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Mark Bradford and the Getty
Museum have launched “Open Studio:
A Collection of Artmaking Ideas by
Artists." Conceived by the artist for K-12
teachers, the online project provides
free information on arts activities that
don't require a lot of preparation or sup-
plies. Contributors include Kara Walker,
Carrie Mae Weems, Kerry James
Marshall and Catherine Opie. This is
the inaugural project of the Getty Artists
Program, which will annually commis-
sion an artist to create educational
tools. (A survey of Bradford's work
remains on view at the Wexner Center,
Columbus, Ohio, through Oct. 10.)

The collecting (and selling) activi-
ties of Charles Saatchi are often
considered a barometer of an artist's
career. In July, the 67-year-old
advertising magnate announced his
ntention to give 200 pieces from his
collection to the British nation. If all
goes as planned, the works, with an
estimated value of $37.5 million, will
be turned over to a government-run
foundation to create the Museum
of Contemporary Art, London.
Saatchi's gallery is currently housed
in a 70,000-square-foot rented
space; whether it will remain there
has yet to be determined.

Modern Views, a project of the
National Trust for Historic Preserva-
tion, which launched in June to raise
funds for Philip Johnson's Glass
House and Mies van der Rohe's
Farnsworth House, is holding live
auctions on Sept. 16 at the Arts Club
of Chicago and on Oct. 6 at Sotheby's
n New York. A hundred architects and
artists have donated works inspired
by the iconic structures, among them
David Adjaye, Vija Celmins, Zaha
Hadid, Robert Morris, Ifigo Manglano-
Ovalle, Ken Price, Ed Ruscha, James
Rosenquist, David Salle, Richard
Woods and Sarah Morris, whose new
film Points on a Line will premiere.
Online bidding begins Sept. 7 at
sothebys.com/modernviews. A book
on the project is being published by
Assouline in late September.

Art and Activism: Projects of
John and Dominique de Menil, a
new book examining the Houston-
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In this remembrance of Louise Bourgeois,
the artist and writer Mékhi Xenakis shares
memories of her first encounter and
subsequent friendship with the late art-
ist. Their exchanges eventually led to a
collaboration on the 1998 book Louise
Bourgeois: The Blind Leading the Blind.

IN 1988, | WAS LIVING in New York,
painting and destroying everything

I made, feeling completely lost and
depressed. Then | discovered Louise
Bourgeois’s work. It was an enormous
shock, as if each of her pieces were
helping me recover my center of grav-
ity. At that time, Louise was not quite
as famous as she would become a
little later on, after the time of her now-
legendary “salons du dimanche.” She
was still relatively accessible. To my
surprise, | easily found her name in the
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phone book, and when | called, she ca, 1946

herself picked up the phone. Probably
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because of my accent, she spoke to me in French and began a series of questions
about my age and my life. Then she asked, “But what do you expect from me?”
Frightened by the bluntness of the question, I felt that | should simply tell the truth.
I'heard myself reply that she was the only person who could save my life. “But nobody
has ever asked me for such a thing. Do you understand how terrifying it is, what you're
asking of me?!" | was trembling with fear. After a long silence, she said in a low voice,
“Come to me on Sunday at 3:00, with your work.”

| brought a tiny sketchbook, filled with little creatures lost in the white pages. Louise
was waiting for me at the top of the staircase of her house. She was tense. And yet | felt
somehow deeply soothed by her eyes, so blue and clear. She led me to her desk and
said, "We're not going to stay here on our feet staring at each other all day long!” She
had me sit down in front of her, and she began looking through my drawings. Her face
softened; she asked the most astounding questions, as if she already knew me. For the
first time, | felt that | was with someone who understood my work and who accepted me.
When it was time to leave, she told me | could come and see her whenever | wanted.
With that, | came to her house regularly. She never told me what | had to do.

All those moments of intimacy, generosity and authenticity allowed me to see a Louise
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who was often worried or fragile but who, at the
same time, always manifested strength, intelligence
and intransigence completely devoted to feeding
her work. As she often declared to visitors, “We're
not here to waste time!” Our conversations were
focused on our work, but we also talked about our
mothers and fathers, about childhood, exile, mater-
nity and chaos. The question of fear arose again and
again in our conversations. One day she said to me,
“When you're overwhelmed with anxiety, you need to
walk with little steps, hold on to the wall, and you'll
see, it will slowly get better. I'm anxious when other
people fill up all the space, only talking about them-
selves. Then | explode, and afterwards | feel better.”
Often, | confessed to her that | thought | would
sink into madness if | went any further with my
art. Louise never succeeded in reassuring me.
So one day she picked up a little piece of paper
and wrote a few words. She handed it to me and
told me to keep it with me. A few months later, on
the phone, | mentioned the little paper again; she
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