
	  

	  

 
“Rebecca Horn,” Modern Painters, September 2014. 
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REVIEWS IN BRIEF   NEW YORK

Jean-Michel Basquiat   
Acquavella Galleries //  May 1–June 13

These 22 drawings 
from the Schorr 
family collection 
represent a 
remarkable 
breadth from 
Basquiat’s output. 
Colorful oilstick-
and-collage 

compositions with crowned-king motifs look like 
accomplished studies for his paintings. Several 
other works on paper show the artist’s keen 
aptitude for mapping institutions and histories, 
like popular early 20th-century minstrel shows 
and the Bank of Burma. But another map—one 
that the artist presumably drew to the collectors’ 
house—comes off as a brag about the collectors’ 
relationship with the famously prickly artist.

You know what 
would be a cruel 
experiment? 
Gather some 
artists from 
Brooklyn, 
blindfold them, 
and deposit them 
in this survey of 
the Supports/Surfaces movement; record the 
expressions of dismay and heartbreak on their 
faces as they register the range and quality of 
the experimental, abstract work; and then remind 
them that it was all made by French artists, 
mostly in the 1960s. These “paintings”—made 
from dyed rope, textiles, cut vinyl, gauze, and 
other materials—explore territory that continues 
to be mined, inadvertently or otherwise.

Installation view of “Supports/
Surfaces,” 2014.

Untitled, 1981.

 

Mark Hagen  
Marlborough Chelsea //  May 10–June 21

3HWHU�&RIÀQ���
Red Bull Studios New York //  June 18–September 16

Installation view of “Living,” 2014.

“Guest Star” is a collection of space oddities. 
There are sculptures incorporating metal that  
has been anodized with Coke Zero, as well  
as a readymade composed of a car struck by 
a meteorite—the most sensational, yet least 

interesting, piece here. 
Hagen does a bang-up 
job of engaging with 
the gallery’s massive, 
concrete-floored space—
for instance, stretching 
an aluminum-and-
stainless-steel armature 
between one wall  
and a central pillar— 
and the works share  
an intergalactic vibe.

It’s a shtick, but it’s a good one: The artist is 
given paintings by peers that he then runs 
through the washing machine, later restretching 
the canvases and presenting them as his own 
works. The conceit wouldn’t be as entertaining 
if the donating artists were unknown, but the 
raw material—which ends up looking like faded, 
abstract frescoes—
comes from the likes 
of Dana Schutz and 
Nate Lowman. Their 
cast-offs become 
Ajemian’s gold  
mine, the starting 
point for a quirky, 
perhaps tongue-in-
cheek, process- 
based abstraction.

Incorporating 
smoke machines,  
aroma dispens-
ers, rotating 
mirrors, living 
plants, and 
a working 
DeLorean, 

Coffin’s “Living” purports to make very broad, 
open-ended inquiries. The artist talks about  
the need to “catalyze” thought in the mind  
of the viewer, but these sculptural pieces  
are mainly extravagant gestures, more bluster  
than brains. By shifting the onus of meaning 
making entirely onto the spectator, Coffin asks 
us to do the heavy lifting, interpreting a range  
of flashy objects that may well be meaningless.

Laundered Painting (25x23) II, 2014.

To Be Titled (Gradient  
Painting 45), 2014.

“Supports/Surfaces” 
Canada //  June 7–July 20

Moyer’s work has always been interesting—from 
early pieces that turned moving blankets into 
sculptural paintings, through experiments with 
bleach on fabric—but this show is next-level 
amazing. Minimalist textiles are now flattened 
beneath layers of glass, each one bearing a 
single type of loose painterly gesture writ large. 
Upstairs, shaped, ink-on-canvas panels pair 

with chunks of marble 
as a delicate exercise 
in contrast and balance. 
Downstairs, More Weight 
combines a marble 
platform on the floor with 
a framed expanse of 
dyed fabric suspended 
from the ceiling.From California, 2014.

Tris Vonna-Michell   
Metro Pictures //  May 21–July 25

Vonna-Michell takes 
unresolved histories and 
narrative dead-ends  
and transforms them into 
something paradoxically 
whole. In Postscript III (Berlin), 
a slideshow projection,  
the artist narrates a circular 
meta-story that’s about the 
act of storytelling itself, as 
well as the elusive qualities of 

memory. The slides’ click-clack punctuates Vonna-
Michell’s hypnotic voice. During live performances 
he is just as dense, turning himself into a sort  
of instrument, an avalanche of words. The images 
only obliquely jibe with what’s being said.

Slide from Postscript III 
(Berlin), 2014.

Birdie Lusch  
Kerry Schuss //  May 9–June 29

Sam Moyer  
Rachel Uffner Gallery //  April 26–June 22

These collages of flower 
arrangements are pitch 
perfect; sliced-and-diced 
magazine pages become 
the fodder for vases  
and blooms in whimsical 
yet refined compositions. 
The artist, who died  
in 1988, made this 
portfolio of 22 pieces  
in the summer of  
1973. In one collage, a 

cut-out version of Rodin’s Thinker ponders a 
baby-blue arrangement of flowers, its vase an 
excised image of power lines. In others, brightly 
patterned words and Lusch’s penciled writing 
provide an enigmatic context for the series.

Rebecca Horn 
Sean Kelly //  May 10–June 21

Der Feuerfall, 2013. 

“The Vertebrae 
Oracle,” an exquisite 
show of large 
drawings and motion-
sensitive sculpture 
by the 70-year-old 
German artist, rewards 
a long gaze. Named 
after a poem  
Horn wrote for Meret 
Oppenheim, the late Surrealist sculptor, the 
exhibition lyrically fuses the natural and man-
made, gentle and thorny. One piece features 
elements of Duchamp’s rotoreliefs moving  
in slow syncopation with tilting mirrors; another 
shows a circle of metallic spikes slowly coming 
to touch one another above a tangle of 
branches. The best works fuse beauty and bite.

Untitled, 1973.

Lucas Ajemian 
Marlborough Broome //  May 4–June 15
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