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Monique Mouton: Inner Chapters
By Louis Block

Monique Mouton, Love Quotient, n.d. Watercolor, oil, soft pastel, pencil on paper;
silver gray and graphite on cherry frame 33 5/8 x 81 1/2 x 2 1/2 inches. Courtesy the
artist and Bridget Donahue, NYC. Photo: Gregory Carideo.

ON VIEW
Bridget Donahue
Inner Chapters
March 20 – May 8, 2021
New York

The title of Monique Mouton’s current show at Bridget Donahue, Inner Chapters, evokes something of a
trance: the state that a novel creates when the plot accelerates but the end is not yet in sight, when the
gamble of picking up the book has paid off. There’s a comfort there—in the meat of a story—that allows the
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reader a certain passivity, each line tugging the eyes along gently. Mouton’s work has a similar effect, and
true to its title the show opens onto a dense painting, Caves, a sheet of brushy watercolor on top of another
paper washed in brown and purple. There is a sense of lost context, of wanting to glance at the other works
before returning to this one, as if anything but time and sustained looking could resolve the picture.

What is unsettling about watercolors on the large scale that Mouton favors is the speed at which they become
legible. Since the pigment soaks into its paper support, Mouton’s marks are flatter than any made in acrylic
or oil, and the slight tooth of the paper diffuses any ridge created by the brush. The hand is evident
everywhere in these paintings, but it is evident only in the image it produces—there is no dimensionality, no
sheen to investigate. The familiar game of leaning in from the edge of an image and glancing across it to
reveal variations in its surface doesn’t apply here, so the viewer is launched across the gallery at a faster pace.
Though there is nothing to assemble, the roughly cut edges of Mouton’s paintings do have a sort of jigsaw
sensibility, and the urge to connect edge to edge and color to color propels the viewer from work to work. It
is a productive state to be in, circling the gallery and consulting works three or four separate times. The
paintings become like clouds, shifting minutely with each glance, constantly building and losing form to the
air. It is fitting that they are all undated.

Monique Mouton, Soft Wait, n.d. Watercolor, soft pastel,
pen on paper; pearl gray on ash frame 32 1/4 x 28 3/4 x 2 1/4 inches.
Courtesy the artist and Bridget Donahue, NYC. Photo: Gregory Carideo.
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Soft Wait is a collision of color: a cut sheet of earth red on top of a synthetic purple. It is less like a stage
curtain parting than a cliff catching the light of some polluted sunset. The whole picture rests on a thin pen
line that flirts with the paper’s cut edge. If not for that line, the entire composition would become a
background. Similarly, the weight of Venus rests on a crude line of painted shadow that borders the actual
shadow of a cut paper shape, giving confusing depth to strokes of blue and green. And, in the massive Pine
Needles, a central vertical stroke provides a gravitational pull to bubbles of yellow and pink, swirls of blue,
and speeding bullets of ink. It has as much visual data as a crucifixion, but it resolves into airy marks that
have more in common with O’Keeffe’s Southwestern scenes.

The standouts are two long frames each holding a bisected painting, with significant distance stretching
between the distinct parts of each image. In the first, Love Quotient, a pool of blue turns a sharp corner into
a Munch-like landscape. But between the ripped papers there is a pink expanse. That gap, and the way it
plays with the distinction between positive and negative space, calls to mind the lingering traces of Pangea,
the urge to take scissors to world maps and reassemble the continents so that Brazil fits snugly into the
Western coast of Africa. In tearing a landscape across such a border and allowing the edge to transform
illusion to topography, Mouton provides us a slower moment that is refreshing in her dizzying game of edge
and mark.

Monique Mouton, Inner Chapters, n.d.
Watercolor on paper; pearl gray, silver gray,
rottenstone on maple frame 41 3/8 x 91 1/2
x 2 1/2 inches. Courtesy the artist and
Bridget Donahue, NYC. Photo: Gregory
Carideo.

The wood of each frame in the show
is uniquely treated, and Inner
Chapters is boxed into rottenstone
on maple, a dark gray surface so
close to black that its slight
reflection of light seems almost an
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illusion of depth. Walking to the gallery’s southern edge, the image unfolds from left to right. The first paper
element is like a windswept marsh while the second has the faceted appearance of a geode. In the fading
afternoon light, the frame catches glints from windows across the street and the fire escape’s shadow
progresses slowly across the work’s white mat. It prompts a look at the window and its AC unit, silent now
but sure to start humming in the latter half of the month. Slowly, the gallery itself begins to invade the
sequence of Mouton’s painted forms, the warped wooden floors like sand dunes between the pictures.

Mouton’s tensile marks encourage a kind of associative looking. Boxed in by their frames, they send the
viewer searching, and seem to change in the meantime. Their rips and cuts all point outward toward the
viewer’s realm, but their marks and color are deeply absorbed in a singular plane. It is as if Mouton has
channeled the sensation of turning a page, of realizing—for just a moment—that the story is just ink on thin
paper. But the paper slides comfortably back into place, and the illusion takes hold again.

Contributor
Louis Block
Louis Block is a painter based in Brooklyn.
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David Rhodes, “Monique Mouton: Scene”, The Brooklyn Rail, September, 2019. https://brooklynrail.org/2019/09/artseen/MoniqueMouton-Scene

Art Scene

Monique Mouton: Scene
By David Rhodes

Monique Mouton, Moon, 2019. Watercolor, ink, soft pastel, pencil on paper, 63 x 68 x 2 3/4 inches framed.
Courtesy the artist and Kayne Griffin Corcoran, Los Angeles. Photo: Flying Studio, Los Angeles.

The simple act of looking is subtly disrupted in this exhibition by displacing small but critically important
expectations. Adjustments of shape, color and composition are extended to include the framing and placement of
works, the gradual awareness of which acts to slow down reception—the opposite engagement required for the speed
conscious, digital information that otherwise surrounds and preoccupies us. The first notable perceptions are the
numerous correspondences. This is evident between differently colored frames and the works on paper that they
contain. The unevenly cut sheets of paper produce variable spaces between their edge and the rectangle of the frame.
The chromatic relationship between the color of the frame and the backing board behind the framed paper is a further
correspondence. The color of the painting’s composition is an integral part of these interchanges. What is achieved
with this method of presentation is to visually include frames as much more than a neutral device to contain the
rectangular work within.
Added to these complexities that operate at what could be regarded as usually the margins—the edge of a sheet of
paper, the space between it and the inside face of the frame and the color of that frame—are paintings on cut wood that
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rest on the floor, against the wall, under or apart from, the framed works. Long, narrow, and curved, jig-saw cut
profiles in single colors, the paintings on wood, whilst stand-alone works, rhyme with the shapes formed by the
unevenly cut edges of the paintings on paper, loosely positive forms to those negative voids. The paintings on wood
extend the exhibitions placement of discrete objects, framed paintings, into a more active relation to the gallery’s
architecture, gently luring and coaxing the viewer to consider the space as it is physically moved through, rather than
supporting ideal positions to stop and contemplate individual works one at a time.

Monique Mouton, Heat, 2019. Watercolor, acrylic, soft pastel and pencil on paper, 63 x 80 3/4 x 2 3/4 inches framed.
Courtesy the artist and Kayne Griffin Corcoran, Los Angeles. Photo: Flying Studio, Los Angeles.

This is the New York artist’s first exhibition at the gallery. Appropriately—as this town is known for producing
cinematic, fictive narration—entitled Scene. This particular group of works presenting a constellation of relations as if
staged for the duration of this particular presentation. Monique Mouton cuts her sheets from a roll of paper, leaving a
jagged or curving edge that will become compositionally significant as a particular work is developed. Take for
example, Moon (2019). The cut and torn irregular vertical edges of the paper are made even more visible as the white,
yellow, and dark grey composition of watercolor, ink, soft pastel, and pencil is contrasted with the black color of the
frames backing board in a pale wood frame. The yellow crescent perhaps accounts for the title of the work, the three
areas of thinly brushed, wave like forms, associative with the movement and surface of water or cloud. The intuitive,
and non programmatic, sensitivity of applied mark and arrangement of color is typical of all the paintings on paper
here.
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Installation view: Monique Mouton: Scene, 2019, Kayne Griffin Corcoran. Courtesy the artist and Kayne Griffin Corcoran, Los Angeles. Photo:
Flying Studio, Los Angeles.

An artist who comes to mind looking at this exhibition is Vivian Suter, not only because of her range of painterly
involvement, but also because of her installations that engage with a gallery’s space. Sun (2019) is a watercolor of
concentric and loosely applied, yellow brush strokes centered and filling the sheet top to bottom, apart from violet
brush strokes on either side with two small, barely noticeable, rainbow motifs. The bottom edge of the sheet is torn,
rising from left to right, leaving a thin wedge shape delineated by the line of shadow that this slightly curving lower
edge of the paper casts against the different white of the frame’s backing board. Beneath Sun, on the floor and leaning
on the wall, is a painting on wood, Untitled (Greenish) (2019), its very dark green profile, a wedge shape, is positioned
to run in the opposite direction to the wedge shape formed at the bottom of Sun. This stand-alone work thus also
contributes to the exchange between viewer, individual works, and the exhibition as a whole—an exchange that is both
formally playful and conceptually succinct, enlivening the discourse and experience of painting with both a lightness of
touch and acuity of thought.

Contributor
David Rhodes
DAVID RHODES is a New York-based artist and writer, originally from Manchester, UK. He has published reviews in
the Brooklyn Rail, Artforum, and Artcritical, among other publications.
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Ksenia M. Soboleva, “Paintings that Are Like Whispers and Secrets”, Hyperallergic, December 10, 2018.

Paintings that Are Like Whispers and Secrets
“Visual poetry” is a phrase that gets thrown around quite a lot these days.
Poetry has its own complexities, as captured by Monique Mouton’s subtle work.
Ksenia M. Soboleva

Monique Mouton, “Green, blooming” (2017), watercolor, acrylic and soft pastel on paper, 63 × 66 3/4 in. (framed) (photograph by Gregory
Carideo, copyright Monique Mouton, courtesy of the artist and Bridget Donahue, NYC)
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“The picture spoke its green,” reads the last line of a poem by Mark Doty dedicated to Joan Mitchell, a tender meditation
on the immediacy of her canvases. I pondered Doty’s words as I strolled through Monique Mouton’s latest solo exhibition
at Bridget Donahue, the artist’s second show at the esteemed gallery on Bowery, titled The Theme is Green.

Installation view of Monique Mouton: The Theme is Green at Bridget Donahue, New York (photograph by Gregory Carideo, copyright Monique Mouton, courtesy of
the artist and Bridget Donahue, NYC)

Monique Mouton, “In Her Garden” (2017), watercolor, gesso, soft pastel, sanguine on paper 63 × 75 in. (framed) (photograph by Gregory Carideo, copyright
Monique Mouton, courtesy of the artist and Bridget Donahue, NYC)
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Approaching Mouton’s artwork from a purely formalist perspective would do it an injustice, while dwelling on the visual
affinities between her work and that of the New York School artists seems redundant: from Helen Frankenthaler’s soakstain method to the sweeping gestures of Robert Motherwell, the art historical relationship is palpable. More strikingly,
what urges consideration is the inherently poetic sensibility that Mouton shares with Joan Mitchell.
“Visual poetry” is a phrase that gets thrown around quite a lot these days. Being an easy crowd-pleaser, it suggests — like
instant coffee — that one can get the same experience in less time, for who wouldn’t choose looking at a picture over
reading columns of obscure lines? More and more, I see those two words used as self-explanatory, and can’t help to feel a
slight frustration at the implication that a comparison to poetry somehow makes an artwork more easily digestible. Poetry
has its own complexities, visual or not.

Monique Mouton, “Landscape” (2018), watercolor and pencil on paper, 53 × 63 in. (framed) (photograph by Gregory Carideo, copyright Monique Mouton, courtesy
of the artist and Bridget Donahue, NYC)

These complexities are exemplified by the poetic sensibility of Mouton’s aesthetic. Adorning the walls of the rectangular
gallery space are large patterns of stains absorbed by an intricate paper surface, in various shades of purple, yellow, blue,
and, of course, green. Some patterns appear to devour one another, while others gently bump into each other, only to part
ways, like when our sleeves accidentally touch on the subway. Then there are those spaces that Mouton leaves blank,
charging the surface with anticipation and evoking what is left unsaid. Once again I am reminded of Doty’s poem:
continuous field so charged
as to fill the room in which it hangs
with an inaudible humming,
as if to erase the gallery over which it triumphs
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Monique Mouton, “Night / Day” (2018), watercolor, soft pastel and pencil on paper, 63 × 69 3/4 in. (framed) (photograph by Gregory Carideo, copyright Monique
Mouton, courtesy of the artist and Bridget Donahue, NYC)

An inaudible humming, indeed. The works hover in the room like apparitions, and I catch myself suddenly feeling a rush,
afraid that they might evaporate before my very eyes. In an attempt to document these apparitions, I take out my phone and
snap a photograph. However, I find that all I captured is a reflection of myself absorbed by the glass frame in an expansive
field of hazy colors.
The works on view do not actually contain much green: only one work represents the color’s authority, with a bleak green
shape brushed out over three quarters of its surface. Yet, as implied by the title, green is not merely a color — it’s a theme.
Green is the combination of yellow and blue (both of which are amply found in the show). The color signals safety and
permission, lack of experience, unripe fruit, jealousy. Mouton’s paintings embody all of this. They are not tube-fresh
references to fields of grass; they do not aim to transport the viewer to sunlit places. Rather, the paintings reveal the
coldness of the colors, their pallor.
Soaked up by the large sheets of paper, the colors have a muted quality, reminiscent of a dimmed screen. Like whispers, the
power of Mouton’s paintings lies in their subtleness; they project a sense of secrecy that makes one lean in closer to hear
what they are saying. Perhaps that’s Mark Doty meant when he wrote that the picture spoke its green.
Monique Mouton: The Theme is Green continues at Bridget Donahue (99 Bowery, 2nd Floor, Manhattan) through January 13, 2019.
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Adrianne Rubenstein, “Upon Closer Observation”, Cultured Magazine, Winter 2017, 138.

Upon Closer Observation

Artist Adrianne Rubenstein visits painter Monique Mouton to ﬁnd a
breakthrough body of work, slow in its process and loaded with emotion.
PORTRAIT BY MARY MANNING

Above, a recent work Untitled, 2017, by painter Monique Mouton,
pictured at right outside of her Brooklyn studio.
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In Monique Mouton’s studio, her paintings
on paper — large sheets with curled edges cut
from a giant roll hanging above the doorway — fill
her Gowanus space. The paintings are hung atop
one another with pushpins, the shapes and lines
from one work seeping into the next. Vast areas of
rosewater wash and U-shapes curve from edge to
edge without breaking the boundary of the frame.
The paintings seem to be dealing with the
expression of subtle relationships between
material, hand and spirit.
“The thing I find interesting about art in
general, painting specifically is that it’s such a
direct and subjective action,” says the 33-year-old.
“Even if you remove yourself from it, it’s still a mark
of your intent or idea.” Her paintings have an air of
tranquility; they’re carefully crafted and tended to.
The detail in them isn’t so much descriptive as it is
noticeable. They lull you into the deep poetics of
the medium. In the studio I wrote quick descriptions
of what I saw in the work: One painting is all green,
another virtually entirely yellow with a black notch
running midway through the right side. The
brushstrokes are even and piled on one another.
The density or transparency is always somewhere
between 20 and 80 percent — never empty or
dark. As such, the paintings themselves could be
interpreted as windows with diaphanous screens
mediating the space between yourself and another
world.
“It will show signs of my hands,” she says,
“how I moved it around the space, where I painted,
where I rubbed it in.” Having known Mouton’s work
prior to her debut at Bridget Donahue Gallery in
January of 2016 — her first solo show in New York
— I remember being surprised when she suddenly
started painting on paper. It seemed like a huge
departure, a symbolic and daring move but now I
see it as nothing other than a breakthrough. Up
until that moment, Mouton had been painting on
plywood cut-outs that hung on the wall or
sometimes leaned, or lay on the floor, an attempt
maybe to get away from formalist notions of the
medium. The circles felt like mirrors, and the sticks
seemed derived from nature, as with Agnes
Martin’s allusion to “straightening the lines on a
leaf.” With the paper, however, there is less
virtuosity. Brushing pigment on to paper is the
calmest thing you can do, the least taxing and the
most expansive.

In the coming months Mouton will be in the
studio, subtly shifting the shapes and feelings that
appear in her work. As young artists we feel so
alone before things get started, but once you have
a successful show and a review from Roberta
Smith in The New York Times, it can quickly
become a race to finish paintings. Being able to
pause so you can analyze the motion or reduction
of a single gesture is the most vital part of being an
artist, so it’s a pleasure when someone such as
Mouton can make this both apparent and tangible
through her work. A second solo show at
Donahue’s is planned for next season.
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Lee Plested, “Elizabeth McIntosh, Monique Mouton, Silke Otto-Knapp”, Artforum, September 2017, 336-337.

As elsewhere, painting’s status is still fractious in Vancouver’s art scene, enough so
that the press release for this recent group show at Catriona Jeffries — which
featured an international, all-female lineup comprising Elizabeth McIntosh,
Monique Mouton, and Silke Otto-Knapp — felt the need to reassure people that
“painting is not a problem.” Even if the medium has died a thousand deaths and
undergone a thousand revivals, it seems destined to continually negotiate its
associations with social complicity, bourgeois complacency, market contingency, etc.
— and to confront new possibilities in structuring meaning. At Catriona Jeffries,
the works collectively pushed expression, gesture, and figuration into explorations
of illusionistic space — not only in the pictorial field but also in the realms of
affect, memory, and history.
The first work the visitor encountered upon entering the space was OttoKnapp’s Monotones (Moonlit scene after Samuel Palmer), 2016, an expansive watercolor
landscape of misty forms arrayed across a dark ground. In this homage to Palmer,
who along with his nineteenth-century peers in the Ancients group was inspired by
the poetry of William Blake, Otto-Knapp conveys the spirit of romantic
contemplation through monochromatic reduction, delicately layering soft billows of
white over a gunmetal-stained canvas. Installed on an adjacent wall, Otto-Knapp’s
Schatten Theatre, 2017, finds the artist inverting the layering technique employed in
Monotones. An ethereal layer of white pigment covers a dark ground, so that the
silhouettes of anti-Vietnam War demonstrators are surrounded by a
veiled glow. The negative figures dance their protest, arms akimbo, as they surface
from a shadowed past into a numinous present — bringing historical politics into a
contemporary field of possibility.
Monique Mouton, Untitled, 2012, oil on plywood,
94 x 8 x 1/2”.
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This play between figure and ground, mark and support, figured elsewhere in the show: A pair of oil paintings by
McIntosh, Green In and Out Hands Black, both 2017, depicted arms entangled with rope set against monochrome grounds.
Though each arm is nearly identical to the last, their varying configurations articulate contrasting moods of optimism and
gloom. In Green In, the arms, each of which wears a pale-blue sleeve snug around its wrist, are aligned in two rows, their
hands coming together at the center of the composition to guide a black rope across a lush, absinthe-green field. Out Hands
Black is populated by eight prop-like arms similarly aligned in two rows — but this time, save for one outlier, they reach
toward the top and bottom edges of the canvas. Segments of white rope lie on thick, black background, winding through
and around the hands. The otherwise ominous atmosphere is disrupted by swaths of dull mustard that form the cartoonish
arms and by the fleshy hands affixed to these props by the weight of the paint itself. As Otto-Knapp does with watercolor
canvases, McIntosh experiments with formal and mnemonic layering, weaving rope in and around her strangely isolated
arms to create spatial and temporal depth.
Mouton’s contributions to the show — scraps of plywood cut into oblong shapes and enhanced with gently
brushed undulations of oil and pastel — hung in conventional fashion on the walls but were also scattered across the
gallery floor, rendering the architectural space itself a ground. Standing out in this gallery field were Untitled, 2013, a long,
midnight-black rectangular panel that had been screwed to the wall, and Untitled, 2012, an ellipsoid shape painted purple on
one side and left bare on the other. The latter work was installed in the center of the gallery, propped against a column,
imposing a kind of brash vitality on the physical space. For Untitled, 2017, an oval-shaped painting treated with a white base,
Mouton applied a thin sheen of black as a topcoat. The composition features, in the bottom-left foreground, an elongated
L shape rendered in luminescent white pigment. This shape is echoed by a smaller L painted in black, which is positioned at
the top-right section of the painting. The left edge of the oval is contoured by a cobalt line, sending a jolt of color through
the work’s largely black-and-white palette. Like Mouton’s other plywood inventions, the understated piece demonstrates
painting’s compositional potential and echoes the medium’s spill into sculpture, architecture and world.
— Lee Plested
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Tim Gentles, “Sputterances”, Art Agenda, April 13, 2017.

by TIM GENTLES
April 13, 2017
………………………………………………………………………………………………………………………

“Sputterances”
METRO PICTURES, New York
March 17–April 22, 2017

View of “Sputterances,” Metro Pictures, New York, 2017.
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In artist Sanya Kantarovsky’s latest curatorial venture, an exhibition at Metro Pictures organized around the
underappreciated Dutch painter René Daniëls, he continues to examine the mechanics of artistic positioning. Similarly, in
his previous curated exhibition, “No Joke” at Tanya Leighton (Berlin, 2015), he grouped together work that, through
humor and self-deprecation, cast a self-reflexive eye on the mythologization of the artist.
Daniëls, who suffered a cerebral hemorrhage in 1987 at the age of 37, and has only made work sporadically since, was
initially received as a Neo-Expressionist, a movement known more for the expulsion of sweat and blood onto canvas than
critique of the broader art field. Yet Daniëls’s work—and the present exhibition, whose title “Sputterances,” a portmanteau
of sputter and utterance, derived from a poem written by the artist—suggests that this is hardly a neither/nor proposition,
and that, rather, expression is tied to the mutual dependence of sense and nonsense, central to which is the question of the
frame.
For “Sputterances,” Kantarovsky has assembled 22 artists, ranging from his peers, elder statespeople of figurative painting’s
seemingly perpetual renewal, and historical figures both vaunted and obscure, alongside three works by Daniëls. It’s not
immediately clear what unites these artists, much less around Daniëls—few, if any, have had a direct relationship with the
artist, but all seem to share with Daniëls (and, it should be said, with Kantarovsky too) an interest in the moments where
figuration exceeds itself and spills into abstraction. Rather than placing other artists’ work in a historical or conceptual
lineage with Daniëls, “Sputterances” seeks to construct a transhistorical painting network on the basis of shared formal
qualities and diverse modes of affiliation.
Formal resonances abound in this show, both across works in the exhibition and with Daniëls’s oeuvre as a whole. Celestial
bodies, a persistent motif in Daniëls’s work following his stroke, are depicted here in his only work from this later period in
the exhibition, 2006ʹs The Most Contemporary Picture Show, as well as in two more recent canvases by Mathew Cerletty
(What’s the Feels Like?, 2017) and Walter Swennen (Wind Blue, 2015). The giraffes that occasionally appear in Daniëls’s
paintings, redolent with themes of colonial expansion, are echoed in Leidy Churchman’s 2017 painting. Titled Free Delivery,
it doesn’t look like the elder artist’s work so much as the three giraffes staring out at the viewer evoke its disorienting humor.
A shared color palette of deep, earthy reds, blues, and greens leads to an unexpected synergy between the stunning
nighttime tableau of Jacob Lawrence’s painting Christmas in Harlem (1937), and the moody abstraction of Monique Mouton’s
St. Patrick (2016).

Monique Mouton, St. Patrick, 2016.
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Besides Daniëls’s aforementioned painting, “Sputterances” contains two works completed in the initial phase of the artist’s
career. The half-articulated forms of Hey verloren huis teruggevonden (The lost house found) (1982-83), where a wine glass seems to
merge with a woman’s face amidst a sea of sickly green, collapse figure into ground and show the artist under the influence
of surrealist automatism. More striking is Zonder titel (Untitled) (1987), part of a series of work in which Daniëls rigorously
explored the art gallery as a kind of stage, insistently populating his canvases of this period with a mise en abyme-like
diagramming of the white cube. Often, as in here, where they are set against a simple off-white background, these
perspectival renderings of gallery walls are abstracted to form another immediately recognizable motif with its own rich set
of performative connotations, the bowtie. Painting, this body of work seems to say, is at heart a theatrical practice. To
return to an earlier question of framing, Daniëls’s painting isn’t expressive, but rather provides the parameters under which
the artist can inhabit different modes of being. The present exhibition not only recontextualizes Daniëls’s work among
painters who both preceded and followed him, but seeks also to bring a whole community into existence, however
transitory it may be, through Kantarovsky’s own encounter with him.
The complex, internecine role of community in defining artistic practice speaks to larger issues around the critical viability
of figurative painting today. Daniëls’s earlier work transpired at that crucial early 1980s moment in which the utopian microcommunities of punk gave way to a more familiar image of the art world as a globally interconnected network. In this
respect, one of the exhibition’s most disarming works is by the late Karlo Kacharava (1964-1994), still relatively unknown
outside his native Georgia, whose English Romanticism (1993) depicts a bohemian-looking couple walking through long grass,
while the word “London” and a cartoonish tugboat float mysteriously above them. This allusion to a particularly English
mode of pastoral romanticism perhaps belatedly anticipates the global marketing of subcultural style in which the art world
functions as its well-oiled R&D wing. If Daniëls’s work performs critique by taking as its subject the constructions that
make expression possible, it’s not clear that a curatorial conceit that promises to revitalize and broaden the artist’s milieu is
capable of a comparable operation. Nonetheless, “Sputterances” is a refreshing exhibition, reminding the viewer that
figurative painting can be a vehicle for critique, beyond mere recourse to its sociality.
……………………………………………………………………………………………………………………………..
Tim Gentles is a writer, curator, and archivist based in New York. He has an MA from the Center for Curatorial Studies,
Bard College, New York.
……………………………………………………………………………………………………………………………..
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Barry Schwabsky, “Monique Mouton”, Artforum, May 2016, 332.

Monique Mouton
BRIDGET DONAHUE

Although she’s exhibited regularly over the past decade on
the West Coast (most often in Vancouver, where she
studied at the Emily Carr University of Art and Design),
Monique Mouton only recently received her first solo show
in New York, her home now for several years. The slight
awkwardness of the exhibition’s titled “More Near” — you
shouldn’t need Strunk and White to tell you that standard
usage would be “Nearer” — sat well with the works
themselves: eight large, framed paintings on paper and six
small, eccentrically shaped panels, three of them installed
on the floor. The ostensible linguistic slipup, a kind of
speed bump on the road to comprehension (I kept reading
it, for some reason, as “More Noir”), works similarly to the
way the paintings posed as familiar (“near”) even though
you could hardly miss their eccentricity.
Mouton likes to paint with thin, washy layers. The
veiled translucency of the color gives it a sense of
ethereality, while the clunky irregularity of the jigsawed
forms bespeaks a dumb materiality, an opaque, bodily
density and inertness. What’s surprising is that one doesn’t
feel that the color “clothes” the support, one material atop
the other; these analytically distinct aspects of the painting
are experienced all at once, as a single manifold.
Composition is often elided. For instance, one of the wall
pieces, A Neutral, 2015 — the title again a telling one — had the shape of a distorted plus sign and is vaguely reminiscent
of a tree trunk with three stumps of limbs branching off it; the work was painted with a few pale, caressing vertical strokes
of nameless translucent hue on a white ground, a bit of black smudging one corner.
The paper works, all but one belonging to the series “More Near,” 2015, were mostly on irregularly cut sheets; their
fluid, floaty fields (mainly rendered in watercolor, but also in chalk pastel, gesso, pencil, tempera, ink, and charcoal)
incorporated numerous small incidents. Fluidity, unpredictability, and poly-directionality were emphatic qualities, except in
More Near (III), 2015, whose simple orange-above-blue composition conjures a radioactive sky above the ocean; its static
quality makes it less engaging than its sisters. Numbers six and seven have vigorously marked edges encompassing more
nebulous activity. The paper works and panels felt complementary, in that the former put the accent on the pictorial
without neglecting objecthood, while the latter are very distinctly objects but without eschewing pictorial qualities. The
irregularly shaped, fragmentary planar works of Richard Tuttle and Blinky Palermo are obvious points of reference, but if
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there’s a presiding precursor spirit hovering over this art, it’s Moira Dryer, for her delicate way with translucent color and
eccentric shape. In fact, at times I wondered how Mouton, using oil paint, managed to elicit dry, washy effects reminiscent
of Dryer’s preferred casein.
Vancouver-based artist Eli Bornowsky has written thoughtfully about the “powerfully reticent” quality of Mouton’s
work. What makes this near-oxymoron particularly apt, but in a surprising way, is that the power is not in the artist’s effort
of restraint — one feels the muteness and neutrality come quite naturally, even almost casually determined struggle — but
rather in the effect of that reticence on the viewer: The paintings contain activity or movement that is difficult to discern,
forcing the perceptual apparatus into a state of heightened alert. The apparent vulnerability of paintings placed on the
floor, eliciting in viewers the desire to keep an eye on them to avoid mishap, is just part of this. Mouton’s concern, as she
puts it, is with “an attention not just to the nuances of the paintings, but to the subjective act of looking.” These works are
like mirrors, their subject not so much the artist’s consciousness as the viewer’s own.
—
Barry Schwabsky
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Roberta Smith, “Monique Mouton ‘More Near’”, The New York Times, March 11, 2016.

Monique Mouton’s “More Near (VI),” from 2015, at the Bridget Donahue gallery. Credit Courtesy of the artist and
Bridget Donahue, NYC.

Monique Mouton, ‘More Near’
By ROBERTA SMITH
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Monique Mouton belongs to a long tradition of painters who approach their medium with a healthy dose of skepticism.
They stretch it, whittle it down, undermine it or maintain a conscious distance. Past masters include Francis Picabia, Lucio
Fontana and Enrico Baj. Mary Heilmann, Richard Aldrich and Sadie Benning are among the many current contributors.
Ms. Mouton’s penchant for understatement reminds us that Agnes Martin, who avoided the materiality and texture of paint,
was also, quietly, of this ilk. In the work dominating “More Near,” her show at Bridget Donahue, Ms. Mouton starts by
replacing canvas with large, slightly off-square sheets of paper. To these she applies brushy washes of color in shifting,
often pale tones. These are layered with more specific incidents, including small shapes, vivid drips, stark abrasions, wide
zigzag lines.
In “More Near (VI),” a mostly white field, short black lines climb the right edge, like rungs. Longer bars of black intrude at
the left and along the top, a partial post-and-lintel that also squares off the central field. The squaring is four-sided in “More
Near (VII).”
You can’t underestimate the importance of these borders, whether within the drawings or echoed by their customized
frames, which are painted black or white, left natural or finished with gold or silver leaf. This awareness of the physical
world is reflected in several paintings on long, irregular slivers of wood that have been placed on the floor and tend toward
preciousness.
On the wall, Ms. Mouton’s work needs to be more personal and less familiarly beautiful — less inside the Agnes MartinRichard Tuttle-Cy Twombly triangle. But the extent of her meticulous deliberations on painting both as object and illusion
are very impressive.
Bridget Donahue
99 Bowery, Lower East Side
Through March 20
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Thomas Micchelli, “A Painter’s Progress: Monique Mouton’s Rough Edges”, Hyperallergic, March 5, 2016, http://
hyperallergic.com/280710/a-painters-progress-monique-moutons-rough-edges/
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A Painter’s Progress: Monique Mouton’s
Rough Edges
by Thomas Micchelli on March 5, 2016

Monique Mouton, “More Near (II)” (2015), watercolor, ink, tempera,
chalk pastel, pencil on paper, 74.25 x 62 inches (all images via bridgetdonahue.nyc)
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Deceptively casual and casually deceptive, Monique Mouton’s abstract paintings at Bridget Donahue on the Lower East Side
are simple statements wrought from a density of decision-making, starting with the often irregular shape she chooses as a
surface.
In More Near, which is the title of Mouton’s solo exhibition as well as the series that includes most of the works in the
show, the paintings are on either wood or paper. The ones on wood are shaped and can be found on the floor just as easily
as on the wall, and the ones on paper — hand-cut sheets that are, for the most part, fairly large, fairly thin, and frequently
distressed — compensate for their ramshackle state with formidable shadow-box frames.
I mention the frames because in many ways they complete the work: where the sheet of paper is irregularly cut, usually into
a quasi-trapezoidal shape, the frame either distracts you from noticing the atypical format, or, once you realize that the
support is off-kilter, it encases the painting like a natural history specimen, lending it a fetchingly organic feel.
The shape of the paper and how the artist incorporates it into her imagery serve as markers in the progression of the works
in the More Near series (all of which were done in 2015 in various combinations of watercolor, chalk pastel, charcoal,
gesso, tempera, and pencil). In “More Near (I),” the paper reaches all four edges of the frame, making it the most
conventionally presented piece in the show. It is also the only one that brought to mind another artist, namely Joan Miró,
with its washes of sky blue interrupted by an off-center orb made from white sgraffito lines incised into a dark, nebulous
circle.
The orb seems to exert a gravitational pull on the array of broad, pinkish, horizontal swipes surrounding it, while rustcolored squiggles appear to escape their orbit and float off the painting’s surface, like pieces of collage. These seemingly
independent scraps are in fact surface abrasions, areas of the
paper that have been scraped off and then caked with pastel —
a clever inversion of expectations.
With “More Near (II)” the artist anchors the field’s brushy grays,
blues and greens, and the streams of maroon and light blue lines
traversing them, inside of a black border edged in yellow. The
weightiness of the dark colors belies the lightness of the paper,
while the black border disappears into the frame’s black
mounting board, which extends an inch beyond the edge of the
sheet. You have to look very closely to discern where one ends
and the other begins.
The next two paintings in the sequence are the first to feature
irregular sheets. “More Near (III)” is a two-part composition
with an orange field on top and a curved, washy blue section
underneath, as if it were the ocean viewed from the
stratosphere, while three white zigzags dominate “More Near
(IV),” hovering like stylized thunderbolts above layers of violetpink, chalky blue, and orange-red. In these two works, the
picture plane is squared off and the trapezoidal edges are left
blank.
Monique Mouton, “More Near (I)” (2015), watercolor,
chalk pastel, charcoal, gesso, tempera paint mounted on
sintra, 56 x 55 inches
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Monique Mouton, “More Near (III)” (2015), watercolor, tempera, pencil on paper, 58 x 63.5 inches (left); “More Near (IV)” (2015),
watercolor, chalk pastel, gesso, pencil on paper, 62 x 68 inches (right)

Blank, but not empty. In “More Near (IV),” the irregular border is
stained by drips and fingerprints, pushing the painting process to the
foreground and prompting the impression that the works on display
are peeled-off stages of the artist’s thought. The formal ideas,
wrangled from improvised splashes of pigment, confound abstract
flatness with spatial illusion, simultaneously playing it straight and
fooling the eye. The thinness of the support raises the stakes on how
much can be done to the surface before it falls apart.
“More Near (V),” a blue-toned field encircled by diagonal strokes
resembling black sunbeams, fully embraces its trapezoidal format, the
paint reaching all four edges of the quirkily cut sheet. In an interesting
twist, the next painting in the series, “More Near (VI)” reverts to the
squared-off presentation and blank edges of “More Near (III)” and
“(IV).” However, it is mounted on a black board that complements
the Suprematist-looking horizontal and vertical black bands
comprising the composition. The mounting board and the paper’s
blank, white edges are thereby transformed into additional formal
elements, and the painting and the frame become indistinguishable as
aesthetic objects. Clearly the show’s standout, “More Near (VI)” is a
Monique Mouton, “More Near (V)” (2015), watercolor,
gesso, ink, pastel on paper, 70 x 64 inches
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rigorous, crisply realized work that consolidates the freewheeling figure/ground relationships of the preceding works into a
balanced, geometric classicism.
This sense of balance is carried into “More Near (VII),” the final work of the series, in which the picture plane is squared
off but the uneven edges are colored green at the top and gray on the three remaining sides. Within this border, clouds of
orange paint billow over a yellow and pink field.

Monique Mouton, “More Near (VII)” (2015), watercolor, charcoal, chalk pastel, pencil on paper,
69.5 x 63.25 inches

While there are no other “More Near” paintings in the show, the remaining works on paper — the yellow, four-part grid,
“Sun Window” (2015), and the black-on-violet “Black Diamond” (2016), both hanging in the gallery’s back room — are
also made on irregularly cut sheets, keeping the continuity alive, as well as the impulse toward simplicity and geometry.
Although I said earlier that “More Near (I)” was the only painting that reminded me of another artist, Mouton’s works
emerge from a lineage that can be traced from Helen Frankenthaler’s spills to Mary Heilmann’s blocks of color. But there is
another, more unlikely artist who came to mind while looking at these works, and that was Philip Guston, and not simply
due to the funkiness their paintings share.
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Guston’s late works exude a sense of fecundity, of dipping into a well that would never run dry; similarly, it is easy to
imagine Mouton reconfiguring this particular formal vocabulary indefinitely, if she so chooses. Her decisions feel both
unexpected and grounded; her restrained set of factors results not in incremental development but imaginative leaps — a
motley mix of off-beat imagery that, in each instance, generates its own conclusions but never ties off debate.

Monique Mouton, “More Near (VI)” (2015), watercolor, ink, gesso,
pencil on paper, 62 x 68 inches

Monique Mouton: More Near continues at Bridget Donahue (99 Bowery, 2nd Floor, Lower East Side, Manhattan) through
March 20.
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Howard Halle, “Critic’s Picks: Monique Mouton”, Time Out New York, February 3 - 9, 2016.

The top five New York art shows this week

Check out our suggestions for the best art exhibitions you don't want to miss, including gallery openings and more

Monique Mouton, “More Near”
The artist keeps her engaging, washy abstract
compositions on paper and irregularly shaped canvases
simple and light. The works creep to the edge of
pictorial associations without quite going over, and have
a tossed-off quality that masks a deep engagement with
painting.
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Blake Gopnik, “Monique Mouton Paints Painting’s Death”, Artnet News, January 26, 2015.
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Monika Szewczyk, “Vancouver Reviews: ‘Persian Rose Chartreuse Muse Vancouver Grey’”, Artforum, Summer 2014.
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Michael Turner, “A Look at Painting as Journey in Vancouver”, Canadian Art, April 9, 2014.
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Leah Turner, “Monique Mouton has a delicate conversation with abstraction: Talking With Paint,” Canadian Art, Spring
2012.
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Aaron Peck, “Monique Mouton”, 01 \\ Magazine, October 26, 2011.
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Gary Michael Dault, “Working Title at Diaz Contemporary”, The Globe and Mail , July 26, 2008, R12.

T

his is a very stimulating exhibition of new forays into abstraction

(almost a contradiction in terms, these days), guest-curated by Elizabeth
McIntosh - who is a very good abstract painter herself.
The exhibition, as McIntosh has conceived it, showcases the work of
three painters, each of whom strives with considerable panache - and yet
with varying degrees of success - to head boldly into the noble modernist
arena of “Painting as Paradigm,” and then to labour skillfully and earnestly
to subvert modernism’s entrenched ideas of what advanced painting is.
I wish there were more space here in which to give them their due:
Vancouver-based painter Mina Totino makes the prettiest but least forceful
pictures here: pastel-light, brush-worked confections that are too
reminiscent of other painters (chiefly Karen Davie). But Texas-based
painter Monique Mouton makes little wall-mounted lozenges of scruffy
colour that drive you mad with their insouciance, while Toronto-based
artist Sally Spath once again demonstrates her almost demonic genius for
the spatial dislocation of an entire room by the way she insinuates a few
strips of pale yellow pigment onto its white walls.
Spath is dazzling, and probably dangerous!
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Leah Sandals, “Working in Abstractions”, Now Magazine, July 30, 2008.

Mina Totino’s Gremlin 2007 suggests the exploration of the painted touch.

WORKING TITLE at Diaz Contemporary (100 Niagara), to Saturday (August 2). 416-361-2972.
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Abstract painting isn't the most audience-friendly genre. It's easier to relate to realist paintings, which
show us the world the way we are used to seeing it photographically.
Yet if abstract painting can show us anything, it's that the image is not everything. Experience - of life
and, for the painter, of painting itself - still matters.
These are the themes explored in Working Title, a show organized by former Torontonian (and
accomplished abstract painter) Elizabeth McIntosh.
Vancouver-trained, Austin-based emerging painter Monique Mouton provides the best in show. Her oils
are arrayed on roughly circular boards, with a strong sense of colour and texture. In Mouton's circles,
neon pink is overlaid with messy brown, muddy beige splays like a miniature river delta into melted-snow
white, and dry-sky blue is scraped across light cumulus grey. All exhibit a love of the irregular - the
sideways-slumped or paintbrush-clumped - that doesn't always work in large doses but shines in Mouton's
treatment.
Toronto painter Sally Spath's work, thin yellow stripes painted directly onto the south wall, marries
conceptual strength with material delicacy. Though some minimalist installation artists are fanatical about
even paint application (or just use vinyl cutouts), Spath integrates a human-process quality. You can see
where her brush got dry and then was wetted again. One is reminded of the human hand that exists
behind even the most precise architectural lines.
Established Vancouver painter Mina Totino rounds out the show with some oil paintings on canvas. Her
creeping, squiggling, uncertain lines seem to collapse under their own weight. What's imparted is a delight
in the mark, in the exploration of the painted touch.
Artists like these aren't going to take down Flickr any time soon, but they do provide a nice switch from
lens-based ideas of reality.
art@nowtoronto.com
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Eli Bornowsky, “Just Enough”, Pyramid Power, Issue #4, 56 - 63, 2007/2008.
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