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CHRIS LANGDON My Laser, 1974, 1/2

Transcript: 
My Laser 

(Chris Langdon, 1974, 16mm, 4 mins)

I’ve been, uh, getting  
into lasers

Is this, this is your laser?
Yeah, this is my laser.

Oh, uh. It’s, um.
A bit red. 

Yeah.
Sort of, uh.

Yeah. It’s uh, kind of, um, 
bright.
Wanna stick your hand in 
there and see it? Won’t burn, 
but I want you to be careful.

It’s nice.
Yeah.

Yeah. 
It’s really, uh...

How come it’s red?
Well, uh, I think it, uh, was 
the guy’s favourite colour.

Oh yeah.
Mister uh... The guy who 
started out with lasers,  
you know?





(1+28/28) Transcript of the dialogue in the film  
My Laser (Chris Langdon, 1974, 16mm, 4 mins)

(5/28)  In the late 1990s Chris Langdon transitioned 
and took a new name. In this email, sent 
on 30 October 2023, Inga offers notes and 
context on the Chris Langdon films selected 
for this exhibition. 

(6-7+9-10/28) Pages 228-231 from the catalogue  
of the 2019 International Short Film 
Festival Oberhausen, at which a 14 film 
programme of Chris Langdon’s work was 
presented on 4 May 2019, as part of the 
festival’s Theme programme, “The Language 
of Attraction: Trailers between Advertising 
and the Avant-garde”, curated by Cassie 
Blake and Mark Toscano. 

 Courtesy International Short Film Festival 
Oberhausen. 

(8/28)  Article by Reed Johnson on the work of  
Chris Langdon, Los Angeles Times, 25 January 
2010. Written in response to the screening 
“Now You Can Do Anything: The Films  
of Chris Langdon”, REDCAT, Los Angeles,  
25 January 2010. This screening was the first 
significant presentation of the filmmakers’ 
work in decades, following the collection, 
preservation and restoration of Langdon’s 
films by the Academy Film Archive, through 
the efforts of Mark Toscano. 

 Courtesy Reed Johnson / Los Angeles Times.

(11/28) Press release, written by Louisa Wombacher, 
for the Jana Euler exhibition  
“Das Investment”, Galerie Neu, Berlin,  
14 October - 2 December 2023. This 
exhibition included the first public 
presentation of paintings from Euler’s 
series Coffee bean - Where the energy comes from. 
(The exhibition included paintings  
2, 3 and 4 from this series, Coffee bean – 
Where the energy comes from 1, is presented for 
the first time in the exhibition “Two Faces 
Have I”.) “Where the Energy Comes From” was 
previously used as the title of Euler’s 2014 
solo exhibition at Bonner Kunstverein, and 
for her 2014 series of monumental paintings 
of electrical sockets. 

 Courtesy Louisa Wombacker / Galerie Neu. 

(12/28) Press release for the Jana Euler exhibition 
“Global Warnings!”, dépendance, Brussels, 
2 March - 7 April 2018. This exhibition 
included the first public presentation 
of Euler’s paintings slug speed of background 
(2018) and slug speed of slug (2018), which are 
included in “Two Faces Have I”. Euler’s 
collage Global Warnings! (Invitation) (2018)  
was used as the image for that exhibition’s 
invitation, the original is shown in  
“Two Face Have I” for the first time. 

 Courtesy dépendance. 

(13/28) First page of a PDF of the essay The good, 
the bad, and the ugly: Jana Euler’s quiet riot, written 
by Kristian Vistrup Madsen for Art Basel 
Stories, August 2021. 

 Courtesy Kristian Vistrup Madsen / Art Basel.

(14/28) Page 4 of the exhibition brochure, written  
by Jay Sanders and Jamie Stevens, for the 
Jana Euler exhibition “Unform”, Artists Space, 
New York, 21 February – 19 September 2020. 

 Courtesy Jay Sanders / Jamie Stevens / 
Artists Space.

(15/28) Screen-grabbed excerpt of the essay Jana 
Euler: Contextual Painting in Times of Global 
Groundlessness, written by Ingrid Luquet-Gad 
for Flash Art, issue 330, April-May 2020. 
Courtesy Ingrid Luquet-Gad / Flash Art.

(16/28) Pati Hill, Some Notes on My Life, published in the 
guide for Hill’s solo exhibition “Wall Papers”, 
Bayly Art Museum, University of Virginia, 
Charlottesville, 15 April – 18 June 2000.

(17/28) Screenshot of arcadiaexhibitions’ Instagram 
post, 2 March 2020, featuring the exhibition 
announcement for “Pati Hill: Common Alphabet 
#1”, Franklin Furnace, New York City, 1978. 
Offset printed postcard, 11.5 x 18cm. 

 Courtesy Franklin Furnace Archive,  
Inc & Arcadia University Archives,  
Glenside, Pennsylvania.

(18-19/28) Pages 114-115 of Pati Hill’s 1979 
publication Letters to Jill, a catalogue and some  
notes on copying, a 128 page book prompted  
by Hill’s discussions with her gallerist 
and publisher, Jill Kornblee, about the 
status of her xerographs and the process  
of making them. Published by Kornblee  
and printed by the Visual Studies  
Workshop Press in Rochester, New York. 

 Courtesy Arcadia University Archives, 
Glenside, Pennsylvania.

(20/28) A handwritten note by Pati Hill, 2004,  
from preparatory notes and materials  
related to the draft of an unpublished  
book (perhaps to be titled “Women and Vacuum 
Cleaners”), contained in the collection 
“Women and Vacuum Cleaners” (c.1960s-2000s). 
This collection’s documents are represented 
in the wallpaper of the exhibition  
“Two Faces Have I”. 

 From the collection “Women and Vacuum 
Cleaners”, Pati Hill, © [c. 1960s-2000s], 
Arcadia University Archives, all rights reserved.

(21/28) Second page of the press release, written 
by Baptiste Pinteaux, for the Pati Hill 
exhibition, “Heaven’s door is open to us / 
Like a big vacuum cleaner / O help / O clouds 
of dust / O choir of hairpins”, Air de Paris, 
Romainville, 12 September – 17 October 2020. 

 Courtesy Baptiste Pinteaux / Air de Paris.

(22/28) Cover letter from Pati Hill to Charles Eames, 
sent to accompany Hill’s 12 page booklet- 
-maquette for her work A Swan: An Opera in Nine 
Chapters, 1978. Hill met Charles Eames in July 
1977 on a transatlantic flight from Paris  
to New York. Hill had been experimenting 
with the photocopier as an artistic medium 
since 1973 or 1974. Following her meeting 
with Eames, through his influence, IBM would 
loan Hill her own personal IBM Copier II. 

 Courtesy Arcadia University Archives, 
Glenside, Pennsylvania.

(23/28) Screenshot of Sylvie Fanchon’s author’s page  
on the website of publisher and distributor  
Les Presses du Réel. Accessed 11 December 2023. 

 Courtesy Les Presses du Réel.

(24/28) Review of Sylvie Fanchon’s exhibition 
“Peintures” at Galerie Bernard Jordan, 
Paris, 2007, written by Guitemie Maldonado 
for Artforum, Summer 2007, vol. 45, no. 10. 
Courtesy Guitemie Maldonado / Artforum. 

(25/28) Screenshot of an excerpt of Sylvie Fanchon’s 
Wikipedia page. Accessed 11 December 2023. 
Courtesy Wikipedia.

(26/28) Page 6 of 14, of the essay, 
JESUISDESOLEEJENAIPASCOMPRIS. A reflection  
on truth in Sylvie Fanchon’s painting, written  
by Helena Chavez Mac Gregor for TextWork, 
May 2023, and translated from Spanish  
to English by Ana Andrade. 

 Courtesy Helena Chavez Mac Gregor / TextWork 
/ Fondation Pernod Ricard.
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The exhibition Two Faces Have I gathers works 
by Jana Euler (1982-), Pati Hill (1921-2014) 
and Sylvie Fanchon (1953-2023), to orbit 
films by Chris Langdon (1952-).

The following material is offered as a form 
of reader or source book, to provide context 
on the works of the four artists shown.

AMPERSAND Intro
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De: inge uwais
Objet: Commentary
Date: 30 octobre 2023 à 22:00

À: Alice Dusapin, Martin Laborde, Justin Jaeckle

Alice, Martin, Justin,
I am writing after mulling over some thoughts about the films you have chosen, 
and maybe more generally what I can remember about those days.
I had aspired to be a painter. I think at the time, I was heavily influenced by 
Surrealists. But somewhere around the time I entered art school, it became 
somewhat apparent that was not going to happen. I liked narrative in art, I liked 
"B" movies, and the hidden genius of bad art, and low budget films. So, I started 
making films, and was fortunate to discover Cal Arts, and even more fortunate to 
get into the film school there.
The film school was very diverse, from Hollywood people and aspirants to 
animators, and a small number of "art" filmmakers. My mentor was the San 
Francisco artist/filmmaker , Robert Nelson. He was a great influence. He 
encouraged his students to work and not overthink their projects.
I was all for that. Overcoming the process nature of filmmaking became one of 
my ambitions. I would try to make more films than any other students. To that 
end, I found ways to make them cheaper, using out of date film stock and even 
print stock.
With that in mind, most of my films were very spontaneously or intuitavely made. 
I was often making satire or parody of what was around. I was a contrary. I didn' 
take myself seriously. After a while, I gravitated to the Art School at Cal Arts, 
primarily the Baldessari crowd. I was exposed to a tremendous amount of 
boring art and film done by artists. I did not want to make boring art.
"Bondage Boy " was my first attempt at making something like a formalists art 
film,  (a satire of ) something like a film painting , something resembling 
performance art,all with music and a hilarious touch of low budget bondage 
porn. It even has a moral. But I hoped it would be entertaining.

" Venusville" is a film made with my good friend , Fred Worden. It probably owes 
a lot to the boat names guessing part of Robert Nelson's  film," Bleu Shut". But I 
had just started using out of date color negative print stock as camera stock. It 
had an asa of maybe 2, but made some interesting colors and grain due to " 
pushing" in processing. Fred and I got into a discussion one day about the 
perception difference between a motion picture of a still object and a freeze 
frame made on an optical printer. So we decided to each individually shoot 
footage and make freeze frame footage, we spliced the rolls together , watched 
them and commented on them with some radio on and that was the soundtrak.  
I don't know what posessed us to think that it was a film worth putting a title on..

" The Gypsy Cried" came about very incidentally. I somehow was in the 
posession of a sync sound camera and tape recorder, a rare event. I filmed my 
record player playing one of my favorite songs. The song is the story. It was a 
kind of twist on the music rights law, a device I employed other times.
"Last Interview with P. Pasolini"  I made this film to commemorate the passing of 
Pier Paolo Pasolini. There was something suspicious about his creepy allegories 
and sanctimonious narcissim in his films. Perhaps the manner of his demise 
verified it?demise verified it?

" My Laser"  Made with friend Ken Feingold, a spontaneous idea. I had made a
series of photos at night with the laser pointer on sidewalks, and the laser was
on a table in my studio when Ken came by, and he asked about it. It seemed so
innane, we made a film. In retrospect, the photos I made ( I wanted to film it but
couldnt afford the ultra high speed film, mainly used in police surveillance, in
fact I think it was called " surveillance film". I settled instead for several rolls of
35mm still camera film. My studio was located in a part of downtown LA that
very few people traversed the streets after dark unless they were intoxicated. I
would target the laser point in front of the revellers moving it along as they went
and recorded their reactions if any.  Lasers were very unusual at that time.

"Two Faces have I"  This one probably came from that intuitive corner of my
painter's soul. The few times I have seen it, I don't believe I could have known
that something in it transcended my smart-ass young self who made it. It has all
the animistic sadness of whatever we try to do, work hard at, and retire from.

I hope I drew a good picture. I think there were a number of us at Cal Arts who
weren't very thrilled with the way things were going in the "art world" according
to Cal Arts.  We were mostly painters without canvas. But most of us found our
way forward notably my friends, Steve Galloway, and David Salle among others.

The title you chose is fine. 
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had just started using out of date color negative print stock as camera stock. It 
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frame made on an optical printer. So we decided to each individually shoot 
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" The Gypsy Cried" came about very incidentally. I somehow was in the 
posession of a sync sound camera and tape recorder, a rare event. I filmed my 
record player playing one of my favorite songs. The song is the story. It was a 
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Pier Paolo Pasolini. There was something suspicious about his creepy allegories 
and sanctimonious narcissim in his films. Perhaps the manner of his demise 
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CHRIS LANGDON Email, 30 October 2023
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228

In den vielen Jahrzehnten, die Chris Langdon in den un-
terschiedlichsten Medien künstlerisch tätig war, hat sie 
nur zwischen 1972 und 1976 Filme produziert, hauptsäch-
lich während sie am California Institute of the Arts bei 
Robert �elson, Pat ���eill und John Baldessari studierte. 
�nd doch waren ihre wenige Dutzend unvergessenen 
Kurzfilme von nachhaltigem �in�uss auf ihre Kommili-
tonen, von denen viele (einschließlich David Salle, Fred 
Worden und sogar Paul Reubens) sowohl die Filme als 
auch Langdon selbst noch Jahre später als prägende 
Inspiration in dieser Zeit bezeichneten.

Langdons Filme sind oft ein frecher Mix aus ernster und 
leichter Muse: Ein komödiantisches Fesselspiel-Szenario 
wird zur Kritik am Strukturalismus und ein satirischer 
�Dokumentarfilm� über Picasso entlarvt die fragwürdige 
Macht des bewegten Bildes. Die Filme bedienen sich 
oft der Techniken und Sprache von Trailern, Lehrfilmen 
und des Kitschkinos, und in gewissem Maße nehmen 
sie sogar Musikvideos vorweg. Sie sind weder schwer-
fällig noch geben sie sich pseudokünstlerlisch und 
stellen nicht nur die Art und Weise der Kunstherstellung 
selbst, sondern auch unseren Konsum der Kunst und 
ihrer angeblichen Botschaft infrage. Thom Andersen hat 
Langdon als �die erste Punk�Filmemacherin der Welt� 
bezeichnet, und das ist keine �bertreibung. Formal ist 
ihre Arbeit satirisch und zum Schreien komisch, doch 
zugleich bodenständig und direkt. Häufig bedient sie 
sich konzeptioneller und performativer Kunstformen, um 
diese wiederum zu hinterfragen. Aber alles in allem sind 
ihre Filme einfach nur urkomisch. (MT)

Mit
Inga �wais 

1952 als Chris Langdon geboren, besuchte sie von 1971 bis 1976 das 
California Institute of the Arts und schloss ihr Studium mit einem BFA 
und einem MFA ab. Sie schuf ein umfangreiches, eklektisches �uvre 
in Malerei, Grafik, Bildhauerei, Film und Video. 1994 zog sie sich vom 
Kunstbetrieb zurück. 1997 machte sie einen Abschluss an einer Schule 
für traditionelle chinesische Medizin. Seit 2010 malt sie wieder.

Alle im Programm enthaltenen Filme wurden vom Academy 
Film Archive restauriert (außer ��ow, �ou Can Do Anything�, 
�Thin Premises� und �Intermittent Transposition�).

In her multiple decades as an artist in numerous medi-
ums, �hris �angdon only produced films in a concentrat-
ed period between ���� and ����, primarily while studying 
at CalArts in the company of instructors such as Robert 
Nelson, Pat O’Neill and John Baldessari. Yet these few 
dozen memorable short films exerted notable in�uence on 
her fellow students, many of whom (including David Salle, 
Fred Worden and even Paul Reubens) would still vividly 
remember them (and Langdon) years later as a formative 
inspiration during that period.

�angdon�s films are often a brash mix of the so�called 
high and low – a comical bondage setup is employed as a 
critique of structuralism and a satirical ‘documentary’ on 
Picasso reveals the questionable authority of moving 
images� The films often reference the techni�ues and 
language of trailers, informational films, trashy cinema, 
and even presage music videos to a degree. Never 
ponderous or evasively arty, the films delight in 
challenging not just modes of artmaking, but our 
ingestion of that art and its supposed message. Thom 
Andersen has called her �the first punk filmmaker�, and 
this isn�t a wild claim� Formally, her work is satirical and 
wildly comic yet deeply rooted and direct, often 
participating in conceptual and performative art forms in 
order to critique them. Perhaps above all, the films are 
�ust really funny� (�T�

With
Inga Uwais
 
�orn as �hris �angdon in ���� and attended the �alifornia 
�nstitute of the Arts from ���� to ����, receiving both a ��A and an 
MFA. She produced a large and eclectic body of work in painting, 
graphics, sculpture, film and video� �n ����, she retired from making 
art� �n ����, she graduated from �hinese medicine school� She returned 
to painting in �����

All films in the programme are restored by the Academy 
�ilm Archive (except for ��ow, �ou �an Do Anything�, 
‘Thin Premises’ and ‘Intermittent Transposition’).

Thin Premises / Shocking Exposés
Die Filme von Chris Langdon 
The Films of Chris Langdon
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Thema  
Theme 44.5. 17:00 Uhr ���� pm Gloria

Trailers for the Films of Chris Langdon

USA 1973–74
colour and b/w, Englisch English

Regie Director Chris Langdon

Langdon hat zahlreiche absurde Trailer zu ihren ohnehin 
schon sehr kurzen Filmen produziert, teils aus Liebe zum 
Format, teils als satirische Antwort auf die in ihrer 
Kunsthochschule weit verbreitete Konzeptkunst. Diese 
Auswahl stellt die komplette Sammlung aller noch exis-
tierenden Kopien dar. (Die meisten anderen sind momen-
tan unau�ndbar.� Langdon produced numerous 
absurdist trailers for her already very short films, partly 
out of love for the form, partly as a student’s satirical 
gesture at the attitudes of an art school steeped in the 
conceptual. This selection represents the complete 
collection of surviving examples (some others are 
currently lost). // MT

Bondage Boy

USA 1973
5', 16mm, Farbe colour, Englisch English
Regie Director Chris Langdon

Eine verschwitzte und lüsterne Nacht in einer unterir-
dischen Einzimmerwohnung soll zugleich den Struk-
turalismus aufs Korn nehmen. Sensationshascherei in 
konzeptionellem Gewand! A sweaty and salacious night 
in a subterranean studio doubles as a satirical send-
up of structuralism. Sensationalism at its most con-
ceptual! // MT

Two Faces Have I

USA 1973
b/w, ohne Text without text

Regie Director Chris Langdon

Eine kleine Geschichte als Antwort auf Lou Christies 
gleichnamigen Song. A mini-narrative response to Lou 
Christie’s titular song. // MT

Now, You Can Do Anything

USA 1973
6', 16mm, Farbe colour, Englisch English
Regie Director Fred Worden, Chris Langdon

Ein Tag am Strand von Malibu im Jahr 1973, und als einzi-
ge Ausrede gilt die Tatsache, dass das Filmmaterial nicht 
sehr lichtempfindlich war, sodass die Filmemacher beim 
Dreh sehr viel Licht brauchten. Der Titel suggeriert die 
nonchalante Haltung, mit der Langdon und Worden sich 
dem Filmemachen angenähert haben, und das Ergebnis   
ist eine höchst anekdotische und bezaubernde Collage 
eines Tages unter Surfern, mit den Stars der lokalen 
Surf-szene im Abspann. A day at the beach in Malibu, 
����, the only pretext being that the film stock was really 
slow, and so the filmmakers needed a lot of light to 
expose it. The title suggests the why-not? idealism with 
which Langdon and Worden approached the filmmaking 
process, and the end result is a highly anecdotal and 
charming composite of a day among the surfers – 
complete with a credited cast of local stars. // MT

Two Faces Have IBondage Boy
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ENTERTAINMENT & ARTS

A showcase for experimental filmmaker Chris Langdon
BY REED JOHNSON

JAN. 25, 2010 12 AM PT

For decades, colleagues and connoisseurs say, Chris Langdon was arguably the most
interesting and important experimental L.A. filmmaker that most people had never
heard of. Even many of Langdon’s old friends and teachers from the California
Institute of the Arts, including artist John Baldessari and avant-garde trickster auteur
Robert Nelson, didn’t know what had become of her over the last 30 years.

As it happens, Langdon is alive and well in Pasadena, where she’s still painting and
sculpting. Tonight, she’ll be making one of her first public appearances in ages when
she attends a retrospective of some of her work, “Now You Can Do Anything: The
Films of Chris Langdon,” at REDCAT in downtown Los Angeles.

But Langdon acknowledges that old acquaintances may have trouble recognizing her
as Inga, the female incarnation she assumed several years ago after a sex change. On
a chilly afternoon last week at a Pasadena restaurant, the artist also indicated that no
one was more surprised than herself when film preservationist Mark Toscano, who
curated REDCAT’s program, tracked her down through the Internet several months
ago. “I guess I was just a little incredulous that anyone would remember those films,
and a little wary about it, to be honest,” said Inga, who asked that her surname not be
used to protect her privacy. “But after awhile, I thought it was pretty cool.”

Inga, who was born in 1952 and raised in Indiana, got a love of photography from her
newspaper-photographer father and started making Super 8 films, including

animations and scratch films, in her teens.

Inga said she was “always a rebel,” leading her into student activism against the
Vietnam War. That attitude also applied to certain parts of the CalArts instructional
ethos. At the time she attended, Inga said, the Valencia arts college “was all about
something had to be new and different, complex.”

But Inga and a handful of other students gravitated more toward traditional
figurative painting, which was then held in low esteem by much of the academic
establishment. Although in retrospect, Inga believes that films were “a very good
medium” for letting her tell stories, she came to realize that experimental filmmaking
“was too expensive, and there really wasn’t any money in it.”

Eventually, she quit filmmaking entirely and went back to painting for private
pleasure, not exhibition. Later, she experienced a second life, earning a degree in
traditional Chinese medicine and living in China. “Having gone through a big healing
process myself, I was interested in helping and healing other people,” she said,
referring to the challenges of her sex change.

The dozen-odd films in REDCAT’s program showcase Langdon’s penchant for gently
but incisively puncturing artistic pomposity and popping the two-headed balloon of
received opinion and dubious authority. In an interview, Toscano praised Langdon’s
films for what he termed their irreverent but never unkind wit and for their ability to
find potency in “very powerful, single ideas.”

He said Langdon’s films also avoid the art-student tendency to fetishize their
imagery. In Langdon’s films, Toscano said, it’s the clarity of the concepts that
registers most.

Among teachers and fellow students in the early 1970s, Langdon’s films were highly
regarded both for their sophisticated yet unpretentious way of conceptualizing ideas
as well as for their sheer quantity and the speed with which they were made.
Although some students labored over a single film for a year, Langdon churned out
up to 12 in that span. She also worked on two films each with Baldessari and seminal
experimentalist Fred Worden.

Inga said that one film, “Picasso,” was concocted in about four hours after the Cubist
master’s death in 1973. Her fellow art students wanted to throw a send-off party, Inga
said, so she decided to bring a film to the postmortem bash.

The three-minute black-and-white work depicts an actor portraying Picasso drawing,
in a deliberately unpersuasive manner, as a looped voice-over that Langdon got from
a found scrap of stock footage rambles nonsensically in a Southern accent. Although a
subtitle proclaims this is “the actual voice of Pablo Picasso,” the film’s patently false
“documentary” style invites viewers to question assumptions about artistic hero
worship and the creative process.

A similar sensibility, more cheeky than mocking, pervades a number of Langdon’s
films. “The Last Interview With P. Passolini” (1975) purports to be a serious Q&A
with the Italian neo-realist master. But as the possible pun in the title telegraphs --
the director’s name is correctly spelled with just one “S” -- it turns into a ludicrous
spoof of film-crit gibberish and cinematic idolatry.

“Bondage Boy” (circa 1974) serves up sequential visions of a young man in a white
slip, lashed to pillars and banisters, while “These Boots Are Made for Walkin’ ” blares.
But the vision isn’t played as camp sensationalism. You might detect a parody of so-
called structural films such as Andy Warhol’s “Empire,” generally abstract, anti-
narratives that emphasized formal qualities. “We were exposed to a lot of structural
films, like Michael Snow’s films,” Inga said. “I thought often the imagery in those
films wasn’t very interesting. Nothing to lure your eye.”

Other Langdon films display a tender reverence for the power of earnest simplicity.
“The Gypsy Cried” (1973), depicting a 45 rpm record being cued up and played, is a
concise homage to the mnemonic power of the throwaway ‘60s pop ditty that gives
the film its title.

“I don’t particularly believe in high art and low art,” said Inga, whose favorite
filmmakers include Werner Herzog. “If you get a lot out of a Sam Fuller film, it
doesn’t matter if it’s high art or low art. I like it when those distinctions are blurred.”
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One of the unforeseen benefits of withdrawing from making art for several years, Inga
said, was realizing that “art is very precious.”

“I don’t think I really understood that until I stopped doing it,” she said. “I’m getting
used to the idea that there still might be some of that energy left in me, from those
times, waiting to come out.”

reed.johnson@latimes.com
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A showcase for experimental filmmaker Chris Langdon
BY REED JOHNSON

JAN. 25, 2010 12 AM PT

For decades, colleagues and connoisseurs say, Chris Langdon was arguably the most
interesting and important experimental L.A. filmmaker that most people had never
heard of. Even many of Langdon’s old friends and teachers from the California
Institute of the Arts, including artist John Baldessari and avant-garde trickster auteur
Robert Nelson, didn’t know what had become of her over the last 30 years.

As it happens, Langdon is alive and well in Pasadena, where she’s still painting and
sculpting. Tonight, she’ll be making one of her first public appearances in ages when
she attends a retrospective of some of her work, “Now You Can Do Anything: The
Films of Chris Langdon,” at REDCAT in downtown Los Angeles.

But Langdon acknowledges that old acquaintances may have trouble recognizing her
as Inga, the female incarnation she assumed several years ago after a sex change. On
a chilly afternoon last week at a Pasadena restaurant, the artist also indicated that no
one was more surprised than herself when film preservationist Mark Toscano, who
curated REDCAT’s program, tracked her down through the Internet several months
ago. “I guess I was just a little incredulous that anyone would remember those films,
and a little wary about it, to be honest,” said Inga, who asked that her surname not be
used to protect her privacy. “But after awhile, I thought it was pretty cool.”

Inga, who was born in 1952 and raised in Indiana, got a love of photography from her
newspaper-photographer father and started making Super 8 films, including
animations and scratch films, in her teens.

Inga said she was “always a rebel,” leading her into student activism against the
Vietnam War. That attitude also applied to certain parts of the CalArts instructional
ethos. At the time she attended, Inga said, the Valencia arts college “was all about
something had to be new and different, complex.”

But Inga and a handful of other students gravitated more toward traditional
figurative painting, which was then held in low esteem by much of the academic
establishment. Although in retrospect, Inga believes that films were “a very good
medium” for letting her tell stories, she came to realize that experimental filmmaking
“was too expensive, and there really wasn’t any money in it.”

Eventually, she quit filmmaking entirely and went back to painting for private
pleasure, not exhibition. Later, she experienced a second life, earning a degree in
traditional Chinese medicine and living in China. “Having gone through a big healing
process myself, I was interested in helping and healing other people,” she said,
referring to the challenges of her sex change.

The dozen-odd films in REDCAT’s program showcase Langdon’s penchant for gently
but incisively puncturing artistic pomposity and popping the two-headed balloon of
received opinion and dubious authority. In an interview, Toscano praised Langdon’s
films for what he termed their irreverent but never unkind wit and for their ability to
find potency in “very powerful, single ideas.”

He said Langdon’s films also avoid the art-student tendency to fetishize their
imagery. In Langdon’s films, Toscano said, it’s the clarity of the concepts that
registers most.

Among teachers and fellow students in the early 1970s, Langdon’s films were highly
regarded both for their sophisticated yet unpretentious way of conceptualizing ideas
as well as for their sheer quantity and the speed with which they were made.
Although some students labored over a single film for a year, Langdon churned out
up to 12 in that span. She also worked on two films each with Baldessari and seminal

experimentalist Fred Worden.

Inga said that one film, “Picasso,” was concocted in about four hours after the Cubist
master’s death in 1973. Her fellow art students wanted to throw a send-off party, Inga
said, so she decided to bring a film to the postmortem bash.

The three-minute black-and-white work depicts an actor portraying Picasso drawing,
in a deliberately unpersuasive manner, as a looped voice-over that Langdon got from
a found scrap of stock footage rambles nonsensically in a Southern accent. Although a
subtitle proclaims this is “the actual voice of Pablo Picasso,” the film’s patently false
“documentary” style invites viewers to question assumptions about artistic hero
worship and the creative process.

A similar sensibility, more cheeky than mocking, pervades a number of Langdon’s
films. “The Last Interview With P. Passolini” (1975) purports to be a serious Q&A
with the Italian neo-realist master. But as the possible pun in the title telegraphs --
the director’s name is correctly spelled with just one “S” -- it turns into a ludicrous
spoof of film-crit gibberish and cinematic idolatry.

“Bondage Boy” (circa 1974) serves up sequential visions of a young man in a white
slip, lashed to pillars and banisters, while “These Boots Are Made for Walkin’ ” blares.
But the vision isn’t played as camp sensationalism. You might detect a parody of so-
called structural films such as Andy Warhol’s “Empire,” generally abstract, anti-
narratives that emphasized formal qualities. “We were exposed to a lot of structural
films, like Michael Snow’s films,” Inga said. “I thought often the imagery in those
films wasn’t very interesting. Nothing to lure your eye.”

Other Langdon films display a tender reverence for the power of earnest simplicity.
“The Gypsy Cried” (1973), depicting a 45 rpm record being cued up and played, is a
concise homage to the mnemonic power of the throwaway ‘60s pop ditty that gives
the film its title.

“I don’t particularly believe in high art and low art,” said Inga, whose favorite
filmmakers include Werner Herzog. “If you get a lot out of a Sam Fuller film, it
doesn’t matter if it’s high art or low art. I like it when those distinctions are blurred.”
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One of the unforeseen benefits of withdrawing from making art for several years, Inga
said, was realizing that “art is very precious.”

“I don’t think I really understood that until I stopped doing it,” she said. “I’m getting
used to the idea that there still might be some of that energy left in me, from those
times, waiting to come out.”
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4.5. 17:00 Uhr ���� pm Gloria4
999 BOY (aka Express Implication)

USA 1974
b/w, ohne Text without text

Regie Director Chris Langdon

�ngewissheit und �orahnung bestimmen diesen Blick 
durch die Windschutzscheibe während einer nächtlichen 
Fahrt durch die Wüste, wobei die Scheinwerfer und das
Filmkorn die Aussicht liefern und die Reifen, die über 
Kakteen rollen, den Ton. Uncertainty and anticipation 
mark this view through a windshield on a nighttime drive 
off�road in the desert� with the headlights and the film 
grain providing the sights and the truck running over 
cacti supplying the sounds. // MT

Bondage Girl (aka Immaculate Gate)

USA 1973
5', 16mm, Farbe colour, Englisch English
Regie Director Chris Langdon

Diese humoristische Camp-Episode ist das Gegenstück 
zu �Bondage Boy�. Die strukturelle Willkürlichkeit, mit 
der diese provokante Geschichte um verbotene Freuden 
dargestellt wird, hätte Hollis Frampton und Roger Cor-
man gleichermaßen erzürnt. � companion film to ��ond-
age Boy’, this humorous camp vignette illustrates an edgy 
story of forbidden pleasure with a structural arbitrariness 
that would infuriate Hollis Frampton and Roger Corman 
alike. // MT

Intermittent Transposition

USA 1974
7', 16mm, Farbe colour, ohne Text without text
Regie Director Chris Langdon

Einer der �nterschiede zwischen Malerei und Film liegt 
darin, wer bestimmt, wie lange wir uns ein Bild anse-hen. 
In der Malerei entscheiden wir das normalerweise selbst, 
doch dieser Film schlägt ein Alternativmodell vor. Ein 
Trailer für ein Gemälde? Vielleicht nicht ganz, aber 
dieser Kurzfilm macht definitiv Appetit auf mehr. One of 
the differences between painting and film has to do with 
who decides how long we get to look at an image. With 
painting� normally it�s up to us� but this film proposes an 
alternative model. A trailer for a painting? Maybe not 
�uite� but this short film may definitely lea�e you wanting 
more. // MT

Thin Premises

USA 1974
5'30", 16mm, Farbe colour, ohne Text without text
Regie Director Chris Langdon

Arbeitstitel� �Ich habe Hunderte von Filmen gesehen, die 
2, 5, 10 und sogar 20 Mal länger waren als dieser Film 
und noch fadenscheinigere Prämissen hatten� / Eines 
Abends hab ich mir ein Hollywood-Musical mit Jane 
Russell angeschaut, und was bei diesem Film am meisten 
au�el, war die Tatsache, dass er �eglicher inhaltlicher 
Grundlage entbehrte. Er hatte nur den äußeren Anschein 
von etwas� Re�uisiten, Kostüme usw. Original working
title� ����e �een �undreds of �o�ies �� �� ��� �� �imes 
or More as Long as This, Based on Thinner Premises’ 
/ �ne night � was watching a �ollywood musical with 
Jane Russell, and the quality which it had the most of
was that the film was based on absolutely nothing� it 
only had a semblance of being something – props, cos-
tumes, etc. // Chris Langdon

USA 1973
b/w, ohne Text without text

Regie Director Chris Langdon

Während Eric Burdon sich die weiße Seele aus dem Leib 
singt, entpuppt sich Langdons tre�sichere Montage 
menschlicher Belange als messerscharfe und zynische 
Kritik an klassen- und rassenübergreifender performati-
ver Empathie. As Eric Burdon sings his poor white heart 
out, Langdon’s pitch-perfect human interest montage 
unfolds as a devilishly cynical critique of performative 
empathy across class and race. // MT

Love Hospital Trailer

USA 1975
2'30", 16mm, Farbe colour, Englisch English
Regie Director Chris Langdon

Ein gescheitertes Filmpro�ekt wurde umgewandelt in den 
freischwebenden Trailer eines Films, den es nicht gibt 
und der wirkt wie eine Mischung aus schlechtgemach-
ter Krankenhausserie und Low-Budget-Porno. A failed 
film pro�ect was instead resourcefully sal�aged as an 
unmoored trailer for a nonexistent film that looks like a 
cross between a bad made-for-TV medical drama and a 
particularly low budget porn film. // MT
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Venusville

USA 1973
10', 16mm, Farbe colour, Englisch English
Regie Director Fred Worden, Chris Langdon

Keine Schnitte, keine menschlichen Sub�ekte, minima-
ler visueller Inhalt, wobei die Künstler sich einen Dreck 
um die vierte Wand scheren und auf �ede erdenkliche 
Art die Künstlichkeit der Situation hervorkehren. Ein 
Anti-Filmschulen-Film, entstanden auf einer Film- 
schule. No montage, no human subjects, minimal visual 
content, and the artists basically pissing on the fourth 
wall by calling attention in every way possible to the arti-
fice of what they�re doin�. �n anti�film school film made 
at film school. // MT

The Gypsy Cried

USA 1973
b/w, ohne Text without text

Regie Director Chris Langdon

Der Grund, warum ich diesen Film gemacht habe, ist 
folgender� Wenn man etwas richtig gerne hat, oder �e-
manden, ist es schwer, etwas anderes zu tun, als es oder 
ihn zu mögen. Ich wollte von dem Song weder etwas 
wegnehmen noch ihm etwas hinzufügen, eben weil er 
mir so gut gefällt. Part of the reason I made this is be-
cause when one likes something very much, or someone, 
it is hard to do anything but like it. I didn’t want to take 
anything away or add anything to this song because I like 
it a lot. // Chris Langdon

Picasso

USA 1973
b/w, Englisch English

Regie Director Chris Langdon

Als Picasso starb, wollte ich den ersten der unweigerlich 
folgenden Post-mortem-Dokumentarfilme drehen. Aber 
meiner sollte billig sein. Es hat vier Stunden gedauert, 
ihn fertigzustellen, vom Dreh bis zum Schnitt, und knapp 
fünf Dollar gekostet. When Picasso died I wanted to 
make the first post�mortem documentary (which � knew 
would happen anyway), and cheaply. The film took four 
hours to finish from camera to print and cost a little  
under ��. // Chris Langdon

The Last Interview With P. Passolini

USA 1976
b/w, Englisch English

Regie Director Chris Langdon

�Ich habe niemals endgültige Aussagen gemacht. Ich 
habe immer nur verschiedene Probleme in den Raum 
gestellt, mit denen man sich auseinandersetzen kann.� 
(Pier Paolo Pasolini) / Revisionistischer Blick auf die 
Geschichte� Wunscherfüllung� �erhöhnung� �ommage� 
Frevel� Denkmal� Satire� Kunstmord� ��on capisco.� 
(P. Passolini) ‘I’ve never wanted to make a conclusive 
statement. I’ve always posed various problems and 
left them open to consideration.� (Pier Paolo Pasolini) / 
�e�isionist history� �ish fulfillment� �ockery� �oma�e� 
�utra�e� ���y� �atire� �rt assassination� ��on capisco.� 
(P. Passolini) // MT

VenusvillePicasso
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JANA EULER Press Release, Das Investment, 2023

Galerie Neu Linienstrasse 119abc
10115 Berlin

Tel. +49 (0)30 285 75 50   
Fax. +49 (0)30 281 00 85

mail@galerieneu.com   
www.galerieneu.com

Coffee, as a fixed part of the daily grind, is the ideal energy source for capitalism’s global 
machinery. Profit is incessantly mined from this crucial trading commodity, rooted in colonial 
infrastructures. Highlighting our insatiable and never-ending thirst, Jana Euler locates what 
otherwise often gets lost in the tumult of events, interrogating once again the question Where 
the energy comes from.

Man turns into a coffee machine. In the form of a blank, polished, and steaming coffee robot, 
the artist idealizes a system driven by achievement, innovation, and expansion. But at the 
bottom of the coffee cup there is no solution lying in wait. With or without, the stressed dairy 
cow reaches with gusto for the source of all evil. 

By painting coffee beans instead of grinding them, Jana Euler underscores their individuality. 
As larger than life actors, they confidently stride into relation with their environment, with 
the other paintings, and with the beholder. This painted encounter generates friction and 
stimulates a new circular flow of energy. 

The female brush experiences this charge of tension. In its role as artist, motif, and tool, the 
brush freezes into mutual self-referentiality. Painting becomes the object of the image and 
goes for treatment to the dentist’s office. 

The Investment is paradoxical, like the provisional wall that holds the exhibition together.

- Louisa Wombacher

For further information please contact the gallery: mail@galerieneu.com or +49 30 285 75 50.

   Jana Euler, Das Investment, 14.10.2023 – 02.12.2023
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JANA EULER Press Release, Global Warnings!, 2018

S e c t i o n  1 :  G l o b a l  Wa r n i n g s  ( t h e  u n b e a r a b l e  o u t s i d e ) : 
H o l l y w o o d  S t a r s :  D a n g e r  p o w e r  i n  t h e  w r o n g  h a n d s
J a m e s  B o n d :  G u n s  k i l l
Yo u t u b e  s t a r s  t h a t  a r e  i d e n t i c a l  t w i n s :  i n d i v i d u a l
J a m e s  D e a n :  e v e r y o n e  d i e s
Yo u t u b e  s t a r s :  x o x o
R o m y  S c h n e i d e r :  A l w a y s  b e i n g  w a t c h e d
p e o p l e  w h o  a r e  o v e r  1 0 0  y e a r s  o l d :  T h e  c l i m a t e  i s  c h a n g i n g

S e c t i o n  2 :  S p e e d  ( t h e  s c a r e d  i n s i d e ) :
O n  t h e  c e n t r a l  w a l l s  o f  t h e  g a l l e r y  a r e  p a i n t i n g s  w i t h  d i f f e r e n t  t y p e s  o f  s p e e d , 
t h o u g h  a l l  o f  t h e m  r u n n i n g  i n  t h e  s a m e  d i r e c t i o n .  To  b e  s c a r e d  ( A n g s t h a s e )  i s 
j u s t  o n e  o f  t h e  r e a s o n s  t o  s p e e d  u p . 
T h e  s p e e d  o f  a l l  o f  t h e m  i s  r e l a t i v e .  A s  s e e n  i n  t h e  s l u g  p a i n t i n g s  i t  d e p e n d s 
o n  h o w  f a s t  t h e  v i e w e r  m o v e s .

S e c t i o n  3 :  h o r s e / r i d e r  s w i t c h  ( t h e  c o n f u s e d  m i d d l e  s e c t i o n ) :
I n  t h e  m i d d l e  o f  t h e  g a l l e r y  i s  a  t h i r d  c i r c l e  o f  p a i n t i n g s . 
O n e  o f  t h e  p a i n t i n g s  ( r a c e  a g a i n s t  y o u r s e l f ,  2 0 1 8 ) ,  t h a t  j o i n s  t h e  c i r c l e ,  h a s 
s t i l l  t h e  s p e e d  o f  t h e  s e c t i o n  2  p a i n t i n g s .  B u t  w h a t  i s  c o n f u s e d  a b o u t  t h i s  o n e 
i s ,  t h a t  t h e  r i d e r,  t h e  h o r s e  ,  t h e  o b s t a c l e  a n d  t h e  b a c k g r o u n d  a r e  a l l  t h e  s a m e 
p e r s o n . 
T h e  o t h e r  t w o  p a i n t i n g s  s h o w  a  c l a s s i c a l  R i d e r / H o r s e  s w i t c h ,  b u t  a  s w i t c h  t h a t 
d i d  n o t  h a p p e n  w h i l s t  a  s m o o t h  r i d e . 
T h e y  a r e  b o t h  u n d e r  o b s e r v a t i o n  a n d  i n  b o t h  s i t u a t i o n s  t h e  p o w e r  r e l a t i o n  w a s 
o u t  o f  b a l a n c e :
F i r s t :  T h e  H u m a n  t a m e d  t h e  h o r s e .
S e c o n d :  T h e  h o r s e  g e t s  r i d  o f  t h e  r i d e r.
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JANA EULER Art Basel Stories (excerpt), 2021

The good, the bad, and the ugly: Jana
Euler’s quiet riot
Kristian Vistrup Madsen

Is the notoriously silent painter trolling us with vexing pictures of our times? 

The late painter James Bishop liked to say that artists should never be seen or heard – ‘except, of course, opera
singers’. Jana Euler’s large, confrontational, and saturated paintings are a far cry from Bishop’s quiet abstractions, yet she 
seems to share his attitude. Euler does not give interviews and provides little discursive context for her exhibitions: What 
she has to say she has already said in her works. The German artist has painted bizarre neckless portraits of artworld 
figures, such as the curator Daniel Birnbaum and artist Wolfgang Tillmans, enormous electric plug sockets, sharks that look 
like penises, and fanciful horned horses she calls Morecorns, which kind of look like penises, too. She makes art that 
consistently catapults itself into the center of contemporary discourses on pop culture, gender, capitalism, even 
existentialism. She may be reluctant to put words to her practice but in her works she is the opposite of shy.

Euler’s work is brazen; some would call it ugly. At times it is even grotesque, in a specific aesthetic that has been somewhat
difficult for audiences to come to terms with. For many, the now-famous 2019 exhibition ‘Great White Fear’ at
Berlin’s Galerie Neu of eight three-meter-high paintings of phallic sharks marked an important turning point in the
reception of Euler’s work. While certain key elements have long been present in it – a humorous approach to social
networks, to the artworld, this mix of crassness and criticality – the shark paintings represent a powerful concentration of
them. At a key moment during the #MeToo movement, Euler’s massive beasts flung themselves out of the water as though
in a last-ditch effort to assert their dominance, eyes beaming absolute dread. It was also a showcase of painterly virtuosity.
Each canvas was painted in a different style – technically and compositionally they were triumphant. And this is what gives
Euler’s sly critique its bite: It is as bold as it is hilarious and, crucially, full of pleasure and energy. Although the exhibition’s
message was not simple, the meaning of 'Great White Fear' was clear – there was no need to say anything else.

Painting in contemporary art now is characterized by two distinct tendencies, between which it is often difficult to
distinguish. After the Zombie Formalism of the mid-2010s, in the past couple of years we have seen the emergence of what
Alex Greenberger has called Zombie Figuration and Dean Kissick the new ‘bad figurative painting’. Alongside opportunism
and a rather shameless lack of self-consciousness in painting is also the rarefied offshoot of that ‘punky bohemian nihilist
mode’ of yore, as Kissick puts it. What began with the three-chord-guitar mode of an Albert Oehlen in the 1980s morphed
into Martin Kippenberger’s post-studio practice in the 1990s, and eventually the endgame painting of Michael Krebber, in
whose myth-enveloped Städelschule class Euler studied in the 2000s. And it is within this lineage that we can understand
the particular brand of self-consciousness so present in Euler’s work, one that also speaks of how alert she is to painting’s
place in the market. This might just be what prompts that particular Eulerian ugliness, as a way of keeping trendiness and
style at bay to avoid being held hostage by the expectations of the market. In her recent exhibition at Greene Naftali in
New York City, she took it to the next level: Her Morecorns gallop through kitschy, pastel-colored atmospheres, their horns
more marshmallow than ivory, as sprawling and belligerent symbols for queerness, start-up capitalism (in the venture
capital industry, ‘unicorn’ describes a privately held start-up company with a value of more than $1 billion USD), and the
blundering chase after uniqueness. These are nasty pictures of the times but apt ones. A bold move.

From this self-consciousness it is easy to jump to irony, a game of evasiveness and noncommitment. Is Euler’s work a case
of being so bad it’s good, or of winning simply because you can’t hit a moving target? With work that is often meme-like
and tongue-in-cheek, is Euler trolling us? Here the artist Mathieu Malouf comes to mind. He copied some of her paintings
as a kind of joke, a pretty unambiguous form of trolling: aggressive and in your face. But while Euler is certainly in your face,
too, her work implicates itself too much to function as a mode of attack, in that it is more complex in its structure, more
serious. The source of the complexity is that seriousness takes surprising forms. Shape of painting, summer hit 2017 (2018),
for instance, a brutally saccharine portrait of the pop singer Ed Sheeran, stands out as the opposite of evasive. With
Sheeran’s glassy eyes and every strand of hair on his face, Euler confronts us with the violent banality of our spectacular
society and doesn’t let us look away. It is not a painting of Sheeran per se, but about how icons, people, and paintings can
become the leaky vessels of a mass-produced, though no less real, profundity.

The slippery sense of meaning in her paintings, then, might be less addressed to the viewer than to language itself. Put too
many words to something – like love, or art – and it stops making sense. Analysemonster (2014) – a dramatically strung-out
figure squished into the box of the canvas – is a caricature of the dangers of overthinking, pupils bursting, tongue erect. For
Euler, it’s about keeping the energy flowing, not getting stuck, and letting language tie itself into a knot. This is also why her
exhibitions don’t have press releases, or she will only write a very minimal ones herself. And she concentrates on one series
at a time and never returns to its themes. Less about gaining particular artworld currency – though of course she has that,
too – the work bears witness to an artist more preoccupied with playing around, exploring, and challenging herself. 

Euler’s latest outing as part of the group show ‘Zeros and Ones’ at KW Institute for Contemporary Art in Berlin is a
demonstration of her thematic agility: Mere months after the Morecorns, her new protagonist is margarine. Hung high
between two floors, the large painting From the perspective of the margarine (2021) shows the approach of an electric whisk
from the perspective of margarine about to be beaten. KW used to be a margarine factory: Euler takes a context, turns it
into a picture, and schemes a spin on it. Here the artist suggests that we are at once the margarine at the bottom of the
bowl and the ones holding the mixer. She’s not trolling, only speaking candidly to life’s double binds, whether good, bad, or
ugly.

Jana Euler is represented by Cabinet (London), dépendance (Brussels), Galerie Neu (Berlin), and Greene Naftali (New York
City). In September, dépendance will present her work at Art Basel in Basel.

Kristian Vistrup Madsen is a writer, art critic, and curator based in Berlin. His work has been published in magazines such as
Artforum, frieze, Mousse, and The White Review. His book Doing Time: Essays on Using People, 2021, is out from Floating Opera
Press. 

Top image: Installation view of 'Jana Euler', Cabinet, London, 2017. Courtesy of the artist and Cabinet, London.

Middle image: Installation view of Jana Euler's exhibition 'The Traveling Legends of the Morecorns', Greene Naftali, New
York City, 2021. Photo by Elisabeth Bernstein. Courtesy of the artist and Greene Naftali, New York City.

Bottom image: Installation view of Jana Euler's From the perspective of the margarine (2021) in the exhibition 'Zeros and
Ones' at KW Institute for Contemporary Art, Berlin, 2021. Photo by Frank Sperling. 
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Installation view of Jana Euler's exhibition 'Unform', Artists Space, New York City, 2020. Photo by Daniel Pérez. Courtesy of the artist; Artists Space, New York

City; Cabinet, London; dépendance, Brussels; Galerie Neu, Berlin; and Greene Naftali, New York City.

Installation view of Jana Euler and Thomas Eggerer's exhibition 'Spot On', Museum Brandhorst, Munich, 2020. Courtesy of the artist and Galerie Neu, Berlin.

Jana Euler, Shape of painting, summer hit 2017, 2018. Oil on canvas. 200 x 200 cm. Photo by Elisabeth Berstein. Courtesy of the artist and Greene Naftali,

New York City.
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The good, the bad, and the ugly: Jana
Euler’s quiet riot
Kristian Vistrup Madsen

Is the notoriously silent painter trolling us with vexing pictures of our times? 

The late painter James Bishop liked to say that artists should never be seen or heard – ‘except, of course, opera
singers’. Jana Euler’s large, confrontational, and saturated paintings are a far cry from Bishop’s quiet abstractions, yet she 
seems to share his attitude. Euler does not give interviews and provides little discursive context for her exhibitions: What 
she has to say she has already said in her works. The German artist has painted bizarre neckless portraits of artworld 
figures, such as the curator Daniel Birnbaum and artist Wolfgang Tillmans, enormous electric plug sockets, sharks that look 
like penises, and fanciful horned horses she calls Morecorns, which kind of look like penises, too. She makes art that 
consistently catapults itself into the center of contemporary discourses on pop culture, gender, capitalism, even 
existentialism. She may be reluctant to put words to her practice but in her works she is the opposite of shy.

Euler’s work is brazen; some would call it ugly. At times it is even grotesque, in a specific aesthetic that has been somewhat
difficult for audiences to come to terms with. For many, the now-famous 2019 exhibition ‘Great White Fear’ at
Berlin’s Galerie Neu of eight three-meter-high paintings of phallic sharks marked an important turning point in the
reception of Euler’s work. While certain key elements have long been present in it – a humorous approach to social
networks, to the artworld, this mix of crassness and criticality – the shark paintings represent a powerful concentration of
them. At a key moment during the #MeToo movement, Euler’s massive beasts flung themselves out of the water as though
in a last-ditch effort to assert their dominance, eyes beaming absolute dread. It was also a showcase of painterly virtuosity.
Each canvas was painted in a different style – technically and compositionally they were triumphant. And this is what gives
Euler’s sly critique its bite: It is as bold as it is hilarious and, crucially, full of pleasure and energy. Although the exhibition’s
message was not simple, the meaning of 'Great White Fear' was clear – there was no need to say anything else.

Painting in contemporary art now is characterized by two distinct tendencies, between which it is often difficult to
distinguish. After the Zombie Formalism of the mid-2010s, in the past couple of years we have seen the emergence of what
Alex Greenberger has called Zombie Figuration and Dean Kissick the new ‘bad figurative painting’. Alongside opportunism
and a rather shameless lack of self-consciousness in painting is also the rarefied offshoot of that ‘punky bohemian nihilist
mode’ of yore, as Kissick puts it. What began with the three-chord-guitar mode of an Albert Oehlen in the 1980s morphed
into Martin Kippenberger’s post-studio practice in the 1990s, and eventually the endgame painting of Michael Krebber, in
whose myth-enveloped Städelschule class Euler studied in the 2000s. And it is within this lineage that we can understand
the particular brand of self-consciousness so present in Euler’s work, one that also speaks of how alert she is to painting’s
place in the market. This might just be what prompts that particular Eulerian ugliness, as a way of keeping trendiness and
style at bay to avoid being held hostage by the expectations of the market. In her recent exhibition at Greene Naftali in
New York City, she took it to the next level: Her Morecorns gallop through kitschy, pastel-colored atmospheres, their horns
more marshmallow than ivory, as sprawling and belligerent symbols for queerness, start-up capitalism (in the venture
capital industry, ‘unicorn’ describes a privately held start-up company with a value of more than $1 billion USD), and the
blundering chase after uniqueness. These are nasty pictures of the times but apt ones. A bold move.

From this self-consciousness it is easy to jump to irony, a game of evasiveness and noncommitment. Is Euler’s work a case
of being so bad it’s good, or of winning simply because you can’t hit a moving target? With work that is often meme-like
and tongue-in-cheek, is Euler trolling us? Here the artist Mathieu Malouf comes to mind. He copied some of her paintings
as a kind of joke, a pretty unambiguous form of trolling: aggressive and in your face. But while Euler is certainly in your face,
too, her work implicates itself too much to function as a mode of attack, in that it is more complex in its structure, more
serious. The source of the complexity is that seriousness takes surprising forms. Shape of painting, summer hit 2017 (2018),
for instance, a brutally saccharine portrait of the pop singer Ed Sheeran, stands out as the opposite of evasive. With
Sheeran’s glassy eyes and every strand of hair on his face, Euler confronts us with the violent banality of our spectacular
society and doesn’t let us look away. It is not a painting of Sheeran per se, but about how icons, people, and paintings can
become the leaky vessels of a mass-produced, though no less real, profundity.

The slippery sense of meaning in her paintings, then, might be less addressed to the viewer than to language itself. Put too
many words to something – like love, or art – and it stops making sense. Analysemonster (2014) – a dramatically strung-out
figure squished into the box of the canvas – is a caricature of the dangers of overthinking, pupils bursting, tongue erect. For
Euler, it’s about keeping the energy flowing, not getting stuck, and letting language tie itself into a knot. This is also why her
exhibitions don’t have press releases, or she will only write a very minimal ones herself. And she concentrates on one series
at a time and never returns to its themes. Less about gaining particular artworld currency – though of course she has that,
too – the work bears witness to an artist more preoccupied with playing around, exploring, and challenging herself. 

Euler’s latest outing as part of the group show ‘Zeros and Ones’ at KW Institute for Contemporary Art in Berlin is a
demonstration of her thematic agility: Mere months after the Morecorns, her new protagonist is margarine. Hung high
between two floors, the large painting From the perspective of the margarine (2021) shows the approach of an electric whisk
from the perspective of margarine about to be beaten. KW used to be a margarine factory: Euler takes a context, turns it
into a picture, and schemes a spin on it. Here the artist suggests that we are at once the margarine at the bottom of the
bowl and the ones holding the mixer. She’s not trolling, only speaking candidly to life’s double binds, whether good, bad, or
ugly.

Jana Euler is represented by Cabinet (London), dépendance (Brussels), Galerie Neu (Berlin), and Greene Naftali (New York
City). In September, dépendance will present her work at Art Basel in Basel.

Kristian Vistrup Madsen is a writer, art critic, and curator based in Berlin. His work has been published in magazines such as
Artforum, frieze, Mousse, and The White Review. His book Doing Time: Essays on Using People, 2021, is out from Floating Opera
Press. 

Top image: Installation view of 'Jana Euler', Cabinet, London, 2017. Courtesy of the artist and Cabinet, London.

Middle image: Installation view of Jana Euler's exhibition 'The Traveling Legends of the Morecorns', Greene Naftali, New
York City, 2021. Photo by Elisabeth Bernstein. Courtesy of the artist and Greene Naftali, New York City.

Bottom image: Installation view of Jana Euler's From the perspective of the margarine (2021) in the exhibition 'Zeros and
Ones' at KW Institute for Contemporary Art, Berlin, 2021. Photo by Frank Sperling. 
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Installation view of Jana Euler's exhibition 'Unform', Artists Space, New York City, 2020. Photo by Daniel Pérez. Courtesy of the artist; Artists Space, New York

City; Cabinet, London; dépendance, Brussels; Galerie Neu, Berlin; and Greene Naftali, New York City.

Jana Euler, Morecorn 1, 2021. Acrylic on canvas, artist's frame. 127 x 166.1 x 6 cm. Courtesy of the artist and Greene Naftali, New York.

Installation view of Jana Euler and Thomas Eggerer's exhibition 'Spot On', Museum Brandhorst, Munich, 2020. Courtesy of the artist and Galerie Neu, Berlin.

Jana Euler, Shape of painting, summer hit 2017, 2018. Oil on canvas. 200 x 200 cm. Photo by Elisabeth Berstein. Courtesy of the artist and Greene Naftali,

New York City.

Installation view of Jana Euler's exhibition 'Global Warnings!', dépendance, Brussels, 2018. Photo by Kristien Daem. Courtesy of the artist and dépendance,

Brussels.Jana Euler, Self portrait as E.T. re-entering the gallery, 2013. Oil on canvas. 140 x 110 cm. Courtesy of the artist and dépendance, Brussels.
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The slug has featured previously in Euler’s works, such as in Global Warnings! (dépendence, Brussels, 2017), in which Euler included two photo- 
realistic paintings of individual slugs moving along the earth, each depicted with a change in depth of �eld, creating a sense of uncertainty 
whether the slug or its observer has somehow changed speed. 

Euler also utilizes snail-like forms as narrative articulations of the dynamics between artist and institution in her painting Whitney, exhibited 
in Outside Inside Sensibility (with Stewart Uoo, Whitney Museum of American Art, 2013), another work that addressed an organization in a 
moment of profound transition, in which she painted the Whitney’s former Breuer building alongside a portrait of Whitney Houston. Layered 

under the museum and famed singer are two echoing compositional structures in the form of human snails. One �gure’s shell is a skyscraper 
while the other �gure is coiled upon a horizontal building. Euler repeated the structure of this contrasting pair in her exhibition IN (dépendence, 
Brussels, 2014), with the vulnerable soft organism and hard protective shell once again switched from body to building—in this case a scale 
model of the presenting gallery. A sense of comical uncertainty underlies Euler’s interrogation of the idea that an institutional boundary might 
be both a home and an obstacle for the artist, or a burden and a muse of endless fascination. 

The shell-less and shapeshifting mollusk is an indication of nutrient-rich terrain but also corrodes and spoils the formal design of a garden or 
landscape if left to roam free and multiply—a function possibly analogous to the task of the artist in an organization such as Artists Space. Euler 
has created eight distinct con�gurations of the slugs and columns, from which the viewer can interpret speci�c tactical patterns familiar to how 
artists might approach or defend themselves from institutional containment:

Slug speed of background, 2018
Oil on linen
35 ½ × 82 ¾ inches

Whitney, 2013
Oil on linen
75 × 119 inches

Human snails dépendance I, 2014
Foamboard, metal, foam, resin
24 × 6 ¼ × 18 ½ inches

Human snails dépendance II, 2014
Foamboard, metal, foam, resin
16 ½ × 13 × 25 inches

Slug speed of slug, 2018
Oil on linen
35 ½ × 82 ¾ inches

JANA EULER Unform (excerpt), 2020
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JANA EULER Flash Art (excerpt), 2020
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PATI HILL Wall Papers, Bayly Art Museum, 2000
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PATI HILL Announcement, Common Alphabet #1, 1978
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PATI HILL Letters to Jill (excerpt), 1979
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PATI HILL Letters to Jill (excerpt), 1979
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PATI HILL Women and Vacuum Cleaners
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PATI HILL Press Release (excerpt), Heaven’s door is open to us / Like a big vacuum cleaner..., 2020

when trying to renegotiate her notion of her independence and her work. The literary circles she had been moving in up until 
then, mainly made up of married white men, considered her marriage and her life as a mother as a betrayal, a desertion of 
her vocation as an artist. She left New York for Stonington, Connecticut, where there were regular visits from her husband. 
As a welcome gift, the poet James Merrill – a long-time friend and now her neighbour – gave her a cat, pointing out to her 
that she “might as well have all the little luxuries that went with being a prisoner.“7  She published nothing between 1963 and 
1974, but kept on writing – and working: she opened her own antique shop in Mystic, Connecticut and renovated a property 
at Les Massons, near Paris. Having built up substantial debts over the years, her husband closed his gallery early in the 
1970s, while it fell to her to continue organising the family’s domestic life – a job which, American writer-artist Frances Stark 
commented, “bears no evidence of productivity – save for the fact that the home isn’t falling apart.“8   Its realities were not 
lost on her.

Thirteen years went by between the publication of her third novel, One Thing I Know , and her second collection of poems, 
Slave Days  (1975), with its insider’s account of the discomfiting experience of being a housewife. In short, the experience 
described in her memoir The History of Dressmaking  where she wrote: “I wish I did not feel so blameless. If I were at fault 
I could change our destinies by changing myself, but I have been such a good mother, cook, taxi driver, dog feeder etc.  
according to the American myth.“9  Each poem is a digression based on the observation of an object Hill photocopied and 
reproduced in the book. A few years earlier she began keeping various objects in a laundry basket and reproducing some of 
them, using an IBM Copier II. To keep a record, she said. The first xerographs that she published in Slave Days  and exhibited 
the same year in New York mostly depict ordinary subjects such as flowers, tools, clothes and documents. (Alphabet of 

Common Object  is the title of an emblematic series dating from the late 1970s, some of whose images are included in the 
exhibition.) It would be tempting to make them appear as the expression of a gift, generally – and perversely – attributed 
to women to justify their dependence on domesticity: the gift of being able to turn their intimate contact with matter into 
a certain “poetry of the everyday“. But Pati Hill’s works say the direct opposite. True, they may signify one of those “little 
luxuries that went with being a prisoner“: that of a more finely honed attentiveness to things and their presence, but this 
attentiveness is not so much sensitive as critical. When things are photocopied life-size, the more their reproduction seems 
to reside in some infallible objectivity; and the sharper their contours, the more their images will elude clear definition. The 
machine offers the eye what it flattens, as shapes at once familiar and strange, living and mummified: a succession of hard, 
autonomous, impenetrable sculptures that defy immediate understanding.

Displayed alongside the copies of Slave Days , the xerographs thus seem like an implacable response to stories of 
domesticity based on women’s alleged fascination with objects and their ability to create balanced and harmonious interiors. 
But on the contrary, they present shapes with no pre-established meaning and which never coincide with the desire they are 
supposed to satisfy. The machine’s utterly objective gaze is then overlaid with an inseparable mixture of tenderness and 
naivety, a form of detachment which gives one the impression of watching a cruel little tale unfold or a methodical settling 
of scores.  

In 1960, Pati Hill began collecting the advertisements, instruction manuals and users’ guides she claimed were the art form she 
felt closest to. She made them the subject of several series of xerographs in which she observes how, while supposedly 
allowing specific information to be conveyed by means of slogans and symbols, the accumulation of informational 
signals in these commercial images ultimately generates an inverse subtraction effect, the upshot being confusion, 
misunderstandings and pretexts for the projection of fantasies. This is one of the things that strike you immediately when 
you’re confronted with the considerable collection – some six hundred images, all of them of vacuum cleaners – that Hill 
built up from the early 1960s to the early 2000s.

A great deal of uncertainty still surrounds the status of this collection, currently held with the artist’s archives at 
Arcadia University. We do know, however, that in 1996 she claimed to be using it for a book whose title, Women and 
Vacuum Cleaners , alludes to Men and Women in Sleeping Cars , an emblematic series of xerographs she made in 1979 from 
advertising images for the Compagnie des wagons-lits. A draft of this work is presented in a showcase, accompanied by a 
short text about her relashionship to the machine. While Hill’s work on the photocopier began a deliberate move away from 
her relationship with domesticity in the 1980s, when she decided to photocopy Versailles, this set of documents constitutes 
the continuation over nearly fifty years of the story begun by Slave Days .

The title of the only paperback book in the collection: “The Museum of Man. The fabulous decline of the masculine 
empire“ suffices to make obvious the organised sabotage of a social mythology. The diversity and profusion of documents too, 
ranging from the first ads for vacuum cleaners early in the 20th century to the double-page spreads in Paris Match , revealing with 
a mixture of humour and bitterness, the immutability of a century-old iconography supposedly defending women’s autonomy – 
“the art of sparing one’s strength, time and money“; “the vacuum cleaner eliminates effort and fatigue“; “for four dollars a day 
you can finally have a reliable maid!“ – while actually relegating them to the domestic existence.

Bringing together newspaper and magazine cuttings and their multiple copying avatars, the collection reminds us – like 
Claude Torey’s film Toreador  (1983), where we see Hill in her studio – that there’s nothing delicate about her work with the 
photocopier:  it’s crushing, it’s fast and blind. Then there are the artist’s books she made throughout her life. Hand-bound 

7 Pati Hill, Family History, op. cit., p. 14.
8  Frances Stark, The Architect & the Housewife, London, Book Works, 1999, p. 12
9 Pati Hill, History of Dressmaking, op. cit., p. 292.

AIR DE PARIS
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PATI HILL Letter to Charles Eames, 1978
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SYLVIE FANCHON Les Presses du Réel
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SYLVIE FANCHON Artforum, 2007

PARIS

Sylvie Fanchon
Galerie Bernard Jordan
By Guitemie Maldonado

For Sylvie Fanchon, painting comes after: after photography, after film, after
television, after video—all these mediations between man and reality with
which she weaves a tense dialogue. To technical means, she prefers the hand
—its imperfections, which she accepts but does not particularly seek out, as
well as its availability; to the dematerialization of the world that these visual
means effect, she contrasts the physical contact of painting; to their
instantaneity, she responds with slow, careful, layered craft. Faced with the
proliferation and inflation of images, she opts for a radical economy of
means: These modestly scaled works bear no titles, and there are never more
than two colors per canvas, always brought together in strong contrast (pink
and yellow, black and white); single, simple forms are painted with minimal
material effects, lending the whole a self-contained flatness.

Nothing spectacular, then, and nothing overbearing. For this show, Fanchon
chose forms with supple contours that recall clouds, plumes of smoke, or
foliage: Whether borrowed from nature, architectural ornament, or even
comic books, they are like pattern elements—secondary or marginal, meant
to be repeated—which Fanchon has instead separated, isolated, and made
central. These motifs thereby acquire a new autonomy. Furthermore, their
treatment in fl at tints contrasts sharply with the bulges of their contours,
and the colors they are cloaked in—white on black, acid hues or artificial
ones that seem somehow edible, like bubble-gum pink or lemon yellow,
instead of the natural greens of vegetation—blur their identities. Detached
from all context without losing any of their evocative power, the forms are
kept in a state of suspension reinforced by a tangible indeterminacy of scale:
Have these details been enlarged or reduced to become subjects of painting
and in order to fit the dimensions of the canvas so perfectly? Are these works
schematic fragments of an existing world that the artist offers for our
examination, or are they models, blueprints, matrices of a world waiting to

You have 2 articles remaining this month. Subscribe for access to this and
over five decades of articles from our archives.

be constructed? Are they still lifes painted after reality or maps of the
imaginary? Despite the apparent clarity of things, the eye cannot decide,
unsettled as it is by an effect of light that, like a flash, immobilizes everything
even while exalting it.

Ultimately, it doesn’t matter, because in any case the task at hand is to
transcribe a reality according to a specific code, with the singular henceforth
becoming a symbol. Since the late ’80s, Fanchon has been creating a sort of
heraldry for the era of pictographic communication, a heraldry of
indeterminacy and opacity to counter the insipidity and overlegibility of the
world.

—Guitemie Maldonado

Translated from French by Jeanine Herman.
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SYLVIE FANCHON Wikipedia
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SYLVIE FANCHON TextWork (excerpt), 2023
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CHRIS LANGDON My Laser, 1974, 2/2

Uh huh.
And, uh.

Gee, I’d like to have  
a green one.

Yeah, I think there are.  
A different colour would  
be interesting. 
They go real far. And, uh, 
you can, sometimes you can 
see the lines.

Hmm. It’s a, really narrow 
beam. 

Yeah. Maybe we could get a, 
uh, get a shot of that.

We could blow some smoke  
in it.
We could blow some smoke  
in it.

Oh yeah, that’s pretty.
Do you happen, uh... Hmm.

Ah that’s a good one. Here 
you take that end and I’ll 
take this end.

OK.
Yeah. Take that one.

[MUSIC]

WATCH THIS!


