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Raymond
Depardon 
Grand Palais 
Paris 
A photographer, photojournalist, and
documentary filmmaker, 71-year-old
Raymond Depardon is beloved in France
for his sensitive, socially conscious im-
ages. Often featuring politicians, psychi-
atric hospitals, or police stations,
Depardon’s photographs focus on inner-
city poverty, the effects of war, and the
disappearance of rural villages from an
increasingly globalized planet.   
This exhibition, however, organized by

Depardon along with curator Hervé
Chandès of the Cartier Foundation for
Contemporary Art, brought together
some 160 color photographs made since
the 1950s that revealed the artist’s softer,
more intimate side. Depardon has said
that he associates color with his child-
hood on his parents’ farm, and the earli-
est photographs on view—a snapshot of

Robert Wilson 
Musée du Louvre 
Paris 
As the Louvre’s latest guest
curator, the avant-garde vi-
sual artist and theater direc-
tor Robert Wilson offered
museumgoers an intriguing
two-part glimpse into his cre-
ative process. The main in-
stallation in the salle de la
Chapelle, “Living Rooms,” re-
created Wilson’s office in the
Watermill Center, the artistic
community and laboratory he
founded on Long Island, New
York, in 1992. Evoking the famous back
wall of André Breton’s studio in Paris,
Wilson transposed an eclectic collection
of objects and artifacts from Watermill
into the gallery, mixing the periods and
genres that play an integral role in his
practice and reflecting his curiosity and
restless spirit. 
Encircling his oversize bed, his per-

sonal collection of tribal art and flea-
market discoveries hung from floor to
ceiling. Visitors were invited to drift
through the deliberate chaos, wandering
among such treasures as Marlene Diet-
rich’s cream-colored pumps, a selection
of designer chairs, ancient Chinese ce-
ramics, tribal masks, a Robert Map-
plethorpe photo, a dirty pink glove found
on Seventh Avenue in Manhattan, and
Wilson’s very first acquisition, an anony-
mous canvas he bought at the age of 12
for 75 cents. Intentionally displayed
without labels or explanations, the ob-
jects welcomed a vast range of possible
readings. Fiercely poetic and powerful,
the room seemed at once a refuge, a
shrine, and a mausoleum. 
Meanwhile, in the salle de la Maquette

and in the salon Denon, Wilson pre-
sented a series of recent videos he made
in collaboration with Lady Gaga. Eerie
and strangely beautiful, the videos col-
lage the pop singer’s face onto still im-
ages of the protagonists of famous
paintings, such as Jacques-Louis David’s
Marat slumped in the bathtub. The fig-
ures at first appear motionless, but then
they move, almost imperceptibly—the
eyelids on Solario’s decapitated John
the Baptist flutter faintly, a tear runs
down the cheek of Ingres’s Mademoi-
selle Caroline Rivière.

—Laurie Hurwitz 

his mother or a red tractor, or a
self-portrait of the photogra-
pher as a teen on an Italian
scooter—are suffused with a
tender, caramel-colored light.
Although the show also in-
cluded political images, such as
a photo of the Mapuche Indians
in Chile in 1971, and a 1978
shot taken on assignment in
Beirut that captures the effects
of the Lebanese Civil War, the
majority of photographs depict
farmers and wedding goers,
beaches and barber shops. In
these quotidian images, Depar-
don focuses on simple things:

how light hits the facade of a building,
the vivid red of a small Formica table, or
the bright-blue wall of a modest hotel. 
The show’s title, “Un moment si doux”

(A sweet moment), referred specifically
to a selection of images from Depardon’s
recent travels to Bolivia, Ethiopia, Chad,
and Hawaii, all stored together in a box
on which he had scribbled that phrase.
But it remains an apt description of all
the photos on view, which conveyed a
sense of nostalgia, poetic and melancholy,
like stills from a Jacques Demy film. 

—Laurie Hurwitz 

Victor Burgin
Richard Saltoun and Ambika P3
London
Since the 1960s, British artist Victor Bur-
gin has made Conceptual art pieces that
combine passages of academic-sounding
text with photography. At first glance, his
posters and prints often look like up-
market advertising, but closer inspection
reveals sly commentaries on gender,
class, and consumerism, always shaped
by the crisp, Minimalist esthetic that he
developed as a student working under
Donald Judd at Yale. 
Burgin’s early works offer provocative

questioning of material aspirations. The
show at Richard Saltoun included works
on paper from the ’70s and ’80s, such as
the well-known piece Possession (1976),
in which a photograph of a couple em-
bracing is accompanied by the words
“What does possession mean to you? 7%
of our population own 84% of our
wealth.” Burgin arranged that year to
have 500 copies of the poster plastered
all over the English city of Newcastle,
demonstrating the extent to which he
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Robert Wilson, Living Rooms, 2013, various mediums, 
dimensions variable, installation view. Musée du Louvre.

Raymond Depardon, Salon du camping, Porte de
Vincennes, 1960, C-print, 93⁄4" x 93⁄4". Grand Palais.©
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conceived his work as an address to the
general public and not just the art world.
Other pieces on view were a bit more

esoteric. Think About It (1976/2011) in-
cludes a close-up image of Rodin’s The
Thinker next to a photograph of a man
who appears to be deep in thought, as well
as a long block of text that might once
have sounded cutting-edge but today rings
like a parody of postmodern jargon. 
Meanwhile, an exhibition at the Uni-

versity of Westminster’s nearby Ambika
P3 art space included a large selection of
Burgin’s more recent photography and
films. The films have a quiet, contempla-
tive air and coloration that stand in sharp
contrast to the black-and-white austerity
and political bent of his early work.
Taken together, these two unaffiliated
exhibitions gave a rich sense of Burgin’s
bold yet refined interplay of word,
image, and concept, and neatly demon-
strated this influential philosopher-artist’s
range of talents. —Roger Atwood 

Leonora
Carrington
Irish Museum of Modern Art
Dublin
Leonora Carrington’s life had an epic
quality, imbued with magic and myth.
Born in England in 1917, she moved to
Paris in the ’30s and worked alongside
Surrealists André Breton and Max Ernst

(with whom she was romantically in-
volved for some years) before fleeing
Nazi-occupied France for Mexico. She re-
mained in Mexico City until her death in
2011, painting fantastic beings and cos-
mic dramas in lyrical dreamscapes. This
terrific show, curated by Seán Kissane,
displayed Carrington’s remarkable body
of paintings, sculptures, and tapestries.        
Icons and motifs derived from Surreal-

ism, so often applied as a route into the
subconscious, were used to evoke the
deeply personal and allegorical in the
artist’s work. Her scenes are never static,
and figures are depicted in constant
motion or transformation. In Darvault

(ca. 1950), a figure with both feline and
feminine characteristics reaches toward
two boys in black capes (they represent
the artist’s sons, according to the show’s
catalogue) who spin like dervishes in a
spare, de Chiricoesque courtyard. And in
Three Women around a Table (1951), a
woman’s head appears to metamorphose
before our eyes into an ibis. 
Kissane’s decision to organize the

works by theme, rather than chronology,
worked well, emphasizing Carrington’s
ahead-of-her-time interest in examining
female archetypes, including witches and
femmes fatales. In The Giantess (The
Guardian of the Egg), ca. 1947, a tower-
ing earth goddess parts the white shroud
covering her shoulders to release a flock
of geese, while tiny peasants and farm
animals flee across a landscape worthy of
Bruegel. The figure exudes fertility and
power, yet, with her tiny face and dainty

feet sticking out beneath her robes, she
appears strangely vulnerable.
Subtitled “The Celtic Surrealist,” this

show sought to emphasize Carrington’s
Irish roots (her mother was born there)
by highlighting the traditional Irish ele-
ments in her richly allusive compositions.
Ultimately, the Irish connection seemed
merely one minute aspect of Carrington’s
complex pictorial language—but it hardly
mattered in a show as strong as this.

—Roger Atwood 

Dil Hildebrand
Pierre-François Ouellette Art
Contemporain/Centre Space
Toronto
Architecture has often informed the work
of Dil Hildebrand, who quit his job paint-
ing theater sets in 2006 and went back to
school for an M.F.A. That same year, the
Montreal-based artist won the RBC Cana-
dian Painting Competition, one of the
country’s most prestigious art prizes, with
canvases depicting off-kilter interiors and
landscapes whose perspectives were
sometimes skewed to vertiginous effect.  
This lively exhibition, titled “And so on

and so forth…,” included seven acrylic
and oil paintings on canvas, linen, and
panel (all from 2013), as well as a playful
suite of ten mixed-media collages on
paper. Every composition featured irreg-
ular arcs, circles, squares, triangles, and
lines corralled into forms resembling pre-
carious structures, all depicted against

Victor Burgin, Revolutions, 1989, silk-screened poster
commissioned by the French government, 

33'' x 233⁄8''. Richard Saltoun.

Leonora Carrington, Darvault, ca. 1950, oil on canvas,
311⁄2" x 255⁄8". Irish Museum of Modern Art.
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Dil Hildebrand, Abandoned Building, 2013, acrylic on
linen, 76'' x 58''. Pierre-François Ouellette Art

Contemporain/Centre Space.


