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Some years ago I was sitting in the New York apartment of a friend having tea and a conversation. A large part of 
our exchange had to do with the senses, and how communication involved a wide array of possibilities outside 
the norm of what it means to be human.  Deep into the conversation, my friend told me a story about a blind 
baby who had learned to imitate —perfectly — the sound of a refrigerator and the sound of a car going over 
gravel as it approached the house. After a long pause in which we considered the implications of this, my friend 
turned to me and said:  “Beauty is difficult. Never forget that."
-  Joseph Grigely, December 2018

Joseph Grigely creates works that explore the failures, idiosyncrasies, and ruptures of language and communication. 
Grigely has been deaf since childhood, a factor that has not only filtered and shaped his work, but has become a 
central concern. He first became known in the early 1990s for a series of works he called Conversations with the 
Hearing. From small table tabletop tableaux and intimate wall-based works to room sized installations, these works 
grow from the scraps of paper and handwritten notes produces when he communicates with the hearing world - a 
strategy the artist employs to converse with people when he cannot read their lips. One of the ongoing themes in 
Grigely’s work is sound - from his own memories of sound as a child, to explorations of how sound might look
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CONVERSATIONS



I became totally deaf when I was ten years old, when I 

fell down a hill during a game of "King on the Mountain."  

Lipreading was always a challenge, because many 

words look alike on the lips and are hard to distinguish-

-so after a while I started asking people to write down 

what they were saying.  For about 20 years I simply 

threw away the note papers. Then there was a day 

in the early 1990s when I had dinner with a friend, 

and afterwards there were scraps of papers all over 

the table with fragments of our conversation. They 

were all disconnected, quite lacking continuity, and 

somehow more engaging that way, as if they told a 

story without telling too much. Afterwards, I started 

saving the papers on which people had written, and 

one day I spread them on the floor of my studio. I had 

expected to see a lot of writing, but what I saw instead 

was a lot of talking. Sometimes there was only one 

word. Sometimes there were words on top of words. 

Sometimes there were lines and arrows.  I realized 

then that these notes were essentially drawings of 

conversations. They were not so much about me as 

they are about the people I interacted with.

My first exhibition of the "Conversations with the 

Hearing," as I called them, was at White Columns in 

New York in 1994.

The White Columns exhibition consisted of a large 

table-piece covered with conversations, and an array 

of wall works--some with a single conversation paper 

and some with groups of papers--pinned to the 

wall, accompanied by a black-framed storyline.  In 

subsequent work, I expanded the form as an abstract 

grid.  Some of the works were based on conversations 

on white paper; some on colored papers; some 

combined both. The process of making the work is 

very slow.  

For a piece that has approximately 100 papers in it, I 

work from an archive of approximately 25,000-30,000 

papers.  The placement of each paper is decided in 

part by the narrative structure of the work, as well as a 

formal approach that depends not only on the verbal 

content, but the shape and color of each paper, 

and the way the writing is inscribed on the paper.  A 

template of paper-backed linen is made for the work, 

and this serves as a guide for the installation process. 

Over the past twenty years I have made only fifteen 

large wallworks.  

Conceptually, the "Conversations With the Hearing" 

owe much to three traditions in art history: The 

conversation piece, the still life, and minimalism.  The 

conversation piece is an 18th and 19th century tradition 

typically practiced in England and the lowlands. The 

genre is distinguished by the fact that people are 

present, but their words are not. There is the sense 

that a conversation of some kind is taking place. The 

still life is important in terms of what the art historian 

Norman Bryson calls rhopography.  It derives from 

the Greek rhopos, meaning trivial objects.  Odds and 

ends—and in the case of the "Conversations With the 

Hearing," ordinary, everyday speech.  The minimalism 

of the Conversations has many influences--from 

Aby Warburg's generative grids, to Josef Albers' 

layered squares, to Agnes Martin's subtle arrays.  I 

see the "Conversations With the Hearing" as being an 

extension of all of these genres.

- Joseph Grigely

«Conversation with the Hearing», White Columns, New York, 1994



«Conversation with the Hearing», White Columns, New York, 1994

White Noise, 2000
ink and pencil on white paper (approx 4 000 leaflets), pins, curved wall
variable
unique

White Noise is one of Grigely’s most ambitious installations. It brings together about 4.000 leaflets from his archives 

on various shades of white paper. 

«There are lots of different ways they get classified and categorized. Color is one of them [...] Sometimes the 

conversations are organized by dates, sometimes by place, somthimes by kinds of paper. Sometimes I label them 

according to whether they have drawings as part of conversation, or some other kind of non verbal inscription. There 

are a lot of different ways of organizing the archive and it’s constantly evolving [...] it’s almost domino-like, like relatio-

nal grammar. I go through pretty much the whole archive trying to find the right paper for the right place» 

Exhibition Prosthetics by Joseph Grigely, Converation with Hans Ulrich Obrist and Zak Kyes.



What happened after I left?, 2007
275 sheets, ink and pencil on paper, pins
127 x 432 cm
unique

The theme of the verbal narrative is what similar to what linguists call ‘relational grammar’--each conversation not 

relates to the one next to it.  The title of the piece («What happened after I left») establishes for it a deliberate context 

of ‘overhearing’ conversations--the things people say in the absence of other people. J.G



What happened after I left?, 2007 (det.)



The Tree-Trimming Party, 1998
mixed media installaiton
variable
unique



The Tree-Trimming Party the largest of a series of sculptures that focus on the ‘furniture’ of conversations and 

the tradition of gatherings taking place around certain domestic objects: fireplaces, tables, overturned buckets, 

and stoves. These include table pieces (Conversations at Sutton Pond, 1996, and Kitchen Conversations, 1998), the 

mantelpiece sculptures (Fireside Talk, 1999), the crystal urethane buckets (That’s What we Live For, 2007), and a table/

Christmas tree installation that was exhibited at the Pompidou and Sydney Biennial (The Tree-Trimming Party, 1998). 

The Tree-Trimming Party, is based on a traditional Christmas tree-trimming party. The installation elements vary: it 

usually includes a Christmas tree (sometimes a real tree; sometimes an artificial tree), and a table and chairs. The 

table is typically covered with «Conversation» papers being strung with thread for hanging on the tree, tinsel, and 

other elements of a domestic party; and the tree is covered with tinsel, strings of blinking lights, and instead of glass 

ornaments, Conversation notes. The installation comes with a large archive of Conversation papers, and these rotated 

are rotated for different installations, and also hand-copied from time-to-time. Various elements of the installation 

(lights, beer cans, stringing materials) are formally arranged; however, it is part of the design of the work that they are 

replaced from time-to-time so that the installation maintains a ‘fresh’ look.

The Tree-Trimming Party, 1998 (det.)



Untitled Conversation (Numbers), 1996
Framed text, 4 pencil and ink on paper, pins
13,5 x 19 cm ; 50,5 x 37 cm
unique



For a long time numbers perplexed me. They’re pretty hard to lipread, and it seemed like I was always asking people to 

write them down. But they’re not really as simple as they seem. l’m not sure why this is so--only, that numbers, when 

they say something, never seem to say enough. J.G



Every now and then someone will write down for me something that seems utterly banal in one context, and oddly 

unusual in another. I think it has to do with the fact that when people write things down, the entire process presupposes 

a sense of importance: that whatever is being inscribed is significant by virtue of the fact it is being inscribed. This is 

particularly true when people write down things that don’t seem to need writing down--things that might otherwise 

be said with a nod or a gesture, or things that need not be said at all.

Untitled Conversation (I had to set up cat litter), 1997
framed text, coloured pencil on paper, pins
13,5 x 18,5 cm ; 26 x 18,5 cm 
unique



Untitled Conversation (Condillac, Rousseau and the History of Deaf People), 1996
framed text and fabricated photograph - version 2, pins
13,5 x 18,5 cm ; 23,7 x 39,5 cm
unique

Every now and then I wonder about the history of deaf people, and how this history has been represented at 

various times. Enlightenment thinkers like Condillac and Rousseau had this idea that language consituted the 

humanizing element of our nature as human beings. For them it was language hat separated man from beast. 

There's a remark somewhere by Condillac, I think, who said that had Descartes benn born deaf, he would have 

walked on all fours. That's beastliness for you. It's little wonder the that the earliest educators of the deaf sought 

to teach children to speak. If it makes sense, though it's also a little pathetic. When you look through piles of 

photographs of the 19th and 20th century deaf institutes, you can find a lot of images of children being taught 

to speak. But you have to look really hard to find a photograph of deaf children being taught sign language. That's 

because deaf children taught each other sign-- as deaf people have always done. It's kind of cool. The trouble is, 

administrators and other "authorities" have ideas of their own--ideas about how to teach the deaf, what mode of 

language to use, and things like that. Most don't seem to realize that language is a lot like electricity: it takes the 

path of least resistance. Left to its own, it takes somes interesting and unpredictable paths. 



Untitled Conversations (Portraits of Joseph, v.1), 2016
texte dactylographié encadré, 6 feuillets manuscrits, épingles
15,5 x 98 cm ; 13,5 x 18,5 cm
unique

One of the problems of communicating with language is that, however much it says, it never seems to say enough. 

Perhaps this explains why, on some occasions, I have conversations with people who do more than just write words 

- they draw pictures too. Sometimes the pictures illustrate their thoughts, and sometimes the pictures are their 

thoughts. Even at times when they draw pictures of me. You can say a lot of things with lines that you can't say with 

words. JG



Untitled Conversations (Names), 1998
Framed text and 16 sheets of paper, pins
10 x 13 cm ;  53 x 76 cm
unique

«Whenever I meet someone for the first time, the fact that I am deaf becomes apparent at the moment we intro-

duce ouselves. It’s almost impossible for me to lipread names. It doesn’t matter so much if it’s a common name or 

an unusual name--they’re all very hard to lipread. After one or two attempts at this I usually ask people to write down 

their name for me. It’s a little slow, maybe, but in the end it works out pretty well.» J.G.



INSTALLATIONS



You (full version), 2001
5 loudspeakers, sound wire, audio CD (mono version 1.1),  8 pigment prints.
variable; sound 7.30 min, looped
Edition of 3

"In the late 1990s, I was known in Europe as an artist whose work dealt with human communication, but in America 

I was often described as a deaf artist whose work was about deafness. This reductive perception bothered me - 

mostly because my work was rarely about me - it was rather about the people who communicated with me, and the 

ways they remade speech into a complex array of inscriptions, drawings and lines. In You I wanted to get inside this in 

an emphatic way. While language is basically somthing we "share", we also inflect it with traces of our individuality, and 

I wanted to do something that emphasized these traces in both speech and writing - the ways people wrote names, 

and the ways they spoke names. One part of You consists of names of people -Hilke, Kellie, Elizabeth- that were 

originally written on small papers, but printed as 40 x 30 inch pigment prints. There is something very idiosyncratic 

about each inscription. The other part of You is an audio track of people of different ages and backgrounds saying "Ed 

Ruscha" aloud. Of course, they all say it with very marked differences which is the whole point about language: we 

share it, but we all use it in a singular way."

"Joseph Grigely, St Cecilia ",



Remembering is a difficult job, but somebody has to do it, 2004
mixed media installation : 2 single channel video projections (DV and super 8mm transfered to DVD), artificial palm 
trees, 3 c-prints and 1 b&w pigment print) 
variable; 2.35 and 4.55 minutes, looped
without frame 3 x (60 x 90 cm); 25,5 x 20,5 cm
Edition of 6

In "Remembering is a difficult job, but somebody has to do it" palm trees flank a large projected video of an ocean 

scene, while on a small TV monitor placed on the ground shows Grigely talking about the music he remembers hearing 

as a child. Sitting at a table with microphones pointed torward him, as if he is being questionned at a hearing or press 

conference, Grigely begins to sing the theme song to the Gilligan's Island TV series - one of his remaining musical 

memories. "When you become deaf suddently you don't have a choice about what you are privileged to remember" 

explains Grigely. The experience of watching him as he struggles to remember the lyrics and hearing him sing his 

off-key rendition of the intrepid castaways' theme song is at one funny and poignant. Although there is a sense of 

the familiar in the tune Grigely sings, it utimately is not quite right. A Closer look at the installation reveals that its 

visual elements are slightly off-register as well: the palm tree in the room are artificial, and the slowly moving image 

of water projected on the wall shows not a tropical island locale, but a frigid ocean strewn with icebegers. As a whole, 

Remembering... is a series of unfolding fictions defined by remembering and misremembering. 

"Joseph Grigely St Cecilia"



Blueberry Surprise, 2006/2019
Vinyl wall installation
Dimensions variable
Edition of 3

Blueberry Surprise consists in one continuous text of 45,000 words transcribed from the written conversations that 

Joseph Grigely has been collecting over the last ten years. The transcription has kept every single typographic detail 

of the handmade inscriptions, including punctuation and casts, while skipping all of the drawings which might have 

been included on the papers. The reader switches from one “voice” to another according to the changing colors of 

the sentences: red, orange and black. Switching color means going over to the next person writing. The identity of the 

characters is not known, developing a pure narrative voice coming from we-don’t-know-where. This endless series of 

notes builds little by little a polyphonic murmur, which resonates in a purely mental field. The arrangement of the text 

on the pages is based on both ideas of continuity and fragmentation. The lay-out in a single paragraph gives a feeling 

of continuity while the changing colors create a feeling of alternation.

Looking at the Latin etymology of the word “text” brings us back to the transitive verb meaning “to weave” or “to braid”. 

Here we have indeed a powerful collection of intertwined fragments, subtly playing with (a)symmetrical patterns, 

rhythm and balance.



Blueberry Surprise, 2003
framed pigment print
185 x 130 x 5 cm ; 183 x 128 cm



Blueberry Surprise - I’m trying to get you drunk so I can take advantage of you, 2013 sticker variable unique

Blueberry Surprise - Your girlfriend turned into a snake? How much have you Drank tonight?, 2013 sticker 



Park Nights 2017: Joseph Grigely, Blueberry Surprise, Serpentine Galleries, 2017

Joseph Grigely presented a play for three voices. Grigely, who is deaf, communicates with people who do not know 

sign language by asking them to write things down. These inscribed notes, collected over a period of ten years and 

edited into a new narrative, form the basis of Blueberry Surprise.



St. Cecilia, a major video installation that explores the nuances between seeing and hearing, and how one might 

experience music with the sound turned off. Named after the patron saint of music, St. Cecilia features two single-

channel video projections with footage of the Baltimore Choral Arts Society singing three traditional Christmas carols 

with new lyrics written by Grigely to convey what he calls “lipmisreading” – identical lip movements that produce 

dissimilar sounds.

The choir members appear as if they are singing the same words, but in fact, the words sung on each screen are very 

different. The overhead directional speakers playing the two song lyrics are separated in the gallery so the viewer may 

experience the multiple distinctive aural sounds – one with the sound of familiar lyrics, and the other with Grigely’s 

own lyrics.

St. Cecilia, 2007
Two-channel video installation
8:43 minutes
dimensions variable



Music from ‘St. Cecilia’, 2012
three framed pigment prints on Archival paper
55,88 x 43,18 cm each  ; 3 x (62,5 x 49,5 cm)
Edition of 5



Music from 'St. Cecilia', 2012 (det.)



SCULPTURES



Dog from Canaletto’s Riva degli Schiavoni, 2003
painted fiberglass
ca. 85 x 45 x 70 cm
Edition of 5

Joseph Grigely published a pamphlet in 2003 where he confronts 

the details of Canaletto vedute with personal archive images. The 

paintings by the master are animated by small groups of people 

in conversation with this striking detail: a dog barking nearby. The 

dog allows to introduce a sound element. His role is paradoxical 

because he serves as a link to the discussion group while being 

himself kept at a distance. 



A couple of years ago, the Chicago Tribune newspaper had a photograph of two guys sitting out on the ice of Lake 

Michigan. There were sitting on overtuned plastic buckets; one guy was lifting a little fish through a hole. And they 

were quoted as saying «Oh people think we’re crazy sitting out here on a block of ice, but sitting out here having a 

conversation, that’s what we live for». It’s a beautiful comment. I cast a couple of buckets in urethane. It was a way of 

representing, as an abstraction, a conversational exchange, since the conversation is fudamentally a dynamic of two

That’s What we Live For, 2007
Crystal urethane (two parts)
36 x 32 x 33 cm  ; 36,5 x 32 x 33 cm
Edition of 3



We Need a Drinking Song, 2012
Crystal urethane (5 parts)
circa 75 x 55 x 55 cm
Edition of 3



Joseph Grigely and Amy Vogel  
Storage Rack, 2012
Crystal urethane
214 x 60 x 92 cm
unique



This work is the remain of human agency. It is not the object that is left behind; but another one that it has been 

unmade and remade, and become reified extensions of their previous reality. Caption has been removed; colors have 

been changed; wood and cast iron have been replaced with crystal urethane. It was once useful object but now its 

usefulness has transpired into a sort of uselessness; they have become, like the elements of classical still-life paintings, 

a part of a world ignored.

As an artist, you make a lot of work over the years, and not everything leaves the studio: studies, experiments, proofs, 

unsold work. It all needs to be stored, somehow, and a portion of the studio is devoted to storage racks. It’s a perpetual 

challenge to find a balance between what to keep, and what to discard, since everything in a studio has potential 

relevance--either as history, or as art itself. This is especially important for people whose work involves archives, as 

mine does: there’s a large archive of over 100,000 of the «Conversation» notes; an archive of the art critic Gregory 

Battcock (which comprised by contribution to the 2014 Whitney Biennial); and an archive of the curator Hans Ulrich 

Obrist, which I have maintained since 1997. The stuff all has to go somewhere. Umberto Eco once calculated the cost 

to store books, considering in the process the space they consume, the cost of rent, and so on. After including the 

price of shelving and other details, Eco explained: «The cost of storing each book would be 42 euros. More than the 

price of the book itself.» I once had a gallery explain to me that the rent for their storage space was more than the rent 

they paid for the gallery. So--storage is important. At a certain point I decided that storage racks should be treated as 

art too, and this led to creating two sculptures: a vertical storage rack and a horizontal one.

The vertical rack was made from cast crystal urethane. It originated as a wooden rack made from 2x4s, 2x3s, and 1x4s. 

Each individual component was cast in urethane, and then the whole was assembled using urethane as a bonding 

agent--no glue or screw or other materials were used.



Joseph Grigely and Amy Vogel
Horizontal Storage Rack (Madrid version), 2014/2017
with Carlos Fernandez-Pello  wood, Crystal Urethane, and Polyurethane
366 x 87 x 112 cm 
unique



The Madrid version of Horizontal Storage Rack, 2014/2017, a piece originally produced for the Amy Vogel: A 

Paraperspective exhibition at Cleve Carney Art Gallery, Illinois, would work along these same lines. The rack was 

then used to display different pieces by artist Amy Vogel at different “editorial” stages; either previously exhibited 

pieces, works in progress, corrected or never seen before. Back then, the piece reflected on this para-literary idea 

that the work is never static, even when it pretends to be so: it always moves from one state to another, from one 

place to another and, even as a piece “in holding” or “in storage”, it continues to produce a specific meaning. The 

process would not just be what the artist says it does. It is also what the work does not do.

The horizontal shelf, now empty, acquires yet another meaning in its new iteration precisely by not doing anything 

other than being, exchanging its role as an exhibition support for that of the merely exhibited object. The entire 

structure has been reconstructed from a reproduction which is nothing but the translucent polyurethane copy 

of one of the original legs. How weak the materiality of the reference is: barely a trace of volume, this sculptural 

nod to tracing paper is what anchors the rack to the floor and prevents it from collapsing, making it float. As 

elusive and as solid as a ghost, Horizontal Storage Rack becomes analogous to the Shakespeare described by 

Grigely: its exhibition is now not as much a work as it is a process.

However this score is no longer one of meaning, rhythm or praxis. It is not even a performative one. It is the 

score of useless mutation, of biological whim and of damp genetics; of the “great passiveness of things without 

reason” which Rancière´s great parataxis underlines. It is not a score in the fashion of Sol LeWitt, Dora García or 

Tino Seghal, appropriately circumscribed by conditions that predict or provoke, due to their artistic nature, chaos 

and interaction. On the contrary, Horizontal Storage Rack did not foresee itself being anything other than what it 

was; and yet it ends up being so, perhaps temporarily, fruit of the fortuitous (or planned) exchange between two 

(or more) people, producing endless plastic (and sexual) genres. Just as a flower inserts itself in another, (just as 

a parentheses inserts itself in text), as a parallel material and time. As reconstructor of the piece it is not I that 

pollinates the flower but the structure that inserts itself like a bee in my studio, in my tools and my resources, 

giving birth to an indefinite number of species. As authors of the piece, Vogel and Grigely are now founding 

myths, ghosts which anchor and elevate a structure which would otherwise break down into a mere exercise in 

DIY.

The gender that breaks down here is that of the process itself as a genre of contemporary art; the process as a 

narrative genre, which becomes, logically, even more queer because it is never fully abandoned: altering (or not) 

the state of a particular work of art, which can, at any moment, go back to being (or not) what it once was (a 

storage rack) or, better still, end up being what it was predestined to support (a dismantled stored artwork).

Extract of the press release «Joseph Grigely | Reiteración», Garcia Galerie



SONGS WITHOUT WORDS



Songs without Words (Andrea Bocelli), 2012
framed digital pigment print
76 x 90 cm ; 83,34 x 98,58 cm
Edition  of 3

One of the more unusual discoveries about being deaf is the fact I have continued to be intrigued by the process 

of watching music performances. Even in the absence of actually hearing an orchestra or a choir or a rock band, 

the visual nature of the performance permits one to 'hear' the sound as a fiction: when you watch the bows 

of the violins, or the conductor, or the mouths of a choir, or the wrenched-up faces of rockers, implied sounds 

come together in an ineffable way. It's a weird mix of disparities: the silly and the serious, the meaningful and the 

maningless. This difference between how sound looks and how sound sounds is in many ways both the theme 

of my life as a deaf person and the theme of my work as an artist.



Songs without Words (Ian Bostridge), 2012
framed digital pigment print
90 x 76 cm ; 83,34 x 98,58 cm
Edition  of 3

Songs without Words (Maxwell), 2012
framed digital pigment print
76 x 90 cm ; 83,34 x 98,58 cm
Edition  of 3

Songs without Words (Sekou Sundiata), 2012
framed digital pigment print
76 x 90 cm ; 83,34 x 98,58 cm
Edition  of 3

Songs without Words (Eartha Kitt), 2012
framed digital pigment print
90 x 76 cm ; 98,58 x 83,34 cm
Edition  of 3



PORTRAITS



"These are snapshots of people writing [...] We think of the portrait as connnected with the face. If we connect it 

with the idea of identity - I look at people's hands so much. I don't look at their eyes so much as as their mouths and 

hands. Here, you can hear what a person is saying within the portrait."

Josephine P., Rotterdam, June 1996» (elbow), 1997
framed R-print
32 x 25 cm  ; 12 x 8  cm
Edition of 3

Jenny S., Ann Arbor, Michigan, 7 December 1995, 1996
framed R-print
32 x 25 cm  ; 12 x 8  cm
Edition of 3

Nicole M., Rotterdam, July 1996, 1997
framed R-print
25 x 32 cm ; 8 x 12 cm
Edition of 3

Jeffrey W., Ghent, January 1996, 1998
framed R-print
25 x 32 cm ; 8 x 12 cm
Edition of 3

Aletta De J., Rotterdam, June 1996
framed R-print
25 x 32 cm ; 8 x 12 cm
Edition of 3



DRAWINGS



"In February 2022 I experienced a hemorrhage in my right eye.  Over a period of hours, blood cells slowly filled my eye 

until my vision was entirely occluded by fields of black. Sometimes the cells appeared as infinitesimally small dots 

that combined to make cloud-like forms; sometimes they appeared as splattered strings.  Except for the glow of light, 

nothing was intelligible or discernable in terms of shape or form.  Everything was perceived to be swirling in constant 

motion, like looking through a lava lamp.

Beyond the black bits was a field of light, coming and going, changing in hue--usually an orangeish red or pinkish 

orange where the light should be 'white'--and everything else was varying shades of grey and grey-blue and purple and 

brown-black.  And sometimes, usually in the morning, there was a field of speckled black and blue and grey.

Initially, I made the drawings to describe to my doctors what I was seeing.  While ophthalmologists have the tools to 

see into the eye, they cannot see out of it to see the same thing the patient can.  For a period of 5 weeks, between the 

onset of the hemorrhage and subsequent surgery to restore my vision, I made these drawings."

Retina Drawings (My Ottie. 2 March 2022), 2022 watercolor and pencil on notepad page 14 x 10,8 cm unique
Retina Drawings (20 Feb. 2022 - 20 March), 2022 watercolor and pencil on notepad page 14 x 10,8 cm unique
Retina Drawings (My bookshelves. 2 March 2022), 2022 watercolor and pencil on notepad page 14 x 10,8 cm unique
Retina Drawings (Morning. 2 March 2022), 2022 watercolor and pencil on notepad page 14 x 10,8 cm unique
Retina Drawings (The Kitchen. 4 March 2022), 2022 watercolor and pencil on notepad page 14 x 10,8 cm unique
Retina Drawings (The Living room. 10 March 2022), 2022 watercolor and pencil on notepad page 14 x 10,8 cm 



Be Nice v.1, 2010/2017
framed watercolor on paper
36,6 x 46,1 x 2,6 cm ; 28 x 38 cm
unique

The small unrealized project is a neon piece that I tried to do for a show at the Museum of Contemporary Art 

in Chicago. It was a modest piece, with the phrase "be nice" in capital letters, B E  N I C E. It's designed with four 

lights for each letter, so try to imagine a smaller B, then a bigger B, then a still-bigger B, all contained within each 

other. I wanted to put it outdoors at an intersection in Chicago that gets a lot of traffic, where there are three 

roads coming together. I found a perfect spot on the roof on a building, where it would flash in different ways: B 

E  N I C E. It's a very quite piece. But the proposal was turned down. 

They suggested that if I wanted to do maybe ten of them - bigger one than I had proposed - and put them all over 

the city, it might be succeed. But just one small thing like that, no, it would fail. And I explained that I want it to be 

small and subtle and just catch people in an incidental way. It's almost like a whisper. I think part of the dilemma 

is that we're caught up in megalomania.



Fuck You v.1, 2020
framed watercolor on paper
36,6 x 46,1 x 2,6 cm ; 28 x 38 cm
unique



ARCHIVES



Gregory Battcock (1937–1980) was a New York–based artist who gave up his practice as a painter to become 

an art critic; he wrote on Minimalism, Conceptual art, video art, and performance, and generally championed 

artists pushing the boundaries and definitions of contemporary art. His Minimal Art: A Critical Anthology (1968) 

is considered an important touchstone documenting that movement as it was still forming. He also published 

decisive essays on art in underground publications like Gay, the New York Review of Sex and Politics, and the 

New York Free Press. On Christmas day 1980, while on one of his regular vacations to Puerto Rico, Battcock was 

stabbed to death in his apartment. His murder remains unsolved.

In 1992, Joseph Grigely was exploring the recently abandoned facilities of a storage company in the same building 

as his studio when he found Battcock’s archive of manuscripts, photographs, and correspondence strewn 

throughout the space. After making copies of some of the material, he donated a bulk of the collection to the 

Archives of American Art. Grigely has researched and worked with the archive in various ways over the years. 

He first exhibited The Gregory Battcock Archive in 2010, and he has revised and expanded it for the present 

iteration on view in the 2014 Biennial, including new discoveries such as Battcock’s only known surviving painting. 

Selecting and arranging the archive through a methodology that is both subjective and historically considered, 

writing explanatory texts, and designing the vitrines, Grigely has organized the archive into a modular sculpture 

that is also a form of storytelling. In the end, this work becomes as much about how one constructs a narrative 

as it is about the narrative itself.

The Gregory Battcock Archive, 2009-2014
7 vitrines with various documents, 5 framed posters, painting by Gregory Battcock
dimensions variable
unique









The Carrie Stevens Archive, 2017
Fur, feathers, steel, and printed media
dimensions variable
unique

f all of these collections the most recent would be the one related to flies for fly-fishing. Not only because it is 

one of his personal hobbie (he has been fishing since the age of 5 and tying flies since he was 13) but because 

it also allows us to understand the way in which textual materiality mimics itself and copulates with the body, 

its movement and formal impulses. Over the last two years Grigely has been reconstructing the archive of the 

American fisherwoman, entrepreneur and legendary tier, Carrie G Stevens. A native of the state of Maine, Stevens 

(1882-1970) became very popular during the first half of the twentieth century as a innovator of flies known as 

streamers, which imitate baitfish upon which trout and landlocked salmon feed. Her legendary patterns, while 

based on previous streamer designs, simplified their structure and made them more lifelike as hydrodynamic 

forms. The archive is being shown for the first time in this exhibition although the theme is by no means new for 

the author.

I have often been able to speak with Grigely about how the flies would be a sublime synthesis of editorial work; 

not only do they function as literary works, as works of fiction for fish, looking to be interpreted by these as 

something which they are not: something edible. They are also the product of a mashup of different materials. 

Made up almost always of bird feathers, deer and bear fur, silk thread and silver tinsel; all coordinated to produce 

an illusion of identity, of unique beings, which allows a fish to be deceived, if only partly and momentarily. The 

Stevens flies are, like artworks, ghost texts written with truths, meant to be ingested; provoking, in turn, phantom 

deaths which can, sometimes, become real.







Nodes + Networks
The Publications and Publication Projects of Hans Ulrich Obrist

Ongoing project. More info: https://huobrist.org/

MacLean 705, a project space located within an office atrium of the School of the Art Institute of Chicago, is pleased 

to present an ongoing project, Nodes + Networks: The publications and publication projects of Hans Ulrich Obrist.

One of the defining characteristics of the career of the Swiss-born curator Hans Ulrich Obrist is his constant 

movement, not just from city-to-city or venue-to-venue, but from one discipline to another. In the 1990s he was 

traveling virtually every day as migrating curator at the Musée d’Art Moderne de la Ville de Paris; in 2000 he became a 

resident curator at the Museum, limiting his research travels to weekends, and this pattern continued since becoming 

Co-Director of Exhibitions at the Serpentine in London in 2006. Each stop creates a new node, and the nodes are 

exemplified in the publications and publication projects he has produced for more than 20 years. This body of work is 

expansive: it includes exhibition catalogues, books and introductions and critical essays, interviews originally published 

in newspapers and magazines; there are press releases for exhibitions, programmes for panel discussions, posters, and 

serial publications, such as the catalogues for Migrateurs (ARC, Paris, 1993-2003), and publications that are presented 

as exhibitions, such as Point d’ironie (1997-present). As the publications accumulate, they are boxed up and sent to 

Joseph Grigely in Chicago, where the contents of the box are archived and enumerated in an ongoing bibliographical 

project that has continued since its inception in 1997.



Both as an exhibition and working archive, Nodes + Networks is a project-based course that Grigely directs at the 

School of the Art Institute of Chicago. The primary goal of Nodes + Networks is to explore how the documents in 

the archive function as nodes within a network of human relations. "An archive," says Grigely, "is not merely a record 

of publication history, but of the people, the ideas, and the cultural projects that contributed to the creation of the 

documents that comprise it." Nodes + Networks will materialize itself in three inter-related projects.

These are:

To compile a comprehensive digital bibliography of Hans Ulrich Obrist's publications and publication projects,

To produce a printed compendium of selections from the bibliography, including texts, images, and documents related 

to Obrist's exhibition practice over a period of 25 years, and

To design an exhibition in which the bibliography, and representative examples from it, are presented in a three-

dimensional form.

The project will also include vitrine exhibitions that are based on material in the archive. These exhibitions take place 

within MacLean 705. The first exhibition involved the display of Obrist’s first catalogue for his first show, The Kitchen 

Show, from 1991/1993. Updates on the project and vitrine exhibitions can be found on our research blog, blog.huobrist.

org.

MacLean 705 is a project space devoted to short-term exhibitions that explore the space of art and human relations. 

The projects are organized by Joseph Grigely and administered by the Department of Visual and Critical Studies at the 

School of the Art Institute of Chicago. The space is open when the door of MacLean 705 is open, and by appointment.


