


No second chances in the land of a thousand dances...
Ry Cooder

The program of this gallery has long been about the

dismantling of distance. Nothing grand or political in this

DPELWLRQ £+ MXVW D VHO¢{VK QHHG WR OLYH LQ D QHLJKERXUKRRG V
offered more than merely local cuisine. This is not to decry

the local, rather my thinking was that we might greedily

consume both, and were that possible, there would be

VLIQL{FDQW EHQH{;WV LQ WKLV

7UDYHOLQJ KDV DOORZHG XV WR MXGLFLRXVO\ HIWHQG LQYLWDWLR(
artists to present their work in Australia and New Zealand

and thereby dismantle some of the distance that irked me,

particularly in the early years of the gallery. Fortuitously

WKDW YHU\ GLVWDQFH FDUULHG DQ LQYHUVH DSSHDO WR DUWLVWYV
whose own world was framed by a different but equally

UHVWULFWLYH UHJLRQDOLVP $V D SODQ LW XQIROGHG RUJDQLFDOO
UDWKHU WKDQ VWUDWHJILFDOO\ EXW QRZ DV , ORRN EDFN RYHU WKF
\HDUV , VPLOH EHFDXVH WKH HQGOHVV YLVLWDWLRQV EDFN DQG IR
amounted to something.

Of course what we all delight in is shared enthusiasms and

/LDW <RVVLIRUTV PDNQSecemti@héntefK LELWLRQ

in the Land of a Thousand Dandes result of just that.

It was the ardour of Liat’s ‘alla prima’ comrade, British

SDLQWHU (ULQ /DZORU WKDW (UVW EURXJKW PH WR /LDWfV SDLQWL
7UXVWLQJ DV , DP LQ (ULQTV YLHZV RQ WKH P\VWHULHV RI
SDLQWLQJ ZH FRQVSLUHG WR YLVLW ZLWK /LDW DW KHU +ROO\ZRRG
VWXGLR 5HWXUQLQJ VRPH PRQWKYV DIWHU WKDW ¢UVW YLVLW KDYL
EHHQ KDSSLO\ KDXQWHG E\ KHU ZRUN ZRXOG FRQ¢{UP MXVW KRZ
thrilling Liat’s paintings are.



JURP WKDW (UVW YLVLW , NQHZ /LDW <RVVLIRUfV SDLQWLQJV
didn’t only belong in L.A. Of course they are made there

amidst the particularities of the California condition, the

light, the bleached colour, the unswept horizon — and

LW LV HYHQ WHPSWLQJ LQ D VOLJKWO\ RGG OLWHUDO PDQQHU WR
see Yossifor’s arcing gestures as series of turnpikes,

YLHZHG IURP DERYH OLNH GHVDWXUDWHG XUEDQ PHWDSKRUV
for the City of Freeways. But of course they’re not - and

ZKLOVW LW KDV EHFRPH DSSDUHQW WKDW RYHU WKH GHFDGHYV
many West Coast artists - Mary Corse, Robert Irwin,

Larry Bell, John McCracken through to James Turrell

KDYH VXFFXPEHG WR WKH JHRJUDSKLFDO GHWHUPLQLVP

that California promotes, Yossifor’s paintings resist

WKHVH LQGXFHPHQWY LQ IDYRXU RI D PRUH &LPPHULDQ
FRQYHUVDWLRQ

6LWWLQJ ZLWK /LDW LQ KHU VWXGLR P\ (UVW WKRXJKW ZDV

that these works seemed to be more in tune with the

emotional temperature of the Lower East side...more

Rothko than McLaughlin, certainly more Krasner than

Irwin yet the more we sat with Liat and the light in

the studio dropped, the shadows lengthened across the

JXOOLHVY DQG UDYLQHV RI KHU VXUIDFHV , ZDV EURXJKW EDFN WR
ODQGVFDSH DQG DFWLRQ 3HUKDSV WKLV L QVH
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and inescapable breadth of the California condition

asserts itself in her work. But rather than the ubiquitous

horizons of Agnes Martin and John McLaughlin these

SDLQWLQJV SUHIHU D ORZ A\LQJ WRSRJUD .4
DERYH WKH VFDUV LQ WKH VXUIDFH UHY H{ ;
strata of colour — a secret geological biography where Ly
sediment and process hint at distant sites. {

%XW PRUH WKDQ SODFH WKHVH SDLQWLQ
FRPSUHVVHG UHFRXQWLQJ RI VSLULW DQCGC
&XULRXVO\ WKH\ PDQDJH WR FRQADWH ZK
simultaneously critiquing, the masculine heroism ot
RI DFWLRQ SDLQWLQJ ZLWK WKH WXUPRLO:= .=
newer, more agile performance. One thinks of Carolee e
Schneemann and the radical way that she used her

ERG\ DV D PHFKDQLVP RI H[SDQGHG JHVW)
WKDW <RVVLIRUTY H[FDYDWLRQV TXHVWL
JHVWXUH DQG QDUUDWLYH <RVVLIRU XQ
in fact the body of the painting, tugging forcefully at

the Ariadnean thread that lead her in. Though not as
LQWUXVLYH D VintHdt QarbH P BQ @ fiVW K H
VHQVH WKDW <RVVLIRU LV HIWULFDWLQJ D EXULHG LQWHUQDO KLVW
DQG OHDYLQJ XV ZLWK D SHUIRUPDWLYH ODQG VFDSH VKDSHG

by a deeply authentic performance - a ceremony that

LV JUDWHIXOO\ IUHH Rl WKH LURQ\ DQG F\QLFLVP ZKLFK KDYH

been the currency of recent times.




Every gesture was one of disorder and violence,
as if a lioness had come into the room.
Anais Nin, Little Birds




The glorious melee of gesture and inscription that
constitute the ground that Yossifor builds arises
HTXDOO\ IURP UHPRYDO DV IURP DC
not politely wiped away, rather Yossifor gouges and
DEUDGHV WKH VXUIDFH FDUYLQJ D
HOOLSWLFDO GDQFH WKDW VLPXOW
FRQFHDOV JHVWXUH 7KH H[SDQVH
gorges feel etched into the body of the paint, much
OLNH D JODFLDO UHWUHDW HQJUDY
6WHLQEHFN VDLG 3 WR EH DOLYH
and when | look at Liat's paintings, her metaphorical
landscape points as much to anguish as to place.

This alloy of beauty and grief is also present in

Liat's small paintings on paper. Like Yossifor,

Frank Auerbach disrupted the layers of the paint.

There is such physicality in their shared approach

- no polite intention to describe form, rather it

emerges from a determined mining of the layers of
XQGHUSDLQWLQJ IROGLQJ DQG VKI
WKH FRPSRVLWLRQ +RZHYHU YLVFF
WKHLU YLROHQFH LV FDOPHG E\ WK
material. For both, these wilfully marred surfaces
GHOLYHUV WKHLU YXOQHUDELOLW\
7KH\ IHHO WR PH IRU DOO WKH ZRU
&ROWUDQH £ YLIRURXVY HYHQ ¢HUF
D FRPSRVLWLRQ E\ YLUWXRVLW\ DQ
each note is there for a reason.
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,Q WKLV HI[KLELWLRQ RI QHZ SDLQWLQJV <RVVLIRU KDV PDGH
two dramatic shifts. One is colour and the second is

proportion. To this point her decisions about scale and

WKH V\VWHPLF ZzD\ WKDW WKH FDQYDVHYV VKH FKRRVHV PHDVXUH
KHU RZQ SK\VLFDO H[WHQW GR UHPLQG PH RI $JQHV ODUWLQ

7KH GHFLVLRQ WR SDLQW WKH VDPH 9LWUXYLDQ VFDOH WLPH DQG
again, the narrowing of the chromatic range suggest

WKDW <RVVLIRU WRR VHHNV D VROHPQ UHAHFWLYH DZDUHQHVV
WKURXJK WKH MR\ R UHSHWLWLRQ 1RZ WKH UHODWLYH QHXWUDOLW\
of her familiar square form is joined by a grand portrait

IRUPDW WKDW LV ZHOO RYHU PHWUHYV WDOO 2QH RI WKHVH QHZ
sized paintings is prosaically titld@ll Red It could

not be any redder. As | look at it, | hear the strains of

-DVRQ OROLQDYV SRLIJQDQW O\ULF 3\RXU KDLU LV FR[FRPE UHG
DQG \RXU H\HV DUH YLSHU EODFN" )RU WKLV LV SDLQWLQJ WKDW
KDV D YLVFHUDO LQWHQVLW\ DQG DQ LQADPHG WHPSHUDPHQW
<RVVLIRUTVY SDVVLRQDWH H[FDYDWLRQV QRZ GRYHWDLO ZLWK

D FRORXU WKDW URXVHV WKHLU LQQDWH SRWHQF\ HYHQ IXUWKHU
The equanimity of the square and the self-possession of

WKH EODFN DQG JUH\ ShallRedtQavVV JLYHV ZD\ LQ

grander portraiture that signals Liat’s desire to unbridle

the regulation of the square and the discipline and

regime of the black and grey paintings.




...the valley of ten million insanities.
Ry Cooder

Whether black, grey or red, all of Yossifor’s paintings

GHOLYHU D GHHSO\ IHOW DJJUHJDWH RI SK\VLFDO DQG HPRWLRQDO
SHUVHYHUDQFH 2QH FDQTW KHOS EXW IHHO WKH VZHHS DQG DUF
RI KHU JHVWXUH HDFK DQG HYHU\ SLYRW DQG WXUQ $V REMHFWYV
and records of performance they permit this curiously

resilient act of painting to re-emerge as a fundamental

agency of a deep unlanguaged communication. At a time

when we are being encouraged to listen it is equally

YLWDO WKDW ZH VHH :LWK VR PXFK SDLQWLQJ FDSLWXODWLQJ

to the seductions and rewards of entertainment, being

reminded of paintings particular capacity to shoulder

ERWK WKH EXUGHQV DQG DVSLUDWLRQV Rl pIHOWY H[SUHVVLRQ IHHC
RYHUGXH /LDW <RVVLIRU EHOLHYHY GHYRWHGO\ LQ SDLQWLQJVT
XQADJJLQJ UHDGLQHVV IRU WKLV UHVSRQVLELOLW\ DQG LQGHHG LQ
LWV 5DVSXWLQ OLNH LQGRPLWDELOLW\ DV H[SUHVVHG E\ &DUROHH
Schneemann - “I'm a painter. I'm still a painter and |

ZLOO GLH D SDLQWHU °

,| 6FKQHHPDQQ PDGH WKH YLHZHU K\SHU DZDUH RI WKH

KHU ERG\ DV DQ DJHQW RI H{(WUDYDJDQW DQG DWDYLVWLF
JHVWXUH WKHQ <RVVLIRUYV SDLQWLQJY DOVR VHUYH DV SRWHQW
reminders that the separation between body and

PLQG LQGHHG ZLWK KLVWRU\ LV D ¢FWLRQ +HU SDLQWLQJV

DUH SHUIRUPDWLYH DQG ULFKO\ DOOHJRULFDO QRW EHFDXVH

of what they say but because of what they make us

IHHO«WXUEXOHQW YXOQHUDEOH JLGG\ DQG DOLYH

$QGUHZ -HQVHQ






16—17






your veins are using up the redness of the world.
Frank O'Hara Meditations in an Emergency



22—23



When | first painted a number of canvases grey all over
(about eight years ago), | did so because | did not know
what to paint, or what there might be to paint: so wretched a
start could lead to nothing meaningful.

As time went on, however, | observed differences of quality
among the grey surfaces — and also that these betrayed noth
ing of the destructive motivation that lay behind them. The
pictures began to teach me. By generalizing a

personal dilemma, they resolved it.

Gerhard Richter






28—29



30—31



32—33



34—35

That flag is a symbol we attach our emotions
to, but it isn’t the emotion itself and it isn’t
the thing we really care about. Sometimes we
don’t even realize what we really care about,
because we get so distracted by the symbols.
Tom Wolfe, The Electric Kool-Aid Acid Test
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Nothing is Black Nothing is Grey(detail) 2019
oil on linen, 204 x 178 cm

Private Collection, Auckland

P.2

Howard W. Koch

Still from Untamed Youth USA1957
© United Archives GmbH

P4-5
Wide Black, 2020
oil on linen, 203 x 198 cm

Carolee Schneemann

Up to and Including Her Limits 1973

crayon on paper, rope, harness

dimensions variable

Performance MoMA, New York City

Image courtesy Carolee Schneemann, VG Bild-Kunst, Bonn 2017
© 2020 Estate of Carolee Schneemann

Photograph courtesy of Galerie Lelong & Co and P.P.O.W. New York

P.7
Wide Black, (detail)2020
oil on linen, 203 x 198 cm

.8-9
Letters Il] (detail) 2020
oil on paper, 30 x 22 cm

Frank Auerbach

Head of J.Y.M I| 1984-85

oil on canvas, 66 x 61 cm

Private collection © Frank Auerbach

P. 10

Agnes Martin in her studio,1960

Photograph courtesy of Alexander Liberman
Photogrpahy Archive, Getty Research Institute.
Photo: © J. Paul Getty Trust

P.14 - 16
Tall Red 2020
oil on linen, 215 x 165 cm

P. 17

Sir Joshua Reynolds (1723-1792)

Jane Fleming, later Countess of Harringtorc.1778/79

oil on canvas, 239.4 x 147.5 cm

© Courtesy of the Huntington Art Museum, San Marino, California

P.18 - 22
Wide Red,2020
oil on linen, 203 x 198 cm

. 23
Judean Desert, Israel
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Nothing is Black Nothing is Grey2019
oil on linen, 204 x 178 cm (each panel)
Private Collection, Auckland

P.26 - 27

Nothing is Black Nothing is Grey2019
oil on linen, 204 x 178 cm (each panel)
Private collection, Auckland

Erin Lawlor

Over the Plain 2018

oil on canvas, 180 x 260 cm

Private collection, Auckland
Installation: Wet, Wet, Wet

Fox Jensen McCrory, Auckland 2019

Letters | 2020
oil on paper, 31 x 22 cm

P.31-33
Letters I1/I\ 2020
oil on paper, 29 x 20 cm

P.34

Marsden Hartley

7VY[YHP[ VM H .LMTHU 6]JLY

oil on canvas, 173.4 x 105 cm

Courtesy of Alfred Stieglitz Collection, 1949
Photograph Metropolitan Museum of Art, New York City

P.35
Small Red,2020
oil on linen, 40 x 35.5 cm
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