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Born 1983 in Portsmouth, VA, USA
Lives and works in New York, NY, USA

EDUCATION
2001 – 2006  BFA San Francisco Art Institute, CA, USA

SOLO EXHIBITIONS

2018	 Parrasch Heijnen Gallery, Anne Truitt / Daniel Turner, Los Angeles, CA, USA (two person)
	 Galerie Allen, Daniel Turner, Paris, France	
	 Confort Moderne, (IPN), Poitiers, France
2017	 Karma Amagansett, Three Movements (Bronze) no.3, Amagansett, New York, NY, USA
	 Karma Amagansett, Three Movements (Bronze) no.2, Amagansett, New York, NY, USA
2016	 KÖNIG GALERIE, St. Agnes Nave, Particle Processed Cafeteria, Berlin, Germany
	 Parrasch Heijnen Gallery, Daniel Turner, Los Angeles, CA, USA
	 Franklin Parrasch Gallery, 110/120, New York, NY , USA
	 Corbett vs. Dempsey, Daniel Turner, Chicago, IL, USA
	 Karma Amagansett, Three Movements (Bronze) no.1, Amagansett, New york, NY, USA
	 Museum of America Books (MoAb), RH 21/2 RH 1, Brooklyn, New York, NY, USA
2015	 KÖNIG GALERIE, St. Agnes Chapel, Berlin, Germany
	 New Positions: KÖNIG GALERIE, Daniel Turner, Cologne, Germany
2014	 The Chinati Foundation, Daniel Turner, Marfa,TX, USA
	 Team Gallery, PM, New York, NY, USA
	 And Now, Daniel Turner, Dallas, TX, USA
	 Objectif Exhibitions, 2 220, Antwerp, Belgium
2013	 Bischoff Projects, Daniel Turner, Frankfurt, Germany
	 Franklin Parrasch Gallery, Daniel Turner, New York, NY, USA
2012	 The Journal Gallery, Daniel Turner, Brooklyn, NY, USA
	 White Cube, Inside the White Cube, Daniel Turner, London, UK
	 Franklin Parrash Gallery, John McCracken + Daniel Turner, New York, NY, USA (two person)
2011	 The Journal Gallery, Mariana, Brooklyn, NY, USA
	 Pianissimo Gallery, Britannica, Milan, Italy
	 Martos Gallery, Colin Snapp/Daniel Turner, New York, NY (two person)
2010	 Jericho Ditch, Community Sculpture Seminar, Isle of Wight, VA ,USA
	 Jericho Ditch, Daniel Turner, Isle of Wight, VA, USA
2003	 The Rawls Museum of Art, Daniel Turner, Courtland, VA, USA
2001	 Old Dominion University Fine Arts Center, Daniel Turner, Norfolk, VA, USA

SELECTED GROUP EXHIBITIONS

2017	 Eleven Madison Park Commission, Eleven Madison Park, New York, USA
2016	 Kunstmuseum Thun, Die Kräfte Hinter Den Formen, Thun Switzerland (catalog)
	 Moscow International Biennale 5, Becoming Each Other, Trehgornaya Manufatura, Moscow, Russia
	 Istituto Svizzero, Riveria:Etudes, Milan, Italy
	 Laura Bartlet Gallery, Under a Fallen Sky, London, UK
	 Kunstmuseum Krefeld, Museen Haus Esters und Haus Lange, Die Kräfte Hinter Den Formen, Krefeld, Germany
	 Franklin Parrasch Gallery, Burning Small Fires, New York, NY, USA
2015	 Synchrotron Radiation Center, Condensed Matter Community Stoughton, WI, USA
	 Galerie im Taxispalais, Die Krafte Hinter Den Formen, Innsbruck, Austria
	 KÖNIG GALERIE, Material, Berlin, Germany
	 McCabe Fine Art, Drip, Drop, Thud, Stockholm, Sweden
2014	 Hauser & Wirth, Freezer Burn, New York, NY, USA
	 Gagosian Gallery, Clear, Los Angeles, CA, USA
	 Art | 45 | Basel | Unlimited, Marjore, Basel, Switzerland
	 Centre d’Art Contemporain / Foundation Arditis, L’expostion D’un Film, Geneva, Switzerland
	 Universite Sorbonne Nouvelle, Eclat Attraction de la Ruine, Paris, France
	 Gagosian Gallery, PILAGE / FOLD, Paris, France
	 Franklin Parrasch Gallery, Another Culmination, New York, NY, USA
	 Dickison Roundell Gallery, Idiosynchromism, New York, NY
2013	 Columbus College of Art and Design: Canzani Center Gallery, My Crippled Friend, Columbus, OH, USA



	 The Dedalus Foundation, Surviving Sandy, Brooklyn, NY, USA
	 356 Mission Road, 356 Sculptures, Los Angeles, CA, USA
	 Franklin Parrasch Gallery, Eggleston / Turner / McLaughlin, New York, NY, USA
2012	 University of California San Diego, nanomacromega, La Jolla, CA, USA
	 White Columns / Venus over Manhattan, Bulletin Boards, New York, NY, USA
	 Venus over Manhattan , A Rebours, New York, NY, USA
	 Muzeul National de Arta din Cluj-Napoca, Modern Talking, Cluj, Romania
	 Massimo De Carlo, New York: Directions, Points of Interest, Milan, Italy
	 Virginia Commonwealth University, Anderson Gallery, you, your sun and shadow, Richmond, VA, USA
2011	 The Centre for Contemporary Art Ujazdowski Castle, Four Rooms, Warsaw, Poland
	 Prague Biennale 5, Expanded Painting, Prague, Czech Republic
	 White Columns, Perfect Man II, New York, NY, USA
	 ReMap 3, Copper Kettle, Athens, Greece
	 Jericho Ditch Field Project Space, Isle of Wight, VA, USA
	 The Whitney Museum of American Art, New York, NY, USA
	 The New Museum of Contemporary Art, Flash Light / Festival of Ideas, New York, NY, USA
	 Times Square AEO LED Billboard Project, New York, NY, USA
2010	 New Jersey Museum of Contemporary Art, Its all American, Asbury Park, NJ, USA
	 Pratt Institute, Something, New York, NY, USA
	 Wall Space, Saturn Return, New York, NY, USA
	 West Street Gallery, Over Before it Started, New York, NY, USA
	 Invisible Exports, Public Service, New York, NY, USA
	 John Connelly Presents, (Selections from Untitled Television Show), New York, NY, USA
	 Tripple Canopy, (with Infinity Window), Brooklyn, NY, USA
	 Brennan Courthouse, Vessel, Jersey City, NJ, USA
2006	 Walter and Mcbean Galleries, The San Francisco Art Institute, San Francisco, CA, USA
2000	 The Museum of Contemporary Art, Tribute to Jim Dine, Virgina Beach, VA, USA
	 The Chrysler Museum of Art, Selections from GSA, Norfolk, VA, USA
	 The Hermitage Foundation, Selections from GSA, Norfolk, VA, USA

AWARDS

2018	 The Pollock-Krasner Foundation Award
2008	 Virginia Museum Of Fine Arts Fellowship Award
2005	 Virginia Museum Of Fine Arts Fellowship Award,
2004	 Virginia Museum Of Fine Arts Fellowship Award

RESIDENCIES

2018	 Confort Moderne, Poitiers, France
	 Hauser & Wirth, Artist in Residence, Bruton, UK
2014	 The Chinati Foundation, Artist in Residence, Marfa, TX, USA
	 Residences inFormelles, Artist in Residence, Martinique, France
2009	 Visiting Scholar, New York University, New York, NY, USA
	 Lower Manhattan Cultural Council’s Workspace studio residency program, New York, NY, USA

PUBLIC TALKS

2018	 ESSI, Ecole Européenne Supérieure de l’Image, March 27
2017	 The Syracuse University School of Art, December 7
2011	 The Maryland Institute College of Art, October 22
2006	 The San Francisco Art Institute, May 8
2001	 The Old Dominion University Fine Arts Center, April 1



SELECTED PUBLICATIONS

2018	 5150, Daniel Turner, American Art Catalogs
	 Three Movements (Bronze), Karma Books
	 Three Movements (Bronze) LE, Karma Books
2016	 Daniel Turner, Penininsula Publishing
2015	 Marjorie, Etudes Books
	 Marjorie LE, Etudes Books
2014	 2 220, Karma Books
2013	 Daniel Turner, Franklin Parrash Gallery
2012	 Daniel Turner, White Cube Gallery

SELECTED PRESS ARTICLES

2018	 Art News, “Muses: Rita Ackermann and Daniel Turner at Eleven Madison Park”, July 27, 2018.
	 Art Press, “Expositions Reviews”, Erik Verhagen, page 34, Issue 456, June, 2018, ill.
	 Art Forum, “Critics Pick”, Mara Hoberman, May 22, 2018, ill.
	 Gagosian Magazine, “Elemental”, Bret Littman, Brad Cloepfil, Daniel Humm, page 136, Spring 2018.
	 König Magazine, “Daniel Turner EMP Step”, Nils Markwardt, pages 4-11, Issue 2, Spring, 2018, ill.
	 ArtInfo, “Daniel Turner at Galerie Allen, Paris”, Louise Blouin, May 11, 2018, ill.
	 The Art Newspaper, “In Pictures: Notre Selection d’expositions dans les galeries parisiennes”, Ed. Francaise, page 10, 	
	 No.29, April 13, 2018, ill.
	 ArchiSTORM, “Le Confort Moderne De Poitiers, Identique Et Different A La Fois”, Alexandra Fau, ArchiSTORM #89, 	
	 Spring 2018.
	 Purple Diary: Purple Art, “Daniel Turner Solo Exhibition At Galerie Allen, Paris”, Eugénie Devos, April 13, 2018, ill.
	 La Nouvelle République, “Potiers: Troiscouches de vernis au Confort Moderne, Laurent Favreuille, April 6, 2018.
	 Parisart, “Daniel Turner (IPN), April 6, 2018, ill.
	 Radio Pulsar, “Interview with Sarina Basta”, April 4, 2018.
	 7a Poitiers, “Face to Face”, Romain Mudrak Le, April 4, 2018.
	 Les Inrockuptibles, “Le tour décrou”, Ingrid Luquet-Gad, April 3, 2018, ill.
	 The Wall Street Journal, “A Day in the life of Eleven Madison Park Designer Brad Cloepfil”, Jennifer Conrad, April 4, 2018.
	 La Nouvelle République, “Poitiers: Danbiel Turner cree in situ au Confort Moderne”, Laurent Favreuille, March 30, 2018.
	 The Art Newspaper, “Flying High with Cyprien Gaillard at Gladstone Gallery”, Linda Yablonsky, March 5, 2018.  
	 La Nouvelle République, “Poitiers: Sarina Basta, globe-trotteuse de l’art contemporian, Laurent Favreuille, February 26, 2018.
	 CBS News, “Re-creating Eleven Madison Park, The World’s Best Restaurant”, Mo Rocca, February 25, 2018.
2017	 The New York Times, Weekend Arts II, “A Link Between Art and Kitchen”, Ted Loos, cover, page C14, October 27, 2017, ill.
	 New York Times Magazine, Art & Design, “For the Chef Daniel Humm, Less Is More. On His Wall, Too” Ted Loos, October 24, 2017, ill.
	 Tages Anzeiger, “Zwischen Kuchendunst und grosser Kunst”, David Schnapp, October 24, 2017.
	 Interview Magazine, “how olympia scarry employed reincarnation for her latest installation”, Pimploy Phongsirivech, October 24, 2017.
	 Forbes Magazine, “There’s a secrete artwork in the midst of the world’s best restaurant”, Brienne Walsh, October 24, 2017, ill.
	 ArtNet, “The World’s Best Chef Let an Artist Melt Down His Kitchen and Make an Artwork Out of It”, Sarah Cascone, 	
	 October 11, 2017, ill.
	 Art News, “Step into a New Phase: Eleven Madison Park Makes Art Part of a Fabled Restaurant Setting”, Katherine Mc	
	 Mahon and Andy Battalia, October, 17, 2017, ill.
	 Forbes Magazine, “Inside the Redesign of the World’s Best Restaurant: New York’s Eleven Madison Park”, Kristin 	
	 Tablang, October 13, 2017.
	 Gourmet Traveler, “New York’s Eleven Madision Park Has A New Look”, Emma Breheny, October 13, 2017.
	 Galerie Magazine, “Eleven Madison Park Debutes Incredible Sol LeWitt Room”, Jacqueline Terrebonne, Winter, 2017.
	 La Vanguardia, “Así luce el mejor restaurante del mundo después de su reforma”, Yaiza Saiz, October 13, 2017.
	 Dandelion Chandelier, “eleven madison park gets a smart new makeover”, Pamela Thomas-Graham, October 12, 2017, ill.
	 Gothamist, “A Step Is Not Just A Step At The Newly Revamped Eleven Madison Park”, Nell Casey, October 11, 2017, ill.
	 Cool Hunting, “Eleven Madison Park’s Discreet New Monumental Art Piece”, David Graver, October 16, 2017, ill.
	 Lonely Planet, “Take a look inside New York’s new Eleven Madison Park restaurant”, Regan Stephens, October, 10, 2017, ill.
	 Food and Wine, “Everything We Know About the New Eleven Madison Park”, Mike Pomranz, October 9, 2017, ill.
	 Eater Ny, “5 Most Over-the-Top Earnest Things About Eleven Madison Park’s Renovation”, Stefanie Tuder, October, 8, 2017, ill.
	 News Center / USA News, Jessica Harington, October 7, 2017.
	 Architectural Digest, “Eleven Madison Park Reopens with a Swanky New Look”, Natasha Wolff, October 6, 2017, ill.
	 Eater New York, “Eleven Madison Park Unveils Its Rebooted Space Sunday”, Stefanie Tudor, October 6, 2017, ill.
	 Gambero Rosso, “Eleven Madison Park, si ricomincia. Il nuovo ristorante di Daniel Humm e Will Guidara”, October 6, 2017, ill.
	 Art Land, “A Systematic Up-Close Look of Art and Life”, interview with Roberto Toscano, October, 7, 2017, ill.  
	 Interview Magazine, “In conversation with Daniel Turner”, Katja Horvat, April 19, 2017, ill.
2016	 Hyperallergic, “Found Furniture Pulverized into Conceptual Art”, Jeffrey Grunthaner, October 28, 2016, ill.



	 Art Info, “Daniel Turner’s Particle Processed Cafeteria at Koenig Galerie, Berlin”, October 12, 2016, ill.
	 Art Fuse, “Particle Processed Cafeteria by Daniel Turner at König Galerie Berlin”, Chloe Steffen, September 26, ill.
	 Dapper Dan Magazine, “DAN”, Domenico de Chirico, page 160, Autumn / Winter, 2016, ill.
	 Etudes Publishing, “Conversations with: Daniel Turner”, Grant Schofield, August 2016, ill.
	 Die Kräfte Hinter Den Formen / The Forces Behind the Forms: “Geology Matter Process in Contemporary Art”, 	
	 Snoeck, pages 194-195, Jens Risch & Guest, April 2016, ill.
	 “Die unendliche Feinheit des Kausalgewebes”, exhibition catalog, pages 14-17, Jens Risch, April 2016, ill.
	 This is Tomorrow Contemporary Art Magazine, “Under a Falling Sky”, Tom Ellmer, April 2016, ill.
	 WhiteHot Magazine, “Daniel Turner at Parrasch Heijnen, LA”, Jeffrey Grunthaner, April 2016, ill.
	 ArtNews, “Daniel Turner at Parrasch Heijnen, Los Angeles”, April 2016, ill.
	 Architectural Digest, “7 Can’t Miss Galleries Downtown”, John Wogan, March 14, 2016, ill.
	 Design Arts Daily, “Contemporary Art on the Upper East Side”, Peggy Roalf, February 24, 2016.
2015	 Chinati Foundation Newsletter, pages 90, 92, 93, December 2015, ill.
	 L’Officiel Art, “Sociologie de la trace”, pages 72-77, N.15, September October 2015, ill.
	 Numero Homme, “Ich Denke in Moll”, interview with Rita Ackermann, pages 184-191, Issue 2, Fall 2015, ill.
	 Artspace, “8 Rising Stars to Watch at Expo Chicago”, Andrew M. Goldstein, September 19, 2015, ill.
	 MARJORIE, published by Etudes Books N 13, edition of 500, 41 pages, 2015.
	 NEUE JOURNAL, “Soft as Steel”, pages 52-53, interview with Alyse Archer-Coite, Issue 1-Spring 2015, ill.
	 New York Times T Magazine, “In the East Village and Soho Orley’s Family Values”, Marcus Holmlund, June 14, 2015.
	 Monopol Magazin, “Neu im Geschäft”, pages 112-113,  Nr.04, April 2015, ill.
2014	 “Freezer Burn”, exhibition catalog, Donatien Grau, published by Hauser & Wirth, page 13, November 2014, ill.
	 V Magazine, “Art on the Line”, Whyatt Allgeier, November 13 2014, ill.
	 Gagosian Magazine, “Pilage/Fold”, Anne Sauvagargues, page 61, September / October 2014, ill.
	 Skira Rizzoli, “The Dedalus Foundation / Surviving Sandy”, Jack Flam, Phong Bui, pages 25,27,30,31,268,269, September 2014, ill.
	 The Virginia Museum of Fine Arts, “Daniel Turner: The Gift of Time to Explore His Work”, interview with Jenny 
	 Harding, Winter 2014, ill.
	 UnTitled Project Magazine, “Daniel Turner”, Wayne Northcross, issue 7, pages 102,103,104,105, Fall 2014, ill.
	 Crush Fanzine, “Interview with Daniel Turner”, Khary Simon, auxiliary issue #4, page 188, Fall 2014, ill.
	 Kennedy Magazine, Stamatia Dimitrakopouls, page 19, Summer 2014.
	 Neue Burcher Beitung, “Das wiedergefundene Kinderzimmer”, Philip Meier, page 1,June 18, 2014.
	 SFAQ, “In Conversation: Daniel Turner”, Courtney Malick, June, 2014, ill.
	 Dallas Magazine, “Five Best Art Openings and Events Of The Week”, Peter Simek, May 21 2014, ill.
	 New York Arts Magazine, “Daniel Turner at Team Gallery”, Matthew Hassell, May 2014, ill.
	 New York Observer, “5 Artist to Watch”, Andrew Russeth, pages 28-29, May 12, 2014, ill.
	 Austere, “Daniel Turner at And Now”, Sean Hanratty, May 2014, ill.
	 ArtNet, “New York Gallery Beat”, Jeffrey Grunthaner, May 7, 2014, ill.
	 The New York Times, “Art Trek: Upper East Side”, Roberta Smith, page C31, April 4, 2014.
	 The Brooklyn Rail, “In conversation with Phong Bui”, Phong Bui, cover, pages 36-40, April, 2014, ill.
	 Gallerist NY, “Spring Preview: Top 10 Gallery Shows, Andrew Russeth”, March 17, 2014, ill.
	 Art Das Kunstmagazine, “Billig und Gut”, Sandra Danicke, page 90, February, 2014, ill.  
	 SFAQ, “SFAQ Review: Los Angeles Art Fairs 2014”, Courtney Malick, February, 4, 2014, ill.
	 Exhibition catalog, “Idiosynchromisim”, published by Dickinson Roundell Inc, esay by Alex Glauber, 45 pages, 2014, ill.
	 Art Info, “Les artistes fictifs sèment le doute chez Préface”, Par Céline Piettre, January, 14, 2014, ill.
	 Novembre Magazine, “Zelda Zonk at Préface Gallery”, Timothee Chaillou, January, 2014, ill.
2013	 The New York Times, Art and Design, “Art, A Balm After the Storm”, Roberta Smith, page. C1, December 6, 2013.
	 Journal NR, “Das Objekt, am Boden. Was die Schaudes New Yorkers Und was nicht”, Grit Weber, page. 90, December 2013, ill.
	 L’official Hommes, “Ausstellungstip- Daniel Turner Bei Bischoff Projects”, Robert Grunenberg, December 12, 2013, ill.
	 The Art Newspaper, “Just how fresh can you get?”, Julia Halperin, Edition 6, cover page, December 2013.
	 Mono-Kulture, “Daniel Turner Interview”, Sam Cate Gumpert, April 23, 2013, ill.
	 Flash Art Online, “Daniel Turner at Franklin Parrasch Gallery”, Katy Diamond Hammer, April 15, 2013, ill.
	 Nasty Magazine, “The Concrete Issue”, cover, pages 43-50, essay by James Schaeffer, 2013, autumn 2013 ill.
	 Hunted Projects, “Daniel Turner Interview”, Steven Cox, March, 25, 2013, ill.
	 Daily Lazy, “Daniel Turner Studio Visit #119”, March/April, 2013, ill.
	 Bomb Magazine, “Jules Marquis Interview”, Jeffrey Grunthaner, February, 19, 2013, ill.
	 Bijutsu Techo, “Daniel Turner”, Manami Fujimori, Vol.65- N0. 979, page 120. January, 2013, ill.
	 Feral Kid, issue 1, pages 10-14, 47, January, 2013, ill.
2012	 Galleristny NY, “The 30 best exhibitions of 2012”, Andrew Russeth, December 18, 2012, ill.
	 Art Observed, “Daniel Turner at The Journal”, D. Creahan, November 13, 2012, ill.
	 Flash Art, No. 286, “A Rebours”, Wendy Vogel, page 61, October 2012.
	 Engineering and its Reversals: “materials, structures, seeds, aesthetics, cognition”. Mariana Botey, Lucía Sanromán. UN	
	 WEAVE: pages 53-57 ill. Volume I, Fall 2012, ill.
	 Interview Magazine, “Show Time”, Alex Gartenfeld, page 30, August, 2012, ill.
	 C.S. Magazine, “New Directions:The Art of Jules Marquis”, Jeffrey Grunthaner, pages 12-16 September 1, 2012, ill.



	 Artdrum, “Zhang Huan and Daniel Turner”, August 13, 2012, ill.
	 One Stop Arts, “Inside the White Cube”, Harriet Dopson, August 9, 2012, ill.
	 Art Observed, “Bulletin Boards / Venus Over Manhattan”, A Berman, August 8, 2012, ill.
	 Gallerist NY, “Venus Over Manhattan”, Andrew Russeth, August, 3, 2012.\, ill.
	 The Room Magazine, “Gravity Release”, interview with Franciska Zolyom,  issue 15, pages 93-105, April 2012, ill.
	 Contributor Magazine, “You Gotta Lose”, Jason Evans, issue 5, March 2012, ill.
	 You, your sun, and you Shadow, exhibition catalog, pages 17-18, March 2012, ill.
	 Mousse Publishing, “New York: Directions Points of interest”, pages 64-65, March 2012, ill.
	 Mousse magazine, “Diary”, issue 32, page 236, February/March 2012
	 Hercules Universal, “Portfolio NYC”, interview with Colin Snapp, March 2012, ill.
	 Arskey magazine, “Milano guarda a New York. Ed ecco da Massimo De Carlo la mappa della new wave newyorkese, 	
	 Manu Buttiglione, February 10, 2012.
	 Modern Painters, “Mariana”, Sarah P Hanson, page 93, December 2011 /January 2012, ill.
	 The Journal, Issue 31,” Portfolio: A selection of works”, pages 48-59, 125, December 2011, ill.
2011	 Paddle 8, “Daniel Turner”, interview with Timothee Chaillou, December 2011, ill.
	 The Junior Varsity, “Daniel Turner”, James Shaeffer, pages 1-8, December 2011, ill.
	 La Journada, “Cultura; Presentan enel Borda exposición colectiva Espiritualidades atavicas”, Jorge Sifuentes Canas, page 	
	 8, November 3, 2011.
	 The Green Pointers, “Review : Daniel Turner”, Martin Esteves, October  6, 2011, ill.
	 The Observer, “Wild West”, Michael Miller, page b4, October, 4, 2011.
	 Huffingtonpost, “Resembling by Touching: Daniel Turner’s Beautiful Ring at the Journal”, Anne Couillard, September 	
	 29, 2011, ill.
	 Artforum.com, “Quick Fix”, Kate Sutton, September 20, 2011.
	 New York Times T Magazine, “Now Showing Colin Snapp Daniel Turner”, Jacob Brown, June 30, 2011, ill.
	 DossierJournal, “Tin Roof Rusted”, Katherine Krause, June 30, 2011, ill.
	 Mono-Kulture, “Here and Now”, interview with Sam Cate Gumpert, June 30, 2011, ill.
	 From the Desk Of, “Jules Marquis”, Interview with Kate Donnelly, June 29, 2011, ill.
	 Bullett Magazine, “Colin Snapp / Daniel Turner”, Logan Jones, June 28, 2011, ill.
	 The York Times Style Magazine, “Timely”, Jacob Brown, , page 126, Summer, 2011, ill.
	 Islands Weekly, “Art From Urban to Rural Life”,  Cali Bagby, cover, pages 4-6, June 8 2011, ill.
	 Prague Biennale 5 Catalogue, “Painting Overall”, pg 39,  ill.
	 An Art Newspaper, “Decade Issue/Classified Ads”, May, 2011, ill.
	 Art Observed, “AO on site”, Nina Schwarz, April 22, 2011, ill.
	 This Long Century, entry {121}, “A Collection of Weather Reports”, April, 2011, ill.
	 Exibart, “Britannica”, Caterina Misuraca, February, 11, 2011, ill.
	 Flash Art Online, “Studio Visit”, Bozidar Brazda, February 7, 2011, ill.
	 The New York Times T magazine, “Video Exclusive”, Jacob Brown, January 17, 2011, ill.
	 Art Experience NYC, vol.1 no., Ernesto Menendez-Conde, Winter 2011, ill.
2010	 K48, Edition no. 8, “AbraK48Dabra”, December, 2010, ill.
	 The New York Observer, November 16, 2010.
	 Oblidi, Interview with Nina Zurier, October 2010, ill.
	 Flash Art Online, “Moscow on the Hudson”, Bozidar Brazda, October 2010, ill.
	 Castor & Pollux, “Ein künstlerisches Manifest Ein Entwurf, welchen Kurs die Kunst nehmen muss”, August 24, 2010, ill.
	 Art Info, “Having a Great Summer”, Andrew Russeth, July 28, 2010, ill.
	 Dossier Journal, “West Street Gallery”, Johnny Misheff, July 8, 2010, ill.
	 The Kingsboro Press, “Issue 6”, June 2010, ill.
	 WOW Magazine, “Reel Ten”, Géraldine Ancri & Emilie Lauriola, May 2010.
	 Artforum.com, “Exile on Main Street”, Travis Jeppesen, May 6, 2010.
	 Art Info, “Tour of Lmcc”, Alexander Wolf, May 3, 2010.
	 Eyebeam, “The Dialogue”, Interview with Kenya Robison, January 2010, ill.
2008	 The Richmond Times Dispatch, “Arts and Theater”, Daniel Neman, March 14, 2008.
2006	 7 x 7 Magazine, August, 2006, ill.
	 SF Weekly, “Mixing Oil with Art”, Michael Leaverton, July 26, 2006, ill.
2005	 San Francisco Downtown, vol. XIII, Monica Hedger, May 2005, ill.
2003	 The Tidewater News, “Sweet Success”, August 7, 2003, ill.
	 The Tidewater News, “The Man Behind The Sand”, July 31, 2003, ill.
2002	 The Virginian Pilot, “Recent Work Of Jared Ramsey And Daniel Turner”, December 20, 2002, ill.
	 Portfolio,”Bigger Than Life”, December 18, 2002,ill.
	 The Virginian Pilot, “Grounded Atmosphere”, November 5, 2002.
2001	 The Smithfield Times, “Young artist exhibits at ODU Center”, May 10, 2001, ill.
	 The Virginian-Pilot, April 23, 2001, ill.
	 The Virginian-Pilot, “Exhibit Of Excellence”, February 25, 2001, ill.
	 *Collaboration with Jules Marquis



Daniel Turner
(WHSC 44102 Bar), 2018
cast stainless steel. Provenance: WAMC Psychiatric Facility
300 x 6 x 13 cm
unique
courtesy of the artist and Galerie Allen, Paris



Daniel Turner
(WHSC 44102 Bar) (detail), 2018
cast stainless steel. Provenance: WAMC Psychiatric Facility
300 x 6 x 13 cm
unique
courtesy of the artist and Galerie Allen, Paris



Daniel Turner
(WHSC 4102 Burnish), 2018
stainless steel burnish. Provenance: (WAMC) Psychiatric Facility
variable dimensions
Edition of 3 ex + 2 AP
courtesy of the artist and Galerie Allen, Paris



Daniel Turner
Waiting Room, 2017
cast steel, aluminum alloy, fiber. Provenance: The Meyer Clinic
50.32 x 6.50 x 4.60 cm
unique
courtesy of the artist



Daniel Turner
(WHSC 44102.1 Bar), 2018
cast aluminum, stainless steel, Provenance: WAMC Psychiatric Facility
100.96 x 6.35 x 5.08 cm each
unique
installation view Anne Truitt / Daniel Turner, Parrasch Heijnen Gallery, Los Angeles
courtesy of the artist and Parrasch Heijnen Gallery



Daniel Turner
(WHSC 44102.2 Bar), 2018
cast aluminum, stainless steel, Provenance: WAMC Psychiatric Facility
100.96 x 6.35 x 5.08 cm each
unique
installation view Anne Truitt / Daniel Turner, Parrasch Heijnen Gallery, Los Angeles
courtesy of the artist and Parrasch Heijnen Gallery



Daniel Turner
EMP STEP, 2017
cast stainless steel
487 x 11.43 x 38 cm
unique
courtesy of the artist and Eleven Madison Park 



Daniel Turner
processing the kitchen of Eleven Madison Park, 2017
courtesy of the artist



Daniel Turner
processing the kitchen of Eleven Madison Park, 2017
courtesy of the artist



Daniel Turner
Particle Processed Cafeteria (detail), 2016
dissolved cafeteria
dimensions variable
unique
courtesy of the artist and König Galerie



Daniel Turner
Particle Processed Cafeteria (detail), 2016
dissolved cafeteria
dimensions variable
unique
courtesy of the artist and König Galerie



Daniel Turner
Particle Processed Cafeteria (detail), 2016
dissolved cafeteria
dimensions variable
unique
courtesy of the artist and König Galerie



Daniel Turner
Particle Processed IPN Beam, 2018
excavated and dissolved structural IPN beam
dimensions variable
unique
courtesy of the artist and Le Confort Moderne



Daniel Turner
untitled, 2014 
maple, polyethylene, aluminum, stainless steel, mixed mediums
two parts: 396.24 x 71.12 x 60.96 cm each
unique
courtesy of the artist



Daniel Turner
untitled (detail), 2014 
maple, polyethylene, aluminum, stainless steel, mixed mediums
two parts: 396.24 x 71.12 x 60.96 cm each
unique
courtesy of the artist



Daniel Turner
Britannica, 2012
formica, maple, stainless steel, mdf, mixed mediums
two parts, 365.76 x 86.36 x 91.44 cm (total)
unique
courtesy of the artist



Daniel Turner
Britannica (detail), 2012
formica, maple, stainless steel, mdf, mixed mediums
two parts, 365.76 x 86.36 x 91.44 cm (total)
unique
courtesy of the artist



Daniel Turner
Untitled 5150, (4/10/12), 2012 
Untitled 5150, (4/26/12), 2012 
Untitled 5150, 4/18/12), 2012 
bitumen emulsion, transparent vinyl, wood
43.18 x 38 x 5 cm each
installation view, Daniel Turner, White Cube Bermondsey, London
courtesy of the artist



Daniel Turner
Untitled 5150 (5.6.13), 2013
bitumen emulsion, transparent vinyl, wood
43.18 x 38 x 5 cm
unique
courtesy of the artist



Daniel Turner
110/120, 2015
digital video projection, sound, dimensions variable
60min
edition of 3 plus 2 artist proofs
courtesy of the artist
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Visitors to Eleven Madison Park in coming months will likely anticipate  the restaurant’s 
renovation and new menu . What they won’t realize is that when they step through the entrance, 
and into the main dining hall, they will be walking on a piece of art. 

Courtesy of Daniel Turner 
Daniel Turner, EMP Step, cast stainless steel kitchen, 192 x 15 x 4.5 inches, 2017 
In their defense, the work is nondescript. A 16-foot monolith by the artist Daniel Turner, it looks 
like a smooth metal step. Closer examination reveals the work’s many nuances — imperfections 
on the surface that tell the story of how it was created. 
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Courtesy of Daniel Turner. 
Detail of EMP Step. 
Commissioned by Eleven Madison Park’s owners, Daniel Humm and Will Guidara, the work was 
created by melting down roughly 1,000 objects from the restaurant’s kitchen, which was 
completely renovated along with the dining area. Turner chose the objects based on their forms, 
and their material limitations. “There was a stipulation about which metals could be melted 
together,” he told me as we traversed the piece one afternoon before the restaurant opened. “We 
couldn’t mix aluminum and steel, for example, or there would be an explosion.” 
Turner has long been interested in kitchens. Although he professes he cannot cook, and has 
never worked in a restaurant, his first studio is New York was housed in an abandoned kitchen 
in Chinatown. 
“I was granted the studio by the Lower Manhattan Cultural Council, and when I arrived, I 
thought, ‘Wow, this studio is so odd, and so surreal,’” he said. “It was really difficult for me to 
make any work there. My work couldn’t compete with this environment. It began to make sense 
to me that I should look at the actual environment. I started abstracting these kitchen forms, 
and producing these kitchen units, but skewing the composition and scale so they really served 
no function at all.” 
Distorting forms led to dissolving them. In 2016, at König Galerie in Berlin, Germany, Turner 
showed “Particle Processed Cafeteria,” which consisted of an stain created by reducing the 
components of a cafeteria — wooden tables, steel chairs —into a liquid, which was then poured 
on the gallery floor. 
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By happenstance, Humm had seen the show. Turner was introduced to him at a dinner thrown 
by a friend. “He’s been in a kitchen his entire life, and I had just dissolved one,” Turner laughed. 
“So there was this spark of immediate interest.” 

Courtesy of Daniel Turner 
An image of the materials melted down for EMP Step. 
Humm gave Turner free reign over both the kitchen, and the interior of the dining room. “I 
knew I wanted to introduce a form into the architecture,” Turner told me. “So I thought, ‘Well 
why not introduce a form as a step that enters the restaurant, so that one steps over all of the 
material it took to get where the restaurant is today?” 
The final sculpture is just about 1,000 pounds. It joins other pieces commissioned by Humm, 
including works by Rita Ackermann, the Sol Le Witt Foundation, and Olympia Scarry. 
After years spent on ephemeral pieces that were dissolved or dismantled after they were shown, 
Turner likes that his sculpture at Eleven Madison Park has permanence. We discussed the way 
stairs look in old New York buildings — grooved and shiny from thousands, if not millions, of 
footsteps. “I like the idea that you walk through the doorway, and once you are in the dining 
experience, you come to learns that wait, I stepped over eleven years of work.” The story of how 
the work was created has been woven into the storytelling aspects of the dining experience; 
servers will give a general background and history of the art in the restaurant as they serve the 
meal. 
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Courtesy of Daniel Turner 
An archival image of a sink used in the piece. 
Next up for Turner is working within an institution he has more familiarity with — a mental 
institution. Diagnosed with bipolar disorder, he has spent time in hospitals. “It’s a gift,” he says 
when I noted that I have some family members with the same mental health diagnosis. Turner 
plans on acquiring a medical facility, and then melting down its components so that they can be 
used as structural beams to construct a mental health facility. A way of inserting his own moods, 
different from one day to the next, in something steady and long-lasting. 
I can’t wait to be in the presence of another of Turner’s works, which until they are revealed, 
function as secrets in physical space. 
 
 











 

 

 

 

EMP Step , 2017, cast stainless steel, 192 x 15 x 4.5 inches, by Daniel Turner at Eleven Madison Park. 

Eleven Madison Park, a vaunted restaurant in a vaulted space in the Flatiron District 
in New York, has reopened to much fanfare after four months off for renovation and 
reimagination. Chef Daniel Humm is back in the kitchen he made a focus of global 
attention among gourmands, and diners are back in front of the kind of artful and 
sophisticated dishes he has made a specialty. 

Upon entry, guests at Eleven Madison Park will now pass over a sort of threshold 
below: an artwork conceived for the luxe environs by the artist Daniel Turner. The 
piece is a Minimalist sculpture on the floor that doubles as a step up to the dining 
room, made of old materials from the restaurant’s former kitchen that were melted 
down and transfigured into a new form. 

The work is titled  EMP Step . To learn more about its genesis and the journey to its 
new home,  ARTnews  spoke to both the artist and the chef about the project—and 
photographed it beginning this summer, while it was in the fabrication phase, and 
through its final installation last week. Interviews with Turner and Humm follow 
below, with a photo slideshow beneath. 

As told to Andy Battaglia: 

 
Daniel Turner, artist 
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Daniel Turner, artist 

Daniel Humm heard of my piece  Particle Process Cafeteria  at König Galerie in 2016. 
Through a deconstructive process, I dissolved components of a cafeteria—folding 
chairs, collapsible tables, pieces of steel and wood—that were reduced to particle 
form. They were chemically modified and sprayed across the expanse of the gallery. 
Basically it was the reduction of an environment. I had been looking at 
environments, particularly constrained environments—cafeterias, waiting rooms, 
doctor’s offices—and had been working on trying to condense them. Rather than pull 
from environments and produce readymades, I thought, Why not just take an entire 
environment and reduce it? 

Daniel has been in a kitchen his entire life and I happened to have just dissolved one, 
so there was a similar interest there. I was introduced to him through Ivan Wirth, at 
a dinner at the NoMad [another restaurant run by Humm]. He said, “I would love to 
commission a piece for the restaurant. If you have any ideas, let me know.” 

From the beginning, the idea was there and he was ecstatic. When the renovation 
began, I was given access to the entire kitchen. I went through and selected 
thousands of objects, from forks and knives to 13-foot-long stainless-steel stoves and 
sinks. All of that was excavated and moved to my studio, where I archived it through 
photography and drawings. Then it was cut down into small pieces, with a plasma 
cutter, and melted down into a step. It was melted at Polich Tallix Fine Art Foundry 
at about 3,200 degrees and recast into a new form. 
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The finished piece is close to the original proposal except for a few inches. The 
reason is I had no idea that, when you make a step, you have to comply with city 
codes. I had never made a step before in the public realm. 

A step is a quiet gesture—a classical form with a conceptual relevance. In the context 
of a restaurant, I felt it was important for me to produce a work that served a 
utilitarian purpose. The objects had been the backbone of Eleven Madison Park, and 
I wanted to create a work that honored those materials in a formal, non-decorative 
way. 



 
Daniel Humm, chef 

We have napkins and tablecloths and works on paper by Paul McCarthy, Roni Horn, 
Matthew Day Jackson, Rirkrit Tiravanija, Nate Lowman, Rashid Johnson, Norman 
Foster, Helmut Lang—a lot of people. It happened organically, and when it started I 
thought I should keep them all. There’s a tradition at places like Colombe d’Or, the 
Paris Bar in Berlin, and the Kronenhalle in Zurich—where I’m from—for which the 
walls of the restaurants have artworks by the artists who eat there. 

I’ve been always interested in Minimalist artists. The process of taking things away 
excites me more than the process of adding. Many works have inspired me but one of 
them is a study by Picasso called  Bull , where he tried to figure out the most 
important lines of a bull. I learned about that piece maybe 20 years ago and it really 
inspired me. Then works by Fontana, the slashed canvases, were important to 
me—and so many more. 

I’ve followed Daniel Turner’s work since he took that cafeteria and dissolved it and 
made into a sculpture that you can walk on. It had a presence and a story and this 

site-specific painting of Madison Square Park in the restaurant before, by Stephen 
Hannock. The idea was always to bring the park into the restaurant as much as we 
can. Rita redrew that painting in her own way—and then erased it and made it 
abstract. She was erasing to make a new beginning. 

The last one happened organically: I’m friends with Sofia LeWitt, the daughter of Sol 
LeWitt. We had dinner and, when I told her what was going on with the art, she said, 
“My dad would love to be part of this.” In 2005, when Madison Square Park got 
renovated and then started a public art program, Sol LeWitt was the first artist to 
work in the park. Actually, the grass in front of the restaurant is called the Sol LeWitt 
Lawn. So we have our private dining rooms now with Sol LeWitt wall drawings 
overlooking the park—and the lawn. 

Also, in the bar area, we are going to start showcasing some of the works that are 
done on the spot, by artists who eat with us or send us work or make one on the spot. 
This is something that will evolve and grow . . . 
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I’m intrigued by the idea that when one walks through the 
doorway you come to the realizatio that you’ve just stepped 

over twelve years of work.
DANIEL TURNER

Essay by Nils Markwardt
Production Photography by Daniel Turner
Portrait by Jessica Miller

In the fall of 2016, Swiss-born Daniel Humm, the current 
chef de cuisine and co-owner of New York’s three-star 
restaurant Eleven Madison Park, stands, stunned, in an 
exhibition by artist Daniel Turner. The 450-square-meter 
main space of the KÖNIG GALERIE appears empty, but 
for the large rust-colored stain on the fl oor. For his 
work Particle Processed Cafeteria, Turner had taken the 
interior of a cafeteria, ground it up into a powder, mixed 
that powder with chemicals, and then sprayed the mix-
ture onto the gallery fl oor, leaving it to corrode and the 
smell of chlorine to waft throughout the space. 

Later, Humm contacted the artist and befriended him, 
leading Turner to create his work EMP Step, which was 
inaugurated in Eleven Madison Park’s main room in 
celebration of its reopening in the fall of 2017. In this 
work, Turner obtained the restaurant’s kitchen in its 
entirety—including all its fi xtures—melted it down, and 
formed one massive monolithic step. It is only by cross-
ing this threshold that one can enter the restaurant’s 
dining hall, which British magazine Restaurant recently 
deemed it to be the fi nest in the world. 

Daniel Turner
EMP Step



6 76 776

I’m intrigued by the idea that when one walks through the 
doorway you come to the realizatio that you’ve just stepped 

over twelve years of work.
DANIEL TURNER

Essay by Nils Markwardt
Production Photography by Daniel Turner
Portrait by Jessica Miller

In the fall of 2016, Swiss-born Daniel Humm, the current 
chef de cuisine and co-owner of New York’s three-star 
restaurant Eleven Madison Park, stands, stunned, in an 
exhibition by artist Daniel Turner. The 450-square-meter 
main space of the KÖNIG GALERIE appears empty, but 
for the large rust-colored stain on the fl oor. For his 
work Particle Processed Cafeteria, Turner had taken the 
interior of a cafeteria, ground it up into a powder, mixed 
that powder with chemicals, and then sprayed the mix-
ture onto the gallery fl oor, leaving it to corrode and the 
smell of chlorine to waft throughout the space. 

Later, Humm contacted the artist and befriended him, 
leading Turner to create his work EMP Step, which was 
inaugurated in Eleven Madison Park’s main room in 
celebration of its reopening in the fall of 2017. In this 
work, Turner obtained the restaurant’s kitchen in its 
entirety—including all its fi xtures—melted it down, and 
formed one massive monolithic step. It is only by cross-
ing this threshold that one can enter the restaurant’s 
dining hall, which British magazine Restaurant recently 
deemed it to be the fi nest in the world. 

Daniel Turner
EMP Step



8 9

Quotes by 
DANIEL TURNER 

&
DANIEL HUMM

I’ve followed Daniel Turner’s work since he took that cafeteria  
and dissolved it and made it into a sculpture. It had a presence and  

a story and this energy. I was blown away.

Daniel’s been in a kitchen his entire life, and I had just dissolved 
one, so there was this spark of immediate interest.

For me, there is no other room I’ve ever spent more time in  
than my old kitchen. There is no place more significant to my work. 

I spent twelve years in that kitchen and my food evolved there.  
I’m obviously excited about the new kitchen, but it was very 

emotional to break the old one down and move on. It was important  
to me, as it is in my work, to pay respect to the past and make the 

past a part of the present and the future.
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Rather than pull inspiration from environments  
or produce readymades, I thought,  

why not just take an entire environment and reduce it?

A restaurant is not the most ideal place for sculpture.  
So, I think the boundary of utility was one that made a lot of 
sense to me. These objects were the physical embodiment  

of the restaurant, and it was important to honor those materials 
in a formal, non-decorative way.
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A step is a quiet gesture— a classical form with a conceptual 
relevance. In the context of a restaurant, I felt it was important 
for me to produce a work that served a utilitarian purpose. The 

objects had been the backbone of Eleven Madison Park, and 
I wanted to create a work that honored those materials in a 

formal, non-decorative way.

The thing that interests me most is artists who are alive, 
and I don’t collect from a living artist that I don’t really like as  

a person. Life is too short.

It’s Magic!
By Nils Markwardt

In his 1917 lecture “Science as a Vocation,” 
Max Weber succinctly summed up the nature 
of modernity in one word that doesn’t seem 
to have lost any of its meaning over the years: 
disenchantment. What the sociologist meant  
by this is that progress involves the gradual  
dismantling of magical thinking. While in  
premodern times belief wielded power as im- 
pulsively as it was invisible—seen, for instance, 
in the sudden intervention of a worshipped 
force—the modern world is predicated on the 
literal. Where bureaucratic principles of orga- 
nization, scientific methods, and minutely cal- 
culated production processes heralded the age 
of rationality, our collective belief in magic  
(for example, animist fetishism or the idea of 
objects inhabited by ghosts and gods) was 
banished to the realm of mythology.

We are reminded of the accuracy of Weber’s 
diagnosis every day. Maybe more than ever. 
Today, technological and scientific progress 
is defined by increasing calculability and  
predictability, from the discovery of previously  
unknown pathogens to algorithmically in-
creased dating efficiency, through to daily self- 
monitoring with step counters and fitness 
trackers. The paradox is that behind this gradual 
hyper-rationalization, the modern age also  
developed its very own kind of re-enchantment, 
the enchantment of materials. Because, strict- 
lyspeaking, very few of the thousands of things 
that a citizen of the twenty-first century en- 
counters on a daily basis are what they seem.

Although we take most everyday objects for 
granted, they are in fact the product of a the- 
atrical history of materials, a long and equally 
intricate act of disguise, which is the result 
of the interplay between resource and labor. 
Every wooden chair, every washing machine, 
and every smartphone not only conceals 
countless remodeled and processed raw ma- 
terials, but also hours of work performed by 

humans and machines. And it was precisely 
this exchange that Karl Marx, no less, un- 
derstood with perfect clarity. When he talked 
about “commodity fetishism,” he didn’t only 
mean that capitalism was characterized by a 
form of consumerist idolatry—the quasi- 
hypnotic power of glittering shopping arcades 
seducing the collective consciousness—but 
also that collaboratively produced commodi- 
ties conceal the history of their production 
process with the cover of exchange value. Or 
put more simply, the chair whose social value 
is only determined by its price does not say 
anything about the countless transformations 
it underwent after the wood it is made of was 
cut from the tree. Thus, capitalism, as the 
philosopher Peter Sloterdijk once said, can be 
seen as “the biggest changing room in history,” 
and as an agency for the mass-industrial  
enchantment of human labor, machines, and 
raw materials commingling and transforming 
into commodities.

Artist Daniel Turner’s works draw attention to 
this concealed enchantment by literally de-
constructing things—the contents of a waiting 
room, cafeteria, or kitchen—breaking them 
down into their constituent parts only to put 
them back together again in new ways. A 
prime example is his work EMP Step (2017),  
in which around one thousand objects from an 
old restaurant kitchen were molded into the 
shape of a staircase. Here, Turner illustrates the 
 theatrical history of materials by stripping 
them down and dressing them up in a new 
costume. By producing a literal kitchen in step  
form, Turner makes the act of enchantment 
transparent, and exposes the everyday disguis-
ing of materials, something that usually re-
mains unseen. You could also say that Turner’s 
transformed kitchen disrupts our apparent  
hyperrational modern age, if only for a mo-
ment, to reveal the magical metamorphosis of 
materials.
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The chef Daniel Humm at home in Manhattan, where he has an untitled glass work by Daniel Turner, chairs by Franz 
West, from his “Uncle” series and Himalayan rock salts by Olympia Scarry called, “LICKS” 2017. CreditEmily Andrews  

for The New York Times 
 

 

 



 

Chefs are known to enjoy the company of others in their field. But Daniel Humm — one of the best 
chefs working today — takes a different social approach. 

“Most of my friends are artists,” said Mr. Humm, 41, who wears the toque at  Eleven Madison Park , 
which reopened earlier this month after a renovation by the architect  Brad Cloepfil  and his firm Allied 
Works. 

“I’m happy that it’s back, I missed it,” the Swiss­born Mr. Humm said of the restaurant, which has 
received  four stars  from The New York Times and has achieved Michelin’s highest award, three stars. 
With his co­owner Will Guidara, he also runs  the NoMad  and  Made Nice . 

Like many art collectors, Mr. Humm claims emphatically that he’s  not  a collector. But in the Upper 
East Side apartment where he lives, he surrounds himself with works by the likes of  Lucio Fontana  (a 
serene grid of dots on a black canvas),  Rita Ackermann  (a painterly swirl of blue and pink that seems 
to channel Monet),  Daniel Turner  (several works) and  Franz West  (chairs from his “Uncle” series). 

Mr. Humm counts Ms. Ackermann and Mr. Turner among his friends (along with the artist Rashid 
Johnson and the Swiss art dealers Iwan Wirth and Marc Payot, of the gallery Hauser & Wirth). 

So for the new Eleven Madison Park, he hung an Ackermann chalkboard painting — “an incredible 
platform for learning, creating, erasing and new beginnings,” he wrote on  Instagram . And he 
welcomes visitors with an installation by Mr. Turner, who  melted down  about 1,000 pounds of the 
restaurant’s old kitchen fixtures and turned them into a step on the entry staircase. Mr. Humm got a 
takeout version, which he keeps on his dining table at home: a solid metal bar made of melted “knives, 
pots, stove and meat grinder,” he said. 

He moved into the rental apartment — stark white walls, lovely moldings — at the beginning of the 
year. “I never thought in a million years that I would live on the Upper East Side, but I love it,” Mr. 
Humm said. “It’s easy to go for a run.” He’s participating in the  TCS New York City Marathon  in 
November. 

Before he headed down to Eleven Madison Park for the day, Mr. Humm talked less­is­more 
philosophy at home. These are edited excerpts from the conversation. 

Is there an explicit link between art and food for you? 

My dad is an architect. I was always drawn to Minimalism, and that really has affected my cooking. 
One of my most important art moments came when I was 20. I saw a series of  drawings Picasso did of 
a bull , a study in subtraction, and in the end you have just four lines. That changed my life, seeing that. 

How does that translate to the plate? 

I’ve been cooking for 26 years, and it was only two years ago that I created a dish that made me feel, 
“I did it.” It was a dish of two ingredients, celery root and truffle. [It’s cooked in a pig’s bladder.] 

Any other artists who are influential? I know you’re famous for “white” dishes. 



I love the monochromatic. Lucio Fontana, when I saw his retrospective at the  Guggenheim , that was 
moving. One of my favorite artists is  Robert Ryman  — his whole life he was troubled by using color. 
He tried to figure out a way not to use it. 

This Daniel Turner glass piece has pride of place in the living room. 

He inspires me a lot. He’s based in Brooklyn, but I first saw him when I was in Berlin at a gallery 
show. For one work [“ Particle Processed Cafeteria ”], he bought a cafeteria, ground it into a powder, 
dissolved the powder into liquid, and then he sprayed that liquid onto the floor. It left a beautiful rust 
stain. 

Is it awkward to collect him and be his close friend, too? 

The thing that interests me most is artists who are alive, and I don’t collect from a living artist that I 
don’t really like, as a person. Life is too short. 

 

 



 

In conversation with 
Daniel Turner 

Daniel Turner was trained as a painter, but now focuses his 
practice on sculptures, installations, wall reliefs, etc. He did 
start off with paintings, but along the way felt that was too two 
dimensional. The shift happened in 2006 when Turner 
destroyed his canvases in a bonfire, which resulted in a piece 
called, ‘Burning an Entire Body of Work.’ 

 

DANIEL TURNER, 110/120, DIGITAL VIDEO, TRT: 60 MINS, 2016. 

Turner’s act regarding ‘Burning an Entire Body of Work’ reminds me of one 

that the Russian painter Kazimir Malevich did in 1913. Malevich did not like 

what he saw in a painting he was working on, so he painted it over with 

black and consequently made his most known work, ‘The Black Square.’ 

The shift of the art scene started with acts like Malevich’s. We came from 

paintings that were perceived as extensions of the artist’s body, to 

industrially produced object what are in fact artworks. And industrial not 

just because they look that way, but because the works are and can actually 
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Turner’s act regarding ‘Burning an Entire Body of Work’ reminds me of one 

that the Russian painter Kazimir Malevich did in 1913. Malevich did not like 

what he saw in a painting he was working on, so he painted it over with 

black and consequently made his most known work, ‘The Black Square.’ 

The shift of the art scene started with acts like Malevich’s. We came from 

paintings that were perceived as extensions of the artist’s body, to 

industrially produced object what are in fact artworks. And industrial not 

just because they look that way, but because the works are and can actually 

be industrially produced. ​Daniel Turner​ makes industrial art. He also makes 

art that is beyond beautiful. Beautiful in silent, pure and subtle way. 

What is the most essential part of your work? Idea, execution or final product? 

I think of each in equal measure; it’s somewhat rare for me to divide the 

three. 

Are you confident when it comes to your work? 

Sure, although I have days even weeks when I’m not satisfied with anything 

I’m doing. 

What was the longest period of time you invested in a piece? 

I recently showed a piece titled Particle Processed Cafeteria, which involved 

dissolving the entire contents of a cafeteria then spraying that cafeteria 

onto the floor. That took about six years, which is probably the longest time 

I’ve ever spent thinking about, or working on a single sculpture. 

How many times in between did you change your mind about the look of it and 

how many times did you want to stop? 

None. 
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PARTICLE PROCESSED CAFETERIA​, STEEL, WOOD, DIMENSIONS VARIABLE, 2016. 

How do you choose the materials you work with and do you love to experiment 

with different textures and unknown materials, or you prefer to stick with what 

you know? 



I chose to work with materials that resonate with me on an intuitive and 

philosophical level. Experimenting is important, although the majority of 

experimenting that takes place is happening in my head. 

You were trained as a painter but in 2006 you stoped painting, and you started 

to produce a different kind of work. That said, were you always interested in 

making the kind of art you do today, or at the beginning, your interest laid 

somewhere else, in actual paintings, let say? 

I arrived at sculpture through painting, that happened naturally. The 

paintings were leaning that direction, so I simply listened to the work. 

What kind of reaction do you hope to get from people? 

A sensible one. 

How do you know when to stop working on a successful work? 

I have to be engaged both spiritually and intellectually to stop working on a 

piece, but neither to begin one. 

What do you think makes someone an artist and when did the shift happen to 

you? Shift from non-artist to actually being one. 

I suppose everyone’s an artist in their own right, although I think the term 

gets thrown around more so than it should. The shift happened for me when 

I realized that I had the capacity to really see, with a genuine interest in 

understanding myself in proximity to that vision. 

Who or what influenced your work the most? 

Probably the environment where I grew up. 

And that environment is? 

Farmland in southeast Virginia. 

Where do you see yourself in 10 years from now? 

Either in New York City or the middle of nowhere. 

When was the last time you cried? 

A few weeks ago. 

What is your view like at this exact moment? 

Limited. 
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BRITANNICA​, MAPLE, FORMICA, STAINLESS STEEL, MIXED MEDIUMS (TWO PARTS), 
43 X 51 X 144 INCHES, EACH, 2012. 

Text: Katja Horvat 

Photo: Courtesy of the artist 

 



    
 

 

 
 

 

 

 

 
  

 

 

 

 



    
 

 

 
 

 

 
 

 

 

 
 

 
 

 



 
 

 
 

 
 

By JEFFREY GRUNTHANER, APR. 2016 

Daniel Turner is emerging as a forceful presence on the contemporary art scene. A man of few but highly impactful 

words, his creative output is similarly minimal and precise. When he makes objects, they tend to reference 

recognizable forms, with eerily recognizable functions. A group of sculptures I saw at Team Gallery, in 2014, could 

be described as troughs, too diminutive and elongated to have an identifiable purpose. Precisely wrought, they felt 

both alluring and alien; they seemed to repel interaction at the same time as they invited it. 

Turner’s new sculptures, exhibiting at Parrasch-Heijnen in LA, look like large tinted windows, decontextualized 

enough so as to appear “window-like.” In the words of the press release, “the artist has developed two architectural 

scaled works in tempered glass. Consisting of several sheets of leaning glass stacked in two sections along the 

gallery wall, each sculpture forms a transparent achromatic scale.” Rectangular in shape, the fact that the works are 

collections, strategically placed together, coupled with the uniqueness of their size, distinguishes them from panes 

that one would think to look through.  

I’ve seen these sculptures in diminutive forms at Turner’s impressively empty, laboratory-like studio in Greenpoint, 

Brooklyn. Imagining those smaller works become enlarged, I immediately thought of surveillance, of the glass 



towers that canopy Manhattan. Like the privatization of information, corporate architecture appears transparent, as 

though you could see inside it. Those buildings, however, bar outside viewers any clear vantage point. Standing 

behind the glass—enclosed by it—you can gaze out onto an entire city. From the outside, you can barely make out 

your own reflection. 

On the occasion of Turner’s eponymous exhibition in L.A., he and and I spoke about his recent body of work, 

finally conducting our interview via email. What follows is from this email exchange, featuring Turner’s unedited 

responses.  

Jeffrey Grunthaner: The works you’re showing at Parrasch-Heijnen, LA, resemble works you’ve exhibited 

previously with Franklin Parrasch in NY. Both bodies of work resemble windows, and are untitled. Are these new 

pieces continuations of the old? Does the same concept underlie both? 

Daniel Turner: The material and idea for the pieces remain the same. Only the composition, scale, and coloring of 

the glass has shifted. The changes were fairly reserved, rather formal, nothing was manipulated.  

JG: You mentioned to me that these works remind you of the weather. I think of “weather” as a kind of pressure 

ineluctably influencing the arrangement of daily life, like snow or the mild climate of spring. Can you elaborate on 

this remark? 

DT: When I mentioned that the pieces reminded me of weather I'm thinking more in terms of painterly weather- 

variations of hue. The panes’ proximity to the wall presents itself less with social preoccupations or natural 

phenomena so I find them quite painterly, even while reflecting its surroundings. 

JG: Glass seems like a peculiar medium to work with, in that it always bears a certain degree of transparency. 

Apart from intuition, could you tell me more about how you view the interplay between the function of a window 

(something you see out of, or through), and its placement in your sculptural work? 

DT: Unfortunately it really is just intuition. There is no interesting back story about how I fell through a pane of 

glass. Of course the properties of glass are incredibly complex. Its uses are universal from surveillance to 

pharmaceutical handling. Glass is neutral, almost indifferent, all of which I find attractive. At some point you start to 

work with what holds your interest.  

JG: In light of the minimalism of your exhibitions (which sometimes, if I’m not mistaken, have included only 

wall-rubbings, or traces of corrosion left on a floor), what do you hope to accomplish from your shows overall? 

DT: The same thing we all want—a transaction worth the time, a heightened sense of awareness. 



 

JG: Your sculptures distinguish themselves not only by their subtlety, but by the way they suggest industrial detritus. 

This aspect, though, is tempered by the way in which they present themselves: your sculptures are clean, polished, 

with little traces of the labor that went into making them. What is the relation between how you make a work, and 

the way in which it achieves its fully realized form?  

DT: For the most part I work site specifically, meaning that the pieces are never fully resolved until the sculptures 

are placed.  

JG: The works you’re exhibiting at Parrasch-Heijnen possess the ostensibly menacing aspect of corporate 

architecture. Were corporate buildings an inspiration for this body of work?  

DT: Absolutely.  

JG: I’m curious about who you’re looking at, and who you might cite as an influence for the works exhibited in this 

particular show, as well as influences on your work generally. 

DT: Everyone from John Constable, to Mies van der Rohe; from Philip Glass, to Larry Bell. 

JG: What materials do you prefer to work with? Is there anything specific about glass that especially interests you? 

DT: I can’t say I prefer any material over another. What's important is how the material is handled in a particular 

context at a particular time. WM 

Daniel Turner ​ runs through April 23 

 

 

 
 
 



 
 

 

 
 



DANIEL TURNER

Wo ist die Kunst? An der Wand! Schrubbspuren ohne Titel (2012) Hier sind es Salzablagerungen in den Edelstahlbecken: ohne Titel (2013)

STECKBRIEF
GEBOREN ! 1983, Portsmouth, Virginia.

WOHNORT ! New York City.

AUSBILDUNG !San Francisco Art Institute.

WEBSEITE ! www.danieladamturner.com

GALERIE ! Jericho Ditch, Isle of Wight, Virginia.

INITIALZÜNDUNG ! Die Landschaft.

HÖHEPUNKT ! Täglich.

TIEFPUNKT ! Täglich.

HELDEN ! Medizinisches Personal,  
Architekten, Ingenieure, Bauarbeiter.

CREDO ! Die Gegenwart.

EIN RAT, DER IHNEN GEHOLFEN HÄTTE ! 
Nichts ist, was es scheint.

WARUM KÜNSTLER, NICHT BANKER? !  
Das passierte auf eine ganz natürliche Art  
und Weise. 

"anchmal ist sie ein Fleck an der Wand, eine rostige Spur auf dem Fußboden oder 
eine verrußte Scheibe. Es ist nicht ganz leicht, die Kunst von Daniel Turner als 

solche zu erkennen. Oft ist man als Betrachter erst einmal verwirrt. Ist der Metallschrott 
da auf dem Fußboden tatsächlich das Werk?

Ausgebildet wurde Turner als Maler, doch 2006, kurz nachdem er seinen Abschluss 
in der Tasche hatte, nahm er sämtliche Leinwände, verbrannte sie und erklärte die 
Aktion selbst zum Kunstwerk: „Burning an Entire Body of Work“. Der Künstler, der als 
Jugendlicher seinem Vater, einem Altmetallhändler, beim Recyceln ausrangierter Ma-
terialien half, interessiert sich für chemische Umwandlungsprozesse. Häufig benutzt er 
für seine Bilder und Installationen Werkstoffe wie Bitumen oder Kerosin, bisweilen 
pfeffert er auch schon mal eine Ladung alter Kühlschrankgriffe auf den Fußboden einer 
Galerie, auf dass sie sich gemeinsam mit kleinen abgesprungenen Metallteilen zu einer 
bizarren 3-D-Zeichnung formieren. Turner agiert wie ein Alchemist: Aus billigem Ar-
beitsmaterial erschafft er anmutige Bilder. So ließ der Künstler in bestimmten Abstän-
den Jod in eine Küchenspüle tropfen und kreierte so Flecken, die bei näherer Betrach-
tung äußerst elegant wirken.

Auch ein Nebenjob als Museumsaufsicht brachte Turner auf Ideen: Die zufälligen 
Abnutzungsspuren, die Besucher auf den makellosen Museumswänden hinterließen, 
inspirierten ihn zu einer Serie von Wandarbeiten, für die er mit einem Stück Stahlwol-
le wolkenförmige Flächen in die Oberflächen rieb. „Wie viele Künstler suchte ich nach 
einem billigen Material für eine große Geste“, erzählt Turner. Und wer kann schon mit 
einem einzigen Topfkratzer eine gesamte Ausstellung bestücken? Meist dauert es eine 
Zeit, bis man bemerkt, dass es Turner gelingt, den groben Materialien Eigenschaften 
wie Fragilität, Verletzbarkeit, ja sogar Poesie zu entlocken. Eine Aura, die auch dadurch 
entsteht, dass die meisten seiner Interventionen vergänglich sind. Hinterher wird das 
Material oft zusammengefegt oder die Arbeit wird überstrichen. SANDRA DANICKE

Billig und gut 
Mit ein paar Topfkratzern eine ganze Ausstellung bewerkstelligen? 
Kein Problem für Daniel Turner, den Sohn eines Altmetallhändlers 

90

starter
die neuen künstler
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DANIEL TURNER  

with!Phong!Bui !!
In the midst of preparing for his new exhibit PM at Team Gallery (May 4 
– June 1, 2014), the artist Daniel Turner (whose works were among 
those featured in the 2013 exhibit Come Together: Surviving Sandy, 
Part I this past autumn) welcomed publisher Phong Bui to his 
Greenpoint studio to talk about his life and work. 

!
Phong Bui (Rail): Knowing your ongoing interest, which has been 
invested in the subject of the lurking violence or destruction that 
mediates between technology and nature, between an aura of ephemeral 
images and objecthood, as well as the transformation of familiar objects 
into absurd images, without any surrealist associations—and is as subtle 
as a strand of hair—I wonder if the burning of over three dozen of your 
paintings a few months after you graduated from San Francisco Art 
Institute (S.F.A.I) in 2006 prompted a new direction in your work?  
 
Daniel Turner: First let me say that the paintings were of various 
scales, ranging from about eight by six feet to 18 feet by 26 feet, and 
were heavily made out of industrial materials, such as kerosene, diesel, 
liquid aluminum, bitumen emulsion, and were all made on a rural piece 
of property in southeast Virginia. What drove me in the end to burn 
them all, as they were becoming more three dimensional, is that they 
were weighing on me somewhere in the back of my mind. Burning them 
was a way to release that heavy burden for a fresh beginning. It was a 
positive action.  
 
Rail: Would you say it was liberating and sensational simultaneously?! 
 
Turner: Actually I almost caught the entire forest on fire. The fire 
department came. Unfortunately my digital camera died during the 
process so I only have about three or four images as documentation.  
 

Rail: It doesn’t surprise me since the works are loaded with flammable materials, which would accelerate the burning process 
even more intensely.  
 
Turner: It certainly did. Also, I should say that on this piece of land we burned trash, we burned metals, copper, literally tons of 
material. So burning was a natural thing for me, not quite as dramatic as someone may think.  
 
Rail: In James Shaeffer’s essay on your work there was a reference made to the notion of the sublime and J.M.W. Turner, which 
reminded me of his landmark painting “The Burning of the House of Lords and Commons”—an event Turner himself witnessed on 
the evening of October 16, 1834. One could say that in regard to burning as a sublime experience—which has been explored by 
Kant to Edmund Burke, Kenneth Burke, among others—the bombing of Baghdad from March 9 to April 4, 2003, which was shown 
on television from a fixed vantage point quite far away from the event, evoked similar simultaneous excitement and terror. Some 
even thought it appeared celebratory like the Fourth of July. Also, from such a distance, it emphasized our sense of safety, as David 
Levi Strauss has pointed out in the past. Anyway, apart from being made from very unconventional, industrial, and flammable 
materials, your paintings seem to have been about the dark romantic sensibility, akin to the serene yet menacing monochrome 
paintings of late Rothko, of Lee Bontecou in the late ’50s through the ’60s. I can even think of the emblematic and weighty dark 
objects of Jannis Kounellis and Anselm Kiefer. 
 
Turner: They were all very influential to my early works. The attraction to darkness or blackness may have began with the 
landscape that I grew up in, which would turn pitch black after sunset—you can’t even see your hand in front of your face, although 
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I probably cannot accurately refer to it as a singular source.  
 
Rail: How about other additional sources that may have emerged, for example, while you were in art school?  
 
Turner: Conversation became the most lucrative asset. Although in time I became increasingly unhappy there, partly because I 
had to work in a contained room with others, which I wasn’t at all used to. As a result, I dropped out, went back to Virginia and I 
painted there for a year or so. Eventually I made my way back to California.  
 
Rail: Was there a particular teacher who was sympathetic to what you where doing? 
 
Turner: Yes. Three in particular: Carlos Villa, Dewey Crumpler, and Jeremy Morgan recognized a diversity in my thinking and 
social behavior as a student. Dewey always told me that I should just pay attention to the work, and not bother going into class, so 
I worked outside in the meadow.  
 
Rail: What was the first work you made after the burning? 
 
Turner: I started working with soot that was generated from a controlled condition of fire so that it would fall on Plexiglas, or 
other found objects. I actually began to look at these objects as they were either lying on the floor or leaning against the wall, then I 
realized that I should let them exist naturally, without any interference. I should also say that at that time I built a very important 
room, a 20-foot by 20-foot white cube space that would allow me to look at the work more carefully. Even though all the works 
were made outdoors, I could bring them in and look at them for a long time before claiming their existence in a particular context.  
 
Rail: So “Sp.1” (2007), made of soot on Plexiglas was your first work since the burning?  
 
Turner: Yes. 
 
Rail: What does the abbreviation “Sp.1” stand for?  
 
Turner: Soot Plexiglas 1.  
 
Rail: Very simple. And in the same year you made “Norfolk Southern,” a ready-made work of essentially two brass fireplace irons 
facing each other while lying on top of a piece of marble on the floor.  

 
Turner: Right. When I built this room as an extension of 
the studio, I was able to take ordinary objects that were 
around and look at them more critically, which really helped 
me see. In fact I still work this way today. I started to realize 
that there’s something happening in objects or forms that 
were not happening in the previous paintings. My eyes 
began to pay more attention, and to really consider 
everything around me as a potential avenue. Sometimes the 
looking can take hours before the thinking starts to take 
place or vice versa.  
 
Rail: When did you move to New York?  
 
Turner: I first came in 2008, but again I was frustrated 
with the lack of space. So I retreated back to Virginia and 
worked there for a while until I was accepted into the Lower 
Manhattan Cultural Council Residency by Wall Street 
 

Rail: That was when you did the “PM” installation. 
 
Turner: Yes. 
 
Rail: Would you say that “PM” was a full-blown fabrication of a 
kitchen cabinet with a sink?  

 
Turner: Yes, though it already existed before I arrived. In other words, my studio was the kitchen space and I tried to work in that studio, 
but gradually it became clear to me that nothing I could produce would be as interesting as this ready-made environment. It was loaded with 

“Norfolk Southern,” 2007. Brass fireplace tools, marble, soot, 14 !̋ 47 !̋ 
14 .̋ Courtesy of artist.



The Brooklyn Rail, "In conversation with Phong Bui", Phong Bui, cover, pages 36-40, April, 2014, ill.!

I probably cannot accurately refer to it as a singular source.  
 
Rail: How about other additional sources that may have emerged, for example, while you were in art school?  
 
Turner: Conversation became the most lucrative asset. Although in time I became increasingly unhappy there, partly because I 
had to work in a contained room with others, which I wasn’t at all used to. As a result, I dropped out, went back to Virginia and I 
painted there for a year or so. Eventually I made my way back to California.  
 
Rail: Was there a particular teacher who was sympathetic to what you where doing? 
 
Turner: Yes. Three in particular: Carlos Villa, Dewey Crumpler, and Jeremy Morgan recognized a diversity in my thinking and 
social behavior as a student. Dewey always told me that I should just pay attention to the work, and not bother going into class, so 
I worked outside in the meadow.  
 
Rail: What was the first work you made after the burning? 
 
Turner: I started working with soot that was generated from a controlled condition of fire so that it would fall on Plexiglas, or 
other found objects. I actually began to look at these objects as they were either lying on the floor or leaning against the wall, then I 
realized that I should let them exist naturally, without any interference. I should also say that at that time I built a very important 
room, a 20-foot by 20-foot white cube space that would allow me to look at the work more carefully. Even though all the works 
were made outdoors, I could bring them in and look at them for a long time before claiming their existence in a particular context.  
 
Rail: So “Sp.1” (2007), made of soot on Plexiglas was your first work since the burning?  
 
Turner: Yes. 
 
Rail: What does the abbreviation “Sp.1” stand for?  
 
Turner: Soot Plexiglas 1.  
 
Rail: Very simple. And in the same year you made “Norfolk Southern,” a ready-made work of essentially two brass fireplace irons 
facing each other while lying on top of a piece of marble on the floor.  

 
Turner: Right. When I built this room as an extension of 
the studio, I was able to take ordinary objects that were 
around and look at them more critically, which really helped 
me see. In fact I still work this way today. I started to realize 
that there’s something happening in objects or forms that 
were not happening in the previous paintings. My eyes 
began to pay more attention, and to really consider 
everything around me as a potential avenue. Sometimes the 
looking can take hours before the thinking starts to take 
place or vice versa.  
 
Rail: When did you move to New York?  
 
Turner: I first came in 2008, but again I was frustrated 
with the lack of space. So I retreated back to Virginia and 
worked there for a while until I was accepted into the Lower 
Manhattan Cultural Council Residency by Wall Street 
 

Rail: That was when you did the “PM” installation. 
 
Turner: Yes. 
 
Rail: Would you say that “PM” was a full-blown fabrication of a 
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14 .̋ Courtesy of artist.
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previous history as well as my recent relationship to it. So I just accepted the actual environment. Therefore my interventions were minimal. 
Filling the sink with iodine, controlling the drip of water from the sink to every 10, 15 seconds, chipping a small portion of the floor, and 
gradually pressing steel wool into the wall. I was trying to understand the space if one would inhabit it for a prolonged period of time. I would 
lean in the corner as a place to rest or I would get frustrated and start chipping the floor. 
 
Rail: And you never had a desire to replicate that environment? 

 
Turner: Not until a few years later. [Laughs.] I mean it was heavy 
in my mind for years, but I could never figure out quite what to do 
with it. I must admit though that I kept trying to produce things 
that were somewhat interesting, and I would hang them on the 
wall, and I would look at them on the floor, and they just didn’t add 
up, and couldn’t compete with the environment. 
 
Rail: How long did the residency last?  
 
Turner: About eight months.  
 
Rail: Like a Zen meditation everyday.  
 
Turner: I suppose you could say that. 
 
Rail: I know you’ve mentioned in the past that the rubbed steel 
wool pieces came from the experience of being a guard in the New 
Museum, where any kind of leaning against the wall, which would 
inevitably leave some kind of mark, was prohibited.  
 
Turner: Yes. I was also interested in the performative side of 
leaning as an act. Although at the time I felt compelled to produce 
a similar gesture of the lean with a material that is normally dealt 
with in terms of volume or weight. So after trying unsuccessfully 
with a range of materials applied to the wall and even paper I came 
to steel wool. Funny enough, it took a while to realize that I was 

pushing steel into paint, not drywall.  
 
Rail: [Laughs.] Well, it’s the same concept with the metal or silver point techniques: the 
paper is sized with a couple of coats of bone dust mixed with water, so when you scratch it 
with the silverpoint, it produces a very light mark oxidized over time. 
 
Turner: Right, I even tried to accelerate the oxidation process, but it’s difficult because it 
became contradictory and overly painterly in nature. I would occasionally get results here 
and there but nothing that excited me. !!!!
Daniel Turner, Studio view, Lower Manhattan Cultural Council 2008. Courtesy of the artist. !
Rail: Can you determine how big, small, high, or low the rubbing would generate 
according to each given environment?  
 
Turner: It’s something that’s hard to talk about because each case demands its own 
specific response to architecture. There is no set formula to any of them. I’ve made 
probably 10 or 15 of them in various spaces over the last few years and they are all 
completely different.  
 
Rail: And each environment may also require a different grade of steel wools 
altogether.  
 
Turner: Yes, some walls just don’t take to the steel at all. For example, when I did 

the show at White Cube in London I tried for a few days and it wasn’t working. So I had the preparators re-paint the walls with an 
entirely different paint so that it would catch the tooth. 
 
Rail: I read that a rubbed piece that you recently did at Objectif Exhibitions in Antwerp took you 12 hours straight to execute?  

Daniel Turner, “Untitled,” 2010. Steel wool burnish, dimensions 
variable. Courtesy of artist.

Daniel Turner, Studio view, Lower Manhattan 
Cultural Council 2008. Courtesy of the artist.
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Turner: That work is titled “12 hour Registration.” Initially I was approached to do an entire exhibition with steel wool in 
Antwerp. I’d been previously thinking about the idea of fatigue for some time and ironically enough arrived to install quite 
exhausted myself. So once I arrived I laid down in a corner and thought I needed to reconfigure everything. Because to some 
degree I had been “painting” all along, so I removed the material “wool” and allowed my own body to make the reregistration by 
leaning and pressing my own body against the wall.  
 
Rail: So the body—I mean you were wearing a black sweatshirt and jeans, plus a pair of black boots—became the rubbing instead 
of the hand rubbing steel wool on the wall.  
 
Turner: Right, I needed to remove any external tool. Instead of applying a pad of wool in a painterly manner to the wall I decided 
to push my own body into the specific portion of the wall.  
 
Rail: Were you aware of Jasper Johns’s 1962 “Skin” drawing in which he pressed his face, hands, and head with oil against the 
piece of paper tacked on the wall, then only after many light strokes of charcoal applied on the paper, the imprints over the traces 
of the oil were revealed?  
 
Turner: Sure, I’m also taken by a few of Chris Burden’s early performances, particularity “Honest Labor.” The idea of working for 
essentially no reason is interesting to me.  
 
Rail: Have you had an interest in Beuys as well?  
 
Turner: Of course, he was highly influential to me. You know I grew up picking up a lot of trash in my life early through my 
fathers old business. My family’s property essentially became a compound for recycling material. So questioning what is trash and 
what is not trash gave me a huge admiration for discarded objects. Bueys seemed to have the ability to inject material with a sense 
of universal reason.  
 
Rail: What was the genesis of the iron oxide stain in “Untitled” (2011)? 
 
Turner: I was trying to establish something equivalent to the stains left from industry that I noticed walking around the city, 
streets, or even in parking lots in the suburbs or in driveways. I was spilling iodine on the floor for a while, but it didn’t make any 
sense—it lead me to iron oxide.  
 
Rail: So the one that you did at Martos Gallery a year later in 2011 in a two person show with Colin Snapp was the first of the pour 
pieces?  
 
Turner: Yes. 

 
Rail: In looking at the UV tinted glass and rubber pieces, 
“Untitled (4/13/12),” “Untitled Pylamyra (4/17/12),” and 
“Untitled Pylamyra (4/15/12),” the black rubber that covers 
the edges functions as a form of drawing as well as a container 
of space. In some ways they evoke Donald Judd’s early works 
because the issues of art and objecthood, where they are 
between paintings, reliefs, and sculptures and were all 
mediated simultaneously through surface, color, form, and so 
on.  
 
Turner: Although I admire Judd’s work as well as his 
writings, Gerhard Richter’s “Six Grey Mirrors” (No. 884/1 – 6, 
2003) at Dia: Beacon had an enormous impact on me in terms 
of thinking about conflating the registers of painting, 
sculpture, and architecture into a unified environmental 
situation. Something that I like to really pay attention to these 
days: when an object doesn’t need me. Recently I was 
approached to do an exhibition in Frankfurt with discarded 
refrigerator handles that I have been collecting. I arrived in 
Frankfurt with a suitcase full of them, got to the space, and I 
threw them across the floor and the composition was great. 
Afterwards I tried to arrange a few of the objects to my 
personal ideas of composition. It was clear they didn’t want it 
to happen. That was a really great lesson, because certain 

Daniel Turner, “Untitled,” 2013. Polyethylene, stainless steel, 
aluminum, iron, dimensions variable. Installation view Bischoff 
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objects have their own life, they have their own energy. They don’t need you. So if I’m able to even shed a touch of light on certain 
objects, individually or collectively, that’s great. But when I try to impose my hand, that’s when the argument starts to arise. 

Rail: I have this feeling that you are a slow brewer. 
 
Turner: Yes, I work incredibly slowly. I walk around the city for six months dwelling on an idea. Then in the studio maybe one or 
two things will happen, maybe nothing happens. Then I may try to just place one object on the floor and look at it for a while until 
it tells me what to do. 
 
Rail: Is there a particular daily routine? Is it systematic, random, or a mixture of the two? 
 
Turner: I walk a lot. I try at least to walk from my apartment in Chinatown to the studio in Greenpoint and back everyday. The 
walk is good for my work. It’s an important part of my practice. I get in the studio, and a lot of days, nothing happens. I just sort of 
stare at the wall, a lot.  
 
Rail: There’s a very nice story of Jasper Johns visiting Brice Marden’s studio, just before Marden’s first show at Bykert Gallery in 
1966. There was a long painting on the wall, and as the sun was just setting, it cast this big shadow across the painting. It seemed 
like hours passed that both were just sitting there waiting for the shadow to go away. And the second that it went off the edge, 
Johns looked at Marden and said, “That was nice.”  
 
Turner: I can certainly relate to that. [Laughs.] 
 
Rail: You know, Daniel, when I first saw the countertop pieces in your Greenpoint studio, just before the Sandy exhibit last 
summer, I thought they were both coffin- or casket-like, which implies the death of your painting. But then they also appear in 

between a sink and a bathtub, as well as a countertop. The 
domestic environment associations seem to relate to “PM,” the 
kitchen installation at Lower Manhattan Cultural Council.  
 
Turner: That’s right, it all stemmed for that psychologically 
numbing environment made from processed materials like 
linoleum, formica, and MDF.  
 
Rail: How did you determine placing the countertops as a 
pair? 
 
Turner: One is not enough and three is too many.  
 
Rail: What about the issue of scale? How big, how small, how 
high, and how long, and so on? 

Turner: I started paying attention to cattle feeders. Initially 
the proportions attracted me. The first works made in this 
series were scaled to a domestic proportion that we have 
become accustomed to on a day-to-day basis. And then I 
realized I had to throw them into another realm that suggests 
some sort of other potential phenomenon that’s not equated 
with the domestic experience. Maybe it’s something that deals 
with agricultural implications like factory farming, cleaning 

fish, or an elementary school cafeteria. Anyway, I started walking that line of ambiguity, and that was how the scale came to be.  
 
Rail: So it’s very visceral in terms of scale.  
 
Turner: Very visceral, yeah.  
 
Rail: And each work is made for a specific space?  
 
Turner: Yes. As with this exhibit at Team, I’ve spent about a year looking at the space and thinking about how the scale of these 
objects make sense according to the scale of the actual room.  
 
Rail: They’ll be three pieces. One pair is measured— 

Daniel Turner, “Untitled,” 2013. Maple, polyethylene, aluminum, 
stainless steel, mixed mediums, 24  ̋! 28  ̋! 108  ̋each. Courtesy of 
artist.
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Turner: Two works are 21 feet in length and another is about 10 feet in length—yet all are three just under 3 feet tall.  
 
Rail: And a singular one would go perpendicularly. 
 
Turner: Yes. The shortest of the three pieces. The idea is that when you walk into the space you first encounter the longer units, 
walk to the back of the gallery around the singular perpendicular unit, do a U-turn and then come back around and experience all 
three in totality before walking out the door onto Grand Street.  
 
Rail: What about the base color on them? They look similar to the first “PM” installation.  
 
Turner: It’s a very similar color.  
 
Rail: Is it a standardized color?  
 
Turner: Not at all. It’s neither pleasant nor offensive—it’s more numbing than anything. You find it here or there at the DMV the 
Board of Elections, etc.  
 
Rail: Cool. I’d like to shift to a different question: Were you already working with the water from the Newtown Creek before 
Superstorm Sandy? 
 
Turner: I started to incorporate the water a few months or so before the storm hit. Just a short while after the storm I had about 
four feet of the Newtown Creek in my space.  
 
Rail: That’s very eerie that you were using the water and then let it evaporate before Sandy.  
 
Turner: Very eerie indeed.
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