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INTRODUCTION

When Santiago Cucullu and Ester Partegàs first visited Lynden together in February 
2012, in the dead of an otherwise mild winter, they were under no programmatic  
obligation to engage with Lynden’s 40 acres of carefully landscaped lawns, ponds and 
gardens, nor with its 50 monumental sculptures. And yet, it was not long before they 
entered into what Partegàs refers to as “a visual conversation with the place.” It is  
difficult to turn one’s back on what presses in at every window, including the windows 
of the gallery. The scale of it, and the history—the garden was created by landscape 
architects around 1930, with numerous additions of trees thereafter; the sculptures 
date from the 1960s and 1970s—seem to require a response.

In Gos Sa Mer, their first collaborative endeavor, Cucullu and Partegàs chose to  
examine the paradoxical relationship that arrested them on that first visit, between the  
seemingly natural environment of the garden and the industrial appearance of the  
sculptures within it. They were immediately struck by a series of oppositions: nature/ 
culture, organic/industrial, shades of colors/primary colors, roundness/sharpness, to 
name a few. On closer inspection they observed the sculptures’ failure to live up to the 
Minimalist ideal of purity of form, material, color and installation: the works at Lynden 
get dirty and scratched, their colors fade; they are in need of constant maintenance. 
Just yesterday a large evergreen went down in a storm, its tip landing gracefully in the 
cradle of a Clement Meadmore sculpture.

As Cucullu and Partegàs began to explore these dualities, they questioned their polarity: 
in this dialogue, trees might become pillars; sculptures, living beings requiring human 
care. The project also became an opportunity to investigate the dynamic tension that 
holds these opposing elements together. The artists spoke of a structure that resembled  
a cobweb, made up of symbiotic relationships, familiar and sympathetic contrasts,  
accepted contradictions, humorous incongruities, and ambiguities. As the plan for 
the installation evolved, Partegàs associated the ideas of interrelations in space, of  
interdependency, and of simultaneous unity and dispersion with the word “gossamer.”  
In its syllables she heard something that “sounded like it could be a Berlin-based techno 
band, or a king from a fairy tale.” Cucullu responded with Gossamer, the Looney Tunes 
monster created by Chuck Jones. Another living paradox, Gossamer is the embodiment 
of strength and delicacy. Terrifyingly huge and menacing, he is covered in fine hair (in a 
shade of red that a Minimalist would love) that signals that he is also a vulnerable and 
kind-hearted creature. “His fingernails,” the artists noted, “are painted as if they were 
the screws that hold that mass of thin delicate hair in place.”
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Nicholas Frank Talks to Ester Partegàs and Santiago Cucullu 

I sat down with Ester Partegàs and Santiago Cucullu in the hour or two before their ex-
hibition at the Lynden Sculpture Garden opened to the public. Knowing a bit about their 
work as individual artists, I dove right in to the particularities of their installation, Gos Sa 
Mer, which was fresh in their minds. 

The reader will notice that during this interview the two artists often speak directly 
to one another, continuing their collaboration within the context of a conversation. 
The tone is sometimes fiesty or argumentative, but my sense was that they had de-
veloped a strong communicative bond—as one might expect, they sometimes fin-
ish each other’s sentences—and that despite their nearly opposite ways of work-
ing, they had found effective ways to share their ideas. The result, as can be seen 
in the accompanying photographs, is a cohesive exhibition. Partegàs and Cucullu  
succeeded in thoroughly combining their approaches in realizing Gos Sa Mer. Perhaps this  
interview can serve as a parsing-out of their distinct sensibilities within the one, grand 
work.

A few notes: Cucullu refers to the large rectangular structures in the Lynden Sculpture Garden  
gallery as “tubes,” while Partegàs calls them “beams.” The interview was conducted in the  
enclosed porch just off the lobby as the staff prepared for the opening festivities behind us.  
Sitting in this tranquil, sunlit space, between the interior gallery and the “gallery” of the 
sculpture garden, we often simply gestured and referred to “this” space (the inside) 
or “that” space (the Garden), terms that have been clarified throughout the interview. 
Lastly, the interview has been collated under subject headings for purposes of clarity, as 
the conversation bounced back and forth between these topics.

Nicholas Frank is an artist, writer and curator residing in Milwaukee. He currently 
teaches in the Integrated Studio Arts program at Milwaukee Institute of Art & Design, 
and was curator at the Institute of Visual Arts (Inova) from 2006-2011. He co-founded 
the Milwaukee International in 2006 and ran the Hermetic Gallery in Milwaukee from 
1993-2001.

INTERVIEW

7

When Cucullu and Partegàs returned to Lynden in May to install Gos Sa Mer, an  
early spring was well underway. Leaves obscured tree limbs and interrupted sightlines, 
and the grass was preternaturally green. The wintry arboreal landscape reappeared in 
the gallery—camouflaged and remixed—as black and white wallpaper. Hard-edged 
beams slashed through the space, their sides variously covered in the tree wallpaper 
and bright, monochromatic vinyl. Day by day, it became a little more difficult to make 
one’s way through the room. 

Gos Sa Mer demands a kinetic response from those who enter it. We wind and weave, 
disappearing behind skewed pillars—just the right size to embrace, as Nicholas Frank 
notes, they are like dancing partners projecting from the walls and ceiling. Invariably, the 
traveler halts, transfixed by a new view (is the end of that beam orange?), aware that 
the visual territory has flattened or rippled. It is rare to find visitors observing from the 
edges: Gos Sa Mer invites them in.

Polly Morris, Executive Director

Clement Meadmore
Double Up, 19970





On the Context of the Lynden Sculpture Garden

Nicholas Frank: I’ve been thinking about two topics in relation to your work: monumen-
tality, and the “public” versus the “private.”

Ester Partegàs: Both are there, in a way. Monumentality is interesting because lately 
it has been very much talked about in regard to sculpture, more historically with public 
art—that’s how it existed, it had to be monumental, right? Now it’s in the realm of instal-
lation and sculpture, but with a certain attitude, like an overpowering sculpture related 
with an economy, or a very masculine attitude. 

But outside, nature is monumental. I think that’s what struck me here, that you have these  
dualities all the time, with the sculptures in the background, in the landscape, but the 
more you think about [the sculptures and the landscape], the more they can be inter-
changed. That’s when the whole thing outside started to interest me.

Santiago Cucullu: Outside, the work is indeed monumental, but for me it’s always been  
the essence of the way the grounds are landscaped. That really feels to me what the 
idea of monumentality is: this idea of a larger plan you can’t actually see; you can see 
a part of it but not the whole thing.

And in that regard I don’t see our work as very monumental. But inside [the gallery], 
these big “tubes” are the size they need to be to restrict access. At the same time 
they’re camouflaged, because they come in and out of the picture. In a sense they also 
start to replace people as people walk through, because with some of the photographs 
we took with people in the space, there’s one or two where you just start to see legs, and 
you see a “tube” cutting the top part of the person off. A sculpture dissects a person.

NF: Do you see the Lynden sculptures as replacing people [in the landscape]?

EP: A good question.

SC: I almost always see the di Suvero in back [Lover, 1973] with somebody standing 
next to it, and I think it’s actually not quite big enough. It is monumental, it is really heavy, 
but it’s maybe just three or four times taller than a normal person. 

EP: So it’s not monumental enough, that’s what you’re saying? [laughs] I like the idea that  
[the sculptures] substitute for the people, in a way, because there are so many, each one 
has a personality. That’s how I started to see them. And some days you’re more drawn 
to certain ones, some days I’m only into the ones with red colors, and I don’t like the 
rest. Other days I start to see the rest and they have other features that are interesting.

NF: You’re saying it’s like a population, and they each have characteristics, territories. The rusty 
territory, the smaller-scale territory, some have more air and space around them. And then  
also that play of scale…from my vantage point the flattened dimensionality—if you look 
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at the Clement Meadmores in back [Upstart, 1967; Double Up, 1970] from nearby the 
Tony Smith [The Wandering Rocks, 1969] in front, they’re the same scale, on a purely 
visual, two-dimensional level. You’re hinting at that with the black-and-white flattening 
of the trees in your wallpaper, you lose the sense of scale, it becomes a kind of tangle, 
where the background and foreground get collapsed, and everything becomes part of 
the same plane. With this exhibition, are you making a comment about the scale and 
permanence of the monumental Lynden works?

EP: No, I don’t think we are entirely doing a critique of this type of [large-scale monumental  
sculpture]. I think on the contrary, we’re acknowledging this part of art history. I love Mark  
di Suvero sculptures, I know each city has one, but whenever I see one it’s something 
kind of familiar. I really like the scale of di Suveros because it relates to the body really 
well.

On the Installation

NF: I suppose what I’m seeing is a play of monumentality and anti-monumentality in 
the room. The “tubes” feel out of scale when you walk in the room, but then as you walk 
around them, you realize you could easily embrace one.

EP: Yeah, it was not so much the size of the beams, but that they had to be aggressive, 
to get in the way. Monumental in the sense that, especially for me, I needed to take over 
the space, the whole gallery needed to be this big installation, overwhelming. But then 
the materials are just photocopies, so cheap and accessible, very sincere materials, 
vinyl and photocopies….

NF: Easily-relatable materials? As opposed to Corten steel?

EP: Yeah, yeah.

SC: And you can see how we made it at every step, basically. Except perhaps for some of  
the engineering issues, in terms of the tubes, but otherwise you can see exactly how it’s  
cobbled together.

EP: So yes, it has both monumental and anti-monumental qualities.

NF: So in that sense again, the show isn’t meant to be a critique of the sculpture  
garden?
EP: No, it’s a dialogue.

NF: Do you see a sense of continuity, then, between the two?
EP: Not necessarily.



SC: It’s hard to say. I do, in the sense of—

EP: In a very general way.

SC: In the sense that some of these artists I see in the sculpture garden I love, I’ve become 
used to and I’m very familiar with their work, so it feels like a language I’m familiar with. At the 
same time I consider myself as working in two dimensions more often than not, so I see this [the  
“language” of the Garden] as not having anything to do with me, whereas you, Ester, see 
things in a completely different way.

EP: I think a lot about Mark di Suvero. Tony Smith is always there for me as a sculptor, as a  
reference. I wouldn’t say Henry Moore, so much, although of course he is. 

SC: And then for me, my thinking comes around towards the fact that this [the gallery] 
used to be the living room, and then I think about paintings populating that living room, 
and I start thinking about landscape paintings and the way they represent a physical 
space…a kind of condensed version…and then you have all the space around it, which 
would be the living room, the chair, the people, and the sort of decorative quality of it. 

NF: And do you see the sculptures here in a similar way?

SC: No, actually. I change my mind about their monumental possibilities, because they 
are so carefully taken care of. You really need a full-time fleet of people, whereas a 
painting, you just need yourself to dust it off.

NF: But I want to get at the essential difference, the essential qualities of difference 
between this [the installation] and that [the Garden]. You have these things, monumen-
tal sculptures—do they command their own space in a way that’s different from what 
happens in here? That this [the installation] gets domesticated and these [the outdoor 
sculptures] retain their authority?

EP: In terms of authority—I think that’s a funny word, but I would say that our authority 
comes in and out. So that your field of focus translates to either the thing in front of 
you which is blocking your way, or the way the space itself hypnotizes your eyes and 
confuses your orientation in the given space that’s very specifically defined by us. So we 
have our space—as opposed to the [decorative] fireplace part of the room—defined 
by certain decisions that we’ve made that alter the room so that you would be encom-
passed by this flat wall.
I think we’re getting out of the main question here, which is what’s the difference 
between inside and outside, in a very concrete way? I think the approaches are so dif-
ferent, right? Because these [outdoor sculptures] are singular standing pieces that have 
not been created in regards to the context. 

SC: Right, the artist made the work and then it was bought and placed here. 

NF: Autonomous—instead of “authority,” let’s say they maintain their autonomy?

EP: Yeah, whereas here, inside, this is more a “project” than a sculpture or a painting or 
singular artwork. It’s a collaboration between two artists who have never collaborated 
before, and it’s a collaboration also with the Lynden Sculpture Garden, in a way. I think 
we have three [entities] working together here. And, the show is temporary, we are not 
trying to build something that will last and can be transported other places. It’s meant 
to be in situ, and in the form of a dialogue, a visual conversation with the place, and a 
proposal as well. So we are proposing a different space that has been inspired by the 
space outside. But we are also proposing a different kind of space, not just illustrating 
what’s outside.

SC: Our “third collaborators” were the other artists in the sculpture park, but I seem to 
remember you really being adamant about needing this very precise juxtaposition, and 
for me it was almost like I felt I could have used any juxtaposition. 

EP: Well, I was the one proposing to include the park, the Garden as kind of a theme to 
start with, otherwise I didn’t know what to start with. 

SC: Right, otherwise it wouldn’t have been as sharply defined for the viewer.

On Collaboration

NF: We’re getting at some of the differences, maybe not between this space [inside] 
and this space [outside], but between those objects [the sculptures] and your project, 
this kind of project. Like you say, the Lynden’s sculptures are not context-based, they’re 
built as autonomous things, and then they are given a context, or placed into a context. 
Given the play of contingency in your style of working, which means responding to the 
space, collaborating with the space around you, and with each other, in what ways did 
the project transform from your initial ideas to where you finally arrived? How much did 
it evolve?

SC: Well [to Ester], you set the parameters very clearly, and that was wonderful. The 
parameters were nature versus the manmade, or an idea of “nature,” whatever that can 
be, and however we can even start to talk about that, or even separate that from the 
possibility of fabricating an object that maybe is less related to the natural. Although I 
find this term [nature] really complicated in relation to this space [Lynden], because I 
don’t see it as natural at all. 
EP: When I came here [during her first site visit in preparation for the exhibition], we had 
four days of pretty intense talking, a lot of asking “What are we going to do?” But early 
on—I am more the practical and conceptual one, I need to find a reason and concept 
to work from, and he’s more free-flowing, so I needed to have certain parameters—I 
needed to agree, to know why we were doing this, how, towards what? So I was the one 
organizing all the ideas into what I thought would be a more comprehensive—
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SC: Well, it’s funny, too, because we had meetings before you came, also, before you 
had seen the space, in January, and we were talking about presenting the sky, or some-
thing? I think at some point you had presented this possibility of—

EP: But I wouldn’t count what we talked about before I arrived here. 

SC: No, of course. But what I mean is, especially in your work, there is definitely a tie between 
that question of how man occupies the world, the natural world, and how he distorts that natural 
world, always. And that’s definitely a theme that I really enjoy, also. So when I had those strict  
parameters you would throw out…for example there was one moment where we were working 
on the collaboration when we knew that there’d be photos of trees, or of natural vegetation,  
and then we knew we’d need picture of these trees, and it was so easy to work within 
those parameters. Even “trees” became just sort of foliage, and then it became, “Actu-
ally, well, no it can’t be any tree, it can’t be any foliage,” it has to be a very local thing, 
from around this site, this space, and that would work here, so that it’s not necessarily 
imported. 

Because I think a lot of the trees…I don’t actually know about this…whether the trees 
here have been collected and brought here from other places— [Editor’s note: the trees 
at Lynden were imported, and though many of them are local species, some are exotic.]

NF: You’ll notice that a lot of the trees are labeled with placards, so they’re very par-
ticular species. There’s as much a tree collection here as there is a sculpture collection.

EP: But that’s when the outside started to interest me, when I saw that the sculptures 
had this organic way of living, because they needed the maintenance, you constantly 
have to repaint them, and dust them off, and clean—it’s like taking care of something 
that you assume is a monument, and it’s like superpowers, right? Like, if superheroes 
would make sculptures they’d make these types of sculptures. And then you see the 
trees that also have labels like the sculptures, and they have characteristics and a his-
tory and a Latin name on the label, suddenly it’s like this dualism doesn’t really exist. 
It’s much more—

SC: One thing is like the other— 

EP: Yeah, and that was for me the main—what I wanted to work with for the installation.

SC: This interconnectedness of things.

EP: This interdependence, connectedness, the web, that’s when the Gos Sa Mer name 
came. How can I express this webbing? This networking of different elements, that 
become—

SC: Different possibilities. It’s funny, you ask how did it change as we went forward, 
and really not much—I mean really the earliest visions of it…we had a checklist pretty 
quickly.



EP: I think a lot about transforming space. I cannot just plop a thing there. For me the 
whole place needs to be a revision, reorganized. I’m re-reading the whole space, so 
it’s a bigger enterprise somehow, at least physically. Maybe that’s the big difference 
between Santiago and me. He wanted to intervene only three-quarters into the room. 
I kept on it, every day I gained a foot [of space]. I’ve also learned that if I really want 
something, I just have to insist, insist, until the other person gets completely exhausted.
SC: It was such a good decision! The decisions you were suggesting, like to go higher 
[with the wallpaper, above the line of the picture rail molding in the gallery]—at first I 
was like, “No,” then you did it and it was so much better, so much better. 

EP: You were treating the gallery as the dimensional surface on the wall, and I see the 
three dimensions, the ceiling, the floor. At some point I thought, “I don’t like this floor, I 
want to change the floor.” I see all that, you only see the wall. 

SC: I was thinking of it in terms of views. The thing I started to really become enam-
ored of was that physically, the sculptures push you one way or another. You go out of 
the room or into the room or back towards the natural dimensions of the fireplace, or 
through our world, towards the next agenda, which would be the house proper. You 
really get pushed through it. One thing that initially I loved about the earliest proposals 
was that the room in one sense was almost completely blocked. And then to navigate it, 
you really had to duck down, move over…and then while we were installing, somebody 
mentioned an obstacle course. 

EP: Back with the question of my way of working, I think a good word for how he works, 
it’s very complicated to follow you as a collaborator, because you’re so impulsive. Every 
five minutes is a new idea, and it’s pure impulse. So, if I’m not you, how can I know? It’s 
really exhausting, in a way. So it seems as though I’ve been the hard one, holding the 
thing and saying no and editing down. But I think there’s no other way because obvi-
ously it’s your subjectivity to the extreme, and it’s impulse after impulse, and it drives 
someone crazy if he doesn’t have your same kind of direction.

SC: Well exactly, so I won’t enunciate what the impulse is from moment to moment. And 
you asked what things I would take with me from Ester’s sort of phrasing, Ester is really 
about pushing things towards their logical conclusion as much as possible, and being 
aggressive to get to that conclusion, and being very clear in the parameters of getting 
to that conclusion. 
NF: Can I draw you towards the same question I asked Ester, which is in what way do 
you feel that your autonomous practice as an artist has been challenged or pushed or 
changed by working with Ester, and what do you think you might bring with you going 
forward?

SC: I guess I would say having those parameters be much more solid. You know, really 
questioning my impulses. Ester would critique a sort of decorative impulse that I might 
hold. And I’ve heard this before, too, “Don’t do that, that’s just a purely decorative move, 

EP: I was the one saying “No, no,” and editing down a lot. Because he just goes, and 
goes—

SC: Right, I’ll put everything in. [To my mind] we could put this in and do this, we could 
put the Kandinsky [painting in the Lynden collection] in because the Kandinsky has the 
right kind of movement—

EP: If we had followed you more, it would have been something completely different, 
completely different.

NF: So then, can I ask you individually—you, Ester, mentioned being organized, practi-
cal, needing to be focused, having specific motivations, as opposed to Santiago saying, 
“I’ll put everything in,” or just opening to the available content and letting anything enter. 

SC: Well, I wouldn’t paraphrase it that way.

NF: What I want to get at is how do you feel your practice as an artist was expanded or 
challenged by collaborating with Santiago, an artist you’ve never worked with before?

EP: In collaborating, I had to express my ideas verbally, every decision needs to be 
presented and described and defended. When you’re alone you don’t do that. So for 
me, it has been useful to stand up for my ideas, I’m more aware of my ideas, my pro-
cess, because it has been in contrast with a different process. I’ve learned to negotiate, 
sometimes I felt that I had to defend my ideas very strictly, and other times I’ve been 
convinced by him that maybe something was not such a good idea. So I’m just more 
aware of my process of working. I guess we all assume naturally that’s how you work, 
but when you have to constantly be so over-conscious, self conscious over every step, 
every decision…

NF: Are there things you would have done that didn’t make it into the show?

EP: Yes, of course. This is half him, so mine would have looked different.

NF: Maybe a better question would be: Going forward, is there a voice you’re going to hear?  
Will your internal editor have adopted one idea or phrase that Santiago presented to you 
during the course of your negotiations? What would be that thing that sticks with you, a 
different way for you to look at things?

EP: Maybe not, maybe not [laughter]. It’s been difficult. I’ve always had difficulty col-
laborating.

NF: I think collaborating is difficult—for people who have a sculptural sensibility, versus 
a writing sensibility, for example. I myself tend to take things as they are and comment o 
n them, whereas a sculptor looks at things and thinks about how to change them, how 
to transform things or space.
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you do it because it looks good.” Pure subjectivity, pure impulse. I actually think that’s 
often a very useful thing. It’s painful because it makes you very myopic, very shortsight-
ed, but in that shortsightedness for me the edges become very clean, and very crisp. 
Whereas Ester’s point of view would be, no, you can’t hold that myopic perspective, you 
really need to consider a more open situation. One that you may not know yet.

On the Viewer

SC: Every time your focus shifts from one area of the room, it’s led to another area of 
the room. Whether because you’re walking through it and you have to pay attention, or 
because you’re looking and you become lost in what you’re looking at, or something 
in the foreground melds with something in the background. To sustain that space, that 
point of reference for the viewer, it’s very important to not have any part that makes the 
viewer go to that area more than another. There’s one thing that Ester brought up at one 
point in the installation, she was very clear that she didn’t want to have any particular 
point of view be more privileged than another point of view. And this is also something 
I’ve thought of a lot before, that I completely share. I’m in complete agreement with that.

EP: For me that’s always very important in general, to move out of theatricality, because 
this [installation art] can be so theatrical, a stage. But I think you can eliminate the stage, 
the make-believe, if you don’t hierarchize any point of view. Then you force the person 
to be active in the space, and it becomes more a cave or womb that you are in, not 
like a spectator, there is no distance, you are another element necessary to activate the 
volume of the space.

SC: Right, it adds agency to the viewer. 

NF: I’m wondering about how you take private content, derive your content from private  
motivations, and then bring it into a more public zone where people can participate in it. 

EP: This is what we talked about before, about subjectivity, and how you make your 
subjectivity shareable. But that’s one of the challenges of being an artist, that’s being an 
artist. Your own private vision and sensibility of the world, how do you make that make 
sense? But of course you’re not going to write a logical treatise, because you’re still do-
ing it with visuals and sensory matter, colors, forms, shapes. But that’s the big question, 
how do you do it? So I always trust that how I see things, or my relationship with those 
things, is not that different from my fellow human beings. It’s just that I’ve chosen as my 
life project to express that relationship in a visual form. 

I trust that it will be communicated and understood, but I also am very aware of what 
I call…I always relate it with scale…when I talk about ornamental or decorative, it’s 
basically saying what’s important, what’s not important. So I try to distill what I think is 
not important, which would be the more private and anecdotal things, that need a lot of 
personal explanation. I’m not into that. I’m not talking about me [in my work], I’m talking 
about a relationship with the world, as an artist, and that I think a lot of people have a 
similar one.

NF: Similar negotiations with the world. You’re giving those negotiations a form. 

EP: That’s why when you read Shakespeare from hundreds of years ago, that’s why art 
lasts, because there is something very common there.

SC: One thing to the next. Which brings up this collaborative effort with the outside, the 
outside being the other sculptures in the garden. But one thing that was really interest-
ing about the Gos Sa Mer project was really slowing down those private dialogues. The 
dialogue is not just an internal dialogue that one has and then thinks about and then 
solves, but it becomes really vocal, enunciated. Every move becomes enunciated. Which 
was really one of the things that you [Ester] were insistent upon from the beginning. You 
would say, “get it into writing,” or “send me a proposal, baby.” That’s a great, great line. 

EP: He would call me with all these ideas, and I’d say, “I don’t understand. Send me a 
proposal, baby.” 

SC: Meaning do a drawing of it, spell it out, enunciate it. And for me, it was great in that 
it slowed down so many movements.

EP: That’s what I was saying earlier, suddenly we become aware of our way of working 
that needs to be written down, articulated. 

SC: But then it was also these other things [the individual works by Cucullu and  Parteg-
às in the exhibition], definitely the [digital] paintings, and maybe you could talk about 
the t-shirts, too, because I see them occupying a similar space, in that I don’t think I’ve 
made a painting like these in ten or eleven years. And before that, it had been another 
decade. So it was a big question of moving into this abstract space. By myself I don’t 
know that I would have had the courage to do it? Courage is a weird word. Using the 
framework of the show became really liberating. For me it was this question of setting 
an arena for another person to react to, which is how I originally thought of the work as 
being made. 

Another great thing about the collaboration was that there were several—what’s the 
word?—misunderstandings along the way, which was great because it made us rene-
gotiate things, at every step take a few steps back, and reassess things. 

EP: The misunderstandings were really interesting.

SC: The misunderstandings were really useful, which of course was the best part. 

20 May 2012
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CHECKLIST

Santiago Cucullu & Ester Partegàs 

Gos Sa Mer, 2012
Wallpaper, wood, vinyl

Santiago Cucullu
Archival inkjet prints

Special KK, 2012
44 x 35 inches

Anchor Tattoo, 2012
44 x 31 inches

Brick Smile, 2012
44 x 31 inches

Hey Hey Sunshine, 2012
44 x 31 inches

limb limb limb, 2012
44 x 31 inches

Fourteen Teeth, 2012
44 x 35 inches

Ester Partegàs
Twenty-three air-brushed T-shirts
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Cucullu is represented by Galeria Labor, Mexico City; Galleria Umberto Di Marino, Naples; Loock Galerie, 
Berlin; and The Green Gallery, Milwaukee.
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cut (2008); Museo Nacional Centro de Arte Reina Sofia, Madrid (2007); Virginia Commonwealth  
University, Richmond, Viriginia (2006); Centre d’Art Santa Mònica, Barcelona; Hallwalls, Buffalo, New York 
(both 2003); Rice University Art Gallery, Houston (2002). 
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More information: www.esterpartegas.com

ABOUT THE ARTISTS

26





About the Lynden Sculpture Garden 

The Lynden Sculpture Garden offers a unique experience of art in nature through its 
collection of more than fifty monumental sculptures sited across forty acres of park, lake
and woodland. The former home of Harry and Peg Bradley, Lynden opened to the 
public in May 2010 after an extensive renovation employing sustainable building and  
landscaping practices. The Bradleys purchased the property in 1927, and over many 
years transformed the flat farmland, with its small farmhouse and imposing barn, into a 
varied landscape of ponds, formal gardens and lawns that showcased a diverse range 
of tree species. In 1962, Peg Bradley—already an experienced art collector—began 
acquiring the contemporary monumental sculptures that secured Lynden’s international 
reputation. She collected actively until her death in 1978, often inviting artists to Lynden 
to site their works. The collection includes sculptures by Alexander Archipenko, Henry 
Moore, Barbara Hepworth, Clement Meadmore, Marta Pan, Tony Smith, Mark di Suvero 
and many others.




