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WHEN AN ARTWORK leaves you at a
loss for words and you ask yourself what
it actually is you are looking at, it will have
achieved an objective I consider essential:
that of producing wonder. This is something
I’ve experienced on several occasions when
faced with Trisha Donnelly’s work. Take
her contribution to Documenta 13, held in
2012 in Kassel: a sprawling, untitled film
installation at the Gloria movie theater, in
which blurry grisaille abstractions waxed
and waned as they drifted across the screen,
hinting at vestiges of objects that were not
representational in any clear sense, yet
struck me as slightly dystopian. Donnelly’s
semi-simulacra allowed me to speculate
about the archetypes behind them—

bringing to mind “the unique phenomenon
of a distance, however close it may be”
(Walter Benjamin’s famous definition of the
aura) and evoking the phantasmic quality
of photograms, the cameraless prints in
which Man Ray and Laszlé6 Moholy-Nagy
recorded the negative image of lit objects
on paper. Despite its minimal, techy sheen,
Donnelly’s work led me back deep into the
past century, into the classic modernism
that art historian T. J. Clark has called “our
antiquity.”

A few years later, in 2016, I saw
another set of Donnelly’s projections

)

in Kassel, as part of “Images,” a group
exhibition curated by Susanne Pfeffer at the
Fridericianum. Juxtaposed with pieces by
Cory Arcangel, Seth Price, Pierre Huyghe,
and Wade Guyton, Donnelly’s digital color
videos, untitled as usual, stood apart,
evoking timelessness, eternal existence.
In contrast with the one-liner feeling of
“post-internet art,” these hybrid images
with quicksilver sheens—you might have
thought you were observing toxic chemical

reactions—left me baffled, curious.
In 2017, when I next saw Donnelly’s
streaky apparitions, at Museum
Ludwig, Cologne, I was again caught
off guard—not only by the challenge
of describing the images, but also
by the problem of classifying them.
We more or less automatically (and
perhaps thoughtlessly) characterize,
say, Guyton’s prints as painting,
whereas Donnelly’s projections
doggedly resist categorization.
Indeterminacy may be the only
explicit cornerstone of Donnelly’s
art. Witness the evasive press release
for her largest solo exhibition to
date in Germany, currently on
view at the Museum fir Moderne
Kunst, Frankfurt, and again curated
by Pfeffer. Her works “are simply
what they are and not solely in the
realm of the visual”; they “oscillate
between the concrete and the
abstract, in accordance with their
materiality and against it, within the
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nature of the medium and contrary to
it.” These sentiments might seem like
a cliché, indeed a parody, of hedging-
all-bets artspeak: “Upon longer and
more precise examination, the real of
the work is grasped.” Donnelly was
involved in writing this text, and it’s
undeniable that the artist, who teaches
at the Dusseldorf Academy, has honed a
public image as a “whispering enigma,”
per the magazine Monopol; one myth
about Donnelly has her showing up
on horseback for a 2002 exhibition at
Casey Kaplan in New York. But these
qualities are not just an attitude. They’re
firmly grounded in her work, which
asserts, with uncompromising force, its
autonomy from extra-artistic logic, from
any understanding generated outside the
bounds of aesthetic experience.

In the new Frankfurt show there are
two small projections, one of them a “still
projection” (Untitled, 2018) in which
Donnelly uses a digital projector to cast
an abstracted image of a dog’s head onto

a C-print of the same motif. The result
is a mixed picture—part material, part
immaterial—that proves a galvanizing
irritation to the gaze. The exhibition also
includes a small number of drawings and
photographic works sparingly set out
across the large gallery. One of the latter,
a skyscape, perhaps captured from an
airplane, has been set on end, making
it look like an X-ray of a pair of lungs
(and also a little like a Warhol Rorschach
painting). The viewer is put on notice:
Nothing is how or what it seems.

The show’s central offering is an
ample selection of sculptures in marble
or, occasionally, slate or limestone or
sandstone, all made over the past decade
and a half. Donnelly spends years
laboring on these “stones,” as she calls
them, which are made from found pieces
and fragments sourced from Tuscan
and Portuguese quarries. The objects
can weigh tons; some are voluminous,
some compact, some slender, some
rather fragile-looking. In Frankfurt,

the sculptures are distributed across the
airy yet concentrated spatial economy
of Tower MMK’s long corridors,
presenting themselves in arrangements
of captivating formal clarity. Donnelly
manages to attune the senses to real space
while drawing our attention to stone
as a sculptural material: the detailed
veining of elegant Pietra del Cardosa;
the noble gray of Bardiglio Imperiale; the
undulating white, green, and beige lines
of Cipollino; the beguilingly beautiful
pink of Moca Cream. It has been quite
a while since I saw a show in which
fundamental properties of sculpture were
subjected to such probing scrutiny.
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Yet Donnelly’s stones, even as they
foreground the “specificity” of their
materials, do not content themselves with
being “interesting” (to use Donald Judd’s
words). Never representational, but always
discreetly narrative, they formally are not
unlike the otherwise very different work of
Rachel Harrison and Nairy Baghramian,
deftly keeping the viewer on the threshold
of allusion. Sometimes they hint at “figure,”

» o« ]

“gestalt,” “gesture,” or “pose.” Untitled,
a monumental object made in 2011 from
Rosa Portogallo, which seemed to face
me head-on, deports itself in a quasi-
anthropomorphic manner. It is slightly
reclined, like the Rodin bronze Monument
to Balzac; it has the heft of the Belvedere
Torso and the brittle corners and edges,
the non finito character, of a Michelangelo.
Other objects looked to me a sarcophagus, a
collection of pharaonic grave goods, perhaps
the thighs of a sphinx. I read parallel
grooves milled into some of the sculptures
as ancient fluting; at the same time, these
gestures felt entirely contemporary, evoking
the billowing waterfall that the artist drew
on a torn piece of paper (Untitled, 2003),
on view in a nearby gallery. A third type
of sculpture—works with deep, delicate
ribs—conjured machinic implements from
a forgotten industrial past. The critic for
the German daily newspaper taz wrote that
the sculpture Untitled, 2019, reminded her
of a radiator.

Donnelly, then, not only reaches back
into history, affiliating herself with the
lineage of classical sculpture. (Stone, after
all, and marble in particular, is not just one
substance among many; it is the classical
artistic material par excellence.) She also
looks to the future, her stones exuding a
stoic constancy with no expiration date.
Almost every one of Donnelly’s sculptures
brought an extraterrestrial association to
my mind; think They Came from Outer
Space, or Kubrick’s monolith in 2001. In
the end, it is left to the individual beholder
to explore which stories these objects might

have to tell—an ambivalence that is key to
what sets Donnelly’s stones apart from, say,
Ulrich Riickriem’s imposing granite pieces,
which bear simple witness to the cutting and
splitting of stone.

And then there is a stately and elegant
desk made of rich brown wood, a work the
artist showed at Casey Kaplan in 2010. A
piece of institutional critique by way of a
reference to the gallery situation? Perhaps
Donnelly meant to undercut the aura of
museum-worthiness the exhibition conferred
on her work? If so, I did not think there was
any need—Donnelly, in establishing her own
antiquity and futurity, becomes the subject
of her own contemporary glyptotheque.

GEORG IMDAHL IS A FREELANCE ART
CRITIC IN DUSSELDORF AND HAS BEEN
PROFESSOR OF ART AND THE PUBLIC AT
THE ACADEMY OF FINE ARTS MUNSTER
SINCE 2011.

Translated from German by Gerrit Jackson.
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It’s impossible for me to see Donnelly’s sculptures
apart from questions of time. Invoking classical
form, they seem ruins in advance—projecting

the passing of our current era, just one within a
sequence of so many others—or better, disrupting
any such sequence by realizing a past embedded
in our present, so that her works are like stone
ghosts. (This last sense is augmented by the barely
seen ripples and ridges in their surfaces, which
can suggest the work of masonry sects or eons

of erosion.) Here, such cultural contingency was
only amplified by the white-cube frame broken by
the artist, who opened one rear door and removed
another to reveal a brick-lined interior vestibule
exposed to the elements.

Griffin, Tim. “Best of 2020: Trisha Donneﬂy.” Artforum 59, no. 3, December 2020.
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One of the earliest lessons an artist learns is how to play with positive and negative space.
Yet, few artists ever master what Trisha Donnelly knows: how to do it in four dimensions. Her
exhibitions are at once so comprehensive and so sparse that it's not always clear which parts

are determined by choice and which by chance - an ambiguity that deepens over time.

Several gorgeous hunks of stone have been arranged across two of Matthew Marks's
Chelsea galleries. These vary in both size - from pipe stands to refrigerators - and
orientation, sitting upright like plinths or reclining like lost bumpers. Their hues range from
blue to emerald to rose. Each has been polished on almost every face. (The one exception
is an untitled boulder of basalt the size of a bull, which has been sliced flat across its top.)

But Donnelly’s seemingly modest gesture - nothing if not solid - soon shakes loose. It is

Diehl, Travis. “Trisha Donneﬂy Sculpts in Four Dimensions.” Frieze, January 14, 2020.



impossible to tell if these are vertical forms laid sideways, or horizontals forced upright, or
whether each has been quarried with its present orientation in mind. Nearly every stone
is scored with deep, straight, alien lines: the marks of a powerful industrial saw - perhaps
Donnelly's work, perhaps a stonemason’s. From readymade rocks to objects of profound

ambivalence: this is classic Donnelly.

The concept, again, is elementary: that some objects are intentional, and others not. The
marble pillars rest on the floor, just as their neat, flat sides have been forcibly sliced from
wild veins of rock. Donnelly, perhaps, returns to the classical medium of marble to remind us
that art has always been an imposition on non-art. When she projects an image of warbling
lines and greying rectangles in a white-box gallery, it is as much an intervention as turning
stone into sculpture, whether she sculpts it herself or not. The walls of the east gallery at
Matthew Marks bear three digital projections, each an untitled abstraction that suggests a

graph or an oscilloscope or a billowing sheet. One is a still, single frame; another, a short
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loop; the third, taking pride of place on the gallery's back wall, seems to phase in and out of
focus. The latter work is comprised of three overlapping projections of the same amorphous
shapes, bobbing up and down - a fact that only becomes apparent at a distance too close
to comfortably view the whole. Donnelly’s projections do for video what her marbles do for
sculpture: demonstrate how seemingly hermetic images gradually, irrevocably bleed into

their surroundings.

Notice the big signal lamps that look like something from a train next to the east gallery’s
desk; the printout of another twitchy grisaille shape taped under the stairs in the west
gallery; the tarps over the skylights. Donnelly plays the clearly staged against the seemingly
unintentional until aesthetic pleasure arises precisely from the ambivalence of this contrast.
She has removed one door and opened another in the corners of the east gallery, revealing

a dark hallway of old brick and blocked-up, alley-facing windows. An open hatch to the roof

Diehl, Travis. “Trisha Donneﬂy Sculpts in Four Dimensions.” Frieze, January 14, 2020.



lets in winter cold; on stormy days, rain streaks its cinderblocks
and pools on the concrete floor. This is why a galvanized metal
outlet, exposed to and softly lit by the elements, is protected by a
rough, translucent flap of plastic. Donnelly’s deconstruction of the
white cube apparently required this precaution. Of all the show’s

moments, this admission of fragility is the most beautiful.

‘Trisha Donnelly” is on view at Matthew Marks Gallery, New York,
from 8 November 2019 to 18 January 2020.

Main image: Trisha Donnelly, Untitled, 2019, Rosa Portogallo marble in two parts, 42 x 167 x 35

cm. Courtesy: the artist and Matthew Marks Gallery, Los Angeles and New York

Diehl, Travis. “Trisha Donneﬂy Sculpts in Four Dimensions.” Frieze, January 14, 2020.
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True to form, Donnelly offers no explanation for the six enigmatic pieces in her
new show—some poetry needs no translation. One untitled sculpture, which
is made of two pieces of Rosa Portagallo marble with jagged ends, rests on the
concrete floor like an artifact of an as yet undiscovered ancient civilization.
Another smooth, carved slab of stone stands upright, like a modular panel of
uncertain function. Maybe Donnelly’s sculptures replicate components of prosaic
objects, so familiar they’'ve become invisible. A ghostly projection of pistonlike
forms, the result of three overlapping videos, achieves a similarly uncanny effect.
'This eventless film, just one minute and one second in length, feels as mysterious

and as consequential as a communiqué from outer space.

— Johanna Fateman

Fateman, Johanna. “Trisha Donneﬂy.” The New Yorker, December 23, 2019, p- 12.
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CRITICAL PERSPECTIVES ON ARTS, POLITICS, AND CULTURE

Cast near the entrance of Matthew Marks, unshielded from natural light, one
of three digital projections by Trisha Donnelly repeats on a short loop. A tall,
narrow rectangle frames an image—and contains its movement—yvisually

rhyming with the upright and perpendicular marble monoliths Donnelly has

Siboni, Katherine. “Trisha Donnelly.” The Broo/elyn Ruail, December 16, 2019.



installed throughout the gallery space. In the 19-second loop, dimmed by competing light sources, an
inscrutable object with a tangibly metallic, emulsive surface repeatedly traces a downward trajectory
within its narrow enclosure. Momentarily, midfall, it quivers under its own weight, then collapses to
the bottom edge of the projection, before resuming course with an efficiency so abrupt and unsettling
it suggests a full erasure of each preceding loop. The image is velocity and viscosity without an object, a

moving picture defined by its operations rather than its content, and further abstracted by its rapidity.

This mute, enigmatic materiality is common in the works on view at Matthew Marks’s 22nd street
spaces, as it is in much of Donnelly’s storied, yet frequently ineffable, practice. Donnelly’s exhibitions
pierce history—most famously when the artist impersonated a Napoleonic messenger for her 2002
solo debut at Casey Kaplan—or slow events so as to change their nature, as in Redwood and the Raven
(2004), where dance is rendered as a still form. In the present show, Donnelly’s work demonstrates
the perceptual effects of looking without identification—a method of temporal manipulation that
falls outside of chronology and history, instead showing language and observation to be time-bound.
Sensory dislocation is inflicted by all three of Donnelly’s projections on view: a central projection

on the gallery’s rear wall shows a drifting undulation, vaguely solid, the phantasmagoric result of

an off-register overlap of three stacked projectors. One still projection, presented before two erect
marble slabs, is blurred as if to index motion: a

two-dimensional plane appearing to bifurcate

into three-dimensional space. Donnelly’s

marble and basalt objects similarly occupy

a state of suspension between raw form and

carved sculpture. Chiseled, to various extents,

with mechanical precision and regularity, the

sculptural grooves appear either ritualistic or

functional. Yet Donnelly’s rock tableaux also

seem to embody an inherent or essential state—a

shamanistic analog to Michelangelo’s claim of

having freed his figures from marble blocks.

On the margins of this restrained presentation,
Donnelly casually invites liminal spaces and

the elements themselves into a supposedly
hermetic gallery experience. A cord near the
rear of the gallery travels like breadcrumbs
from a projector to a raw opening in the drywall,

revealing a narrow corridor along a cinderblock

Siboni, Katherine. “Trisha Donnelly." The Broo/elyn Ruail, December 16, 2019.



wall and an overhead trapdoor inviting natural light (and, during my visit, light rain). Other ruptures
in the presentation style of a typical commercial gallery—exposed drywall, painters tape, temporary
architecture halfway through demolition—distend the perceptual attenuation provoked by Donnelly’s

work, further suggesting mysterious intent and a broader allegorical content.

Donnelly’s synesthetic practice has tasked her viewers with expanding and contracting one kind of
sensory information such that it is received in the form of another, a process she directly guides in
language that is at once procedural and metaphysical. In Vortex (2003), Donnelly famously instructs her
viewer to transform sound into sculpture: “Take the highest male voice. Listen and track it throughout
the recording. The sound can compress like a photograph. While listening, flatten it into an object. It’s

a comb-like structure.” Donnelly’s silent exhibition at Matthew Marks formally echoes these imagistic
similes. Her introductory projection takes the form of a relentless cycle of compression, while her
stone objects grow increasingly narrow and pronged when carved: “a comb-like structure.” Donnelly
plunges the viewer into a mute space in which verbal identification fails, amplifying visual properties
so that they become viscerally tactile. The concept of transubstantiation illuminates Donnelly’s work,
not only for its interpretation of matter as shifting, but also for its origin in myth and its dependence on

suspension of disbelief. It is synesthesia inflected by religious ecstasy.

The ghostly three-video work installed at the center of the gallery recalls, in its constant quiver, a
common synesthetic method: the production of sound by vibration. The image’s curving surface
resembles the undulating arrangements of a pipe organ, elements of the shape pushing up and down,
opening and closing. Donnelly’s Vibration Station, a 2002 silver print not included in this exhibition,
shows a majestic pipe organ inverted. In 2005, Donnelly described to Hans Ulrich Obrist an unrealized
installation by the same name, “I still wish I could make the Vibration Station, the organ that goes into
the ground ... You would walk through the vibrations of a box organ concerto.” In the work on view here,
vibrations take place absent literal sound or movement. Silent emanations radiate from visual stimuli,

and art does what it is intended to: it summons the intangible.

Siboni, Katherine. “Trisha Donnelly." The Broo/elyn Ruail, December 16, 2019.
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In this era of pervasive promotional storytelling, Trisha Donnelly consistently chooses to go the other
way and expunge. Her works carry no titles, her exhibitions no names, and her press releases only a few
facts. This calculated act of liberalizing the viewing field works to intensify the abstracting power of the
white cube toward the discrete objects and artist’s interventions on view. Indeed, what remains most
compelling about Donnelly’s practice is her expert crafting of distinctive analogue zise en scéne that finely
reframes the show’s perceptual field. Far
more gripping than any particular artwork
of hers, it is this clandestine manipulation
of the gallery space itself — as if it were
a fabric in her medium — that she wields
to captivating and occasionally frustrating

effect.

Ten stone sculptures make up the bulk
of the artworks on view at Donnelly’s
most recent exhibition at Matthew Marks
Gallery’s two Chelsea spaces. There are also

three projected digital images of her familiar

Block, Brian. “The Beguiling Desolations Of Trisha Donneﬂy.” Riot Material, March 14, 2020.



piston-in-liquid motifs and one small print. The stones are long rectangular slabs either laid down as
plinths or made to stand totem-like — reminiscent of historical memorials, of property markers, and
pointedly of the white cube’s own kinship with archaic sacred architecture and spaces of suspended time.
All but one of the stones appear scored to varying extent with mechanical blade kerf cuts and linear
incisions that elicit a sense of haunting accidental beauty. What intention may exist behind the kerf cut

method or the patterns they form in different stones is left to conjecture.

The ambling visitor also finds that the long, narrow back room of the 526 West 22nd Street gallery had
been informally excavated, the two end doors pried ajar, the lights turned off and the metal roof vent left
open to the winter sky. It feels as if one has entered into the very subconscious of the space only to find it
deserted though pockmarked by previous usage. This mildly transgressive unmasking functions as a kind-
of Wizard of Oz mnemonic, but more lastingly as a curious spectral registration of the artist’s presence in
this most artificial of settings; as well as a sudden, unexpected seeping in of the here and the now in the

formidable abstraction machine that is the white cube.

Block, Brian. “The Beguiling Desolations Of Trisha Donneﬂy.” Riot Material, March 14, 2020.



A real pleasure in Donnelly’s exhibitions are the mental puzzles and riddles, the telling apart of useful
clue from sheer fortuities. A pair of antique brass nautical lanterns not listed as artworks? That unfilled
hole in the wall the size of an electrical outlet? One’s interpretive senses are summoned to operate on
high alert, and this is a distinctively generative quality of her work. One is reminded of the immersive
theater performance Slep No More, in which visitors don masks and wander through a building where
different scenes of Shakespeare’s Macbeth are unfolding simultaneously. Here, subjectivity’s longing for a
master narrative is fractured not by spatiotemporal constraint but by a structural ambiguity that Donnelly

cultivates and sharpens with perverse relish: the essential undecidability in reading artwork.

And when said artwork is deployed by a prestigious institutional space such as Matthew Marks, one is
tempted to conclude that while Trisha Donnelly’s aesthetic program may run exactly counter to Andrea
Fraser’s — Fraser’s Open Plan (2016) left entirely bare a floor of the glistening new Whitney Museum,
while filling it with audio from prisons — the lesson on the politics of the white-cube-as-capital is one

and the same.

Riding the classic gap between object and intention all the way to the metaphorical bank, there is no
question that Donnelly’s self-exegetic muteness has deliberately courted a mystery that gallerists and
writers of all stripes have spun into a bona fide mythology. As in fashion or courtship, nothing activates
desire around art quite like demurral. Donnelly was recently featured in a book about artists who have

retreated from the art world. The book’s title: Te// Then I Said No, her own response to the authot’s inquiry.

Block, Brian. “The Beguiling Desolations Of Trisha Donneﬂy.” Riot Material, March 14, 2020.



When do the results of an art practice fall short of inspiring good faith? When is there enough #here
there? The intermittently frustrating journeys that Donnelly’s wise en scéne repeatedly summon us into
are beguiling abstractions of exhibitions. They are hikes along the philosophical crestline demarcating
something from nothing — meandering but rarely without reward. Her work makes the convincing case
that art exhibitions operate essentially via forms of manipulation akin to film, albeit with a starkly different

phenomenology of the container, economics of the stage, and critical knowledge generated.

Block, Brian. “The Beguiling Desolations Of Trisha Donneﬂy.” Riot Material, March 14, 2020.
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You hear this American artist’s profoundly thoughtful exhibition before
you see it: Leontyne Price singing the “Habanera” aria from “Carmen”
on a five-minute loop. The repetition provides sonic structure for the
sprawling, moving, untitled installation. The trunks of two mammoth
trees—a redwood and a Scots pine, felled after dying on private land in
California—rest side by side on dollies, at the north end of the seven-
thousand-square-foot gallery, like a couple lying in state. A dense tangle
of the trees’ branches lines the eastern wall, as does a row of benches.
'The lights are off, and the only illumination arrives, along with perplexed
visitors, through a narrow aperture in the wall, sliced from ceiling to
floor in front of a picture window. (Donnelly has rerouted people from
the standard entrance and exit.) As Price sings, in French, “Love is a
rebellious bird,” thoughts turn to the speeds of life—swift for a bird,
slow for a tree—and the increasing threat of human beings to the

natural world.

— Andrea K. Scott

Scott, Andrea K.  “Trisha Donneﬂy.” The New Yorker, May 13, 2019, p. 6.
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American artist Trisha Donnelly has been named the winner of the 2017 Wolfgang Hahn Prize,
awarded annually by the Museum Ludwig in Cologne. The 23rd recipient of the prestigious award,

Donnelly will receive a solo exhibition and a catalogue. In addition, the museum will acquire
works by the artist.

Perlson, Hili. “Trisha Donneﬂy ‘Wins Germany’s Prestigious Wolfgang Hahn Prize.” Artnet, December 2, 2016.



The Hahn Prize’s solo exhibitions traditionally coincide with the city’s major art fair, Art Cologne,

whose 2017 edition runs from April 26-29. Donnelly’s show is slated to open on April 25.

Donnelly—who does not permit any explanatory texts to accompany her works—uses installation,
light, video, and sometimes performance to alter the viewer’s experience of the exhibition
space and perception of time. While her practice can be challenging to some, it is precisely her

resistance to readily-consumable artworks that convinced the jury.

“Her radical approach to themes such as aesthetics and reception were decisive factors in
the selection of Trisha Donnelly as the award’s winner,” said Suzanne Cotter, director of the

Serralves Museum of contemporary art in Porto, who headed the jury.

“As an artist she occupies a position of committed resistance to the easy appropriation of art as
something contained and ultimately controllable. At the same time, the extraordinary generosity
of her work, that touches on the visual—in particular the photographic—the spoken, the aural and

the physical, is electrifying in its permission,” she added.

“Her practice thus echoes Wolfgang Hahn’s, who saw in the avant-garde the connection between
art and life,” Cotter concluded, speaking for the jury which also consisted of Yilmaz Dziewior,
director of the Museum Ludwig; Mayen Beckmann, chairwoman of the Museum Ludwig’s
Gesellschaft fur Moderne Kunst; as well as its board members Gabriele Bierbaum, Sabine

DuMont Schutte, Jorg Engels, and Robert Maller-Grinow.

The New York-based artist has been featured in numerous institutional solo exhibitions

across the US, and has most recently been featured in Europe with major exhibitions at the
Villa Serralves in Porto (2016), and the Serpentine in London (2014). She gained recognition in
Germany following her show at Portikus, Frankfurt (2010), and at the Julia Stoschek collection in

Dusseldorf last year.
She won, in 2010, Rob Pruitt”s Art Award, as well as the Prix de la Fondation Luma in Arles. In

2011, she was the recipient of the 10th Sharjah Biennale prize, and the Faber-Castell prize for

drawing in 2012.

Perlson, Hili. “Trisha Donneﬂy ‘Wins Germany’s Prestigious Wolfgang Hahn Prize.” Artnet, December 2, 2016.
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NEWS

December 01, 2016 at 10:03am
TRISHA DONNELLY WINS MUSEUM LUDWIG’S 2017 WOLFGANG HAHN PRIZE

Museum Ludwig in Cologne has announced

that Trisha Donnelly has been awarded its 2017
Wolfgang Hahn Prize, which was established to
honor contemporary artists who “have not gained
the attention they deserve.” The award includes
an exhibition organized by the museum, an
accompanying catalogue, and an acquisition of
the artist’s work.

The jury consisted of Suzanne Cotter, director

of the Serralves Museum of contemporary

art in Porto; Yilmaz Dziewior, director of

Museum Ludwig; Mayen Beckmann, chair of the

Gesellschaft fiir Moderne Kunst; and Gabriele

Bierbaum, Sabine DuMont Schiitte, Jorg Engels,

and Robert Miiller-Griinow, board members of the Gesellschaft fiir Moderne Kunst.

Cotter said, “Trisha Donnelly is without doubt one of the most compelling artists of our time, whose work
offers entirely new ways of experiencing and thinking about form, at once synaesthetic and disruptively
transporting. As an artist she occupies a position of committed resistance to the easy appropriation of art
as something contained and ultimately controllable. At the same time, the extraordinary generosity of her
work, that touches on the visual—in particular the photographic—the spoken, the aural and the physical,
is electrifying in its permission.”

Born in San Francisco in 1974, Donnelly received her bachelor of fine arts from the University of California,
and in 2000 she earned her master of fine arts at the Yale University School of Art. Since 1999 she has taken
part in numerous solo exhibitions, including shows at the Villa Serralves in Porto, the Serpentine Gallery

in London, the San Francisco Museum of Modern Art, and the Renaissance Society of the University of
Chicago.

“Trisha Donneﬂy ‘Wins Museum Ludwig's 2017 Wolfgang Hahn Prize.” Artforum, December I, 2016.
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'The Museum Ludwig in Cologne, Germany, announced today that Trisha Donnelly has won its 2017
Wolfgang Hahn Prize. The New York—based artist, who recently had a solo show at the Serralves Museum
of Contemporary Art in Porto, Portugal, will now receive an exhibition at the Museum Ludwig. A sum of
money, with a maximum amount of €100,000 (about $106,000), is typically given to the winner, though the

amount awarded to Donnelly was not specified in a new release.

Greenberger, Alex. “Trisha Donneﬂy ‘Wins Museum Ludwig’s 2017 Wolfgang Hahn Prize.” ARTnews,
December I, 2016.



Donnelly’s work (some of which will now be acquired by the Museum Ludwig) takes a wide variety of
torms—installations, photographs, performances, drawings, videos, and writings, often dealing with time and
perception. Hers are typically slow works that demand patience and often rely on a knowledge of the space in

which they’re exhibited.

“Irisha Donnelly is without doubt one of the most compelling artists of our time whose work offers entirely
new ways of experiencing and thinking about form,” Suzanne Cotter, the director of the Serralves Museum,
said in a statement. Cotter added, “As an artist she occupies a position of committed resistance to the easy
appropriation of art as something contained and ultimately controllable. At the same time, the extraordinary
generosity of her work, that touches on the visual—in particular the photographic—the spoken, the aural and

the physical, is electrifying in its permission.”

Cotter was a member of the prize’s jury. She was joined by Yilmaz Dziewior, the director of the Museum
Ludwig; Mayen Beckmann, the chairwoman of the Gesellschaft fiir Moderne Kunst; and Gabriele Bierbaum,
Sabine DuMont Schiitte, Jorg Engels, and Robert Miiller-Griinow, all of whom are board members of the
Gesellschaft fir Moderne Kunst.

Donnelly’s exhibition is currently slated to open on April 25. Until then, her work can be seen at “Less Than

One,” a show at the Walker Art Center in Minneapolis featuring work from the museum’s collection.

Greenberger, Alex. “Trisha Donnelly ‘Wins Museum Ludwig’s 2017 Wolfgang Hahn Prize.” ARTnews,
December I, 2016.
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