
MAY 2013   345

exactly as it appears in the database of the 
Museum of Modern Art in Warsaw. The 
captions on the website, subsequently vis-
ible on Malone’s print, credit the parties 
responsible for the visibility and circula-
tion of Kossakowski’s image, namely the 
moma in Warsaw and Kossakowski’s wife, 
Anka Ptaszkowska, an art critic as well as 
a cofounder of Association EKO, which 
oversees preservation and promotion of his 
work. Malone’s decision to reproduce the 
record sheds light on the collaboration 
behind the publication of the photograph. 
Taken during the five-day-long interven-
tion 5x: An Audiovisual Session, 1966, by 
Grzegorz Kowalski, Zygmunt Krauze, 
Cezary Szubartowski, and Henryk Morel, 
it shows a wooden staircase and nets simi-
lar to those installed here in the gallery. 
Malone’s piece marks the way this image 
traveled from the archive to the page, 
exploring the tension between the photo-
graph and reconstruction. It also calls 

attention to the unexpected parallel between the activities at 5x and the 
album The Velvet Underground & Nico, recorded the same year. Cor-
nelius Cardew, David Bedford, and John Tilbury performed their 
improvised drone piece La Monte Young Poem on the first night of 5x, 
while, according to Malone, John Cale paid tribute to Young in the track 
“European Son” on the debut album by the Velvet Underground by 
scraping a chair across the studio floor, crashing it into a pile of plates. 
To mark a correspondence between these two events, Malone left a 
yellow banana peel—a digital print on paper—next to the staircase. He 
also created an airy musical composition—a five-second fragment of 
Cale’s homage stretched out to five minutes—and titled it European Son 
(La Monte Young Poem, After 5x), 2013, releasing it on SoundCloud 
and copying it onto the CDs suspended from the gallery ceiling. 

In sampling the history of Galeria Foksal, Malone also offered a 
glimpse of its contemporary situation. In (Blind) Can’t See the Wood 
for the Trees, 2013, Malone mounted a purpose-built roller blind on 
the window on the right side of the gallery, which in the 1960s had 
faced the Visual Arts Studios (PSP), a state enterprise in charge of pub-
lic commissions that played the double role of patron and censor of the 
gallery’s programs. For the opening night of his show, in the perfor-
mance It Begins Again in the Garden (Windows with a New View), 
2013, the artist covered the windows on the opposite wall (which now 
face a private-party rental company) with posters and uncovered them 
in front of the attendees. He thus looked back even as he proposed a 
rethinking of the present status of the still-state-supported gallery in 
the neocapitalist reality of Warsaw. 

—Sylwia Serafinowicz
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Wilfredo Prieto
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Wilfredo Prieto is mostly known for his sculptures, installations, and 
performances, but, like most other artists, he has also produced a good 
many drawings over the course of his career, many of them related to 
his better-known work. Although his drawings have occasionally been 
included in his exhibitions, “Café hecho por Di” (A Coffee Made by 

Di) was the first to focus on them entirely. This show included 150 
small untitled drawings (some of them dating as far back as the Cuban 
artist’s student years, others quite recent) and a single vast one, some 
thirty feet long. What stands out more than any individual work, 
however, is the difference between Prieto the draftsman and Prieto the 
sculptor. The crux of his work as the latter is always his surprising 
use of materials, exemplified in his celebrated exhibition at the  
Barcelona branch of NoguerasBlanchard in 2007, when he gathered 
all the dust in the exhibition space under a long red carpet. But 
whereas Prieto’s sculptures are physical and expansive, his drawings 
are conceptual and concise, consisting of basic forms made with the 
utmost simplicity, sometimes including words or phrases. Like the 
drawings of Bruce Nauman or Nedko Solakov, Prieto’s say a lot with 
little; all three artists, though very different from one another, share  
a certain plainness of expres-
sion. The materials Prieto uses 
in his drawings are basic: ball-
point and felt-tip pens and pen-
cil. The motifs he examines may 
sometimes be the same as in his 
sculptures—one drawing, dated 
2006, depicts a bar of soap, a 
smear of grease, and a banana, 
the elements used in one of  
Prieto’s most famous works, 
Grasa, jabón y plátano, also 
from 2006—but the results 
could not be more different. The 
drawing shows something that 
exists as an immaterial hypoth-
esis, whereas the sculpture confronts its viewer with real physical stuff 
that commands a visceral response. 

Paradoxically, the contrast between Prieto’s drawings and his sculp-
tures becomes even starker when one learns that many of the drawings 
are directly related to his installations (Ascendent Line, 2008, produced 
for the Frieze Art Fair, and Apolítico, for the 2003 edition of the 
Havana Biennial, for instance). While it is true that some of these draw-
ings can be seen as simply sketches for sculptures, most of them formu-
late a different and complementary approach, precisely by showing the 
underlying ideas as concisely as possible. This interplay of opposites 
was particularly evident in the single large drawing in the show, a frieze 
on which Prieto has sketched motifs relating to all of his sculptural 
projects up through 2010, a kind of conceptual summa that reflected 
this familiar material through the most basic of mediums. 

—Pablo Llorca
Translated from Spanish by Jane Brodie.
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Homem=carne/Mulher=carne—Puxador Paisagem (Man=Flesh/
Woman=Flesh—Landscape Puller), 1999/2013, an installation/perfor-
mance by Brazilian artist Laura Lima, was recently shown at the Museo 
Universitario de Arte Contemporáneo. It incorporated a motif that  
the artist has been working with for many years, most recently at the 
Biennale de Lyon in 2011. There, in Homem=carne/Mulher=carne—
Puxador (Pilares) (Man=Flesh/Woman=Flesh—Puller [Pillars]), 
1998/2011, a naked man with two straps on his shoulders pulled 
against a complicated network of long black belts wrapped around the 

Daniel Malone,  
The Meal of a Diver 

with Eyes Wide Open 
(GOOGLE), 2013, 

mixed-media 
installation with sound, 

dimensions variable.

Wilfredo Prieto, 
Untitled, 2008, pen on 
paper, 105⁄8 x 143⁄8". 
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