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Frieda Toranzo Jaeger in front of her painting The PerpeWXal Sense of Redness, 2021.
PHOTO GEORGIANNA CHIANG

FRU heU Rne ZRUk e[hibiWiRn ³The PeUSeWXal SenVe Rf RedneVV,´ Rn YieZ aW Whe BalWimRUe MXVeXm Rf AUW WhURXgh OcWRbeU 3, Whe Me[ican
SainWeU FULeda TRUaQ]R JaegeU (KWWSV://ZZZ.aUWQeZV.cRP/W/fULeda-WRUaQ]R-MaegeU/) haV cUeaWed a kind Rf mRdeUn-da\
alWaUSiece, heU laUgeVW ZRUk WR daWe. FeaWXUing eleYen embURideUed canYaVeV Rf YaU\ing VhaSeV and Vi]eV hinged WRgeWheU inWR a VilRlike
fRUm, Whe ZRUk iV, like mRVW Rf heU VcXlSWXUal SainWingV, a Zinking hRmage WR dUiYeUleVV caUV²a V\mbRl Rf Whe fXWXUe. BelRZ, Whe aUWiVW
diVcXVVeV heU emShaWic infXViRn Rf IndigenRXV WechniTXeV ZiWh WeVWeUn RneV, and e[SlainV Zh\ caUV came WR be heU cenWUal mRWif.

I PadH WKLV ZRUN VSHcLILcaOO\ IRU WKH PXVHXP¶V URWXQda, ZKLcK cRQQHcWV WKUHH URRPV. I ZaQWHd WKH SaLQWLQJ WR bH H[SHULHQcHd IURP PaQ\
dLIIHUHQW aQJOHV. TZR VLdHV VKRZ caU LQWHULRUV SaLQWHd WR VcaOH. TKH WKLUd VLdH VKRZV a OaSWRS RQ a bHd, aQd WKH IRXUWK LV a JUaYH\aUd
VcHQH. TKH ZRUN LV abRXW WKH dLIIHUHQW VSacHV ZKHUH ZH LPaJLQH WKH IXWXUH²I WKLQN WKLV LV WKH PRVW LPSRUWaQW WaVN RI dHcRORQL]aWLRQ. BXW
I aOVR ZaQWHd WR LQcOXdH a UHPLQdHU WKaW dHaWK LV aOZa\V ZLWK XV. TKH UHOaWLRQVKLS MH[LcaQV KaYH WR dHaWK²H[HPSOLILHd QRZada\V b\ WKH
Da\ RI WKH DHad²LV a UHPQaQW RI RXU SUH-CROXPbLaQ SaVW. SWLOO, WKH SaLQWLQJ RI WKH bHd LV VXUURXQdHd b\ WKHVH HPbURLdHUHd bORRd YHVVHOV
WKaW H[WHQd IURP a KHaUW aQd LQWR aOO RI WKH SaQHOV. TKH ZRUN LVQ¶W PHaQW WR bH UHad LQ a OLQHaU Za\; LW dRHVQ¶W KaYH a bHJLQQLQJ aQd aQ
HQd. I¶P bRUURZLQJ SUH-CRORPbLaQ cRPSRVLWLRQV, ZKLcK aUH RIWHQ URXQd aQd H[SaQd IURP WKH cHQWHU. SR LW¶V PRUH RI a cRVPRORJ\ RI
dLIIHUHQW LQWHULRU ZRUOdV, SOacHV ZKHUH ZH dUHaP.

AOO WKH HPbURLdHU\ LV dRQH LQ bULJKW UHd bHcaXVH I ZaQW WR HPSKaVL]H WKaW I¶P LQVHUWLQJ aQ IQdLJHQRXV WUadLWLRQ LQWR a WHVWHUQ RQH²WKaW
I¶P dHVWUR\LQJ WKH SUHcLRXVQHVV RI WKLV SaLQWLQJ. M\ IaPLO\ LV WUaLQHd LQ WUadLWLRQaO MH[LcaQ HPbURLdHU\, aQd I KLUH WKHP WR ZRUN RQ P\
SLHcHV. TKH\ RIWHQ WKLQN cRQWHPSRUaU\ aUW LV ZHLUd, VR WKLV LV KRZ I bULQJ WKHP cORVHU WR ZKaW I dR.

B\ FUieda TRUan]R JaegeU

IQ RQH YLJQHWWH, abRYH WKH bHd, I cRSLHd a cRPSRVLWLRQ IURP a MaWLVVH SaLQWLQJ LQ WKH PXVHXP¶V cROOHcWLRQ, SWill Life, CRmSRWe, ASSleV,
and OUangeV (1899). I bRUURZ RWKHU SaLQWLQJV IUHTXHQWO\ LQ P\ ZRUN, aOOXdLQJ WR WKH aUWLVWV LQ WKH cRORQLHV ZKR MXVW cRSLHd EXURSHaQ
SaLQWLQJV ZKHQ WKH\ ZHUH OHaUQLQJ. PRVWcRORQLaO LdHQWLWLHV KaYH IRUPHd IURP cRSLHV RI cRSLHV RI cRSLHV. VLVLWRUV caQ JR ILQd WKH RULJLQaO LQ
WKH bXLOdLQJ.

VieZ of FUieda ToUan]o JaegeU¶V e[hibiWion ³The PeUSeWXal SenVe of RedneVV´ aW Whe BalWimoUe
MXVeXm of AUW, 2021.
PHOTO MITRO HOOD

I WLWOHd WKH ZRUN The PeUSeWXal SenVe Rf RedneVV. I KaYH IQdLJHQRXV KHULWaJH, aQd IQdLJHQRXV (RU ³UHd´) SHRSOH aUH RIWHQ, IRU JRRd UHaVRQ,
YHU\ cRQcHUQHd abRXW SUHVHUYaWLRQ. BXW XQIRUWXQaWHO\, WKLV SXWV XV LQ WKLV SHUSHWXaO VWaWH RI MXVW KaQJLQJ RQWR ZKaW ZH aOUHad\ KaYH,
QHYHU bHLQJ abOH WR cRQVWUXcW a IXWXUH. TKLV WHQdHQc\ LVQ¶W H[cOXVLYHO\ IQdLJHQRXV, bXW LW cURSV XS aPRQJ IQdLJHQRXV SHRSOH LQ WKH PRVW
SHUYHUVH Za\V. SRPHWLPHV LW IHHOV OLNH aOO ZH caQ dR LV UHVLVW WKH SHUYaVLYH HIIRUWV WR HUaVH RXU WUadLWLRQV. TKaW¶V ZK\ LW¶V LPSRUWaQW WR PH
WR IRcXV RQ WKH IXWXUH.

I RIWHQ WKLQN RI P\ ZRUN aV VHPLRORJLcaO YaQdaOLVP. MRVW RI P\ SaLQWLQJV aUH RI caUV. I¶P aOVR WU\LQJ WR XVH caUV²HVSHcLaOO\ VHOI-dULYLQJ
caUV²aV a VSacH WR LPaJLQH WKLV dHcRORQLaO IXWXUH. AV SHRSOH IURP WKH cRORQLHV, I WKLQN ZH WHQd WR H[RWLcL]H RXUVHOYHV, VR I ZaQWHd WR KaYH
a V\PbRO WKaW ZaV QRW H[SHcWHd RI PH. I RIWHQ SaLQW WKH caUV aW a RQH-WR-RQH VcaOH, LQYLWLQJ YLHZHUV WR VLW dRZQ aQd WaNH a ULdH.

VieZ of FUieda ToUan]o JaegeU¶V e[hibiWion ³The PeUSeWXal SenVe of RedneVV´ aW Whe BalWimoUe
MXVeXm of AUW, 2021.
PHOTO MITRO HOOD

IQ WKH bacNJURXQd RI RQH RI WKH caU SaQHOV, \RX caQ VHH WKaW WKH caU LV LQ RXWHU VSacH²WKHUH¶V a VaWHOOLWH aQd VRPH VWaUV. I ZaQWHd WR�
JHVWXUH WRZaUd WKH SHRSOH ZKR aUH WKLQNLQJ abRXW cRORQL]LQJ QHZ SOaQHWV, aQd ZaUQ WKaW cRORQL]aWLRQ LVQ¶W RQO\ a WKLQJ RI WKH SaVW. 2Q WKH�
RWKHU caU SaQHO, LW¶V XQcOHaU ZKHWKHU WKH RUaQJH aQd UHd bacNdURS LV a VXQVHW, a VXQULVH, RU a ILHU\ aSRcaO\SVH. )RU PH, WKaW VXPV XS WKH�
VWaWH ZH aUH LQ QRZ aPLd aOO WKHVH HcRORJLcaO cROOaSVHV aQd WKH SaQdHPLc²Pa\bH ZH dR QHHd a caWaVWURSKH WR UHaOO\ cKaQJH WKLQJV.�Ma\bH 
VRPHWKLQJ WKaW VHHPV OLNH WKH HQd caQ bH a QHZ bHJLQQLQJ.

<RX caQ SURbabO\ VHH WKaW I¶P QRW WUaLQHd LQ SaLQWLQJ; I VWXdLHd LQ +aPbXUJ, aQd WKH SURJUaP WKHUH ZaV VXSHU WKHRUHWLcaO. I dRQ¶W HYHQ�
ZaQW WR OHaUQ; I¶P QRW LQWHUHVWHd LQ WKH WHVWHUQ LdHaV RI LQWHQVH OabRU RU RI PaNLQJ LOOXVLRQV. M\ LQVWUXcWRUV HPSKaVL]Hd WaONLQJ abRXW�
SaLQWLQJ aQd XQdHUVWaQdLQJ WKH PHdLXP¶V SRVVLbLOLWLHV LQVWHad RI WHcKQLTXH. TKLV ZaV aPa]LQJ IRU PH, bHcaXVH I dRQ¶W WKLQN LW¶V�
KaSSHQLQJ LQ a ORW RI SaLQWLQJ cLUcOHV²aW OHaVW QRW LQ MH[LcR. PaLQWLQJ LV RIWHQ VHHQ QRW aV a SROLWLcaO WRRO, bXW UaWKHU dLVPLVVHd aV a�
cRPPRdLW\. I caPH WR XQdHUVWaQd WKH SRZHU RI SaLQWLQJ IURP WKH ZRPHQ ZKR WaXJKW PH: LQVWHad RI ZaQWLQJ UHcRJQLWLRQ IURP WKH PaOH�
cULWLcV RI WKHLU JHQHUaWLRQ, WKH\ cUHaWHd WKHLU RZQ V\VWHP RI cULWLTXH aQd YaOLdaWLRQ, ZKLcK ZaV VR LQVSLULQJ.
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I was introduced to Frieda Toranzo 
Jaeger’s ecstatic and exuberant vehicle 
paintings several years ago at her for-
mer studio. While discussing with the 
artist the various forms of entrapment 
enforced on our bodies and minds by 
contemporary capitalism, I found my-
self intimately nestled between two of 
her triptych structures, whose paneled 
wings opened to disclose the worlds 
within, just like devotional altars. 
*rough the rhetoric of concealment 
and epiphany that played out in front 
of me, the painted works exposed the 
anatomy of the interiors of Toranzo 
Jaeger’s futuristic machines, the erotic 
topography of chassis, engines, pipe-
work. Hidden within these revelatory 
bodies were interwoven iconogra-
phies. *e first one, a lavish cockpit of 
a spaceship, adorned with ornaments 
and miniatures of refashioned por-
traits by Old Masters, Georgia O’Kee/e 
plant paintings, and abstract composi-
tions, stood in contrast to the womb-
like interior of the sensual electric car. 
Suspended between past and future, 
these works pointed towards new con-
cepts of space and time, perhaps what 
one might call, queer and decolonial 
temporalities. If “decoloniality always 
occurs too late,” as Kara Keeling has 
argued a0er Frantz Fanon, then what 
would it mean to visualize the process 
of manipulation of space-time in order 
to see into possible futures?

Through her artistic practice, 
Toranzo Jaeger has consistently chal-
lenged the overtly masculinized, white 
and o0en misogynist tradition of paint-
ing, proposing instead autonomous 
scenarios of desire and visibility. In her 
figurative works, the artist boldly ex-
plores queer kinship and sensuality as 
a political category, suggesting ways of 
thinking about pleasure that can a/ord 
agency and disrupt the colonial con-
structs of humanism. *e electric car 
that features so o0en as a central motif 
and an aesthetic form on her canvases, 
is more importantly a placeholder for 
a social alliance that has the potential 
to destabilize sexual, gender and racial 
norms. Unlike many sites where Black, 
queer and Indigenous bodies are sub-
ject to constant containment and sur-
veillance through racialized and gen-
dered practices, the cars in Toranzo 
Jaeger’s imagery become safe spaces 
for the performance of autonomy. Si-
multaneously, these quiet, driverless 
enclaves o/er the promise of ecstatic 
delight; at times they even plunge into 
an autoerotic exploration of their own 
carnality. 

What does it mean to feel the ma-

chine and its movements, to sense its 
trembling and whistling? How do we 
approach machines’ agency and their 
sentience? For Toranzo Jaeger a car 
is not “a machine as fetish” locked in 
a binary feedback loop with humans. 
Rather, one could think of it as a vi-
brant actant that deserves an empath-
ic engagement. Jane Bennett, writing 
about the political ecology of things 
and assemblages, sees the potentiali-
ty of vibrant actants in their mode to 
never act alone. As she writes in Vibrant 
Matter, “an actant’s e5cacy or agency 
always depends on the collaboration, 
cooperation, or interactive interfer-
ence of many bodies and forces.” Bod-
ies grind together and interfere with one 
another in Toranzo Jaeger’s intimate 
car escapades. *ey embrace vulnera-
bility and are open to sexual adventure. 
*ey come undone and move beyond 
their own sense of self. Hot human 
flesh on a leather seat. Leaves, florals 
and grass o0en grow out of the cyborg 
body of the machine, blurring the di-
chotomy between the natural and the 
artificial. By saturating her large-for-
mat canvases with sensuality, Toranzo 
Jaeger distills the bodily nature of the 
composition and brings her paintings 
to boiling point. Towards this end she 
uses an intensive palette of colors, 
and creates dense compositions rife 
with surprising textures. *rough her 
interrogation of the erotic, the artist 
argues for a liquid sexuality, a sexuali-
ty situated on the plane of a multitude 
of perspectives, one that is subject to 
constant changes and permutations, 
an experience that could be at once 
euphoric, community-forming and in-
tegrating. Such recognition of the pow-
er of the erotic brings the promise of 
reorganization and re-arranging one-
self anew because, as Emma Pérez has 
argued in $e Decolonial Imaginary, “de-
sire rubs against colonial repressions 
to construct resistant, oppositional, 
transformative, diasporic subjectivities 
that erupt and move into decolonial de-
sires.” 

It is important to note that, while 
Toranzo Jaeger points us towards re-
imagined scenarios of the future, she is 
equally preoccupied with the celebra-
tion of her ancestral indigeneity and 
its material representations. Because 
indigeneity can be perceived as a per-
petual state of suspension between 
threat and survival, the act of embody-
ing indigenous kinship is something 
that needs to be constantly anticipat-
ed, rehearsed and practiced in order to 
produce sustainable results. *e artist 
resurrects her indigenous roots by im-
plementing into her canvas the embroi-
dery and textile-making traditions that 
her relatives practice till this day. *is 

act of intimate, feminized labor which 
she performs with her family members 
generates solidarity and mutual recog-
nition, as well as new modes of togeth-
erness. 

Importantly, while interrogating 
the pictorial plane with embroidery 
and textile work, the artist resists the 
binary categorizations of Western art 
history such as handcra0 or painting. 
Instead, she sometimes o/ers to call 
her objects negative bodies, which 
through the act of support become 
an a/ective sca/olding for visual and 
psychological operations that manifest 
themselves on canvas. Marlene Dumas 
famously wrote that “a painting needs 
a wall to object to.” Toranzo Jaeger’s 
paintings seem to destabilize such pro-
tocols of dependency in order to as-
sert their own autonomy in the gallery 
space and art history itself. In the pro-
cess of uprooting the painting from its 
material support, namely, the wall, her 
freestanding altars open themselves 
up to their own wants and desires and 
unabashedly invite spectatorship.
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FRIEDA TORANZO JAEGER

interview bW FABIOLA TALAVERA 
portraits bW OLIVIER ZAHM

women engaging in acts of love, lavish interiors of fast cars,
tropical landscapes, modern machines, altar-like triptychs
hiding secret images, and canvases in the shape of stars and
lamborghini doors: mexican artist frieda toranzo jaeger combines
a diverse array of motifs and mediums in her work, introducing
queerness to design and decor

FABIOLA TALAVERA £ You were based in Berlin for many years. Why
did you move there, and how did it influence your practice? 
FRIEDA TORANZO JAEGER £ I lived a total of eight years between
Berlin and Hamburg, studying in the latter city under the
mentorship of Jutta Koether. To be honest, I went to Germany
because I wasn§t accepted at La Esmeralda [the National School
of Painting, Sculpture, and Printmaking in Mexico City] and had
the great privilege of having a German passport from my mother§s
side of the family. Studying in Germany wasn§t my favorite
option as I was born and raised here, but I think the experience
was very informative. Even though the European school system
isn§t perfect, I think that over there, there§s an empowerment
of women in art £ which is also happening in Latin America, but
not on the same level. It was very inspiring having the guidance
of women painters who, already in the §80s, completely
understood that this was a medium dominated by men, and who
created strategies like starting their own magazines and writing
texts about each other £ and by doing so, empowered themselves
by creating a critical, academic, and practical network around
painting. I think that§s what mainly influenced my practice: to
say that I come from a women-made discourse and also that the
painters I find the most inspiring are women.

FABIOLA TALAVERA £ What has changed, now that you§re back in
Mexico City? 
FRIEDA TORANZO JAEGER £ I§m happy to be back. I love Mexico, and
I think it§s important for me to be here for my postcolonial
investigations. I feel there§s a lot of potential and
extraordinary things happening here that don§t happen elsewhere.

The people who are constructing the most interesting discourses
are not necessarily from first-world countries or the West. As
my work has been exhibited mostly in Europe and the United
States, I§m a bit of an outsider to the art scene in Mexico, but
if all turns out well, and I have the opportunity to do so, I§d
love to stay. We come from a very rich and complex imaginary
world that simply hasn§t been academically exploited, so 
I feel there§s a lot of space for opportunity, to explore new
ideas around painting while converging with those of Western 
Europe.

FABIOLA TALAVERA £ On the differences you mentioned between how
painting is understood in Germany and in Mexico: up until
several years ago, contemporary artists in Mexico distanced
themselves from painting to take up other mediums. Why do you
think that happened? 
FRIEDA TORANZO JAEGER £ I feel it was rejected here because
there§s a thought that painting can§t be political or have a
real focused political weight £ it has a bourgeois commodity
status attached to it from several old philosophical and
critical positions. For me, it§s quite the contrary £ any medium
can be as political as the next.

FABIOLA TALAVERA £ As for the mediums that you use, painting and
embroidery, painting has been dominated by the male gaze, while
embroidery has historically been considered a minor art made by
women. Why did you choose to work with those two? 
FRIEDA TORANZO JAEGER £ It was important for me to try to break
the preciousness and historiography of painting by creating
these hybrid fusions of both mediums in my work. When I place a
craft such as embroidery in my paintings, there§s a questioning
of which history it belongs to. We§ve always seen history as
being linear, but it isn§t; neither is it indestructible £ we
now know it§s a fabrication of those in power. My paintings
either have embroidery or they are freestanding, off the walls.
For me, that§s my way to find autonomy from painting. Embroidery
tells the history of women, always having artisanal status but
never more than that. It§s a craft that shows how many women
have resisted oppression to be able to express themselves in
some way. It§s as valid as painting to me. Embroidery is a
family tradition; I only work on it with my family.

FABIOLA TALAVERA £ Your work often deals with contrapositions,
not only in its mediums, but also in what you choose to depict.
At the same time, you reveal the blurred borders of how we
categorize things. What can you tell us about that? 
FRIEDA TORANZO JAEGER £ I think categorizations and even
identity politics can be quite puritanical. Latinos are a hybrid
of races: to me, it§s very important to express those
complexities and not be scared of them. I can use, for example,
a self-driving German car prototype to talk about queer theory,
even if it§s usually thought of as a completely heteronormative
space. I can use those subjects because while investigating
them, I do what I call semiological vandalism. Instead of using
certain clichpd Mexican culture motifs, I have the agency to
reuse and create my discourse with something that might not
necessarily belong to me. I feel it§s very important to be
exposed to these kinds of complexities and not fall into our own
stereotypes.

FABIOLA TALAVERA £ Mexican art has well-established, untouchable
historical art figures that are always referenced and recycled.



Do you feel your work is influenced by Mexican art history or
culture? 
FRIEDA TORANZO JAEGER £ My influences come from everywhere and
are completely eclectic £ and even more so nowadays, with the
Internet. I§m not afraid to reference Mexican art. I often cite
David Alfaro Siqueiros: I think his work is great. And I don§t
want to completely deny influence from works relating to
Neomexicanismo [Neo-Mexicanism], such as with Julio Galán £ he§s
a great icon for me. But within my style, I§m more interested in
how Siqueiros understood painting and movement, translating
those teachings into my practice. As for Mexican culture, one
can§t fight geography and the problems and fears that carved
your thoughts and way of being. For a foreign woman, walking
alone at night might not represent a threat, simply because she
was not taught to fear that. I can§t deny that I§ve lived under
certain sociopolitical conditions that made me the 
person I am today.

FABIOLA TALAVERA £ I certainly see the influence of Siqueiros§s
thick, dynamic lines in your work, and the way he understood how
painting could be experienced from a moving car, but he would
never have imagined that a queer woman in the 21st century would
appropriate his teachings. He was pretty upfront on his views of
what he called ¤effeminate sentimentalist¥ artists. Did growing
up in a city landscape influence the car motifs in your work? 
FRIEDA TORANZO JAEGER £ When I was growing up in Mexico City,
cars were always a fundamental part of my life £ having to
commute to school every day, which took two hours. At the same
time, it§s clear to me that having a car is a privilege in
itself. I like to explore cars as ontological objects, which are
indeed patriarchal and capitalist. It§s hard to think of a way
that we can liberate ourselves from cars completely: they define
architecture, landscape, and the way we move. They§re very
interesting to me as a queer person for their relation to
masculinity, questioning how those clichps were formed, studying
masculinity outside gender: how does it work? Why is it like
that? Why would someone need a machine that makes that much
noise and takes up that much space to affirm his or her
identity? The study and questioning of masculinity, enforced by
men or women, are pretty straightforward in my work.

FABIOLA TALAVERA £ Going back to what you were mentioning about
how you aim for your painting to have autonomy from painting§s
history, your works are often made in unconventional canvas
shapes. What do you think stepping away from two-dimensionality
has given you? 
FRIEDA TORANZO JAEGER £ I§m very interested in the performance
of painting, so I think that by giving it these new shapes,
painting becomes a performance. With this gesture, theatricality
is highlighted. I like making paintings that can§t be put
together in just one fixed image. I might need five or six
photos to show you this painting. It allows a liveliness and, of
course, a way of trying to find autonomy from painting§s cannons
that, in one way or another, are still very prominent.

FABIOLA TALAVERA £ You just inaugurated your first institutional
solo show at the Baltimore Museum of Art. How was the process of
working on it different, compared with previous shows? 
FRIEDA TORANZO JAEGER £ This show was made entirely during the
pandemic in Mexico City; it§s very intimate. I feel artists were
even more isolated than usual £ from the collective and from
working together. People rarely come to my studio, maybe just a

couple of close friends. Being here in Mexico, I have a much
bigger network of friends and family to call if I need help with
something.

FABIOLA TALAVERA £ What are your thoughts on being a queer woman
artist in Mexico today? 
FRIEDA TORANZO JAEGER £ My work is about exploring the
possibilities of painting within itself as an expression and, as
a Mexican queer woman, showing other Mexican queer woman that
they can do it, too. When I was growing up here, Mexican women
having successful art careers was something unheard of, even
less so for explicitly queer women. It was very empowering to
have strong women around me during my artistic formation.
Believing that it was possible was really important for me.

FABIOLA TALAVERA £ Is Mexico City a place of opportunity for the
queer artists of your generation? 
FRIEDA TORANZO JAEGER £ Even though my access to exhibitions and
other events has been limited due to the pandemic, I find that
what the queer community is doing here is most interesting. At
the same time, they§re gaining more attention outside of the
country. From DJ collectives to music and fashion, I see lots of
talent and potential in the expressions being made. The problem
here is there§s a lot of potential and little financing and
visibility.
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)UDJPHQWHG�ZRPHQ�VLQN�LQWR�WKHLU�VHWWLQJ�DV�DQJHOLF�KHDGV��ÀRDWLQJ�WRUVRV��DQG�
disembodied groins melt into the gilded entrails of a sports car; two ladies kiss as 
they time-warp through Mars-black ether. Titled virgin machines and The win-
dow seat �DOO�ZRUNV��������UHVSHFWLYHO\��WKHVH�SLHFHV�DUH�WZR�RI�¿YH�SDLQWLQJV�E\�
the Berlin-based artist Frieda Toranzo Jaeger on view here, each of which employs 
a visual metaphor for the mechanization of female bodies under capitalism. “Fan-
tasies of Autonomy” also extends Toranzo Jaeger’s exploration of automobiles as 
ÀDJUDQW�GLVSOD\V�RI�ZHDOWK��,Q�/LIH�IHDUV��D�ÀX̆\��LYRU\�ODSGRJ�VOLGHV�FDUWRRQLVKO\�
GRZQ�D�FULPVRQ�OHDWKHU�SDVVHQJHU�VHDW�WRZDUG�D�VPROGHULQJ�IXUQDFH��/X[XULRXV�
vehicular tragedy rings throughout the gallery.
7KURXJK�JUDFHIXO�FRPSRVLWLRQDO�OLIWLQJ��7RUDQ]R�-DHJHU�VXEWO\�ÀD\V�UDFLDO�DQG�JHQ-
dered art-historical hierarchies. The woman at the center of waiting for fully Au-
WRPDWHG�/X[XU\�FRPPXQLVP�UK\PHV�ZLWK�WKH�IHPDOH�VXEMHFW�RI�6\PEROLVW�SDLQWHU�
Pierre Puvis de Chavannes’s La toilette, 1883. Rendered by Toranzo Jaeger with 
FRPSDUDEOH�DPEURVLDO�VHQWLPHQWDOLW\��&KDYDQQHV¶V�¿JXUH�UHWXUQV�IURP�WKH�JUDYH�
darker and seemingly infected with metal. The composition of virgin machines 
recalls Gustav Klimt with its layering and fracturing of the female form, yet its 
variegated corporeality throbs with a queer sensuality absent from the Austrian 
master’s oeuvre. Elsewhere, in a nod to Mexican muralism, an engine rendered in 
oil paint and embroidery dribbles over the edges of a canvas to occupy an entire 
wall. Rather than smacking the viewer in the face, Toranzo Jaeger’s political com-
mentary creeps up from behind and taps her lightly on the shoulder.

         — Gabriella Pounds

  

Frieda Toranzo Jaeger’s waiting for fully Automated Luxury communism (2019) shows a 
longing !gure, just out the bath, superimposed over the polished anatomy of a chrome 
engine, its seductive cylinders and pistons blurring into the folds of her own body. Her face 
holds an expression of "oating imprecision which might be despair, disinterest or absolute 
devotion. She awaits an engineered solution to her apparent indecision, hanging around 
like a phone plugged in and le# to charge (the awkward capitalisation of the title reads a 
little like a Sent From My iPhone email). 
Here we see the body reduced to pure mechanism, a compliant cyborg with angelic pa-
tience. Jaeger’s bather, li#ed from Pierre Puvis de Chavannes’s La Toilette (1883), is shown 
in a moment of self-assembly, about to get dressed and !nish drawing on her eyeliner. 
Layering these rituals against the linear functionality of the engine, Jaeger alerts us to both 
their rote mechanism and the pure functionality they aspire to.
waiting for fully Automated Luxury communism forms part of a show titled Fantasies of 
Autonomy. To achieve autonomy is to operate as a self-contained circuit, a closed diagram 
of inputs and outputs. To want these things is to want a smooth existence with predictable 
outcomes, where all glitches have been ironed out and all uncertainty has been eliminated. 
Mostly however, this wanting conceals an imperfect reality where we need and are needed 
by others, and where automation is o#en a codeword for unrecognised labour. $is is a 
painting about the desire for the mechanical and what it obscures. ◉
 
Frieda Toranzo Jaeger’s Fantasies of Autonomy is on show at Arcadia Missa until 26 Octo-
ber.

Frieda Toranzo Jaeger, waiting for fully Automated Luxury communism, 2019. Photograph by Tim Bowditch. Courtesy the artist and Arcadia Missa, London

ONE WORK | waiting for fully Automated Luxury communism
 
$e desire for the mechanical and the mechanisms of our desire. By 
Guy Mackinnon-Little



In ‘Deep Adaptation’ at Galerie Barbara Weiss, Frieda Toranzo Jaeger paints cars in static states – as 
if displayed on a dealership platform or parked at some teenage make-out destination. Taking cues 
from car assembly, the 12 oil paintings (all works 2019) use hinged and folding canvases that open 
outward like suicide doors. The car is separated from the oversaturated symbol of the open road in 
order to show how the glossy interior itself is a site for playing with depth and space – not unlike the 
act of painting. 

Sappho depicts two women having sex on a standalone backseat in a jungle. Three Pomeranian 
dogs stare directly at the viewer from each panel of the triptych, as if to domesticate the over-
growth. In the background, car window frames peek out from under blurry ferns, as the wild jungle 
IXUWKHU�ƛDWWHQV�LQWR�D�ZDOOSDSHU�OLNH�LQWHULRU��:KLOH�WKH�VH[�DFW�GLVUXSWV�WKH�FDU�DV�D�SKDOOLF�V\PERO��
the decorative setting also questions the overdetermined fantasy spaces, say, of lapdogs and 
plants. Like the glittering stars outside the windows in other works, Toranzo Jaeger’s backdrop here 
is foil to the car’s concealed space. ‘Imagine all the places you can go,’ these works seem to insist. 
%XW��DV�WKHVH�VSDFHV�SURYH�ƛDW��LW�LV�WKH�ERGLHV��LJQRULQJ�XV�LQ�WKHLU�SOHDVXUH��WKDW�ZH�UHWXUQ�WR�

Die Wunden sind tiefer im Rolls-Royce (Wounds are Deeper in the Rolls-Royce) features an empty 
LQWHULRU�RI�D�FDU��WKH�EOXH�FDUSHWHG�ƛRRU�LV�HOHFWULF�OLNH�D�VXPPHU�HYHQLQJ�VN\��7KH�FDQYDV�LV�HPEURL-
dered with a blotchy pattern of white, red and yellow. While Toranzo Jaeger deconstructs the male, 
fantasizing gaze in Sappho, here she employs a formal intervention on the canvas to collapse the 
car’s space. The stitching not only cites craft traditions long kept outside the great halls of art – and 
the gender politics behind this exclusion – but also works to short-circuit the car’s deep gradient, 
revealing its depth as another gimmick.

Folded into the windows and rearview mir-
rors of Deep Adaption on Audi Aicon 2020 
costume design by H. Memling are scenes 
from 15th-century painter Hans Memling’s 
WULSW\FKV��:LWK�LQƛDWHG��VRIW�EUXVKVWURNHV��
they appear as if viewed through a prism. 
Here the car’s spatial parceling is not just 
the domain of industry but of artistic 
representation. The triptych is coded from 
left to right: trumpets of heaven phase into 
a horizonless hell. In contrast, the suicide 
doors beckon with an uncanny symmetry. 
The car is mirrored, a palindrome of luxury. 
A single reclining seat holds the centre. Does 
Toranzo Jaeger herald the self-driving age by 
collapsing the distinction between driver and 
passenger, front and back? Like Narcissus 
gazing at his own image, the car becomes a 
FORVHG�FLUFXLW�RI�GHVLUH��VHDOHG�RƗ�IURP�WKH�
world.

Built from diamond-shaped canvases arranged into a logo-like star, Der Wert der Ware drückt 
sich am besten in den Körpern der Anderen aus (The Value of Commodities Best Expresses Itself 
in the Bodies of Others), which cribs its title from Karl Marx’s Das Kapital (Capital, 1867), reveals 
the backs of black and brown women’s bodies (nude, or with thongs halfway down their thighs), 
patent leather surfaces, a steering wheel and a chrome rim. Zoomed in and abstracted, the car is 
no longer depicted as a space we can enter, but transforms into a series of joined alluring surfaces 
and modal parts. In this way, Toranzo Jaeger uses the car’s mode of assembly to push back against 
its canonical image. She suggests that the car’s fantasy of concealment is only ever accomplished 
through a tricking out of surfaces and an endless game of expanding perspectives. When segment-
HG��WKHVH�ERGLHV�UHPDLQ�WLHG�WR�DFWV�RI�GHVLUH��ZKLOH�WKH�FDU�SDUWV�ƛDWWHQ�ZLWKRXW�WKHLU�IUDPH��:KDW�
thresholds do we cross, what distortions do we perform, to approach them?

Frieda Toranzo Jaeger, ‘Deep Adaptation’ is on view at Galerie Barbara Weiss, Berlin, Germany, until 
29 June.

Main image: Frieda Toranzo Jaeger, Sappho (detail), 2019, oil on canvas, 75 × 178 cm. Courtesy: the 
artist and Galerie Barbara Weiss, Berlin



The paintings in Choque Cultural��I`�4L_PJHU�HY[PZ[�-YPLKH�;VYHUaV�1HLNLY��HYL�H�KPɈLYLU[�
breed of animal. They constitute something rare within the Mexico City art scene: a paint-
ing show that literally stops you in your tracks.
In the front gallery of the independent space Lulu in Mexico City, a beast of a painting, 
Tesla, looks out onto the street. The bold, erotic composition is a dense and deliberate 
layering of gestural, natural, and mechanical forms that are somewhere between Georgia 
6»2LLɈL»Z�ZL_\HSPaLK�KLWPJ[PVU�VM�UH[\YL��[OL�ZVTILY�J\YH[PVU�VM�+\[JO�]HUP[HZ�WHPU[PUN��
and the dramatic, mythological qualities of a Baroque altarpiece. Mounted on a thick, yel-
low horizontal line—the work’s most decidedly abstract form—an electric luxury car sits 
V]LY[\YULK��;OL�O`WLYYLHSPZ[PJ��HUH[VTPJHS�Z[Y\J[\YL�J\[Z�]LY[PJHSS`�[OYV\NO�[OL�WPJ[VYPHS�
WSHUL��MVYTPUN�H�JY\JPÄ_�[OH[�[OL�HY[PZ[�JVUZ[Y\J[Z�V\[�VM�H�YLMLYLUJL�[V�HIZ[YHJ[�MVYT�HUK�
a capsized symbol of masculinity. It is organic but not at all natural, feminine but by no 
TLHUZ�ZVM[��;OL�WHPU[PUN�PZ�L_WSPJP[��KPKHJ[PJ�L]LU��HUK�[OL�JHU]HZ�PZ�ZH[\YH[LK��0U�P[�SPLZ�
a layering of codes that reference the gendered history of painting as well as the spiritual 
UH[\YL�VM�JVU[LTWVYHY`�JHWP[HSPZ[�J\S[\YL��;OL�JHU]HZ�W\ZOLZ�\W�HNHPUZ[�[OL�WHPU[LK�
TLKP\T��I\[�WSHJLK�VU�[OL�ÅVVY��P[�YLZPZ[Z�MHSSPUN�PU[V�H�W\YLS`�YLWYLZLU[H[PVUHS�Z[H[L��Tesla 
JVU[HPUZ�H�[HWLZ[Y`�VM�ÄN\YH[P]L�HUK�HIZ[YHJ[�LSLTLU[Z��I\[�;VYHUaV�1HLNLY�HJOPL]LZ�H�
YHYL�WHPU[LYS`�Z`U[OLZPZ�IL[^LLU�[OL�Z\IQLJ[�VM�[OL�^VYR�HUK�P[Z�L_WYLZZP]L�MVYT�
;OL�L_OPIP[PVU��VU�]PL^�[OYV\NO�(\N\Z[�����PZ�[OL�)LYSPU�IHZLK�HY[PZ[»Z�ÄYZ[�ZVSV�ZOV^�PU�
her home country. For the exhibition, curated by Lulu cofounder Chris Sharp, Toranzo 
1HLNLY�[YH]LSLK�[V�4L_PJV�*P[`�[V�WYVK\JL�^VYR�ZWLJPÄJHSS`�MVY�[OL�ZWHJL��;OL�HY[PZ[��
^OV�PZ�J\YYLU[S`�JVTWSL[PUN�OLY�4-(�H[�[OL�2\UZ[HRHKLTPL�/HTI\YN���THRLZ�^VYR�[OH[�
addresses issues of gender and sexuality through an approach that melds a semiotics of 
JHWP[HSPZ[�]PZ\HS�J\S[\YL�^P[O�H�TL[OVKPJHS�HWWYVHJO�[V�WHPU[PUN��,HJO�VM�[OL�^VYRZ�PU�Cho-
que Cultural�JVUZ[P[\[LZ�H�KLSPILYH[L�HUK�]HYPLK�KLJVUZ[Y\J[PVU�VM�[OL�WHPU[LK�MVYT�HUK�
the pictorial plane. Toranzo Jaeger uses the car, particularly the electric car, as a symbol 
of masculinity and a motif that addresses the neocapitalist ideals of sustainability and 
renewability. In her work, the car becomes a means by which to confront cultural norms 
HUK�[V�L_WVZL�[OL�]HYPLK�OPZ[VYPLZ�LTILKKLK�PU�4L_PJHU�HY[��PU�[OL�OPZ[VY`�VM�WHPU[PUN��
HUK�PU�[OL�NLUKLYLK��OPLYHYJOPJHS�KPZ[PUJ[PVUZ�IL[^LLU�WVW\SHY�HUK�ÄUL�HY[�[YHKP[PVUZ�

Toranzo Jaeger’s work is singular, unlike anything else in the Mexico City art scene. It is 
NYV[LZX\L�HUK�ZLK\J[P]L��MHTPSPHY�`L[�Z[YHUNL��HUK�PU�Choque Cultural, Toranzo Jaeger 
establishes herself as a force to be reckoned with—as a painter, a Mexican artist, and 
H�MLTHSL�J\S[\YHS�]VPJL��0U�WHY[PJ\SHY��OLY�WHPU[LYS`�[YLH[TLU[�VM�4L_PJV»Z�]PZ\HS�J\S[\YL�
breaks away from an artistic language tied to the country’s nationalistic pursuits and 
KVTPUH[LK�I`�H�THSL�KYP]LU�[YHKP[PVU�VM�KPKHJ[PJ��ZVJPVWVSP[PJHS��HUK�LJVUVTPJHSS`�TV[P-
]H[LK�HY[PZ[PJ�UHYYH[P]LZ��0UZ[LHK��;VYHUaV�1HLNLY�PU[LNYH[LZ�H�]VJHI\SHY`�[OH[�PZ�HZ�NSVIHS�
HZ�P[�PZ�LTILKKLK�PU�JVU[LTWVYHY`�4L_PJHU�J\S[\YL��:OL�LɈVY[SLZZS`�^LH]LZ�[VNL[OLY�[OL�
JV\U[Y`»Z�]PZ\HS�JVKLZ�

In particular, it is her brazen ability to capture the Baroque qualities of Mexican culture, 
especially that of the norteño tradition, that makes her pictorial landscapes of car interiors 
and electrically polluted skylines so dynamic and uniquely contemporary. This ability is  
apparent in the three smaller works in the exhibition: Retrato de lo inocente, Sola y mala 
acompañada, and Y la Cheyenne apa’?
 Retrato de lo inocente and Sola y mala acompañada hang opposite each other in Lulu’s 
PU[LYPVY�NHSSLY �̀�;OL�[^V�JHY�PU[LYPVYZ�WSH`�SPRL�H�TPZL�LU�ZJuUL�VM�KYP]PUN�UVY[O�VU�[OL�OPNO-
way toward the Mexico/US border. The triptych Retrato de lo inocente depicts the neon 
interior of an electric BMW, complete with what looks like an animal-print steering-wheel 
JV]LY��;OL�^PUKZOPLSK�SVVRZ�V\[�VU[V�H�;LJOUPJVSVY�Z\UZL[��HUK�PU�[OL�YLHY]PL^�TPYYVY��[OL�
interior of the Prius in Sola y mala acompañada�PZ�YLÅLJ[LK��PUKPJH[PUN�[V�[OL�]PL^LY�[OH[�
[OL�JHYZ�HYL��PU�MHJ[��PU�VUL�SHUL�VM�[YHɉJ��>OLU�JSVZLK��[OL�[^V�V\[LY�WHULSZ�VM�Retrato de 
lo inocente�JVU[HPU�HU�HUN\SHY�HUK�HIZ[YHJ[S`�KLWPJ[LK�JHY�OVVK�HUK�T\ɊLY��0U�^OH[�JV\SK�
IL�ZLLU�HZ�H�YLMLYLUJL�[V�4L_PJHU�.LVTL[YPZTV�WHPU[PUN��;VYHUaV�1HLNLY�OHZ�ÄSSLK�[OL�
frame with gauche colors typical of ranchero car culture.
 In Retrato de lo inocente, the artist has also penetrated the painting’s surface with 
embroidered elements. This integration of embroidery is also present in the clouds that 
OHUN�V]LY�[OL�MHKPUN�\YIHU�SHUKZJHWL�ILPUN�SLM[�ILOPUK�I`�[OL�JHY�PU�Sola y mala acom-
pañada��,TIYVPKLY`�PZ�VUL�JOHYHJ[LYPZ[PJ�VM�[OL�HY[PZ[»Z�^VYR�[OH[�V]LY[\YUZ�[OL�WLQVYH[P]L�
UV[PVUZ�VM�MVSR�HUK�JYHM[�\UKLYS`PUN�[OL�WH[YPHYJOHS�UH[\YL�VM�4L_PJV»Z�HUK�3H[PU�(TLYPJH»Z�
cultural norms. Whereas in Tesla, Toranzo Jaeger uses abstraction to expose the painting’s 
surface, in these two works, as well as in Y la Cheyenne apa’?, she literally breaks open 
[OL�WPJ[VYPHS�WSHUL�[V�H�[YHKP[PVUHSS`�MLTHSL�WYHJ[PJL��WSHJPUN�P[�HIV]L��V]LY��HUK�[OYV\NO�[OL�
painted form.
 In Y la Cheyenne apa’?, Toranzo Jaeger again plays with the pictorial plane. The artist 
LTWSV`Z�H�KLUZL�\ZL�VM�JVSVY�HUK�H�ÅH[S`�JVUZ[Y\J[LK�LSLTLU[�PU�[OL�[VW�YPNO[�JVYULY�VM�
[OL�JHU]HZ��;OH[�JVTWVULU[��[L_[PSL�SPRL��PZ�PU�JVU[YHZ[�[V�[OL�YLZ[�VM�[OL�^VYR��^OPJO�PZ�
NLZ[\YHS��[OL�WHPU[�HWWSPLK�PU�[OPU�SH`LYZ�HUK�[OL�JHU]HZ�L_WVZLK��0U�[OL�THPU�WHY[�VM�[OL�
^VYR��ZOL�KL]LSVWZ�H�ZJLUL�JVTTVU�[V�[OL�UVY[OLYU�KLZLY[�JP[PLZ�VM�4L_PJV!�[OL�WHST�[YLL�
HUK�[OL�WPJR\W�[Y\JR��/V^L]LY��[OL�[Y\JR�PZ�[V[HSLK��HUK�^P[O�P[��P[Z�THZJ\SPUL�JVUUV[H[PVUZ��
;OL�[Y\JR�ZLY]LZ�PUZ[LHK�HZ�[OL�WSH[MVYT�MVY�HU�L_WSPJP[�SLZIPHU�NYV\W�ZL_�ZJLUL��+PZWSH`LK�
under an arch in the gallery, Y la Cheyenne apa’? is an altar to female sexuality, one in 
^OPJO�THZJ\SPUP[`�PZ�UV[�Q\Z[�Z\I]LY[LK��P[�PZ�LU[PYLS`�ILZPKL�[OL�WVPU[�
 Together, the works in Choque Cultural express a sort of decadent optimism within the 
NYV[LZX\L�Z[H[L�VM�SH[L�JHWP[HSPZ[�J\S[\YL��;OLPY�WYV[HNVUPZ[��^OL[OLY�[OL�HY[PZ[�VY�[OL�]PL^LY��
is the empowered female subject

at Lulu, Mexico City
\U[PS����(\N\Z[�����

9,=0,>:
Frieda Toranzo Jaeger “Choque Cultural” at Lulu, Mexico City
Share
by  Nika Simone Chilewich



$e automobile has long epitomized notions of capitalism as alienation—the opposite of public 
transit’s grimy socialism. $e !ve oil paintings in Frieda Toranzo Jaeger’s show at Reena Spaul-
ings (all 2017) depict interior views of cars: one looks onto the electric engine of a Formula E 
racing car, and the other four—alluding to a future in which cars will drive themselves—focus 
on passenger seats in various electric models designed for the consumer market. In an inter-
view with Mousse, Toranzo Jaeger described electric cars as “female” machines, unlike their 
gas-powered counterparts, whose engine revving, she said, functions as a signi!er for male sexual 
performance.

$ree of the works include hand-embroidered sections depicting nude bodies. Had I not read 
the press release, I wouldn’t have known that these were lesbian sex scenes. In the foreground of 
Rear Passenger Entrance are what appear to be a woman’s buttocks; a single leg in pink !shnet 
tights stretches from the seat to the center console, though it’s unclear where the rest of its body is 
located or even if there is one. 
$e multi-panel painting Hope the Air Conditioning Is on While Facing Global Warming (part 1) 
stood at the gallery’s center. Calling to mind altarpieces removed from churches and presented 
in museums as freestanding objects, the work consists of four car-door-shaped canvases hinged 
together, two of them opened upward like wings. Outside the car windows we see buildings on 
!re beneath open blue skies, the view conjuring apocalyptic religious visions. But the car’s inte-
rior world—like that of a casino or shopping mall—seems divorced from such any sense of these 
threats, its hermeticism reinforced by the panels’ folding quality. $e car’s dashboards, seats, and 
glove compartments have been painted in an exaggerated chiaroscuro. $e e&ect of stasis and 
interiority recalls the central mechanics of advertising, where the desire for intimacy is partly 
grati!ed and ultimately thwarted.

“Advertising does not liberate drives,” writes Baudrillard. “Primarily, it mobilizes phantasms 
which block these drives.” So do these paintings. But if there is any disruption to the phantasma-
goria, it comes from the literal puncturing of canvas with the needle in the works with embroi-
dered sections. Historically relegated to domesticity and decorative arts, embroidery is a warm, 
tactile system of representation, and here it stands in contrast to the cold painted simulacra. It 
wakes you up from the stupor of the paintings, if not by queering the masculine semiotics of the 
automobile, then by incorporating a tradition that doesn’t pretend to have anything to do with 
the rest of the enterprise.

FRIEDA TORANZO JAEGER
By Geo&rey Mak

February 1, 2018 4:45pm
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Frieda Toranzo Jaeger
Sappho, 2019
Oil on canvas, 
75 x 178 cm

taken entirely seriously, which itself 
also adds to the sense of this practice 
being anchored in the present. Sappho, 
for example, presents an oral-sex scene 
with two women with differently 
coloured skin on a car seat in the mid-
dle of an exuberantly paradisiacal South 
Sea backdrop à la Gauguin, including 
small lapdogs. Within the car interiors 
and cockpits on view, specific imagery 
from the history of painting is reproduced 

– presented as a kind of interior decor.
In these cockpits and interiors 

Jaeger has found a fantastic image, a 
metaphor for her own medium. 
Self-contained but mobile spaces: 
spaces in which traditionally male-con-
noted subjectivity plays out as domina-
tion and autonomy, but also spaces 
where, in the near future, no driver will 
any longer sit, which means not that 
these spaces will be eliminated but that 

they will be radically transformed. 
They are spaces that can be opened 
again and again, into which the outside 
can penetrate, whose windows offer a 
view onto the outside. And they are 
ambivalent spaces that are self-suffi-
cient and closed-off but always only 
seemingly separated from their sur-
roundings. Each is a part of the world, 
and a world in itself.
Dominikus Müller

Frieda Toranzo Jaeger
Nach dem Spuckschluck, 2019

Oil and embroidery on canvas 30 x 40 cm
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Frieda Toranzo Jaeger
Deep adaptation on Audi Aicon 2020
costume design by H. Memling, 2019

Oil on canvas, 200 x 400 cm

Frieda Toranzo Jaeger
“Deep Adaptation”
Galerie Barbara Weiss
27 April–15 June 2019

Frieda Toranzo Jaeger’s first exhibition at 
Galerie Barbara Weiss is an exhibition of 
paintings, through and through. This is 
so although various aspects of the show 
might suggest otherwise: it is, at first, not 
immediately apparent. Its title, “Deep 
Adaptation” – borrowed from a paper by 
the scientist Jem Bendell that circulated 
widely thanks to its dramatic and alarm-
ist picture of climate catastrophe – 
points to a much bigger endgame than 
the eternal endgame of painting. With its 
depictions of self-driving cars, it takes on 
the next big tech disruption. And finally, 
its depictions of sexual encounters 
between people of the same sex and/or 
different ethnic backgrounds bring it, in 
the present climate, into the realm of 
representation and identity politics. This 
is a painting show, however, precisely in 
those respects in which it goes beyond 
painting, and where it succeeds, with 
sensitivity and tact, in drawing connec-
tions between the real world of this 
“beyond” and the self-sufficiency and 
artificiality of the technique and the dis-
course known as painting.

After all the buzz about “painting beside 
itself” and Zombie Formalism, painting 
seemed, somehow, to have checked out. 
It seemed to have been swept off the 
field after the Dana Schutz controversy, 
through the sheer force of arguments 
that were decidedly about identity pol-
itics, which appeared, at least initially, 
to take priority over aesthetic questions, 
leaving painting, with its endless 
self-referentiality, its intensly introspec-
tive formalism and its nerdy specialised 
questioning, holding the short straw. 
But is that all there is to it? Jaeger’s 
works (all 2019) leave no doubt that this 
context is the background against which 
they are to be understood.

The paintings in this exhibition 
not only from time to time feature in 
performances that Jaeger organizes 
with them; they actively refer to con-
texts, charged situations, attributions, 
speculations, relationships, activations, 
and circulations of all kinds. They have 
adopted mobility and their own per-
formativity into their material DNA in a 
way that is impossible to miss. Three of 
the eight works on view are made up of 
hinged panels, which sometimes recall 
classical altarpieces and thus remind us 
of one of the ritual uses of painting 
prior to its autonomy: three parts in the 

case of Sappho; five parts in the case of 
Untitled, where they are arranged so 
that the work stands on its own; and 
even seven parts in the case of Der Wert 
der Ware drückt sich am Besten in den 
Körpern der Anderen aus (The Value of 
the Commodity Expresses Itself Best in 
the Bodies of Others) – a wall work with 
diamond-shaped panels painted on 
both sides that mean it can be unfolded 
into a star.

The remaining works do not 
offer traditional, hermetic pictorial 
spaces either. Those that do not already 
consist of fragmented canvases are per-
forated with needles and thread: an 
embroidered broken heart on the paint-
ing of an engine bay in The individual 
differences in the post-traumatic 
response to eco trauma; an embroi-
dered spot of deep-red blood in Die 
Wunden sind tiefer im Rolls-Royce (The 
Wounds Are Deeper in the Rolls-Royce), 
which seems to drop from outside into 
the driver’s compartment of a car.

And with that we have arrived at 
the subject-matter of these works. Ulti-
mately, Jaeger’s paintings are explicitly 
representational. If painterly figuration 
was a few years ago often rendered lit-
eral as grotesque comic-style overdraw-
ing, it here seems, by contrast, to be 
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CHRIS SHARPLet’s start with cars, since they play such a prominent role in 
your practice. Depicting mostly their interiors, you manage to com-
municate something very aggressive, claustrophobic, and weirdly 
sexy about cars. You seem to feminize what is typically construed 
as the acme of manhood or masculinity while ramping up its  
macho-ness to an almost intolerable degree. At the same time, you 
seem to be playing with perceived stereotypes regarding the de-
piction of cars—exterior views, often accompanied by bikini-clad 
women, tend to betoken male possession or ownership, while inte-
rior views (not including the engine, which is all about muscle) gen-
erally suggest luxury, comfort, safety, an almost domestic quality, 
and you are most certainly scrambling these codes. Can you say a 
few words about this subject matter and how you portray it?

FRIEDA TORANZO JAEGERI !rst became interested in machines when I started to write my 
thesis on postcolonial theory. I was fascinated with how Gustave 
Flaubert, who was very in"uential in forming Western ideas of 
“the other,” describes for instance the Orientals. In one of his let-
ters to Louise Colet, he wrote: “The oriental woman is no more 
than a machine who makes no distinction between one man or an-
other man.” This became the source of my investigation—how 
machines can take your individuality away, how and why machines 
are related to masculinity, and how it would feel to be this female 
machine that takes away the individuality of Western men. I want-
ed to explore this concept more in my practice. And the car struck 
me as the perfect machine for this investigation. Plus, it possess 
a certain baseline universality. Almost everybody is forced to in-
teract with these machines in one way or another on a daily basis 
since our landscapes are shaped around them, and in growing up in 
Mexico City, the average time that I would spend in a car every day 
was about three to four hours just to go to school and back. The car 
becomes a very domestic and private space, which you !ll up with 
your own private rituals. 

FRIEDA TORANZO JAEGER AND 
CHRIS SHARP IN CONVERSATION

TOTAL IMMERSION

Frieda Toranzo Jaeger is a Mexican painter 
based in Hamburg where she recently finished 
her studies. I was turned on to her work  
by the young American artist Myles Starr, who 
lived in Mexico City for a spell, and who  
exhibited a painting of her’s at his Vienna-based 
project space, SORT, in 2016. Initially surprised 
and even a little put off by the work, I found  
it strange, aggressive, unaccountably sexy, and 
anything but “Mexican.” It did not take me  
long to realize that I really liked it, and Frieda 
and I started what has turned into an ongo-
ing conversation about her work, the craft and 
stakes of painting in general, and Mexico City, 
among other things. Below is a more formalized 
version of what we have been talking about.  

Then there ’s the essentially exploratory nature of painting, which 
takes you through the inevitable process of locating yourself in rela-
tion to everything. The car is a place where you also have to locate 
yourself constantly, from the inside. In this sense I am talking about 
painting itself and the nature of my own practice. But I am also fas-
cinated by the semiotics of the “car” as a symbol that is so related 
to men and masculinity, as you already pointed out. I am interested 
in how control over the potency (engine revving) of this machine 
becomes an extension of a man’s imaginary intrinsic male potency 
and domination fantasies that enable him to perform a form of mas-
culinity. It is for this reason that I chose exclusively electric cars: 
they are almost completely silent, and they will soon be able to drive 
themselves. So by disassociating these two conventions from tradi-
tional notions of control and potency, I am trying to re-genderize 
the function of their semiotics.

CSHow does this relate to the way your paintings tend to be fully 
saturated with information? It’s as if there is no space—which is 
ironic, if you think about it, because the car traditionally signi!es 
space and freedom, at least in the mythos of the United States (for 
instance Route 66). But not necessarily in Mexico City (or any-
where in Latin America, for that matter), where you are liable to 
spend hours trapped inside a car stuck in tra#c cursing the day you 
were born.

FTJ[Laughs] It’s true! I am trying to transmit a sense of total im-
mersion, a disruptive one that obstructs you from interacting ful-
ly with your surroundings, like looking at the landscape through 
the car window. You’re isolated, the air conditioner is on. Trapped.  
But I guess the claustrophobic feeling comes from the fact that at the 
same time the commodity value of such cars is a trap. Assurances 
of freedom, of liberating the world from pollution, and represent-
ing some kind of neo-capitalist progress that promises to save the 
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Above - The Net Courtin, 2017. Courtesy: the artist
Below - The Net (front view), 2017. Courtesy: the artist 
Opposite - The Net (back view), 2017. Courtesy: the artist
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Above - Autocontrol as a form of landscape (view as closed), 2016,  
HISCOX art prize 2016, Hamburg 2016. Courtesy: the artist

Below - Autocontrol as a form of landscape, 2016, Lerchenfeld 1  
installation view at Kunstverhein Schwerin, Schwerin, 2017.  
Courtesy: the artist 
Opposite - puppy pilot, 2017. Courtesy: Private collection
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world. When we are facing mass extinction, in our !ying-elec-
tric-vegan-leather-interior cars, with nothing to eat because the soil 
is dead, we will curse the day we "rst got into one of these vehicles.

CS Dystopian to the max. I feel you. Indeed, I love how one can feel 
all this aggression, angst, and even contradiction within the work. 
You are seeking to upset and rewire the semiotic coding of what is 
essentially an object of mass extinction (hereafter known as OME). 
But these are not merely symbolic or conceptual paintings. There is 
obviously a profound love of and serious commitment to painting 
in what you do. It is not a means, but an actual end in itself. It is 
possible to talk about your work both vis-à-vis a speci"c tradition, 
which includes car paintings (for instance Peter Cain) and painting 
more generally. I am tempted to broadly situate it somewhere be-
tween, say, classical Flemish still life, in which there is no hierarchy 
of information, and Jana Euler, whose work is similarly claustro-
phobic. There is also a sense of “painting beside itself,” what with 
your unusual installations and incorporation of sculptural elements. 
Indeed, painting is rarely an inert, two-dimensional object in what 
you do. Maybe you could talk a bit about your thinking behind this?

FTJI think once the work is inserted into the stream of history it 
inevitably "nd its own origins. And of course I totally see my work 
relating to the artists/work you mention. It’s really interesting how 
one ’s work is always read in relation to that of others. And of course 
my commitment to painting is central to what I do. Engaging in the 
formal aspect of applying paint and contemplating it, the immer-
sion, is what de"nitely brings me the most joy and satisfaction in 
my work, even if sometimes I have to work against it in order to 
bring the content and form together. I have to get out of my comfort 
zone. This happens in the way I install my paintings, like you said; 
right now I am investigating the concept of autonomy. I am trying 
to transgress the act of painting in itself by separating myself from 
it and adding sculptural and performative aspects to it. I am "ghting 
against the two-dimensional nature of painting, against pleasing my 
own taste. I mean, for example, I do not have a car fetish. I don’t 
even have a car! But I am focusing all my aesthetic ambitions into 
this motif, and I do all of this via the very essential materiality of 
painting: oil paint on canvas. So I guess you are right. There are not 
only conceptual paintings because then the commitment to the form 
would be unnecessary, like not adding anything to the content, but 
in this case it is the medium through which content is transmitted.

CSI totally agree. It’s a bit of a proverbial no-brainer, but, in a post-
conceptual art world in which “research” and “artistic research” are 
increasingly codi"ed terms, the importance of the medium and its 
capacity to transmit content is often marginalized. In some contexts 
you get the feeling that it’s as if painting were liable to exist ex ni-
hilo, as if it were ahistorical, as opposed to completely dependent 
on a couple thousand years of history. I have often encountered this 
attitude in Mexico and Latin America in general, where the medium 
is seriously fraught with unresolved contradictions. I have seen a 
lot of work that on the one hand takes the stretcher, and its history, 
entirely for granted, assuming that placing something thereon au-
tomatically makes it if not painting, then art, and on the other hand 
preemptively dismisses painting as unserious by virtue of its alleged 
complicity with the market. As a Mexican painter you have a lot 
to negotiate, never mind that you are a woman who comes from a 
male-dominated art context. I guess what I am trying to say is that 
being a Mexican (woman) painter comes both with some very spe-
ci"c baggage and yet, at the same time, a kind of tabula rasa, given 
how essentially taboo it, as a medium, is.

FTJI agree with what you say about the current state of painting  
in Latin America. There is a lack of contemporary discourse due 
to the many prejudices that dog the medium there. Also the fact 
that there is almost no history of contemporary Mexican painting 
because, at least in my opinion, there is a melancholia for a kind 
of political conceptual art that every contemporary artist should 
do to be contemporary, together with the wish to detach from 
handcrafts, because by working in other media or miming more 
Western aesthetics you’re closer to a "ctional internationality, and 
you don’t want to be reduced to some kind of local craft maker. 

I mean, I know I’m being a bit reductive here, but generally speak-
ing, we still have a profound postcolonial trauma. And just the fact 
that I, as a female painter, would never be taken seriously as a le-
gitimate contemporary artist if I painted !owers is an example of it. 
That is one of the reasons why I felt obliged to leave Latin America 
and study in Germany. The second is that, as you say, being a fe-
male painter in Mexico becomes a brutal "ght for validation. The 
lack of painting discourse also means that there is a lack of pro-
fessionals and institutions who validate painting, write about it, or 
even just take it seriously. I mean, you have Lulu, which is maybe 
the "rst space that I know of that consistently brings contempo-
rary painting into the city, and hopefully recharging the art scene 
in this respect. We have to create a discursive community around 
it—painting—in which female artists play a crucial role, in order 
to continue the endless "ght against a macho/male-dominated art 
context and relieve ourselves of the exhausting burden of being a 
female (Mexican) artist in Mexico.

CSCan you say a few words about you’re working on now? 
FTJRight now I am still working on the concept of autonomy, and 

the question of display and its e#ects on the content of painting.  
I have been obsessed with altar paintings, since they are the "rst 
pieces that claimed for themselves a form of autonomy. They trans-
formed the nature and function of the Christian image from a sit-
ed one (as in fresco) to an autonomous one, and took on a legit-
imate position at the center of Christian worship. The history of 
their display and performativity has inspired me to work a lot with 
triptychs, so this is what I am thinking about, while also of course 
always trying to engage in the process of painting and deepen my 
understanding of feminist and decolonizing practices. Preparing for 
my upcoming shows—so, basically, painting!

Frieda Toranzo Jaeger (1988, Mexico City) is a Mexican artist based in Hamburg. In 2017, she finished her studies 
at the HfBK, Hamburg, and she is currently preparing a solo exhibition at Reena Spaulings New York, scheduled 
to open this coming November. In 2016, she was the recipient of the HISCOX art prize, and has participated in 
exhibitions at the Kunstverein Schwerin; SORT Vienna; and Achterhause Hamburg, among others. 

Chris Sharp is a writer and independent curator based in Mexico City, where co-runs the project space Lulu. 
He is currently preparing a survey of the work of Tom Wesselmann, entitled La Promise du Bonheur, for the 
Nouveau Musée National de Monaco, and the group exhibition, Dwelling Poetically: Mexico City, A Case 
Study for the Australian Center for Contemporary Art, Melbourne, both 2018. His writing has appeared in many 
magazines, journals, catalogs, and online forums.

Opposite - Autocontrol one, 2015. Courtesy: the artist
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