ABOUT

Carol Bruns (b. 1943, Des Mdines, lowa) is an artist based in Brooklyn,
New York, focusing on scul pture and drawi ng. She earned a degree in Fine
Arts fromNYU in 1966, subsequently studying at the Art Students League in
New York City, and |' Acadénie de |a Grande Chauniére in Paris. Bruns began
exhibiting her work in 1975 at OK Harris Gallery, where she presented wall
pi eces crafted fromfound nmaterials, cloth, and thin | ayers of colored

pl aster.

In 1980, she was a guest artist at the Caraccio Etching Studio, and

her prints were later published by Orion Editions. In 2002, she received a
printmaking fellowship fromthe Wnen's Studi o Wrkshop. Between 2000 and
2006, she participated in four two-person exhibitions at the Tew Gallery
in Atlanta, Georgia, while continuing to exhibit in group shows and engage
in community and curatorial projects. Notable efforts include organizing
Dunbo Open Studios, curating Persona: A New Look at Portraits (1997) and
Festival of Political Pleasure (2017), publishing artists' books (Pages,
wi th Robert Jacks), and creating stage décor for the Bell erophon Dance
Conpany.

Bruns was featured in a 2013 interview by Gorky's G anddaughter

Her recent exhibitions include The Parl our Bushw ck (2015),

Scul pture Space in Long Island City, SRO Gallery in Brooklyn (2017-18),

and Zurcher Gallery (2021 and 2023). She also held a sol o exhibition at

White Colums in 2023. In 2024, she published A View, a 100-page book of
drawi ngs and phot ogr aphs.

Bruns has received nunerous grants and residencies, including the
recent: 2025: Monson Residency, Monson, Miine 2024: MyMA Grant and VCCA
Resi dency, Amherst, Virginia 2023: Saltonstall Residency, Ithaca, New York

2019: Tree of Life Gant 2018: Artists' Fellowship G ant

STATEMENT

Personifying public life in ny figurative art is a way of processing
the chaotic, violent world of crisis we live in, taking its forns from
gl obal art history. | attenpt a paradox: through nuanced beauty, to see
the truly ugly. Its hand-nade forns incorporate the | anguage of head,
bust, full figure with the invention of paper |aninates, nalleable sheets
of newspaper | ayered with rice paste followed by a finishing plaster. The
scul ptures juxtapose opposites---organic forns with the geonetric, joined
by a single neutral color. Discarding the armature in Western scul ptura
tradition, I work spontaneously to sunbolize the political freedomto act.
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NARRATI VE

My scul pture begins with the human figure, not for the sake of
description, but to present an actor whose nenory, ethics, enotion, and
i magi nation visually and aesthetically reveal thenselves. | began by
graduating NYU in Fine Arts, Washington Square 1962-66. There, | took
class with professor Robert Kaupelis who was known for his dynamc



teaching in creative approaches to figure drawi ng, incorporating Kinon

Ni col ai des' long influential The Natural Way to Draw. It featured
something new in the long history of gesture, the sense and concept of the
body's total novenent. | studied with MIton Resnick, and nmy education

i ncl uded a pivotal 1968 studio visit from Eva Hesse, both of whom
fundanental | y expanded ny understandi ng of inprovisational processes.
After, | went to the Art Students League for a year in painting and

dr awi ng.

In the 1980s while living and working in Soho nmy work participated in
the current ideas of deconstructing the stretched canvas, questioning the
picture as a wi ndow. Quickly thereafter was a successi on of postnodern
styl es such as pop, op, conceptual, body art, ninimlism happenings, and
the pictures generation. The energy of this monent led in ny case to a
cul -de-sac. Postnodernismwasn't nme, and inspiring figurative painters
Alice Neel, Elaine de Kooning, and Frida Kahlo and others were invisible.
Thus, | cane to roam el sewhere for a space to develop ny vision and
turned to scul pture, working in small wax nodels cast in bronze. Wen |
realized that they were taken for accessorizing figurines instead of
nodel s for enlargenent, | was pronpted to work in full scale

For this transition, | needed an entirely new construction concept
and materials because the softness of wax was unsuitable. Through
experimentation, guided by the need to discard the traditional armature
whi ch precludes inprovisation, | invented the unique materials of custom
paper | am nates and a specialized formula for finishing plaster. This
br eakt hrough freed nmy process. It allowed nme to build full-sized figures
fromthe ground up with light, hollow, tactile materials to enact the
meani ng of spontaneity and inprovisation: its reciprocity of self and
materials versus coercion and control

In 1994, | noved nmy studio to the warehouse-loft district of Dunbo,
Br ookl yn, an environnment that also directly transforned nmy process and
conmuni ty. The abandoned nmanufacturing zone produced on its streets an
abundance of di scarded Styrofoam packing naterials. Their uni que geonetric
shapes and industrial oddities—holes, stanmped letters, and nunbers—ornmed
a light-weight, symbolic contrast to the winkly, organic paper |am nates.
These are ny basic materials today. In Dunmbo | actively engaged with the
| ocal creative ecosystem and co-organi zed the 68 Jay Street Open Studi os
in 1997. Around 1999 | exhibited with the Brooklyn Waterfront Artists
Coalition (BWAC) and AIR Gall ery where we col | aborated as i ndependent
artists to take the exhibition and distribution of our work into our own
hands.

My art-making is an integrative process, intuitively gathering
di verse, neani ngful yet surprising conponents into a whole, as does the
dream This conception of sculpture is a dramatic turn fromthe era of
Rodi n 1840-1917 and fromthe Anmerican nodernists working in fabricated
steel in recent times. Rodin declared that scul pture is very prosaic, not
a matter of inspiration or emotion, with the only principle to copy what
you see. Yet, he mmintained, he saw with eyes grafted on the heart.

Ameri can Modernists up to the present tine enbraced abstraction, the
so-called truth to materials, and the utilization of industria

manuf acturing processes, its phil osophy believing that abstract shapes
coul d comuni cat e psychol ogi cal and enotional truths, or that they didn't
matter.

In contrast, ny view of scul pture devel oped in another direction
evolving fromny experiences and tenperanment, toward a |ineage spearheaded



by G aconetti, despite all the subsequent decades dedicated to pure
abstraction. | believed | could inprove on the tendency for scul pture to
| ook nechani cal and formal and worked fromno theory but fromthe
inspiration of other art, especially taking cues fromwartinme German
pai nters such as Oto D x and Max Beckmann, who were surrounded by the
nost i ntense social conditions, and the Ab Ex val ue of spontaneity in
art-making. | looked at art from pre-history, outsiders, the archaic, and
the i ndi genous choosing figure forns of mask, totem head, bust, and ful
figure. | sought a simlar feeling found in some African scul pture, one
which felt natural, unforced, un-polenical, alive, open, and at the sane
time nmeaningful in a deep way that's never illustrational or obvious.
di scovered that by being in the nmoment intensely and openly, the creative
force | ets sonething new, heretofore unseen and unexpected appear

My 1960s formative era cel ebrated the speaking, witing, and theory
of transplanted intellectual Herbert Mrcuse of the Frankfurt School and
its Critical Theory. My art's larger intellectual |andscape is set within
the contested Enlightennment "nan" who possessed agency, will, and
consci ousness, rejected by the phil osophies of structuralism and
poststructuralismafter WNI due to the nassive twentieth century
atrocities committed nodern cultures. My view sets aside the combn
ridicule of the hunman as beyond redenption, and asserts that "man" is
still there. The scul ptures themsel ves operate on a conti nuum between
abstraction and bodily legibility, individually conceived rather than
built as a series, resisting the commercial inpulse toward anplified
production. Mdst of themrequire |l engthy revisions before coning to rest
in an aesthetic ideal that conjoins the refined and raw.



