SARAH MORRIS [PORSCHES | RUTH ASAWA | NEWCOMB PQ

BLOUINARTAUCTIC

THE INTERNATIONAL MAGAZINE FOR ART COLLECTORS / C

MASTERS ,
TakesLlondon | // fihes

ArtistiFc und/dt;om: !,?D,eman
Building a Billion-DollarLegacy = /%

BREAKO(H’ ]
PHOTOCRADH ERS /




“I’m constantly thinking about the
direction of the work and where it’s going and how to

question what has come before it.”
—PAINTER AND FILMMAKER SARAH MORRIS ATHER STUDIO IN QUEENS, NEW YORK.
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Fromtheartist’'s
“Rio” seriesof
paintings, Pracada
Apoteose[Rio],
2012, top, offers
verticalmovement
injuxtapositionto
astillfromthe
accompanying
film,showcasing
thecolorsof
Carnival.Theartist,
above, exclusively
useshousehold
glosspaint
onhercanvases,
whicharebuilt
upwithstencils,
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Itssurprisingtolearnthatcanvases
flaunting such vivid huesof real, orange,
yellow, indigo, pink,and green begin
lifein black-and-white ona compurer
screen. Form comes first, butcolor has
long beenakey componentof Morris’s
work. from her early text paintings
shownatthe Saatchi Gallery in London.
which associated herwiththe YBA
crowd (including Darren Almond, Liam
Gillick,Sam Taylor-Wood,and Jane
and Louise Wilson), tothe grids ofher
“Midrown” and “Las Vegas™ seriesand
the heighrened optical game of the
present day. Each body of work offersa
distincrive palette based onanactual
geographiclocaleoraconceptual
landscape. “ltusually starts witha
place—its politics, situations, images,”
says the British-born Morris, who grew
upintheU.S. “Inthatcontext,llook at
geomerric formsand startdrawings.,
diagrams, which very quickly goonto

the computer.” Those diagramsare sparkedin partby the

“thousands of photographs”™ Morrisshoots whilein prepro-
duction fora film. For Rio, her subjects included architecture
by Oscar Niemeyer, bikinis, train stations, and Volkswagens
(the first South American factory for which was builtin Brazil).
“Forthe ‘Rio’ series of paintings, say, colors were raken
from the beach umbrellasin Ipanema, fromthe Globo
snack wrappers seen everywhere, maybea blue fromthe
Brahma beerlabel,” the artist says. She walks overto
thecork stripe, whichisjust starting to be populated with
such found ephemera as well asa grid of mini diagrams
sampling marriages of form and color. “If someone tried
to create a system for it,” she says, “itwould be quite
difficult because it’s both objecrive and subjective.” This

isanapt phrasing for the appeal of her works, whichare
fully abstract yet manage to convey the impression of place.
Foralltheedgyenergy they evoke, theartisttakesa fairly
meditativeapproach to hercanvases. “ The paintingsare
very slow, very precise, very meticulous. Youcan’t rush
them,” shesays. Shejokes tharshe should buy stockin 3 M.
the manufacturer of the blue painter’stape sheand herstudio
assistants use to create stencils upon which layerafrer layer
ofcolorisapplied to build the compositions. * They resort of
anopensystem,and withinthateconomy of time there’sa
lotof space between things where Lusthave towait.” Butasa
cerebral sort—Morrisearned an undergraduate degreein
semioticsand political philosophy at Brown University, read
social and political science at Cambridge, and attended the
W hitney Museum of Art’s Independent Study Program—she
does notrestidle: “Inthatemptiness ldoalorofotherthings.
oneofwhichishavealotof conversations abourthe films.”
Although they are separate, the films and painrings feed
cachother. “Theyare parallel,” sheexplains. “They'realways
happeningatthesametime. It’s notalinear, causal relation.” »
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The paintings, forexample, “involve theideasoflightand

«

motion,” shesays. They're “self-splintering, fragmenting, and
generating thenextthing. Together they createa chain of
pieces, a series of steps, and I'm constantly thinkingaboutthe
direction of the work and where it’s going and how to question
whathascome beforeit.”

Thereisa lyricism about Morris’s filmsthatsets herapart
from many artists workingin the medium. Perhapsit’sa
reverence for the form rather thana co-opting ofit. (Or
perhapsit’s theethereal soundtracks composed by Gillick, a
longtrimecollaborator.) Her first thoughts about moving
images were ofanimations of her painted compositions—
likeaflip-book that would leave the viewer feelingasifhe or
she had takena journey. But given her knowledge offilm

Shapesfrom
AcademiaMilitar
[Rio], 2013, above,
echo TheParallax
View,2012,anink
andgouache
onapapermovie
posterfora
foreign-language
versionofone
theartist’s
favorite films, Its
uncreditedscript
adaptertalked
aboutthe film
industryandhis
roleinitasthe
subjectof Robert
Towne, 2006.

theory and the way didacticimages can be made abstractto
affectarmosphere, Morris realized she could frame shots
from real life and create referential parallels to her plastic
work. [n1998 sheengaged anewscrew toshoother firstfilm,
Midtown.,to show with a body of paintingsat Cologne’s
Musenm Ludwig. “They were most versatile and adept,” she
saysof the crew. “I had these pulse points wanted to capture,
bothcorporateand pedestrian, and that was the beginning of
my film process thatis structured, fast, very cinema verité,
withnothing staged.”

Morrisappearstobe havingagood timein the director’s
chair, informing her filmcrews (no longerrigged by the
newsroom) thatatypical shootday willinvolve many more
locations and situations than they might be used to. *Robert
Towne hasthislinetharasa filmmaker, you're functioning as
ananarchistwho’stryingto control a fantasy world,” says
Morris. Towne, the legendary Hollywood scriptdoctor, was
oncea figure Morrisadmired from afar—shenamed her

POHYL™
S POLFZNOSTI
PAfALLAX

I~

studio Parallaxafterthe 1974 film The Parallax Vieww—Dbut
shehas begunadialogue with himasthe resultofher film
Robert Towne. 2006. Theartistis fascinated by hisrole: “He
rakesexisting material, tweaksit,and makesitbetter,” she
says. “Thatiswhatldo.”

The films, like the paintings, are meditationson place,
whether theartificial flash of Las Vegas or the leisure culture
of Miamiorthe power corridors of Washington, D.C.
Naturally, theideas broughtforth in one place serthe stage for
the next. “Some things have to follow others as porentially
corrective gestures,” says Morris. “While I was shooting or
makingthe “Los Angeles” series of work, dealing with the con-
ceptofthe filmindustryand theego,Thadalready madea
very firmdecision thatthe next project was going to be based
in China. What better place to position the nextwork than
somewhere that doesn’t valueego in the same way, a nation-
state thatis hypercapitalistand possibly totalitarianat
thesametime?” Shecontinues, “Choosing Rio after Beijing »
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Inacityrenowned
asacenter
forsurgical
innovationsin
cosmeticsand
dentistry. the
artistobservesa
procedure for
herfilm Rio, 2012.
Vale, 2013,
topright, from
the “Rio” series
of paintings,
revisitsthe
artist'sprevious
examinations
ofcorporate
building facades.
Miniversions
ofthe “Rio”
compositions
populateacork

boardinthestudio.
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means something. I'm notgoing tospell outexactly what.
There’s no way to isolate one city from any other place.”
Despite the correlations, Morrisis reluctant to say that
thereisalinear connection between placesandideas. “1
wouldn’tuse that word. Twouldsayit’sachainofideasand
peopleand travel and movement,” shesays. “Thefilmsarean

excuse tocreatessituationsand meet peopleand somehow
learn something from politics, architecture, advertising, film,
law,and see how someone could use the bestof those things
asaway of thinking.” Inthatcontext, filmssuchas Robert
Towne,in which Morris moves froma macro lenstoasingle
psychology, don’tseemsoanomalous. Inher 2orofilm,
Pointsona Line,she brings the macro and micro together by
showcasing two places.iconic buildings by famousarchitects,
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and examining how the marriage of formand function s
successfully (or unsuccessfully) engineered. For Morrisit’s:
amatter of connection, but rather ofoneidea giving rise to
anotherand sometimes looping back again
Leftaloneforamomentinthestudio,I'mexamining
Morris’s bookshelfwhen myeye fallsona pocket-size map«
the London Underground adorned with her painting Petrobs
[Rio], 2012, printed as part of thecity’s Arton the Under-
ground program. The composition of dissected circles hasa
obviousvisualechoin the spaghetti bowl of train lines detas
inside. The tubeisalso the place where people living separat
lives, unknown to oneanother, move in tandem, perfectly
insyncwhile going fromone place tothe next. It’sa systemt
seems tailor-made to Morris’s affinity for pointsona line. A



