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INQUIRE

TISHAN HSU
Breath 4, 2021
UV cured inkjet, acrylic, silicone on wood
48 x 62 x 5 inches (121.9 x 157.5 x 12.7 cm)
[TH1222.21]

http://miguelabreugallery.com/inquire/


Breath 4, 2021 [detail view]



Breath 4, 2021 [detail view]



Breath 4, 2021 [detail view]



Breath 4, 2021 [side view]



INQUIRE

JEAN-LUC MOULÈNE
Catasphère (Paris, 2019), 2019
bronze, patina
20 3/4 x 23 5/8 x 19 5/8 in (52.7 x 60 x 49.8 cm)
edition of 3 + 2 APs
[JM1634.19]

http://miguelabreugallery.com/inquire/


Catasphère (Paris, 2019), 2019



Catasphère (Paris, 2019), 2019



As its title indicates, Catasphère can be described as the staging of a set of catastrophes. In this sculpture, 

Moulène arranges around an earth-like bronze sphere the initial five figures of French mathematician René 

Thom’s Catastrophe theory. For the artist, an intriguing aspect of Thom’s theory is that he himself chose to  

popularize it by representing it, that is by drawing and giving names to each of the figures of catastrophe in 

question: the fold, the cusp, the swallow, the butterfly, and the wave.

Common representations of these reductive figures are usually on an x-y-z axis plane. Moulène’s  

challenge was to calculate, combine, and transpose them onto a smooth globe that can be continuously  

traveled with one’s finger without disruption, only to encounter bifurcations or discontinuities in six  

specific places.



INQUIRE

JEAN-LUC MOULÈNE
Sample (Onyx) 4 (Vérone, 2015), 2015
onyx
16 1/2 x 20 1/8 x 20 1/8 inches (42 x 51 x 51 cm)
[JM1069.15]

http://miguelabreugallery.com/inquire/


Sample (Onyx) 4 (Vérone, 2015), 2015



As is often the case in Jean-Luc Moulène’s work, this five point star shaped object made of onyx  

manifests a geometry riddle: How is it possible for five identical cones extending out from a shared  

center not to fit in a perfect sphere?

The linear striation of the stone reveal the geological formation of the material itself.



INQUIRE

ALEX CARVER
Bog Bodies (Radiant energy apparatus for investigating selected areas 
of interior objects obscured by dense material), 2021
oil on linen
78 x 116 inches (198.1 x 294.6 cm)
[AC2054.21]

http://miguelabreugallery.com/inquire/


Bog Bodies (Radiant energy apparatus for investigating selected areas 
of interior objects obscured by dense material), 2021 [detail view]



Bog Bodies (Radiant energy apparatus for investigating selected areas 
of interior objects obscured by dense material), 2021 [detail view]



Bog Bodies (Radiant energy apparatus for investigating selected areas 
of interior objects obscured by dense material), 2021



Bog Bodies (Radiant energy apparatus for investigating selected areas of interior objects obscured by dense  

material) is a new painting overlaying different forms of image production, each of which seems to  

oscillate, phasing and emerging in the direction of the eye and generating the sensation of one realm of  

information becoming visible only by way of another. The depicted bog bodies are mummified, high resolution 

images that the earth itself has produced. Paradoxically, they are preserved in a state of decay, resisting fixity,  

diagrammatical interpretation and binary distinction. The painting’s parenthetical title refers to the original  

patent text for the CT scanner, which in this work phases between botanical, biological, geological and painting 

forms, effectively obscuring, joining and grafting the painting’s figures into a state of indeterminacy.

Recurrent images of plant material take on a special relevance in Carver’s works, as advanced  

biomedical grafting techniques now involve the use of plant fibers as the skeletal structure for transplanting  

and growing new tissue, transfusing natural and technological processes. Through his own layering of machine  

stenciled screens, frottage and brush work, and the combining of scientific precision with the  

fantastical, Carver’s paintings develop an elusive world of imagery in which dense layers are splintered with  

negative images, like a vectorized labyrinth, set against a sweeping gesso ground that gathers and binds  

together the painting’s diverse materials.



INQUIRE

FLORIAN PUMHÖSL
Warped Relief (Lasurrot/Mittel), 2021
acrylic and pigment on folded metal sheet mounted on Dibond
63 x 84 inches (160 x 213.4 cm)
[FP1321.21]

http://miguelabreugallery.com/inquire/


Warped Relief (Lasurrot/Mittel), 2021 [detail view]



Warped Relief (Lasurrot/Mittel), 2021



INQUIRE

ROCHELLE GOLDBERG
Intralocutor: “You were born. And so you’re Free. So happy birthday”, 2020
bronze, coins, eyeshadow, and New York granite
68 x 28 x 18 inches (172.7 x 71.1 x 45.7 cm)
[RG1250.20]

http://miguelabreugallery.com/inquire/


Intralocutor: “You were born. And so you’re Free. 
So happy birthday”, 2020 [detail view]



Intralocutor: “You were born. And so you’re Free. 
So happy birthday”, 2020 [detail view]



Intralocutor: “You were born. And so you’re Free. So happy birthday”, 2020 [detail view]



INQUIRE

BLAKE RAYNE
Choir no.5, 2021
acrylic on linen
72 x 92 inches (182.9 x 233.7 cm)
[BR1546.21]

http://miguelabreugallery.com/inquire/


Choir no.5, 2021 [detail view]



Choir no.5, 2021 [side view]



INQUIRE

SCOTT LYALL
Talent 17, 2021
gold nano particles and acrylic gel medium on ink printed glass, mirror
48 x 67 1/2 x 2 inches (121.9 x 171.5 x 5.1 cm)
[SL2256.21]

http://miguelabreugallery.com/inquire/


Talent 17, 2021 [side view]



INQUIRE

BEAUX MENDES
Untitled, 2021
ink on half-chalk ground (marble dust, oil emulsion), muslin
12 x 8 3/4 x 3/4 inches (30.5 x 22.2 x 1.9 cm)
[BM1005.21]

http://miguelabreugallery.com/inquire/


Untitled, 2021 [side view]



No image is isolated in Beaux Mendes’s work, as each exists in a continuum of formation—a distribution 

of the senses—wherein representation is fluid and resists fixed resolution. The column—a monumental,  

idealized form—dissolves into its foggy surround, suggesting the fragile claim of civic institutions. This 

drift into and out of the landscape traces synchronicities through time and space. The first columns came 

from felled trees, organic earth matter, that in a natural course of transition would decompose—transform 

into dust—fueling and integrating with the ground from which it emerged.



INQUIRE

BEAUX MENDES
Untitled, 2021
CNC-routed, bookmatched black Claro Walnut, poppyseed oil
21 1/4 x 21 inches (54 x 53.3 cm)
[BM1000.21]

http://miguelabreugallery.com/inquire/


Untitled, 2021 [side view]



INQUIRE

DANA LOK
Dappled, 2020
charcoal on paper
18 x 16 inches (45.7 x 40.6 cm)
[DL1075.20]

http://miguelabreugallery.com/inquire/


INQUIRE

LIZ DESCHENES
FPS (120) ‐ 1.25 in. x 10 panels, 2021
gelatin silver photograms mounted on Dibond
10 parts, each: 60 x 1 1/4 inches (152.4 x 3.2 cm)
[LD1484.21]

http://miguelabreugallery.com/inquire/


FPS (120) ‐ 1.25 in. x 10 panels, 2021 [side view]



INQUIRE

RAHA RAISSNIA
Iridium, 2020
oil, acrylic medium and gesso on canvas
59 1/2 x 88 1/2 inches (151.1 x 224.8 cm)
[RR1341.20]

http://miguelabreugallery.com/inquire/


Iridium, 2020



Raha Raissnia’s multimedia work is akin to a kind of timeless archeology of the image in which her own 

free flowingly circulate between film, photographic slides, painting, and drawing. This particular painting is 

the outcome of a multi-layered and multimedia process that begins with the artist superimposing scanned  

segments of her own drawings. Colors derived from painting on clear celluloid—the primary  

medium of Raissnia’s film works—were added using digital image software. These initial compositions 

were then printed and transferred to the painting’s gesso layer, resulting in an array of misregistrations. 

As such, the digitally produced images are only residually present in the actual painting, which is a kind of  

material expansion and reinvention of the decayed digital elements. The result oscillates indeterminately  

between abstraction and figuration. Raissnia’s layered, archaeological image does not sit comfortably with  

any established definition of contemporary art. It escapes it, rather, by introducing memory formation as  

a primary force of seeing, feeling, and consciousness at large. As she states, “I am interested in the  

connectivity of everything, past and present.”

Raha Raissnia’s work is currently included in Greater New York 2021 at MoMA PS1.



INQUIRE

EILEEN QUINLAN
Distance Learning, 2020
gelatin silver print
46 x 36 inches (116.8 x 91.4 cm)
framed dimensions: 48 3/8 x 38 3/8 inches (122.9 x 97.5 cm)
edition of 2 + 2 APs
[EQ1749.20]

http://miguelabreugallery.com/inquire/


INQUIRE

EILEEN QUINLAN
Robinhood, 2021
UV prints on Dibond panels (2 parts)
overall dimensions: 72 x 75 1/2 inches (182.9 x 191.8 cm)
edition of 3 + 2 APs
[EQ1766.21]

http://miguelabreugallery.com/inquire/


The scanner works are made by sliding materials—mostly elements from the photo studio, such as gels,  

mirrors, screens, plexiglass, fabric, and other flotsam—across a flatbed during the scanning process. They 

reflect an open-ended activity that resides in a zone of play and pushing up against the hard limits of a  

rigid system. The desktop scanner can only “see” a short distance before falling into blackness. It has a  

rigid logic of recording, slowly, from top to bottom. It’s a struggle to split the difference between too much  

movement (the dread cheese of “glitch” art) and not enough (a mute, brutally forensic recording of static scuffed  

objects). It is a largely accidental process where some composition takes place as little hacks and effects 

are gradually understood and mobilized with intent. These works—titled after the games our son plays or  

other references to digital culture—stand for the screen world I face with a mixture of wonder and horror. The  

scanner has become another camera to me. Each piece is part of a greater ponderous whole, ever in a process 

of forming and deforming.

— Eileen Quinlan



INQUIRE

SAM LEWITT
Stock (Bombyx Mori), 2021
archival pigment print in raw shantung silk wrapped frame
19 3/8 x 24 1/8 inches (49.2 x 61.3 cm)
framed: 28 7/8 x 30 3/8 x 1 inches (73.3 x 77.2 x 2.5 cm)
[SL1333.21]

http://miguelabreugallery.com/inquire/


Stock (Bombyx Mori), 2021 [detail view]



Stock (Bombyx Mori) depicts isolated fragments of the anatomy of an average domesticated silk moth. 

These images are drawn from a 3D model of the moth produced with software made for the advertising and  

film/television industry. Lewitt has rendered views of this model into static prints, abstracting its surfaces 

with varying levels of detail and focus. Encased in raw silk frames, the material that supports and encloses 

these prints point to the intermediate product—the cocoon—of the work performed by the depicted creature. 

The moth model, native only to the environment of production software, is a precise kind of abstraction, the  

technically fabricated appearance of a biologically engineered species, sheathed in its silk frame’s promise of 

reality. Stock (Bombyx Mori) can be understood as not simply images of a model, but as models of an image, 

where life appears as an immense accumulation of calculations.



INQUIRE

SAM LEWITT
Untitled (Fishermen from an Assyrian carving c. 700 BC), 2018
etching on copper clad plastic, asphaltum, hardware
36 x 22 1/4 inches (91.4 x 56.5 cm)
[SL1286.18]

http://miguelabreugallery.com/inquire/


INQUIRE

NOUR MOBARAK
Sphere Study 5 (Priss), 2020
Trametes versicolor, wood
10 1/4 x 12 x 11 inches (26 x 30.5 x 27.9 cm)
[NM1006.20]

http://miguelabreugallery.com/inquire/


Sphere Study 5 (Priss), 2020



An exercise in giving form to death and decomposition, Nour Mobarak’s Reproductive Logistics and Sphere  

Studies are made with saprophytic mycelia, a kind of fungi that thrives on dead and toxic matter. She fed the 

works with wood pellets and other materials to cultivate the growth of organic networks. Mushrooms, their 

fruiting bodies, wreath the surfaces of the Sphere Studies. Mobarak is drawn to this lifeform for its resilience 

and pervasive qualities of creation and decreation: for instance, fungi being the first organism to appear 

after the Chernobyl disaster, or its role in the BP oil clean-up. These moments of adversity can trigger the  

mushroom to shift from self-replication to sexual reproduction. 



INQUIRE

JIMMY RASKIN
STATION 0, 2021
UV cured inkjet on paper mounted on aluminum
16 x 25 in (40.6 x 63.5 cm)
framed: 18 1/2 x 31 5/8 x 2 in (47 x 80.3 x 5.1 cm)
[JR1235.21]

http://miguelabreugallery.com/inquire/


Gazing into a primordial moment of universal creation, the cone diagram in each of Jimmy Raskin’s  

STATIONS OF THE LAST ECCENTRIC series creates a mirror image. In turn, this compositional event  

conjures a myriad of faces staring back at the viewer. It activates the emotional body, or a spiritualized  

occurrence wherein “being still” constitutes the pique of the work. The viewer is gazed upon while gazing at 

a stillness of Being. 



INQUIRE

FLORIAN PUMHÖSL
Studies for Saltern (three parts), 2019
acrylic on aluminum foil
sheet size, each: 5 x 7 3/4 inches (12.7 x 19.7 cm)
framed, each: 14 x 19 x 1 1/2 inches (36 x 48 x 4 cm)
[FP1299.19]

http://miguelabreugallery.com/inquire/


Studies for Saltern (three parts), 2019 [detail]



Studies for Saltern (three parts), 2019 [detail]



Studies for Saltern (three parts), 2019 [detail]



INQUIRE

YUJI AGEMATSU
Notebook 6, 2003
ink on paper, 6 drawings
4 1/8 x 3 inches (10.5 x 7.6 cm) each
overall dimensions: 17 1/4 x 20 5/8 inches (43.8 x 52.4 cm)
[YA1262.03]

http://miguelabreugallery.com/inquire/


INQUIRE

YUJI AGEMATSU
Notebook 6, 2003
ink on paper, 8 drawings
4 1/8 x 3 inches (10.5 x 7.6 cm) each
overall dimensions: 14 1/2 x 22 1/4 inches (36.8 x 56.5 cm)
[YA1260.03]

http://miguelabreugallery.com/inquire/


INQUIRE

PAMELA ROSENKRANZ
I Wish I Could Cry Blood (Stare Circle), 2021
acrylic paint, inkjet print, Plexiglas
13 3/4 x 59 7/8 inches (35 x 152 cm)
[PR1407.21]

http://miguelabreugallery.com/inquire/


INQUIRE 

TISHAN HSU 
Breath 4, 2021 
UV cured inkjet, acrylic, silicone on wood 
48 x 62 x 5 inches (121.9 x 157.5 x 12.7 cm) 
[TH1222.21] 

In this latest work, Tishan Hsu extends motifs from his visual vocabulary, 
here warped and morphed by the use of advanced image processing 
software. His use of a metal screen and silicone merging with an image of 
part of a naked body produces a kind of concrete memory effect consistent 
with Hsu’s long-standing interest in probing the cognitive and physical 
reverberations of transformative technological developments on our lives. 
Bodies morphing into hardware and screens become part of a larger 
corporeal entity. 

JEAN-LUC MOULÈNE 
Catasphère (Paris, 2019), 2019 
bronze, patina 
20 3/4 x 23 5/8 x 19 5/8 inches 
(52.7 x 60 x 49.8 cm) 
edition of 3 + 2 APs 
[JM1634.19] 

Exhibited: 
May You Live In Interesting Times, curated by Ralph Rugoff, 58th 
International Art Exhibition, Venice Biennale, May 11 – November 24, 
2019. 

As its title indicates, Catasphère can be described as the staging of a set of 
catastrophes. In this sculpture, Moulène arranges around an earth-like 
bronze sphere the initial five figures of French mathematician René 
Thom’s Catastrophe theory. For the artist, an intriguing aspect of Thom’s 
theory is that he himself chose to popularize it by representing it, that is 
by drawing and giving names to each of the figures of catastrophe in 
question: the fold, the cusp, the swallow, the butterfly, and the wave. 

Common representations of these reductive figures are usually on an x-y-
z axis plane. Moulène’s challenge was to calculate, combine, and 
transpose them onto a smooth globe that can be continuously traveled 
with one’s finger without disruption, only to encounter bifurcations or 
discontinuities in six specific places. 

http://miguelabreugallery.com/inquire/


INQUIRE

JEAN-LUC MOULÈNE 
Sample (Onyx) 4 (Vérone, 2015), 2015 
onyx 
16 1/2 x 20 1/8 x 20 1/8 inches 
(42 x 51 x 51 cm) 
[JM1069.15] 

Exhibited: 
Jean-Luc Moulène. Il était une fois, Villa Medici, Rome, April 30 - 
September 13, 2015. 

As it’s often the case in Jean-Luc Moulène’s work, this five point star 
shaped object made of onyx manifests a geometry riddle: How is it 
possible for five identical cones extending out from a shared center not to 
fit in a perfect sphere? 

The linear striation of the stone reveals the geological formation of the 
material itself. 

ALEX CARVER 
Bog Bodies (Radiant energy apparatus for 
investigating selected areas of interior objects obscured 
by dense material), 2021 
oil on linen 
78 x 116 inches (198.1 x 294.6 cm) 
[AC2054.21] 

Bog Bodies (Radiant energy apparatus for investigating selected areas of interior 
objects obscured by dense material) is a new painting overlaying different 
forms of image production, each of which seems to oscillate, phasing and 
emerging in the direction of the eye and generating the sensation of one 
realm of information becoming visible only by way of another. The 
depicted bog bodies are mummified, high resolution images that the earth 
itself has produced. Paradoxically, they are preserved in a state of decay, 
resisting fixity, diagrammatical interpretation and binary distinction.  

The painting’s bracketed title refers to the original patent text for the CT 
scanner, which in this work phases between botanical, biological, 
geological and painting forms, effectively obscuring, joining and grafting 
the painting’s figures into a state of indeterminacy. Recurrent images of 
plant material take on a special relevance in Carver’s works, as advanced 
biomedical grafting techniques now involve the use of plant fibers as the 
skeletal structure for transplanting and growing new tissue, transfusing 
natural and technological processes. Through his own layering of machine 
stenciled screens, frottage and brush work, and the combining of 
scientific precision with the fantastical, Carver’s paintings develop an 
elusive world of imagery in which dense layers are splintered with negative 
images, like a vectorized labyrinth, set against a sweeping gesso ground 
that gathers and binds together the painting’s diverse materials. 

http://miguelabreugallery.com/inquire/


INQUIRE 
 

 
 

FlORIAN PUMHÖSL 
Warped Relief (Lasurrot/Mittel), 2021 
acrylic and pigment on folded metal sheet 
mounted on Dibond 
63 x 84 inches (160 x 213.4 cm) 
[FP1321.21] 
 
 

This new large-scale, folded metal sheet relief is an advancement of 
Florian Pumhösl’s work with this material. He furthers his interest in 
abstract structures, which now bring to mind containers rather than 
graphic composition. This aesthetic vocabulary marks a formal 
engagement with the nature of boundaries through the core interaction of 
the line and the basin. 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 

ROCHELLE GOLDBERG 
Intralocutor: "You were born. And so you're Free. So 
happy birthday", 2020 
bronze, coins, eyeshadow, and New York 
granite 
68 x 28 x 18 inches (172.7 x 71.1 x 45.7 cm) 
[RG1250.20] 
 
 
 
 

Goldberg’s Intralocutor series alludes to the figure of Mary of Egypt 
evoking self-preservation as brutality, the patron saint of flesh, 
specifically carnal flesh and its abandonment. She leaves a legacy 
misunderstood as a mutual rejection between her corporeal-self and the 
world, rather than her own decisive action. Through her desert entry, she 
escapes the material world that she no longer needs to ‘know.’ Her forlorn 
figure has become an emblem for the possibility to choose both love and 
peace and the further possibility to both choose and reject the world for 
which we live in. Over time her weathered flesh layers as her environment 
so that her environment, the desert, in turn, becomes her flesh––a hybrid 
surface that conveys the accumulation of contact a body endures through 
time. 
  
As the Intralocutor wears her self, her world, and everything she touches, 
thousands of years of material refinement in the lost-wax-bronze casting 
process are pressed up against how our ideas of skin, surface, protection, 
survival, body, gender, and life have changed and will continue to change. 

http://miguelabreugallery.com/inquire/


INQUIRE 
 

 
 

 

BLAKE RAYNE 
Choir no.5, 2021 
acrylic on linen 
72 x 92 inches (182.9 x 233.7 cm) 
[BR1546.21] 
 
 
 
 

Within his latest paintings, Rayne advances and alters the construction 
method developed in his recent Dog Ears series. Where the former series 
foregrounded a folded process, this new work is constituted by 
patchworked or quilted strips of previously painted canvas. The distinct 
modes of painting recorded and gathered together act as mnemonics for 
different rates of time and forms of labor. Composed in relation to an 
establishing shot in film, the quilting process is also an act of editing and 
sequencing aimed at generating a kind of scene through which the various 
productive efforts accumulated in an artwork can be read. As though a still 
moment isolated from a larger spectrum of time, the painting's spliced 
spectrums imbue it with a sense of innate flux. 
 
 
 
 
 
 
 
 
 
 

 

 
 
 
 
 
  

SCOTT LYALL 
Talent 17, 2021 
gold nano particles and acrylic gel medium on 
ink printed glass, mirror 
48 x 67 1/2 x 2 inches (121.9 x 171.5 x 5.1 cm) 
[SL2256.21] 
 
 
 
 

Lyall’s Talents are comprised of two compressed sheets of glass. The back 
sheet is a mirror; the front pane is printed on the inside with a unique, yet 
potentially infinite progression of colored pixels to constitute a 
polychrome surface which brings to mind a monochrome. A mixture of 
gel medium and Nano-particles of gold is then applied by the artist’s hand 
to the outside surface to complete the work – the painter, perhaps, as 
window cleaner. Activated by the mirror’s reflective play of light, the pixels 
produce a diffused hue or colored aura. In containing gold, the mixture 
also recalls the etymology of talent (in Latin, the amount of metal in a 
coin). Akin to golden backgrounds in Cimabue paintings, the gold creates 
an effect of groundlessness, the fundamental reality of abstraction itself. 
Simultaneously reflective and absorbing, the painted Talent oscillates 
between a world-reflecting image and an adventure of embodiment. At its 
core, the work both engages and subverts the two essential categories of 
contemporary art, that is the mirror, and the monochrome. 

http://miguelabreugallery.com/inquire/


INQUIRE 
 

 

BEAUX MENDES 
Untitled, 2021 
ink on half-chalk ground (marble dust, oil 
emulsion), muslin 
12 x 8 3/4 x 3/4 inches (30.5 x 22.2 x 1.9 cm) 
[BM1005.21] 
 

No image is isolated in Beaux Mendes’s work, as each exists in a 
continuum of formation—a distribution of the senses—wherein 
representation is fluid and resists fixed resolution. The column—a 
monumental, idealized form—dissolves into its foggy surround, 
suggesting the fragile claim of civic institutions. This drift into and out of 
the landscape traces synchronicities through time and space. The first 
columns came from felled trees, organic earth matter, that in a natural 
course of transition would decompose—transform into dust—fueling 
and integrating with the ground from which it emerged. 
 
 
 

 

BEAUX MENDES 
Untitled, 2021 
CNC-routed, bookmatched black Claro 
Walnut, poppyseed oil 
21 1/4 x 21 inches (54 x 53.3 cm) 
[BM1000.21] 
 

A walnut referent withdrawn from the landscape swells slightly at its 
center, evoking a fecund ground of growth or an amassment of 
compression born under the weight of the structures it bears. The book-
matched figuration ripples as if inflamed, the organic nature of its 
Rorschach-like effect seems to confront the conformity of symmetry. 
Traces of the CNC-routing process through which the work has been 
constructed band across its surface, like rings in a tree, while vertical 
machine-made and hand-carved excavations mine the terrain of the 
work’s disturbed field. 

 DANA LOK 
Dappled, 2020 
charcoal on paper 
18 x 16 inches (45.7 x 40.6 cm) 
[DL1075.20] 
 

In Dappled, Lok continues to locate conceptual frameworks as imagery 
that conveys positionality, or perception, through structures of tactility. 
The piece of cloth is a checkered grid, a fabricated mechanism that maps 
the surface upon which it is positioned. The patterned light is another 
framework that charts the natural world onto the cloth’s simultaneously 
flattened and dimensional surface. The sciences may be considered as 
patchworked disciplines that contain gaps–that cannot be universally 
applied–creating a fragmentary, or dappled, survey of the world. The laws 
of science are limited in their ability to convey the complex capacities, or 
natures, of the things that they seek to control or contain. Lok considers 
these schema and phenomena as textures in a single, articulated plane, 
imagining how they might fit together, but more determinedly, how they 
set apart. 

http://miguelabreugallery.com/inquire/


INQUIRE 
 

	 LIZ DESCHENES 
FPS (120) - 1.25 in. x 10 panels, 2021 
gelatin silver photograms mounted on Dibond 
10 parts, each: 60 x 1 1/4 inches 
(152.4 x 3.2 cm) 
[LD1484.21] 
 
 
 

In this series, Deschenes takes as a point of departure 19th-century 
scientific photography, specifically the chronophotographic experiments 
of Étienne-Jules Marey. Producing photographs on a strip of sensitized 
film moving at a rate of 60 frames per second, Marey’s camera created the 
illusion of movement. In line with Marey’s approach, Deschenes’s 
photograms are not stand-ins for experience like pictorial photography. 
Instead, they point to the material conditions of their production and 
display. The chemically active silver toned photograms operate 
simultaneously as a record of their environmental conditions and 
handling, and as a marker of physical space and the labor-time required 
to produce them. Most importantly, perhaps, as opposed to forming a 
‘picture,’ the multi-panel groupings first and foremost stage the passage 
of time, as the viewer sees him or herself rhythmically reflected in the 
panels while moving by them. 
 
The work is modular and can be reconfigured according to specific 
architectural circumstances. 
 
 
 

	

RAHA RAISSNIA 
Iridium, 2020 
oil, acrylic medium and gesso on canvas 
59 1/2 x 88 1/2 inches (151.1 x 224.8 cm) 
[RR1341.20] 
 

Raha Raissnia’s multimedia work is akin to a kind of timeless archeology 
of the image in which her own free flowingly circulate between film, 
photographic slides, painting, and drawing. This particular painting is the 
outcome of a multi-layered and multimedia process that begins with the 
artist superimposing scanned segments of her own drawings. Colors 
derived from painting on clear celluloid—the primary medium of 
Raissnia’s film works—were added using digital image software. These 
initial compositions were then printed and transferred to the painting’s 
gesso layer, resulting in an array of misregistrations. As such, the digitally 
produced images are only residually present in the actual painting, which 
is a kind of material expansion and reinvention of the decayed digital 
elements. The result oscillates indeterminately between abstraction and 
figuration. Raissnia’s layered, archaeological image does not sit 
comfortably with any established definition of contemporary art. It 
escapes it, rather, by introducing memory formation as a primary force of 
seeing, feeling, and consciousness at large. As she states, “I am interested 
in the connectivity of everything, past and present.” 
  
Raha Raissnia’s work is currently included in Greater New York 2021 at 
MoMA PS1. 
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EILEEN QUINLAN 
Distance Learning, 2020 
gelatin silver print 
46 x 36 inches (116.8 x 91.4 cm) 
framed dimensions: 48 3/8 x 38 3/8 inches 
(122.9 x 97.5 cm) 
edition of 2 + 2 APs 
[EQ1749.20] 

Quinlan began her ongoing series of nudes after the birth of her second 
child in 2014, primarily photo-graphing herself in the shower. Cloistered 
away from her regular studio, the shower became a surrogate one, 
providing a solitary space for contemplation. The glass wall of the shower 
in turn came to represent a kind of limit, to designate Quinlan’s “Studio 
Time.” Much like the Type 55 Polaroid positive/negative black and white 
film that Quinlan employs, a material that is out of production and is 
expired, transformed by its age such that it fails in unexpected ways, the 
bodies she depicts here are undergoing the impacts of time, of child-birth, 
and even surgery. While the resulting photographs seem to meditate on 
the classical nude, Quinlan’s series of works are energetic, messy, angry, 
funny, and candid, simultaneously exploring the erotics of the middle-
aged woman as both a desiring and desired subject, from within and 
without. Some of these images were included in the 2017 Venice Biennale. 
 
 
 
 
 
 
 
 
 

	

EILEEN QUINLAN 
Robinhood, 2021 
UV prints on Dibond panels (2 parts) 
overall dimensions: 72 x 75 1/2 inches 
(182.9 x 191.8 cm) 
edition of 3 + 2 APs 
[EQ1766.21] 
 

The scanner works are made by sliding materials—mostly elements from 
the photo studio, such as gels, mirrors, screens, plexiglass, fabric, and 
other flotsam—across a flatbed during the scanning process. They reflect 
an open-ended activity that resides in a zone of play and pushing up 
against the hard limits of a rigid system. The desktop scanner can only 
“see” a short distance before falling into blackness. It has a rigid logic of 
recording, slowly, from top to bottom. It’s a struggle to split the difference 
between too much movement (the dread cheese of “glitch” art) and not 
enough (a mute, brutally forensic recording of static scuffed objects). It is 
a largely accidental process where some composition takes place as little 
hacks and effects are gradually understood and mobilized with intent. 
These works—titled after the games our son plays or other references to 
digital culture—stand for the screen world I face with a mixture of wonder 
and horror. The scanner has become another camera to me. Each piece is 
part of a greater ponderous whole, ever in a process of forming and 
deforming. 

— Eileen Quinlan 
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SAM LEWITT 
Stock (Bombyx Mori), 2021 
archival pigment print in raw shantung silk 
wrapped frame 
19 3/8 x 24 1/8 inches (49.2 x 61.3 cm) 
framed dimensions:  
28 7/8 x 30 3/8 x 1 inches 
(73.3 x 77.2 x 2.5 cm) 
[SL1333.21] 
  
 
 

Stock (Bombyx Mori) depicts isolated fragments of the anatomy of an 
average domesticated silk moth. These images are drawn from a 3D model 
of the moth produced with software made for the advertising and 
film/television industry. Lewitt has rendered views of this model into 
static prints, abstracting its surfaces with varying levels of detail and 
focus. Encased in raw silk frames, the material that supports and encloses 
these prints point to the intermediate product—the cocoon—of the work 
performed by the depicted creature. The moth model, native only to the 
environment of production software, is a precise kind of abstraction, the 
technically fabricated appearance of a biologically engineered species, 
sheathed in its silk frame’s promise of reality. Stock (Bombyx Mori) can be 
understood as not simply images of a model, but as models of an image, 
where life appears as an immense accumulation of calculations. 

 
 
 
 
 
 

 SAM LEWITT 
Untitled (Fishermen from an Assyrian carving c. 
700 BC), 2018	
etching on cooper clad plastic, asphaltum, 
hardware 
36 x 22 1/4 inches (91.4 x 56.5 cm) 
[SL1286.18] 
 

“The image I used for the etching is from a Assyrian bas relief (approx 700 
BC) depicting a crew transporting stones across a river. One reason I am 
interested in these reliefs is that the two figures seated side by side seem 
to appear in a large number of similar reliefs of the transportation of 
goods. I'm also interested in the standard depiction of the sea—really the 
whole scene—with simple wavy lines depicting the movement of the 
ocean as a kind of homogeneous, undifferentiated medium for the 
circulation of goods. This is obviously the effect of pre-perspectival spatial 
conventions of representation, but I like how it relates to the flatness of 
the functional material for the circulation of information that is materially 
present in the copper-clad circuit material." 

— Sam Lewitt 
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NOUR MOBARAK 
Sphere Study 5 (Priss), 2020 
Trametes versicolor, wood 
10 1/4 x 12 x 11 inches (26 x 30.5 x 27.9 cm) 
[NM1006.20] 

An exercise in giving form to death and decomposition, Nour Mobarak’s 
Reproductive Logistics and Sphere Studies are made with saprophytic mycelia, 
a kind of fungi that thrives on dead and toxic matter. She fed the works 
with wood pellets and other materials to cultivate the growth of organic 
networks. Mushrooms, their fruiting bodies, wreath the surfaces of the 
Sphere Studies. Mobarak is drawn to this lifeform for its resilience and 
pervasive qualities of creation and decreation: for instance, fungi being the 
first organism to appear after the Chernobyl disaster, or its role in the BP 
oil clean-up. These moments of adversity can trigger the mushroom to 
shift from self-replication to sexual reproduction.  
 
 
 
 
 

 

JIMMY RASKIN 
STATION 0, 2021 
UV cured inkjet on paper mounted on 
aluminum 
16 x 25 inches (40.6 x 63.5 cm) 
framed: 18 1/2 x 31 5/8 x 2 inches 
(47 x 80.3 x 5.1 cm) 
[JR1235.21] 
 

Gazing into a primordial moment of universal creation, the cone diagram 
in each of Jimmy Raskin’s STATIONS OF THE LAST ECCENTRIC series 
creates a mirror image. In turn, this compositional event conjures a 
myriad of faces staring back at the viewer. It activates the emotional body, 
or a spiritualized occurrence wherein “being still” constitutes the pique of 
the work. The viewer is gazed upon while gazing at a stillness of Being. 
 
 
 
 
 
 
 
 

 

FLORIAN PUMÖSL 
Studies for Saltern (three parts), 2019 
acrylic on aluminum foil 
sheet size, each: 5 x 7 3/4 inches 
(12.7 x 19.7 cm) 
framed, each: 14 x 19 x 1 1/2 inches 
(36 x 48 x 4 cm) 
[FP1299.19] 
 

This triptych of small studies in thin red aluminum foil preceded the 
larger slate colored works comprising Pumhösl's Saltern series. The 
folded, malleable ridges allude to the embankments of the Guérande 
saltworks, creating boundaries and thresholds within the field of each 
work. 
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 YUJI AGEMATSU 
Notebook 6, 2003 
ink on paper, 6 drawings 
4 1/8 x 3 inches (10.5 x 7.6 cm) each 
overall dimensions: 17 1/4 x 20 5/8 inches 
(43.8 x 52.4 cm) 
[YA1262.03] 

In 2003, due to a tenancy dispute in his midtown apartment building, 
Agematsu was awarded a year of rent free, thus providing him with an 
unprecedented amount of time to commit to his artistic practice. In-
between his daily walks collecting materials, Agematsu produced a series 
of freeform notebook drawings as a way of documenting the phenomenal 
impression of his explorations throughout the city. The result is a unique 
mode of psychic mapmaking otherwise unrepeated within the larger serial 
nature of his output. 
 
 
 

 

YUJI AGEMATSU 
Notebook 6, 2003 
ink on paper, 8 drawings 
4 1/8 x 3 inches (10.5 x 7.6 cm) each 
overall dimensions: 14 1/2 x 22 1/4 inches 
(36.8 x 56.5 cm) 
[YA1260.03] 
 

 
 
 
 

 

PAMELA ROSENKRANZ 
I Wish I Could Cry Blood (Stare Circle), 2021 
acrylic paint, inkjet print, Plexiglas 
13 3/4 x 59 7/8 inches (35 x 152 cm) 
[PR1407.21] 
 
 

Exhibited: 
Pamela Rosenkranz, House of Meme, Kunsthaus Bregenz, Austria, April 17 
– July 4, 2021. 
 
First presented in her recent exhibition House of Meme at the Kunsthaus 
Bregenz, this new series of paintings activates watermarked stock images 
of eyes. When Marcel Duchamp installed a urinal on the wall at New 
York’s Society of Independent Artists exhibition in 1917 and called it art, 
he invented the mirror, that is the moment when the art work looks back 
at the viewer and asks ‘what do you want from me?’ With this work, 
Pamela Rosenkranz furthers this fundamental meditation that still 
haunts us today. Interested in how our eyes turn red if we spend too much 
time looking at our screens, as the blood vessels in the conjunctiva dilate 
to increase oxygen flow, Rosenkranz painted on top of the images with a 
rose-like hue that is both reminiscent of human tissue, and that 
complements the RGB green of much of her recent work. 
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