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HAUSER&WIRTH

ABOUT CHARLES GAINES

Born in 1944 in Charleston, South Carolina, Gaines began his career as a painter, earning his M.F.A. from
the School of Art and Design at the Rochester Institute of Technology in 1967. In the 1970s, Gaines’ art
shifted dramatically in response to what he would later call ‘the awakening.” Gaines’ epiphany materialized
in a series called Regression (1973 — 1974), in which he explored the use of mathematical and numeric sys-
tems to create soft, numbered marks in ink on a grid, with each drawing built upon the calculations of the
last. This methodical approach would carry the artist into the subsequent decades of his artistic journey.

Working both within the system and against it, Gaines points to the tensions between the empirical objec-
tive and the viewers’ subjective response. The concept of identity politics has played a central role within
Gaines’ oeuvre, and the radical approach he employs addresses issues of race in ways that transcend the
limits of representation.

In 2022, Gaines launched his most ambitious public art project yet, ‘The American Manifest,” presented by
Creative Time, Governors Island and Times Square Arts. Other recent public commissions include the mu-
ral ‘Numbers and Trees: Cincinnati Cottonwoods,” organized by Cincinnati nonprofit ArtWorks and ‘Hang-
ing Tree’ at Equal Justice Initiative’s Freedom Monument Sculpture Park in Montgomery AL. Forthcoming
public installations for fall 2026 include a new work for the Intuit Dome in Inglewood CA, and ‘A Frame for
a Tree’ for the City of Culver City CA.

In addition to his artistic practice, Gaines was on the faculty at CalArts School of Art for over 30 years, es-
tablishing a fellowship to provide critical scholarship support for Black students in the M.F.A. Art program.
He has published several essays on contemporary art, including ‘Theater of Refusal: Black Art and Main-
stream Criticism’ (University of California, Irvine, 1993) and ‘The New Cosmopolitanism’ (California State
University, Fullerton, 2008). A book of his collected writings will be released by Hauser & Wirth Publishers
in early 2027.

Gaines lives and works in Los Angeles. He has been the subject of numerous exhibitions in the United
States and around the world and has had presentations at the 1975 Whitney Biennial and the Venice Bien-
nale in 2007 and 2015.



HAUSER&WIRTH

SELECTED MUSEUM EXHIBITIONS

2025
The Art Institute of Chicago, ‘Night/Crimes’, Chicago IL
Palais de Tokyo, ‘ECHO DELAY REVERB’, Paris, France (group exhibition)

2024
Institute of Contemporary Art Miami, ‘Charles Gaines: 1992-2023’, Miami FL (travelling exhibition)
Phoenix Art Museum, ‘Charles Gaines: 1992-2023’, Phoenix AZ (travelling exhibition)

2021
San Francisco Museum of Modern Art, ‘New Work: Charles Gaines’, San Francisco CA
Dia Beacon, ‘Charles Gaines’, Beacon NY

2017
Institute of Contemporary Art, ‘Numbers and Trees: Central Park Series IV’, Miami FL (site specific installation)

2015
Hammer Museum, ‘Gridwork 1974-1989’, Los Angeles CA (Travelling Exhibition)

2014
The Studio Museum In Harlem, ‘Charles Gaines: Gridwork 1974-1989’, New York NY (travelling exhibition)
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CATALOGUE TEXTS

‘Charles Gaines: Palm Trees and Other Works’ by Hauser & Wirth Publishers, 2019
Charles Gaines in conversation with Cherise Smith, Part 1

‘Charles Gaines: Palm Trees and Other Works’ by Hauser & Wirth Publishers, 2019
Charles Gaines in conversation with Cherise Smith, Part 2



CHERISE SMITH, ‘PALM TREES: CHARLES GAINES IN CONVERSATION WITH CHERISE SMITH, PART 1’
IN ‘CHARLES GAINES: PALM TREES AND OTHER WORKS’, HAUSER & WIRTH, LOS ANGELES CA, 2019

PALM TREES

CHARLES GAINES IN CONVERSATION
WITH CHERISE SMITH, PART 1

cs: The show you’re working on now will have ten
large-scale palm trees, with the photographs behind them,
as part of the series Numbers and Trees: Palm Canyon,
Palm Trees?"

cG: Right.

cs: The first seven trees will be nine feet tall (pp. 36-
63),and...

cG: The last three will be at a larger scale of twelve
feet (pp. 64-75). The whole thing is mapped out digitally:
as the trees layer, you work from this grid, also organized
on a computer. This makes it easier to follow the mapping
and to transfer it onto the Plexi. This series will feature
black-and-white photographs of palm trees from Palm
Canyon, right outside of Palm Springs. That’s where the
title of the series comes from: the location.

cs: Will the trees be seen in their landscapes, or will
they be silhouetted individually?

cG: It's the same strategy as in the Central Park Series.
When we photograph the tree, the main consideration is
that we have to be able to separate it from the landscape,
from the environment. We don’t like shooting trees if
they’re surrounded by other trees because it’s hard to
isolate them. The other part of it is that, in order to add
some discipline and rigor, the photographer sets up the
camera at a specific distance from the tree and maintains
that same distance from all of the trees so that we can
take advantage of the different heights of the trees.
This relative difference of the height of all the trees in
their natural environment is maintained in the series.
That’s guaranteed by “routinizing” the distance that we
shoot from.

cs: What other works will the show include?

cG: A series of four watercolors, Numbers and Trees:
Assorted Trees #1, Red Trees, Blue Trees, Green Trees, and
Magenta Trees (all 2019; pp. 76-91). What we’re doing is
making grid images of a variety of trees, but doing it in

| dedicate this text to my father,
Victor Smith, a consummate
Black Los Angeleno who admired
the California landscape. Addi-
tionally, my thanks go to Dr. Kara
Carmack for assistance with

research, Wilson McBee for
copyediting, and the publications
team at Hauser & Wirth for
transcribing the interview and
acquiring images and permissions.

four colors. We have twelve red trees, twelve blue trees,
twelve green trees, and twelve magenta trees. Each piece
will be made up of twelve trees each on twelve-square-
inch paper that is tiled together.

cs: So there will be another grid?

cG: The tiles are another form of gridding. If you look
closely, there are these little tiny numbers, again, corre-
sponding to the transfer system. It is a mark that lets you
know that this image is plotted or transferred from a
prior image. What happens is that we take a photograph
of a tree, print the photograph, and layer a grid on top of
it. We will fill in the contours and the shape of the tree
itself with numbers, so that the numbers produce the
aggregate of the tree. Then that is expanded to whatever
size we want the piece to be. And so there’s a process of
transferring the gridded image. We transfer the gridded
image onto the material that’s going to constitute the
actual work. Part of that is expanding it. For example, in
here, | could make a ten-foot version of this tree.

cs: Right, by enlarging the squares.

ca: Enlarging the squares and then filling in the num-
bers. Access to that system is very important to me.

cs: How are you and the photographer choosing
which trees to photograph? One determinant you identi-
fied was the ability to photograph the tree itself so that it
can be isolated from the landscape. But, are you going to
Palm Canyon yourself? Are you hiking? What’s your
interaction with that space?

ca: Yes. | usually walk the site with the photographer
and let him or her know what I’'m looking for. | explain the
conditions for the photograph, such as shooting the same
distance from each tree and that the trees have to be
extractable from the environment. And then the photog-
rapher goes back by him- or herself and shoots. They
produce around sixty or seventy photographs, and we
select what we’re going to work with from that.



cs: Which trees work best for your purposes? | imag-
ine that it takes multiple shots to get a usable image, just
like any other photographic process.

ca: Yes. Well, the photographers know what we’re
looking for, because we show them what we’ve done in
the past. They work toward meeting that standard. They
often change the shutter speed and eventually provide us
with the one that best fits our standard. But we don’t see
that activity.

These photographs have to be able to survive being
blown up to these huge, enlarged scales. They have to
maintain their crispness. So the photographer we choose
is very important.

cs: The images have to maintain their integrity as a
complete and information-filled file.

CG: Because when you blow it up, the tree can’t blur,
because then you can’t discern it. It still has to be sharp.

cs: You have a long history with palms, beginning
around 1980. How did you come to palm trees from
other trees?

cG: There are a couple of pieces using the palm tree
from the 1980s, yeah. But | didn’t use the same strategies.
Those were individual trees. In Geometric Landscape
(1980; pp. 92-101; detail, fig. 8), | took a photograph of a
line of palm trees from different angles. It’s the first piece
where the layering system is not based upon the single
image, but based upon the photographic composition
and what that composition did to a line of trees.

cs: Those are geometric landscapes of the trees, right?
So, one image shows the trees in an angular way, maybe

FIG.8 Geometric Landscape: Palm Trees, Green Numbers, Set |V,
1980, detail

in a raking or an oblique-angle photograph. And then one
is frontal, shot from a farther distance. When you first
started working with palm trees back in the early 1980s,
what was your interest in them?

FIG.9 Robert Flick. P2760885-904,2011-13. Archival pigment print, 30 x 53% in. (76.2 x 53.3 cm)



cG: My interest in the Palm Trees series started with
my series Walnut Tree Orchard, made five years earlier.
The Walnut Tree Orchard began my effort to work with
trees of the same species. The selection of the palm tree
was based on this. | was interested in the idea of the
farmer of these trees. In planting any vineyard or any
orchard, a farmer creates a grid pattern in order to
be most efficient. | was interested in this mechanical
process that has a certain kind of geometric language.

| wanted to focus on some other aspect of photo-
graphing trees. They still played to this almost mathe-
matical language. And | think that that was what led me
to take on this new perspective. It turned out that the
solution was to shoot the landscape of trees rather than
individual trees.

cs: Could you talk about the one subjective part of
this series, which is how the trees are chosen?

cG: First we take the photographs of the trees that
fit the terms that we’ve talked about. And then we just
spread all the photographs out and select them. My
selection is based upon differences. | tend not to sequence
two trees that are almost identical next to each other,
or close to each other, or even put them in the same
sequence. That’s pretty much it. ’'m not sure | would call
that a subjective judgment of the kind that we talked
about when you were talking about making art.

cs: Right. There is a choice, not necessarily an expres-
sion of a subjectivity, in selecting the image of a tree
that’s going to work best for your purposes.

cG: The choices that | have are limited by the concept
of the production of the series. So the idea of difference is
one example. Difference is an important conceptual issue
in the work, so it wouldn’t make any sense to sequence
two identical trees. It would minimize that concept and
the critique of difference. | created those constraints
upon my decision-making process. The same goes with
color. It’s all about emphasizing the differentiation of
the individual trees.

cs: As you talk through these ideas about difference,
and the process of photographing trees that look distin-
guishable from one another, | wonder whether the work
lends itself to a meditation on larger issues of difference,
individuation, and even identity. What would be your
response to a viewer bringing those kinds of narratives
to the work?

cG: Yeah, well, there is an intersection with those
issues of identity in this series. | guess you’d have to talk

1 P.D.Eastman, Are You My
Mother? (New York: Random
House, 1960).

FIG.10 John Baldessari. The Overlap Series: Palm Trees and Building
(With Vikings), 2001. Iris print on paper, image: 15 x 1672 in. (38.1 x
419 cm), sheet: 19 x 19 in. (48.3 x 48.3 cm)

about to what degree the issue of identity is the subject
of the work. | don’t think it’s the subject of the work, but
I do think that the analogy is consistently present.

| have this story | always tell about my interest in
difference and chance on the theoretical level. This
comes out of my history, the fact that | was born and
raised up to the age of five in the Jim Crow South. And
even after my folks moved us to Newark, we went back
down to Charleston every summer until | was sixteen.
And the issue there was that there was a whole cultural
and social order based upon differences between white
and black people. At the time, | didn’t know how a whole
set of cultural values could expand out of the idea of
that difference. Essentially, it’s arbitrary. Even as a kid it
seemed arbitrary to me. My mother used to tell me a
story from when | was around five years old. We were
walking in the neighborhood where my grandmother
lived. There were a lot of farm animals, and there was a
dirt road. So | started to ask a whole series of “why”
questions. | guess it’s similar to the children’s book Are
You My Mother?’

cs: | know that book.

ca: It’s linguistically interesting. It’s a book about a
baby bird asking dogs and cats if they’re his mother.



cs: And boats and tractors...

cG: Anything, right? It talks about, what are the terms
or conditions of naming and how do things get named? In
terms of the development of the human mind, you con-
sider that, at a certain point, things are nameable and
then, at a later point, value is given to that name. | have
always been really interested in this arbitrary system
because it actually raises questions about how things are
named and how they assume value. Now, of course |
wasn’t thinking about these concepts and words when
| was five years old, but my curiosity around difference
even at that age speaks to how | tend to think about this
phenomenon in the world. | didn’t see it politically, scien-
tifically, or even biographically in terms of what it all has
to do with me as a person. But | was thinking about it
philosophically, even as a child.

Soit’s a story about how | came to look for meaning in
the world. And so the questions that | had about identity,
the social and political questions, have been reinterpreted
philosophically in the work. And so | can sustain a link
between these abstract constructions of difference and
the particular experiences of difference that exist in the
world. Because | have a certain temperament, | can sus-
tain that analogy and it’s completely satisfying in terms
of justifying why | do the work that | do.

But my idea is that the work is supposed to produce
a certain criticality about perception in cognition and
should, at least in my mind, expand naturally to social and
political questions. | don’t see how it can be avoided. The
only way that it can be avoided is if the work is limited by
preconceptions of what is possible in a particular genre.

Comarn laskeg st v 4l phonss

S sl of Gl Vs Wiap horwoss Bomsscn & Tamanind Ave

cs: | wonder if you think of any part of your practice in
an appropriative tradition. Right now, let us stick with
palm trees and then | would like to turn to the Manifestos
series with regard to this question, too.

cG: Well, with the works in the Numbers and Trees:
Palm Canyon, Palm Trees series, | have a specific strategy
to avoid appropriation. The issue of appropriation is
interesting, though, because the Pictures Generation
advanced that as a critical posture in the production of
work. And | think the intention was to position collage
and montage as political gestures, in that whatever the
image is that you use, it has a political and social history.
And that backstory comes along with the image, and it
has to be a part of its new position. | say this because at
the same time, appropriation was being used to erase
history and the gesture itself. ’'m talking about the ability
to transport something from one context to another.
The Pictures Generation photographers see it as creating
a space of anonymity around the gesture. The Neo-
expressionists did that, too.

cs: Like David Salle?

cG: Yeah. For me, that’s simply a way of avoiding the
issue of politics and reinforcing the male-centered narra-
tive we take as normal and as mainstream. It’s another
narrative of the white male.

cs: So, | know that the deadpan photography, for
example, is a formal choice, but could it also be thought
of as appropriating a tradition of photography, such as
that used by Ed Ruscha in his A Few Palm Trees (1971;
fig. 11), for example?

FIG.11 EdRuscha. A Few Palm Trees, 1971. Offset-printed book, 32 pages: 7 x 5%z in. (17.8 x 14 cm)



cG: ’'m not sure if | would call it deadpan. | would say
that it is driven by more of a documentary approach in
order to limit the recognition of subjectivity in the image.
The redundancy and similarity are intended to do that.
I do not intend the work to be a part of the practice of the
erasure or the limitation of content. In fact, | want the
work to do quite the opposite—to reveal the subjective as
a political construct. So in order to do that, you're actually
addressing the full range of issues of representation. And
you have to look at the work in its entirety. You can’t just
look at the photographs without also considering the
system and what purpose the system serves in re-repre-
senting the photograph. If you look at the entirety of my

FIG.12 David Hockney. A Bigger Splash, 1967. Acrylic on canvas, 95%2 x
96in. (242.6 x 243.8 cm)

work, you'll see that its main focus is on certain para-
doxes in the process of perception. |, of course, would
make the claim that these paradoxes are part and parcel
of perception. There’s something that happens in percep-
tion that’s masked by this “subjectivity” label. So the
paradoxes that happen in perception become, according
to the old paradigm, expressions of subjectivity. ’'m
trying to say you can’t make that claim about the para-
doxes of perception because we’ve taken subjectivity out.
Then how do we deal with this issue of paradox? By going
into the interiors of perception, cognition, and meaning
rather than the erasure or the evacuation of those things
into the general space of anonymity.

cs: You mentioned montage and collage. | have been
thinking of the Palm Trees that are being produced right
now in relation to those traditions, mostly because of
the layering. They’re not truly montages or collages, but
there is something about the layering that makes me
think of those traditions. Does that seem like a logical
connection for someone to be making, and are you
referencing it?

cG: I'd say that substituting the system metaphori-
cally could be seen as an act of montage, and it’s an okay
interpretation if it’s not used to reinforce certain ideas—
about the evacuation of meaning and the evacuation of
content—that | think are unsupportable in the work.

cs: ’'m thinking more from a visual point of view, in
seeing a relationship to those other traditions, and not
the elimination of other meanings that might come along
with them. | have also been thinking about the palm trees
inrelation to David Hockney’s portrayal of the California
landscape (fig. 12)—in his paintings but also in the collages
when, for example, he’s photographing Pearblossom
Highway.



cG: Hockney is a formalist, so | don’t think he’s dealing
with these issues in the same way that | am. What | mean
is that he’s dealing with collage as a formal avenue for
production, even in his paintings. You can look at these
ideas in the critical way the Fluxus artists did, and the
way that some of the Dadaists did, or you can look at it in
the way Picasso did, as a formal language. So I’'m much
more interested in the Fluxus use because it’s intended to
politicize the image. | think a better example is Romare
Bearden, who employed his formal language as an abstract
painter to politicize a subject. He used the formal lan-
guage of collage in a political dimension. | mean, one can
become overwhelmed by the technique of collage in
Bearden (fig. 13) as a spectacle, but it’s pointing to some-
thing [socio-political in the world] beyond the image.
| can’t get past Hockney’s spectacle at all.

cs: Acknowledging the different philosophical under-
pinnings between your work and the work of someone
like Hockney, what are your thoughts on participating in
the tradition of depicting the California landscape?

cG: 'minterested in the aesthetic of Southern
California but in a political rather than formal articula-
tion. The idea of using California as a site is only a small
part of it. My interest in a site has to do with its social
history and nothing to do with the idea of landscape as a
sort of formal strategy of painting. It’s a documentary
interest rather than one that comes from the history of
painting. So | don’t think of myself as participating in the
history of California landscapes at all.

FIG.13 Romare Bearden. The Woodshed, 1969. Cut and pasted printed and colored papers, photostats, cloth, graphite,
and sprayed ink on Masonite, 40% x 50z in. (102.9 x 128.3 cm)
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MANIFESTOS

CHARLES GAINES IN CONVERSATION
WITH CHERISE SMITH, PART 2

cs: So tell me about the Manifestos series, an example
of which—Manifestos 3 (2018; pp. 134-39)—wiill be
included in the show.

cG: The whole Manifestos series is created this way: |
put manifestos that | come across in a research file. And
then | translate the text of each manifesto into musical
notation. All the letters of the alphabet from A to G are
converted directly to musical notation. So if the letter A
pops up, then that’s translated into the note A. | also
translate H as B flat, which is part of a Baroque tradition,
where they invented the idea of translating text to music.
That was in honor of Bach—using H as B flat. All of the
letters that are not notes become resting silent beats.

The text is translated so that each letter is the equiva-
lent of an eighth note. Which means, if | did this [claps]:
four, five, six, seven, eight, then one is a letter [claps], two
is a letter [claps], threeis a letter [claps], four is a letter
[claps], so some of these letters will be silent because
they’re not notes. So, in the word “Thursday,” the T is not
amusical note, so that’s a rest. The H is what ’'m using
for B flat, so above the H you can see the B flat. This B flat
is sustained through the word “Thursday” until you get
to another note, which is D. The whole thing is done that
way. | call that the melody line, and down there is the
harmony line—the harmony line is really for piano. | attach
chords to the notes and melody. So that’s the system,
simply any word that has notes in it—letters that are
notes—can become a chord. That chord is introduced in
the first letter of the word and sustains itself to the last
letter of the word. So if you have a word with no notes,
then there are no chords, so it only happens where there
are notes. When you're listening to this, every beat, every
eighth note [clapping], there’s a letter. But if there are
no notes in the word, it becomes a moment of silence.

1 Martin Luther King, Jr., 2 Forother Dada manifestos,

Then | took the piano score in this piece, gaveitto a
pianist, and we recorded it in the studio. | then took the
soundtrack and applied it to a scrolling text. The whole
idea, of course, is that the music is not produced subjec-
tively. It’s produced by following the system. The uncanny
thing is that sound is subjectively realized. That happens
because of the notational system; it’s a diatonic scale.
The notational system is intuitive to anybody familiar
with Western music. That does give a sense of intention-
ality, but it’s essentially an arbitrary collection of notes
and letters.

cs: It’s interesting that you say that because | was
thinking that there must be repetition based on certain
letters that keep showing up, like the A in “and” is going
to sound similarly throughout. | could discern a bit of the
repetition, or a sound that sounded similar to a sound
that | had heard earlier in the score. | was also thinking
about how | was applying something like a narrative onto
the score that corresponded with the words. There were
sounds that | was hearing that reminded me, for example,
of sentimentalist music that you might hear playing
along asilent film. As if there’s a chase scene or some
other dramatic moment that should be punctuated.

cG: Yeah, they call it programmatic music. In the first
part, there’s a lot of repetition. It’s just presented in a
number of different contexts, a variety of contexts, so it
doesn’t seem as narrowly described when you hear it.
There are only eight letters—A, B, C, D, E, F, G, H—but it’s
even more rigorously limited by the use of vowels found
in English. There are certain letters that follow each
other, or are attached to each other, and there aren’t a
whole lot of them in English—very few.

cs: Likein “EA,” in a word like “teach,” that always
repeats.

Lewis, ed., The Portable Harlem Renaissance (New York: Oxford

“Speech on Receipt of Honorary
Doctorate in Civil Law” (University
of Newcastle upon Tyne, Novem-
ber 13,1967); James Baldwin,
“Nobody Knows My Name,” in
Toni Morrison, ed., Collected
Essays (New York: Penguin
Random House, 1998), 155-56.

such as those by Tristan Tzara
and Andre Breton, see Robert
Motherwell, ed. The Dada
Painters and Poets: An Anthology
(Cambridge: Harvard University
Press, 1951).

3 See W.E.B.DuBois, “Criteria
of Negro Art,” in David Levering

Renaissance Reader (New York:
Penguin, 1995),100-105; Langston
Hughes, “The Negro Artist and
the Racial Mountain,” in Lewis,
Harlem Renaissance Reader, 91-95;
and Alain Locke, “The Legacy of
Ancestral Arts,” in Nathan
Huggins, ed., Voices of the Harlem

University Press, 1976),137-42.

4 Excerpts of art manifestos
appear in Gaines’s series Notes on
Social Justice (2013-14).



cG: There are always these repetitions. But the con-
text of the repetition differentiates the music from
compositions by Philip Glass or Steve Reich. Glass and
Reich use systems to produce a sound experience that is
mathematically driven, but they are not interested in the
complexity of representation in the way | am. | am inter-
ested in producing a sound experience that sounds
designed to produce certain affects, but in fact is not. The
listener finds the music meaningful regarding content
and representation but fully understands there is no
intention to produce meaning, or that the music is an
expression of the artist. This results in a paradox: the
sounds, although meaningful, are arbitrary constructions.
I’'m not designing a musical composition from my imagi-
nation, so whoever’s listening is making the meaning,
because we’ve been trained to make those links. In other
words, our cultural learning is producing our comprehen-
sion of the sound. That’s crucial to all my work. ’'m argu-
ing that the idea of the subjective imagination is an
ideology, it’s not a fact.

cs: It’s culturally instilled into people, ideologically
instilled into people.

cG: Right. So that when you look at a work of art,
particularly in the way that the West identifies works of
art as expressions of the artist, there’s this belief that
you’re getting in contact with some kind of expressive
agent in the artist. My argument is that not only is that
false—underscoring the idea that all of these relation-
ships are culturally produced—but that Western art is
used as a way to empower a certain idea about art. My
work is about the attempt to disentangle and dismantle.
That second part is really important.

cs: Who does the composition?

caG: |l do.

cs: You do the composition, and then you hire an
arranger?

caG: No, | do that, too. In an earlier piece | got Sean
Griffin to write the arrangement for an ensemble.

In arranging a piece, | start with just a melody line, and
then a harmony line. At that point there are various
decisions that | can make that go beyond merely translat-
ing. | have just a couple of rules about that. One of the
decisions is in the octave, because you can play a note in
any number of the octaves, but within the range of an
instrument. For example, a trumpet has three octaves,
and most voices can do two octaves comfortably.
Anytime the letter A comes up, | decide on the scale, like
the A above middle C, or higher or lower. That’s one
choice that | make. Then the other is how, once a particu-
lar chord is constructed, the notes are realized. | have the
option of either playing the notes simultaneously or
breaking the chords so that the notes are played
separately.

When Sean was doing the arrangement, | told him
that he could decide how the chords are played out and,

in a larger ensemble, how to divide the melody among the
different instruments. If you have a string quartet, for
example, you have to decide what the first violin plays,
and what the cello plays, et cetera. So those are the subjec-
tive decisions | make within the constraints. The corre-
sponding conceptual issue is to what degree these
decisions do not, in fact, represent full artistic subjectivity.
My argument is that, within the framework of the musi-
cal notation, these are not the usual terms and conditions
by which subjectivity is expressed. For example, you can
get a computer to do those kinds of things if you set the
rules to do it. It’s not being driven by impulse or intuition.
See, there are things that we can do in the world, like this
music, that appear to be driven by intuition, but are not.
| don’t mean to erase the reality of intuition or even the
reality of subjectivity but to pose questions about how
our preconceptions about these forces influence the way
we view and value art.

cs: The other subjective component to the work is the
manifestos that are chosen. You said that you have a file
of manifestos. What goes into the file, and what gets
made into a work?

cG: That’s purely a matter of what seems compelling
in terms of where world events are. The police shootings
were pretty big at the time | made Manifestos 3 (2018), so
the discussion of race and the history of colonization and
slavery were themes that | wanted to explore. | have a
number of texts in the file. For one piece, | chose texts by
Martin Luther King, Jr,, and James Baldwin because of the
accessibility of those authors.' In another, | chose more
obscure authors. That really has to do with my interest in
making this work political.

cs: Have you used manifestos, such as Hugo Ball’s
“Dada Manifesto” for example, which could be interpreted
either as apolitical or political??

cG: With respect to “The Dada Manifesto,” | wanted to
stay away from art language. It’s not that it wouldn’t fit,
it’s just that it would be too recursive in terms of my
interest in dealing with historical events.

cs: How about the writings by W. E. B. Du Bois and
Alain Locke, for example, in which the authors encourage
black artists to use aspects of African art in their work?®
What do you think of manifestos like that, that are not
called “manifestos” but have a similar prescriptive intent?

ca: | decided early on not to use art as the subject of
the [Manifestos] series. Of course, with respect to the
critical issues I’'m interested in, they would fit, but | want
to avoid art texts in this series.*

cs: ’'minterested in what | perceive to be an interest in
time in your work. In watching the videos that accom-
pany Manifestos 3 [Manifestos 3: Princes and Powers
(After Baldwin) and Manifestos 3: MLK], reading the
corresponding texts, and listening to the music, | was very
aware that | was sitting here, and that time was passing
as | was reading it, as | was listening to the compositions.



Time also seems to play an important role in the 2-D and
3-D works. What do you think of this matter of time?

cG: With the 3-D work, time is not a critical issue, in
respect to production. It is, in another way that I'll
explain. But, in respect to production, my work ... is labor
intensive [in general]—compared with realistic painting,
for example. Because we’re used to looking at painting,
we take its execution time for granted, so time doesn’t
become a critical aspect of our experience of the work.
But, there is a way that time operates in my work, and
that’s with respect to how it manifests change and differ-
ence. For example, it takes a lot of time to plot the tree
shape into numbers. But that is not reflected in the pre-
sentation of the work. In other words, | avoid invoking
[visually] that the production is labor intensive. So, the
labor time is not a critical issue, but this whole strategy of
image making is driven by the idea of showing difference
over time. That part is critical.

cs: In the Numbers and Trees: Palm Canyon, Palm Trees
series, for instance, this square is different from that
square, and that conveys time passing. The different
images that get layered onto one another are also an
expression or a documentation of the passage of time.

cG: Right, time is represented two-dimensionally in
the spatial organization of the grid, but time has to be a
factor three-dimensionally because they’re actually
physically layered on this part [gestures], and with this
part [gestures] you are thinking about the labor—how
layering is a consequence of the work that’s put into it. To
that degree, there’s a three dimensionality, which, to me,
is the time. So, the horizontals and verticals are spatial,
and then the three-dimensionality is time, which | think is
an effect of the viewer’s being aware of how systemati-
cally these pieces are put together.

cs: Now that I've seen how Numbers and Trees: Palm
Canyon, Palm Trees is made, | understand that, in addition
to the passage of time marked by different squares, time
is marked by the paint in each square drying, and then
another image being painted on it, for example.

cG: Right, except that acrylic dries instantly. You don’t
have to wait. It’s not like oil. But, the same principle is
involved, because it reinforces the idea of a discrete layer.

cs: There’s something that [your son, the scholar]
Malik Gaines brought up in the text on grid works where
he’s thinking through different perspectives as well.® It
seems to me that, especially with the grid pieces and the
newer works where the Plexiglas [box] is on top, you shift
perspectives. The shifting perspective also implicates
time—seeing something from different points of view. It
is marking a difference in time and a difference in loca-
tion. Can you speak to that?

cG: That fact is a consequence of the implicit use of
layering. It seems totally logical that | would start think-
ing about the early walnut tree drawings three-dimen-
sionally because the layering is built into the production

of the work. But, in terms of the issue of perspective, one
of the most interesting things Fred Moten said about my
work was that it intensifies the space between layers.®
The space becomes more active than the image on dis-
crete layers, and he calls that a “blur” because, he says,
the work has destabilized any kind of autonomy that
might exist between that space. So, with the music, you're
talking about finding meaning in the sound relative to
the text. You have two layers—the text and the music—
operating simultaneously. Normally when music and text
accompany each other, there’s an illustrative function.
Applying what Fred said about the visual work to music,
that space between music and text is destabilized by
the presence of an active void, which, for me, is reinforced
by the idea of the system; that relationship is being
produced by the system. Further, the concept can act as
a sort of metaphor for an articulation of a space in
between. You're hearing it as sound and seeing it as text,
which normally you think of as happening on two differ-
ent cognitive planes; but if both of those operated within
the same plane or the same domain, the thing that breaks
down the easy translation inillustrative or programmatic
music is the continuing awareness of the void or space
between. The system itself is a metaphor for that space.
cs: It enacts the space, it makes the space more visible.
cG: Yes, it reinforces the idea that there’s an indeter-
minate relationship between the layers. One layer doesn’t
determine another on the level of meaning. Speaking in
terms of geometry, they have a relationship, but it
doesn’t mean that that relationship is meaningful. There’s
a continued deconstruction of the process of what you
are perceiving and cognizing at particular moments
simply because you’re aware of the system. Pretty much
the same thing happens with the layers in the Librettos
series: you have the musical manuscript on the Plexi and
behind it is a text of a Stokely Carmichael speech
[Librettos: Manuel de Falla / Stokely Carmichael (2015-16)].
There’s the physical space between the music manuscript
and the text, and our tendency is to imagine a relation-
ship between the two, based upon certain linguistic
cognitive devices like a metaphor or a metonym. But,
that linking is never solidified because the actual space
between the two deconstructs any linkage that you
might make. You're constantly aware that it’s arbitrary.
For me, it illuminates a function that happens in this
layering, which you can call a certain kind of perspective.

5 Malik Gaines, “The Passion of
Saint Charles,” in Naima J. Keith,
ed., Charles Gaines: Gridwork
1974-1989 (New York: Studio
Museum in Harlem, 2014), 121-27.
6 Fred Moten, Black and Blur
(Durham: Duke University Press,
2017), 245-61.



But it illuminates a deconstructive function with respect
to the layering and normal linking between two differ-
ent things.

cs: Earlier | mentioned Martin Luther King Jrs speech
[in Manifestos 3] and how its associated composition
evoked to me a kind of sentimental music. I’'m wondering
now if that corresponds to the words that King himself
used, versus the Aimé Césaire and Baldwin language,
which are of a different kind altogether. King’s speech is
in the tradition of black clergy and was forward-thinking
for its time, but its sentiments are articulated in a differ-
ent way than the Baldwin and the Césaire speeches,
which more directly confront colonialism. So the compo-
sition for the Baldwin text sounded more modern to me.
Again, 'm wondering if that is a narrative that I'm bring-
ing toit, or if that comes from the chance operation of
the system and how the music sounded.

cG: The text determines how you hear the music in all
cases. There are some texts that I've used that made the
music sound more revelatory. The other thing that hap-
pens that’s really tricky is, the syntax in the text is differ-
ent. That means the pattern of sounds that come from
the translation will be different. The music pretty much
sounds the same in the sense that it uses the same
system...

cs: Butit’s arranged and organized differently.

cG: To me, these pieces sound different from each
other. | can only think that the writer’s use of language
relays certain patterns that you can hear in the music,
especially if you compare one piece to another.

cs: Yes. I'm responding to a very different use of lan-
guage even if they’re expressing very similar ideas. And
then placing a narrative onto it.

cG: In terms of what the sound means, it’s true that
people attribute certain emotional states to what they’re
perceiving, and to me that’s a component of meaning. In
other words, that meaning has to be a consequence
of—this is going to get awfully abstract—the material
sound and the rules around the context of its use. There’s
the context of its use that we apply to the sound in order
to form some idea of meaningfulness, and that’s the
context you bring to the piece. So, | use the diatonic scale,
and that scale produces a certain emotion. So we can
deal with that, and we can even use metaphors about
that without assigning that emotion to some instance of
meaning, like if you played a low C to a high C, you can
metaphorize that as uplifting because it’s going up. You
can sense that without having to describe anything in
the world, in particular. | employ that aspect of meaning-
fulness as a part or component to what you think what
you’re hearing means. You're bringing this context of
circumstance by which you have employed this metaphor
that might have sounded similar or had a similar texture.
You become used to employing these kinds of descriptions
and metaphors to the music. For example, if | played a

low note or a low chord or low, beat-like chord, it’ll tend
to sound sinister or foreboding. Those are metaphors,
because it’s just sound, you know? How is it that I'm
bringing this interpretation to it? | think that’s cultural.
I think we simply learn the application. The low note has
a certain physical effect, which is not learned, but its
application or its use is learned and so it brings meaning
to this piece. What I’'m saying is that you’re applying all
of your cultural learning to the piece. The other thing |
wanted to say about that is that it’s not subjective. That’s
the thing that’s hardest to differentiate, that although
the work has an aesthetic effect, it’s not subjective in the
classical or Kantian notion, or even in Alexander Gottlieb
Baumgarten’s notion of aesthetic experience—because
the aesthetic is politicized. The aesthetic is also culturally
learned, as well as the idea that it’s impossible to bring
certain cultural understandings to what we might call
a “pure experience.” You can’t experience anything unless
it’s already framed within a cultural understanding. As
part of my critique of Modernism, | try to expand on this
idea of how what we call “aesthetic experience” is cultur-
ally inscribed.

cs: | wasn’t necessarily thinking through feelings that
might be attached to the sounds that | was hearing.
Instead, | was thinking about genre. There’s a way that
genre comes up often in your work, and there are particu-
lar genres that are prevalent. For instance, the genre that
| was putting the two compositions into, one was a kind
of modern music genre, and the second was—I keep using
the word sentimental—a more demonstrative or provoc-
ative set of sounds.

cG: What you call a “genre” is actually [you] attribut-
ing a certain sensibility to what you’re hearing. Clearly,
I’m not producing that.

cs: No, ’'m producing that, based on the context.

cG: Or you as a social being.

cs: Who's learned about these things.

cG: Yes, it’s introducing that. There’s a caveat to this,
because the system of production in both pieces is
exactly the same, as well as the terms and rules that
permit judgments and decisions. The best way that | can
address the difference between what you’re hearing in
the two pieces in terms of what | might be contributing
toitis that 'm also governed by the same set of cultural
issues. So, | may hear certain things and then make deci-
sions accordingly that could result in one piece sounding
more abstract than another. It’s crucial for me to main-
tain that this isn’t a manifestation of my intuition, but
that I’'m also part of the social space of learning, even
when I’'m listening to what the system is producing and
using a predetermined process of arranging. All the music
is melodic, so the compositions are tonal; they come from
the same scale. When | showed Manifestos 2 (2013) in
New York, Holland Cotter called it “modern sound music.”
So he’s referring to it in terms of genre, too.



cs: As | did.

cG: But, in reality, if you try to think about what
exactly in the pieces conforms to genres, you're hard-
pressed to do it. One of the things that might make a
piece sound modern is how it plays out spatially, but both
pieces do that. It’s not just a continuous melody that
forms a shape over time. It’s all fragmented and broken
up. Both pieces do that, so you can assign the genre of
modern music to both. In modern music, some music is
more melodic than others. What I'm talking about in
terms of traditional music has to do with the degree to
which one can recognize certain emotions in the music.
That’s what produces the illustrative or programmatic
quality of music. Take Arnold Schoenberg—the composer
who developed the twelve-tone scale. If you look at his
entire range of compositions, some are melodic and some
are abstract. That is clearly a kind of identification of
genre, and in the case of the abstract pieces, it is possible
to assign certain emotions, but they’re not the classical
Romantic notions. If you say they’re more disturbing or
jarring, that’s an attribution to certain modern forms of
music that sound more jarring or more aggressive. But in
both cases you have music that is tied to affect and
emotions. | think it’s hard to tie a genre down as a deter-
mining factor in describing one’s experience with music
because this idea of the genre can be repeated differently
in another musical form or composition. | guess what I’'m
saying is that if you hear, in the King [speech] piece
[Manifestos 3: MLK], a more illustrative function between
the sound and the text, that function is pretty much com-
ing from the way you’re reading the text and not from a
particular genre of music. In the case of Manifestos 3:
Princes and Powers (After Baldwin), [with Baldwin’s
speech], one is reading the text and making associations
with the music differently because of how the text is writ-
ten and how one is interpreting the words, which is
different from the way you read the King text and assign
sound to that. | can take the Manifestos 3: Princes and
Powers (After Baldwin) text and attach it to the King music
and suddenly the King music will sound more abstract.

cs: We've been talking a bit about how, when you're
making your work, you try to take the idea of authorship
and subjectivity out of the equation. Then there is the
artwork for the audience to interpret. I’'m wondering
about what | perceive to be an emphasis on the “death of
the author” in Barthes’s sense.” Has that inspired you, or
is there a different impetus altogether?

cG: It’s probably not unrelated. | am attuned to a certain
set of ideas about subjectivity that exists in culture or
larger society. | look at works of art as an instance of
those prevalent ideas, so making art is for me a way of
critiquing larger social-political phenomena. The thing
about the idea of the “death of the author” and some of
the other things that Barthes has written, as well as the
writings of the structuralists and deconstructionists—

which have been influential to me—is that while those
writers were articulating the importance of cultural,
social, and political critique, they weren’t making a direct
connection between their critiques of power with issues
like gender or race. But my interest is centered on those
subjects. While trying to unpack and dismantle general
notions of dissemination and power, or how power is
constructed, they’re not addressing the particular and
unique situations of minorities and women.

cs: Right. They weren’t considering the intersectional
ways that power works against them, minorities and
women.

cG: Yeah, | mean, some of the earliest deconstruction-
ist writings are critiques of identity. For a lot of those
writers, the idea of gender or the idea of race follows the
same models of power distribution that you find in
Hegelian philosophy. In the earliest forms, they critiqued
and argued against all forms of agency and argued that
power is implicit in agency. That was a problem for me
because there was no way to address the real lived expe-
riences that | go through. There’s no solution to address
those conspiracies. If | say, “Well, Ill just pretend that I'm
not black anymore,” or try to act as if blackness is not a
salient issue in society, I'm still going to be discriminated
against, get paid less, and be the subject of stereotypes.
Those things are still going to go on. In my opinion, even if
there is a worldwide shift in thinking about power and
power distribution, these problems are going to persist.
It’s similar to what happens with Marx and class: when
Marx was writing about class, and the unjust distribution
of capital between the owners of property and the prole-
tariat, he was only thinking about white people. In fact,
Marx thought that slavery was a legitimate enterprise
because he bought into the idea that black people were
inferior. He didn’t incorporate Africans and black people
into what he called the working class. But if you take
Marx’s initial theory and say, “Well, if | see myself primar-
ily as a person of class, rather than a black person, will
that solve the problems of my life?” Of course not!

cs: No it won'’t.

cG: My work is similar to Edward Said’s, the way he
used Jaques Derrida and other deconstructionists to
form his theory of Orientalism.? So rather than, say,
deconstructing the text in order to displace entirely the
conventional or traditional place of the authorial voice,
he saw in these strategies a way of unpacking certain
racist practices in the cultural production of the West.

7 Roland Barthes, “The Death
of the Author” in Image Music
Text (New York: Hill and Wang,
1977),142-48.

8 Edward Said, Orientalism
(New York: Pantheon, 1978).



cs: Right, to see these ideologies of power embedded
in the text.

ca: In unpacking these practices, Said addressed many
of the same concerns that | have. My initial focus, as | said
before, has to do with subjectivity and the creative imagi-
nation with respect to artistic practice. In general, in my
critique I'm not trying to eliminate those concepts in the
world, but to show how they’re politically or ideologically
driven and how they’re not real in and of themselves, and
how they serve the purpose of sustaining certain struc-
tures and patterns in society that give privilege to some
people and de-privilege others. ’'m not interested in
eviscerating the idea of the author; | want to change the
definition of what the author is. There’s the structure of
power—the agency—that the definition gives. It’s still
present; it’s still there. What we call authorship has to be
redefined. That’s, | think, where I’'m different. A lot of
people think that because | wrote this critique of meta-
phor, 'm against metaphor. | always say that I'm not
against metaphor. I’'m trying to reveal how metaphors are
used to sustain certain positions of privilege, and to
protect that privilege by making those positions unavail-
able to criticism. That was my whole point. That’s where
I think ’'m different.

cs: So what is your take on the artist and the role of
the author? I’'m asking because, in being here the last
couple days, | see that you play a very central role in how
all of the work happens. It’s the position of an empow-
ered author. So will you talk a bit about that?

caG: | was alluding, a little bit ago, to the idea of rede-
fining the notion of authorship, for example, or subjectiv-
ity, or any of these kinds of universal paradigms.
Essentially my interest is in resituating these concepts
from being construed as universal to being realized
socially and culturally. So the author stands there. The
way that the West defines the author in literature is like
the artist in visual practice; the practice itself is driven
solely by the subjectivity of the writer. So authorship is
connected to the subjectivity of the author.

cs: Right, and it follows that interpretation is preor-
dained by the author’s understanding of the text [artistic
product].

cG: Right. So my idea is to rethink that concept and
reframe it, to remove this conventional notion of the
artist’s privileged subjectivity in the production of art.
| want to reposition our idea of authorship so that what-
ever itis that the artist does, the value given to it is
discursively determined, not aesthetically determined.
So the value and the meaning are controlled by the
public, but this does not make the public the author.

The artist is still the author, or whoever produced the
work is still the author. The artwork has importance
and value only in terms of its availability to culture and
social interaction.

My argument is that the meaningfulness or value of a
work of art is essentially arbitrarily determined by what
I’'m calling the momentary terms and conditions of dis-
course—you know, the movement of social and cultural
ideas at a particular time. It’s a given that these ideas will
continue to change in time, but in a particular moment,
society considers a particular work of art and determines
its value. That determination exists solely in terms of its
relevance to culture, not by a certain paradigm of univer-
sality, but simply by how it remarks on this particular
moment of social discourse. So for me, if artists see their
work as relevant at the moment, then the work of art is
called on to address the problems of the moment. You
know, it becomes a requirement of the work. It disman-
tles this idea of the genius because it doesn’t privilege or
even address the idea of an artist being ahead of his or
her [or their] time.

cs: So how then do you imagine the audience? 'm
thinking partially in terms of the “death of the author,”
which I understand you don’t take to be an absolutely
effective way of envisioning the author and the audience.
But how do you imagine an audience? | mean, one of the
things that Barthes does in his essay is empower an
audience in a way that it had not previously been thought
to be empowered—for individuals to interpret things in
their own ways, and not merely in the way that the author
set forth. What’s your thinking on that?

cG: The audience, of course, plays this crucial role of
establishing meaning for anything that might be put out
there. | think of it as a kind of continuous process by
which ideas flow in and out. They come and go because
the audience is made of different people, different inter-
ests, and different experiences. That’s why | think that
it’ll never stabilize and never become a set position where
we find a final definition of something. Language is con-
stantly changing—new words being invented all the time,
old words falling out of use—and so the dictionary is a
constantly evolving book. That’s the way | feel about
discourse. There’s this set of absolute conditions in which
knowledge is simply a function of the process. In the end,
for people who are invested in discourse and difference,
the discourse is going to keep changing and keep mutat-
ing. The audience as a social agent, the cultural agent, is
important for that purpose. It sets up the situation for
the consideration of a work of art that’s different from
the Enlightenment model.
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Charles Gaines, Numbers and Trees: Tanzania Series 1, Baobab, Tree #4, Maasai, 2024, triptych, acrylic sheet,
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For over five decades, Charles Gaines has created Conceptual artwork with
a distinct rule-based system that emphasizes procedure over intuitive self-
expression. Beginning with photographs of his respective subjects, he
converts their forms into numbers on a grid, assigning discrete hues to
each numeral. Layered atop one another, these color-coded schemas
constitute what he calls gridworks—a stratified aesthetic format whose
pixelated shapes hark back to early computer graphics. The product of
calculation as opposed to sentiment, these works embody Gaines’s aim to
remove subjectivity from artmaking, highlighting the determinism of social
systems and the arbitrary nature of meaning.
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The figure of the tree is central to Gaines’s practice—most notably in his
seminal “Numbers and Trees” series, a decades-long endeavor that features
kaleidoscopic assemblages of the titular structure. A new set of meticulous
gridworks, in “Numbers and Trees, The Tanzania Baobabs,” on view at
Hauser & Wirth West Hollywood, sees the artist extend his canonical series
beyond the Western Hemisphere for the first time. Centered on the
Tanzanian baobab, Africa’s largest tree—known as “the tree of life”—the
show presents nine large-scale triptychs based on photographs Gaines took
on an extensive trip across the country. The new works are striking,
exploding with prismatic complexity. But Gaines reminds viewers that
these colors just happen to be pretty. Indeed, the baobab series extends
Gaines’s legendary take on sequential pointillism and Conceptual art,
evincing a delightful aesthetic based purely on chance.

Charles Gaines, Numbers and Trees: Tanzania Series 2, Baobab, Tree #4, Zinza, 2025, diptych, photograph,
watercolor, ink on paper, overall 23 1/2 x 65 x 2”. Photo: Keith Lubow/Charles Gaines/Hauser & Wirth.

I STARTED WORKING with trees in the mid-1970s, when I began
Walnut Tree Orchard, 1975—2014. At the time, I was frequently driving in
Fresno, where I was teaching studio art at the University of California. I
thought it was interesting that if you look at a walnut orchard, no two trees
are exactly alike. I became interested in the idea that while these walnut

trees were each unique, they possessed some shared quality that made them
all identifiable as a single species. There was a simultaneous difference and
similarity. My desire to visually represent that duality was the catalyst for
the first tree works.

The works also emerged from a sense of discontent on my part. I was not
happy with conventional notions of what constituted art—both the art object
and the process of creating it. When I was in graduate school in the 1960s,
the modernist ideology of expressionism dominated. It was essentially the
belief that art is produced from your imagination. Within this worldview, a
painter’s mark on a canvas was a gesture of pure expression from some
intuitive source, unmitigated by the intellect. My problem with modernism
is that it’s a totalizing theory. I'm not against self-expression; I'm just
against this absolutist viewpoint.


https://pagead2.googlesyndication.com/pcs/click?xai=AKAOjsvMHTlXu_lV2Y48WKtrcG9Qm2dAnsjY6b_U2rgsUpbHqhgVT0aCEwsqdHSidfLOSp7rCVsTFNTudvMKeRUn3vx_W8iW8ruCOHhuUy077r_BwiB24CIwm-nniP4ZkHgwpCQ5r70zTqduUBDOVrS6DH7Tew18DzH8r7uk5WFMu8rxGmWaZctxAz9LJWWyjKeghVoHssCR3XyyJOvMoSe4mbQFiE3XCac5OuTbRz0EpVPV5BEwyn5Hkeqd8VP0rjScpGxVVEsSYD8_GCYrUfuJipZpKprRo3hVyaWGvDdVCOjTrOkNA7FMHiK788Z62u27caEOY_DhouIIDNGUE3npi-_MOojaCvyVsy8Sw0c1TOsjYk01YGPMzkAMZ5NJxVLq4rTVO4h0P9Ea7eFecLLfqEkH11Y1abTNNVvZEePEHB6nlM_adHHIQuI&sig=Cg0ArKJSzC4IO5vUoUhT&fbs_aeid=%5Bgw_fbsaeid%5D&adurl=https://www.liste.ch/en
https://pagead2.googlesyndication.com/pcs/click?xai=AKAOjsvMHTlXu_lV2Y48WKtrcG9Qm2dAnsjY6b_U2rgsUpbHqhgVT0aCEwsqdHSidfLOSp7rCVsTFNTudvMKeRUn3vx_W8iW8ruCOHhuUy077r_BwiB24CIwm-nniP4ZkHgwpCQ5r70zTqduUBDOVrS6DH7Tew18DzH8r7uk5WFMu8rxGmWaZctxAz9LJWWyjKeghVoHssCR3XyyJOvMoSe4mbQFiE3XCac5OuTbRz0EpVPV5BEwyn5Hkeqd8VP0rjScpGxVVEsSYD8_GCYrUfuJipZpKprRo3hVyaWGvDdVCOjTrOkNA7FMHiK788Z62u27caEOY_DhouIIDNGUE3npi-_MOojaCvyVsy8Sw0c1TOsjYk01YGPMzkAMZ5NJxVLq4rTVO4h0P9Ea7eFecLLfqEkH11Y1abTNNVvZEePEHB6nlM_adHHIQuI&sig=Cg0ArKJSzC4IO5vUoUhT&fbs_aeid=%5Bgw_fbsaeid%5D&adurl=https://www.liste.ch/en
https://www.artforum.com/features/anicka-yi-storm-king-1000-words-1234750194/
https://www.artforum.com/features/dana-awartani-venice-biennale-1000words-pablo-larios-1234749973/
https://pagead2.googlesyndication.com/pcs/click%253Fxai%253DAKAOjss0zLT1qXmThp_gCo_ydv1VeihTOLBp2vuXE1XWyb_W3Qgu4s2LcsZVb2qQTJCajes963t5mL5yDl6YDJgHhNmeuZaNdmJHSgMWYpFbKwYWMBIMtTdackF3o6Ea3CWWQXpD2wKika-uA2MO7OJlCSlbx4-2leaTknCjBU3g0w4-L35hM7SM5IWCkBT7iAU2qEfXEp1gI7p4dalNTMmjclecXygszbaxoe81OHKf1HqwhyndOD8PpRgK5z1LaSWBiHW-BxmWz5MokjaByPFu143sTfm4yuztcv3-Di7RYS4LWe811jogZr528_M0DJVesXcndgN-CgvyaH8o56nV8Ql2f_zIQUUJIPUqg233vyoD1Pf7Oq6BkmUlCSKoIon5SjMNIRklKV1PwDIjSA5z%2526sig%253DCg0ArKJSzAe9EsWleKVcEAE%2526fbs_aeid%253D%25255Bgw_fbsaeid%25255D%2526urlfix%253D1%2526adurl%253Dhttp://www.gagosian.com/
https://pagead2.googlesyndication.com/pcs/click%253Fxai%253DAKAOjss0zLT1qXmThp_gCo_ydv1VeihTOLBp2vuXE1XWyb_W3Qgu4s2LcsZVb2qQTJCajes963t5mL5yDl6YDJgHhNmeuZaNdmJHSgMWYpFbKwYWMBIMtTdackF3o6Ea3CWWQXpD2wKika-uA2MO7OJlCSlbx4-2leaTknCjBU3g0w4-L35hM7SM5IWCkBT7iAU2qEfXEp1gI7p4dalNTMmjclecXygszbaxoe81OHKf1HqwhyndOD8PpRgK5z1LaSWBiHW-BxmWz5MokjaByPFu143sTfm4yuztcv3-Di7RYS4LWe811jogZr528_M0DJVesXcndgN-CgvyaH8o56nV8Ql2f_zIQUUJIPUqg233vyoD1Pf7Oq6BkmUlCSKoIon5SjMNIRklKV1PwDIjSA5z%2526sig%253DCg0ArKJSzAe9EsWleKVcEAE%2526fbs_aeid%253D%25255Bgw_fbsaeid%25255D%2526urlfix%253D1%2526adurl%253Dhttp://www.gagosian.com/
https://pagead2.googlesyndication.com/pcs/click%253Fxai%253DAKAOjstFEJYMbYHX8y2Hu-9dnikR6vLIZYULmi5VCLn2OUcHwhm8kmZTUMxC0p2e-8yz8K5AbYAgu3nYZi1zeYk-S5Axoyj1xSpgLQfAfuc_TL6_go-CFSblu-izFAhMXMZ6VGPvA_IVC_4I04CNh4NCz75uS8wp-hh_H7GHvWw6w9KyBN7uw8CtYiDz4w3TFYR3aVtw-fHnYRSvGuwll03gvtjbaY1V0FNSfJSGd-e0bo25d7IpcuE2w21WlFWr-Aqk5-kOuh6qjONdvJXKSaeXjbLp5kPD3aq_d5ByAbDaJ0oLLQGnfHJTqEMjFh1omdIIrYPglJHsMnALdfg1FRkV_yCysT5wD4T8Ed7HOJ5zR2GzxpoA3OH78k2ja_DOkJwoJqunEldIrHsFuc0MjbaB%2526sig%253DCg0ArKJSzDxmqp0WDFbSEAE%2526fbs_aeid%253D%25255Bgw_fbsaeid%25255D%2526urlfix%253D1%2526adurl%253Dhttps://www.alminerech.com/
https://pagead2.googlesyndication.com/pcs/click%253Fxai%253DAKAOjstFEJYMbYHX8y2Hu-9dnikR6vLIZYULmi5VCLn2OUcHwhm8kmZTUMxC0p2e-8yz8K5AbYAgu3nYZi1zeYk-S5Axoyj1xSpgLQfAfuc_TL6_go-CFSblu-izFAhMXMZ6VGPvA_IVC_4I04CNh4NCz75uS8wp-hh_H7GHvWw6w9KyBN7uw8CtYiDz4w3TFYR3aVtw-fHnYRSvGuwll03gvtjbaY1V0FNSfJSGd-e0bo25d7IpcuE2w21WlFWr-Aqk5-kOuh6qjONdvJXKSaeXjbLp5kPD3aq_d5ByAbDaJ0oLLQGnfHJTqEMjFh1omdIIrYPglJHsMnALdfg1FRkV_yCysT5wD4T8Ed7HOJ5zR2GzxpoA3OH78k2ja_DOkJwoJqunEldIrHsFuc0MjbaB%2526sig%253DCg0ArKJSzDxmqp0WDFbSEAE%2526fbs_aeid%253D%25255Bgw_fbsaeid%25255D%2526urlfix%253D1%2526adurl%253Dhttps://www.alminerech.com/
https://pagead2.googlesyndication.com/pcs/click%253Fxai%253DAKAOjsvnXP7LrYT4DcAUB-X9gWojd2qQYYuMp3RY4rOuEzaIRugmYEGySsQpb6zAPUv7Lre92m-WVKOa2VNbuqq_UJuUqFQd5KjKObsEmiYLnSr-RltnaVfvanZE5MCdkRw62ws87SEKwMufZm0mdnNCdkehn5xw39syMrZg2uwKQZuIGdd3x25xEuSa0pTzUVKmGO48CoCGrIoMjjn69MyzRMiBFsKNBOeZiA2I24hMWVC-puOvI7mjRF14MuL75e2CI_2dbVKf5Rnp1w10vfLOK9At2rHw-h4Sba_KQOGlGcydSbtJHhw72dOrOX3lY0gum7RnoE1cEMrfNPm5IoTwTHIs3Kp1cOyjEDWj-uVDGDrmzlsmmtdGR0afCsoYw7iJaxwj_Ln3cADw6q4nCigz%2526sig%253DCg0ArKJSzNLFti3cEbNYEAE%2526fbs_aeid%253D%25255Bgw_fbsaeid%25255D%2526urlfix%253D1%2526adurl%253Dhttps://www.maureenpaley.com/
https://pagead2.googlesyndication.com/pcs/click%253Fxai%253DAKAOjsvnXP7LrYT4DcAUB-X9gWojd2qQYYuMp3RY4rOuEzaIRugmYEGySsQpb6zAPUv7Lre92m-WVKOa2VNbuqq_UJuUqFQd5KjKObsEmiYLnSr-RltnaVfvanZE5MCdkRw62ws87SEKwMufZm0mdnNCdkehn5xw39syMrZg2uwKQZuIGdd3x25xEuSa0pTzUVKmGO48CoCGrIoMjjn69MyzRMiBFsKNBOeZiA2I24hMWVC-puOvI7mjRF14MuL75e2CI_2dbVKf5Rnp1w10vfLOK9At2rHw-h4Sba_KQOGlGcydSbtJHhw72dOrOX3lY0gum7RnoE1cEMrfNPm5IoTwTHIs3Kp1cOyjEDWj-uVDGDrmzlsmmtdGR0afCsoYw7iJaxwj_Ln3cADw6q4nCigz%2526sig%253DCg0ArKJSzNLFti3cEbNYEAE%2526fbs_aeid%253D%25255Bgw_fbsaeid%25255D%2526urlfix%253D1%2526adurl%253Dhttps://www.maureenpaley.com/
https://pagead2.googlesyndication.com/pcs/click?xai=AKAOjssGUk_uoh7K62dibI1wI95uei9AOWzS19fa7mzeAWC5ZC1ukcvEC7-eSmmIYe62QOeTM7JeVLTWNLzsZIsKTJHjWVqPW7Sun4kkdMQAhFlU-gsBUapnZ2gth5TvP41AeNr4Oj-p4CjJOltXcDehVKk7uTpCBMLuGJ_p3LdRpZKMQo7J02SUohZusDKVVAHCZPz7WYUQ1tvgIazwk0HRcntBs7TgZ0x5fUenlKs5io5RSqGnxaLEULVjhIdq-V8D96-i-dEDK3bDTd4DYGcAWkl0V-RouIZAAi0qLgXvBL7OvcwVEFHYljfHF7C869n7r-6I3UEgKdevI3ihR7XyByFwbjrOOh5qbrKRjIT6zu9PYdW1vQG25oy3vxYjrKoMVcjWv1xc1-cA3cluD2KR&sig=Cg0ArKJSzOw-IMT18zbVEAE&fbs_aeid=%5Bgw_fbsaeid%5D&urlfix=1&adurl=http://www.paulacoopergallery.com
https://pagead2.googlesyndication.com/pcs/click?xai=AKAOjssGUk_uoh7K62dibI1wI95uei9AOWzS19fa7mzeAWC5ZC1ukcvEC7-eSmmIYe62QOeTM7JeVLTWNLzsZIsKTJHjWVqPW7Sun4kkdMQAhFlU-gsBUapnZ2gth5TvP41AeNr4Oj-p4CjJOltXcDehVKk7uTpCBMLuGJ_p3LdRpZKMQo7J02SUohZusDKVVAHCZPz7WYUQ1tvgIazwk0HRcntBs7TgZ0x5fUenlKs5io5RSqGnxaLEULVjhIdq-V8D96-i-dEDK3bDTd4DYGcAWkl0V-RouIZAAi0qLgXvBL7OvcwVEFHYljfHF7C869n7r-6I3UEgKdevI3ihR7XyByFwbjrOOh5qbrKRjIT6zu9PYdW1vQG25oy3vxYjrKoMVcjWv1xc1-cA3cluD2KR&sig=Cg0ArKJSzOw-IMT18zbVEAE&fbs_aeid=%5Bgw_fbsaeid%5D&urlfix=1&adurl=http://www.paulacoopergallery.com
https://pagead2.googlesyndication.com/pcs/click%253Fxai%253DAKAOjstSNR7czjRv9zKFQSKxp-59KoKYubSv6gL1CK_2nLCmgNt9O8ScXdqFl_PB7r_wWl17HH-xpnsDuHcwMekBZ_BljK5M1mcqFznJKye9KXKAyOvcihZgYg4PehBtfenrfcpBNOmECGB_2A6vhHQICq9JzJGhCd-1RukMrf2DaijGuU33h-2jJQhWTrfvct7FRve3Db0IilUWKC1mfyf2e6QVAO6jCLJfGuQitEdinp2ItkeRixyY1ITuRV6PysRtnBO_ET40q-fQmSAIrX38RZ9iETyZm8XBauar2NJ4i1J0lHw2TqTvgP1Llx4f5YC_C8GWHu-e1a3LCUUEaKIINnrtHNqv8EPptFMAS7rM79HGbPieCximUENCRkUKXOjJFooaG_vklVjYRR5bfYuK%2526sig%253DCg0ArKJSzE-Z0EMT-RAxEAE%2526fbs_aeid%253D%25255Bgw_fbsaeid%25255D%2526urlfix%253D1%2526adurl%253Dhttps://www.cristintierney.com/
https://pagead2.googlesyndication.com/pcs/click%253Fxai%253DAKAOjstSNR7czjRv9zKFQSKxp-59KoKYubSv6gL1CK_2nLCmgNt9O8ScXdqFl_PB7r_wWl17HH-xpnsDuHcwMekBZ_BljK5M1mcqFznJKye9KXKAyOvcihZgYg4PehBtfenrfcpBNOmECGB_2A6vhHQICq9JzJGhCd-1RukMrf2DaijGuU33h-2jJQhWTrfvct7FRve3Db0IilUWKC1mfyf2e6QVAO6jCLJfGuQitEdinp2ItkeRixyY1ITuRV6PysRtnBO_ET40q-fQmSAIrX38RZ9iETyZm8XBauar2NJ4i1J0lHw2TqTvgP1Llx4f5YC_C8GWHu-e1a3LCUUEaKIINnrtHNqv8EPptFMAS7rM79HGbPieCximUENCRkUKXOjJFooaG_vklVjYRR5bfYuK%2526sig%253DCg0ArKJSzE-Z0EMT-RAxEAE%2526fbs_aeid%253D%25255Bgw_fbsaeid%25255D%2526urlfix%253D1%2526adurl%253Dhttps://www.cristintierney.com/

Charles Gaines, Numbers and Trees: Tanzania Series 1, Baobab, Tree #4, Maasai (detail), 2024, triptych,
acrylic sheet, acrylic paint, photograph, overall 7" 7/8" x 11’ 1/4” x 5 3/4". Photo: Fredrik Nilsen/Charles
Gaines/Hauser & Wirth.

This latest body of work is an exciting development on that anti-absolutism,
as it approaches the tree gridworks from a completely new vantage point.
Until this point, all the landscapes I've worked with have been North
American. For this project, I wanted to work with a tree species from an
unfamiliar terrain. My research found that there are two trees that people in
the Western Hemisphere generally don’t recognize—the Tanzania baobab
and the acacia. In September 2023, I went to Tanzania for two weeks to
shoot both species. Initially, I wasn’t sure what I was going to use. But we
had the West Hollywood exhibition as a target, and I knew that it would be a
continuation of my gridworks. The show evolved into an opportunity to do
an entire series with large-scale, eight-by-twelve triptychs, which I hadn’t
done since 2016.

It takes twenty-one hours to get to Arusha, Tanzania, from Los Angeles. It
was a big trip, and I'd never gone to such lengths to create work. My son and
his partner, as well as my wife, were with me—they came for the animals. I
had a photographer, a director of production, and a manager of outside
projects, so there was a motley crew dedicated to the expedition.



Charles Gaines, Numbers and Trees: Tanzania Series 1, Baobab, Tree #7, Makonde, 2024, triptych, acrylic
sheet, acrylic paint, photograph, overall 7' 7/8"” x 11" 1/4" x 5 3/4". Photo: Keith Lubow/Charles
Gaines/Hauser & Wirth.

We arranged to have two guides take us around to see trees. We first went to
Ngorongoro, an amazing park where we found the majority of the baobab
trees that we shot. From there, we traveled to the Ngorongoro Crater, which
is the largest in the world, with a diameter of twelve miles, created by a
prehistoric eruption. Next, we went to the Serengeti and shot most of our
acacia trees. The Serengeti is unlike anything you've ever seen. It gives me
chills just thinking about it. Going through, there were elephant paths, and
you encounter all kinds of animals. So, during this very rigorous shoot—
hundreds of photographs, ten-hour days—we had a couple of hair-raising
encounters. The guides were incredible—all trained botanists and biologists,
who understand the landscape. They like to drive fast over rough terrain, just
like Indiana Jones movies. It was a thrill.

When we got back from Tanzania, I laid all the photographs out and began
isolating those images. In this series, I'm alternating between two plotting
strategies—one of which I have never used before. The first aggregates the
shapes of different trees sequentially over a photograph of a single tree, with
its color-coded variant placed atop the combination of previous layers. In the
second, newer process, an enlarged detail of the tree crown—which I call an
“exploded” image—is placed on the back panel, with the photo of that entire
tree placed on the front Plexiglas panel. With this novel method, the gridded
tree layers are revealed only within the shape of the exploded image, not
comprehensively, as in the first plotting system—creating a completely new
effect in which the photographed tree assumes prominence. When I see what
this new strategy has produced, it’s simply amazing and unlike any of my
other trees.



Charles Gaines, Numbers and Trees: Tanzania Series 1, Baobab, Tree #3, Tongwe, 2024, triptych, acrylic
sheet, acrylic paint, photograph, overall 7' 7/8" x 11’ 1/4” x 5 3/4". Photo: Fredrik Nilsen/Charles
Gaines/Hauser & Wirth.

Even after all these years, the work remains provocative; there’s always
discussion and debate about my intentionality. People are unsatisfied that
their meaningful experience of the work is not the product of artistic
purpose but the product of chance—a consequence of circumstances that just
happen to come together. I simply take different elements and put them
together without knowing how they will interact. So I am dumbfounded
when the assemblages have a strong emotional effect, not just on audiences,
but occasionally on me. Those unexpected emotions speak to the evocative
potential of systems. I, along with everybody else, watch—and sometimes
marvel at—the meaning the art produces.

MORE:
1000 WORDS | CHARLES GAINES | HAUSER & WIRTH | INTERVIEWS
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The artist Charles Gaines, his beauty and poignance
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Charles Gaines at his exhibition “Numbers and Trees, the Tanzania Baobabs” at Hauser & Wirth, West Hollywood.

By Meka Boyle
Photography by Jason Armond

March 5, 2025 3 AM PT

rees bloom cherry-blossom pink, teal and yellow as artist Charles Gaines

walks through Hauser & Wirth’s West Hollywood gallery. Up close, his large,

gridded paintings look like clusters of pixelated squares. Zoom out and these
pointillist patterns are colorful doubles of the black-and-white photographs of
baobab trees mounted in the foreground. These latest works from Gaines’ ongoing
“Numbers and Trees” series chart seemingly endless possibilities — and the artist’s

own trajectory.

Dressed in a crisp, dark monochrome coat and slacks, Gaines makes his way to a
small office in the back of the gallery and takes a seat next to me. It’s raining out, we
are two months into the new presidency and government rollbacks — including DEIT
initiatives — are underway, and Los Angeles is still reeling from the historic fires that
wiped out swaths of the Palisades and Altadena. “I've never lived in a decade that
wasn'’t entirely problematic,” says Gaines, when I ask him what he makes of the

present.

At 80, Gaines has eyes that are clear and discerning, his generous and direct

demeanor giving away his decades-long experience as an educator. He has lived
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through enough to see that the American notion of progress is a myth — this idea that
constant work at improving the world will eventually pay off. “I never believed in

that,” he says. “With each decade of my existence as an artist, the world was always in

deep trouble.”

The way Gaines sees it, some aspects have gotten better: “It is easier to make a living
as a minority artist now.” While others have mutated or stayed the same. “Has it
reached a moment in society where you can say it’s postracial? Are women finally
treated equally? I can’t say that that’s the case,” says Gaines. When power is
embedded in social structures, no matter what changes happen within, the
framework of oppression remains. “Sometimes it looks like progress, but you open a
front door and you find out the back door got shut behind you and you didn’t even

notice it.”

The beauty and poignance of Gaines’ practice lies in his ability to form entirely new,
generative structures — a mindset with profound implications beyond art-making. “I
came into being an artist at a time where there was an incredibly racist art world, but
it was the only world that we knew about, so it was not like a regression like you're
feeling today,” Gaines tells me, pausing. “So the application is, how do you make
things better?”

Rather than generalize or hold on to false hopes of a utopia, Gaines looks to his

immediate surroundings here in Los Angeles, where his impact on the art scene is



tangible. As a professor at California Institute of the Arts from 1989 until 2022, the
artist made it his mission to bring more minority students into the classrooms. “The

schools were as highly segregated as any other part of the institutional framework,”

he says.

“Has it reached a moment in society where you can say it’s

post-racial? Are women finally treated equally? | can’t say

that that'’s the case. Sometimes it looks like progress, but

you open a front door and you find out the back door got
shut behind you and you didn’t even notice it.”

— Charles Gaines

Set on changing this, Gaines decided to create a scholarship program, which proved
to be an uphill battle: While CalArts was gaining national recognition, few believed
minority scholarships would benefit its long-term success. “Nobody thought it was
worth the effort,” he says. Still, a number of notable students passed through Gaines’
classroom, such as Mark Bradford, Lyle Ashton Harris, Rodney McMillian, Henry

Taylor and Lauren Halsey. “There is this quality in someone, where their abilities

match up with certain things that they want to do,” says Gaines of Halsey, who had
switched over to art school from architecture. As he watched the young artist make
her way to Yale and then gallery representation, Gaines wasn’t surprised at her swift
success. “There are situations where somebody who deserves that kind of attention
doesn’t get it — that surprises me,” he says. “With her, people saw the same thing I

»

Saw.

Still, for the next two-plus decades, Gaines says he only encountered about one Black
student and a couple of Latinos per graduating class — whereas his mission was to
see at least 10% people of color in the program to reflect the population. “We didn’t
get very far for a while,” he says matter-of-factly. “But you didn’t give up,” I offer.
“No, I didn’t.”

More than three decades later, the needle finally moved when Gaines launched his
own MFA fellowship program in 2021. “I realized that instead of trying to get others
interested, I needed to do it myself,” he says, crediting his recent rise in visibility (he
was signed to Hauser & Wirth in 2018) and newfound financial means, and a

supportive administration too.
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In many ways, this long-overdue milestone can be traced back to Gaines’ arrival in
Los Angeles in 1989. The city was an emerging art center not yet on the global scale of
New York City, but apartment and New York satellite galleries as well as emerging
white cubes like Regen Projects gave it its own gravitas. It wasn’t until around the
mid-2000s, though, that Gaines saw a significant change. “The first canary in the coal
mine was that the students stopped moving to New York,” he recalls. “Then in the
early 2000s, the New York artists started moving to L.A., and the market expanded
significantly. The whole idea of gaining significance from a New York connection

dissolved, and L.A. became a real place where you could build a career.”

These latest works from Gaines’ ongoing “Numbers and Trees” series chart seemingly endless possibilities — and the
artist's own trajectory.

But who could build a career? Gaines found the answer discomforting. “The art scene
seemed to be completely uninterested in the practice of Black artists,” he says. A
certain “L.A. style” dominated — but it excluded artists of color whose work fell
outside the white standard. “It’s also true that New York was just as bad,” Gaines
concedes. “It was just larger, so there were more opportunities for minority artists to
exhibit in already marginalized spaces, but they weren’t being shown in the white
spaces at all.” White artists making figurative work were praised for depicting
everyday life; Black artists doing the same were labeled as political — and those, like
Gaines, making work that didn’t explicitly address identity were criticized for making
white art. “Being Black was the problem — it wasn’t as much about the work itself,”

he explains.



At the same time that Gaines was experiencing firsthand the drawbacks of a fledgling,
insular art scene, a general feeling that the city was the future of the art world, siloed
from the pressures of the market, began to pervade across Europe and South
America, he recalls. Soon other cities began modeling themselves after L.A. rather
than New York.

“L.A. was a sort of free, expressive environment for artists,” he says of the city’s allure
to artists, “but that environment only existed for white artists.” Looking back over the
years, Gaines outlines these patterns of discrimination: he recalls restaurants that
refused service due to his skin color, openings (even some of his own) where he was
treated like an outsider. “People didn’t know how to include me in the general
environment because of the habits of racial thinking that were prominent at that

time.” Despite and because of this, Gaines doubled down on his practice.

Born in Jim Crow-era Charleston, S.C. — his mother was a dressmaker and his father
was a construction worker — Gaines would walk the dirt roads, past the small shack
he spent his early years in, and question the arbitrary prejudices of the world around
him. Who is in charge of assigning these roles? He asked himself. His family moved
to Newark, N.J., when he was 5 years old, but the same social prejudices followed
him. After developing an affinity for art in grade school, he went on to study it at
Jersey City State College in the 1960s before attending graduate school at Rochester
Institute of Technology (where he was the first Black student in the MFA program).
He then taught art at the historically Black Mississippi Valley State College, at a time
when the civil rights movement was growing strong. A teaching opportunity at Fresno
State University in the late ’60s brought him west, where he sought refuge from the
unnervingly high racial tensions on the Mississippi campus and leaned more heavily

into conceptual art.

In the ’70s, Gaines remembers, art-making was considered the realm of the psyche
and often “seen as natural rather than cultural.” But to the artist, everything is
informed by structures of power, and to define a work as natural or intuitive protects
it from critique. Disillusioned with subjective, surface-level modes of art-making,
Gaines began to question his purpose. How might he not only underscore these
underlying structures but also use them as a tool? Then he found a solution: “I
needed to dismantle that system,” he says, “to put a firewall between what I would

call an intuitive notion and my artistic practice.”

And so Gaines’ systems were born: layers of self-generating images developed from
rule-based arithmetic, “with limits so extensive that you couldn’t imagine the
boundaries.” Beneath every figurative form he creates, there is a grid-like sequence
compelling us to question the latent networks in not only what we see, but how we

respond.

He was first inspired by the patterns of Tantric Buddhist art, and later by the
realization of the grid-like layout of trees. In 1975, soon after Gaines moved west, he
photographed a walnut orchard in Fresno near the university and drew its silhouettes
with numbers rather than lines. He began to expand his generative technique to

faces, dancers and houseplants, but trees always remained a focal point.



“Trees as a species represent this idea of a system that can
produce difference infinitely. Rather than calculating these
differences and samenesses, | use the shape of the tree and
overlap them.”

— Charles Gains

“Trees as a species represent this idea of a system that can produce difference

infinitely,” he says. “Rather than calculating these differences and samenesses, I use
the shape of the tree and overlap them,” he says, something that could theoretically

go on forever.

Once Gaines unlocked his system, he began to apply it to more explicitly social
subject matter: In 1992, he juxtaposed mugshots and photos of crime scenes with
images of the night sky. For a 2007 exhibition at LAXART, he installed a large glass
cube with an LED display that reflected pollution sensors around Los Angeles. For his
ongoing “Manifestos” series, which dates back to the ‘80s, he uses a method that
turns text from Martin Luther King Jr., Malcolm X and James Baldwin into
equivalent musical notes. For his three-part project “The American Manifest,” he
confronted the ongoing legacies of colonialism and slavery in America with a 110-

foot-long sculpture resembling a ship from the slave trade.



As Gaines’ practice continues and his system advances, his work accumulates layers.
Today, he muses that his trees (many nonnative to the American sites where he
documents them) could represent immigrants and how they are reduced to
bureaucratic data sets. This desire to create a structure so generative it is almost alive
has also led Gaines to expand geographically: Inspired to show people places they
would normally not see, he set out overseas to Tanzania, a country once implicated in

the slave trade. There he photographed baobab and acacias.

Over half a century into his career, Gaines is still generating new ideas: soulful songs
born from writing, paintings derived from numbers, critical ideas grown from

landscapes. “I would have thought the idea of creating trees would have exhausted

itself like 25 years ago. But it keeps producing things.”

More to Read

‘Queen Sugar’ actor Kofi Siriboe dives into the art world with
his first L.A. exhibition

Feb. 21, 2025

It’s the end of celebrity as we know it. Will we shift to healthier
role models?

Dec. 16, 2024

These muralists capture L.A. in their art. Wrap your holiday
gifts in their bold designs

Dec. 13, 2024

‘ Jason Armond

Jason Armond is a staff photographer at the Los Angeles Times. A native of North

Carolina, he graduated from the University of North Carolina at Chapel Hill, where
he received a bachelor’s in media and journalism. His work as a photographer and
videographer has been recognized by the Hearst Journalism Awards, the White
House News Photographers Assn. and the North Carolina College Media Assn. As a
freelance visual journalist, his work has been featured in several publications before

joining The Times.


https://www.latimes.com/people/jason-armond
https://www.latimes.com/people/jason-armond
https://www.latimes.com/people/jason-armond
https://www.latimes.com/entertainment-arts/story/2025-02-21/la-et-kofi-siriboe-art-exhibit
https://www.latimes.com/entertainment-arts/story/2025-02-21/la-et-kofi-siriboe-art-exhibit
https://www.latimes.com/lifestyle/image/story/2024-12-16/nicole-miller-harmony-holiday-on-end-of-celebrity-culture
https://www.latimes.com/lifestyle/image/story/2024-12-16/nicole-miller-harmony-holiday-on-end-of-celebrity-culture
https://www.latimes.com/lifestyle/story/2024-12-13/la-muralists-holiday-wrapping-paper-digital-designs
https://www.latimes.com/lifestyle/story/2024-12-13/la-muralists-holiday-wrapping-paper-digital-designs
https://www.latimes.com/entertainment-arts/story/2025-02-21/la-et-kofi-siriboe-art-exhibit
https://www.latimes.com/lifestyle/image/story/2024-12-16/nicole-miller-harmony-holiday-on-end-of-celebrity-culture
https://www.latimes.com/lifestyle/story/2024-12-13/la-muralists-holiday-wrapping-paper-digital-designs

—_—
Ir The New York Times Style Magazine

ARTIST’S QUESTIONNAIRE

Charles Gaines, by the Numbers

The artist on his new work at the Freedom Monument Sculpture Park in Alabama, the
development of his practice and taking drum lessons from Jimmie Smith.

b

Charles Gaines photographed at his studio in Los Angeles. Philip Cheung

By Adam Bradley
Published May 16, 2024 Updated May 22, 2024

The conceptual artist Charles Gaines, best known for his rules-based grid works that he began making in the 1970s,
had his imagination shaped by his experiences of difference. Born in Charleston, S.C., in 1944, a full decade before
the Supreme Court’s Brown v. Board of Education decision that desegregated public schools in law if not in life, he
realized, he says, that “there was a whole cultural and social order based upon differences between white and Black
people.” So many of the adults around him seemed to accept Jim Crow segregation as immutable. “At the time, I
didn’t know how a whole set of cultural values could expand out of the idea of that difference,” he says. “Even as a
kid it seemed arbitrary to me.”

Soon after moving with his parents to Newark, N.J., at age 5, Gaines was recognized by his teachers for his art —
but even then in a manner that called attention to difference. “My fourth-grade teacher told my mother she should
encourage my art career because if I succeeded, I would be the first Black artist in the history of the world,” he says
with a laugh. “I appreciate her sentiment, but it shows the vast gap of knowledge, and why Black people are so
mistreated.” Trained in traditional art-making approaches from high school through college at Jersey City State
College (now New Jersey City University) and graduate school at the Rochester Institute of Technology, Gaines
was inspired by the minimalist and early conceptualists of the 1960s. Their work liberated him to think about art’s
possibilities in an audaciously conceptual manner. “Being able to draw and being an artist are two entirely different
universes; they’re not really related,” he says. “To be an artist is complicated and varied, depending on the
individual and their circumstances.”
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Gaines in front of his work “Numbers and Trees: Arizona Series 1, Tree #8, Cave”
(2023). Philip Cheung

Gaines moved from making big abstract paintings in the style favored by his instructors to making process-
oriented works following a systematized approach of his own design, in an effort to unmask how politically and
ideologically driven concepts like creativity and genius really are. “I wanted to make a type of work whose
production is of consequence to the system rather than my imagination,” he says. This creates a selfless art, both in
terms of extinguishing most signs of subjectivity and in the sense of its service to a broader community and a
broader truth.



An assistant working in the Great Hall area of Gaines’s studio. Philip Cheung

Nowhere was this more impactful than in 1993 when, along with the artist and writer Catherine Lord, he curated
the landmark exhibition of Black art known as “The Theater of Refusal.” As early as 1989, Gaines had conceived of
a show that would juxtapose powerful contemporary work by Black Americans with deprecating excerpts by art
critics, highlighting the profound mismeasure of these artists’ achievements. By the time Gaines had secured a site
for the exhibition at the University of California, Irvine, many of the neglected and disparaged artists featured in
the show — Renée Green, Gary Simmons, David Hammons, Adrian Piper and Jean-Michel Basquiat — were now
celebrated. This shifted, though certainly didn’t undercut, Gaines’s critique. High visibility and marginality can
coexist, he argued. In an introductory essay for “The Theater of Refusal,” Gaines explains the concept of the
exhibition was about how “the critical environment surrounding the works of these artists intentionally and
unintentionally limits those works, creating a theater of refusal that punishes the work of Black artists by making it
immune to history and by immunizing history against it.” Long out of print, the catalog for the exhibition will be
republished in an expanded 30th anniversary edition later this fall.
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Templates and plans for work in a corner of the Great Hall. Philip Cheung

Gaines’s practice doesn’t rely on making paintings or photographs or sculptures, though the work he’s created over
his long career has involved painting on paper and canvas, sculpting using metal and wood and photographing.
Instead, his artistic aim, he says, is to “propose and develop concepts and ideas” using those materials. A trained
musician, Gaines also increasingly involves sound. Among his most audacious efforts is his ongoing “Manifestos”
series, in which Gaines selects textual excerpts of around 300 words from major political tracts (such as the 1857
Dred Scott supreme court decision that denied citizenship to Black people, and Frederick Douglass’s impassioned
response) and then transforms them letter by letter into musical notes. He uses the 12-tone scale, following a
Baroque tradition, with the letter A corresponding to the A note, all the way through G (H becomes B minor), and
with all letters in the alphabet thereafter signaling a pause or a silence. Gaines then shapes a melody, builds a
chord structure and scores the automatic composition for a nine-piece ensemble, in what ends up sounding like a
purposeful Modernist composition.
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A flat file cabinet in Gaines’s studio. Philip Cheung

Gaines, 79, has been making art for more than half a century, but he’s never been as busy — and as visible — as he
is now. In 2018, he joined Hauser & Wirth, and he has since debuted major exhibitions and public commissions,
most recently a site-specific installation with Bryan Stevenson’s Equal Justice Initiative that will be featured in
Freedom Monument Sculpture Park in Montgomery, Ala., a 17-acre site overlooking the Alabama River. Gaines has
designed a 30-foot support structure from which a bronze-cast oak tree hangs by a noose. Though mechanized, it
appears to sway with the breeze. The installation is a striking riff on the “southern trees” of which the poet and
composer Abel Meeropol wrote and Billie Holiday sang, an elegy for the thousands of Black Americans murdered
by lynching. Like much of Gaines’s work, it is socially aware without being propagandistic, relying instead on a
visitor’s direct experience of the site.

In March, I visited Gaines at his 11,000-square-foot warehouse studio, located in southeast Los Angeles’s
Huntington Park neighborhood, where he answered T’s Artist’s Questionnaire.
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More works from Gaines’s “Numbers and Trees” series. Philip Cheung

What’s the first piece of art you ever made?

I don’t think anyone’s ever asked me that. My earliest memory [of making art] was in grammar school in Newark,
N.J. In the fourth grade there was a mural, and I was asked to paint an image of the California gold rush: an image
of someone panning for gold, standing in the river. I guess I’d call that an artwork in the oldest, most traditional
sense. But the thing that probably informed my imagination the way I use it now is something else. I used to play
this game — I was a Brooklyn Dodgers fan — outside our house. I used to mark out a diamond and put up some
boards for the outfield, and I created this game where I would use my left hand to toss a piece of chalk to my right
hand, which held a clothes pin. And then I'd swing. Wherever the chalk would go, I’d be Vin Scully and call the play.
That happened quite early. And the reason I think of that as probably more indicative of what I do now as an artist
is that it’s the first instance where some kind of imaginative process took place that was completely of my own
invention.



“Numbers and Trees: Arizona Series 1, Tree #8, Cave” (2023). Philip Cheung

When did you first allow yourself the freedom to define art as something other than subjective mark making?

That was in undergraduate [in the 1960s at Jersey City State College], when I had a course that introduced me to
that whole area of practice in New York called the New Art, those artists [among them Robert Rauschenberg,
Jasper Johns, Andy Warhol, Roy Lichtenstein and Frank Stella] that [the art critic] Calvin TomKins talked about.
Part of what’s important in that time and before is to break these barriers of standard genres — painting and
sculpture and stuff like that — and treat them as ordinary objects, questioning the received or accepted technical
strategies. In unpacking that, they made all this art that was intentionally critical of the genres of painting and
sculpture and even critical of the boundaries that separated the arts — dance and music and so forth. Later, all this
became reinforced when I got over to New York and actually met some of these artists. I was still a kid, but I was
able to go to some of these events and began to experience directly some of the objects that the Pop artists and the
minimalists and the early, early conceptual artists were producing [at the beginning of the 1960s].



Detail of “Numbers and Trees: Arizona Series 1, Tree #8, Cave” (2023). Philip Cheung

When did you first consider yourself an artist?

That was at Newark Arts High School. That was a very valuable experience because, even without having much
thought about it, it allowed me to see this idea of being an artist as normal. I wasn’t the best student in the world at
that time, so I didn’t take full advantage of the experiences as I could. But that idea of being an artist was
something that I know is important: ‘What does it mean to be an artist?’ A lot of people struggle to bring that idea
into normality, but I didn’t have to struggle because the school presented it as a normal experience.



The artist’s paint brushes. Philip Cheung

Is that where you started learning to play the drums?

Even earlier. I'd been buying some albums — particularly early Miles [Davis] — and I set up this kind of drum set:
an old typewriter was the cymbal, and I had a real snare drum that our downstairs neighbor Nick gave to me. I
didn’t have a bass drum, so I just stomped my foot. And I’d play along to the records. Of course, I didn’t know what
I was doing — except I'd seen people sitting behind a drum Kit. Nick, who worked at a nightclub, said that he knew
[the jazz drummer] Jimmie Smith, and I started taking lessons from [him]. That lasted through high school and
into college. By then, Jimmie’s career was zooming [playing with the hard bop organists Jimmy McGriff and
Groove Holmes and later as a sideman for the piano giant Erroll Garner]. That’s when I started playing in blues
clubs.

You were a serious musician.

I practiced two to three hours a day, and this was while I was going to school. I didn’t apply that rigor to my studies,
though. I was pretty much a C+ student all through high school and my first two years of college. That changed
during my third year [at college] when my art history teacher asked me, “What are you going to do with your life?”
For about a third of my life, I think I was generally unconscious. That question made me think. I realized that if I
wanted to stay in art, I had to go to graduate school. And if I wanted to go to grad school, that meant I had to get
good grades.



An assistant on a table in the Great Hall. Philip Cheung

What music do you listen to when you’re making art?

I don’t. At least I don’t now. In my early years, I did most of the visual work myself and, during that time, I actually
did listen more to music — pretty much a combination of jazz and classical music, put on as background. It couldn’t
be anything that would draw my attention. And then as I got older, I started listening to the radio, news radio
stations like National Public Radio. Even today, I’ll put on MSNBC as background. I very rarely work in silence,
except when I’m composing music.

Music is very important to me. The first work of art that really did something to me was by Sonny Rollins. That just
change my life. But in art, that didn’t happen until later, when I was in college, and it was the René Magritte show
at MoMA [in 1965]. It changed my perspective in the broadest sense.


https://www.moma.org/calendar/exhibitions/1898

Jars of paint in Gaines’s studio. Philip Cheung

What was so impactful about that show?

I was surrounded at the time by Abstract Expressionism. A lot of my teachers painted that way. And so that’s what
I thought the visual language of art was. When I went to the Magritte show, it was the first time I thought that a
work of art — and a painting particularly — was much more than that. I remember being fascinated by the
ambiguity of Magritte’s content, this play between the real and the imaginary. Through him, I saw that painting
allowed you to do things to objects that couldn’t happen in reality, but you can do in a painting and occupy a space
that seemed real. So I was interested in that version of the material: things burning that can’t burn, things floating
that can’t float. I saw that as a certain kind of play with content that I didn’t even think was an option in making
works of art.



Color tests in Gaines’s studio. Philip Cheung

When you start a new piece, where do you begin?

I work in series, so we’ll only do two, three pieces a year. When I thought of taking on the process of using systems
rather than my imagination in order to make work, that became the leitmotif of my entire life’s production. It’s not a
freewheeling tabula rasa subjectivity where I can only work from my impulse and my intuition. It offers a much
more rigid framework than that.

How do you know when you’re done?

Well, sometimes they’re closed systems. For example, there’s one piece where I decide I will rotate a plant four or
five times and, when the rotation is complete, then that particular part of the series is over. But then most of [my
works] are open systems, so there is no ending. Instead, the ending’s mostly limited by the installation situation.
Say there’s an exhibition where we’re going to put in this work with large plexi boxes, and it turns out that I can get
eight of them in the gallery. So I’ll do that. Without that constraint, it just can go on infinitely, to the point of boring
people stiff!



An in-progress ink drawing, called “Shadows XIV: Aloe,” 2024. Philip Cheung

How many assistants do you have?
Right now, 22.
Have you assisted other artists before?

No, I never did. Nor did I ever have artist mentors. The closest was Jimmie Smith — as a drummer, he was quite a
wonderful mentor, but as a human being. ... I think it was a phenomenon of the time, a time of great transition. I
wasn’t in an environment where I could easily encounter a mentor. There were a lot of minority artists, but they
were cloistered; you didn’t have access to them unless you actually lived in New York, for example. And the white
artists. ... Sol LeWitt wasn’t a mentor, but he was quite important to me and my career.



Test photos for a future project. Philip Cheung

You may not have had a mentor, but you’ve been a mentor to many — Mark Bradford, Rodney McMillian, Andrea
Bowers, Sam Durant, Laura Owens, Henry Taylor, Lauren Halsey: The list goes on. As a professor for most of your
adult life, up until retiring from Cal Arts last year, what relationship does your artistic practice have to your
teaching?

Teaching itself has been a crucial part of my studio practice. When I was in graduate school, I had the same
question I had to face in undergraduate: “What are you gonna do now?” A lot of friends were getting jobs, but I
waited so late. It just so happened, though, that there was a guy who was studying with me up in Rochester who
headed an art department in Mississippi. He invited me to come teach down there. I'd never taught before. I taught
a painting class, but I also taught art history, so I had to teach myself art history as I was teaching it to the
students. Through art history, I got a clearer sense of critical thinking because art history is an intellectual practice.
The way that art was taught to us was that artists did not get involved in intellectual practices because it interfered
with the idea of creating things. I knew that that was the problem. In fact, my difficulty in really bonding myself
with the idea of artistic practice was caused by that prescription. I wanted to expand that idea of a more
unconstrained art practice by underscoring that part of art was an intellectual practice.

That tension helped me form a course that I taught for years [“Content and Form”]. That course was very useful to
me in finding out what kind of work I wanted to do because it got me involved. I was introduced to two influential
books: “The Shape of Time” (1962) by George Kubler, and the other was Henri Focillon’s “The Life of Forms in Art”
(1942), both written by art historians. I thought that the art criticism at the time, the whole idea of aesthetics at the
time, was a disaster. It made art so uninteresting. Thankfully, those two books expanded my understanding of art
[by centering formal and conceptual connections rather than biographical and historical ones alone] and confirmed
my general notion that if you really want to find out new ideas, you have to go to the thoughts of others. Because if
you rely on your own subjectivity alone, you’re just going to run around in a circle.
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When Charles Gaines was in elementary school in Newark, New Jersey, in the 1950s, he showed an
aptitude for drawing. His well-meaning teacher suggested to his mother that perhaps he should be
an artist. He could be the first black artist in the history of the world, she said.

Gaines lets out a yelp of laughter when he relates this story, speaking to me by Zoom from his
studio in Los Angeles. It’s outrageous, he says. The teacher was genuinely unaware of any history
or tradition of art-making among black people, not just in the US but worldwide. “Africa was just

Joseph Conrad, the way people understood it,” Gaines says.

Such ignorance, today, beggars belief. But vestiges of
. it persist, unconscious and generally unchallenged,
One of the Joys was the fact and are responsible in part for the art world’s
that | could exPerience slowness to fully acknowledge Gaines’s contribution
things that | couldn't predict, and achievements.

that | couldn't anticipate
Two decades later, Gaines was making a living as an

artist and professor, even in what he calls “an

extraordinarily racist art world”. In 1975, he was
included in the prestigious Whitney Biennial; three years on, he began showing with Leo Castelli,
in New York. Nevertheless, to his frustration, he found his work was rarely written about critically,

nor was it included in exhibitions in African-American institutions.

“Why do you make white art?” was a question Gaines was sometimes asked, to his bewilderment. “I

couldn’t give an answer!” he says.

His work belongs to a branch of conceptual art specifically concerned with processes and systems.
The aim was to remove subjectivity from art by following self-determined rules and procedures.
His breakthrough came in 1973, with his “Regression” series, in which he wrote sequential
numbers in the squares of a hand-drawn grid to generate an amorphous form that grows from
drawing to drawing, each generating the next. “It looks complicated, but it really isn’t,” Gaines
assures me. “One of the joys was the fact that I could experience things that I couldn't predict, that
I couldn't anticipate.”


https://www.ft.com/stream/4ada331a-5eba-3d07-b680-e14e43b74e92
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Charles Gaines’ ‘Numbers and Trees: London Series 1, Tree #6, Fetter Lane’ (2020) © Charles Gaines, courtesy Hauser & Wirth

There were other, less joyful, things Gaines didn’t anticipate. In the 1970s, the thriving black art
scene in the US was connected especially to the Black Arts Movement, which held that art should
represent the lived experience of its maker; Gaines was making art that appeared abstract,

impersonal and systematic.

“My big challenge was, how do I explain this to people? How do I say that drawing 450 million
numbers is really my expression of racial identity?” Gaines says, with a laugh. “But the world came
around to the way I saw it. I ultimately didn't have to convince anybody of anything.”

In recent years, things have been changing. In 2018, he began exhibiting with the international
gallery Hauser & Wirth: his exhibition Multiples of Nature, Trees and Faces, opening in London
on January 29 (online only until current restrictions are eased), will be the 76-year-old artist’s first
solo show in the UK.



Charles Gaines’ ‘Numbers and Trees’ series will be on show — online at first — at Hauser & Wirth from January 29

At Dia:Beacon, New York, a long-term display of Gaines’ work, including early pieces from the
museum’s collection, will open on February 12, while at the San Francisco Museum of Modern Art,

in California, an exhibition of new work is scheduled to open on February 27.

Eventually Gaines arrived at an answer to those questioning the role of identity in his work. “Now I
think that anybody who makes art is participating in a reflection of their lived experience.
Anybody. But it’s a question that white artists aren't asked.”

The assumption, Gaines came to realise, was that white western art tapped into a universality that
was unavailable to other cultures. Modernism, as he sees it, was simply the most recent
manifestation of a whole history of white cultural production that stretched back to the
Enlightenment, which, thanks to philosophers such as Hegel and Kant, saw itself as demonstrably
superior to the so-called “primitive” art and culture of non-white peoples. The Enlightenment,
Gaines believes, “is totally responsible for the invention of racism”.



Charles Gaines uses an overlaying technique in his Los Angeles studio © Fredrik Nilsen

Gaines was born in the Jim Crow South, moving from Charleston, South Carolina, to New Jersey at
the age of five. He attributes his intellectual curiosity to that highly politicised environment. “As a
child, I was very interested in these questions, ontological questions, and would ask why things are
this way and why things are that way,” he says. “The most fundamental question, of course, is why
are white people white and black people black? And why are white people treated better than black
people?”

In college, Gaines became interested in the work of composer John Cage, who led him to eastern
spiritual and artistic practices, including Tantric art. There were other long-established practices
by which the experience of artistic beauty could be created without relying on the maker’s
subjectivity.

Other conceptual artists were suspicious of beauty, which they considered the enemy of rational
thought and pure ideas. “Fortunately, I escaped that trap quite early,” Gaines says. Beauty — “an
ideological construct that has been used by western art in various ways to justify certain practices”,
as he puts it — was the central object of his critique. “It doesn't take away my ability to enjoy it,” he
adds. “T just don't think it's a product of the creative imagination.”



‘Numbers and Faces: Multi-Racial/Ethnic Combinations Series 1: Face #11, Martina Crouch (Nigerian Igbo Tribe/White)' (2020) © Charles Gaines
In the mid-1970s, Gaines was driving in California’s agricultural Central Valley when he passed an

orchard of walnut trees. He noticed that their criss-crossing branches formed a kind of organic
grid, and that the orchard itself was a gridded system. Soon after, he made the 26-part series
“Walnut Tree Orchard” (1975), the first in a body of work depicting trees that continues today.

For his London exhibition, Gaines has made “Numbers and Trees: London Series 1”. He
photographed entire trees and transcribed them using coloured acrylic paint on to a grid. As the
series progresses, each tree is overlaid, on Plexiglas, on to the one before; a close-up photograph of
a different tree is fixed beneath. These new pieces, like the trees they depict, are majestically large.



Charles Gaines’ layering technique is also used to explore . .. ... levels of genetics and ethnicity © Charles Gaines

A parallel series, “Numbers and Faces: Multi-Racial/Ethnic Combinations Series 17, conducts a
similar procedure using photographs of people. Gaines first made a work featuring faces in 1978;
early on, his investigations into beauty, semiotics and arbitrary systems applied equally to genetics
and ethnicity too.

Since 1989, Gaines has been on the faculty of the California Institute of the Arts. Some of Los
Angeles’ most celebrated artists — including Mark Bradford, Henry Taylor and Laura Owens
— have benefited from his theoretically rigorous seminars. After such a long career shaping the
artists of the future, how does he feel, I wonder, about the contemporary art of today, with its
emphasis on identity politics and subjective representation?

Good, he says. The art world today is much more diverse, both racially and in terms of aesthetic
possibilities. The debates going on are “very healthy, and infinitely more interesting than the kinds
of debates that were going on in the *70s, which were very narrowly prescribed. I feel quite happy
about that.”



Detail of ‘Numbers and Faces: Multi-Racial/Ethnic Combinations Series 1: Face #11, Martina Crouch (Nigerian Igbo Tribe/White) (2020)

Find more information on the upcoming exhibitions at hauserwirth.com, www.sfmoma.org and
diaart.org

Follow @FTLifeArts on Twitter to find out about our latest stories first

Listen to our podcast Culture Call, where FT editors and special guests discuss life and art in the
time of coronavirus. Subscribe on Apple, Spotify, or wherever you listen
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Preview Performance: ‘Manifestos 7’ by Charles Gaines

Hauser & Wirth YouTube WATCH HERE
Preview Performance: ‘Manifestos 7’ by Charles Gaines
25 June 2025

The West Hollywood gallery hosted a preview performance of ‘Manifestos 7’ (2025), composed by noted
American artist Charles Gaines, on the occasion of his West Hollywood exhibition, ‘Charles Gaines. Numbers
and Trees, The Tanzania Baobabs.’

The preview performance builds upon Charles Gaines’ Manifestos series, in which he disarms and draws
upon historical texts, uniting the rational, mathematical, and lyrical structures of music with the irrationality of
violence, racial tensions and social injustice. In ‘Manifestos 7,” the artist examines the rulings from two landmark
US Supreme Court cases: Plessy v. Ferguson (1896) and Brown v. Board of Education (1954). The first case set
the ‘separate but equal’ precedent and the second overturned it, bookending a period of legalized segregation
in the United States.


https://www.youtube.com/watch?v=SWKa23ytRak



