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Mokha Laget at the hangar, 2017  Photo by Mokha Laget

INTRODUCTION

Artists have pushed and pulled at the perimeter of the canvas for decades to take it out of 
the conventional rectangular format and transform it into something completely different. The 
Solomon R. Guggenheim Museum in New York presented in 1964 one of the earliest exhibitions 
on this subject, The Shaped Canvas, that included Richard Smith, Frank Stella, Neil Williams, 
Sven Lukin and Paul Feeley. 

Around the same time, David Novros, Ed Ruda and Leo Valledor of the artist collective, Park 
Place Gallery in New York, explored the shaped canvas in response to architecture with ex-
treme corners and grand scale. In his later work, Valledor created illusions of torqued and bent 
planes floating in space that used the shaped canvas and reductive palettes to push the ex-
tremes of perspective. Leon Polk Smith frequently worked in the optical and illusory realm and 
his compositions often had elliptical shapes and multiple canvases that created the sense of 
volume.  In Washington, D.C., a couple of the Color School artists, Thomas Downing and Paul 
Reed, also used extreme shapes and reductive palettes to create the illusion of volume and 
very large planar “objects” floating in space.

Mokha Laget’s work with shaped canvases originates from her involvement with the formal 
approaches of members of the Washington Color School. Her shapes are informed by and 
evolve out of her compositions. This newest body of work  incorporates a wider range of both 
saturated as well as muted colors to create the illusion of objects in front of or behind others. 
“My shaped canvases play with perceptual ambiguity and illusionism, where the canvas edges 
become part of the internal structure,” she writes. “I like to involve the viewer in playful unreli-
ability.” Laget has layered these elements and color values and incorporated assertive shapes, 
giving the works depth and perspective as though the structures are three-dimensional and 
emerge out of the picture plane. Since Laget confines her work to a two-dimensional picture 
plane, the shapes of the canvas and the interplay and layers of color are an integral and neces-
sary aspect of her creation of illusory space.  

By David Eichholtz 
September, 2017
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MOKHA LAGET: TECTONIC TORQUE

 I first encountered the paintings of Mokha Laget in a hangar at the Santa Fe airport. 
Arranged salon-style in the back, and with her partner’s trim little light aircraft (Mooney – 
1964 turbo) tethered in the foreground, her colorful abstractions appeared airborne, kite-like, 
on the white wall of the spacious, sky-lit hangar.

 It felt appropriate to view Laget’s work in a place poised for take-off. She is a citizen 
of the world, and travel has been an important component of her life. Born to French parents 
in Algeria, her earliest memories are of the landscape and light of the North African desert, a 
vastness contrasted with the congested street life in the dust-and-exhaust-choked cities. Like 
Delacroix and Matisse and Paul Klee, she responded to the colors and patterns favored by 
desert nomads, the cool of Islamic tiles, the white-hot sun in the market square, and the long 
black shadows that cut through the dazzle of light like a knife.

 “I have traveled all my life,” Laget admitted. “Travel is lifeblood; it connects the plan-
et.” Her father was in the French foreign service and the family followed his work. Although 
she was schooled in France, there were stints in Brazil and Japan, and then further schooling 
in New York and Washington, DC. In Washington in the 1980s, she attended the Corcoran 
School of Art. There she came in contact with the legacy of the renowned Washington Color 
School of painters, whose members had included Morris Louis, Kenneth Noland, Thomas 
Downing, Howard Mehring, Paul Reed, and Gene Davis. She studied with Reed and became 
a trusted friend and studio assistant of Davis, whose broad horizontal paintings with their 
unpredictable rhythms of ravishingly hued vertical stripes provided her with an immersion in 
the possibilities of color.

 While in Washington, Laget also trained as an interpreter at Georgetown University’s 
School of Foreign Service, and she now travels the world as a simultaneous translator be-
tween French and English. (Our meeting at the airport hangar was torn from a busy schedule 
serving as interpreter for a group of women entrepreneurs from French-speaking African 
nations, invited to meet with counterparts throughout the US, with whom she was traveling 
and had brought to visit the International Folk Art Market in Santa Fe.) She is accustomed to 
juggling two languages at once, a trait that has carried over into her paintings.

 A student of linguistics, words are important to her. Attention given to her titles when 
viewing her work will always be rewarded with fresh insights. She is a poet and a published 
art critic, and has worked as a Performance artist and in many other aspects of the theater, 
including acting and scene design. In Washington, shortly after Gene Davis died unexpected-
ly, she was asked to create a piece to highlight the 1987 memorial exhibition for her former 
mentor at the National Museum of American Art. She supervised the painting of the street 
leading to the museum with an homage to Davis’s signature stripes. Exactly twenty years 
later, in 2007, she returned to participate in ColorField:remix, a city-wide celebration of the 
Washington Color School. Invited to revisit her earlier idea, she supervised the creation of 
Gene’s Jubilee, a street painting with 450 feet of colorful stripes stretched in front of the Na-
tional Portrait Gallery.

 She moved to Santa Fe in 1996, and in addition to the airplane hangar, she maintains 
a studio off the grid in the New Mexico countryside, where the long vistas of dry landforms 
and intense light recall her childhood experience of North Africa. In some unspoken way, the 
paradoxical interplay of clarity and distance in the New Mexico landscape—Georgia O’Keef-
fe’s “The Faraway Nearby”—has infiltrated the spatial order of Laget’s shaped compositions.

 Travel provides Laget with a rich and constantly changing source of inspiration and 
materials. She gathers not only color ideas, but also actual pigments from all over the world. 
Blending these pigments with a unique clay formula, she has been able to achieve a sumptu-
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ous array of hues with a rich, matte effect. On a recent trip to Morocco, she encountered an 
ancient floor mosaic in the ruins of an old Roman town. Intrigued by its use of small square 
tesserae and by the way an illusion of three-dimensional depth was applied both to figures 
and to the geometric “Greek-key” design of its border, she drew on its inspiration to create a 
series of cube-based lithographs, Off the Grid, at Santa Fe’s Landfall Press. 

 Laget is an artist of broad painting culture and a gifted colorist, well-versed in the 
tradition of geometric abstraction that developed during the twentieth century. She sees a 
precedent in the Russian Constructivists, especially their architectural relief sculptures featur-
ing interacting planes. Malevich’s Suprematist Black Square, his bid to purify the iconic aspect 
of art, also made an impression; and she is fond of his remark that, “Art is not only art but 
also a thought. It is the materialization of an idea.” Her embrace of the diagonal would put 
her closer to van Doesburg than to Mondrian’s formula of primal opposition. “The diagonal 
always sets the eye in motion,” she says. Nevertheless, a sense of vital opposition is central to 
her artistic concern. 

 She has exhibited with the MADI group of international geometric abstractionists that 
was founded in Buenos Aires in 1946. Playful and mechanical, the MADI artists quote Huizin-
ga’s 1938 essay Homo Ludens: “The terms we use to designate the elements of play are, for 
the most part, the same as those utilized in the aesthetic realm. Like art, play engages and 
delivers.” While well-received in Europe, the art of the MADI artists has never had much trac-
tion with American critics, who fault it for remaining “merely play.” Although there is much 
wit and delight in deceiving the eye in Laget’s work, it does not fall into the category of mere 
play.

 The geometric artist she is probably closest to is Josef Albers, who said that art 
should “present, not represent.” Albers took a lab-coat approach to exploring visual language 
and the perceptual possibilities of various rectilinear configurations, overlappings, and am-
biguous spaces, some examples of which resemble aspects of Laget’s work. His long-running 
Homage to the Square series features purely retinal effects of depth, which, like Laget’s, are 
generated by interactions of color alone. Aside from their sumptuous color, the salient feature 
of Laget’s paintings is their planar vocabulary of broad, flat, rectilinear shapes that interact 
optically.

 In a way, however, it’s a mistake to dwell on linking Laget’s work with the tradition of 
twentieth-century geometric abstraction, to which it relates only tangentially. There are much 
broader issues at stake. What needs to be understood is what it means to be a principled 
artist in the twenty-first century, to uphold high critical standards and to maintain a com-
mitment to the art of painting in an era fraught with increasing distractions, and which has 
repeatedly pointed to painting’s exhaustion.

  When the art of painting began to turn away from its long history of attempting to 
represent reality (or was it that reality had withdrawn from the feasibility of representation?), 
it turned back to itself, seeking self-definition. Painters initiated a critical self-inquiry and 
analysis of their own practice. This led to a questioning of the longstanding conventions of 
easel painting. Certain norms were taken to be the essential givens of the easel picture—the 
flat plane of its surface and the rectangle of its frame. Originally, the rectangle was associated 
with the framing of a view through a window, which a painting was thought to resemble. But 
painters recognized that the ultimate reality has to be the object at hand—the painting—and 
the painter’s desire to make a painting, a visual expression of sense and meaning.

     * * * *

 Although she uses an abstract vocabulary, Mokha Laget has been able to tap into the 
power of one of the great mysteries at the heart of the art of painting: our ability to look at a 
flat surface and to mentally re-conceive it as open space, a space we might be able to pene-
trate imaginatively and to enter. 
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 Painting was born in a critical—or we might say, magical—moment when percep-
tion and conception sharply coincided, when some solid, probably stone, surface suddenly 
dropped away and became open space surrounding some loose marks as they coalesced 
into, say, the figure of an animal. Losing its solidity, the hard surface became a fluid medium 
for the mind’s projections. Being vertical, frontally oriented creatures, we are capable of tak-
ing a flat, upright surface for an analogy to the actual space we walk in, the space that opens 
before us, a world’s space as it presents itself to us and we to it.

 Before that moment when it was discovered that images could be externalized and 
embellished and created at will, images had existed in our world only fleetingly—as cast 
shadows or reflections in still water or on the shiny surfaces of other eyes as we looked into 
them. On another day, we might have picked out a face in the profile of a rock outcropping, 
or the body of a sleeping woman in the contour of distant hills, a lion in a mounting cloud, a 
rabbit in the dark spots on the moon. These are examples not just of seeing, but of “seeing 
as”—of seeing one thing as another, of making associations based on past experience. Im-
ages, of course, are a part of mental life and the stuff of dreams, that internal realm of the 
mind’s reprocessing of our sensory experience, of trying out alternative possibilities for this 
acquired information, an activity that we call “imagination” and which the mind can conduct 
automatically, even when we are asleep. 

 Philosophy was very much a part of Laget’s French schooling. She credits the writings 
of Gaston Bachelard and Maurice Merleau-Ponty for contributing to her understanding of re-
lationships between imagination and space perception. Merleau-Ponty’s thought, in particu-
lar, delves into the mysteries of perception and its relationship to bodily experience, into how 
we relate as incarnate individuals—psychologically and physiologically—to this world that we 
move around in. Much of his writing concerns the activities of painters.

 In abstract painting, according to Merleau-Ponty, “What replaces the object is not the 
subject, but the allusive logic of the perceived world.”

 This is an important key to Mokha Laget’s art. Her handling of illusion, whereby per-
ception is solicited and then thwarted, approaches the essence of her enterprise. She under-
stands the fallibility of vision, how much it depends on contextual clues, and ultimately, how it 
relies on the entire physiological conditioning of lived experience. 

Merleau-Ponty again:

In the presence of a painting,…as in the perception of things themselves, it is a matter of con-
templating, of perceiving the painting by way of the silent signals which come at me from its 
every part, which emanate from the traces of paint set down on the canvas, until such time as 
all, in the absence of reason and discourse, come to form a tightly structured arrangement in 
which one has the distinct feeling that nothing is arbitrary.
     * * * *

 Through her association with the painters of the Washington Color School in the 
1980s, Laget was party to studio talk about the principles of a self-disciplined commitment to 
painting, largely as they had been articulated by Clement Greenberg in his formalist account 
of the philosophy of Modernism. By that time a “postmodernist” backlash had developed, 
and Greenberg’s influence was waning. Concern for the intensifying strain in the relationship 
between art and society, a crisis of identity, and the undermining imperatives of late-capital-
ism had sent artists in a variety of directions, seeking new purpose. Laget, too, found Green-
berg limiting. 

 But no serious artist could be unaffected by the great period of mid twentieth-cen-
tury American painting and art criticism. That generation’s ambition to match the best art of 
the tradition, together with a determined drive to discover and define the essential basis of 
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each artistic discipline, had been centered in high moral standards of critical self-analysis. Talk 
of “Where do we go from here?” would have been a vital topic of discussion in the Washing-
ton studios while Laget was there. It’s interesting to note that in recent works, she has found 
solutions that have strong parallels with Greenberg’s formalist analysis, delving into issues 
with deep roots in perception and in the basic conditions of the art of painting.

 Greenberg famously declared: “Under the testing of modernism more and more of the 
conventions of the art of painting have shown themselves to be dispensable, unessential. By 
now it has been established that the irreducible essence of pictorial art consists in but two 
constitutive conventions or norms: flatness and the delimitation of flatness.” But in “Modernist 
Painting” he pointed out:

The flatness toward which Modernist painting orients itself can never be an utter flatness. 
The heightened sensitivity of the picture plane may no longer permit sculptural illusion, but 
it does and must permit optical illusion. The first mark made on a surface destroys its virtual 
flatness…. Where the Old Masters created an illusion of space into which one could imagine 
oneself walking, the illusion created by a Modernist is one into which one can look, can travel 
through, only with the eye. 
     * * * * 

 Color is a key component of Mokha Laget’s shaped paintings. Each painting is built 
on an assembly of broad rectilinear shapes that tend to read as planes in space. Each com-
ponent shape has been identified with a single hue, which fills it corner-to-corner without 
shading or change and establishes it as a flat form. Working on his famous cut-outs, Matisse 
spoke of using his scissors to carve color directly like a sculptor. Color attains a similar phys-
ical quality in Laget’s paintings, and she arranges her shaped units in such a way that they 
“carve” the space around them, including the outside framing-edge. In recent works she has 
been using either clay-based paints of her own formula or flasche, a commercial paint having 
a thick matte finish and vibrant intensity similar to tempera or gouache. These paints soak 
into the canvas fabric and fuse with it uniformly. The result is a richly saturated, velvety, and 
sensuously matte surface, filled with light. 

 Color takes on substance as shape and color become completely identified. Some-
times the color-plane will seem as thin as a sheet of colored celluloid, overlapping transpar-
ently or translucently when it joins a similar planar sheet (Pinfire; Earthbound). Occasionally, 
the interacting shapes will appear to be the result of folding a single sheet of paper, an effect 
like an elaborate Origami (Hatchway; Pliage; Somewhere; Upwind). In other works, a greater 
thickness and rigidity is implied, and the configurations appear to be constructed of enam-
eled sheet metal (Aperture; Cantilever; Moreover; Outskirts). There are also works in which 
the color seems to swell the form that it infuses, almost as if the shape itself might be a beam 
of colored light (Hotspot, especially; but also Ventana and Pinfire). This swelling effect is rem-
iniscent of the colored walls in the architecture of Luis Barragán, whose work Laget has long 
admired (Fortnight; Periphery; Outlier; Seesaw; Upland). As Emilio Ambasz remarked about 
Barragán’s architectural fusion of color and form: “Space flows majestically like liquid silence.”  
In the end the entire arrangement produces an optical field of color forms, interacting dy-
namically, tightly integral, and locked together in opulent intensity.

 What is most important, however, is that at no point can a coherent illusion of rational 
space be successfully read into Laget’s formal arrangements. Visual cues are introduced and 
constantly contradicted, so that the eye cannot finally resolve the image. This is where the 
power of Laget’s art comes to full effect. Its basis is in her method of working out her con-
figurations in a dialogue between “plane” and “solid” geometry. If she wants to introduce a 
square, for example, she will usually imagine that square as one of the planar sides of a cube. 
The cube, being a three-dimensional (solid) form, exists within spatial depth, and the planes 
of its sides will be distorted according to the observer’s point of view. In other words, each 
shape that Laget introduces has been conceived as a flat, two-dimensional plane, but one 
that has then been imaginatively projected into three-dimensional space, where it would re-
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cede optically in depth and the sides would slant accordingly on a diagonal. However, as she 
is working with only imaginative projections in the “virtual” world of painting, she retains the 
distorted shape of the plane in depth with its diagonal sides, and simply redeploys it as a flat 
irregular polygon on the two-dimensional surface of her canvas. 

 Anytime the eye sees a plane with diagonal sides, it will habitually want to interpret 
it as receding in depth. We want to read Nave, for example, as three colored squares falling 
through space in front of a tall blue rectangle. But only one true square is painted; the other 
two are narrow diamonds, which we interpret from their squashed shapes as squares angled 
in depth, tilting this way and that. Context also influences our reading, including the subtle 
overlapping of the planes. 

 Given the primacy of color in her work, it’s interesting to note that Laget develops 
her ideas for paintings first in black-and-white. She studied photography in art school, which 
sharpened her feeling for light and for tonal contrast; and part of the subtlety of the illusions 
in her final paintings comes from the fact that she imagines a consistent light source for her 
imaginary solids. She will often use mechanical drawing techniques, such as the “exploded 
view.” (The print Off the Grid #6, for example, is based on an “exploded view” of a box-like 
cube, unfolded to reveal all of its sides.) Preparatory sketches in graphite are done in small on 
graph paper and collected into notebooks, where they are worked with for some time before 
plans are drawn up for enlargement and a shaped armature is built for stretching the canvas. 
She makes decisions about color only after she has the bare stretched canvas shape physi-
cally in hand and has carefully traced the outlines of its internal configuration.

 Sometimes the colored shapes will seem to intersect or overlap. But when these 
overlaps occur, they are not colored as a mixture of the hues of the two interacting shapes. 
Instead, the resulting shape is painted an altogether foreign hue. The eye has to go back 
to reading the resulting shape as an independent flat shape on the flat surface. Flatness is 
maintained overall; and although the eye and mind are constantly given numerous cues for 
the introduction of depth—by a tapered edge that appears to be receding in space, or by a 
change of shade that implies the shadowed side of a solid—the cues are contradicted and 
the space cannot be rationalized. We try to project our bodily experience of three-dimension-
al space onto the painting, only to find our reading frustrated or playfully jostled by contra-
dictory cues. Laget is actually defeating trompe l’oeil (fooling the eye), and like the Cubists, 
proposing instead to trompe l’esprit (fool the mind), thwarting the viewer’s impulse to read 
an illusion of spatial depth or to impose a narrative. Like Pollock’s ‘allover’ line, Laget’s paint-
ings give the eye no rest. The painting’s space remains “available to eyesight alone.”

 That quality of pure visibility, without external reference, became an imperative of 
Modernist painting, according to Greenberg. In his explanation of how the space of Barnett 
Newman’s paintings is “available to eyesight alone,” Michael Fried remarked that, “The be-
holder is faced with a complex situation in which his responsiveness to tactility and tactile 
space has been aroused but not allowed to come to a definite conclusion.”
 
 Geometry is unreal. It is an abstraction, extrapolated from the conditions and be-
havior of the natural environment. Its forms are not given in nature, but abstracted from our 
attempt to come to terms with nature and its unseen laws. The two-dimensional figures of 
plane geometry—circle, square, triangle—can be constructed or delineated only with the aid 
of mechanical tools. They do not exist in nature. Their outlines on paper are “models” of men-
tal constructs, products of human artifice. When translating between the three-dimensional 
space of actuality and a flat two-dimensional surface, “plane” geometry (square, triangle) is 
“real,” but “solid” geometry (cube, pyramid) is only “virtual.” Laget exploits this paradox. She 
translates implicitly tactile cues into entirely visual ones. The space of her paintings is sus-
pended between the real and the unreal in a constant optical interplay. With no ultimate reso-
lution, the painting remains wrapped in its own perpetually labile and autonomous world.

     * * * *
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 Mokha Laget’s original title for this exhibition was “Tectonic Torque.” Like all of her 
titles, this one is richly evocative on multiple levels. The term refers to forces at work on the 
earth’s crust and to the shifting of the massive plates beneath the surface, which causes 
earthquakes and Continental Drift. “Torque,” a twisting action, is an aspect of the vast pres-
sures exerted on these plates by the spin of the earth’s rotation on its axis and by the interac-
tion between the planet’s own gravity and the pull of the sun that it is orbiting. “Tekton” is the 
Greek word for craftsman, adopted here to refer to the earth’s structure. These are some of 
the kinds of invisible forces that geometry (which, after all, comes from Greek words meaning 
“earth” and “measure”) was invented to help us visualize. 

 In crafting the lushly colored architectonic plates that structure her shaped canvases, 
Laget has imbued them with internal pressures. These pressures, however, are not invisible. 
In fact, they are only visible. They exist only in painted relationships and how these affect the 
mind and eye of the viewer.

         --William Peterson

Art critic William Peterson lives in Albuquerque. Longtime editor of Artspace magazine, he 
has also been a correspondent for Art News, an adjunct professor of art history at the Uni-
versity of New Mexico, and Associate Editor of Museum Publications at  the J. Paul Getty 
Museum.

Mokha Laget

Nave, 2017

Flashe and pigment on shaped canvas, 72” x 50” x 2”
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 Mokha Laget

Outskirts, 2017

Flashe and pigment on shaped canvas, 43” x 47” x 1”

Mokha Laget

Ventana, 2017

Flashe and pigment on shaped canvas, 28” x 20” x 1” 
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MOKHA LAGET: IN SHAPE, IN COLOR 

Life is full of unexpected visual experiences: mountains in the distance change from red to pur-
ple to blue. Evening sunlight drapes the strict edges and flat planes of the built environment, 
and spills through windows for a golden hour or two. Shadows stretch our silhouettes to the 
size of giants or cover us in darkness, making us feel small and invisible. 

Artist Mokha Laget draws from moments such as these, rooted in her lived experience, to cre-
ate colorful, geometric abstract paintings. Growing up in France and North Africa, she remem-
bers seeing light pour through the stained glass windows of 11th and 12th century abbeys, and 
the sun strike sand dunes when she crossed the Sahara desert as a child. 

Today, Laget lives in Santa Fe, New Mexico, ushering in its infamous light to play a major role 
in her artworks. Through a mix of acrylic paint, clay, and natural pigments, which inherently 
lend themselves to the properties of light and terrain, she creates colors that evenly absorb 
and reflect light, allowing for a smooth, but not slick, surface. She sets herself apart from other 
geometric abstract artists by applying this suede-like medium to canvases wrapped over large, 
flat, irregularly-shaped, angular stretchers.

In recent works, especially those included in Mokha Laget: In Shape, In Color an exhibition of 
paintings she made in 2017, Laget showcases rich velvety shadows of black, grey, purple, and 
blue—colors that play major roles in the perception of depth, distance, and direction. Comple-
mentary oranges, reds, and yellows bring the heat and light of the Southwest sun. Acknowl-
edging but defying the stabilizing nature of the grid, she outlines then paints polygons—color-
field-like forms—that successfully and curiously employ the psychic line and dynamic power of 
the diagonal. Her compositions play visual leap frog as these lively shapes click into place, then 
quickly jump behind and hover in front of each other again. 

For example, Crossbow’s focal point exists where two black arrows kiss. These are, in fact, 
elongated triangles that live on the corner edges of two centrally located squares, one grey 
and one lavender, making them appear oblique. The black forms seem to sail in front of a red 
backdrop or recede into a dark nook. Off to the right, a mustard yellow diamond is caught in a 
moment of seeming transparency as it floats past the grey square. Alternatively, viewers might 
recognize this as a stream of warm sunlight, or a reflection, cast on a far wall. 

The colors Laget uses to depict moments like this are not the result of mixing overlapping 
colors, as we viewers might expect. Instead, she creates entirely new hues that challenge our 
assumptions and acceptance of the compositional story. In works such as Cantilever, Airlift, 
and Seesaw our eyes succumb to the visual flips and optical illusions (this color or shape looks 
like it is in front of that one). We also begin to automatically accept or believe unrealistic color 
mixing (when this color overlaps with that one, it looks like this). 

In Hotspot, similar to Crossbow, triangles play major roles. A small maroon-purple triangle re-
sides in the center right hand area of the canvas, giving a sneak peak “behind” the dominant 
orange horizontal panel. Below, a lighter yellow-orange triangle hangs off the edge, acting as a 
visual stabilizer. A red field of color seems to jut forward, bisected by the orange panel, which 
creates a small red corner—another small triangle, the point of which joins with the top edge 
point of the lower color purple panel, grounding the entire piece yet receding into the back-
drop. Connection points like these emphasize the literal flatness of interlocking forms even as 
the scene unfolds. It feels familiar but is purposely not entirely identifiable: the view around the 
corner of a house; the difficulty of depth perception as a mountain range comes into view; a 
stairstep, an awning, an airplane wing?

By breaking out of the rectangle, along with her unmistakable references to architecture, land-
scape, and light, Laget positions herself firmly within an art historical lineage of geometric 
abstraction, citing De Stijl artist Theo Van Doesburg and Russian Constructivist Lyubov 
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Popova as strong influences. In contrast to other geometric abstractionists, for example Fred-
erick Hammersley, who painted strictly within the grid, or geometric purist Carmen Herrera 
who found great pleasure in the straight line, or Helen Lundeberg who tended toward dramatic 
surreal interior and exterior scenes, Laget embraces the power of subtle suggestion. Her aes-
thetic and conceptual considerations, exemplified by her premeditated structural decisions 
about the shapes of her canvases relative to the painted compositions, link her to MADI art, an 
international abstract art movement initiated in Buenos Aires that is still active today. 

Laget’s interest in the spatial relationships of our immediate surroundings, as well as her on-
going relationship with the practice of painting, connect her with more contemporary urban 
artists who employ geometry, color, and illusion, for example, as seen in the work of muralist 
and painter Maya Hayuk and and even the paintings and light boxes of Larry Bell. But Laget, 
through her mastery of and commitment to flat, shaped-canvas compositions, is pushing past 
the limits left unexplored by her (mostly male) predecessors and contemporaries. Her work is 
especially interesting today, amidst a dominant visual culture of digital images formatted to 
be experienced on a rectangular, back-lit screen—placed within a forced frame. (Author’s note: 
even while writing this essay, I was relying on digital images of Laget’s works for reference after 
our studio visit, and became acutely aware that I was viewing her shaped canvases, isolated, 
against a white backdrop, or frame.)

Without reverting to heavy-handed illusions or trickery, these paintings—arguably “viewshed” 
works or viewfinders, of sorts—capture moments when the built environment and the natural 
landscape meet, tracking the light that floods simplified (if not impossible) aerial and ground 
views. Further, Laget’s titles act as guideposts for our geographical, architectural, and psycho-
logical imaginings—Pinfire, Somewhere, Outskirts, Skylight, Aperture—and her as visual phe-
nomena take place before our very eyes, leaving us wondrously trying to discern whether our 
surroundings are as we expect them to be or as we truly perceive them.

—Nancy Zastudil

Nancy Zastudil is an art curator, writer, and editor. Currently, she is owner/director of Central 
Features Contemporary Art and Administrative Director of the Frederick Hammersley Founda-
tion. She is also Visual Arts Editor for Arts and Culture Texas, and her reviews and features have 
been published in various other magazines and publications. Nancy holds a Bachelor of Fine 
Arts in Painting and Drawing from The Ohio State University and a Master of Arts in Curatorial 
Practice from California College of the Arts.

 Mokha Laget

Upland, 2017

Flashe and pigment on shaped canvas, 30” x 35” x 1”
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 Mokha Laget

Catwalk, 2017

Flashe and pigment on shaped canvas, 48” x 112” x 2”



Mokha Laget

Moreover, 2017

Flashe and pigment on shaped canvas, 29” x 38” x 2”
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 Mokha Laget

Crossbow, 2017

Flashe and pigment on shaped canvas, 48” x 48” x 2”



16

Mokha Laget

Phase 5, 2017

Flashe and pigment on shaped canvas, 35” x 20” x 1”



Mokha Laget

Outlier, 2017

Flashe and pigment on shaped canvas, 48” x 43” x 2”
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Mokha Laget

Airlift, 2017

Flashe and pigment on shaped canvas, 64” x 64” x 2”
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Mokha Laget

Stratum 2, 2017

Flashe and pigment on shaped canva, 62” x 38” x 2”
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Mokha Laget

Pinfire, 2017

Flashe and pigment on shaped canvas, 58” x 104” x 1”
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Mokha Laget

Cantilever, 2017

Flashe and pigment on shaped canvas, 36” x 30” x 2”



Mokha Laget

Hotspot, 2017,

Flashe and pigment on shaped canvas, 42” x 33” x 1”
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Mokha Laget

Upwind, 2017

Flashe and pigment on shaped canvas, 60” x 30” x 2”



26

SELECTED  SOLO EXHIBITIONS

2017 David Richard Gallery, In Shape, In Color      Santa Fe, NM
 Salon des Réalités Nouvelles      Paris, France
 West Texas A&M, The Colour and the Shape   Amarillo, TX
 Art Academy of Lecce, Matter in Time    Lecce, Italy
2016 Museum of Geometric Art, Color into Space   Dallas, TX
  (Catalog essays by Eleanor Heartney & Steve Naifeh)
2014 Sonja Roesch Gallery, Chromatic Constructs   Houston, TX
2013 Peyton Wright Gallery, Color Walk     Santa Fe, NM
2010 Center for Contemporary Art, Crux      Santa Fe, NM
2002 Peyton Wright Gallery, Sub Rosa     Santa Fe, NM
2000 Peyton Wright Gallery, Codes and Notations   Santa Fe, NM
1999 Whelan Gallery, More Poetics of Noumenalism  Santa Fe, NM
1998 David Adamson Gallery, Circumnavigations    Washington, DC
1994 Rosenberg Gallery, Goucher College, Schemata    Baltimore, MD
1991 Franz Bader Gallery, Morphologies     Washington, DC
1990 IFRU, Galerie Matisse, Materia Prima    London, UK
 Galerie Métamorphose, Archéographies   Paris, France
1989 The Kunstraum, Dream Poetics     Washington, DC
1988 Carega Gallery, Threads & Labyrinths    Washington, DC
1987 Carega Gallery, Impulse & Reverie     Washington, DC

SELECTED GROUP EXHIBITIONS

2017 Salon des Réalités Nouvelles       Paris, France   
 Peyton Wright Gallery, The Shapeshifters                  Santa Fe, NM
 Museum of Geometric & Madi Art, Origins in Geometry      Dallas, TX
 Art Academy of Lecce, Madi: Matter in time   Lecce, Italy 
 University of Texas, The Shape and the Colour  Amarillo, TX
2016   Galveston Arts Center, The Shape of Things to Come Galveston,TX
 Chicago Art Fair exhibited by Landfall Press
2015 Peyton Wright Gallery, Symphony of Color      Santa Fe, NM
 TCAF exhibited by Sonja Roesch Gallery                  Houston, TX
 Petit Palais, Salon des Arts Contemporains      Paris, France
2014 IFPDA exhibited by Landfall Press       New York City, NY
 TCAF exhibited by Sonja Roesch, Gallery      Houston, TX
 Santa Fe Art Fair exhibited by Landfall Press  Santa Fe, NM
 Katzen Art Center at AU Museum, 
  Washington Art Matters 1940-1980      Washington, DC
 Select Fair NYC exhibited by UNIT       New York City, NY

Mokha Laget is an international artist with European roots, who 
lives and works in Santa Fe, NM. In addition to her career as an 
artist, Ms. Laget has worked for the last 20 years as a simulta-
neous French language interpreter for international delegations 
coming to the US or international conferences abroad, as well 
as Program Coordinator with Educational and Cultural Affairs at 
the US Department of State. 



2013 Santa Fe Arts Commission, The Enduring Modernist 
  Aesthetics in NM       Santa Fe, NM
 Petit Palais, Salon d’Automne: L’Alternative   Paris, France
2011 Biennale of Art and Literature II    Cairo, Egypt
 Centro UNESCO de Sarria, Salon de Sarria VI  Galicia, Spain
 Art Sun Shiwory Gallery, Tohoku Relief   Kurashiki, Japan
 Salon Espace Champerret, Libre comme l’Art  Paris, France
2007 Florence Biennale of Contemporary Art,    Florence, Italy
2006 Centre d’Art Contemporain     Chamalières, France
 Espace Montreuil, Salon d’Automne       Paris, France
2002 Corcoran Gallery of Art, BFA 25    Washington DC
 Grand Palais, Salon d’Automne    Paris, France
1999 David Adamson Gallery, Objects of Desire      Washington DC
1997 Center for Creative Leadership, In Print   Greensboro, NC
1995 Troyer Fitzpatrick Lassman, Gallery Selection  Washington DC
1992 Corcoran Gallery of Art, Hemicycle Inaugural Exhibit Washington DC
 American University Museum, Revered Earth  Washington DC
1991 Gallery K, Gallery Artists        London, UK 
1990 Provincetown Art Museum, Solstice        Provincetown, MA
1989 Musée du Luxembourg, Three Americas   Paris, France
 BC Space, Art of the Matter     Laguna Beach, CA
 Window Box Gallery, Torn Visions       New York City, NY
 Billman Gallery, Chromatic Inversions   Los Angeles, CA 
1986 West Gallery, Handmade Books    Denton, TX
 Tallahassee Institute for Contemporary Art, Four Arts Tallahassee, FL
 The Arts Center, Fiber X        Iowa City, IA
 Del Bello Gallery         Toronto, Canada
1984 NY-DC Collaboration with Gene Davis, The Ritz  Washington, DC
 The 16th Note, InterDada                    San Francisco, CA
1981 Jack Rasmussen Gallery, Post Lateralism      Washington, DC

EDUCATION

2004 University of California Hayward, Graduate Study in Museum Studies 
1992 CCI, Georgetown University School of Linguistics, Washington DC 
 Graduate Degrees Interpreting and Translation (E-F-S) 
1982 BFA Corcoran School of Art, Washington DC 
 DEUG Anglo-American Literature and Civilization, University of Caen, France 
 Undergraduate Studies, Art and Anthropology, Montgomery College, Maryland 
1981 Atelier Pierre Brignol, Lauragais, France
                         

COMMISSIONS & EDITIONS  
 
2017 Johnson Law Group, Southern Wing    Dallas, TX
 The Medical Center, Springboard West   Dallas, TX
 Off the Grid, Portfolio of 7 Lithographs, ed. 30, 
  Landfall Press      Santa Fe, NM
2016 Department of State, Art in Embassies, Northern Light  Nouakchott, Mauritania
2015 Pliage, Hand pulled Lithograph, ed. 20, Landfall Press Santa Fe, NM
2014 Homage to the Wedge, Lithograph, ed. 20, Landfall Press Santa Fe, NM
 Blackjack, Hand pulled Lithograph, ed. 40, Landfall Press Santa Fe, NM
2007 DCAH Public Art Commission, Color Field Remix on 8th St
         Washington, DC 
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COLLABORATIVE WORK
 
2017  Guest Curator, Museum of Geometric & Madi Art, Joel Froment & Elvira Daeter 
   (catalog)   
2013  Tupelo Press Poetry Residency, Truchas, NM
2012  Interview: Talking art criticism with Derek Guthrie, THE Magazine/Sept. 
   Santa Fe, NM
2009  Catalog essay, Derek Guthrie at Finlandia University, MI
2008  Performer, WaterWeavingWomen, w/ D. Mazeaud & E. Wiseman, Santa Fe, NM
2004-2012 Art Restoration Specialist, Majuka Studios, La Cienega, NM
2004-6          Assistant Curator, New Mexico Museum of Art, Santa Fe, NM
2003-4          Archival Intern, New Mexico Museum of Art, Santa Fe, NM
1999              Translator (into English) Le Livre de Saphir by G. Sinoué (Amarna Books)
1993  Translator (into French) Buddhism, Wisdom and Faith 
   (Sutra Committee, Canada)  
1992  Project Coordinator, Contemporary Art Exchange US/Africa
1991  Performer, Resonant Environment, R. Butler, McLean Project for the Arts, VA
   Curator, Metaphoric Structures, Strathmore Hall Arts Center, MD
1990              Fine Arts Instructor, Maryland College of Arts & Design
  Vision and Revision in DC Art by Mokha Laget, The New Art Examiner, 
   Feb 1990, p. 30-34.
  Curator, Detritus & the Poetics of Noumenalism, Gallery 10, WDC
1991  Metaphoric Structures: Science, Symbols & Matter, Catalog essay, 
  Strathmore Hall Arts Center, Rockville, MD
1989  Co Chair, The Artists Congress, National Museum of Women in the Arts, 
   Washington, DC
  CoCurator with J.W. Mahoney, Elegies, Tartt Gallery, Washington, DC
  Co Chair-Coalition of Washington Artists, WDC
1988  Exhibition Specialist- National Museum of American Art & The National 
   Learning Center
  Curator, Permanent Collection Community Center for Creative Non-Violence,
    WDC
1986-88 Public Relations Director, Gallery 10, Washington, DC
1985-6  Archival Specialist-Artists Estates, Washington, DC
1984-91 Theatre: Set Designer, Performer, Stage Director, Washington, DC
1981-4  Studio Assistant to Gene Davis, Washington Color School Painter, 
   Washington, DC
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