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For the 2022 edition of Art Basel Miami Beach, we are pleased to feature works 
by Scott Lyall, Tishan Hsu, R. H. Quaytman, Jean-Luc Moulène, Blake Rayne, and 
Pamela Rosenkranz.
 
A special presentation of paintings by Paul Pagk, who recently joined the gallery, 
will also be on view. And concurrent with his first solo exhibition at the gallery, 
K.R.M. Mooney will unveil three reliefs, alongside recent works by Sam Lewitt, 
Jimmy Raskin, Liz Deschenes, and Eileen Quinlan.

 

INQUIRIES

https://miguelabreugallery.com/inquire/


 
SCOTT LYALL
Talent 31, 2022
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)
[SL2270.22]



 
SCOTT LYALL
Talent 28, 2022
Gold nano particles and acrylic gel medium 
on ink printed glass, mirror
57 3/4 x 41 1/2 inches (146.7 x 105.4 cm)
[SL2267.22]



 
SCOTT LYALL
Talent 28, 2022 [side view]



 
TISHAN HSU
SPA - Daoyou Feng, Hyun Jung Grant, Suncha Kim, Paul Andre Michels, 
Soon Chung Park, Xiaojie Tan, Delaina Ashley Yaun, Yong Ae Yue, 2021
UV cured inkjet, silicone on wood
4 panels, each: 60 x 60 inches (152.4 x 152.4 cm) 
Overall: 120 x 180 inches (304.8 x 457.2 cm)
[TH1217.21]



 
TISHAN HSU
SPA - Daoyou Feng, Hyun Jung Grant, Suncha Kim, Paul Andre Michels,
Soon Chung Park, Xiaojie Tan, Delaina Ashley Yaun, Yong Ae Yue, 2021 
[detail view]



 
TISHAN HSU
SPA - Daoyou Feng, Hyun Jung Grant, Suncha Kim, Paul Andre Michels, 
Soon Chung Park, Xiaojie Tan, Delaina Ashley Yaun, Yong Ae Yue, 2021 
[detail view]



 
TISHAN HSU
SPA - Daoyou Feng, Hyun Jung Grant, Suncha Kim, Paul Andre Michels, 
Soon Chung Park, Xiaojie Tan, Delaina Ashley Yaun, Yong Ae Yue, 2021 
[detail view]



 
TISHAN HSU
SPA - Daoyou Feng, Hyun Jung Grant, Suncha Kim, Paul Andre Michels, 
Soon Chung Park, Xiaojie Tan, Delaina Ashley Yaun, Yong Ae Yue, 2021 
[detail view]



 
TISHAN HSU
SPA - Daoyou Feng, Hyun Jung Grant, Suncha Kim, Paul Andre Michels, 
Soon Chung Park, Xiaojie Tan, Delaina Ashley Yaun, Yong Ae Yue, 2021 
[installation view]



 
K. R. M. MOONEY
Housing (c.) v, 2022
Steel, electroplated steel, silver, brass, neodymium, copper 
coated polyethylene, paint, polymer resin, iron oxide
14 x 7 x 3 1/2 inches (35.6 x 17.8 x 8.9 cm)
[KM1039.22]



 
K. R. M. MOONEY
Housing (c.) v, 2022 [side view]



K. R. M. MOONEY
Housing (c.) vi, 2022
Steel, electroplated steel, silver, brass, neodymium, copper 
coated polyethylene, paint, polymer resin, iron oxide
14 x 7 x 3 1/2 inches (35.6 x 17.8 x 8.9 cm) 
[KM1040.22]



Housing (c.) i–vi is a series works composed of metal alloys in various states of surface effects. The 
sculptures pursue a heightened relationship to the immediate atmosphere by integrating “live,” 
gaseous absorbing anti-corrosion film and silver-plated elements. By way of a dispute between 
material properties in the electroplating process, a thin layer of silver densifies over steel, as the 
ferrous compounds move slowly to its surface. The works hold the ability to care for themselves by 
integrating a preferential corrosion site, a plastic substrate infused with copper molecules that acts 
as an intermediary and sacrificial anode, much like the process of electroplating itself.

The silver-plated surfaces will oxidize and yellow. Further, iron will form, the result of interaction 
between metal alloys and their proximal materials.

Casting is an application of force, it manifests the limit between the unruliness of metalwork and 
the pursuit of exacting reproduction. The cast silver parts are made from impressions taken from 
the cuttlebone surfaces of the sibling works Depositions (c.) i–iix.

The various frames, panels and cleat constructions are affixed through magnetic force, allowing the 
work to support itself through the physical properties of neodymium elemental nature. 

– K.R.M. Mooney



 
K.R.M. MOONEY
Deposition c. (i), 2021
Electroplated steel, silver, cuttlebone, aluminum
10 5/8 x 2 1/8 x 3 inches (27 x 5.4 x 7.6 cm)
[KM1003.21]



 
K.R.M. MOONEY
Deposition c. (i), 2021 [side view]



 
R. H. QUAYTMAN
Modern Subjects, Chapter Zero, 2021
Acrylic, silkscreen ink, gesso on wood
52 3/8 x 52 3/8 x 1 1/4 inches (133 x 133 x 3.2 cm)
[RQ2143.21]



 
R. H. QUAYTMAN
Modern Subjects, Chapter Zero, 2021 [side view]



 
R. H. QUAYTMAN
Modern Subjects, Chapter Zero, 2021 [detail view]



 
R. H. QUAYTMAN
Modern Subjects, Chapter Zero (Lion of Waterloo), 2021
Oil, silkscreen ink, gesso on wood
52 3/8 x 52 3/8 x 1 1/4 inches (133 x 133 x 3.2 cm)
[RQ2147.21]



 
R. H. QUAYTMAN
Modern Subjects, Chapter Zero (Lion of Waterloo), 2021 
[detail view]



 
R. H. QUAYTMAN
Ones, Chapter 0.1, 2022
oil, distemper on wood
12 3/8 x 7 5/8 (31.4 x 19.4 cm)
[RQ2176.22]



 
R. H. QUAYTMAN
Ones, Chapter 0.1, 2022 [side view]



 
R. H. QUAYTMAN
Ones, Chapter 0.1, 2022
distemper, oil on wood
7 5/8 x 7 5/8 inches (19.4 x 19.4 cm)
[RQ2170.22]



 
R. H. QUAYTMAN
Ones, Chapter 0.1, 2022 [side view]



PAUL PAGK is an abstract painter whose painterly language is one of dualities and discovery. His 
work invites the viewer to slow down the act of perception, that is to ‘look’, ‘feel’, and perhaps ‘see’. 
While his compositional style communicates a minimalist approach to form, Pagk plays with the 
flatness of the picture plane through his use of free hand linework and gestural abstraction, subtle 
though it may be in places. And yet, it is neither on spatial illusion, nor on process that Pagk insists 
in his practice. The object that is the painting itself is the form of expression, as are the finely-
tuned oppositional forces and personal geometries he creates to relay flattened, deconstructed 
subjects, each one held in suspension amidst lush fields of singular color.
 
The pictorial rhythms inherent in Pagk’s paintings and drawings are unmistakable. The artist’s 
brushstrokes, both broad and finite, have a deliberateness that manifests a fluid mind and 
breathing hand at work. Like architectural blueprints that have shed their skin and rearranged 
themselves from within, Pagk’s offbeat graphic compositions are structurally sound, but not in any 
rigid or mechanical sense. Whatever illusions and sensations his canvases might produce, Pagk’s 
stated intent is for viewers to “inhabit” his paintings and the spatial constructs therein.

Paul Pagk (b. 1962, Crawley, UK) lives and works in New York City. Institutional surveys of his work were 
recently on view at the Centre d’Arts Plastiques, Royan (2022) and the Fondation Fernet-Branca, Saint-
Louis (2021), both in France. His work was included in Singing in Unison: Artists Need to Create On 
the Same Scale That Society Has the Capacity to Destroy, curated by Phong H. Bui at Miguel Abreu 
Gallery, New York (2022).
 
Pagk’s work is held in the permanent collections of the Fonds National d’Art Contemporain (FNAC), Paris; 
Les Abattoirs, Toulouse; Fonds Régional d’Art Contemporain (FRAC) Picardie, France; Springfield Museum 
of Art, OH, and the Hood Museum of Art, Dartmouth College, NH, among others.



PAUL PAGK
Ascension, 2021
Oil on linen
70 x 70 inches (177.8 x 177.8 cm)
[PP1040.21]



PAUL PAGK
Let’s In The Road, 2020
Oil on linen
65 x 64 inches (165.1 x 162.6 cm)
[PP1051.21]



PAUL PAGK
Moon Dance, 2021
Oil on linen
65 x 64 inches (165.1 x 162.6 cm)
[PP1046.21]



 
JEAN-LUC MOULÈNE
OUI Bubu (Le Buisson), 2022
Wood and tar
36 5/8 x 26 3/4 x 9 7/8 inches (93 x 68 x 25 cm)
[JM1888.22]



 
JEAN-LUC MOULÈNE
OUI Bubu (Le Buisson), 2022 [side view]



 
JEAN-LUC MOULÈNE
Tournée-Tournante [Turned-Turning] (Verizon), 2022
Hard Foam and black soft touch coat
29 1/2 x 6 3/4 x 3 3/8 inches (74.9 x 17.1 x 8.6 cm)
[JM1890.22]



 
JEAN-LUC MOULÈNE
Tournée-Tournante [Turned-Turning] (Verizon), 2022 [detail view]



 
JEAN-LUC MOULÈNE
Tournée-Tournante [Turned-Turning] (Verizon), 2022 [detail view]



 
BLAKE RAYNE 
Dog Ear 15 (Cinema Rising), 2022
Acrylic and oil on canvas and linen
84 x 60 inches (213.4 x 152.4 cm)
[BR1567.22]



 
BLAKE RAYNE 
Dog Ear 15 (Cinema Rising), 2022 [side view]



 
BLAKE RAYNE 
Dog Ear 15 (Cinema Rising), 2022 [detail view]



 
BLAKE RAYNE 
Dog Ear 15 (Cinema Rising), 2022 [detail view]



 
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)
[SL1334.21]



 
SAM LEWITT
Stock (Bombyx Mori), 2021 [side view]



 
PAMELA ROSENKRANZ
Express Nothing (Blues Bolt), 2022
Acrylic paint, emergency blanket
86 5/8 x 55 1/2 x 2 inches (220 x 141 x 5 cm)
[PR1464.22]



JIMMY RASKIN
STATION 2, STATION 3, STATION 1, and STATION 9, 2021



JIMMY RASKIN
STATION 2, 2021
UV cured inkjet on paper mounted on aluminum
18 1/2 x 31 3/4 inches (47 x 80.6 cm)
Framed: 22 1/4 x 35 5/8 inches (56.5 x 90.5 cm)
Edition of 3 + 1 AP
[JR1231.21]



 
JIMMY RASKIN
STATION 2, 2021 [detail view]



JIMMY RASKIN
STATION 3, 2021
UV cured inkjet on paper mounted on aluminum
18 1/2 x 31 3/4 inches (47 x 80.6 cm)
Framed: 22 1/4 x 35 5/8 inches (56.5 x 90.5 cm)
Edition of 3 + 1 AP
[JR1233.21]



JIMMY RASKIN
STATION 1, 2021
UV cured inkjet on paper mounted on aluminum
18 1/2 x 31 3/4 inches (47 x 80.6 cm)
Framed: 22 1/4 x 35 5/8 inches (56.5 x 90.5 cm)
Edition of 3 + 1 AP
[JR1229.21]



JIMMY RASKIN
STATION 9, 2021
UV cured inkjet and mixed media on paper mounted on aluminum
18 1/2 x 31 3/4 inches (47 x 80.6 cm)
Framed: 22 1/4 x 35 5/8 inches (56.5 x 90.5 cm)
Edition of 3 + 1 AP
[JR1237.21]



LIZ DESCHENES
Prototype for “Photograph” series, 2003 
Silver toned black & white photogram 
15 1/2 x 11 1/2 inches (39.4 x 29.2 cm) 
Framed: 19 x 15 inches (48.3 x 38.1 cm)
[LD1496.03]



EILEEN QUINLAN
Firebender, 2021
Digital chromogenic print mounted on Dibond
48 x 60 inches (121.9 x 152.4 cm) 
Edition of 3 + 2 APs 
[EQ1765.21]



 
TISHAN HSU
study - Madder, 1982
Color pencil on paper
11 x 14 inches (27.9 x 35.6 cm)
[TH1183.82]



 

 

 

 

 

 

 

 

 

 

 

 

SCOTT LYALL 

Talent 31, 2022 

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) 

[SL2270.22] 

 

 

 

 
 

 

 

 

 

 

 

 

 

Note: 

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. The artist 

initiates the file, or printed bitstream by randomly selecting a single pixel 

of color from the 384 million options offered by the image processing 

software. He then applies an algorithm to the chosen pixel, which 

unleashes an endless sequence of other pixels of color. The resulting 

gradient, or wave is cropped to fit the exact International Paper Standard 

proportioned dimensions of the support – glass in the works at hand. As 

Lyall notes, this penultimate gesture makes a decisive “cut into the 

infinite” and produces the specific edges of each ‘painting’ in the series. 

An admixture of gel medium and nanoparticles of gold is then applied by 

the artist’s hand to the outside surface to complete the work – the painter 

as window cleaner, if you will. Activated by the mirror’s reflective play of 

light, the pixels produce a diffused hue or golden aura. In containing gold, 

the mixture also recalls the etymology of talent (in Latin, the amount of 

metal in a coin). Akin to the 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.  

 

As essentially split-objects, the Talents first exist as immaterial digital files 

awaiting output, or their uncertain moment of incarnation onto one 

substrate or another, which is of course not guaranteed. At their core, each 

of these identical (same process), yet unique (singular field of color) 

works both engages and subverts the two ghosts of contemporary art, that 

is the mirror and the monochrome. 

 

 



 

 

 

 

 

 

 

 

 

 

SCOTT LYALL 

Talent 28, 2022 

Gold nano particles and acrylic gel medium on 

ink printed glass, mirror 

57 3/4 x 41 1/2 inches (146.7 x 105.4 cm) 

[SL2267.22] 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

TISHAN HSU 

SPA - Daoyou Feng, Hyun Jung Grant, Suncha Kim, 
Paul Andre Michels, Soon Chung Park, Xiaojie Tan, 
Delaina Ashley Yaun, Yong Ae Yue, 2021 
UV cured inkjet, silicone on wood 

4 panels, each: 

60 x 60 inches (152.4 x 152.4 cm)  

Overall: 120 x 180 inches (304.8 x 457.2 cm) 

[TH1217.21] 

 

 

 
 
 
 
 
 
 
 

Note: 

Honoring with its title the lives of the eight people killed in a series of 

Atlanta-area shootings–six of whom were women of Asian descent, this 

four-panel painting unites both the moment of passing and the eternity 

of remembrance. The work’s central image, a photo of the Gold Spa, 

depicts the crime scene and also the memorial site, while silicone 

protrudes through a grid of holes on the smooth wooden surface like the 

moment of a bullet’s puncture of flesh, the corruption of the body. Such 

combination of digital reproduction and the presence of the human body, 

a long-standing interest of Hsu’s, have warped both our physical and 

mental states.  

 

Hsu uses sophisticated image processing tools in this layered and 

powerful work, which alludes to memory formation through the subtle 

interaction between material and screen world effects.    



 

 

 K.R.M. MOONEY 

Housing (c.) v, 2022 

Steel, electroplated steel, silver, brass, 

neodymium, copper coated polyethylene, 

paint, polymer resin, iron oxide 

14 x 7 x 3 1/2 inches (35.6 x 17.8 x 8.9 cm) 

[KM1039.22] 

 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
K.R.M. MOONEY 

Housing (c.) vi, 2022 

Steel, electroplated steel, silver, brass, 

neodymium, copper coated polyethylene, 

paint, polymer resin, iron oxide 

14 x 7 x 3 1/2 inches (35.6 x 17.8 x 8.9 cm) 

[KM1040.22] 

 

 

 

Note: 

Housing (c.) i–vi is a series works composed of metal alloys in various states 

of surface effects. The sculptures pursue a heightened relationship to the 

immediate atmosphere by integrating “live,” gaseous absorbing anti-

corrosion film and silver-plated elements. By way of a dispute between 

material properties in the electroplating process, a thin layer of silver 

densifies over steel, as the ferrous compounds move slowly to its surface. 

The works hold the ability to care for themselves by integrating a 

preferential corrosion site, a plastic substrate infused with copper 

molecules that acts as an intermediary and sacrificial anode, much like the 

process of electroplating itself. 

 

The silver-plated surfaces will oxidize and yellow. Further, iron will form, 

the result of interaction between metal alloys and their proximal 

materials. 

 

Casting is an application of force, it manifests the limit between the 

unruliness of metalwork and the pursuit of exacting reproduction. The 

cast silver parts are made from impressions taken from the cuttlebone 

surfaces of the sibling works Depositions (c.) i–iix. 

 

The various frames, panels and cleat constructions are affixed through 

magnetic force, allowing the work to support itself through the physical 

properties of neodymium elemental nature.  

– K.R.M. Mooney 



 

 

 K.R.M. MOONEY 

Deposition c. (i), 2021 

Electroplated steel, silver, cuttlebone, 

aluminum 

10 5/8 x 2 1/8 x 3 inches (27 x 5.4 x 7.6 cm) 

[KM1003.21] 

 

 
 
 
 
 
 
 
 
 
 

 

 

 

 

 

 

 

 

 

 

 

 

R. H. QUAYTMAN 

Modern Subjects, Chapter Zero, 2021 

acrylic, silkscreen ink, gesso on wood 

52 3/8 x 52 3/8 x 1 1/4 inches  

(133 x 133 x 3.2 cm) 

[RQ2143.21] 

 

 

 

 

 

 

Note: 

R. H. Quaytman reinvents the production of pictorial images in today’s 

digital age, reinstating them within the context of art history and of 

painting in particular, reasserting their materiality and spiritual scope, 

and deconstructing prevailing narratives from a feminist and 

intersectional point of view. Her strategies are pictorial, photographic and 

conceptual, leading to the development of complex groups of works she 

titles as chapters. Composing each of her exhibitions in relation to a local 

reference, Quaytman builds her series as a narrative structure that shapes 

the overall organisational principle and the mode of execution of the 

individual works. 

 

In this abstract, geometric painting featuring an optical screen comprised 

of thin black and white diagonal lines, which has been a prominent part 

of Quaytman's visual vocabulary since Chapter 1, the artist further painted 

a beige orange line in the opposed diagonal direction across the 

composition. This specific line is an element of the golden section that 

contributed to establish the system of measurements of Quaytman’s 

recurring formal apparatus. 

 

 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

R. H. QUAYTMAN  

Ones, Chapter 0.1, 2022 

oil, distemper on wood 

12 3/8 x 7 5/8 (31.4 x 19.4 cm) 

[RQ2176.22] 

 

 

 

 

 

 

 

 

 

 

 

Note: 

The new small panels are a response to the large size panels that were 

introduced in 2019. It is important that there are ten sizes in total, as 

opposed to only eight. The problem with the large panels was that they 

couldn’t be turned around by myself when working in the studio, I wanted 

something that was exactly the opposite. These small sizes are hidden in 

a photograph, the dimensions are lost, and most artwork is seen this way. 

So they began with a PR1 panel (12 3/8 x 20 inches; 31.4 x 50.8 cm). I 

wanted the smallest square that could sustain itself as a painting. 

 

– R. H. Quaytman 

 

 

 

 

 

 

 

 

R. H. QUAYTMAN  

Ones, Chapter 0.1, 2022 

distemper, oil on wood 

7 5/8 x 7 5/8 inches (19.4 x 19.4 cm) 

[RQ2170.22] 

 

 

 

 

 

 

 

 

 



 

 

 

 

 

 

 

 

 

 

PAUL PAGK 

Ascension, 2020 

Oil on linen 

70 x 70 inches (177.8 x 177.8 cm) 

[PP1040.20] 

 

 

 

 

 

Note: 

Paul Pagk is an abstract painter whose painterly language is one of 

dualities and discovery. His work invites the viewer to slow down the act 

of perception, that is to ‘look’, ‘feel’, and perhaps ‘see’. While his 

compositional style communicates a minimalist approach to form, Pagk 

plays with the flatness of the picture plane through his use of free hand 

linework and gestural abstraction, subtle though it may be in places. And 

yet, it is neither on spatial illusion, nor on process that Pagk insists in his 

practice. The object that is the painting itself is the form of expression, as 

are the finely-tuned oppositional forces and personal geometries he 

creates to relay flattened, deconstructed subjects, each one held in 

suspension amidst lush fields of singular color. 

 

The pictorial rhythms inherent in Pagk’s paintings and drawings are 

unmistakable. The artist’s brushstrokes, both broad and finite, have a 

deliberateness that manifests a fluid mind and breathing hand at work. 

Like architectural blueprints that have shed their skin and rearranged 

themselves from within, Pagk’s offbeat graphic compositions are 

structurally sound, but not in any rigid or mechanical sense. Whatever 

illusions and sensations his canvases might produce, Pagk’s stated intent 

is for viewers to “inhabit” his paintings and the spatial constructs therein. 

 

 

 

 

 

 

 

 

 

PAUL PAGK 

Let’s In The Road, 2020 

Oil on linen 

65 x 64 inches (165.1 x 162.6 cm) 

[PP1051.20] 

 

 

 

 

 

 

 

 

 

 

 

 

 



 

 

 

 

 

 

 

 

 

 

PAUL PAGK 

Moon Dance, 2021 

Oil on linen 

65 x 64 inches (165.1 x 162.6 cm) 

[PP1046.21] 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

JEAN-LUC MOULÉNE 

OUI Bubu (Le Buisson), 2022 

Wood and tar 

36 5/8 x 26 3/4 x 9 7/8 inches 

(93 x 68 x 25 cm) 

[JM1888.22] 

 

 

 

 

 

Note: 

This work constitutes an attempt at objectification, at transforming an 

object. It’s a simple story: I was watching an episode of “Law and Order" 

on YouTube – lots of murders! Since it's obviously boring, I tend to 

observe the sets in detail, and because of my figure / background 

composition habit, I distribute and balance my gaze between the sets and 

the actors, which means that in general I don't understand anything about 

the film! So here I stumbled upon a bourgeois decor, with wallpaper and 

a bedside lamp, with a painting, a small painting on the lit wall, inside of 

which was a black and white drawing. It was something to scare you. It 

made me think of one of the very first paintings by Luc Tuymans, which 

is titled Hantise, I believe? It's his only picture which is painted, in the 

sense that there is a certain thickness to the paint. The Spanish would call 

it 'a bicho', a beast, a cockroach... it's also the story of Kafka's 

metamorphosis, this type of vision... So there was that on a little painting; 

I therefore immediately stopped the film; backspaced it, and took a 

screenshot to note the shape of this little drawing. And I looked at it for 

about a year, asking myself what is happening here, what is this thing? 

Until I finally understood what I was seeing, and hence became able to 

execute this object. And as you can see, in fact, you have two figures: you 

have an X figure, which is naturalistic, and you have a T figure, or a 

geometric figure, which is all cylinders and looks mechanical. And so once 

I figured it out, I made a model for this TV series, regardless of the story. 

What is at stake, as it were, is how to materialize a form of obsession, or 



 

 

fear, let's be clear. And what I find very beautiful is that by objectifying it, 

you'll see, it becomes very soft; the figure seems nice!   

 

– Jean-Luc Moulène 

 

 

 

 

 

 

 

 

 

JEAN-LUC MOULÉNE 

Tournée-Tournante [Turned-Turning] (Verizon), 
2022 

Hard Foam and black soft touch coat 

29 1/2 x 6 3/4 x 3 3/8 inches  

(74.9 x 17.1 x 8.6 cm)  

[JM1890.22] 

 

 

 

 

 

Note: 

For starters, spinning stuff is always interesting to watch. In essence 

things that turn or spin are of two types. When I started this work, I was 

wondering what would happen if you took two columns, placed them side 

by side and rotated them against one another, so that they begin to wear 

out. I wanted to apply to columns the principle of wear and tear that I used 

in other sculptures. Then things like spiral surfaces came to mind, but we 

soon realized that nothing happens, that in the end, when you cut the two 

columns, they end up having a common point, nothing more, nothing 

less. When you make two objects intersect; you make them rotate on top 

of one another; in the end, it's just one point, and in between, you get 

cones. It's just like that. I've thought so much about shapes you can obtain 

by rotating one object against another, but in the end, in the logic of 

exhibitions in general, I realized that it might be more productive to reveal 

the problem itself, rather than try to solve it aesthetically, or to take 

advantage of it by becoming a sculptor of columns, for instance! What 

distinguishes these two columns – and the title says it clearly – is that one 

is rotated or spun – that is the symmetrical one is rotated – and the other 

column is rotating or spinning, which is not quite the same thing. They 

have in common their line of contact. 

– Jean-Luc Moulène 

 



 

 

 

 

 

 

 

 

 

 

BLAKE RYANE 

Dog Ear 15 (Cinema Rising), 2022 

Acrylic and oil on canvas and linen 

84 x 60 inches (213.4 x 152.4 cm) 

[BR1567.22] 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Note: 

Over the last 20 years, Blake Rayne’s work has been central to 

questioning, expanding, and perforating contemporary beliefs regarding 

painting. This new body of work continues this engagement by 

alternatively revealing and obfuscating its stages of production. The 

surfaces of Rayne’s paintings are aggregates of various marks and 

materials–moments of gestural abstraction, delicate gradients, and 

gessoed canvas are sewn and spliced together with exposed linen; 

indexically revealing the process of their construction while resisting 

classification. In this way, Rayne’s playful approach simultaneously revels 

in mark making while critically examining the language of painting. 

 

 

 

 

 

 

 

 

 

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) 

[SL1334.21] 

 

 

 

 

Note: 

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. 

 

 



 

 

 

 

 

 

 

 

 

 

PAMELA ROSENKRANZ 

Express Nothing (Blues Bolt), 2022 

Acrylic paint, emergency blanket 

86 5/8 x 55 1/2 x 2 inches (220 x 141 x 5 cm) 

[PR1464.22] 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Note: 

Pamela Rosenkranz’s gestural paintings, often rendered with skin-

colored pigments on metallic emergency blankets — a material originally 

designed to cover a human body and aid it in recovery from extreme heat 

or cold — allude formally to Yves Klein’s seminal “Anthropométries.” Yet 

Rosenkranz seems uninterested in the mysticism touted by the French 

artist. Indeed, the title of one series of paintings underscores the ethos 

behind much of Rosenkranz’s work: “Express Nothing.” 

 

– Aoife Rosenmeyer 

 

 

 

 

 

 

 

 

JIMMY RASKIN 

STATION 2, 2021 

UV cured inkjet on paper mounted on 

aluminum 

18 1/2 x 31 3/4 inches (47 x 80.6 cm) 

Framed: 22 1/4 x 35 5/8 inches  

(56.5 x 90.5 cm) 

Edition of 3 + 1 AP 

[JR1231.21] 

 

 

Note:  

Each of Jimmy Raskin’s STATION OF THE LAST ECCENTRIC holds at 

its center The Cone of Expression. This diagrammatic overlay includes 

a prominent vertical line that imposes a primordial fold, creating a 

mirror-image wherein a chosen picture of the cosmos faces itself. This 

event, in turn, conjures a myriad of faces staring back at the viewer. The 

compositions at hand, if you will, form a repeated closed circuit.  

 

The phenomenon, known as facial pareidolia, instills an emotional 

charge in an otherwise non-sentient image or form. A point of 

connective stillness emerges, which may be considered sacrificial: we 

bypass the layers, critical-distance, dynamic conversations therein, and 

reach an almost humorous reduction point; an anthropomorphic 

flattening in the name of stillness. Within the gaze of the gaze, a space 

for mesmerization or resonance is generated.  



 

 

 

 

 

 

 

 

 

 

JIMMY RASKIN 

STATION 3, 2021 

UV cured inkjet on paper mounted on 

aluminum 

18 1/2 x 31 3/4 inches (47 x 80.6 cm) 

Framed: 22 1/4 x 35 5/8 inches  

(56.5 x 90.5 cm) 

Edition of 3 + 1 AP 

[JR1233.21] 

 

 

 

 

 

 

 

 

 

 

 

 

JIMMY RASKIN 

STATION 1, 2021 

UV cured inkjet on paper mounted on 

aluminum 

18 1/2 x 31 3/4 inches (47 x 80.6 cm) 

Framed: 22 1/4 x 35 5/8 inches  

(56.5 x 90.5 cm) 

Edition of 3 + 1 AP 

[JR1229.21] 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

JIMMY RASKIN 

STATION 9, 2021 

UV cured inkjet and mixed media on paper 

mounted on aluminum 

18 1/2 x 31 3/4 inches (47 x 80.6 cm) 

Framed: 22 1/4 x 35 5/8 inches  

(56.5 x 90.5 cm) 

Edition of 3 + 1 AP 

[JR1237.21] 

 

 

 



 

 

 

 

 

 

 

 

 

 

LIZ DESCHENES 

Prototype for "Photograph" series, 2003 

Silver toned black & white photogram 

15 1/2 x 11 1/2 inches (39.4 x 29.2 cm) 

Framed: 19 x 15 inches (48.3 x 38.1 cm) 

[LD1496.03] 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

EILEEN QUINLAN 

Firebender, 2021 
Digital chromogenic print mounted on 

Dibond 

48 x 60 inches (121.9 x 152.4 cm) 

Edition of 3 + 2 APs 

[EQ1765.21] 

 

 

 

 

 

Note: 

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 

 



 

 

 
 
 
 
 
 
 
 

TTIISSHHAANN  HHSSUU 
study - Madder, 2021 
Color pencil on paper  
11 x 14 inches (27.9 x 35.6 cm)  
[TH1183.82] 
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