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Leaflet, installation views at Art Basel, Statements — Bridget Donahue, 2024




"The form will be born out of the color...Indirectly, by means of color, one will thus enter into the creative
element in the world. Only in this way can it happen that painting not only covers the surface, but directs us out

into the entire cosmos, uniting us with the life of the whole cosmos.”
—Rudolf Steiner

Monique Mouton’s project for Art Basel Statements expands her investment in surface, display, and responsive
painting to a new architectural scale. Leaflet, 2024, is a portable ‘mural’ made on paper. Unfettered by frames
and hung simply with tacks, the six sheets that comprise the mural unfurl to 11.5 feet high, and span 35 feet
across two walls. Arced shapes create a structure that extends and contracts, folding together figurative allusions
and an abstract sensibility. A subtle shimmer emerges, a nod to the mutability of not only the forms, but the
conditions of their making and viewing.

To attain the nuance of watercolor to mural-scale, Mouton researched the Lazure technique created by the
Austrian philosopher and founder of anthroposophy, Rudolf Steiner (1861-1925). The method involves applying
many thin layers of transparent colors to walls in a rhythmic motion with specialized brushes, and results in
tones that shift with the day’s light. Using Lazure as a starting point, Mouton riffed on and filtered diverse
inspirations including geological formations, Italian frescos, cave paintings, Chinese landscape scrolls; and
artists such as Sophie Tauber-Arp, Charles Burchfield, Marc Camille Chaimowicz, and Mouton’s grandmother,
Colette Soumerai, whose sketchbooks she keeps in her studio.

Working with and against the history of the mural, Leaflet possesses a theatrical quality, yet demurs any
determined narrative. Instead, the work establishes an open-ended mise-en-scéne for acts yet to come.
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Formation, n.d.
watercolor, pencil on paper, silk, maple frame

202 x 166 x 7 cm
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Installation views from Destiny Cornucopia, with Nancy Lupo, at Veda, Florence (IT), 2022







Cornucopia, n.d.
watercolor on paper, silk, Grey #3 on maple frame

104 x 78 x 6,5 cm















Mouton’s constructed landscapes are a question not of showing (giving a
form) but of reshaping (giving form to a struggle that belongs to the gaze). The
invitation is to have a spatial and temporal vision, to be absorbed slowly. A terra-
cotta, newly made for this occasion, combines the sculptural with the pictorial.
[t appears as a round window that opens to abstract vegetation and a stream.
And once again here, an architectural reference induces a different reading
of the exhibition space. Recalling the project realized for her 2020 exhibition
Braid at Borgo Pinti 84/R, Florence, the artist’s vision sometimes seems to turn
into that of a designer or architect. The drawings arranged on the walls around
Lupo’s works——frottage, pastel, graphite, watercolor——offer the sensation of
being in a large glass room from whose imperfect squares the planets, signs, and
evanescence emerge.

excerpt from Destiny Cornucopia, written by Lisa Andreani
for Mousse Magazine, November 2022

Formation (I am that I am), n.d.
watercolor on terracotta

20x20x1cm
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Caves, n.d.

Watercolor, oil, pencil, soft pastel on paper;
C3-12 “dust” finish on maple frame

2.23 x72.71 x 5.72 cm framed
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Installation views from Inner Chapters, at Bridget Donahue, New York, 2021







Hermione picked up the thin grey envelope lying in the creased summer material of her flowered dress. A tiny bow of One cut becomes the first gesture that initiates two paintings. The surface could be considered just another

the same flowered material chafed at her throat. She pulled at the round opening of the same material, fanned herself edge, the one that’s facing you. Paint elaborates this surface-edge, along with other materials, movement, time.

vigorously with the thin wide square of foreign paper. There’s an elastic continuum to how the paintings are made as the thresholds layer on top of each other.
—H.D., Hermione
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Soft Wait, n.d.
Watercolor, soft pastel, pen on paper;
pearl gray on ash frame
81.92 x 73.03 x 5.72 cm framed

right
Pine Needles, n.d.
Watercolor, soft pastel, pencil, vinyl paint on paper;
pearl gray on ash frame
193.99 x 182.88 x 6.35 cm framed
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Installation views from Braid, at Veda, Florence (IT), 2020




for monique mouton

Now that everything is

The history emerges, its cut irregular, casual. A rush of light soaks into the pulp.
Slow fold, heavy drape, finger. Who was here. Edging the distance between
reach, the widening rift, the island of islands ever submerged. A planet goes
direct, the equinox looms—our ears ring with the spheres. To look closely at this
is work; to look closely is to surrender. Touching through a layer in the magnetic
back and forth. Back and forth, breathing. Because now that everything is
unguantifiable, everything is possible. Unspooling a loose orbit, meeting again,
solar flares disrupt migration in water. Sonar in the deeps, an echo of our
separations. Not counting. Listening. Closeness eclipses a grey moment just as
warmth resides in the retreat. Soft edged, the direct line in dissolve is not meant
to reassure, nor to discourage. Is an arrival the same as getting there? The point

of contact is sharp. Voices elide urgency and space.



to grey

You lived on an island where no one else lived. You stood where water
met land. It was austere, silent, otherwise uninhabited. Mirror water. The
sun was setting. We went for a walk and took pictures before it got dark.

Air skimmed across surfaces.

from grey

| think today begins a turn. It all happens all at once. This compressed

time will offer surprises. | still take walks, talking to the dogs and donkeys

that live on the property.

to yellow

Closer/further, east/west. Flew here yesterday. A backdrop of birdsong
and a rectangle of sunlight at my feet. How time is a factor, or not. May it
dissolve softly.

from yellow

I had a dream (rescue remedy). | thought | would tell you. Something in

excess of logic or numbers.

to blue

A dream of being invaded by blue and yellow. It was a physical
sensation, unpleasant. An energetic release. Dispersal. Flocks of green

parrots parroting. New moon.

from blue

The moon cycles remind me that time is passing. Particular
intervals—often enough but not too often. A sensitivity to scale. The scale
of time until now. Blue and yellow are interesting colors to be invaded by.
Lots of blue. Orange and lemon jewelry. Masses of green. Blues, violets,
yellows, a kind of glow-in-the-dark green, and red that's like dried blood.

Pink! | forget the word of it.

to pink

Being a churning interior of guts. Severe. Your message is not a whisper
or a lullaby, but it has a sonic register. Sound is vibration. You might
meditate on the sound of your own body. Listen to your DNA. You are

alive.

from pink

There is something about this interiority that is dispersed and maybe
exceeds the boundaries of the container. How definitive the body’s
borders are. What exceeds the container. Still interior. Movement and a
rhythm, even if there’s not quite a pattern. Why they look like this.

Being Both. Wearing earplugs, | hear my body. Fictions aren’t wrong.

Charity Coleman
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V, 2020
Watercolor, soft pastel, pencil on paper
153.5 x 160 cm
166 x 177.5 cm (framed)
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Slow burn, 2020
Watercolor and pencil on paper
168 x 153.5 cm
186 x 166 cm ( framed)




Goose Eggs, 2020
Watercolor, soft pastel, vinyl paint, acrylic, pencil on paper
153.5x 155 cm
166 x 169.5 cm (framed)




Thoughts, 2020
Watercolor, sanguine, pencil on paper
153.5x 74 cm
166 x 99.5 cm (framed)







Tress, 2020
Watercolor, soft pastel, sanguine, pencil on paper
181.5x 174 cm
196 x 196 cm (framed)




SCENE

Kayne Griffin Corcoran, Los Angeles, 2019
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Heat, 2019

Watercolor, acrylic, soft pastel and pencil on paper
160.02 x 205.11 x 6.99 cm (framed)
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Installation views from Scene, at kayne griffin Corcoran, Los Angeles (USA), 2019







Scene features a group work that is saturated in both color and composition. This body
of work pushes Mouton’s interest in the marginal areas of the paintings. The artist
draws attention to transitional spaces such as that between the paper and the frame
by playing her irregular cuts off of the crisp structures that house them. The paintings
elaborate softer signals as Mouton makes a case for gradual reception. In one painting
a rainbow appears through a wash of a purple hue. Another’s subtly arced perimeter
comes into clarity slowly, one edge a strip that has been sliced off then reattached.
The artist’s decision-making reveals an impetus to extend the compositions beyond
their formal boundaries. This intent is not a kind of metaphor (although it does pose
the question: what else is worth our consideration?), it is a real discussion of the
paintings themselves. How do the paintings bleed into one another? How do they share
information? The architecture of the gallery space, the viewer, the frames, the weather,
current events, all are contingencies on the experience of the works. One small change
in variable can alter the experience, giving way to the open-endedness of seemingly
fixed creations.

The wavering edges of Mouton’s works on panel insinuate architecture in a play similar
to the paper and its frame. Cut into elongated shapes with a jigsaw, the paintings rest
on the floor. Their placement near the wall causes them to function like visual speed
bumps as they interject into the rhythm of the hanging pieces. The colored shapes
bring the viewer’s attention to the peripheral space of the gallery and contribute to the
rich buildup of the work’s ecology of relations. There is a reverberation that happens
between the various gestures, marks, and figurations as they are layered on the ground,
the wall, and in memory. In this way Mouton’s paintings exist as accumulations rather
than series. With titles like Heat, Walk, and Moon, the artist offers suggestions to a
script that is continuously developing. Scene is only a fragment of the story.

Ground, 2019
Watercolor, Vinyl-Based Paint On Paper
155.58 cm x 145.73 cm x 6.99 cm (framed)
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Installation views from The Theme Is Green, at Bridget Donahue, New York (USA), 2018




Green here could mean new or novice, and the Whole Earth Catalog thing. Green
plants, green pants, green gold. There’s not an abundance of green in the show, so
I think the title just lets you in on the attitude: I made this, I'm making this, this has
been made. There’s an intimacy created by the works’ deep belief in the act of finding
by doing.

Mouton uses lyrical color and soft figuration to invite us in. Her work calls to mind stain
painting, color field painting, shape as medium painting, abstract landscape painting,
and what was most recently called provisional painting. The frames, custom finished in
a range of colors, add tension to the equation, pairing the washes with a solid thought.

In previous work, Mouton used a jigsaw to make irregularly shaped panels to paint
on. Here she uses a blade to cut the paper. In both cases, the undulating cuts turn the
surfaces into bodies and add to the works’ alien character.

Each painting combines the beautiful with the awkward, as color and composition give
way to materiality. Mouton’s fuzzy forms, marks, edge-play, rips, drips, blank spaces
and washy moods give the work a non-declarative open-endedness. I spend a lot of
time thinking about the way in which one set of wet marks has dried, and how it comes
into contact with another set of dried wet marks of the same or similar color.

The paintings are a little bit like how you would remember a painting in a dream.
Atmospheric dissolves are punctuated by strange, funny shapes. There’s a delicate
balance struck between deliberateness and casualness, restraint and action. As you
spend more time with them, you feel these relationships more fully, and the paintings
begin to grow on you. You stop replaying how these scenes came to be, and you accept
this world.

-Eric Palgon, November 2018

Night / Day, 2018
Watercolor, soft pastel and pencil on paper
160.02 x 177.17 cm (framed)









(top) Offspring and Descendants (flowers), 2018
Watercolor and soft pastel on paper
159.39 x 157.48 cm

(left) The Length Goes Outward, 2017
Watercolor, ink and pencil on paper
190.50 x 160.02 cm
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Untitled (Sound), 2017
Qil on wood panel
97.54 x 57.79 cm
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Installation views from A Place Partly Known, at Nathalia Hugh, Cologne, 2017






A few weeks ago [ was reading that a Syrian doctor, Mohammed K Hamza, had determined a new
language for describing the neurological condition of refugees from Syria, particularly for children. He
called it: Human Devastation Syndrome.

Hamza noted that the trauma and devastation that the children experienced in their early years had gone
even past what soldiers experienced or saw during their time in war. He determined that any existing
medical language was insufficient for describing the state of these children. At present, it still feels
insufficient.

instance
time: the meetings and international discussions held in the years
following world war two, during atomic testing.

many of these meetings focus on discerning specific language for what
exactly is happening, both in tests and their effects on the larger world
stage.

now, as then, language and meanings have been lacking, or at least slow
to recognize the situation.

[ have been wondering to a remedy for painting.

Many would have it believed as dead, or unable to say anything new. For starters, they are not the same
thing. But, it does not hurt to imagine a thing as dead, for then you may offer it a contrary to the life it
lived. For then we may understand it better.

Taking painting as unable to say anything, we must take its architecture and cornerstone into greater
significance. Dissect its forms scientifically, organize into types and parts, and recombine these notated
parts into a form that then defy fact.

instance

time: 1125, peter abelard finishes

Sic et Non, an essay of 158 accepted truths,
provides each truth with the contrary: ‘or not?’

published during time spent at st. denis,
a few years before gothic architecture manifest
at same location, under abbot suger (sugar?)

bernard de clairvaux calls abelard as heretic

bernard: church truths left open-ended equivalent to heresy
abelard: language of truths without contrary

minded as insufficient for understanding God.

When we look at such pacific washes of color, covering a total surface, the gentility of present-day
abstraction may welcome us. It is an old friend by now, and so we surmise to understand its parlor tricks,
smiling fondly, resting easily at its hearth.

But lets pay mind to the hewn, ebbed edges of the paper and those on the floor, rousing at feet. These
outward areas, these zones of defilement, allow for an eerie ecology to occur within those amicable
histories we hold dearly. They are simple movements, but diligent and striking through—like a playful
game where your opponent already knows your moves and chuckles, friendly enough, at your attempts to
outwit.You cannot explain what is occurring, and more, you disbelieve.

It is all assumed as playful, but mindfulness and diligence are the antonyms to insouciance.

[ experience these paintings in a way that constantly disarms me. I always believe that what I am seeing is
historical, abstract painting—things to soothe me. Or not?

When I see lines disappear and shift in hue, or blurs shimmer and oscillate down sides, or colors and
lines just appear, as if by chance, like the shorn paper rippling along the sides, I am called into belief
that there is little mistake or chance here. Instead there is a diligent and preternatural spirit that knows
each page of the playbook, and like the best strategist seduces you with the faith in which you are sure—
assured of the outcome—but as you comfort yourself in the center, the sides roll in around you.The
belief in your condition is undone.

Alan Longino
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More Near (II), 2015
Watercolor, ink, tempera, chalk pastel, pencil on paper
188.60 x 157.48 cm

A Neutral, 2015
Qil on panel
53.98 x 45.72 cm
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Installation views from More Near, at Bridget Donahue, New York (USA), 2016







New paintings by Monique Mouton approach the pictorial but stop short. Surfaces
are flattened by contrasting lines or dispersed into washed grounds. Swaths of color,
hedged borders, and floating marks are made on rippled paper with margins hosting the
excesses of fingerprints, holes and errant pencil lines.

Larger in scale than her works on wood, the paintings on paper continue Mouton’s
interest in the fragile yet persistent nature of the painted surface. Each piece is as
visually distinct as it is sparse. While frames contain the well-handled paper, shaped
panel paintings are interjected into the space, disrupting the regularity of the edges.
Mouton’s compositions hold no symbolism but suggest fragments of thought or, as
collected in the exhibition, self-made artifacts in the process of being rearranged.

More Near (VII)
2015
Watercolor, charcoal, chalk pastel, pencil on paper
176.53 x 160.66 cm (framed)




Untitled (turquoise), 2016
oil on wood panel

150x13.25x1.25cm
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More Near (I), 2015 More Near (III), 2015
Watercolor, chalk pastel, charcoal, gesso, tempera paint mounted on sintra Watercolor, tempera, pencil on paper
142.24 x 139.70 cm (framed) 147.32 x 161.29 cm (framed)
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