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Guillaume Maraud
Abolish this time / Interrupt these places - Chronopolitics I (04.19 – 05.24.2019)
April 19 - May 24, 2019

From January 30 to January 31, 2016
From August 17 to September 14, 2016
From June 2 to July 8, 2017
From September 8 to September 30, 2017
From October 6 to November 18, 2017
From December 1, 2017 to January 12, 2018
From December 7 to December 10, 2017
From January 26 to March 24, 2018
From April 12 to May 19, 2018
From May 25 to July 14, 2018
From July 22 to August 18, 2018
From September 20 to October 27, 2018
From October 12 to October 14, 2018
From November 16 to December 22, 2018
From February 9 to March 23, 2019
From April 19 to May 24, 2019

According to data pulled from popular exhibition announcement apps and online art guides to Western 
art centers, Guillaume Maraud’s first solo exhibition in the United States opens on the same week as 
22 gallery exhibitions in Los Angeles, 37 gallery exhibitions in New York, 65 gallery exhibitions in 
Berlin, 22 gallery exhibitions in London, and 10 gallery exhibitions in Paris. This month, 82 movies 
and television series will be released on Netflix, 63 movies and television series will be released on 
Amazon Prime Video and 46 movies will be released in major theaters across the United States.

A mirrored listing of upcoming projects at Édouard Montassut (Paris), Forde (Geneva), and Shore 
(Vienna) where Maraud exhibited previously, in which he will not be participating, can be found at 
the entrance of the space.

An X shape marks Bel Ami’s central wall, reassembling posters for spring exhibition programs 
at various museums in Paris, the city where the artist lives: Fondation Louis Vuitton, Centre 
Pompidou, Musée d’Art Moderne de la Ville de Paris, Musée d’Orsay, Musée du quai Branly, Grand 
Palais etc. Printed on aluminum, the original posters are cropped to convey brackets of time and 
incidentally, some of the financial supporters of these programs. A video work entitled Preview #2, 
2019, comprises a sampling of trailers for recently or soon to be released television series, movies 
and video games, edited down to their release dates and most spastic frames. While the sensorial 
overload addresses the capitalization of our attention in the digital era, the grouping’s format also 
contends with the interventions of conceptual artists who reveal structural apparatuses as a mode of 

Hanna Hur
Signal at the Wheel, Hover at the Gate
June 7 – July 20, 2019 
 

Making chainmaille is a laborious, yet meditative process. Hanna Hur crafts individual copper loops and weaves them into chainmaille 
using just two sets of pliers and a metal dowel. The result is a malleable grid, a net that changes shape according to the demands of 
gravity. Adjusting one ring causes the entire structure to move. The field expands as Hur adds rings to the chainmaille mesh; some works 
have been growing for five years or more. Two overlapping chainmaille grids on the floor form The Gate iii (2014-19). The top layer of 
chainmaille molds itself around a clay ball nestled in between the two matrices. A work entitled, Mother iii (2017-19), consists of eight 
single strands of copper chainmaille lining the inner corner seams of the gallery walls. The artist indicates that the body of a spider 
connected to these eight “legs” hovers above the gallery ceiling in another dimension, immaterial and unseen. 
 
Through sculpting, painting and drawing, Hanna Hur delineates planes of existence where the unexpected may occur. Locating the grid as 
a site for contending with both materiality and belief, she charts a liminal territory to make way for startling signals and vibrations arriving 
from unpredictable sources.

The chainmaille sculptures, an integral part of Hur’s practice since 2012, provide a driving logic for the wall works. Applying colored 
pencil to paper, silk and cotton, Hur relentlessly generates grids inscribed with circular portals, wheels and spheres. The slow and 
repetitive mode of drawing geometric forms enables Hur to enter into a more a receptive state of mind, opening channels for other 
imagery to come to the surface. 
 
The compositions are at once protective boundaries and inviting through spaces to another realm. In Hur’s largest painting entitled The 
Gate ii (2019), a rectangular configuration of white and turquoise circles resembles a hallway or doorway, but the molecular forms 
occupying every corner of the raw canvas remind one that space is never empty. In other works, plant-like shapes and otherworldly beings 
emerge and insert themselves into the field of vision. The messages they carry may be lighthearted or loaded; we are not given complete 
narratives. Each work has a personal and ritualistic function for the artist, though Hur’s wider endeavor is to convey what happens when 
the unseen makes itself known.
 
In her own rituals, Hur uses certain pieces again and again to glean notes from beyond the veil. At Bel Ami she has installed paintings of 
the same scale opposite one another, casting an axis of an invisible grid for a private ceremony before the exhibition’s opening. In this 
blessing, Hur designates and then opens a gate for spirits to enter. The doorway to an alternate world now ajar, a wide range of visitors to 
the gallery may commingle.
 
Hur arrives at her current methodology through a long-term engagement with shamanistic practices from disparate cultures. More recently 
Korean shamanism has opened pathways. When Hur traveled to Seoul in January 2019 to meet with a shaman, or mudang, she was struck 
by the ancient religion’s thorough integration into modern society. Hur greeted a well-known mudang at her high-rise apartment, and later 
traveled to the mountains with two other guides to engage in what would be a seven-hour ritual, or gut, to appease her ancestors. 
 
The majority of the work for this exhibition precipitates from Hur’s discoveries in Korea. The painting, The Wheel (2019), most explic-
itly visualizes gut. In a translucent celadon room, four empyrean figures hover around a wheel-like form as they commune with troubled 
ancestors. Hur began this painting before the planned ritual as a way to predict and heighten the experience; she completed the work after 
returning to the United States. In the process, the imagery and the painting itself became part of the ritual. For Hur, each work is a site for 
communion and shared transmissions with the spirit world. Her enactment of pattern on a plane suggests a wider horizon, making space 
for meanings and beings that remain yet to come.

Signal at the Wheel, Hover at the Gate is Hanna Hur’s first solo exhibition at Bel Ami. 

Hanna Hur (b. 1985, Toronto) lives and works in Los Angeles. She recently received her MFA from the University of California Los 
Angeles. She holds a BFA from Concordia University, Montreal. Recent exhibitions include Four Pillars, L’INCONNUE, Montreal 
(2018); Cupping the Counter, Motel Gallery, New York (2018); undressing a clam, Visitor Welcome Center, Los Angeles (2017); Chance, 
on the edge of a line, The Sunroom, Richmond (2017); Trapdoor (with Michael Kennedy Costa), 67 Steps, Los Angeles (2017); and The 
fraud that goes under the name of love, Audain Gallery at Simon Fraser University, Vancouver (2016). Hur will participate in forthcoming 
exhibitions at Heiwata, Mexico City, and Franz Kaka, Toronto.

Olivia Erlanger
Split-level Paradise
January 25 – March 7, 2020
Opening reception Saturday, January 25th, 7-10pm
 

Through her sculpture, writing, and filmmaking, Olivia Erlanger examines how architecture frames American dreams and delusions. 
 
Her exhibition of three new sculptures, Split-level Paradise, reflects upon the infatuation with home ownership in the US. The title 
refers to a style of home with staggered floor levels, which gained popularity in the years following World War II as suburbs expanded. 
Drawing from a wide breadth of research, Erlanger sees the marketed dream of homeownership as inextricably linked to the gender 
oppression of the “housewife” and a geographical pattern of racial discrimination otherwise known as red-lining. She also points to 
the economic crash of 2007-08, when a trillion dollars of dud mortgages blew up the financial system, and the hopes of the so-called 
American middle class. Erlanger’s latest body of work asks if the dream is coming to an end; moreover, was it ever real to begin with?
 
For this exhibition Erlanger takes inspiration from appearances of snow globes in cinema––citing references from Citizen Kane 
(1941) to Falling Down (1993)––to show the dream out-of-reach but also to create a liminal barrier between illusion and reality. In the 
free-standing sculptures, plexiglass spheres encapsulate three-dimensional models of typical suburban houses surrounded by muddy 
lawns. Erlanger deftly uses the snow globe form to magnify the contradictions of the elusive American dream: While the model houses 
in plexiglass cases adopt strategies of commercial display designed to generate desire, the buildings themselves are deliberately drab. 
The homes both construct and are victim to their environments. Flurries of artificial snow appear to swirl upward and “melt” under an 
equally artificial light. The tempestuous man-made weather within this internal system becomes a metaphor for entrapment and the 
desire to escape illusion.
 
The protective bubbles also provoke questions on how the individual relates to a community. Installed in the gallery, a 
neighborhood of homes within their own contained spheres recalls the unexpectedly isolating “filter bubble” effect of the Internet age, 
which encourages individuals to surround themselves with like-minded perspectives and discourages engagement with differing 
viewpoints. Erlanger’s sculptures offer several reminders of what’s outside our range of vision. While the globe-like works present 
views onto worlds, the interiors of the model homes are not visible. Rather than bisecting the homes like dollhouses and inviting 
voyeuristic habitation of these spaces, Erlanger keeps us at a distance, instead drawing attention to the invisible barriers that are 
enmeshed in capitalism. 
 
Studies on memory show that our recall is most detailed when we can connect events and emotions to a unique place, such as a 
childhood home. With these scaled-down models, Olivia Erlanger plays with our temporal sense: When we see a 1950s split-level we 
might think we are remembering snapshots of a happy childhood; in fact, we are merely invoking a culturally-conditioned response to 
a life that was never ours, and never will be. However, philosopher Gaston Bachelard suggests that the idea of home is not necessarily 
tethered to a physical house: “The old saying ‘We bring our lares with us’ has many variations.” The sculptures may function as 
devices to elicit a certain set of remembrances mixed with mythos. With Split-level Paradise, Erlanger presents strategies to reckon 
with past visions of future worlds and makes room to conjure something different.

 
Olivia Erlanger (b. 1990, New York, NY) lives and works in Los Angeles. Solo exhibitions include Soft Opening, London 
(forthcoming in 2020); Ida, Motherculture, Los Angeles (2018); Poison Remedy Scapegoat (with Nikima Jagudajev), Human 
Resources, Los Angeles (2018); mouths filled with pollen, And Now, Dallas (2018); Dripping Tap, Matthew, New York (2016); The 
Oily Actor, What Pipeline, Detroit (2016); and Dog Beneath the Skin, Balice Hertling, New York (2015). Erlanger has presented work 
in group exhibitions at the Dallas Museum of Art, Dallas (forthcoming in 2020); Kunsthalle Charlottenborg (forthcoming in 2020); 
Galleria Zero, Milan (2019); Ly Gallery, Los Angeles (2019); Capital Gallery, San Francisco (2019); M + B, Los Angeles (2018); 
Jonathan Ellis King, Dublin (2017); CANADA, New York (2017); Pilar Corrias, London (2015); Centre for Style, New York (2015); 
and Museo di Capodimonte, Naples (2014). Olivia Erlanger and Luis Ortega Govela co-wrote Garage (MIT Press, 2018), a secret 
history of the attached garage as a space of creativity, from its invention by Frank Lloyd Wright to its use by start-ups and garage 
bands. 


