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Raha Raissnia
ART GALLERIES—DOWNTOWN
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“Raha Raissnia,” Goings On About Town: Art, !"#$%#&$'()*#), December 2017
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MIGUEL ABREU GALLERY 
 

36 Orchard Street, New York, NY 10002 • 212.995.1774 • fax 646.688.2302 • post@miguelabreugallery.com 
www.miguelabreugallery.com 

FOR IMMEDIATE RELEASE 
 

Exhibition: Raha Raissnia, S e r i e s  i n  F u g u e   
  

Dates:   September 8 – October 20, 2013 
 

Reception: Sunday, September 8, 6-8 PM 
 

Miguel Abreu Gallery is pleased to announce Series in Fugue, Raha Raissnia’s fourth solo exhibition at the gallery.  

“I have to tell you, I learned filmmaking more from painters and musicians than from filmmakers," director Bela 
Tarr has confessed. Reversing his cue, Raha Raissnia learned to paint from filmmakers and musicians rather than 
painters. Anthology Film Archives left her well-versed in the cinematic avant-garde, and her projection 
performances often involve collaboration with experimental musicians Aki Onda and Charles Curtis. Above all, 
Raissnia's paintings aspire to the temporal and experiential condition of music—suggestive, ambiguous, abstract. 

Over the past decade, the artist's paintings, drawings, and films have unfolded within a permutational, self-
reflexive structure. For Series in Fugue, the principles governing Raissnia’s body of work have been collapsed into 
panels of oil and gesso, along with works on paper. Here, Raissnia’s films, drawings, and paintings are more 
closely imbricated than ever: each painting is a contrapuntal composition catalyzed by two visual quotations from 
the artist's films. Their faint transfer onto gessoed wood guides the building up of oil paint and its sanding and 
reapplication, leading to images heretofore unseen. Her films echo this sedimentary process, themselves 
constructed from fragments of earlier work and structured as overlapping pairs of 35-mm slide and 16-mm film 
projections. Raissnia’s drawings, likewise comprised of image transfers, with sumi ink and compressed charcoal, 
examine this relationship of mutual influence. All are guided by the materiality of their media. 

The resulting densely textured paintings draw in equal measure on the gestural and photographic, the figurative 
and abstract. As Raissnia's films render these boundaries ambiguous through layers of manipulation and 
reference, so too do these paintings present a world that contains aspects of both but belongs properly to neither. 
They feature passageways to indeterminate locations and irrational architectures. “My paintings brought 
abstraction to the vision I captured from the world on film and now the films are bringing elements of reality into 
my paintings," Raissnia says. Her viewer is left with the (impossible) task of excavating the two.  

Though their source material is heterogeneous, the paintings that comprise Series in Fugue might best be 
conceptualized as stills excerpted from a single film. As Roland Barthes suggests, the essence of the filmic may be 
found, paradoxically, not in the moving image but in the film still which houses a level of meaning that lies 
beyond information, symbolism, or language. He terms this erratic, persistant, and elusive form the Third 
Meaning. Any reading of the Third Meaning “remains suspended between the image and its description," can be 
found “over the shoulder" or “behind the back" of articulated language. This domain approaches the 
unassimilable spaces proposed by Raissnia’s paintings.  

Like the archaeological layers of Raissnia’s panels, the Third Meaning is structured permutationally, permitting 
levels of signification and interpretation to coexist in a “multi-layering of meanings which always lets the previous 
meaning continue, as in a geological formation, saying the opposite without giving up the contrary.” Here, 
Barthes suggests that neither still nor film exceeds, precedes, nor fully contains the other. The same can be said of 
the still and moving image in Raissnia’s multifarious body of work—the two are placed in perpetual counterpoint.  

 Raha Raissnia and Aki Onda will perform alongside William Basinski on Saturday, October 19, at ISSUE Project Room (22 
Boerum Place, Brooklyn) as part of Ten Years Alive on the Infinite Plain, a two-month festival celebrating ISSUE Project 
Room's 10th anniversary. For more information or to purchase tickets in advance, please visit issueprojectroom.org. 

 



Raha Raissnia 
by Jeanne Liotta 

They say that stolen fruit is the sweetest. It’s always 
a pleasure to steal terms from another discipline—it 
automagically bestows an enlarged perspective on the 
work, suggesting it might strain against garden vari-
ety containers.  
 Raha Raissnia’s show of drawings and paintings 
Series in Fugue at Miguel Abreu this past fall led me 
to consider the form of the fugue. The fugue, literally 
”to chase, to run away, to take flight or flee,” desig-
nates repeating musical motifs that will chase after 
each other in turn and variation, in call and response, 
echoing and reforming, multi-threading, layering, and 
running circles around each other. 
 There’s a Google group devoted to the art of the 
fugue where recently musicians were deep in dis-
agreement over the possible existence of a visual 
fugue—since Walt Disney, case in point, had failed so 
miserably with that silly animation of Bach’s Toccata 
and Fugue in D Minor in the opening scene of Fantasia 
(1940). Oskar Fischinger showed more than a little 
dissatisfaction with that filmed experiment in visual 
music after Disney changed his design. His infamous 
parting of the ways with Disney was nothing if not a 
sworn vow to non-objective reality, where abstract art 
aspires to the condition of music, not its illustration.
 There is nothing silly in Raissnia’s dark and com-
plex 2D works—oil and gesso, wood, charcoal, and 
ink are in dynamic conversation with the photographic 
and architectural, taken from her own film material via 
image transfers. All devoid of color, all moody tones 
and shadows, murky then sharp, all shifting depths, 
edges in motion, dissolution, dispersion, and gath-
ering storms. A perfect foot peeks out from under a 

Untitled , 2013, image transfer, 
Sumi ink, compressed charcoal, and 

collage on paper, 14 × 17 inches. 
Images courtesy of the artist and Miguel 

Abreu Gallery, New York.
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smoldering robe. A huddled form lies crumpled on a 
mattress framed by scaffolds and stairways to the in-
fernal depths. If this were music it would be industrial. 
 For all the static works in this show, it is worth 
emphasizing that Raissnia’s various projects over the 
years have been intensely stirred in a homemade caul-
dron of film, performance, musical collaborations, 
and slide projections, often loudly and simultane-
ously. One sweltering night last summer, for instance, 
Raissnia performed live in Abreu’s empty loft space 
with various 16mm films and slides projected onto one 
of her larger paintings, accompanied by Dalius Naujo’s 
Search and Enjoy choir. It was an intense, reckless, 
and unforgettable evening. A shifting fugue took place 
amongst all the mediums present to produce that 
work—in time, in space, in voice, alive and absolutely 
unpredictable. 
 Series in Fugue clearly related to this densely lay-
ered process, though it sometimes felt as though 
Raissnia was trying to arrest the very thing she set 
loose that night in the loft when she made a painting 
and bombarded it with light and sound. What was that 
thing but some kind of wild ephemeral synaesthesia? 
I am sure it is asking for the impossible to want to lo-
cate such energy inside a 2D work. Maybe that’s what 
those Google group musicians felt when they insisted 
that a visual fugue was an impossibility.
  — JEANNE LIOTTA makes films and other cultural 

ephemera. More on her can be found on her web-
site: jeanneliotta.net.

Untitled , 2013, image transfer, Sumi ink, 
compressed charcoal, and collage on paper,  

14 × 17 inches.

Two hand-painted collages, 35 mm slides overlay. 130 BOMB 126

smoldering robe. A huddled form lies crumpled on a 
mattress framed by scaffolds and stairways to the in-
fernal depths. If this were music it would be industrial. 
 For all the static works in this show, it is worth 
emphasizing that Raissnia’s various projects over the 
years have been intensely stirred in a homemade caul-
dron of film, performance, musical collaborations, 
and slide projections, often loudly and simultane-
ously. One sweltering night last summer, for instance, 
Raissnia performed live in Abreu’s empty loft space 
with various 16mm films and slides projected onto one 
of her larger paintings, accompanied by Dalius Naujo’s 
Search and Enjoy choir. It was an intense, reckless, 
and unforgettable evening. A shifting fugue took place 
amongst all the mediums present to produce that 
work—in time, in space, in voice, alive and absolutely 
unpredictable. 
 Series in Fugue clearly related to this densely lay-
ered process, though it sometimes felt as though 
Raissnia was trying to arrest the very thing she set 
loose that night in the loft when she made a painting 
and bombarded it with light and sound. What was that 
thing but some kind of wild ephemeral synaesthesia? 
I am sure it is asking for the impossible to want to lo-
cate such energy inside a 2D work. Maybe that’s what 
those Google group musicians felt when they insisted 
that a visual fugue was an impossibility.
  — JEANNE LIOTTA makes films and other cultural 

ephemera. More on her can be found on her web-
site: jeanneliotta.net.

Untitled , 2013, image transfer, Sumi ink, 
compressed charcoal, and collage on paper,  

14 × 17 inches.

Two hand-painted collages, 35 mm slides overlay. 

130 BOMB 126

smoldering robe. A huddled form lies crumpled on a 
mattress framed by scaffolds and stairways to the in-
fernal depths. If this were music it would be industrial. 
 For all the static works in this show, it is worth 
emphasizing that Raissnia’s various projects over the 
years have been intensely stirred in a homemade caul-
dron of film, performance, musical collaborations, 
and slide projections, often loudly and simultane-
ously. One sweltering night last summer, for instance, 
Raissnia performed live in Abreu’s empty loft space 
with various 16mm films and slides projected onto one 
of her larger paintings, accompanied by Dalius Naujo’s 
Search and Enjoy choir. It was an intense, reckless, 
and unforgettable evening. A shifting fugue took place 
amongst all the mediums present to produce that 
work—in time, in space, in voice, alive and absolutely 
unpredictable. 
 Series in Fugue clearly related to this densely lay-
ered process, though it sometimes felt as though 
Raissnia was trying to arrest the very thing she set 
loose that night in the loft when she made a painting 
and bombarded it with light and sound. What was that 
thing but some kind of wild ephemeral synaesthesia? 
I am sure it is asking for the impossible to want to lo-
cate such energy inside a 2D work. Maybe that’s what 
those Google group musicians felt when they insisted 
that a visual fugue was an impossibility.
  — JEANNE LIOTTA makes films and other cultural 

ephemera. More on her can be found on her web-
site: jeanneliotta.net.

Untitled , 2013, image transfer, Sumi ink, 
compressed charcoal, and collage on paper,  

14 × 17 inches.

Two hand-painted collages, 35 mm slides overlay. 



Roberta Bosco, “El arte sin velo de las creadoras iraníes,” !"#$%&'( April 21, 2013

CULTURA

ROBERTA BOSCO Barcelona 21 ABR 2013 - 00:28 CET 1

El arte sin velo de las creadoras iraníes
Occidente redescubre el innovador trabajo de autoras como Farideh Lashai, Raha Raissnia o Samira
Hodaei

En Nueva York dos galerías, Leila Heller y Edward Tyler Nahem,
acaban de inaugurar conjuntamente la primera muestra póstuma de
Farideh Lashai (Rasht, 1944), artista fascinante fallecida hace un
mes, justo cuando museos y coleccionistas empezaban a rifársela.
Lashai, que ya tenía tres representantes: las dos neoyorquinas y la
suiza AB Gallery de Lucerna, era la punta de lanza de un grupo de
mujeres artistas con una sólida trayectoria y una obra sorprendente
por calidad e innovación que la Primavera Árabe ha descubierto al
público europeo.

En Nueva York se pueden ver algunas de sus piezas clave, en las
que combina pintura, literatura, vídeo, animación, instalación y
escultura, como Rabbit in Wonderland, reinterpretación del
fantasmagórico mundo de Lewis Carroll, a través del prisma de la
historia reciente de Irán. La más célebre es Leyli va Majnun, los
Romeo y Julieta de Oriente Medio. Su historia de amor y muerte, que
se transmite desde el siglo XII, cobra nueva vida a través de la

tecnología y la mirada insólita y poética de Lashai, que para relatar esta tragedia utiliza el
vídeo proyectado sobre sus pinturas. Los efectos, que proporciona el uso de sofisticadas
técnicas audiovisuales sobre el lienzo, incrementan la belleza de las telas y las llenan de
luminosidad, mientras que la banda sonora contribuye a sumergir el espectador en la cultura
persa.

Recoge el testigo Raha Raissnia (Teherán, 1968), representada por la galería Marta Cervera
de Madrid, que combina dibujos, pinturas y proyecciones de películas y diapositivas, a veces
con equipos antiguos, en instalaciones que remiten al arte simbolista europeo de finales del
siglo XIX. La arquitectura utópica visionaria y una imaginería densa e inquietante contribuyen
a plasmar obras de cine que a menudo incluyen el espectador y sus sombras al moverse. La
estrecha relación de Raissnia con la vanguardia cinematográfica y musical de Nueva York se
ha plasmado en colaboraciones con el cineasta Dalius Nojo y el artista sonoro Aki Onda y a
menudo utiliza el ruido de los propios aparatos de proyección.


Comparte la aproximación multimedia Samira Hodaei (1981), otra artista de AB Gallery, que
relata cómo su infancia, marcada por la guerra entre Irak e Irán, transcurrió entre el miedo y la
alegría. “Fue como danzar sobre el filo de un cuchillo”, explica, y así lo hacen las mujeres de
su Irán natal, protagonistas de series pictóricas como Dancing the Sharp Edge y Sweet

'Catching the moon', obra de la artista iraní Farideh Lashai.

Raha Raissnia, con una de sus instalaciones.

Motherland. Congeladas en poses que evocan milenarias danzas
persas, esgrimen cuchillos y espadas en actitud brutal y valiente, sin
esconder su sexualidad y atractivo. En sus pinturas de marcado
relieve y textura, hechas mediante una sucesión de puntos de color,
metáfora del complejo entramado de la cultura islámica, la artista
consigue que la sensación del movimiento se genere en la retina del
espectador. "Ninguna cultura es estática”, dice Hadaei. “Estas obras
son un homenaje a aquellas mujeres que vivieron y murieron en la
ambigüedad, rodeadas de duras convenciones sociales”.

 

© EDICIONES EL PAÍS, S.L.
 

* Translation: Taking up the torch, Raha Raissnia (Teheran, 1968), represented by the Marta Cervera Gallery in 
Madrid, combines drawings, paintings, !lm and slide projections, sometimes using vintage equipment, in instal-
lations that hark back to late 19th century European Symbolist art. "e visionary utopian architectural motifs and 
dense, disturbing imagery contribute in fashioning !lmic works that o#en include the spectator and his shadows as 
he moves about. Raissnia's close relations with New York's !lm and music avant-garde have led to collaborations with 
!lmmaker Dalius Nojo and sound artist Aki Onda, o#en utilizing the noise of the very projectors in her works.



miguel abreu gallery  

 

 
FOR IMMEDIATE RELEASE  
 
 
 

Exhibition: RAHA RAISSNIA 
  E a r l y  S p r i n g  
      

Dates:  May 8 – June 26, 2011 
 

Reception: Sunday, May 8, 6– 8 PM 
 
 
Miguel Abreu Gallery is pleased to announce the opening of Raha Raissnia’s Early Spring on Sunday, May 8th, the 
artist’s third solo exhibition at the gallery.   
The show features an 11-minute, looped 16mm film, along with a sequence of six small-scale paintings that, in a 
sense, emanate from the film. The dense and layered cinematic object itself takes at its starting point footage that 
Raissnia shot in 2005 in the slums of the Molavi neighborhood of Tehran. As is customary with her work, the 
original film has been layered and superimposed with other film and video materials to produce an immersive, 
high-contrast visual experience that allows only traces of the initial documentary footage to appear here and 
there. 
By contrast to Raissnia’s earlier paintings, the scratched surfaces of the black and white works in this exhibition 
are marked by a loosening of their architectonic structure. Imagery ambiguously reminiscent of moments in the 
film seem to re-emerge in the paintings in a somewhat ominous interplay of forms, things, light and darkness. 
 
Raha Raissnia received her BFA from the School of the Art Institute of Chicago in 1992 and an MFA from Pratt 
Institute in 2002. In between completing her degrees, her interest in avant-garde filmmaking led her to take on 
an internship at Anthology Film Archives (1995-1999), where she also occasionally exhibited.  Solo shows of her 
work were held at New York’s Thomas Erben Gallery, Galerie Xippas, Paris, and the Isfahan Museum of 
Contemporary Art in Iran. In 2010, she had a one-person exhibition at Galeria Marta Cervera, Madrid, and 
was the recipient of a Foundation for Contemporary Arts Grants to Artists Award. Last February, The Kitchen, 
New York, presented Cosmography, Raissnia’s film/music collaboration with composer Briggan Krauss. 
 
 
For more information or for visuals, please contact the gallery: 
 

36 Orchard Street (between Canal & Hester), New York, NY 10002 
Tel 212.995.1774 • Fax 646.688.2302 • post@miguelabreugallery.com 
 
Gallery hours:  Wednesday – Sunday, 11:00 AM to 6:30 PM  
Subway:  F to East Broadway; B, D to Grand Street;  J, M, Z to Delancey / Essex Street  
 
 
 
 
 
 
 
 
 
 



Time Out says

New work is presented by the Tehran-born Brooklyn artist, whose darkly abstract slide shows,
16mm films, drawings and paintings have been described—quite accurately—as a meeting of
horror-illustrator H.R. Giger and ’60s conceptualist Barry Le Va.

Thu Mar 15 2012

Thu Jun 2 2011
Miguel Abreu Gallery
36 Orchard St, New York, 10002

Raha Raissnia, "Early Spring"



Ana Folguera de la Cámara, “Raha Raissnia en la Galería Marta Cervera,” Revistaclavesdearte.com, November 23, 2010
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El arte hace posible las contradicciones. Es capaz de hacernos creer que estamos en
otro lugar, transformar eso en aquello, que el verbo “ser” y “parecer” sean lo mismo. Lo
sorprendente de Raha Raissnia (Irán, 1968) es su enorme capacidad para aunar la
figuración y lo abstracto (términos que nos han enseñado como antitéticos e
incompatibles). En sus obras no llegamos a distinguir formas, y sin embargo, en ningún
momento nos sentimos expulsados de ellas. Es más, las habitamos, nos paseamos por
ellas, nos escondemos. La muestra que podemos ver en la Galería Marta Cervera nos

21 de diciembre: Chen Wei. Gao Magee Gallery

22 de diciembre: Alexander Calder. Galería
Elvira González

23 de diciembre: Una Gran Familia (Colectiva).
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revela el proceso de trabajo que ha seguido Raissnia: partir de un fuerte realismo para
deformarlo y difuminarlo.
 
La técnica, en este sentido, está claramente dislocada para que no sea reconocible. La
artista recurre al óleo sobre lienzo, pero también a las diapositivas pintadas, a las
fotografías, incluso a  las radiografías, demostrando que la profundidad se puede
convertir en superficie, y no por ello perder puntería. Frente a las obras de Raissnia, no
podemos asegurar ninguna técnica, porque parece utilizarlas todas a la vez.
 
 
 

 
Raissnia sostiene que para ella es fundamental el concepto de sinestesia en el arte, y
para ello busca la confluencia entre la pintura, el cine y la música. Sobre todo se centra
en esta última, ya que es capaz de transmitir cualidades plásticas de manera auditiva.
En este sentido, hay que destacar la pieza de film performance de la exposición, que
concentra de manera eficaz todas las aspiraciones de la artista. Pensamos en Rudolf
Schwarzkogler y en su acción Wedding de 1965, ya que en ella observamos la misma
confusión de técnicas y soporte artístico; en Philip Corner, en Maciunas y en Tehching
Hsieh. Recordamos también a Wodiczko y sus proyecciones sobre la arquitectura
urbana. En efecto, las obras de Raissnia sugieren una fuerte  impresión de sombras y
ausencias, casi como si estuviéramos en una película expresionista. Sentimos que
estamos huyendo, y hemos aparecido bruscamente en esas habitaciones tan oscuras.
Una vez allí ocurre algo extraño: ya no distinguimos señales de profundidad y volumen.
La técnica del collage, que aparece en algunas obras, refuerza esa intención de
yuxtaponer técnicas, igual que en una secuencia cinematográfica se superponen
distintos planos.
 
El cineasta Eggeling ya hablaba de cine como “creación pura”, perfecta para plasmar
eso que le falta a la pintura: la dimensión temporal.  Hans Richter insistía a su vez en el
 enorme hallazgo que había supuesto el cine para resolver ciertos problemas, como la
coordinación formal, el color y la simultaneidad. De esta manera, sólo la transformación
de las formas, su desarrollo y proyección en el espacio constituyen materia suficiente
para contruir una película y mezclarla de manera ambigua con la pintura.
 
Es precisamente en este territorio confuso donde trabaja Raissnia. Parece que la artista
se mueve entre la vehemencia del expresionismo y la contención de la abstracción
(contención aparente, claro, porque todos sabemos que el código es una manera de
esconder el grito).  Casi a la manera de Ansel Kiefer, hay una preferencia por la
sombra y la oscuridad, como lugares de la creación fotográfica, es decir, a partir de la
luz. Insistiendo en esa capacidad del arte para hacer posible lo improbable, la artista
iraní nos desmuestra que se puede obtener oscuridad a partir de lo luminoso.
 
 
Raha Raissna
Glean
Hasta el 11 de Diciembre
 
Galería Marta Cervera
C/General Castaños, 5
28004   Madrid
Tel. 91 310 50 36
 
www.galeriamartacervera.com
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English translation by Milton Cruz 
 
Art makes contradictions possible. It can make us believe that we’re somewhere else, transform this 
into that, make the verbs “being” and “seeming” one and the same. The surprising thing about Raha 
Raissnia (Iran, 1968) is her enormous capacity for conjoining figuration and abstraction (terms 
we’ve been taught to think of as incompatible). In her works we don’t get to distinguish forms, and 
yet we never feel ousted from them. What’s more, we live in them, walk through them, hide. This 
show viewable at the Marta Cervera Gallery reveals Raissnia’s work process: starting from something 
strongly realistic in order to deform it and make it indistinguishable.
 
Technique, in this case, is clearly displaced so as not to be recognizable. This artist uses oil on canvas 
as well as painted slides, photographs and even x-rays, demonstrating in each case that depth can 
become surface without ever missing the mark. Face to face with Raissnia’s works we cannot be sure 
of the technique as she seems to use them all at once.
 
Raissnia maintains that synesthesia is a fundamental concept in her art, looking to the convergence 
between painting, film and music to achieve it. In particular music, capable as it is of conveying plas-
ticity through hearing. Notable in this sense is the film-performance piece in the exhibition which 
ably sums up all her aspirations. It brings to mind Rudolf Schwarzkogler and his 1965 Wedding-
Action, where the same blurring of boundaries between technique and artistic media is evident; in 
Philip Corner, Macunias and Tehching Hsieh. We are also reminded of Wodiczko and his projec-
tions on urban builidings. Indeed, Raissnia’s works strongly suggest shadows and absences, almost 
like an expressionist film. We feel as though, fleeing from something, we find ourselves suddenly in 
these ever-so-dark rooms. Once there, something strange happens: any signs of depth or volume 
disappear. The use of collage in some of these works reinforces the juxtaposition of techniques, the 
same way as different kinds of shots combine to make a film sequence.
 
The filmmaker Eggeling spoke of film as “pure creation”, ideal for restoring the temporal dimension 
missing from painting. Hans Richter in turn insisted on the great discovery that was cinema for 
resolving certain problems relating to the coordination of forms, color and simultaneity. In this way, 
only the transformation of forms, their development and projection in space would be sufficient for 
constructing films that would in an ambiguous way be extensions of painting. 

It is precisely in this ambiguous territory where Raissnia works. This artist seems to move between 
expressionistic vehemence and the self-containment of abstraction (self-containment only in ap-
pearance since, as is well known, the code is one way of hiding the scream). Almost like in Ansel 
Kiefer, there is a preference for shade and darkness as ideal places for photographic creation, in other 
words, starting from the light. Insisting on art’s capacity for making the improbable into something 
possible, this Iranian artist demonstrates that one can derive darkness from luminosity. 
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Paca Barrágan, “Raha Raissnia,” Reviews, Art Pulse, Winter 2010/2011
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Raha Raissnia

Shorthand of Sensation
28 mars - 02 mai 2009

Paris. Galerie Xippas

Sombres, sombres et rigides lignes qui n’empruntent

l’oblique que pour passer du vertical à l’horizontal, qui ne se

rejoignent qu’afin d’épaissir le trait, plus de cercles

mécaniques qui font les engrenages, seulement des tensions

technologiques qui désignent des circuits ; les abstractions

de Raha Raissnia.

  

Par leur répétitivité, les machineries sont sans doute

inhumaines, mais la visibilité de leurs infatigables

mouvements indique la vie possible, tandis que les circuits

électroniques, corps inertes qui dissimulent leurs actions,

forment déjà des images fixes.

Sans doute sous les photographies, les peintures et les

dessins de Raha Raissnia passent-ils de semblables flux,

mais ils demeurent pareillement insensibles. Restreinte aux

noirs et aux blancs, sa palette déplie ainsi les petits mondes

cachés où les lignes forment de nouveaux cadres aux

œuvres, des labyrinthes clos, des entrelacs brutaux et

froids, une géométrie complexe qui paraît ignorer

l’accidentel du monde, et dont pourtant on soupçonne

qu’elle forme bien un monde ; étranger sans doute, mais

comme toute étrangeté nous est un peu familière.

Ce rapprochement possible de l’inhumain et de l’humain, les

marques de peintures, les rehauts de blanc le permettent.

Pourtant, ce sont les peintures qui semblent les plus

bloquées, les moins vivantes, paralysie à laquelle contribue

le grand format des supports.

Néanmoins, c’est dans une petite huile sur toile qu’une

silhouette apparaît, à demi gommée, mais courbes d’un

corps tout de même, minuscule organisme prisonnier d’un

monde raidi dont il ne mesure pas l’échelle qui le dépasse.

Interruption, ce corps ne sert à rien, il entrave plutôt les

courses des lignes qui, dans les autres œuvres, se

poursuivent librement. Pourtant il est là, reste archéologique

prisonnier d’un temps passé, embryon de futur, ou image du

présent; image présente en fait.

L’architecture que dessinent les œuvres de Raissnia expose

donc un univers encore capable de comprendre l’humain,

l’organique visible. Car la rigueur spatiale qui structure ses

toiles n’est pas seulement une concentration menaçante, elle

introduit aussi les rythmes d’une musique qui invite à la

contemplation. Si l’on voit dans ces lignes celles d’une

portée, alors on peut percevoir une rythmique qui n’est pas

celle d’un monde inconnu, mais très proche. Si de surcroît,

avec un peu de chance, le soleil pointe, alors on peut voir,

depuis une l’ouverture d’une fenêtre, les arc-boutants, les

raidisseurs, les encadrements des arcatures de la galerie

Xippas et ceux, en contrebas, de la verrière de la galerie

Yvon Lambert. Aperçus en fragment grâce à l’encadrement,

toutes ces pièces de métal peintes en noir, par le contraste

et le jeu des entrelacements, provoquent une image voisine

des œuvres de Raissnia que la vision précédente de celles-ci

a rendu possible. Rapports d’un monde virtuel et

fantasmatique, cette exposition-là tenait peut-être en fait de

l’installation in situ.

Œuvre(s)

Raha Raissnia
— Untitled, 2009. Tirage numerique sur papier Kodak satine.

39 x 61 cm

— Untitled, 2009. Tirage numerique sur papier Kodak satine.

39 x 61 cm

— Untitled, 2009. Huile sur toile. 152.5 x 178 cm

— Untitled, 2009. Huile sur toile. 152.5 x 178 cm

— Untitled, 2008. Collage, encre et graphite sur papier .

22.9 x 30.5 cm
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miguel abreu gallery  

 

FOR IMMEDIATE RELEASE  
 
 

Exhibition: RAHA RAISSNIA 
      

Dates:  September 7 – October 19, 2008 
 

Reception: Sunday, September 7, 6:30 – 9 PM 
 
Opening on Sunday, September 7th, Miguel Abreu Gallery is pleased to present Raha Raissnia’s second solo 
exhibition at the gallery.  The show will feature recent paintings and drawings by the artist alongside a slide and 
film projection with sound work by Charles Curtis.  
In a seminal sequence from Dziga Vertov’s Man With A Movie Camera, a horse’s steady trot is halted to a standstill 
and seized upon as a frame within the strip of film destined for the editor’s table.  To fully understand how Raha 
Raissnia reanimates detritus, we must start at the cutting room floor and play these stages in reverse.  
Using transparent tape, Raissnia collages found 16 and 35 mm filmstrips with hand-processed, hand-painted 
and manipulated materials she then presses between glass slides, like specimens for inspection.  The variegated 
components comprising any single slide may include segments of a still life photograph with paint and ink 
drawings reworked and scratched into acetate sheets.  Pushing further the theme of ‘still life’, Raissnia 
incorporates selected sections from human x-rays into her mix of pictures.  After the resulting palimpsest has 
undergone full treatment, she sets the final slide array into a sequence intensified by projection and injected with 
sound. 
Raissnia develops her filmmaking process by breaking apart the cinematic movement of ‘film’ into three 
components:  Two slides are projected side-by-side and partly overlap in the middle, while an 18 frame per 
second, 16mm film is superimposed over the left image.  This composition, in effect, produces a slow-moving 
montage during which scenes are at once temporary and aleatory.  The arrangement underscores cinema’s 
inherent paradoxical structure of manipulating stillness to conjure up the illusion of movement.  
The movie camera lens lolls about, repeatedly failing to apprehend and fully represent an ambiguous, external 
light source. The disembodied eye of a segmented film struggles to look back onto itself.  Beneath this drunken 
movement, one projector screens images of a fetus in utero, exposed within the architecture of the female body, 
against perhaps, an image of a human figure, miniscule against a looming building.  The resulting procession of 
dark and saturated colors is occasionally punctured by the barest inflections of light.  Charles Curtis’ haunting, 
mathematical sound accompaniment reinforces the high-pitch of this shuffle of quixotic images. 
While clearly influenced by New York’s Materialist-Structuralist avant-garde, Raha Raissnia’s cinematic work 
departs from the trope of revealing the stilled frame by instead recuperating the ‘dead’ still as her originary 
material point.  The artist’s avoidance of projecting a full stop thereby sidesteps the complete destruction of 
cinematic movement.  As is suggested by her choice of images, her work hovers between movement and stillness, 
life and death.  
If Raissnia’s cinema extends time, her drawings delimit time.  In certain renderings we can cull subcutaneous 
sinews and tendons.  Most compositions, however, depict a crushing build-up of marks so dense that their excess 
verges upon illegibility.  It is as though we are witnessing the result of a scene that has been superimposed and 
slowly replayed upon itself so thoroughly that the image, stuck in its frame, has suffered a slow burial under the 
topographical sediment of graphite and ink.  
Furthering this theme of temporality, it is perhaps useful to turn to Raissnia’s newest paintings in which she has 
inverted her usual order, Ivory Black paint atop white gesso.  Her newest configurations, Titanium White paint 
atop black gesso, like previous compositions, remain architectonic.  However, if previous iterations could have 
been interpreted as aerial views of infrastructure, movement and transit, we are now confronted with crystalline 



forms that seem to rise up and break past a horizon to converge, cross and continue through the dark void of 
limitless space.  The resulting network of vectors resembles what one could imagine to have been a sketch from a 
lost letter in the Crystal Chain.  We sense an ambitious, if not ambiguous proposal for a yet-to-be-realized future.  
To better consider Raissnia’s material inversion, one might extend this historicized fantasy to include the 
influential American contemporary of early European Expressionist architects, Frank Lloyd Wright.  Since 1959, 
Wright’s Ennis House (completed in 1926) has served as a cinematic backdrop for multiple Hollywood films and 
commercials.  Its depictions are often futuristic despite the fact that its primary material components, 
interlocking cast concrete blocks, were fashioned after the style of Puuc architecture from the Mayan city, Uxmal.  
If Frank Lloyd Wright’s references to ‘the ancient’ are propelled into the future through the ‘now-present’ 
medium of cinematic time, it seems that the same sort of séance could be contrived in Raissnia’s process of 
graphic inversion.  By deploying the same methodical techniques of painting – layering and erasure (via 
scratching) – Raissnia bridges the gap between her Ivory Black on white, sepia-toned ruins and her Titanium 
White crystalline spires that are still freezing into form.  The transits pictured in each remain not fully 
decipherable and, therefore, mysteriously incomplete.  
Between Raissnia’s separate but thematically related practices, we are invited to consider the terms under which 
we triangulate representations of our own present – the version of a ‘past’ to which we defer and the future it 
foregrounds.  Our eyes, like the camera, seek sources of illumination that may guide us.  Raissnia’s work, 
embedded in history (or perhaps, rather, something akin to an ambiguous ‘ancient’ dimension), looks forward, 
and pulls us through the darkness of this search. 
 

Raha Raissnia received her BFA from the School of the Art Institute of Chicago in 1992 and her MFA from Pratt 
Institute in 2002. In between receiving her degrees, her interest in avant-garde filmmaking led her to take on an 
internship at Anthology Film Archives (1995-1999) where she also occasionally exhibited.  Solo shows of her 
work were held at New York’s Thomas Erben Gallery, Galerie Xippas, Paris, and the Isfahan Museum of 
Contemporary Art, Isfahan, Iran. 
 
 
For more information or for visuals, please contact the gallery: 
 

36 Orchard Street (between Canal & Hester), New York, NY 10002 
Tel 212.995.1774 •  Fax 646.688.2302 • post@miguelabreugallery.com 
 

Gallery hours:  Wednesday – Sunday, 11:00 AM to 6:30 PM  
Subway:  F to East Broadway;  B, D to Grand Street;  J, M, Z to Delancey / Essex Street  
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AFTERNOON DELIGHT 
LES ART SCENE'S A SUNDAY SURPRISE 
By SARAH SCHMERLER 
 
 
ON a Saturday night, the Lower East Side might as well be Meatpacking 
District Lite. Overpriced drinks? Check. Annoying restaurants? Check. 
And don't even get us started on the people. 
 
Lower East Side Sunday afternoons are a different thing altogether. 
Because while the neighborhood is host to one of the more obnoxious night-
life scenes, there's also another scene that's cropped up, and it's a cool one. 
 
The 'hood has one of the most vibrant art scenes in town: 35 galleries, lots 
of them run by young, hot dealers. It also boasts a brand-new museum 
called, fittingly, the New Museum. 
 
The best part is that even if you don't know art from your elbow, you, too, 
can be a bona fide member of the scene. While most Chelsea galleries are 
shuttered on Sundays, these galleries are open for business. And on the 
last Sunday of every month, the galleries hold their opening receptions 
together. Translation: free beer and wine. Woohoo! So read on for our hype-
free tour. With our help, you'll beat the hipster bar crowd, talk like an art 
maven, nosh like a king and pass a gorgeous Sunday for less than a $10 
bill. 
 
The Nabe: Sprawling. From around Great Jones Street to the north and 
Canal Street to the south; East Broadway to the east and the Bowery to the 
west. You'd be crazy to do it all in a day, so take your time - there are 
plenty of Sundays to go around. 
 
The Buzz: Why all the word on the street? "LES Galleries can take more 
risk because their overhead is not as high," says Paul Laster, editor of 
Artkrush.com. "They can present emerging artists at an earlier stage in 
their careers. Plus, you'll find dealers there who have broken out on their 
own, who used to work for dealers in Chelsea." In other words, this isn't 
just some "Sex and the City" wannabe scene. This here's the real deal. 



 
The Tour: We think some of the best of the scene is south of Delancey, and 
even spills into Chinatown. This sort of talk will really tick off a lot of 
gallerists to the north, who are good, too. But we can't be everywhere at 
once, so let's focus. First, make like Amy Irving and cross Delancey, where 
you need to fuel up on Grand Street. Sweets lovers can stop by the 
Doughnut Plant (379 Grand St.; 212-505-3700), where a to-die-for square 
(yes, square!) doughnut filled with Italian plum jelly will set you back 
$2.75. Those who prefer a different sort of starchy ambrosia head to 
nearby Kossar's Bialys (367 Grand St.; 877-4-BIALYS) to snap up a bialy 
for 90 cents. Reach into their fridge and grab an individual-size salad 
spread of your choice (lox, tuna, you name it - they're around $3 each) and 
voila! Whitefish on a bagel for less than four bucks. 
 
Fortified, head up Orchard Street - where, within two blocks, you'll find one 
of the biggest concentrations of high-concept art worth concentrating on. 
Lisa Cooley (34 Orchard St.; 212-680-0564) is a savvy young dealer who 
used to work for Andrea Rosen in Chelsea. Now she reps local artists like 
Andy Coolquitt, who makes inventive sculptures - lots of which are 
electrified and light up! - out of pipes and other stuff he finds on the street. 
 
Miguel Abreu (36 Orchard St.; 212-995-1774) always puts a lot of thought 
into what goes on the walls of his pristine, kitchen-tile-floored space (a 
former Buddhist temple). This month it's Raha Raissnia's drawings in sumi 
ink and graphite, plus a weird sort of post-structuralist film in which she 
splices and recombines them. 
 
Rachel Uffner Gallery (47 Orchard St.; 212-274-0064) has paintings of 
"stuff" you can easily recognize, but still, they're pretty cool: portraits by 
Roger White of such everyday things as a T-shirt, a box of Kleenex, and 
even a Brita water filter. This is the gallery's first show. Remember, you 
saw it here first. 
 
Oops! You're not caffeinated enough, are you? Duck into the Roasting Plant 
Coffee (81 Orchard St.; 212-775-7755) for a custom-blended cuppa joe 
 
($2.25); then head over to il Laboratorio del Gelato (95 Orchard St.; 212-
343-9922) for a yummy sorbet ($3.25). 
 
Looking at art is hard work, so walk your repast over to one of the sweetest 
community gardens in town, the M'Finda Kalunga Garden (between 
Chrystie and Forsyth streets, with an entrance at Rivington Street; 
mkgarden.com), where you can relax. Its name, translated from the 
African Kikongo language, means "Garden at the Other Side of the World," 
but our translation: No hipsters in sight! There's even a sandbox for kids. 



Once you're rested, keep trekking further south over to Rental, (120 East 
Broadway, sixth floor, 212-608-6002), a new gallery in a decidedly non-
artsy building that houses Chinese lawyers and dentists. If you don't like 
the group show you'll find there, "Monsters," curated by well-known 
Chelsea artist Robert Longo, just head one block south to Dispatch (127 
Henry St.; 212-227-2783). It's a tiny, hard-to-spot project space, run by 
two curators - one formerly of the Whitney Museum. Don't be intimidated. 
Instead, ask questions. That's the beauty of LES gallery-hopping! 
 
This month, Dispatch's idea is to let folks see a small sample of art it's 
putting in bigger shows overseas - without having to pay the airfare. 
 
So how do they stay in business? A set of limited-edition prints, which at 
$4,000 may be one of the LES's bargains. "The spaces here don't have the 
deep pockets, or the attitude, of Chelsea," says Julie Evans, a painter who 
shows at a top-notch Chelsea gallery. "Sure, the scene is younger, 
homegrown, but a lot of the art here is dead serious." 
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Courtesy Lehmann Maupin Gallery, New York 
 
Jennifer Steinkamp’s “Daisy Bell” evokes the illusion of entering a two-dimensional plane. 
 
Fall frontier on the Lower East Side 
New dimensions of digital art and installations 
By Stephanie Buhmann 
 
On Sunday, September 7, the Lower East Side was swarming with art enthusiasts. It was the 
inauguration of the fall season and many of the galleries downtown had coordinated their exhibition 
openings for that afternoon. While by now, plenty has been written about the developing art scene 
in this pocket of Manhattan, it might have been that Sunday that truly reflected the creative energy 
that can be found here these days. 
 
While the levels of the artists’ sophistication vary, an overall trend towards contemporary media and 
installation can be traced. More than a few galleries feature solo exhibitions that fuse different art 
forms, such as painting, film and sculpture. Experimentation is encouraged here and though most of 



the spaces are much less generous than elsewhere in the city, they leave the artist more freedom to 
employ the gallery as a true component within the art dialogue. 
 
Lehman Maupin features “Daisy Bell,” digital work by Los-Angeles based artist Jennifer Steinkam, 
who is known for bestowing a unique sense of painterliness onto the digital medium. One 
impressive projection, covering the gallery’s entire back wall, evokes the illusion of entering of two-
dimensional plane. Made of a seemingly infinite amount of animated flowers, “Daisy Bell” moves 
with a transfixing rhythm as if seen while a steady breeze would be swooping through a field. 
 
The title of the series refers to a specific moment in the history of science and culture in 1962, when 
Bell Labs used an IBM 704 computer to synthesize speech and recreate the popular 19th-century 
English song of the same name. This manipulation of human speech and sound through computer 
technology relates to Steinkamp’s translation of nature into a digitally animated tapestry of floral 
color and form. In both cases, abstraction is not visual, but lies in the code, which does not need to 
be deciphered to be enjoyed. 
 
In her first solo exhibition with Salon 94, Vidya Gastaldon shows two sculptures and watercolors. 
Her playful work creates a fantasy world filled with otherworldly creatures. They range from god-like 
figures to hairy trolls and curious eyeballs that float through mythic landscapes made of translucent 
color. 
 
Born in France and currently residing in Switzerland, Gastaldon is interested in the icons and signs 
found in different cultures and her works incorporate the occasional symbol derived from Eastern 
religions or Pop Culture. 
 
Meanwhile her sculptures exhibit an element of craft. They are made of fabric and yarn and are 
knitted or sewn by hand. Employing tactility as a key element, they use fabrics that are soft and 
plush, while the delicate handiwork, which must require meditative obsessiveness, adds a delicate 
quality. 
 
Gastaldon’s world is one of harmony and surprise, leaving me to guess that the exhibition title, “Do 
You Wear The Love Glasses?,” is not meant ironically, but as an invitation. We are asked to engage 
in a pictorial language, which a cynic’s eye could dismiss as trite, but which for others will offer the 
inspirational opportunities found in fairy tales. 
 
At Miguel Abreu Gallery, Iranian-born Raha Raissnia contextualizes a selection of abstract paintings 
and works on paper with a slide and film projection. Made of ivory black paint atop white gesso, her 
paintings thrive on the elaborations of contrast and nuance. 
 
Strong vertical and horizontal lines dominate the picture plane, like a steel construction seen against 
a bright sky. The compositions are reminiscent of architectural structures that are seen from aerial 
perspectives and bring the geometric abstractions of Russian Constructivism to mind. 
 
Raissnia’s filmmaking process explores the conventional movement associated with this medium and 
breaks it up into smaller elements. Here, two slides are projected side-by-side, while slightly 
overlapping in the middle. In addition, an 18 frame per second film is superimposed over the left 
image, creating a montage of slow-moving imagery. 
 



As in Steinkamp, the projection reveals a strong sense of poetry, but in Raissnia’s case, her images 
are fragmented and only sparely woven together like arbitrary thoughts popping up from the past. 
 
In Kevin Bewersdorf’s “Monuments to the INFOspirit,” presented by V & A Gallery, questions of 
existentialism are raised in a web forum. A classically trained pianist and web artist, Bewersdorf aims 
to “construct [his] presence in the spirit world of the web.” He creates marketing products such as 
brands and identities by using practices that are identical to those employed by major corporations. 
This entails the creation of stock photography, jingles, logos and video. At V & A, the web works 
are translated into actual objects. A poster shows different graphic logos found on the Internet, 
which incorporate the letters A, B, and C and which were selected so that the terms American, 
Business, and Christian occurred most frequently in the acronyms. 
 
To Bewersdorf, artworks in a “gallery space are products that we pretend are not products within a 
business that we pretend is not a business.” He deals with this problem by presenting the object 
itself as something mediocre, but the information it conducts is sacred to him. The exhibited objects 
are ordered from the web and upon arrival are again, documented and loaded up on the web. 
Through this cycle, Bewersdorf creates a consistent dialogue between virtual and physical realities as 
the objects refer to the web as much as the web refers to them. 
 
Here, reality is no longer reflected by the experience of it by man, but rather by the virtual coverage 
it receives on the Internet. Having in recent years seen so many major art institutions spend much of 
their focus on creating comprehensive web sites and exhibition coverage, one cannot help but 
wonder if in a few years time the physical experience of art will give way to a virtual experience of it. 
 
In the meantime, the Lower East Side offers a nice conventional way to see much thought-proving 
art in the texture of everyday life. 
 
Lehmann Maupin  
(201 Chrystie St.): Jennifer Steinkamp, “Daisy Bell.” Through 10/18. 
 
Salon 94 Freemans  
(1 Freeman Alley): Vidya Gastaldon, “do you wear the love glasses?” Through 10/18. 
 
Miguel Abreu Gallery  
(36 Orchard St.): Raha Raissnia. Through 10/18. 
 
Smith-Stewart  
(53 Stanton St.): Rashawn Griffin. Through 10/5. 
 
V & A  
(98 Mott St.): Kevin Bewersdorf, “Monuments to the INFOspirit.” Through 10/12.  
 



 
 

 
Art in Review 
Published: August 3, 2007 
 
LATE LIBERTIES 
 
John Connelly Presents 
625 West 27th Street, Chelsea 
Through Aug. 24 
 
 
One can’t help but agree with Augusto Arbizo, a curator of “Late Liberties,” that 
it’s hard to find a place for abstract painting in today’s art world, driven as it is by 
a market enthralled primarily with the new and the blue chip. The artists selected 
for this show, all of whom deploy abstraction, have thus positioned themselves 
between a rock and a hard place. Exploring the tried and true is risky business. 
 
Some of the pictures nonetheless push abstraction’s envelope. Although Tauba 
Auerbach reaches back to the arabesque patterns of William Morris wallpaper in 
her ink drawing, she also inserts refreshing forms that look something like 
futuristic camera lenses. Carrie Moyer’s blobs made from washes of rainbow color 
and glitter grew on me. And Michael Zahn’s “in and out (not up and down),” a 
grouping of pastel canvases in a Minimalist vein, has a reduced Super Mario 
Brothers aesthetic à la Cory Arcangel. 
 
A number of the works, however, look back rather than forward. Alex Kwartler’s 
Constructivist studies in black rehash, or rather remix, Constructivism. Mr. 
Arbizo’s Rorschach paintings, while dreamy in a 1970s kind of way, don’t add 
much to the long conversation about this image type. Dana Frankfort’s “GUTS 
(yellow/gold)” is indebted to Julian Schnabel but lacks his exuberant brushwork 
and compositional skills. 
 
It isn’t the quality of the art, however, that holds this show back. It’s the curatorial 
premise of putting abstraction back into a formalist box. There will always be a 
place for great painting (abstract, figurative or otherwise), but the days of the 
abstract avant-garde are gone. BRIDGET L. GOODBODY 



miguel abreu gallery  

36 Orchard Street, New York, NY 10002 !  212.995.1774 !  fax 646.688.2302  
info@miguelabreugallery.com !  www.miguelabreugallery.com 

FOR IMMEDIATE RELEASE  
 
Exhibition: Raha Raissnia      
  S t e l e    
 

Dates:  October 29 – December 3, 2006 
 

Reception: Sunday, October 29, 6:30 – 9 PM 
 
Opening on Sunday, October 29th, Miguel Abreu Gallery is pleased to present Stele, an exhibition of new 
paintings and drawings by Raha Raissnia, her first solo show at the gallery. 
 
A shaft of light on darkness remains a force to be reckoned with in Raissnia’s exiled, gestural paintings. As if 
scratching the arid earth from too close a range, the architectonic balance of her black and white shapes seems to 
emerge from an extended battle. As if charred by overexposure to the heat of the sun, her tumultuous 
compositions appear to struggle against the passing of what might have been long ago an ardent color 
arrangement. There is no need to attempt calling to mind uncertain references to urban life, nature, or to the 
cosmos, for those tend to be refuted before they can prove themselves. Here the mind is made to wonder and the 
body shows. 
 
Raissnia emigrated from Iran to the United States in 1983, and it is perhaps because she comes from elsewhere –
that is from a certain distance – that she so freely encounters, as if by chance, some of the towering figures of 
modernist painting. Early Jackson Pollock springs to mind, or the Roberto Matta of the same period.  By analogy, 
the effect of her practice is reminiscent of the moment when the miraculous films of her countryman Abbas 
Kiarostami first stunned Western audiences, at the very time modern cinema was declared a thing of the past. 
 
Raissnia paints, but her paintings and drawings are as much acts of inscription.  For the master of Islamic 
calligraphy, to recognize the shape of a single word often suffices to learn and recite by heart the calligraphic text 
or poem at hand. This kind of foreign skill of the mind might have something to do with the referred to elsewhere 
that, somewhat paradoxically, enables the artist to create the assured and affirmative images she makes here and 
now.  
 
Raissnia received her BFA from the School of the Art Institute of Chicago in 1992 and her MFA from Pratt 
Institute in 2002. In between receiving her degrees, her interest in avant-garde filmmaking led her to take on an 
internship at Anthology Film Archives (1995-1999) where she also occasionally exhibited.  Recent solo shows 
were held at Galerie Xippas, Paris and the Isfahan Museum of Contemporary Art, Isfahan, Iran. 
 
On Tuesday, November 21st, at 8PM, Raissnia will project a montage of her manipulated slides at the gallery in 
collaboration with musician Charles Curtis. 
 
For more information or for visuals, please contact the gallery at 212.995.1774. 
 
Gallery hours:  Wednesday – Sunday,  11:00 AM to 6:30 PM 
36 Orchard Street (between Canal & Hester) 
New York, NY 10002 
Tel 212.995.1774  Fax 646.688.2302 
 
Subway:  F to East Broadway;  B, D to Grand Street 
     J, M, Z to Delancey / Essex Street 
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Staycations 2007

Trip #4: Art hunt

See some of the city’s most visually stimulating treasures in 72 hours.
  

By Emily Weiner

Start your whirlwind tour in West Chelsea, the uncontested epicenter of the contemporary
art scene. Fuel up with breakfast at the 24-hour Empire Diner (210 Tenth Ave at 22nd St,
212-243-2736), a Fodero-style Chelsea mainstay beckoning gallerygoers with its classic
decor and European sidewalk-café tables. Afterward, mosey to the ever-colorful John
Connelly Presents (625 W 27th St between Eleventh and Twelfth Aves, 212-337-9563)
for a group show curated by Augusto Arbizo (quirky standouts include paintings by up-
and-comers Tauba Auerbach and Dana Frankfort). You’ll find equally interesting art
gems at other young galleries that, like JCP, recently resettled on this all-star 27th Street
strip. Quit the new galleries on the block for the neighborhood stalwarts on 24th Street,
the so-called “miracle mile” of Chelsea. See works by bigwigs Tom Friedman, Damien
Hirst and Jenny Saville in one fell swoop at the cavernous Gagosian Gallery (555 W
24th St between Tenth and Eleventh Aves, 212-741-1111), then duck into nearby
Gladstone Gallery (515 W 24th St between Tenth and Eleventh Aves, 212-206-9300) for
a dramatic exhibition of sound-and-sculpture installations by death-metal-obsessed artist
Banks Violette.
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