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Le Centre d'Art Contemporain Geneve heureux de présenter la premiere exposition personnelle
dans une institution suisse de Iartiste américain JOSH SMITH,

JOSH SMITH remet en jeu les mythes fondateurs et les clichés de la peinture moderne. La
“vitalité” de sa maniére de peindre faft écho & une technique de travail quasi expressionniste, a une
stretégie de réappropriation tres forte, ainsi gu’a une forme sous-jacente de critique
institutionnelle.

JOSH SMITH a I'art de noyer le spectateur dans un flot d’informations visuelles, ne serait-ce que
par le nombre vertigineux de travaux qu’il produft, Dans cette masse visuelle écrasante, il mélange
les différents genres de technique picturale qu’il a mis en place dés le début de son travall: le
“name paintings” (peinture de nom), dans laquelle toutes les variations du nom “JOSH SMITH”
servent de motif aux peintures; la “palette paintings” (ou peinture-palette) sur laquelle i| mélange
directement les pigments pour ses peintures ; les “announcements” (ou peintures publicitaires)
qui sont & la fois des ceuvres et les affiches annongant ses exposttions; et finalement les collages
dans lesquels il inclut des matériaux de récupération (essentiellement des morceaux de posters ou
de cartes géographiques et des coupures de journaux) sur lesquels il redessine ou réimprime. Ce
grand mélange devient comme une toile tissée de liens entre I'expérience subjective de celui qui
regarde et des conditions de production de celui qui produit.

JOSH SMITH fait des collages en séries interminables, Dans le cadre de son exposition au Centre
d'Art Contemporain Geneve, JOSH SMITH présentera une nouvelle série de plus de 100 collages
sur carton. Il produit avec la rapidité et la machinalité de quelqu’un qui ne ferait qu’une esquisse,
laissant apparaftre le processus de la pensée autant que celui de la peinture. Les idées spontanées
gu’il développe formalisent les changements de sens dans son travail et révélent, volontairement,
ses « erreurs » et ce qui pourraft s’apparenter & de mauvais choix formels, On peut sincérement
se demander si Pabondance de sa production a vraiment du sens ou si ce n’est qu’un brouhaha
visuel superflu. Et cela fait partie de l'incertitude & laquelle il veut nous confronter.

D’allleurs, le langage formel expressionniste auquel JOSH SMITH a recours differe
fondamentalement de Pironie et de la rhétorique pure de la peinture des années 80. La différence
s’opere sur la charge émotionnelle forte que véhicule le travail de JOSH SMITH, a travers des
moments que Partiste décrit comme des événements « que 'on ne peut pas voir, mais que I'on
peut sentir »,

JOSH SMITH est né en 1976 dans le Tennessee, aux Etats-Unis, Il vit et travaille a New York. Il a
montré son travail dans le cadre de nombreuses expositions de groupe, comme & la Kunsthalle
Zurich en 2007, Sa premiere exposition personnelle a eu lieu au MUMOK de Vienne en 2008,
JOSH SMITH a récemment été sélectionné par le New Museum de New York pour participer a la
prestigieuse exposttion “Younger than Jesus”, qui va réunir une sélection internationale des artistes
de moins de 33 ans parmi les plus prometteurs,

Josh Smith est représenté par les galeries Eva Presenhuber Zurich et Luhring Augustine, New
York,

Commissaire d’exposition : Ketya Garcia-Antoén

PLUS D’INFORMATIONS ET L’OBTENTION D’IMAGES, merci de contacter
Marie-Avril Berthet +41 22 329 18 42 presse@centre.ch

En partenariat avec : Theillard Traiteur, Le Courrier, I'Hotel Beau-Rivage, Baboo et Pernod Ricard Swiss ﬁ :
Le Centre d’Art Contemporain Genéve bénéficie du soutien de la Ville de Genéve, Département de la cufture vive o
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Josh Smith « Untitled » 1to 12, 2007-2008, Courtesy Galeries Eva Presenhuber Zurich et
Luhring Augustine, New York
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Vue de I'exposition “Zurich Abstraction”a la Galerie Eva Presenhuber, Zurich, 2008



JOSH SMITH BIOGRAPHIE

Né dans le Tennessee, Etats-Unis en 1976. Vit et travaille & New York

FORMATION
1996 — 1998 University of Tennessee, Knoxville, Tennessee (BFA)
1994 — 1996 Miami University, Oxford, Ohio

EXPOSITIONS PERSONNELLES (SELECTION)

2009

Frans Halsmuseum, Haarlem, Pays Bas / Hiromi Yoshii Gallery, Tokyo / Luhring Augustine,
New York, Rusters in the Duffel / Air de Paris, Paris, I'm not you

2008
Galerie Catherine Bastide, Brussels / MUMOK, Vienna, Hidden Darts / Standard, Olso /
Galerie Eva Presenhuber, Zurich, Zurich Abstraction

2007
Luhring Augustine, New York, Abstraction / Fortescue Avenue/Jonathan Viner Gallery,
London

2006

Skestos Gabriele Gallery, Chicago / Susanne Hilberry Gallery, Detroit / Air de Paris, Paris /
Standard, Oslo / Galerie Catherine Bastide, Brussels / Power House, Memphis, Dial “J”
for Josh

2005

Fortescue Avenue and Jonathan Viner Gallery, London / Sculpture Center, Long Island City
/ Galerie Catherine Bastide, Brussels / Reena Spaulings Fine Art, New York, Make It Plain
/ Taxter and Spengeman Gallery, New York, Faces

2004
Reena Spaulings Fine Art, New York

2003
Galerie Catherine Bastide, Brussels / Volume Gallery, New York / M Shanghai Bistro,
Brooklyn, Chinese Paintings / Margo Victor Presents, Los Angeles, Dial “J” for Josh

GROUP EXHIBITIONS (SINCE 2008)

2009
Le Consortium, Dijon
New Museum, New York, Younger Than Jesus

2008

RENTAL, New York, Champion Fine Art: Champion Zero

Kunstmuseum Luzern, Luzern, Blasted Allegories. Werke aus der Sammlung Ringier
Filomena Soares Gallery, Lisbon, Murder Letters

Galerie Neue Alte Briicke, Frankfurt, Black and White Exhibrtion

The Museum of Modern Art, New York, Book/Shelf



THE OPPOSITE OF ABSTRACTION—or, to say it
another way, its complementary color—is realism.
And realistic paintings are not that good. I respect
them, but from my point of view, they’re pictures.
You look at a picture and you recognize what's in it,
and then more than 50 percent of the joy is over—
vou're prerty much going downhill from there.
Picasso, | know, said he abhorred abstraction—to
him, it represented the absolute stupidity of art—
but I think he seemed confused and a little jealous in
saying so. Of course, I try not to think so harshly
about realism. The fact is, though, that it is conser-
vative to be a strictly realist painter: You do not
have to be an exhibitionist the way vou do with
abstraction. Particularly with figurative painting, it
is different. It is more of a personal, private thing.
Just paint it and it is done.

I can just look at anything and paint it. Maybe
not perfectly, but I can do it. I can make a really
good painting. Last year, I started making paintings
of fish that way. I thought it would be nice to have a
big painting on the wall of a fish jumping. That is
exciting. It makes you wonder why it is there. It
makes you proud of seeing it. There’s a stupidity to
it—and then again, it’s nature. Courbet made a
career out of that.

I thought it would be easy, and it was easy. Easy
in an uncomfortable way.

RECENTLY, I'VE BEEN TAKING PHOTOGRAPHS of
these kinds of paintings and of other works of
mine—just quick snapshots—and printing them
out. I convert each photo into a PDF and, using a
regular laser printer, print it out large, so the image
has to be divided among different sheets and
becomes clear only when [ arrange them together in
a grid. I prefer this to running back and forth to a
big, professional printer, because I would never
want to deal with Photography. With large-scale
digital photography, there are a lot of production
costs, which turn mistakes into a stressful distrac-
tion, whereas I’'m actually interested in mistakes,
controlling mistakes, and thinking about mistakes.

Some of these images are printed from my web-
site. I just press Print. But this is where photographs
are going: quick, low quality, and cheap. For exam-
ple, when I print on green paper, it saves ink. If |
print in green, I will have to replace the yellow
printer cartridge, whereas if I use green paper, I just
need purple and white. And then it looks different,
and it absorbs the ink differently. The laser-print
pigment is composed of plastic powder; you can melt
it with a lighter or a torch, and a heated cylinder
melts it quickly into the paper. It’s like acrylic paint.
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Josh Smit

TALKS ABOUT CURRENTS, 2008~

I think of art in my studio as completely malleable.
Sometimes, as the photos of my paintings or draw-
ings are laser-printed, I'll push or modulate the col-
ors, and this might make me go back and change the
colors in some of the original works as well. | reserve
the right to revisit and revise anything I still have
here. That’s largely why I started duplicating my
works—because it takes a certain pressure off myself
when it comes to thinking and moving forward.

I also work on stacks of plywood collage boards,
pasting the printed photographs or posters or other
images onto them, and painting or drawing on them
as well. I'll flip from one board to another, shifting
them; it’s like having a big stack of paper. But each
“sheet” is four by five feet, twenty square feet in
all. The size of the surfaces is programmed into my
arms and body. I also chose the size because of how
small my building’s elevator is; and at four by five
feet, you can just throw it into a car-service minivan
(whereas if it’s forty-nine inches, it won’t fit). And
I had a back operation last year, so I can’t lift that
much. That’s also why I made this series of collages—
I ordered these collage surfaces unmounted, so
they’re not as heavy. And now, of course, I like it: I
like that you can carry them around like a deck of
cards, that you can hide one hundred pieces under-
neath a single one. Because art has become too
delicate. Art is something that used to get moved;
there were no art-handling companies. I want my
art to last; I make sure that it’s tough. But people
have to understand, too, that while my work is
going to be fine for their lifetime, it’s going to
change a little. Just as a photograph will change or
even a steel Jeff Koons will change. We just don’t
know how.

The boards lying here in my studio, already with
painting or collage or drawing on them, are not
paintings yet. They're just sheets of paper right now.
They become art as they sit. Most of the work is
done while the board is horizontal. You can’t see
enough to judge it when it’s flat on a table. You can
see enough to know what you’re doing, but you
can’t objectify it and look at it like a square floating
on the wall; you just see a mess on a surface. So
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when I'm making these, [ don’t really think about
how they look.

IN COLLEGE, | focused on printmaking. A lot of my
work is actually a kind of reaction to printmakers.
They’re territorial and they don’t understand art
the same way I do. They look at it pictorially and
miss the essence of what they do, which lies in the
technical process—using specific chemicals and
materials and pressing them together. You can con-
trol that in certain ways; you can do things graphi-
cally and physically that are worth doing as an
artist. Printmaking is an easy way to get going. It’s

There’s too much in the world to
learn everything, so [ have to learn
through something; it’s a way to
justify and to control the intake.

procedural. It’s like the process of a singer warming
up, preparing, thinking; that’s how Keith Richards
writes songs, in the process of tuning his guitar. 'l
sit here and paint any number of silk screens. They
change as | print. The ink falls out and some more
comes through and so on, as I use it again.

Back in school, I would always draw the same
thing. For a year, it was ladders. Then I did a face. |
have continued to pick stereotypical things, like my
name or a beef heart or a fish or a leaf, and have
simply focused on how I could change this image
technically. There’s too much in the world to learn
everything, so | have to learn through something; it’s
a way to justify and to control the intake. Everything

I do is logical in this way. I recently found a leaf,
which I've been working with. I was in Pennsylvania,
and I picked up this leaf and thought, “This will
be easy to paint.” I always try to paint things that
are easy to paint. I never want to get hung up on
trying to render something.

This is part of a running conversation between
realism and abstraction. It’s not going to end any-
time soon. It’s always been brackish water, from
my “name paintings” to the collages. I feel like I've
made the name paintings my whole life. Using my
name was like a joke; my name is an exaggerated
American name. It’s like a pseudonym. Europeans
say it with a smile—it doesn’t sound real. So I just
plugged it in instantly.

The “palette paintings™ began after years of
throwing away palettes—they were ephemeral, dis-
posable by-products of painting. I was always aware
that they looked good, but I had not yet arrived
there in my head. I did not believe in art enough yet.
I compare it to the way you end up falling in love
with a person you've known for a long time. You
see something, and finally you admit you want it.
Then you begin to mentally process the possibilities,
and that’s it. That’s generally what [ would like to
do: click off for a second, make something, let it dry,
let it cool off, then objectify it. The palettes were
that perfect formula. I've always played with that.
Usually, in my head, I call them “brush-cleaning
paintings.” I'll have an empty canvas, and if  have a
brush that’s loaded, I'll just put it on there and use
it. Of course I'm not going to waste it. If a quarter-
back has a chance to throw the ball down the field,
he should throw it.

AS MUCH AS SOME MIGHT SAY I'm using and re-
using everything, I still think I'm wasting so much.
I’'m anorexic about art. Others might think I'm fat
with conservation. But in my mind, I use a very
small percentage of what’s in my life. I don’t apply
this table to art, or these beer bottles to art, or the
sink. I wish I could, but it would look terrible and |
would be a terrible artist. Here at work, everything
just strikes me somehow as two-dimensional. That’s
just how [ see. It’s like photography, like taking a
picture—but rather than take a picture of it, I just
take it. Not an image of it. I take 2. It is what it is.

Seeing my work, too, there isn’t so much visual
pressure. Each work implies that there are others.
There was a painting before and there will be one
after. I try to strip out as much of the content as pos-
sible, so the viewer does not have to reach for a
meaning. You don’t have to look at one thing and
try to get it. The one in front of me is the one [ am
looking at now. ]



