, a masturbator’s paradise.
Even the checklist, with its suggestive references to “handblown” glass,
“Jtalian” or “Argentine” marble, and assorted “hardware,” began to
read like a coded brothel menu, a sensation not impeded by the gallery’s
soft-porn double-entendre name, Soft Opening, stamped teasingly at
the top. The London-born, Los Angeles-based Mahmoud has described
her delight in working with labor-intensive materials and achieving her
hyper-glossy finishes through “repeated touching and sanding and
stroking.” So only the maker gets to fondle this provocative art! This
show was like an orgy for one: the artist. The rest of us were left to our
own frustrations, imagining the physical sensation of surfaces so alive
they secemed to lightly perspire. I could imagine a collector buying one
just for the perverse pleasure of stroking it whenever she pleases.

Mahmoud cites Louise Bourgeois as an influence, and the connection
with the late French-American sculptor’s polished, disembodied body
parts is evident. Bourgeois’s Sleep 11, 1967, is a giant carved marble
phallus set on two massive rough timbers, like a bone-dry penis tower
attempting to raise itself off the floor, symbolic of deflated patriarchy.
In contrast, Mahmoud’s seemingly drenched, life-size sculptures were
not going for symbolism. Each braless wall tit was realistically meaty,
about the size and color of a roast—a pink slab of ham on the left, a
bloodred cut of beef on the right. Other works appeared subjected to
gravity, from the drooping silky bulges of bust (phantom Li) to the

glass apparently seeping out of bottom tear to the toppled carved slide."

Mahmoud’s living sculptures create unexpectedly intimate encounters,
like accidentally brushing against a stranger’s sweaty skin in a club,
complete with the unspoken anonymous frisson. Sometimes a peach
is just a peach, but not here.

—Gilda Williams

PARIS

Bernard Frize
GALERIE PERROTIN

Rules can set you free. This credo has defined Bernard Frize’s practice
for more than forty years, leading him to design various systems, proto-
cols, and restraints intended to rid his paintings of self-expression. To
this end, Frize has, for previous bodies of work, engaged assistants in
an intimate choreography whereby six hands worked together, used
multiple brushes to map out all the possible moves for a knight on a
chessboard, and stretched up dried “skin” harvested from a large basin
filled with gallons of house paint. The results of such techniques—
mostly large, colorful abstractions—were recently on view in the
Centre Pompidou, Paris, retrospective “Bernard Frize: Sans repentir”
(Without Remorse). And while the survey duly celebrated Frize’s
unconventional practice and the diversity of his oeuvre, it failed to
delve into the artist’s characteristic serial approach, in many instances
showing only one result of a painterly experiment the artist repeated
numerous times. Fortunately, Perrotin provided a concurrent show-
case, “Now or Never,” for Frize’s recent series. As seen here together,
works produced under more or less the same set of conditions found
distinction from one another mainly via the painterly accidents—
drips, bleeding, or splatter—that sometimes also result in unintentional
pictoriality and illusionism. While these chance and subjective effects
disrupt Frize’s highly regimented practice, they serve as further proof
of the artist’s having ceded creative control.

Produced between 2016 and 2019, the eighteen paintings in the
Perrotin show were made with a blend of acrylic and resin, a concoetion
that Frize has been using since the mid-1980s. Dragging transparen-
tized jewel tones across the canvas with a thick brush, the artist creates

colorful and luminous linear pat-
terns that range from simple verti-
cal bands (Dewuz, 2018) to an
intricare basket weave of brush-
strokes (Bork, 2018.) A particu-
larly indicative installation in an
upstairs room featured five identi-
cal square canvases that had each
been divided into thirty-six squares
with red or green pencil prior to
being painted. Slight variations in
the paint application from one
painting to the next resulted in a
series of patchwork-style composi-
tions that ranged from one consti-
tuted of tidy pastel cubes (Epa,
2018) to a bright, drippy madras
(Buc, 2018.) While adhering to a
modernist grid, Frize lets the paint
do what it will. The ensuing imper-
fections—stunning dark bands of
overlapping colors, swirling watery
seepages, and delicate monochrome
dribbles—beautifully illustrate the
tension between order and disorder that is at the heart of Frize’s practice.
Three of Frize’s most recent works, Nawi, Bem, and Gol, all 2019,
were the by-products of a new protocol involving distinct layers of
paint. Frize forms the backgrounds of these paintings with strokes of
color that subtly shift from blue to purple to orange to yellow and back
again as they run from the top to the bottom of the canvas. Over these
vertical striated bands, Frize has added splashes of blue-green paint,
which unexpectedly bring a sense of realism to the ostensibly abstract
compositions. The new paintings’ surfaces remain characteristically
smooth and flat, but the splotches create illusions of texture and
distance. To this viewer, these works alternately look like planks of
acid-caten anodized titanium and leaves fluttering over a blurred,
light-streaked highway. Indeed, interpretation is the final variable in
Frize’s experiments—and it gives the artist one more chance to distance

himself from his paintings.
—Mara Hoberman

Behjat Sadr

BALICE HERTLING

In Le temps suspendn (Time Suspended), Mitra Farahani’s 2006 docu-
mentary on the Iranian painter Behjat Sadr, the artist explains that “in
painting, you suspend time.” Sadr passed away ten years ago at the age
of eighty-five, but in this exhibition, her decades-long practice crystal-
lized in nine oil paintings (one supported by steel struts running from
floor to ceiling), seven collages, and four photographs. Her canvases
often read as abstractions, but they are squarely grounded in the real:
in the materiality of the varied surfaces and the viscosity of oil paint.
As an art student in Italy in the late 1950s, Sadr took European art
informel as a reference point. Here, two paintings dated ca. 1957,
around the time the artist exhibited at Rome’s Galerie Il Pincio with
the support of her teacher Roberto Melli, bore witness to the influence
of that movement. Both Untitled, like all of the works on view, these
two vertically formatted canvases feature wide strokes of black oil paint
and muted flickers of red and green. But Sadr did not adhere to the
tenets of European modernism; instead, she created a practice that was

Bernard Frize, Nami,
2019, acrylic and
resin on canvas,
39% x31%".
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NEVINE MAHMOUD | SECOND BASE IN A WHITE
CUBE OR: A DIALECTIC HOMECOMING
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VOGLUE

The Vogue Edit: What
We're Loving This Week
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artnet news

Art That Makes You Smile: 5 Exhibitions to Sae This
Summer That Embrace the Joys of Play
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Time Out, 2019

Nevine Mahmoud: ‘Belly Room’

8.8 & 1

THERE'S STUFF HAPPENING in
Nevine Mahmouds first European
solo show. Sensual, tactile stuff;
sexual, bodily stuff. You leal like
you're walking in an a seriowsly
private moment, bodies caught
midway through samething you
maybe shouldn't be seeing.

Thera are just five sculptures hare
- aglitits, butts and tongues made
of marble and glass — but they are
totally lovely. The glass breasts are
bulbous and bulging, real looss and
flabby. They ook dangerously fragile,
glistening agrinst the white gallery
walls like they're perpetually moist.
On the ground there's a stunning
marble peach, as immediately
evocative of a tuchus as a peach
emoji, with a single glass drophet
of what might be sweat or saliva
slipping off it. Opposite, a big markla
slide sits on coloured panels. It
looks like the peach has just rolled
offit, like a body part off a tongue.
See? Stuffis happening.

The stone canving is gorgeaus.
Each work looks soft and undulating,
like it's made of dust and candy floss

instead of marble. 1t's a playground
of body farms and textures: slides
and balls, soft and hard, opague
and transparent. For all the lormal
campositional ideas here, it's & hell
of & lot of fun. It's halfway belwean
glorying in the body and making you
feel a biticky and uncomfortable.

These ara jayful, sexual, playiul
sculplures. Evenif it fecls like you
maybe shouldn’t be lnoking, they e
maore than worth a quick peck. |
Eddy Franhe!

Playful, sexual
sculptures made of
glass and stone,

These are heautifully
made and totally
sensual works of art,

Salt Dpening.
£+ Batfmal Green.
Lirrtill Jouts 3. Freste
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Nevine Mahmoud JUICY FRUIT & HARD STONE
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“For me, a finger or a crack could also be
erotic. And that could be an

gender.

It’s about touching, and hidden places.”
Suggestion and seduction are key to
Nevine Mahmoud’s sculptures—cold, stony
forms that draw the mind to the warmest
parts of the human body.
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STORY—]JAMIE LAUREN KEILES
PHOTOGRAPHY—]ACLYN CAMPANARD

Nevine
NMarhmoud

— 07T as
SLone

SCULPTOR NEVINE MAHMOUD
LETS MARBLE RE HER GUIDE
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v i youve Dedn doing the
same thing for two hours,
vau'll kearn something new”
she told me. Mahmoud, 34,
was bam in Landon and started mak-
ing souptures as an undergraduate at
Goldsmiths, Bhe switchad 1o Caring sfone
full-time after her MFA& at the University of
Southern Californiz. | met her at her stu-
i im Ahambra, Califomia. 8881 of Los
Angedas, im a8 garage in the shadow of 3
*Up factary. Mahmaouwd herself is tall with
dark hair and the arms of a parson who
daex mat work at a computer. Har studio
focr was Ftbened with sculptures: an ala-
baster Mower with a subtle human nipple,
8 pink marble tongue cawght mid-lick,
Ptadn moied’s SCulptures am funmy—almaost
g funimy for stone, the stately matenal
of graveyards and churches. Such is the
immesdiate joy of her work: arass comman
shapes exposed for their grace by meth-
s in wae since Defora the birth of Christ,
Thara are faster and mome reliable
waps o make phjects, but coming o berms
with the pifals of 8 rock s 83 misch Mah-
moud's acCupation as the finishad shapa
iteedt Though carving could, in theory, be
kramed through online research, its skils
gra herd 10 exprecE inoagy asarch tanms,
Each sculplisne prasants 8 uniguea chal-
kange of finding the Dest way 1o hack off
a chunk of stone. As in Helenistic Greeoe,
or Renaissance Florence, the craft = stil
baat cormvayed thowgh demaonstration,
Fafimaied wallod mea thinough tha Toola et
heer dispoesal. & metal band chisel mowves
across the matenal showly, boerating tiny
Cary Tarth OF S10nE. A& prumaatic: haem meer
cuts the rock marequicikly. but efficiency
comes at the cost of precizian.

Faatura

43

Mahmoud kamed to hone these
techrigues from Joanne Duby, one of the
few ferale carvers at Art City Stone Yard
in Yertura. When Mahmowed is stumped
by a diffiquit shape, she calls upan Duby's
43 yeans of experance. Duby was instru-
mantal in Mahmowds most well-known
wark, a 80 Ib. peach with a missing shoe,
rendered in calaite with & travertine pit.
(redting crsp cuis inside thie sphems paoed
achallenge, and Duby Cama throwgh with
a custom drill bit. When Peoch with Erctic
Mside debuted at the 2017 Armory Show
in Mew Yook, the saheare of s skinwas za
imprabably smoath, and the arange ofits
flesh was =0 unfinchingly ridh, that many
siewars assumeed i rust hawve Baen plastc,

“I'ms attracie o o Thods stones That wil
alweays Spoak 10 DBing & rock.” she Eaid,
“But that also have this part of them that's
liwe, oh my Gad, it's so brightly colored—or
=0 very cansisten in color—that it's amest
quasticrable that itTs Stona,.”

At City Stone Yard 5 & kind of Flint-
shorian anseer to Bea, WhHen kakhmowd
o shopping she |ooks for rocks in s0did
colors, wath very Tew weing. Sha's drawn
to arange calcite and pink Turkish mariie,
but finding the right rock can be more luck
tham skdll, ¥When Mahmoud takes & chisal
o 8 hunk of Aw stone, she's the first 1o
s0@ 15 inslde. If she finda the guia don't
live up to expectations, her aptions ane ta
shange her plans or scrap the draft. She's
done both befars, When | suggested a
nalf-cairvad soulpburg was @ Todaomes mis-
take, she seemed unfzrad.

“it can be frestrating, | guess,” she
ad, “But ina way, that™s why | work tha
way | do”
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Primary Encounler
(Pink lensions), 2017
Frtugese Rarbie
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7 THENEW YORK TIMES STYLE MAGAZINE

5 Things T Editors Like Right Now
A by-no-means exhausiive list of the things our editors {and a few contributors) find

interesting on a given week,
May 4, 2018

Marble Fruits, With Ceramic
Whipped Cream

“The lusciousnase of the first bite of
whipped cream on top of a sundas and
the feal of the curva of a breast in
. one's hand evoke feelings that for
some are one in the same,” says the
Mew  York-based arfist Genesis
| EBelanger, whose ceramic scuiptures
often cast commonplace foods in
gurreal new lights, A selacticn of her
latest work — including a vase with
two protruding hands that cup twin
dollops of cream — will go on view at Reyes Projects in Birmingham, Michigan, next weak, in
the exhibition “Body So Delicious.” The group show will feature the work of five arlists who
explore the interactions between food and the body.

The exhibition began with sofily hued paintings of hot dogs, the show's curator, Bridget Finn,
explains. She had seen the arist lvy Haldeman's ercticized renderings of sausages, emerging
from pillowy buns, and couldn’t get them out of her head, “They're just 50 sensuous,” she says
of the hot dogs' anthropomorphic forms, which humorously suggest the ties between desina,
cansumensm, food and sex. From there, Finn saw a through line o the sculptor Nevine
Mahmoud's laboriously hand-carved marble sculplures of fruit, the arlist Alix Pearlstain's
woven Band-Aid works and the artist Amy Brener's hanging silicone sculptures, which often
appear as if they havea ingested froves of miscellanecus everyday abjects, Finn will display new
work from each of these five arists, who happen to all be female. *Thera's a metaphysical
thread, sure, but, really. the works are more experiential, in referencing the actual needs and
wants of the body — which | think women may be more in fune with,” Finn says.
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hundreds of Skype calls,
thousands of emails and
WhatsApp messages, innu-
merable CAD renderings,
inventories of exotic objects
and materials, and the
booking of many flights to
far-flung locations.” Count-
less narratives from museum
staff across the catalogue
recount Adrian’s offbeat
antics leading up tothe
exhibition—field trips to
seafood shops, cake makers,
and Hollywood prop houses.
Later Barcenadescribes
Villar Rojas’ relationship
with institutions he works
with as “parasitic in nature
and function.” Indeed, in
alengthy interview with Villar
Rojas, Helen Molesworth
admits that when she first
saw hisproposed exhibition
budget, she proclaimed,
“Fuck, you can’trethink your
relationship to spectacle! Not
onmydime. Youcando that
onyour next project!”?
Though hyperbolic,
Molesworth’s response
emphasizes the absurdly
expensive lengths Villar Rojas
proposed to go to, leaving
MOCA the bill. Referring to
the planning processforthe
exhibition, the artist later
tells Molesworth: “art, this art
world, is very much a political
battlefield, and somehow,
thisis what we ‘staged’
during our two years of
dialogue and negotiations.”®
Yet two years of negotiations
onthis particular battlefield
playedoutonlyfor the select
few behind the scenes.
Afurtherdistinction amidst
this behind-the-scenes battle
isinevitable between the
people performing the labor,
and the people intellectualiz-
ing said labor (i.e., artist
and curator).
Villar Rojasdescribes
the tasks needed to create

aspectacle—and the resul-
tant physical labor—as

“limited resources to fulfill
infinite desires.”® He
wonders, “Is all thisinvisible
process morerelevant tome
than the visible side of my
work?”$Here the labor not
only becomes pedagogy
but also disregarded as
invisible. The fact remains
that this laboris not nothing:
people are needed to do the
labor. Stuff needstobe
produced, materials cajoled.
The labor is visible to some-
body; the pertinent question
is to whom.

Semantics aside, there
is a conceptual rift between
Villar Rojas’ experience of
the making of the work and
the average museum visitor’s
experience of viewing it.
While MOCA is often referred
toas“The Artist's Museum,”
institutionsalsohave
aresponsibilitytobe
public-facingrather than
navel-gazing. For Theatre
of Disappearance, were the
extreme amounts of physical,
material, and financial
demands worth the ultimate
public-facing end product?
A moody and ephemeral
spectacle? Itseems that the
viewerisleftto experience
only a fraction of the work,
and potentially only the less
interesting remnants, while
insidethe innersanctum
of the museum, checks are
written, flights are booked,
and anintellectual battlefield
spins onward.

Nevine
Mahmoud

at M+B

November11, 2017-
January 6, 2018

The Greek sculpture, Aphro-
dite of Knidos, is believed to
have been carved from
marble by Praxitelesinthe
fourth century. The sculpture
takes thegoddess Aphrodite
asitssubject, fresh from
abath withtowelin hand,
lookingup tothedoorasif
someone is coming. She has
yet to cover herself; why
should she? Naked and
unbothered, Aphrodite’s
stance is casual, with her
head cocked to the side,
indifferent to the sound

of anapproaching viewer.
As Anne Carson writesin The
Glass Essay, “Nudes have
adifficult sexualdestiny,”’
butAphrodite can’t seemto
care—while hergaze
remains insouciant, her
posture is locked in aperpet-
ual state of come-hither.

Compulsive sexualiza-
tionisatimeworn method
of the male gaze, through
whichwomen are reduced to
fragments of their bodies,
visually spliced into tantaliz-
ing bits and shownonly as
a breast, a pairof legs, or
abare face made pretty and
transformed by the removal
of herglasses.

Nevine Mahmoud’s
debut solo exhibition at M+B,
kept atightcontrol onits
objectification with precise
arrangement and charged
proximity. Its title, forepl/ay,
alluded to aninitiation.
Mahmoud’s play with
suggestionand expectation

Angella d’Avignon

SM3IAD
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Pevine Mofimoud, Bive donu (2017,
Imagn courtesy of M+B Los Sngales
any hurien Elder,
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oave anambigusus affact:
carved marble, steel, and
delicate glass ebjects ware
pravocative and presented
alene, like prizes. Placement
of work was precise as
though marking invisible
peints on the Aeor like

a sigil, sharging the rosm
with tengion,

Mahmicud pushed ot
the edges of hervisual
veecabulary and her sexual
refarences londed squaraly;
an unfurled vongueinLisk (il
warks 2017), fer example, and
adangling bell-like nipple in
Ereast Shade. Innuendo
abeundad; languags was ot
play as much as materiality.
Mether Milk featured
an alabaster blob fitwith
a pinkish nipgle, teasing ot
the possibility of its function.
Similarly, acrass the ream
Ble donut, apuckered
denut-shope carved from
blue marble, wos propped up
like atireor a beckoning
erifice, contrasted with
the complementary tramspor-
ot yellow of its acrylic
sUpporting colume,

Fruit and skin share
asimilar texture of Aesh,
Mahmoud's stanaes leaked
touchable, smooth, maybe
cool under the palm, A bite
wos taken from awedge of
orange colzite in Slick slice
and, in Peach ball, a drip of
alags glided aleng the split
cravice of a pale, glessy pink
globe of Persian onyx, The
glabulor stane loaked heay
and ripe, bursting but inedi-
ble, Mahimaud's objects read
ke Iuury items, net unlilke
Wenatian glass fruit clustered
in bowls in ritzy mid-century
homas, Humger was arousedd
bt refused; this teasing back
and forth wos volumetric,
|nABoeis arn 1, forexarnple,
0 pipewraps itself into
dcireleon the wall, threading
1. Anne Careon, Blais, frany end God

e Yook, NY: Mew Directions Puld,,
95,

itsalf through giont beods

of stone, like the toys feundin
pediatric waiting rooms
meade elephanting.

Like the show's center-
i e ard Most e auren tal
worlk, Primary Encountar
(pink tensions), everything
hare had the ambition te fit
tegather naatly, In the warlk,
twe hulking cubes were
gingerly pulled apart (orin
the process of being fitted
tegether), onewith a roundid
hale and the ather, o reunded
pag. The apacity and heft
of the miuted pink stone
countered the colorful
transparency of thi nacarby
plexigloss plinths, Tone and
forminforepioyspoke o
alavel of contrivad drama in
ramantic er sexual interac-
tich that does not exist in the
world outside the gallery.

I this wiay, the show was
cinamatie, even gratuitous
inits precisionand chlique,
allusion toGreek idealistic
ferms. Or, like the female
bady of advertising, built up
by those mathemotizal maen
wha lay thegroundwork

fer sur collective nations

of perfect physiqueand,
subsequently, sex (the kind
thotno one's hoving).

The gender binary is
parsistent, evenwithin the
liberal greyzone of the art
world whers an alte mative
capon—ong that includes
womean and people of colar,
ferinstonce—isstill cotching
up to male-dominated
provenance. With BMahmoud
behind the knife and at work
in the traditisnally massuline
lobar of stone carving,
rrtericls like gloss, steel,
and stone ara waelcome
divarsions from essentialist
gendered rendenngs,

Mahmsud, like Maedusa,
turns the scft to stone,
Sigmund Freud pathelogized

the myth of Meduso—she
wias decapitated by Parsaus
wihe used her head oz
aweaponof war—and made
it psychosexual, In his analy-
5i%, Froud links Madusa with
castration, claiming her foce
asa point from which bayish
torror springs. [bseams

that fer Fraud, the allegery
of a powerful woman such
asMedusa jond perhops
pawerful women in general),
is more g pelitical threat than
anything else. After all, it was
Evawhe bitthe fruit first, wheo
wicis banished into history

as the firstavil weman,
atemptrass like Aphrodite in
the gorden, or o sexual
menace likeMedusawith her
snakes. Infareplay, mate-
rial aned psyehosexual drama
turmed loose the notion that
gender hos an accempanying
aesthetic and behavior,
aconceptthat the ancient
Graeks arected countless
statuesto. Within these
bounds, women are framed
as either generaus in thair
beauty ordestructive in their
devianoe, alimited sexual
imogination thot Mohmeauwd
helps to shake free.

a7
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Nevine Mahmoud
M+B

612 North Almont Drive
November 11-January 6

The title of Nevine Mahmoud's first solo show, “foreplay,” goes
just like that, the letters held apart. Likewise, the exhibition itself is
desirously spaced, opening with Primary encounter (pink tensions)
(all works 2017), comprising two big, pink marble blocks, one with
a hole, the other, a corresponding peg. The pair is separated by a
few charged feet of empty floor. Mahmoud combines a classical
conceit—the erotics of marble sculpture—with a contemporary
chill, as if Pygmalion were a Minimalist. And in case you get
carried away with the idea of abstract penetration, a slick sense of
humor keeps things real; two of the nine works on view, Abacus
arm 1 and 2, resemble nothing so much as handrails threading
soft stone rolls of toilet paper.

Breast shade and Mother milk, a bell shape suspended on a steel
cable and a soft white blob on a glass plinth, respectively, are both
tipped by pink resin nipples straight out of a Tom Wesselmann
nude. The first piece trails a long wire to within a tantalizing half
inch of the floor. It's important that it doesn't reach, of course—just
like it's necessary that we can't touch art. Slick slice, an orange
calcite wedge glazed with tearing glass, sits on a transparent
pedestal so that one can take a look underneath. Poor, reflexive
creature: You will.

— Travis Diehl

, 2017

Nevine Mahmoud, Breast shade, 2017, alabaster
and pigmented resin with stainless steel hardware,
13x 18 1/2x 18 1/2".
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The LA Sculptor Carving Erotically Charged Forms From Stone
June 28, 2017
BLy ;;mrmh Tindle

The first thing one notices when talking to artist Nevine
Mahmoud is her accent: a base of well-spoken Queen’s
English peppered with a distinctly Californian twang. It's
inevitable that the artist, who was born and raised in

London, picked up such intonation — she moved to LA in v ?/ ‘3

2014 to undertake an MFA at the University of Southern \’ i e
California. The second thing? The manner in which she L W,
speaks about her practice, with a no-nonsense clarity, a L—"—'

breath of fresh air amongst the many pontificators
knocking around the various corners of the art world.

Now represented by M+B Gallery in West Hollywood,

Mahmoud's work takes the form of sculptural stone carvings; she whittles coloured alabaster and marble
into the shape of surreal yonic fruits, arousing flowers, petal-like nipples, contorted tongues protruding
from walls and disembodied lips — a welcome subversion of a traditionally masculine medium.
Mahmoud’s work returns to her hometown this month for a new exhibition at the White Cube,
Bermondsey, titled Dreamers Awake — an all-female show tracing the influence of Surrealism upon the
work of Louise Bourgeois, Hannah Wilke and Mona Hatoum, to name but a few. To be included in such a
line-up for an emerging artist is “an honour”, Mahmoud says. Here, alongside images of her erotically
charged work, we speak about learning her craft at a place called Art City, and the surprising influence of
Bruce Nauman.

On learning her craft...

“I've only been working with stone for around two years, since | started going to this place where | could
buy it up in northem California, a couple of hours away by car from where | live. It's called Art City and |
became totally obsessed with it. There are three of four women who work up there and the rest of the
artists are predominantly male. Joanne DuBy, one of the women, started teaching me — she is a fucking
amazing sculptor — and we did lessons for about a year. So | would go up there for two days of the week
and would spend the rest of the week down in LA — and that's how it's been for a while now. My skills
have obviously improved a lot and it's now less like a lesson whenever | visit, however.”

On working with stone... “| just really wanted to do something different. | was very aware that | had
been labelled as a ‘young sculptor in LA’ and so | kind of went with using older and traditional materials
and methods to see how the conversation would work in that context. So | worked with plaster and metal
and | had been thinking about stone for a while, but just hadn’t had the sort of space to do whatever |
wanted. There's a lot of thinking and planning during the early stages of making the work in stone —
mapping out the shape, figuring out the scale. And then there is adding the fine detailing, sanding and
polishing. It takes anything from a week to a month, working every day, to complete a piece. Choosing
the colours for pieces has been this really organic and intuitive process. Every piece has been made in
response to a rock that | have encountered. Each sculpture is innately unique because each rock | use is
different and is sourced from all over the United States.”

2n the artists who influence her... “Dwould cile Louise Bourgeasis as ane of my influences, far sure. |
ohvious'y have atways looked al the work of female artists, but | have been graaily influenced by men too.
Bruce Mauman ard Joseph Beuys, for examplz, have had 3 huge impact on my practice. Nauman in
particular = he never really worked with carving, but dways fragmented and dismemberad e body in his
wiotk. | abwavs look at very flgurative sculiplure fom the mid-cartuny oo, bul | stive o hybridise this with

very leminine influgnoes.”

On being a pert of Dreamers Awake... ”| think B lot of processes in Surealist arl — or at lezst the
themes — have always been something present inomy work: conscicasness driven  forward by
unconscious desire. Alss, 2laborale anc strange visual magery is something | think about & lot. With the
fact thal this show is all-lamale | ezl incecibly exciied te bz a parl of il Surrealism was a movement very
much dafined by man. The women imvolved in that historical contexst are often side-lined, and achoally
don't identify as Surrealisis — bui they were making work in sor of that way. I's an interesiing fopiz o
bring up today.”
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The Sculptor Bringing Back the Cralt ol Stone Carving

Ry Chretiee Shimey

“Lilies are the most crotic flower” says
London-barn, Los Angeles-hased artist
Mevine Mahmoud, She's explaining the
taspiration beliwd ber caved-stome
senlptures of the flower, which have
turnesd meany an art-world head as of Late.
Mahmond’s been making & name for
hersellwath ler Fenainine-mests-rock-
hard torms in alabaster, marble, and
caletbe (thiiak: the aforementbmed
tlowers, a pair of lips, a tongue, and a 50-
pound peacl), 2 unigue seuyvee thal taps
into an ancicnt, traditionally male-
dombsated crafl.

I 202, Mabhmionad merved trom her
e fuita Lewman native England to LA to attend e MEA
program at the University of Sonthern

California, where she becaume enamoved with the medinme *10 started with
tinding this supplict and ontdoor artist studics in Ventura,” Mahmaod says,
“Literdly it a loge yand just covered [o stone], witl carvers were working
am giant senlptures — ontsider artists and weitd hobbyists who are ohsessod
with I Dmunediately obsessed lesselll Malinmed spent a vear
photographing and conversing with the artists, even asking one of her
prodessors W she could take a course al the Ventura studios in lew of workiog
a5 A teaching assistant. “He was like, ‘Hell, no, vou can’t stone-carve,” the
art=l pemembers. Sle put her aspirations oo the back bwrmer wothl after
graduntiom, “After doing a bot of shows with the same work from grad school,
L wies just like, 1 peed to de somethinng different” she says, which meant
cnrolling in carving lessons with a carver named JoAnne Dby, who “jost
taught me evervthing — shes my gu”

Mahmowd’s chearly an artist towatch; she recently joined the gallery M=Bin
West Hollywood and showed her carvings al New Yorks Armory Slsow, Lo
tave revicws, Bot she's quick to assert that her work path is not set in stone
{pun intended]). "o a comstantly shifting human,” sle asserts, “Who konows
what I'm going to be making next?”

Below, The Cul visatal the weieed tn fer Alhweniebore, Coliforaia, stwdie fo lolk
abont Britiak haomor, minfage shopping, and the thrill af Cradgsiiar,
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You'’re from London. Tell us a bit about your background.

I was born and raised in London and came here after undergrad. I wanted
to move to L.A.; I've been obsessed with this city for a while. I'll always love
London and I miss British people, but day to day, there’s no comparison.

‘What do you miss most about the British?

The sense of humor — it’s very particular, very snappy and quick. The
general recreational conversation there is not talking about yourself; it’s
more like jokes.

Your family is still there?

They are. My dad is Lebanese and my mom is Austrian. They met in Europe
and moved around their whole lives before settling in London, so they’re
very supportive of me being out there and they love to visit. They met on a
Greek island that we still all frequent. It’s very romantic.

How do you manage your time?

[Figuring out] my routine and studio habits is probably something that’s
caused me the most anxiety of anything in my life. Getting into the routine
I'm in now has taken me the past six years. Being in the studio is a really
integral part of my process — it’s really about going to this place every day
and just being there. You don’t need to make anything, you don’t have to
complete anything.

What'’s the first thing you do in the morning?

One of the first things I bought for my kitchen is one of those beautiful,
stove-top Alessi coffee makers, so I have coffee, make breakfast, and listen to
BBC Radio, but then I'm pretty quick to get out of the house. I don’t like to
stay at home in the morning. Either I get lunch ahead of time or do an
errand. I used to go to Home Depot like every day, but now that the studio
equipment is more built up, I don’t do as much of that — I just buy stone.

What do you love about working with stone?

It’s really absorbing and labor-intensive, which are things that really attract
me. It’s about tools and technique, and it’s not easy to work with, but it’s very
pleasurable. It’s intuitive and mathematical and I like that the material is
old and has history embedded in it, literally. It’s got all these contradictions.
You never really know what you're getting, but there’s all this room to
interpret stone.

How do you pick the stones you work with?

I pick the stones depending on a shape or form that’s been on my mind, but
then that stone becomes synonymous with it. It feels really like it’s about
bringing out this ultimate thing I see in the color or the opaqueness. Now it’s
getting a little difficult if someone’s like, “I love the peach!” [and wants me to
make another one]. Sometimes that piece of calcite I have access to doesn’t
really want to be a peach right now. I just have to wait. It’s this weird back-
and-forth.
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‘What helps when you’re not feeling inspired?

Definitely being away from the studio for a little while. I used to struggle
with that, or get really concerned if I felt like I had no ideas. Now I feel less
pressure to be inspired in general. As long as I'm here and can see stuff, I
know that there are things to do. Conversations with other artists also
inspire me a lot.

‘Who would be your ideal studio visit?

Because she was just so badass, Louise Bourgeois. Or Bruce Nauman or
Isamu Noguchi — he’s been my go-to stone carver for a really long time.

You'’re very inspired by other women artists. Who are some of the most
influential for you?

Louise Bourgeois and Alina Szapocznikow — Ilook at her stuff every day.

There’s this show I'm in, in London at the end of June at the White Cube. It's
this big group show of female artists under the umbrella of surrealism and
modernism: Claude Cahun and [Bourgeois] and Kiki Smith and Mona
Hatoum. Of my contemporaries who are kind of emerging, Kelly Akashi and
a couple of others are also in the show.

‘What do you like to have around you when you work?

Recently, music. I try not to listen to headphones too much, just because
with carving I want to have my senses all equal. I listen to this radio station
that broadcasts from London a lot and gives me a lot of ideas, called NTS.
They actually broadcast from a store right next to where I live, and in
London it was the same thing; they broadcast from the square next to the
apartment. It’s just very comforting and really great music — obscure stuff

and old-school stuff.
What are you listening to on repeat?

A dance playlist. These friends of mine keep coming over for dinner and
everyone will bring two bottles of wine each. We'll have some great meal and
then start playing music and drinking and dancing. It’s gone until like 4 or 5
a.m. a couple nights. No drugs, just energy. I'm just compiling the music
we’ve been playing — a lot of R&B and hip-hop stuff, like that Miguel song,
“Adorn.”

What’s your studio uniform?

I have a cupboard of old T-shirts, [like this Backstreet Boys one], and
leggings. Shoes are like this [white Reeboks], or sometimes I'll need
something steel-toed. Leggings and shorts in the summer — although I have
some pretty gnarly burns on my hands and legs just from the grinders, so I

should be wearing long pants all the time.
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What'’s the story behind the Backstreet Boys shirt?

I got this when I was like 16 from Camden Market. It was from this store
that sold all the ’90s band T-shirts in vacuum-sealed plastic bags, and these
high-waisted jeans I still think about all the time. They were called Fizzy
Jeans, and they were skin-tight, and stretchy — we bought those by the
boatload.

What’s your style like outside the studio?

It’s pretty different. I like to wear colors, block colors, silks, translucent
fabrics, and nice jeans. I haven’t really been into dresses, but more tailored
stuff. I just got this classic Gaultier 90s, net, sheer, tight top with crazy
patterns. I found it at a place called called Replica Vintage ... It’s really good,
it’s a lot of Gaultier and Westwood, that kind of darker *90s stuff. And I have
this Calvin Klein velvet pantsuit — blue velvet dots on sheer, sort-of silk. It’s
like a smoker’s jacket kind of thing with loose pants.

When did you realize you wanted to be an artist?

When I was like 16. I played the flute, I was in theater a lot, and I was doing
art. Acting was like this adrenaline rush, but I was just obsessed with
drawing and photography. And I remember being like, “Oh, what will I
choose?” And I was like, “[ Art] is gonna be more realistic — this is gonna

sustain me and keep me interested for longer.”
‘What were some of your most memorable theater roles?

Males always, always men. Except once I was an old woman, a billionaire,
who went back to her hometown to murder this guy that raped her. It’s this
play from the *30s and it’s crazy. That was a pretty great role.

Did you see the movie Elle with Isabelle Huppert?

I just saw that — it’s excellent, she’s amazing. That film and Mustang [from

2015] are two of my new favorites.

You have a child’s slide and a big metal spring here in your gallery. What
are you doing with them?

Those are just forms that — scale-wise, shape-wise, color-wise — I'm just
keeping here constantly, because I know they’re both going to be emerging
in my work.

Where did you find them?

Craigslist. Everything is Craigslist. I look for slides and car parts, always.
Now people know the work so I'll get text messages [if they find good ones].

How do you unwind?

I'm trying to garden more. And there are always home projects to do. But
I'm pretty social, so if 'm in the mood to unwind, I'll just have someone

over, and we’ll have a glass of wine and cook some food.
What’s your signature dish?

Through winter, I was doing a really rich, red-winy stew with game, and
pasta. I also got really into savory pies, like onion tarts. Tonight 'm doing a
roast chicken.
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Two years ago, Mahmoud carved an erotic peach from a slab of stone in

whart would ultimarely spark a daring new body of work for the young
sculptor. This week, in her debur at The Armory Show, the series culminates
in a collection of handcarved forms that reference elements of the human

bod:r—ln.dudlng a lone tongue, a pair ofllps. and a single breast.

“They're disembodied body pares; parts withour a whole,” says Mahmoud
from her studio in a converted garage in eastern Los Angeles. Inspired by the
fragmented bodies in works by Louise Bourgeois and Alina Szapocznikow,
and the unsﬂrJing qua]it}' thar can accompany even their most erotic or
atrractive forms, she laces beauriful shapes with strange, dark undertones,
Thuugh sensual, the sculpturts are fashioned in hard stone and often atfixed
with metal and mechanical parts. “I'm abways hoping to find a form thar sits
somewhere between familiar and bodily—something thar you would

recognize as your own, bur semething that'’s also alienated,” she says,

The sculptures on view have been carved from alabaser, sun-vellow caleiee,
and opaque pink and white marble, using a rraditional process tharsa
departure from the plaster casting rechnique she employed for her MEA
waork at the University of Southern California. A particularly fruitful stone-
gathering mission once led her to  stone-carving studio in Northern
California, where she found a mentor in an older female sculpror. “That's
kind of how I've learned everything tha I know,” she says of this new
chapter of work, the next iteration of which will be on view in her fall solo
with Los Angeles gallery M+B.
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A Note on the Contemporary Canon: Public Fiction’s
Show at MOCA Los Angeles

By Paloma Checa-Gismero
June 17, 2016

HIP-HEIGHT ON THE RIGHT inside edge of the window frame, per-
pendicular to me are three captions on a concrete wall. Two point to
works inside the gallery, and one to an address far up in the Hollywood
Hills. I am outside Los Angeles’'s Museum of Contemporary Art, stand-
ing across the glass from storefront: The Poet and the Critic, and the
missing, the most recent exhibition by the independent art platform
Public Fiction.

Storefront: The Poet and the Critic, and the missing is a two-show
project occupying the anteroom of The Marcia Simon Weisman Works
on Paper Study Center, on the plaza level of MOCA on Grand Avenue
in downtown Los Angeles. Curated by Public Fiction’s leading soul,
Lauren Mackler, it has brought to the space works by artists Nathaniel
Mackey, Nevine Mahmoud, and Lynne Tillman (between March 19 and
April 25, 2016), and Nancy Lupo, Litia Perta, and Paul Mpagi Sepuya
(between May 2 and June 19, 2016).

Complementing the shows was the missing, a screening on May 5 thatincluded Isaac Julien’s The Attendant (1993), Alfred Leslie and
Frank O’Hara’s The Last Clean Shirt (1964), Maha Maamoun’s Domestic Tourism Il (2009), and an installation of Mungo Thomson'’s
2002 video The American Desert (for Chuck Jones). Lastly, the cycle will close with Stanya Kahn-directed performance A Fugitive
Thought on June 2.

Watered iced coffee in my lefthand. Itis a Tuesday and the museum is closed. | stand outside the storefront in the empty
plaza that is also a roof for an underground contemporary art mausoleum. Below my feet, silent, is Helen Molesworth’s
show The Art of Our Time. MOCA is closed for the day, but the storefront is a storefront. Across its full wall, glass captions
are still white with text printed on black non-serif type. Name of the artist, date, and place of birth. Name of piece, date,
a short narrative, information on materials and technique. The first caption from the top reads “Paul Mpagi Sepuya.” The
San Bemardino—born, Los Angeles—based artist brings three pieces to the show: Study with Five Figures (3009) (2016),
Figures/Ground Studies (2016), and Study with Four Figures (3001) (2016), three sets of inkjet prints mounted on
wood bracings, where mirrors, cameras, tripods, and bodies denote the game of gaze reciprocities that seem to fill the
exhibition space. This triangle expands on Sepuya’s long exploration of the intimate space of an artist’s studio and the
relationships that occur within it. Such interest is now transplanted to the art gallery, following curator Mackler’s interest
in investigating the spaces of in-betweenness that exist within art exhibition spaces.
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Watered iced coffee in my left hand. It is a Tuesday and the museum is closed. | stand outside the storefront in the empty plaza that
is also a roof for an underground contemporary art mausoleum. Below my feet, silent, is Helen Molesworth’s show The Art of Our
Time. MOCA is closed for the day, but the storefront is a storefront. Across its full wall, glass captions are still white with text printed
on black non-serif type. Name of the artist, date, and place of birth. Name of piece, date, a short narrative, information on materials
and technique. The first caption from the top reads “Paul Mpagi Sepuya.” The San Bernardino-born, Los Angeles-based artist brings
three pieces to the show: Study with Five Figures (3009) (2016), Figures/Ground Studies (2016), and Study with Four Figures (3001)
(2016), three sets of inkjet prints mounted on wood bracings, where mirrors, cameras, tripods, and bodies denote the game of gaze
reciprocities that seem to fill the exhibition space. This triangle expands on Sepuya's long exploration of the intimate space of an
artist's studio and the relationships that occur within it. Such interest is now transplanted to the art gallery, following curator Mackler’s
interest in investigating the spaces of in-betweenness that exist within art exhibition spaces.

For almost three months, storefront: The Poet and the Critic, and the missing runs parallel to The Art of Our Time, MOCA's redrawing
of postwar art's conventional chronologies. A big reframing of the museum’s contemporary art collection, The Art of Our Time
emphasizes the affinities among artists, told in relation to their shared institutional affiliations, their art schools and galleries, and
major historical events. The Art of Our Time decenters the canonical sense of New York as contemporary art’s cradle, and revisits
instead the importance of schools like Black Mountain College in the articulation of shared generational conversations and formal
developments. It also explores the tightknit interactions between postwar architecture and avant-garde art, revisiting the structural
concerns of installation and object-based artists on both coasts. MOCA's show centers desire, sexuality, and the body as major
transgenerational concerns, and reconsiders art trends in light of changing modes of production, especially for the post-industrial US—
based art collected by MOCA. A Western avant-garde-centric rewriting of history, in other words, proves inadequate for understanding
a city whose indebtedness to foreign influences has long been acknowledged.

Discursive gaps are inherent to curating. They exist in most exhibitions, sometimes as substantial conceptual lacks, sometimes as
loci where affinity threads weave between pieces, exhibitions, and the visitor's experience. Mackler’'s concept for Public Fiction’s
residence at MOCA was to explore these gaps as points of entry to The Art of Our Time. Thus storefront: The Public and the Critic, and
the missing acts like a set of captions, comments to the main narrative of that exhibit, and interventions in MOCA's new institutionalized
account of the contemporary avant-garde. In a conversation, Mackler remarked on the footnote-like nature of its insertion in MOCA’s
structure. Slight, subtle additions to the museum’s proposal remind one of scribbled notes on a book’s margins. The art of our time is,
Mackler’s counter-exhibit argues, art made today by the young and mid-career artists with a solid presence in the circuit of alternative
exhibition spaces like Public Fiction and others. These are notes to the contemporary canon from actual young practitioners situated
in the city of Los Angeles.

The last of the captions points to Nancy Lupo’s Bench 2016 (2016): “Bench 2016, on view in a white Dodge Caravan, license plate
7KAA008 parked near 2130-2178 Castilian Drive, Los Angeles CA90068." | go back to my car, miraculously parked on one of MOCA's
side streets, sip the rest of that iced coffee, mostly melted now, and type the address on my phone. Out of downtown, onto the
freeway, off the freeway, into Hollywood, up the hills, past the park, up and up, past apartment buildings, houses, and then mansions
overlooking the mussed metropolis. To my right there’s a steep cliff with cacti. On my left | spot the white van. As at MOCA's storefront,
| lean against the windows to get glimpses of a long pine bench in the back of the vehicle. Thousands of yards of dental floss weave
through the bench’s scaffolding. Hundreds of little branches of spray millet hang from the structure. This is Nancy Lupo's piece, a
workbench that is also a garden, inside a van.

Public Fiction’s vitrine-like gallery is spatially equivalent to the museum’s gift shop, across the square, on street level. This mirroring
pays homage to Public Fiction’s original emplacement: a storefrontin the Highland Park neighborhood of Los Angeles, where Mackler
started her independent project in 2010. After five years of working in that East Los Angeles suburb, Public Fiction is now a nomadic
gallery. Property value escalated in Highland Park since she started, a gentrification that occurred partly due to the presence of
alternative art and music venues like hers, as well as other services targeting the young, creative, middle-class Angelenos displacing
the Latin@ community from the area. As is often the case, art got caught in the middle of complex processes of value transformation.
Public Fiction got expelled from its Highland Park storefront by the very processes that enabled it and that it helped set in motion.
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What has remained stable, however, is Public Fiction's dual nature as a publication and an exhibition project. Both, in Mackler's
words, “accumulate content and layers of sense.” The show makes evident how Mackler builds the layered articulation of mean-
ings: works and words are located on the gallery’s walls, on its windows, freestanding within it, and outside. Some are activated in a
projection room — “like a movie theater,” she has said — and others inside the museum’s main galleries and hallways. The related
publication can be accessed at publicfiction.moca.org, which gathers installation shots, pictures taken at the artists’ studios, stills from
the screened films, fragments from the text-based pieces, and texts by Corrine Fitzpatrick and Quinn Latimer. “Together,” as Chris
Kraus wrote in Where Art Belongs, her monograph on alternative art practice in Los Angeles, “the writing and the visual work form a
system in which (as in life) meaning occurs through accretion.”

Earlier this spring, the first exhibition of the twofold storefront: The Poet and the Critic, and the missing, featured Song of the Andoum-
boulou: 148 & Sweet Safronia’s Wave Unwoven (2016) by renowned poet, novelist, and critic Nathaniel Mackey. Mackey’s poetry
was fixed on the window inside frames that remind one of computer screens, boxes that make one want to scroll down his stanzas,
a gesture that curator Mackler had already initiated in the online publication accompanying the project. “Long since in some room
reminiscing, long on / something said said again. A symphonette / of beaks, bits of wood scrap, wheese what / there / was of it left ..."
Mackey writes, referring to the lit gallery behind his vinyl words. “We knew it wasn't up to us. / We knew it was a game. We enjoyed
it/ High chiming strings way back in the mix / re- / buffed us, a remote broadcast it seemed.” One pictures the morning party sunrays
on a misty chilly porch.

Also in storefront: The Poet and the Critic, and the missing’s opening show were works by artist Nevine Mahmoud and award-winning
novelist and essay writer Lynne Tillman. Mahmoud’s Fluid mechanics/ objective parts (2016), focuses on the material aspects of her
creations, sexy emulations that exude self-referentiality and intimacy as well as contention. Their forms speak of fluidity, self-contra-
diction, change, morphing. As if they traced the formal extorsion suffered by points in space, printed on shiny, velvety, pink plastic. A
perfect counterbalance to Mahmoud's figures are Lynne Tillman’s words. Her Ode to DCW (Dining Chair Wood) (2016) appears inside
a light box on the gallery wall, and reads: “Made of wood, like the Eames chairs, covered in hard foam rubber that didn't show traces
of bodies pressed upon them,” responding to the materiality of Mahmoud’s work and the underground pieces of our time's new canon.
Tillman’s words pose the unavoidable question: where do each of us position ourselves amid this contention?

Despite The Art of Our Time's welcome revisiting of the canonical stories of recent art history, the exhibit remains strongly faithful
to the autonomy of art and its exceptionality. It engages with its local and tourist audiences through traditional didactic captions,
explanatory texts, and short videos hosted on the institution’s website. However, by hosting a rotating selection of smaller exhibitions
such as storefront: The Poet and the Critic, and the missing, MOCA allows its audience to profit from the exploratory character of
independent curatorial practice, as well. With their informality, platforms such as Public Fiction are raw fresh winds that help invigorate
the museum’s more constrained institutional agenda. Conversely, Public Fiction benefits from the legitimation of inhabiting MOCA
for three months. It expands its audience, it receives a budget, it is able to commission new works and engage in fair trade with
its artists. Lauren Mackler’s vision is backed by one key piece of the national art establishment, and artists become gatekeepers
in the translation between the canon and the varied art production that a megalopolis like Los Angeles generates — the symbiotic
relationship between more established and smaller institutions is mirrored by that of the writers to the objects in the exhibit. As Corrine
Fitzpatrick writes: “Poets use words to mine mysteries and thus can provide language — the wardrobe of reason — to objects existing
in space,” and Mackler’s show helps mine the mysteries of MOCA's attempt to redraw the canon within the milieu of art production in
2016 Los Angeles.

Paloma Checa-Gismero is a PhD candidate in art history, theory, and criticism in the University of California, San Diego.
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Considering Nevine Mahmoud’s Three Isolated Effects

By E.D. Noice
May 11, 2016

On a lonely hill above Los Angeles | find myself texting a complete
stranger in order to be taken to an exhibition | know nothing about.
Typically when I'm asked to write about art, I've at least heard of the
gallery, and if not, I'm able to familiarize myself prior to visiting the
show by reviewing photos and reading a press release. A barren
website and a cryptic appointment e-mail containing the word ‘ac-
cess’ confirming my reservation are all that lies between myself and
the exhibition.

The stranger tums out to be Lewis Teague Wright, the ‘Gallery Di-
rector’ for transient art space Lock Up International that has hosted
shows in London, Frankfurt and Mexico City. On this particular day
Nevine Mahmoud's Three Isolated Effects exhibition, running from
April 18 to 24, is showing in a 10x10 space in a Public Storage facility
in Los Angeles’ Elysian Park neighborhood and is made up of three
sculpture pieces by London-born and LA-based Mahmoud.

Db -
5. 1“"

Nevine Mahmoud, Three Isolaed Effects, 2016.

The abstract ambiguity of Mahmoud's pieces marry perfectly with their surroundings. Contained within the walls of a
storage unit, we understand there is value. There is worth in the work. In the same way that value is given to art objects
displayed in the white cube, Mahmoud's Three Isolated Effects, too, feels right at home in a space with its function of
storing a person’s valuables.

With construction going on both above and below the unit that houses the show, | become acutely aware of the delicacy
of viewing art in a way I'd never realized. The floors and walls of the space are made of creaking and groaning plywood
—the kind that noise and movement flow through freely. The banal act of walking from one piece to another to view it
becomes a disruptive and self-conscious one. At times it leads me to focus on factors outside of the art, influencing the
viewing experience.

Mahmoud’'s most formally recognizable and least abstract piece is a colorful, to-scale beach ball. Without a list of titles
or materials to refer to, I'm left to observe exactly what's in front of me. Its glossy finish and stiliness leads me to believe
it is made of ceramic —making it a replica of a delicate, light object made of a different, yet equally fragile material.
Diagonally across from the ball is a free-standing fibre-glass piece of what | can only guess was once a jacuzzi or bath.
Smooth and white like the faux-porcelain of any domestic tub on one side, and rough and painted a bright, chalky, Pepto-
Bismol pink on the reverse.

Almost invisible due to its hue and broad surface is a golden, canary yellow panel to the right. It lies nearly flush against
an already yellowed plasterboard wall, creating a subtle and atmospheric piece that complements and observes the
installation alongside it, without leaving an intrusive impression. The pieces conjure nostalgia in both their formal and
conceptual existences. The colors and materiality of all three artworks make them familiar, even when a piece’s shape
or size is surreal.
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Nevine Mahmoud, Three Isolated Effects, 2016.
Installation view. Courtesy of Lock Up International.

It's rare to see a show with a title, environment and works that so succinctly combine and freely converse between
themselves. Three Isolated Effects achieves what many Los Angeles art shows miss out on; existing outside of the city’s
influence. Blanket statements about a place as diverse and complex as this one are typically invalid, but there are two
truths that are proven exceptions to this rule: that Los Angeles has a lot of space and light. Although the white cube is
an equalizer, it's hard to ignore how these two physical elements exist and inhabit this Californian city. Mahmoud’s show,
like others put on by Lock Up International, become truly free of existing in any one location.

As curator Teague Wright leads me through the labyrinth of identical hallways and safety-orange metal unit doors, in a
generic Public Storage facility, in an ordinary residential suburb, these two truths of LAfall away —we could be anywhere.
This anonymity, and the Lock Up International website’s lack of explanation, leads to an art exhibition palette cleanser,
one that asks you to forget the white cube. Instead you're invited to pay attention only to what is around you, and in front,
lending itself tremendously to Mahmoud's show, as abstract sculpture typically requires even a modest suspension of
disbelief. This return to basics is both refreshing and eye-opening, leaving me glad to know that the places and modes
of how we view art have a dialogue all their own, being hashed out on an international scale.**
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SOGTFO (Sculpture or Get the Fuck Out)
28 February — 11 April 2015, Frangois Ghebaly Gallery, Los Angeles

May 2015 Issue
By Arturo Berardini

Tits or Get the Fuck Out. In the darker, scuzzier and more diabolically playful
corners of the Internet, where identity is at best fluid and undefined, TOGTFO
is, according to writer Quinn Norton, ‘a transgression to test a new person’s
ability to participate within an in-group’. Though directed at women or users
perceived to be women, you're not supposed to show your tits. That's maybe
the worst possible response. Or the worst outside of taking it as a literal request
and getting upset. Better is, maybe, ‘All | have are your mom’'s and nobody
wants those’, or just ignore the fuckers.

The question presumes that the majority of /b/tards, anons, trolls, hackers and
lurkers are dudes, which most of them are, and the Internet’s language, culture
and criteria have been largely set by men. Artist and exhibition curator Charlie
White asserts that sculpture has had the same history, but that it shouldn’'t have
had to, thus the show'’s title.

Of all the different media, sculpture has a particularly cock-dragging history and is dude-dominated in general, in LA in particular, and
the gang of artists in this show engages with that history, collectively pushing the medium into new places. Of the six artists, all ladies,
two midcareer and a trio of emergers, none are flashing their tits or buckling under the offence of patriarchy. With humour, panache,
skill and style that matches and surpasses their male peers, the work of these artists supersedes any bullshit gendering.

Amanda Ross-Ho'’s Untitled Sculpture (Once U Go Black) (2015) quietly engages with LA sculpture icon Charles Ray’s subtle and
significant rescalings. Here the upsized bottom hips of a mannequin sport a fade-to-black of panties stacked atop panties creeping
down its legs — an American Apparel model tweaked for surreal effect. The sculpture doesn't read here as an objectified body but
rather as a bit of amusing motherfuckery (to use the Anonymous term) with display, bodies and commerce.

Kathleen Ryan beautifully engages with display and material in Bacchante (2015), which has concrete balloons tumbling down a
granite plinth, a bulbous match for Nevine Mahmoud’s ceramic balls in Basketball (2014) and Beachball (2015). Rounding onward,
Mahmoud’s gnarly, heavy metal spiked rings, plunked on and off pristine coloured platforms with one particularly sizeable vagina
dentata calling itself O (2015), matches in shape and title Kelly Akashi’s surreal free-floating wall, dubbed Figure 0O (2015). Standing
with two circles cleanly chopped out, the wall displays the artist's disembodied hand cast in wax. Rather than assertive phallic
obelisks, we have assertive holes all the more badass for their yonic vacancies. Andrea Zittel's Flat Field Work #1 (2015) reads in this
context as a bridge. Zittel takes issues of domesticity to a level of autarchic seriousness. Her perspicacity and facility with materials
make craft, previously considered ‘women’s work’, simply art.

Given the male-dominated history of sculpture, the ladies here offer neither a junior alternative nor a reactionary riposte, but a
sophisticated set of objects working with essential issues of sculpture in ways that the gentlemen just couldn’t. White locates with
these artists an important shift in our understanding of art (especially the history of it in Los Angeles) and its relationship to gender,
flowing out of feminist and trans advances but also the postgender continuum offered by online avatars. Sarah Lehrer-Graiwer sums
up the possibilities beautifully in the final line of her essay that accompanies the exhibition: ‘an all-female sculpture show is pretty cool,
but an all-female Senate would be so much cooler’.
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Playtime

By Andrew Berardini
Issue 52
February 2016

Inverted gears warp inward, raw metal with an organic curve. A post-industrial sea creature,
this mouthy hunk of raw metal plunks onto a slick primary-hued plinth, raised just off the floor.
Balls in the colors of faded ice cream sag without bounce. Chopped slides arced and prone
beam in more cheerful primaries their unuseful curves, some magic of modern material cast
just so for the whimsy of children. Old car parts cast shadows on photo paper like those
nuclear winters you hear about where the flash of the explosion makes vaporized bodies
permanent shadows on thick walls. And these special stones carved just so, a calcite peach,
a disembodied alabaster tit, they sit on these bright primary plinths too, though the latter
was spotted in a makeshift bar sitting on the glossy surface of a piano, regaled with cheap
barroom chatter and an instrumental from the keys of Wham’s immortal Careless Whispers.
Playground minimalism plunked with curved stones from the pornographic end of Noguchi or
Hepworth, the work of Nevine Mahmoud is all of these things.

The locked weirdness between modern materials and shapely living bodies, the natural and
unnatural, a yeaming for some kind of order refused with a chop, the roughest metal lingering
on those perfect plinths. Dangerous pussies or vagina dentata or whatever, anyway you cut
those lopsided circles you still don't put your fingers in them. The stones on the other hand
beg for a soft touch to see if its translucent skin as yielding as it looks. The peach, though
suggestive, still feels PG, laying a finger on that can go down without a hint of the illicit. But -
wanting to touch the disembodied boob

(even thinking of it as a boob without a body) feels just a little bit creepy. One doesn’t often
view sculpture begging to be handled.

Every time | see one of John McCracken's spacey, leaning planks, | want to smear a greasy
thumb across the perfect sheen of its surface. | yearn to mar its perfection with my imperfect,

squelching, sweating body. The triumph over the messy living over the perfection of these “New Babylon” installation view at Roberts &

objects’ inhumanly (or post-humanly) modern materials. His work has become easy shorthand Tilton, Culver City, 2015
for me in thinking about contemporary commodity fetishism and its attendant alienation, Courtesy: the artist and Roberts & Tilton,
another way to throw my body on the machine. Culver City

Most minimalists, though less fetish-y, still beg for a hand to finger their unhandled forms and make them more human. If seen as a cautionary
tale of our sometimes disastrous love affair with machines, Donald Judd and Carl Andre look like ignored Cassandras making monuments
to the tragedy of disappeared bodies. But seen as they wished themselves and their work to be understood, they were butch ultra-literalists.
They wanted things that could not be anything but what they were, sucked of all content, smashing old illusions, doing it with all the romance of
a stack of plywood. Monuments to an emptied-out monumentality, or truly (at least to me) triumphal sculptures to industry at the moment when
its force started to fail. They poured their concrete and stacked their bricks just as all the American steel mills went rust belt and their factories
and foundries were dubbed Superfund sites. In chopped forests and mine runoff, in quarried mountains and chemical treatments, the

EPA might be able to better tell you how much toxic wastes goes into the creation of that literal geometry of industrial manufacture. Industrial
materials were also employed in that generation by female artists as well but to very different effect. Eva Hesse and Alina Szapocznikow made
corporeal sculptures with these materials but found themselves in early graves, most likely from their unmasked exposure to their media’s car-
cinogenic chemicals. Szapocznikow, a Jew during World War Il, had survived Auschwitz and Bergen-Belsen and peritoneal tuberculosis, both
experiences that brought a contemplation of corporeality to her work in all its fragile mortality and occasional sex appeal, but it was likely
the polyester resins that gave her the breast cancer that eventually took her life. Also a casualty of Nazism, Hesse as a child made it out of
Germany, but her uncle and grandparents died in concentration camps. Clearly less representational than Szapocznikow's cast body parts,
Hesse ’s sculptures differed greatly from Judd and Andre in its palpable psychological moods, organic forms, and occasional sexual innuendo.
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The work of Nevine Mahmoud lives in this tradition of sculpture set forth by Hesse and Szapocznikow through a similar use of materials and con-
cerns. But her meditations on her mediums absorb some of the hard edges leftover from a fetish minimalist like McCracken, the tension between
the plinth and the knotted hunk of metal atop it, between the rough industrial skin and the slick surface it rests upon. The corporeality that Nevine
brings to her work, through inclusive of both the psychological complex and surreally sexual, also finds a curious element of play: the balls, the
slides, those specific colors. Though the elemental metal works look quite menacing in their way, the shapely slides bear a human curve. Looking
at Nevine’s work, | kept dreaming of Jacques Tati’s Playtime (1963). In his DVD commentary for the British Film Institute, scholar Philip Kemp
described the film's plot as exploring “how the curve comes to reassert itself over the straight line.” The hard angles of modernity, cookie cutter
mass production, the straight lines that the gray worker’s walk of the new modem Paris (and the occasional striking color brought by flowers, vivid
non-conformists, and the working class). The old Paris construction workers and dancing teenagers walk and move in curved, organic paths
and rhythms. Tati’s iconic character Mr. Hulot himself in his messy humanity is hilariously and somewhat melancholically lost in the mess of this
bloodless, boxy universe. Given this paradigm, it's hard for me not to think of Judd, Andre, and the gang as purveyors of this soulless modernity,
and Hesse, Szapocznikow, and Tati as bodies trying to resist its hard geometries on their round bodies, some to more violent effects than others
of course (but the world has always been so much harder on women to be sure). This is a false dichotomy perhaps, but | still feel it.

Humor and play itself are rebellions against the efficiencies of modern life, the exhausting churn of perpetual work so many people in the industrial
and postindustrial world find themselves in. Our generations ultra-modern materials have long left plywood and concrete behind, but we all stare
at the unbroken perfection of computer screens. Apple’s triumph was to make the least machine looking of machines; its sleek metal and plastic
without orifice as if it was shat from a robot and never saw a human hand (which we artist too much or reduce his work to a single element) this
is also a clear tactic of late-capitalism.

“Play” is one of those words that seem to litter contemporary art writing to the point where even | read one of this delightful world with a bit of a
pause, but rather than dismissing a cliché, perhaps I'd rather explore why we need to feel this sense of play, why an artist like Nevine choose to
make these beautiful, almost classical, post-minimalist objects out of balls and slides, along with those old

car parts and menacing hunks of metal. Not a Luddite, | don’t wish to attack modernity and its mechanical advancements wholesale but such
progress has casualties. The assembly line of death that both Hesse and Szapocznikow barely escaped, the industrial poisons

that eventually took them. And though the issues are maybe not so stark, we still somewhat blindly rush forward into futures without thinking of the
whiplash of progress, worked to death and always complaining of being “busy,” as the old John Lennon song goes, by giving us no time instead
of itall. And here in the work of Nevine | find both the promise of play and the material reveal of the suppression of labor, all seen the perspective
of an intelligence in full possession of a body aware of the potential casualties of our most modem desires.
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'Seven Reeds,' exploring the 'work’ in works of art

December 4, 2014
By Christopher Knight

Seven Reeds,” a group show of painting and sculpture at Overduin & Co., takes its title from a short 1949 documentary
by Italian filmmaker Michelangelo Antonioni.

The five artists don't illustrate his film’s narrative, which followed the production of synthetic rayon from natural materials
all the way to finished fashions. But, using Italian Arte Povera as a starting point, they do operate in a murky, sometimes
provocative area somewhere between nature and culture.

Jacob Kassay's irregularly shaped canvases are covered in finely splattered paint that looks alternately like a celestial
star-map or cheap linoleum. Stretched denim torn with holes by Valentina Liernur is part working-class fashion statement,
part homage to Lucio Fontana’s slashed paintings, where real spaces intrude on art's typical illusions.

A glazed ceramic basketball by Nevine Mahmoud is a primordial vessel crossed with an impossible modern toy. Fredrik
Vaerslev pushes wooden slats out from the wall on steel struts, the paint-splotched surface transforming a forklift pallet
into an artist's palette.

Overall, the show’s most consistently compelling works are Julia Rommel's abstract paintings, such as “Blitz.” Rommel
stretches and re-stretches linen in rectangles of different sizes. The creases formed in the material establish interior
drawing along the paintings’ margins, and finally she paints those linear edges and shapes in bright hues.

The result is a considered composition that records itself coming into being. In part, “Seven Reeds” contemplates the
determined power of work within any work of art.

Overduin & Co., 6693 Sunset Blvd., Hollywood, (323) 464-3600, through Dec. 20. Closed Sun. and Mon.
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“SOGTFO” at Frangois Ghebaly

April 7th, 2015

Nevine Mahmoud, Tied chunks with color box, 2015.
Image courtesy of Frangois Ghebaly, Los Angeles.

SOGTFO (Sculpture Or Get The Fuck Out) is a critical play on the misogynistic acronym TOGTFO (Tits Or Get The Fuck Out), a
prompt directed at anyone claiming to be female within online boards, chats, and forums. This prompt, which bridges “accepted” ado-
lescent immaturity and the most menacing forms of misogyny, points to the pernicious “made by and for men” sentiment that persists
in cultural realms both high and low.

Under such hegemonic primacy, male artists tend to be elevated far above their female peers, and the notion of genius is largely
reserved for men. This bias resides most resolutely in the discourse surrounding the practice of sculpture, in which an emphasis on
grandeur functions as the new phallus of nations, churning out massive works for even more massive sales floors, collections, and
institutions.

This exhibition argues against the predominantly patriarchal imagination that has defined sculptural form, and it aims to reveal the en-
ergy, intensity, and originality being forged by artists who exchange the emptiness of grand gestures for complexity, criticality, humor,
and meaningful gravitas.

Without discrediting or disregarding history, the exhibition makes a case in and for the present—a time when the market has nearly
consumed every aspect of the maker—by turning our attention to five contemporary artists whose gestures in form embody the now
and point to the new in Sculpture. Spanning three generations, the show introduces emerging artists Kelly Akashi, Nevine Mahmoud,
and Kathleen Ryan, alongside established artists Andrea Zittel and Amanda Ross-Ho, illustrating a shift in mentorship and aesthetic
lineage that argues against longstanding—and all-too-gendered—systems of artistic valuation and authority.

SOGTFO is curated by Charlie White, with accompanying texts by Sarah Lehrer-Graiwer and Charlie White.
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