Top . Exhibition Picturing
the Americas, Art Gallery of
Ontario, Toronto, Canada.
Photo: Alex Ramos.

The exhibition as a picture of the
Amer lﬂas . by Alexandre Dias Ramos, Georgiana Uhlyarik, Peter John

Brownlee, and Valéria Piccoli

The three curators talk about how

it has been to prepare the largest
exhibition ever made on the landscape
of the Americas

The exhibition Picturing the Americas: land-
scape painting from Tierra del Fuego to the Arctic
is being exhibited at the Art Gallery of Ontario in
Toronto, Canada (June 20 - Sept. 20, 2015), the
Crystal Bridges Museum of American Art in Ben-
tonville, USA (Nov. 7, 2015 - Jan. 18, 2016), and
Pinacoteca do Estado de Séao Paulo in Brazil (Feb.
27 - May 29, 2016).

Alexandre Dias Ramos . How long did the planning of the
exhibition take, and how did you come to be
invited to participate as curator?

Valéria Piccoli . The first conversations took place in
2010 in S&o Paulo between Elizabeth Glassman
and Peter John Brownlee, from the Terra Foun-
dation for American Art (TFAA), and with the
former Director Marcelo Aradjo and the former
Chief Curator Ivo Mesquita, from Pinacoteca
do Estado de Sado Paulo. As the conversation
eventually evolved into a partnership, | was ap-
pointed to participate as a curator due to my
previous experience in the study of landscape
painting in Brazil.

Georgiana Uhlyarik . Actually, you might say it all start-
ed in the late 1980s, with lvo Mesquita travelling
to Winnipeg one February and seeing Canadian
landscape paintings for the first time. It made him
wonder what an exhibition that examined the
tradition across the hemisphere might reveal. In
2011, the Terra and the Pinacoteca embarked on
making his inquiry a reality. They reached out to
the Art Gallery of Ontario (AGO) and we became
partners on this journey... nearly five years in the
making, or over 25 if you think about it from Ivo's
perspective.

Peter John Brownlee . Exactly. In early March, 2010, the
Terra Foundation visited the Pinacoteca do Estado
de Sao Paulo. It was the first stop on a tour of mu-
seums and cultural institutions in Sao Paulo, Rio de
Janeiro, Buenos Aires, and Lima. During our meet-
ing, lvo Mesquita mentioned the idea for an ex-
hibition that examined landscape paintings from
across the Americas. A year later, the Pinacoteca
and the Terra agreed to collaborate and invited the
AGO as the project’s northern partner.
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ADR . How were the works chosen and what criteria
were used?

PIB . After days of discussions, the first step in
beginning to compile works for consideration
involved hanging hundreds of color reproduc-
tions of paintings on the walls of our meeting
room in S&o Paulo. That was the first time we
could actually see the immensity of all that we
had learned the day before, when participants
offered introductory presentations briefly de-
scribing the evolution of landscape painting
traditions within their respective art historical
traditions. Needless to say, our heads, and our
eyes, were spinning.

We grouped images by themes that ranged
from literary landscapes to scientific exploration.
Themes of work and leisure, of encounter and
conflict, and of traditional forms of land use and
the effects of modernization began to coalesce as
images found their way into loose groupings.

Over subsequent meetings, at the AGO in Toron-
to, at the TFAA in Chicago, and with advisors in
Mexico City, the curators refined these categories,
a list that expanded and contracted as we added
and discarded images in an attempt to find those
paintings that best expressed a particular theme
and that “hung” well together.

6l . We spent a lot of time learning from each oth-
er and talking about the way in which landscape
painting is discussed within our respective nation-
al schools. In Canada, for some decades, we look
at it through a lens “beyond wilderness,” to under-
stand how the land has been imagined as empty
and vast, when it reality it has been full of people,
culture and traditions for thousands of years. The
three of us co-curators talked about the different
ways landscape is a construct, a framing device
for values and aspirations of burgeoning settler
nations. Each of us has a very unique interest and
background; it was a wonderful triumvirate as we
disagreed as much as we agreed.

As we realized early, this is such a vast topic, we are
at the beginning of the conversation — offering
to shift all of our perspectives regarding paintings
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that have become iconic in each country. We start-
ed there — with the icons and talked about how
they measured up when taken out of the nation-
alist context.

VP. From the beginning, my co-curators and | were
aware that our knowledge of the topic was very
much confined to our specific regions. We agreed
to create a scientific committee that would help
us gather significant material on landscape tra-
ditions in the various countries of the Americas.
Many advisors, from all over the hemisphere, were
engaged in the project at different levels of its
development. Their generous collaboration was
crucial to give us the means to formulate a narra-
tive that could make sense of all that we had in our
hands. Among the many possibilities for making
an exhibition with this material, our main choice
has always been to show landscape paintings in
their connection/interrelation to the history of

1or . Condition report of
Yosemite Valley, 1868, by
Albert Bierstadt.

Top . Arrival of the Brazilian
shipments at the AGO.

seLow . Niagara Falls, 1878,
by William Morris Hunt,
being removed from its
crate,

seLow . Posteard, 1929, by
Tarsila do Amaral, being
removed from its crate.

the Americas. So it was about showing beauti-
ful paintings but also works that could speak to
subjects like conflict over land, use of resources,
scientific exploration and national identity, for in-
stance. Paintings that could help us understand
our relatienship to the land and different notions
of belonging to a particular place.

ADR . Getting 118 works on loan from 51 institutions
must have been a complex task. How did the
relationship with each country or institution
impact the final curation?

VP. It was a very complex task indeed. First of all,
we knew that we were asking for works that are
considered to be masterpieces in their institutions/
collections. And we were asking them for permis-
sion to travel with these works for around one year,
which can be a lot of time in many cases. So it was
important to work with an “ideal”list but also count
on an extensive list of possible alternates.

The level of negotiation required for each loan
varied a lot, from the more political ones to a
simple personal approach. We learned during the
process that some institutions simply don’t have
the experience in lending for international shows,
others demanded an unimaginable amount of
paper work, others just cannot let their works
leave the country, and so on. There was not one
standard situation.

6U. It has been a complex and wondrous process,
in diplomacy and determination. We have negoti-
ated loans in several languages, over a long peri-
od of time. There were some disappointments, but
there were also some miraculous results.

PIB. You said it! The curators anticipated difficul-
ty in securing loans from certain countries, es-
pecially as we were requesting iconic paintings
that serve as emblems for entire nations as well
as the prestigious museums that hold them. Our
expectations were confirmed in certain places
and confounded in others. On the whole, the
project received widespread support from muse-
um directors and curators. However, a painting’s
condition or its ability to safely travel as a result
of its condition made certain paintings unavail-
able. Moreover, on several occasions, ministerial
bureaucracy, or exorbitant costs associated with
a particular loan precluded the inclusion of de-
sired works.

The study of art history is premised on the gather-
ing ofimages for comparative study, a nearly effort-
less task in the era of digital imagery and internet
search engines. Even reproducing images in pub-
lications is relatively easy in this day and age. The
exhibition of actual artworks, in contrast, is quite
complex. Each and every loan of paintings involves
conservation, crating, shipping, insurance, climate
control, customs clearances, loan fees, and the or-
chestration of shipments and couriers.

Exhibitions of this scale and scope, regardless of
their subject, are extremely difficult and costly
to assemble. But, of course, they are extremely
rewarding and cuiturally enriching. Picturing the
Americas is particularly rewarding in this regard,
as it is the first exhibition to take an expansive
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view of landscape painting across the entire hemi-
sphere; in numerous instances, it represents the
first time that works by several of these artists have
ever been exhibited together: paintings by Grant
Wood of the United States hanging next to a sim-
ilar painting by Anne Savage of Quebec; a work
by the French-born, Brazilian painter Félix-Emile
Taunay hung in concert with Canada's Cornelius
Krieghof, Mexico's José Maria Velasco and Albert
Bierstadt of the United States; or Uruguay's Pedro
Figari hanging alongside his fellow modernists, in-
cluding Tarsila do Amaral of Brazil, Canada’s Law-
ren Harris, Mexico’s Gerardo Murillo, better known
as Dr. Atl; Venezuela's Armando Reverén, and Geor-
gia O’Keeffe from the United States. Many of these
juxtapositions are firsts. It is truly amazing to see
these works together.

ADR . This exhibition will be displayed in three differ-
ent museums, so we can say there will actually
be three curatorial settings within the same cu-
ratorial project. How will the displays be adapt-
ed in each exhibition space?

6. From the start we understood that the project
really unfolds not in one venue, but across the
three — across the Americas as it were. It has a
different context in each location and thus accu-
mulates depth as it travels. In Toronto at the Art
Gallery of Ontario it is surrounded by the history
of Canadian art and a diversity of contemporary
Indigenous works of art as well as commissions
and public programs specifically responding to
the exhibition. At Crystal Bridges it will be fully
immersed in the richness of art from the United
States. While at the Pinacoteca, it will resonate
among the newly installed galleries of Brazilian art.
It will be a privilege to be able to see it in all three
venues. We three co-curators have developed the
conceptual exhibition plan which is then realized
in each unique space. The curator of each venue
is most familiar with her museum spaces and thus
takes the lead in the installation, however the exhi-
bition’s themes and thesis is at the core.

PIB . Due to the logistics of loans, a selection of
artworks will rotate in and out of the exhibition’s
checklist at each of the three venues. As Georgia-
na rightly said, each museum is different in terms
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of its own collections that will contextualize the
Picturing the Americas exhibition or the layout of
its galleries in which the exhibition will be shown.
Each of these very different museums handles
exhibition design in its own way and implements
unique interpretative strategies to engage with
diverse and very different audiences. Each of the
exhibition’s venues will tailor its presentation to
increase the show’s resonance and enhance their
visitors’ experience of it.

VP. The idea was to guarantee that the exhibition
would present significant works at all the three
venues, in spite of certain absences. In that sense,
our list of replacements was as fundamental as our
willingness to negotiate with institutions and col-
lections in order to achieve that goal.

ADR. Since the first of the exhibitions was inaugu-
rated at the AGO, what can be understood
(positive and negative) about the difference
between the initial project and the actual
exhibition?

VP. Only positive aspects, in my point of view. It was
rewarding to see that the narrative really works
as you move from one room to the next. The re-
placements proved to be efficient in keeping the
rooms cohesive and the strategies planned by the
interpretive team at the AGO really enhanced the
possibilities for how the audience could encounter
the work.

PIB . We are proud to say that our curatorial vision,
premised on the integrated, thematic approach to
arranging the exhibition’s checklist, the inclusive

toe . Installation process of
Picturing the Americas, AGO.
Photos: Valentine Moreno.

attempt to geographically represent as many ar-
eas of the Americas as available landscape paint-
ings would allow, and our desire to engage and in-
clude regional specialists in the interpretation and
contextualization of the works, remained intact
throughout the process.

60 . The initial project has evolved — it is the na-
ture of our inquiry. As our ideas developed during
ourmany hours of discussions, travels, reading and
writing, as well as consulting with many scholars,
curators, and artists, the exhibition morphed into
what visitors are able to experience today at the
AGO. | would say that our initial vision and am-

bition has been realized, and now we are able to
spend time with the works together and continue
our inquiry... alongside our visitors in a very public
way. Our discussion has now opened up to all and
we are learning every day from those who are only
beginning their own Picturing the Americas. 1l

A truly surprising hook about
30 "tracts . by Leanne Elizabeth Simaan

A handshake is not enough. As creatives, a
contract can seem unnecessary, daunting, formal,
or complicated, but do not lose heart! The heavy-
hearted can take comfort in Odenkirk's expertly
condensed introduction to contracts. She clear-
ly and succinctly outlines key concepts and legal
concerns in a manner that eliminates the intimida-
tion that we often misappropriate to contracts.

With what seems like a minimal 176 pages for
such a dense topic, she provides artists/young art
professionals with the confidence necessary to
approach and evaluate consignment agreements,
insurance, indemnification clauses, intellectual
property rights, etc. Within a few short pages, the
young art professional/artist will soon take solace
in the fact that contracts are simply tools for com-
municating expectations and responsibilities.

Readers have the privilege of a seasoned art
lawyer’s mastery of the law and the art business
world. Odenkirk answers fundamental questions
such as“What is a retainer?” and “How do | find the
right lawyer for my particular situation?” She also
equips readers with the tools to tackle the basic el-
ements of a contract, e.g.: explicit scope, term and

termination clauses, etc. In doing so, her expertise
and warm personality takes center stage.

Riddled with humor, Joe Biel's amusing illustra-
tions, Kimberly Varella's clever design, interesting
anecdotes (semi-fictional legal tales), this book
makes contracts accessible and compelling. Who
would have thought that would be possible in a
book about contracts? Not only is this an essen-
tial read for agents in the art world (from artists
to administrators), but really, who wouldn't want
a book with a partially eaten donut on the front
endpapers? | can only hope that Odenkirk will con-
tinue to share her expansive knowledge, charming
personality, and astonishing ability to make the
law accessible to the public through future publi-
cations. 1

A BOOK ABQUT

CONTRACTS

A SURPRISINGLY INTERESTING Book
ABouT CONTRACTS: FOR ARTISTS &
OTHER CREATIVES

by Sarah Conley Odenkirk

176 pages, softcover

AMMO, Los Angeles, 2014
ammobooks.com
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Alex Ramos.



