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Patricia Treib’s Sunny Pastels Challenge Ways of Seeing 

Patricia Treib’s joyful paintings, a selection of which are currently on view at Kate MacGarry, 
burst with color. The Brooklyn-based artist’s elegant, sun-bleached pastels and electric blues evoke 
more southerly climes, recalling Matisse’s paintings of the town of Collioure, in the south of 
France. The lightness and spontaneity of the works come from the swift execution of each piece; 
Treib paints each one in a single day, her bold yet careful brushstrokes a testament to her singular 
vision. 
 
MAY 12TH, 2015 2:47 PM 
 

Installation view of Patricia Treib at Kate MacGarry. Courtesy Kate MacGarry and the artist. 

 



	   atf ifteenprojects

	   	   	  
Patricia  Treib    Patricia  Treib     Patricia  Treib  
Pleat, 2015   Straps, 2015   Batignolles, 2015 
Kate MacGarry   Kate MacGarry   Kate MacGarry 
SOLD    SOLD 
 
  
Color and form are locked in lively conversation in these paintings, whose ease belies a laborious 
drafting process. Once accustomed to the heady mix of color, viewers may discern recurrent forms 
and repeating configurations. Some of these forms have been repurposed from objects that caught 
the artist’s eye: the hand of a 15th-century Russian icon, the outline of a sleeve from a Piero della 
Francesca. To the viewer, these are indistinguishable from the other shapes that dance across the 
canvases; their significance exists for the artist alone. 
 
 

   
Patricia  Treib     Patricia  Treib  
Drape, 2014    Interstice, 2015 
Kate MacGarry    Kate MacGarry 
SOL 
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The mechanics of looking, representing, and interpreting are a central occupation here. Memory 
and recognition may inscribe forms with particular meanings for viewers. Patterns are animated 
by color, so that the same shape can leap forward and be read as form in one painting and shrink 
back to be read as background space in another. Each canvas represents a long process of 
repeating, reshaping and adjusting. Working on the floor or on a tabletop, Treib returns to motifs 
and configurations time and again, tirelessly remodelling her compositions. Using repetition of 
form and variation of color almost as variables in a controlled experiment, these works show how 
we order space according to our expectations, and in doing so highlight the role of individual 
perception in constructing our experience. 

Installation view of Patricia Treib at Kate MacGarry. Courtesy Kate MacGarry and the artist. 

 
 

                     
 Patricia  Treib         Patricia  Treib                         Patricia  Treib  
 Blue Enclosure, 2015        Hem, 2015         Vests, 2015 

     Kate MacGarry         Kate MacGarry         Kate MacGarry 
     SOLD         SOLD 

  
The collection of shapes and patterns represented on the 10 canvases exhibited are analogous to 
vocabulary, a visual language comprised of shapes that the artist has both seen and imagined. 
Their origins and associations necessarily remain opaque to us in places, but that has no bearing 
on their communicative power. The process of seeing is a gentle tussle between the eye and the 
mind, we are reminded—a tussle played out here with exuberance and style.  
—Laura Purseglove 

Patricia Treib is on view at Kate MacGarry, London, May 1– Jun. 6, 2015 
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The Theater of Abstraction: Patricia Treib at Wallspace 
by Gabriela Salazar 
 

 
Patricia Treib, Devices, 2013, oil on canvas, 66 x 50 inches. Courtesy of Wallspace. 

Like the typographic code of a stenographer, Patricia Treib’s first solo show at Wallspace tempts and enchants with embedded 
information and a deceptively forthright vernacular. A series of nine oil paintings, two collages, and one pastel drawing exhibit 
a frugal array of repeating motifs, marks, and shapes. The paintings draw a clear synthesis between the color-as-shape 
sensibility of late Matisse and the action painting of Pollock, but also plunge right into the ring of contemporary abstraction as 
exemplified by Charline von Heyl, Amy Sillman, and Laura Owens. 

In her paintings Treib focuses on banal details excised from unnamed historical paintings and unrecognizable close-ups of 
mechanical devices. The titles allude to time and vestment, reminding us of the performative, ritualistic aspect of painting. In 
the large canvas Accoutrements (2013), five motifs gambol and fill the space around a central ochre form that reappears in the 
two smaller collages in the show, The Mobile Sleeve (gray) (2013) and The Mobile Sleeve (green) (2013). This central shape 
recalls a torn open and flattened paper cup, and looks simultaneously like an opening, the profile of a face, and a fold. Another 
repeating composition is the enigmatic “glass clock.” In the small pastel Glass Clock (2012), quick lines and dashes flirt with 
reflective symmetry across a central lavender column. In the large painting Glass Clock (2012), this column is indicated only 
by a hint of transparency inside a paradoxically dominating beige rectangle that echoes the edges of the canvas, and acts as 
both foreground and background. As the works shift between transparent and opaque in media, composition, and effect, we feel 
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the difference in their making and scale as we would feel watching a play develop from rehearsal, to opening night, to the last 
curtain call. 
Treib’s marks read as simultaneously improvised and practiced. She works on the floor or a tabletop, and the paint, responsive 
between the surface of the canvas and the pressure of the brush, bleeds and blots slightly at the edges, recording with 
expressive exactitude the process of its making. The paint is thinned to the consistency of buttermilk, and her bright and pure 
colors become either faint or enlivened through their transparency to the off-white ground. Many of the works hover near the 
scale of a human body, which redoubles the sense that Treib is choreographing us alongside her. Using brushes that are 
unabashedly as large as a palm is wide, each of her gestures is made visible; gliding, then halting, the brushstrokes recount a 
hand eliding (and an arm sweeping) over the surface. Within the shapes and striped swaths, a lightning-bright line registers 
brief pauses and shifts, giving subtle dimensionality to what could be a flat shape. In some compositions such as Camera 
(II) (2013), Device (2013), and Cuff (2012), we confront a dark or black glyph, enhancing the flow of a measure, like musical 
notation, and redirecting the speed of our eye, like punctuation. 
 

 
Patricia Treib, The Mobile Sleeve (gray), 2013, pastel and collage on paper, 15.75 x 11.75 inches. Courtesy of Wallspace. 

Treib’s compositions seldom exceed the edges of the canvas, so while the paintings are intrinsically painterly, they also 
resonate with the cropping and indexical characteristics of photography, and the close-up details of her source material. As our 
gaze follows the path of a brushstroke, we feel that we are seeing the afterimage of a long looking, like light streaks visible in 
an extended exposure. While the entire compositions and their parts are easy to grasp at a glance, each shape contains a detailed 
record of the timing and movement of its making. 

It’s clear that Treib is composing with the hard-won ease of rigorous practice. Whether the weight of meaning lies in the act of 
looking or execution is a circular conversation. The painted forms, so discrete and specific as to be characters, shift in and out 
of legibility, and up and down on the register of “complete.” The repetition in compositional structure between works only 
increases our awareness of a language and grammar underlying the spontaneity, a visual vernacular in use and embodied, 
which, we too, could grasp—with long enough study—but never replicate, or translate, with such grace. 
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Patricia Treib at Wallspace, New York 

November 26~2013 

 
 

Walking through Patricia Treib’s exhibition at Wallspace we find ourselves confronted with paintings that explore 
their own surfaces as accumulations of pigment, lines tracing the movement of their own becoming under brush 
and stain. Yet, simultaneously, while continuing to explore these paintings, we find ourselves arrested by references 
to startlingly recognizable objects. Reading the titles of the works as we come into the gallery we enter a threshold 
we cannot leave throughout our tour of the exhibition: a space in which the contours of the name (such as Camera 
II, Glass Clock, or Cuff) no longer define their object. 
According to their titles, the exhibition circulates three exemplary objects for the act of painting to confront: the 
camera, the clock, and the blouse. But, as paintings, they depict the process of painting and repainting far more 
than they delineate objects in an external reality. Realizing the extent to which the figure of the camera, the clock, 
and the blouse return in the 12 paintings comprising this exhibition, the word “repetition” comes to mind. But one 
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should not mistake “repetition” as the referent of these works, confusing the paintings for the serially produced 
products their names evoke. Rather these compositions resemble themselves, insisting upon the intervals between 
themselves as physical objects, and as acts of depiction. To insist upon the interval, rather than the ostensible object 
repeated in each representation means, for Patricia Treib, to expand the gap between observation and 
representation to the point where both lose the definition circumscribed by habit. 
For example, the three paintings entitled Device, Devices, and Camera II, deal with the photographic apparatus in 
nine variations of a shape that, tightly and, more often, loosely, corresponds to the noun “camera.” Thinking of this 
name, a sound-image that plays in our mind as we approach the surfaces of these three paintings, we can make out 
a single-lens reflex camera with jutting telephoto lens, and two smaller point-and-shoots protected by their leather 
cases. Yet to call what one sees on the surface of these paintings “cameras”–simply, and finally–would be a grave 
mistake. The calligraphic lines that would represent the camera’s neck- straps, unfurl according to their own 
physics, dividing the space of each of these three camera- compositions into planes of nearly flat color, painted with 
a nimble hand that playfully echoes the the lines of the straps that border them. Following the direction of the liquid 
brushstrokes, the viewer’s eye moves to the upper left corner of the painting where attention has been drawn to its 
material condition as suspended pigment. At this point it becomes quite difficult to say we look at anything but a 
painting; its sensorial actuality bears no relation to an accurate repeating mechanism or a digital quantification. To 
make this point even stronger the painting invites usinto an extremely ambiguous space around the extended lens of 
the camera in the top left side of the painting. In the three compositions of cameras this shape appears 
simultaneously as “negative” space falling behind the camera lens, and a kind of cut-out rising to the very top of the 
painted surface. This shape draws attention to itself as a sudden emergence of contrast: in a midtone gray against 
ink black in one composition, as neutral white against warm gray in a second composition, and bright red against 
blue in the third composition. But volumes receding in space, rendered by easy default in the light-tight chambers of 
photographic devices, become impossible in this composition. Does this shape mark tight curves of a focus ring on 
the outer edge of the photographic lens? If so, why would this photographic lens denoted in the painting (and 
perhaps the most recognizable object in any of Treib’s paintings to date), confront the viewer with such damaged 
symmetry? The optical elements of this lens would prove themselves utterly incapable of focusing light to a sharp 
point to create a clear image. This point of contrast that draws our attention to painting’s ability to show near and 
far simultaneously, carries over into the experience of comparing the compositions among themselves. Each 
painting depicts this ambiguous space differently. The lens projects out far more “realistically” in one, whereas in 
another, a cloud-like negative space floats over and “distorts” the shape of the lens. The paintings show, with 
disconcerting simultaneity, the interval between the cameras, the painter’s r!egard, and the composition which 
organizes their forms. 
 
Device, Devices, and Camera II summon the prized mechanism of monocular vision (just think for a moment of the 
words single-lens-reflex). But by making paintings based within the limits of the camera as a product of industrial 
design, Treib’s group of three compositions reject the logic o!f camera vision, and the sequentiality of images as 
numbered frames recorded in linear time. * 
 
The simultaneity of multiple views in a single picture-plane demands an understanding of time at odds with the 
sequence traced in repeated circles by the clock’s hands. This is why the presence of a clock appearing in another set 
of repeated compositions proves so striking: without its hands, it cannot strike. With her series of paintings based 
on the time-reckoner, Treib has returned to an earlier composition based on an art deco clock first shown at Golden 
Gallery in 2010. Common to the visual description of the clock in each of these paintings are two planes of glass that 
frame the clock’s dial. By their cropping, these paintings render that dial invisible, or rather simultaneously 
transparent and reflective–so much so that the viewer cannot tell reflected light from refracted light. In this way the 
particular clock painted continues to “tell time,” as the fleeting reflection of the objects and bodies around it. 
Therefore, the paintings of the clock carry out a similar task to the paintings confronting the camera as a contra-
photographic-vision of ambiguous intervals and collapsed spaces. The clock calls upon the figure par excellence of 
the model of temporality Treib’s paintings question most: chronometric time. If the clock (as referent) marks its 
seconds with an invariable repetition, Treib’s paintings of this clock mark the time of each painting’s making with a 
variability of line weight, color, and perspective that render the clock as a face of transient intervals. 

Treib’s paintings have the unique ability to conjure a figure for a way of seeing and model of time in order to 
confront this figure with its own failure to follow out its proposed mission. Once time and sight have dislodged 
themselves from the normative model of vision (called monocular) and the dominant model of time (called 
chronometric), Treib’s paintings rehearse an alternate model of time and vision in which visual documents and 
ordered recordings of the past give way to an alternate form of remembrance. Each of the figures, or “exemplary 
objects” returning throughout the present exhibition represent organa of remembrance: the photographic film on 
which past-time is voluntarily memorized; an art deco clock recalling an earlier period but also the standard 
medium of remembrance; and a blouse from the era of our parents’ youth, which, like all clothes, carries even its 
color the smell of the person who might once have worn it. 

The last example, that of the radiance of past-time through details of clothing, stands out as the best template for 
the alternate model of remembrance promised by Treib’s paintings. Time resides in fashion (and all clothes are 
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touched by fashion as a signifying system), in the cut, the pattern, the fabric, and above all the color of garments. 
Fashion constantly cites its earlier moments, so much so that to say that a blouse is “very now” is generally to say a 
blouse perfectly merges 1949 and 1994 to anticipate the “look” that will become mainstream in 2014. Treib’s 
paintings reach further. The garment sleeves that one critic rightfully described as –”simply–refreshingly–pleasant 
to look at,” attach themselves simultaneously to the dark shoulder of forgotten forms, which are not always 
refreshing or pleasant. In Blouse, Guise, Cuff and Drape, Treib has repainted an isolated sleeve from a fading 
photocopy of Saint Pareskevi, first painted by an anonymous hand during the early 15th century in Novgorod.! ! In 
Treib’s paintings, color too becomes citational; though color may start from observation and can still be found as 
traces. Two paintings in Treib’s show cite the palette of historical paintings outright. Blouse cites the color 
relationships in Matisse’s Blouse Roumaine, fond rouge et bleu, 1937, while Devices cites Milton Avery’s Greenwich 
Village Couple from 1946. Color offers an appropriate place to end these reflections on the current exhibition at 
Wallspace, for, in it painting retains its ability to evoke a definite past while mistrusting, at every step, history’s 
privileged discourses and devices. 
 
—-*The paintings carry out this rejection of sequential time by showing three repeating compositions in spatial 
arrangements that could not possibly all define the same volume. In this way the camera, with its one eye that has 
come to stand-in for the human creature’s two eyes, finds its appropriate composition of three cameras pointing in 
different directions, their straps linking them as if to say the multiplicity of “perspectives” inheres simultaneously in 
vision. 

Jeffrey Stuker 
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Patricia Treib 
Until Sat Dec 21 
 
Time Out says 
Mon Nov 11 2013 
 
Treib's elegant abstractions rely on washy passages of oil paint depicting forms that are 
nonreferential, though they are in some cases borrowed from representational sources—part of 
a sleeve, for example, lifted from a fresco by Italian Renaissance master Piero della Francesca. 
You don't need to know that to drink in Treib's aqueous colors, or to appreciate the attention 
paid to the spaces between forms, as well as on the forms themselves. There's a definite echo of 
Matisse to these compositions, which are nonetheless thoroughly contemporary. 
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Patricia Treib  
Artists Present at Noon, April 4, 2011 
Edited Transcription taken from MoMA Panel Discussion  

 
 
Hi I’m Patricia.  I’m showing work over a period of six years and I wanted to use 
this time to try to define my version of abstraction and for me it’s something that 
comes out of vision and out of the process of observation and it involves a desire 
to make an image that is unnamable. Here I’ll try to trace a path that shows how I 
came to make the paintings I’m making now.  
 
Many of the works begin as paintings about the act of looking (which is, of course, 
an experience that happens in time) and therefore I want the paintings to allude to 
multiple “times” within the same image. 
 
As with any perceptual experience, the memory of certain parts or details will 
magnify or diminish depending on one’s attention or inattention (or desire), I want 
the paintings to become a record of that process or operation. 
 
In the earlier watercolor and gouache paintings that you’re seeing right now, which 
were double-sided and in the format of a book, I began with a referent, for example, 
a snapshot or a detail of a reproduction of a historical painting in a book, and 
made multiple paintings from this same source.  Each one I saw as an “extraction” of 
a document and each extraction or interpretation is singular.  It was a process of 
repetition, as a way to generate difference.  
 
Even though there might be a personal or emotional reason that draws me to a 
particular referent, the subject more or less becomes a pretext. In each I wanted to 
displace what could be considered the ostensible “subject.” I would do this through 
the process of painting, by giving more importance to the marginal and peripheral 
information around the subject, to the more immaterial spaces in-between things.  I 
wanted to bring the ephemeral and distant spaces forward and turn it into an icon, 
even if just momentarily-- as if it were just about to form together or just about 
to fall apart. 
 
I’m looking for an image that is non-monocular and what I mean is that it’s not from 
one particular fixed singular viewpoint, but rather, includes the inconsistencies in 
vision itself. For example, the type of disjuncture that is experienced everyday, 
but is smoothed over and made imperceptible through habit, which is the act of 
synthesizing the separate views from both eyes-- something very basic, but I want 
the paintings to be rooted in that type of physical disjuncture that is part of the 
body. So the condensing of multiple times is of course a driving force for the work 
and is nearly inseparable from an image that then presents a paradoxical space.  
 
I’m interested in an image of ambiguity, but not ambiguity as in the typical 
dictionary definition of ambiguity: not as in unclear or vague, but rather, there 
are multiple clear interpretations, they are just not able to exist together at the 
same time. There are multiple certainties that clash, but to me this impossibility 
is what keeps the image moving and alive.    
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Out of the book of watercolors that you saw earlier I then began to work on a larger 
scale, works that are roughly my height, that are painted on the floor for the most 
part, so again, I wanted them to have this more physical, bodily element.  
 
In a way, the small abstractions (or “extractions”) became my new referent and there 
began a relationship between these two modes of working: the large paintings 
sometimes begin to be an image or representation of the drawing itself and recently 
I’ve begun to include the space around the drawing. For example, this one is of two 
works on paper leaning against a wall.  I’m including the shadow and the space 
around the painting itself.   
 
I’ve also more recently been seeing the works, I was going to say the works on paper 
but perhaps all of them, I see them as “scripts” or “scores” that can be basically 
performed an infinite number of times and that each one is presenting a singular and 
different aspect.  
 
 
While I was putting this talk together I was able to reflect on the constraints of 
this presentation and its onward, clock-like march, which I found to be nearly 
antithetical to my desired viewing experience: I want the paintings to develop and 
change over time, to reveal themselves slowly, the opposite of “clock time.” They 
may appear iconic at first glance, but the image may later dissipate and become 
unstable and reveal these inconsistencies. 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 


