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CAROL BOVE

Carol Bove is known for her simple yet intricate assemblages 

of found and made objects. Carefully arranged on pedestals, 

elevated platforms, or directly against walls and ceilings, these 

yield unexpected, poetic, and multilayered meanings, which seem 

to derive from the composition of the objects rather than the 

inherent substance of the individual components. Using a wide 

range of materials, including books, driftwood, peacock feathers, 

metal, concrete, foam, and loans from other artists, Bove’s works 

are subtle assemblages resisting categorization despite their 

determined relationships with modernist display methods.

The artist is co-represented by David Zwirner in partnership 

with Maccarone in a unique model in which the two galleries 

collaborate to help Bove realize projects and exhibitions both  

in the United States and abroad.

Photo by Adrian Gaut
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Carol Bove/Carlo Scarpa at Museion
 
In 2014, Bove debuted a new body of work alongside exhibition designs 
and sculptures by Italian architect Carlo Scarpa. Carol Bove/Carlo Scarpa is 
curated by the Henry Moore Institute in Leeds, England and produced in 
collaboration with Museion, Bolzano, Italy and Museum Dhondt-Dhaenens, 
Deurle, Belgium. The exhibition is presented at Museion (November 2014 – 
March 2015), followed by the Henry Moore Institute (April – July 2015) and 
Museum Dhondt-Dhaenens (October 2015 – January 2016).

Amongst Bove’s new work is Cretaceous (2014), a totemic-looking sculpture 
composed from a large piece of petrified wood placed upright next 
to two I-beams set in an L configuration. The artist often incorporates 
complementary and contradictory elements, which can be seen here in 
her choice of materials, as the hard, smooth surface of the industrially 
produced I-beams counters the delicate, rough hewn appearance of the 
petrified wood. 

Comprising three steel components attached by hinges and positioned 
like a folding screen, Bove’s For Asta (2014) references Scarpa’s diagonally 
oriented sculpture entitled Asta (1968) made from steel and burnished 
copper. In the exhibition, these works are displayed together with Asta 
propped against For Asta. In Hysteron Proteron (2014), several brass 
cubes are carefully connected to one another and placed into a base 
made of rough concrete. These individual components have been crafted 
and polished by hand and recall the minimalist cube. Their intricate 
arrangement is evocative of mathematical models and geometric 
complexity, and further appears reminiscent of modernist architecture. 
 
Also featured are Cartesian Sculpture (2014), in which a net pattern is 
formed from zinc-plated steel and suspended from the ceiling, and 
Hieroglyph (2013), a prime example of the artist’s white “glyph” sculptures. 
The organic yet minimalist appearance of this work is the result of a  
lengthy industrial process whereby flat steel strips are gradually passed 
through contoured rolls that shape them into tubular forms and are then 
powder coated. 





4



5



6

The Equinox at The Museum of Modern Art, New York
 

The Equinox is an arrangement of seven sculptures created specially by 
Bove for The Museum of Modern Art in New York, where it was on view 
July 2013 to January 2014. The Equinox is held in the museum’s 
permanent collection.

In The New York Times, Karen Rosenberg noted on its individual 
components: “An intricate open grid of brass supported by painted 
fiberboard is titled Terma (2013), after the teachings of Tibetan Buddhism; 
Triguna (2012), which incorporates a peacock feather, a shell, and a hunk 
of found metal makes reference to the Indian ayurvedic tradition… The 
I-beam sculpture is titled Chesed (2013), a term from the kabbalah. 
Everything here might also be taken as sly commentary on the religion  
of modernism. The mattress piece, for instance—Disgusting Mattress 
(2012), Bove has titled it—gestures to Robert Rauschenberg’s ‘Bed’ 
assemblage and Alexander Calder’s wire sculptures with its gray stuffing 
and flyaway springs.” 

Also included in the installation are a large piece of driftwood on an 
I-beam (Herma, 2013) and a curtain made from silver beads attached at 
one-centimeter intervals (Silver Compass, 2005). Stretching across the white 
platform which displays the total arrangement is The White Tubular Glyph 
(2012), a black-and-white bent steel sculpture, a form the artist refers to 
as a “glyph.” Platforms, pedestals, and plinths occupy singular positions 
within Bove’s oeuvre in general, where they often emerge like artworks in 
their own right. Her use invokes modernist artists like Constantin Brancusi, 
who frequently incorporated the pedestal or base as an integral part of his 
sculptures, and whose work is prominently featured at The Museum 
of Modern Art. 

Bove stated in an interview with Andy Battaglia of The Wall Street Journal 
that, “The equinox is when there is equivalence between day and night. 
Also, [early twentieth-century occultist] Aleister Crowley’s magazine, where 
most of his writings were issued, was called the Equinox. Their motto was: 
‘Our method is science, our aim is religion.’ That helped me understand 
this idea of equivalence and balance between different sorts of forces.”
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Silver Compass, 2005 (detail)

Silver beads, silver chains, and acrylic sheet

144 x 40 inches 

(365.8 x 101.6 cm)

Disgusting Mattress, 2012

Deteriorated mattress, plastic bag, Styrofoam cup,  

and cigarettes

24 1/2 x 73 x 105 inches 

(62.2 x 185.4 x 266.7 cm)

Triguna, 2012

Steel, concrete, brass, seashell, peacock feather,  

and found metal

67 x 20 1/2 x 12 1/2 inches 

(170.2 x 52.1 x 31.8 cm)

The White Tubular Glyph, 2012

Powder-coated steel, in three parts

Part 1: 113 x 40 x 56 inches (287 x 101.6 x 142.2 cm)

Part 2: 46 x 28 x 8 1/2 inches (116.8 x 71.1 x 21.6 cm) 

Part 3: 59 x 8 1/2 x 8 1/2 inches (149.9 x 21.6 x 21.6 cm)

Chesed, 2013

Steel

32 x 72 1/4 x 27 1/2 inches 

(81.3 x 183.5 x 69.9 cm)

Herma, 2013

Driftwood and steel

120 x 15 x 15 inches 

(304.8 x 38.1 x 38.1 cm)

Terma, 2013

Brass and medium-density fiberboard

30 x 12 x 12 inches 

(76.2 x 30.5 x 30.5 cm)

The Equinox is composed of the following sculptures:
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Untitled 
2013

Peacock feathers and UV filtering acrylic on linen

96 x 48 x 5 inches 

(243.8 x 121.9 x 12.7 cm) 

Untitled (2013) was executed by arranging peacock feathers across 
the surface of the canvas. The feathers are iridescent and their vibrant 
coloring is thus only partially derived from pigments, but also dependent 
on optical factors such as available light and viewing angle. Bove’s work 
acquires an interactive dimension and responds to the viewer’s motions  
in front of it. The dynamic, layered surface invites both close scrutiny  
and viewing at a distance, with each perspective yielding a different  
visual experience. 

In contrast to the fully displayed plumage of a live bird, where each of 
the so-called “eyes” on the feathers is visible, Bove’s arrangement all but 
obscures the bright blue circles that are meant to confuse competitors 
or impress mates. A sense of concealment is conveyed as a result, which 
further focuses attention on the viewing process.

Peacock feathers are a recurring motif in Bove’s work, and their 
appearance further adds a subtle autobiographical narrative as the  
artist’s grandmother had displayed them as decor in her home.  
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Mata Hari 
2013

Acrylic on linen

84 x 36 inches 

(213.4 x 91.4 cm)

Entitled Mata Hari (2013), this painting was executed by arranging a silver 
chain net on a canvas and spraying layers of acrylic across the surface to 
create an “imprint.” Produced by the proximity of the net to the surface, 
the resulting image appears almost photographic in its subtle registration 
of details. The density of the paint, moreover, varies subtly and the grid 
appears blurry in some areas, which further adds to the notion of  
the photographic. 

This painting represents one of a number of works in which Bove employs 
custom-made silver chain. 
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Netting
2012

Sterling silver and wood

90 x 51 x 1 inches 

(228.6 x 129.5 x 2.5 cm)

Netting (2012) is a sculpture composed of silver chain that hangs from  
the ceiling. The chain net forms a near symmetrical pattern whose intricate 
arrangement of lines appears at once simple and complex. Although the 
composition is neither wholly abstract nor figurative, differences within 
the net’s grid structure is suggestive of distance and volume. This, in 
turn, makes the shape reminiscent of drapery, its present manifestation 
appearing concrete and ephemeral at the same time.  
 
Bove has used similar chain netting in some of her assemblages by 
arranging it in piles or across other objects. 
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The Night Sky Over New York,  
October 21, 2007, 9 p.m.
2007

Bronze rods, wire, and expanded metal

146 x 192 x 96 inches

(370.8 x 487.7 x 243.8 cm)

The Night Sky Over New York, October 21, 2007, 9 p.m. (2007)  
presents approximately 475 bronze rods, each one measuring eight 
feet, suspended from the ceiling in a constellation mirroring the cosmic 
sky at the given moment recorded in the title. It was directly inspired 
by Richard Lippold’s sculpture that hangs over the bar of The Four 
Seasons Restaurant in New York. Bove’s sculpture received instant critical 
attention during its debut in her 2007 solo exhibition The Middle Pillar 
at Maccarone, New York, where it was installed in the gallery’s entryway. 
Wider acclaim came when the work was part of her presentation at the 
Whitney Biennial in 2008. There, the artist installed an asymmetrically 
shaped window cut from the museum wall in order to illuminate the 
sculpture with natural light.

Bove previously explored the use of bronze rods on a smaller scale with 
The Night Sky Over Berlin, March 2, 2006, 9 p.m., which was displayed 
in 2006 at REC., a small exhibition space located behind a glass door in 
Berlin (shown below). 

Right: Installed for the 2007 solo exhibition The Middle Pillar at Maccarone, New York

Below: The Night Sky Over Berlin, March 2, 2006, 9 p.m. (2006) installed at REC., Berlin, 2006
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The Foamy Saliva of a Horse
2011

Found metal, bronze, driftwood, seashells, peacock feathers, steel, gold chain, 

silver chain, foam, and Styrofoam on medium-density fiberboard plinth

174 x 600 x 216 inches 

(442 x 1524 x 548.6 cm)

In The Foamy Saliva of a Horse (2011), Bove presents a seemingly  
random, yet carefully curated selection of objects on a large-scale,  
eye-level pedestal. Some of the items are further elevated on smaller 
plinths or hung from the ceiling. Organic materials include peacock 
feathers and seashells arranged on the base of the pedestal, as well as  
a lump of driftwood suspended within a brass rectangle. Other elements 
in the installation are man-made and include a silver chain net and found 
objects. Enhanced by the unusual display strategy, industrial leftovers 
combine with ornate and fragile sculptural objects to suggest a Surrealist 
landscape in monumental form.  
 
The title refers to a legend about the ancient Greek painter Apelles 
(4th century BC), who was painting a horse and wanted to represent the 
foamy saliva or froth around its mouth. In a rage caused by his repeatedly 
unsuccessful attempts, he threw the sponge used to clean his brushes at 
the painting and spontaneously created the desired effect.  
 
Bove notes on the work: “The tableau, being at eye-level, creates an 
interesting effect: small objects like seashells look medium-sized; large 
objects like a ten-foot I-beam also look medium-sized. Everything is 
detached from its normal scale. Partly it’s perspectival illusion, but it also 
has something to do with the quality of space on the platform.  
The platform reads like a stage, so you interpret the arrangement 
as a model, something other than what it is. It’s not an intellectual 
interpretation of the type of space—your unconscious and your conscious 
mind understand theatrical space equally well. The objects are self-
evident and make no effort to be illusionistic; they provoke and repel 
interpretation with complete ambivalence.”

The Foamy Saliva of a Horse debuted in 2011 at the 54th Venice Biennale 
to much critical acclaim, and was reinstalled in a different configuration by 
the artist at The Common Guild in Glasgow in 2013. 

The Foamy Saliva of a Horse installed at the Arsenale for the 54th Venice Biennale, 2011
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The Foamy Saliva of a Horse installed at The Common Guild, Glasgow, 2013
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Cuneiforms
2011

Steel, concrete, bronze, and seashells

74 x 12 x 12 inches 

(188 x 30.5 x 30.5 cm)

Pimander
2013

Steel, concrete, brass, and seashells

67 x 12 1/2 x 12 inches 

(170.2 x 31.8 x 30.5 cm)

Fausto Trismegistus
2013

Steel, concrete, brass, seashell, peacock feather,  

thread, wax, and found metal

68 x 13 x 12 1/2 inches 

(172.7 x 33 x 31.8 cm)

Asclepius
2013

Steel, concrete, brass, and seashells

67 x 12 1/2 x 12 1/2 inches 

(170.2 x 31.8 x 31.8 cm)

These freestanding, small-scale sculptures by the artist appear on 
open-form plinths made from concrete and brass or bronze. The main 
component of these simple yet intricate assemblages is a steel frame, 
loosely formed in the shape of a tree whose branches display found  
and made objects such as seashells, peacock feathers, and brass cubes. 

The titles of these four sculptures seem to allude to the life and 
writings of Hermes Trismegistus, the presumed author of (or inspiration 
behind) the Hermetica, a collection of sacred Egyptian and Greek texts 
from the second and third centuries. Whereas Cuneiforms (2011) 
references the ancient system of writing based on wedge-shaped 
characters, Pimander (2013) derives from a chapter in the Hermetica, and 
Asclepius (2013) is named after the Greek god of medicine and healing, 
who was also a disciple to Hermes Trismegistus. 

Personifying these works, Bove has commented that their overall 
composition further resembles portrait busts, a common sculptural  
form used since classical antiquity which shows the upper part of the 
human figure. 

Right: Cuneiforms
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Top: Pimander with detail   

Bottom: Fausto Trismegistus with detail   

Right: Asclepius
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Viva
2011

Wood and metal shelves, books, steel, bronze, brass, 

collage, feathers, fabric, thread, and paper

Shelf: 72 x 123 x 12 inches (182.9 x 312.4 x 30.5 cm)

Framed collage: 21 5/8 x 18 5/8 inches (54.9 x 47.3 cm)

Unframed prints, each: 11 x 10 1/2 inches (27.9 x 26.7 cm)

Mudra
2013

Wood and metal shelves, books, periodicals, concrete,  

glass, steel, paper, peacock feathers, silver, and brass

53 x 32 x 12 inches (134.6 x 81.3 x 30.5 cm) 

Since 2001, Bove has created sculptures consisting of an assortment 
of books, found and made objects, and cutout photographs arranged 
together on shelves directly mounted to the wall. Also included are 
miniature versions of sculptural works by Bove, such as concrete blocks, 
pieces of driftwood, and hand-polished brass cubes. A number of early 
examples were solely composed of publications; over the past decade, 
these works have grown more complex in composition, showcasing a 
more varied and nuanced arrangement of objects. 

Viva (2011) takes its title from a magazine that has been placed on the 
sculpture’s bottom shelf, whose cover is superimposed with a black-
and-white illustration to create a collage-like effect. Published by Bob 
Guccione, who also founded the adult magazine Penthouse, Viva  
was an erotic magazine intended for women. Circulated between  
1973 and 1980, its appearance here recalls a decade marked by liberal 
and feminist theories. 

The title Mudra (2013)—meaning “hand” in Sanskrit—refers to a symbolic 
gesture or action used in Hindu or Buddhist ceremonies as well as 
classical Indian dancing and yoga. In the work, Mudra appears on the 
spine of a yellow-colored book, a collection of poetry and songs of 
devotion published in 1972 and written by Chögyam Trungpa, a Tibetan 
Buddhist who was instrumental in bringing Eastern philosophies and 
teachings to the Western world. 

Collectively, these wall-mounted shelf works illustrate Bove’s interest in 
how objects—diverse in uses and shapes—seem to acquire meaning  
from the nearby book titles, and vice versa, as in a symbiotic relationship.  
More so than offering a conclusive narrative, however, her shelves 
comprise a collage-like arrangement with both complementary and 
contradictory accounts.

Right: Mudra   

Following pages: Viva
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La Traversée Difficile
2008

Steel, glass, wood, concrete, silver, brass, bronze, wax, insulating foam  

and steel, coral, aluminum, seeds, rocks, shells, paper, and photograph

73 5/8 x 96 x 48 inches 

(187 x 243.8 x 121.9 cm)

La Traversée Difficile (2008), which means “The Difficult Crossing”  
in French, presents a curated selection of objects on a large pedestal—
some of which have been further elevated on smaller plinths, including a 
sand dollar, a lump of driftwood suspended within a brass rectangle, and 
a light gray piece of dried coral. Other elements in the installation are 
man-made and include found objects as well as artworks by Bove. 

The title of the work derives from a 1967 painting by Belgian Surrealist 
René Magritte, which presents a curious sculptural assemblage before 
an unruly sea. Bove’s installation appears to contain subtle references 
to this earlier work: the dried sea relics and driftwood indirectly denote 
the ocean, while an open book is a monograph on Magritte, showing a 
reproduction of his painting. Also included within Bove’s installation is a 
picture of the author Gerald Heard, a close friend of Aldous Huxley, who 
published widely on the expansion of consciousness in an imminent,  
new phase of evolution.  
 
Bove’s thoughtful combination of two influential figures from the twentieth 
century known for their explorations of human (sub) consciousness creates 
an internal tension within the installation and seems to evoke a personal, 
rather than historical, narrative. By referencing Magritte’s work (which 
was painted the year of his death and thus a final revision of a series of 
works by the artist all entitled La Traversée Difficile), Bove’s taxonomic 
assemblage is a complex and intricate amalgamation of a Surrealist 
rejection of logic and a modernist desire for transparency  
and simple structures.
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Flora’s Pendant
2012

Paper clipping, acrylic block, brass sculpture, peacock feather,  

feather stand, glyph model, driftwood, and steel stand

Work can be installed horizontally or vertically 

Horizontal orientation: 75 1/2 x 72 x 48 inches 

(191.8 x 182.9 x 121.9 cm) 

Vertical orientation: 71 3/4 x 61 3/4 x 12 inches

(182.3 x 156.8 x 30.5 cm)

Flora’s Pendant (2012) relates to Bove’s presentation in 2012 at 
Documenta 13 in Kassel, Germany, which was inspired by eighteenth-
century sculptures of mythological gods on the grounds of the Orangerie, 
where four large-scale works by the artist were installed. 
 
Amongst the objects on view in Flora’s Pendant are a thin piece of 
driftwood positioned vertically on a steel stand; a white tubular shape 
that the artist refers to as a “glyph”; a geometric stand holding a peacock 
feather; and a sculpture composed of brass cubes. A small paper clipping 
featuring a famous painting by René Magritte is displayed beneath a 
transparent acrylic block, which slightly distorts a clear view of the image 
(The Marches of Summer, 1939). The painting depicts a nude female torso, 
seemingly composed from two separate figures, in front of a landscape with 
a blue sky divided into cubic units, as if to reveal its own artifice. Magritte’s 
surreal narrative appears echoed in Bove’s overall arrangement of objects, 
which is neither figurative nor abstract.

The sculpture’s pedestal can be installed horizontally or vertically, offering 
alternative ways to arrange and view the objects.  

Left: Flora’s Pendant installed vertically 

Right: Flora’s Pendant installed horizontally
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Untitled
2012

Driftwood and steel

122 x 18 x 24 inches 

(309.9 x 45.7 x 61 cm)

In this stand-alone work, Untitled (2012) consists of a large piece of 
driftwood placed upright on a steel stand. Like a readymade, open-
form sculpture, its material is vaguely reminiscent of African masks 
or modernist art objects, and its tall shape has a personifying, if also 
supernatural effect. The uncertain origins of the driftwood, washed onto 
shore following an indefinite period of time floating in water, adds to 
a sense of mystery. According to Norse mythology, the first man and 
woman were formed from two pieces of driftwood, an ash and an elm 
respectively, but its use also has a more mundane purpose, and  
driftwood is a popular material in decorative furniture. 

Leaving the work untitled, Bove further underscores the elusiveness  
of the shape and the lost history of the material. Driftwood, as well as 
petrified wood, is commonly used by the artist.
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Flora’s Garden at Documenta 13

These four sculptures formed Bove’s contribution in 2012 to Documenta 13 
in Kassel, Germany. Installed on the grounds of the Orangerie, a Baroque, 
castle-like conservatory, the works were inspired by several eighteenth-
century sculptures of mythological gods scattered around its large 
manicured gardens. The titles reference the Roman goddess Flora, who 
ruled over fertility, flowers, and springtime.

The arrangement of the individual objects follows the organizational  
logic of the Orangerie garden and emphasizes the spatial relationship 
between statues depicting Flora and the Olympian god Apollo. Amongst 
the elements on view were a large piece of petrified wood on an I-beam 
(Flora’s Garden I, 2012); a concrete pedestal set next to a steel stand 
holding several square and rectangular bronze components  
(Flora’s Garden II, 2012); a low-lying bronze platform with no objects  
placed upon it (Flora’s Garden III, 2012); and a white tubular shape, which 
the artist refers to as a “glyph” (Flora’s Garden V, 2012). 

While the overall composition appears at once intrinsic and arbitrary, the 
relationship between individual elements seems independent of precise 
scalar and structural dimensions. As if offering an interpretation of “Flora’s 
garden,” a recurring theme in Renaissance painting, Bove creates a space 
that is evocative of several epochs and genres, with each maintaining its 
own distinct identity.

Flora’s Garden I, 2012

Petrified wood and steel

Height: 144 3/4 inches 

(367.7 cm)

Flora’s Garden II, 2012 

Bronze, concrete, and steel

60 x 42 x 30 inches 

(152.4 x 106.7 x 76.2 cm)

Flora’s Garden III, 2012

Silicon bronze and stainless steel

12 x 144 x 96 inches 

(30.5 x 365.8 x 243.8 cm)

Flora’s Garden V, 2012

Powder-coated steel

48 x 72 x 60 inches 

(121.9 x 182.9 x 152.4 cm)

Flora’s Garden is composed of the following sculptures:
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Caterpillar on High Line at the Rail Yards

Produced specifically for the High Line at the Rail Yards in New York, 
Caterpillar featured seven large-scale sculptures shown from May 2013 to  
April 2014. Commissioned by High Line Art, this special project marked 
the last opportunity to view the undeveloped section of the elevated 
railway in its natural state, before construction begins on the final section 
of the public park. 

Karen Rosenberg noted in The New York Times on individual works 
that comprise Caterpillar: “Two [sculptures] are looping, hollow 
noodles of white powder-coated steel. [They] have been given 
playful, anthropomorphic titles, Prudence and Celeste [both 2013], 
but these squiggly creatures call less attention to themselves than to 
their postindustrial surroundings of gravel and rusted iron. Viewed 
on approach, their coils coalesce into a kind of tunnel; from the side, 
they look more like a stretched-out Slinky. Three other sculptures [Cow 
Watched By Argus, 14, and A Glyph (all 2013)], Tetris-like arrangements 
of steel I-beams, are well camouflaged by comparison. They evoke the 
frames of nearby buildings under construction, as well as the titanic 
outdoor works of Mark di Suvero, but seem to have more in common with 
the dilapidated skeleton of the High Line.” Also included are a flat bronze 
platform titled Monel (2012) and a sculpture composed of hand-polished 
brass cubes placed into a concrete base, Visible Things and Colors (2013). 

More generally, Caterpillar sets up a dialogue with public sculpture 
and so-called plop art. Bove has mentioned that she often thinks about 
outdoor sculpture as a set of glyphs, where each embodies a succinct 
fragment of a larger syllable. With its industrialized appearance that is 
visually reminiscent of works by sculptors such as Alexander Liberman, 
her glyphs appear to have been appropriated from this “grammar.” In this 
way, attention is focused onto the activity of creating the sculpture, which 
can be seen as a form of pastiche, ultimately prompting questions about 
originality and the significance of the artist’s gesture.
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Monel, 2012 

Silicon bronze and stainless steel

12 x 144 x 96 inches  

(30.5 x 365.8 x 243.8 cm)

14, 2013

Steel

120 x 192 x 90 inches  

(304.8 x 487.7 x 228.6 cm)

Celeste, 2013

Powder-coated steel

72 1/8 x 54 7/8 x 186 1/2 inches 

(183.2 x 139.4 x 473.7 cm)

Cow Watched By Argus, 2013

Steel

32 1/2 x 72 1/2 x 26 1/2 inches 

(82.6 x 184.2 x 67.3 cm)

A Glyph, 2013

Steel

120 x 97 1/2 x 60 inches 

(304.8 x 247.7 x 152.4 cm)

Prudence, 2013

Powder-coated steel

56 3/4 x 87 5/8 x 132 3/4 inches  

(144.2 x 222.6 x 337.2 cm)

Visible Things and Colors, 2013

Brass and concrete

30 x 12 x 12 inches 

(76.2 x 30.5 x 30.5 cm)

Caterpillar is composed of the following sculptures:
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Born in 1971 in Geneva to American parents, Carol Bove was 

raised in Berkeley, California and studied at New York University. 

Since she started exhibiting in the late 1990s, Bove’s work has 

been the subject of solo exhibitions at prominent venues, 

including The Museum of Modern Art, New York; High Line at 

the Rail Yards, New York; The Common Guild, Glasgow (all 2013); 

Palais de Tokyo, Paris (2010); Horticultural Society of New York 

(2009); Blanton Museum of Art, Austin, Texas (2006); Kunsthalle 

Zürich; Institute of Contemporary Art, Boston (both 2004); and 

Kunstverein Hamburg (2003). Major group exhibitions include 

Documenta 13, Kassel, Germany (2012); 54th Venice Biennale 

(2011); and the Whitney Biennial, Whitney Museum of American 

Art, New York (2008). 

In 2014, Bove debuted a new body of work alongside exhibition 

designs and sculptures by Italian architect Carlo Scarpa. 

Carol Bove/Carlo Scarpa is curated by the Henry Moore Institute 

in Leeds, England and produced in collaboration with Museion, 

Bolzano, Italy and Museum Dhondt-Dhaenens, Deurle, Belgium. 

The show is on view at the Henry Moore Institute (April – July 

2015), where it coincides with the artist’s first solo presentation at 

David Zwirner in London (April – May 2015). It was first hosted by 

Museion (November 2014 – March 2015) and will travel to Museum 

Dhondt-Dhaenens (October 2015 – January 2016).

Work by the artist is represented in permanent collections 

worldwide, including Fonds Régional d’Art Contemporain (FRAC) 

Nord-Pas de Calais, Dunkerque, France; The Museum of Modern 

Art, New York; Princeton University Art Museum, New Jersey; 

Wadsworth Atheneum Museum of Art, Hartford, Connecticut; and 

the Yale University Art Gallery, New Haven, Connecticut. She lives 

and works in Brooklyn, New York.
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David Zwirner

525 West 19th Street
New York, NY 10011
+1 212 727 2070

537 West 20th Street
New York, NY 10011
+1 212 517 8677

24 Grafton Street
London W1S 4EZ

+44 20 3538 3165

davidzwirner.com


