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For the 2023 edition of Frieze Los Angeles, we are pleased to feature works by 
Tishan Hsu, Alex Carver, R. H. Quaytman, Dana Lok, Beaux Mendes, Paul Pagk, 
Scott Lyall,  Blake Rayne, Florian Pumhösl, and Pamela Rosenkranz.
 
A special presentation by K.R.M. Mooney, who recently joined the gallery, and a 
grouping of tool related works by Jean-Luc Moulène, will also be on view. 



INQUIRIES

 
TISHAN HSU
It’s Not the Bullet but the Hole 3, 1991
Silkscreen ink, acrylic on canvas
70 x 70 x 2 inches (177.8 x 177.8 x 5.1 cm)
[TH1241.91]



INQUIRIES

 
TISHAN HSU
It’s Not the Bullet but the Hole 3, 1991



I accept Modernism’s conclusion – the Self is lost. That’s one less thing to worry about. 

Freed from “Self,” consciousness enters the “object” – merges with the world.

 – Tishan Hsu



INQUIRIES

 
PAUL PAGK
The Offering, 2020
Oil on linen
70 x 70 inches (177.8 x 177.8 cm)
[PP1028.20]



I feel as though what I have in front of me is mental architecture seeking its place in space.

– Olivier Kaeppelin   
Paul Pagk: Rythmes & Structures 

Saint-Louis: Foundation Fernet-Branca, 2021



INQUIRIES

 
PAUL PAGK
The Offering, 2020



INQUIRIES

 
PAUL PAGK
Hermit, 2019
Oil on linen
76 x 74 inches (193 x 188 cm)
[PP1029.19]



INQUIRIES

 
PAUL PAGK
Hermit, 2019 [side view]



INQUIRIES

 
PAUL PAGK
Hermit, 2019



INQUIRIES

ALEX CARVER
The Painting Flays Itself, 2023
Oil on linen
86 1/2 x 79 inches (219.7 x 200.7 cm)
[AC2121.23]



Taking The Flaying of Marsyas, Titian’s last painting, as his point of reference towards a mythological scenario, 
Alex Carver’s The Painting That Flays Itself depicts the story of the satyr Marsyas who challenges Apollo to a 
musical competition, in which he loses and is sentenced to be skinned alive. 

Carver destabilizes Titian’s 16th century painting and transforms it into a more rhythmic and structured 
abstraction of the body, obliterating the notion of figure and transforming it into what can be described as 
a meta figure. The artist toys with the ambiguity of uniting all of the figures in the composition into one and 
makes it unclear whether the people doing the flaying are also being flayed by the painting itself. 

Through his 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.



INQUIRIES

ALEX CARVER
The Painting Flays Itself, 2023 [detail view]



INQUIRIES

ALEX CARVER
The Painting Flays Itself, 2023 [detail view]



INQUIRIES

ALEX CARVER
The Painting Flays Itself, 2023



INQUIRIES

 
JEAN-LUC MOULÈNE
Outils Flous [Fuzzy Tools] (Le Buisson), 2022
Bronze and plastic
19 3/4 x 19 3/4 x 19 3/4 inches (50 x 50 x 50 cm)
Edition of 3 + 2 APs
[JM1828.22]



INQUIRIES

 
JEAN-LUC MOULÈNE
Outils Flous [Fuzzy Tools] (Le Buisson), 2022



INQUIRIES

 
JEAN-LUC MOULÈNE
Mano a Mano (Paris, mai 2017), 2017
Bronze and patina
4 x 4 x 11 3/4 inches (10.2 x 10.2 x 29.8 cm) 
Edition of 3 + 2 APs 
[JM1358.17]



Inquire

This object is a tool made for two people and three hands in a gesture of exchange. What allows one person 
to hold the work with two hands from one side is what allows another person to hold it up by the panhandle 
from the other side. This perplexing ‘tool’ that brings two together has no obvious, immediately discernible 
function.



INQUIRIES

 
JEAN-LUC MOULÈNE
Mano a Mano (Paris, mai 2017), 2017



Jean-Luc Moulène 
Objets de grève (Strike objects), 1999–2000

This renowned early project consists of documentary photographs of industrial objects made by French 
workers during labor strikes. Using the seized means of production they employ during their regular work 
days, the strikers created imaginative, detourned devices with the same tools. The resulting whimsical objects 
are the subjects of each photograph in the series, which, further, obliquely points to the age-old, ambivalent 
relationship between art and commerce.



JEAN-LUC MOULÈNE
Objet de Grève: Tête de fusée, 1999-2000 
Digital laser print on Fuji Crystal paper under diasec
18 1/2 x 14 1/8 inches (47 x 36 cm) 
Edition of 5
[JM1116.99]
INQUIRIES

Warhead
Lip (Les Industries de Palente), the second conflict, 1976
Diameter: 8 cm, length: 8 cm.

“As well as our clock and watch-making work, we also worked for the 
arms industry, I’d taken a warhead and transformed it into a domestic 
timer, an instrument of destruction had been transformed into a peaceful 
instrument. We made and sold one hundred of them.”

—Michel Pelleteret, January 4, 1999



JEAN-LUC MOULÈNE
Objet de Grève: Parfum de solidarité, 1999-2000 
Digital laser print on Fuji Crystal paper under diasec
18 1/2 x 14 1/8 inches (47 x 36 cm)
Edition of 5
[JM1134.99]
INQUIRIES

Solidarity Perfume
Bourgogne Applications Plastiques (BAP), Chevigny-Saint-Sauveur,  
Côte-d’Or (subsidiary of Carnaud Metalbox, parent company: Crown 
Cork)

In 1996, the retail price of a plastic bottle was a minimum of 20 francs. In 
just eight weeks, 10,000 bottles were sold. As a result, conflict between the  
Bourgogne Applications Plastiques (BAP) and its 175 employees arose as 
workers protested by occupying the company’s factory for several months. 
During this time, they made the ‘largest PVC plastic bottle in the world’ 
(height: 682 cm, weight: 307 kg, number of bottles needed to make it: 
6,865,), with text on several sides that read: “BAP will live S.O.S. 175 jobs” 
on the front, “Solidarity perfume” on the back, and on the drawing of an 
open hand, “BAP Hands off my job!”

However, in late September, the German Alpla group took over the firm, 
along with 55 jobs, under the name Euroflaco.



JEAN-LUC MOULÈNE
Objet de Grève: 21 billes SKF, 1999-2000 
Digital laser print on Fuji Crystal paper under diasec
18 1/2 x 14 1/8 inches (47 x 36 cm) 
Edition of 5
[JM1133.99]
INQUIRIES

21 SKF Ball Bearings
SKF metallurgical company producing ball bearings, Ivry-sur-Seine, 1983

In 1983, when an SKF metallurgical company in Ivry-sur-Seine announced 
job cuts, workers protested, selling bags of ball bearings produced in the 
company’s factory to finance their movement. Striking and occupying 
company grounds, the conflict quickly escalated to a national level, with 
coups and violent protests spanning nearly two years. In mid-1985, 
the factory was seized by CGT militants, backed by a demonstration of 
10,000 people, which resulted in violent confrontations and numerous 
arrests. The factory closed indefinitely.



JEAN-LUC MOULÈNE
Objet de Grève: Casse-tête, 1999-2000 
Digital laser print on Fuji Crystal paper under diasec
14 1/8 x 18 1/2 inches (35.9 x 47 cm) 
Edition of 5
[JM1117.99]
INQUIRIES

Puzzle
LIP (Les Industries de Palente), the second conflict, 1976
Duralumin (light aluminium alloy with high mechanical strength),  
6 x 6 x 6 cm

The Lip factory, based in Besançon in eastern France,  
began to experience financial problems in the late 1960s and  
early 1970s, and management decided to attempt a factory shutdown. 
However, after strikes and a highly publicized factory occupation 
in 1973, Lip became worker-managed. All the fired employees were  
rehired by March 1974, but the firm was liquidated again in the spring 
of 1976—leading to “the second conflict,” in which the workers  
created their own cooperative under the name Les Industries de Palente 
(LIP). To function properly and sustain the livelihood of LIP and its 
members, the cooperative instituted a democratic system of shared  
responsibilities and collective activities—one of which included the 
invention and production of various games, toys, and puzzles. 



INQUIRIES

 
SCOTT LYALL
Talent 27, 2022
Gold nano particles and acrylic gel medium on 
ink printed glass, mirror
67 1/2 x 48 x 2 inches (171.4 x 121.9 x 5.1 cm)
[SL2266.22]



INQUIRIES

 
SCOTT LYALL
Talent 27, 2022 [side view]



INQUIRIES

 
SCOTT LYALL
Talent 27, 2022



INQUIRIES

 
SCOTT LYALL
Talent 20, 2022
Gold nano particles and acrylic gel medium on 
ink printed glass, mirror
48 x 34 1/2 inches (121.9 x 87.6 cm)
[SL2259.22]



INQUIRIES

 
SCOTT LYALL
Talent 20, 2022 [side view]
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SCOTT LYALL
Talent 20, 2022



BLAKE RAYNE
Carrière #3 (Emotional), 2013
Acrylic, walnut dust, and gesso on canvas 79 x 51 
inches (200.7 x 129.5 cm)
[BR1316.13]
INQUIRIES



BLAKE RAYNE 
Carrière #3 (Emotional), 2013 [side view]
 INQUIRIES



INQUIRIES

 
R. H. QUAYTMAN
Chapter 29, 2015 ,קקח
Oil, silkscreen ink, gesso on wood
24 3/4 x 40 x 1 inches (62.9 x 101.6 x 2.5 cm)
[RQ1865.15]



INQUIRIES

 
R. H. QUAYTMAN
Chapter 29, 2015 ,קקח



The painting from קקח, Chapter 29 features a discovery R. H. Quaytman made in 2015, a few weeks following 
the opening of her exhibition at the Tel Aviv Museum of Art. This discovery concerns Paul Klee’s famous 
Angelus Novus (1920), which the artist had the rare opportunity to view in person two years ago in the offices 
of the Israel Museum, Jerusalem. Quaytman saw something that previously had gone unnoticed—that Klee 
had purposefully glued the Angelus Novus monoprint directly onto an old engraving. The engraving, clearly 
visible around all four sides, hinted at a portrait of a single figure in a black robe made by someone with 
the initials LC in the 1520’s. This struck Quaytman as highly relevant, not only to what Klee intended with 
this gesture of defacement, but also to Walter Benjamin’s well known essay, On the Concept of History, which 
situates the temporal past in front, not behind the Angel. 

In cooperation with the paper conservation department at the Israel Museum, Quaytman embarked on a 
two year pursuit to uncover the identity of this occluded subject. Scientific imaging techniques, such as x-ray 
and thermography, produced some of the images incorporated in the first iteration of Chapter 29. However, 
as it turned out, these advanced techniques were unable to answer the primary question: Who is hidden 
behind the angel? Upon returning to the studio, Quaytman continued to search websites and databases 
from libraries and museum collections that made images of their print collections available for consultation. 
After untold hours, and a little luck, one night she found the solution, like a needle in a haystack... The 
etching Klee placed under his Angelus Novus is a portrait of Martin Luther by Lucas Cranach, engraved in 1838 
by Friedrich Müller. Quaytman felt the chapter would not be complete without making a few new paintings 
that reveal the irrevocable answer, an answer that does not satisfy so much as add complexity and mystery 
to this icon of ideology. 

.or Haqaq, means ‘engrave’ in Hebrew ,קקח *



BEAUX MENDES
Jacob's Ladder, 2023
Mappa burl wood
48 x 28 5/8 x 4 inches (121.9 x 72.7 x 10.2 cm)
[BM1081.23]
INQUIRIES



BEAUX MENDES 
Jacob's Ladder, 2023 [side view] 
INQUIRIES



INQUIRIES

K.R.M. MOONEY
Housing (c.) ii, 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)
[KM1031.22]



INQUIRIES

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



Housing (c.) i–vi is a series of 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.

– K.R.M. Mooney



INQUIRIES

 
K.R.M. MOONEY
Housing (c.) iv, 2022
Steel, electroplated steel, silver, brass,  
neodymium, paint, polymer resin, iron oxide
14 x 7 x 3 1/2 inches (35.6 x 17.8 x 8.9 cm)
[KM1029.22]



INQUIRIES

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



INQUIRIES

PAMELA ROSENKRANZ
Anamazon (Yield), 2021
Medium and pigments on mirror
59 x 37 3/8 inches (150 x 95 cm)
[PR1465.21]



INQUIRIES

DANA LOK
Toy PC, 2023
Pastel and colored pencil on paper
14 x 15 inches (35.6 x 38.1 cm)
Framed: 16 7/8 x 17 7/8 x 1 1/2 inches (42.7 x 45.3 x 3.8 cm)
[DL1103.23]



INQUIRIES

FLORIAN PUMHÖSL
Untitled (red study), 2021
Acrylic on lead
15 3/4 x 20 5/8 inches (40 x 52.5 cm)
Framed: 22 7/8 x 28 1/8 x 3 1/2 inches (58 x 71.5 x 9 cm)
[FP1334.21]



INQUIRIES

FLORIAN PUMHÖSL
Untitled (grey study), 2021
Acrylic on lead
11 1/8 x 10 1/2 inches (28.3 x 26.7 cm)
Framed: 18 5/8 x 18 x 3 3/4 inches (47.3 x 45.7 x 9.5 cm)
[FP1331.21]



INQUIRIES

 
PAUL PAGK
Untitled, 2022
Oil pastel, pastel, pencil, and watercolor on paper
15 x 11 inches (38.1 x 27.9 cm)
Framed: 18 3/4 x 14 3/4 inches (47.6 x 37.5 cm)
[PP1130.22]



INQUIRIES

 
PAUL PAGK
Untitled, 2022
Gouache, pastel, pencil, and watercolor on paper
15 x 11 inches (38.1 x 27.9 cm)
Framed: 18 3/4 x 14 3/4 inches (47.6 x 37.5 cm)
[PP1106.22]



INQUIRIES

TISHAN HSU
study - multiple face, 1981
color pencil on paper
11 x 14 inches (27.9 x 35.6 cm)
[TH1170.81]
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TISHAN HSU  
It's Not the Bullet but the Hole 3, 1991 
Silkscreen ink, acrylic on canvas 
70 x 70 x 2 inches (177.8 x 177.8 x 5.1 cm) 
[TH1241.91] 
 
 
 
 
 
 
 
 
 
 
 
 
 

In the Spring of 1988, Hsu moved from New York to Cologne, 
Germany, to focus and slow the pace of his production. After 
moving to a larger studio in Cologne, Hsu was also able to increase 
the scale of his work. At the same time, Hsu's investment in 
representations of flesh and the body became more pronounced, as 
he began to incorporate appropriated images from biomedical 
textbooks, among other sources.  
 
In It's Not the Bullet but the Hole 3, Hsu silkscreens on canvas grey, 
fleshy mounds that contrast with a blackened, spray painted bloody 
bullet wound. The bulbous, tromp l'oeil forms have a visceral 
impact. Rendered as if seen through a microscope, the work's 
intense closeness de-familiarizes its subject. The topographical 
forms are familiar yet foreign, human yet alien.  
 

 

 
 
 
 
 
 
 

PAUL PAGK  
The Offering, 2020 
Oil on linen 
70 x 70 inches (177.8 x 177.8 cm) 
[PP1028.20] 
  
 
 
 
 
 
 
 

I feel as though what I have in front of me is mental architecture seeking its 
place in space. 

– Olivier Kaeppelin, Paul Pagk: Rythmes & Structures,  
Saint-Louis: Foundation Fernet-Branca, 2021 

 
 
 

https://miguelabreugallery.com/inquire/
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	 PAUL PAGK  
Hermit, 2019 
Oil on linen 
76 x 74 inches (193 x 188 cm) 
[PP1029.19] 
  

 
 
 
 
 
 

Exhibited: 
Singing in Unison: Artists Need to Create On the Same Scale That Society Has 
the Capacity to Destroy Part 7, organized by Phong H. Bui and Cal 
McKeever, Industry City, Brooklyn, NY, September 23 – December 
17, 2022. 
 

 
 

ALEX CARVER  
The Painting Flays Itself, 2023 
Oil on linen 
86 1/2 x 79 inches (219.7 x 200.7 cm) 
[AC2121.23] 
  

 
 

 
 
 
 

Taking The Flaying of Marsyas, Titian’s last painting, as his point of 
reference towards a mythological scenario, Alex Carver’s The Painting 
That Flays Itself depicts the story of the satyr Marsyas who challenges 
Apollo to a musical competition, in which he loses and is sentenced 
to be skinned alive.  
 
Carver destabilizes Titian’s 16th century painting and transforms it 
into a more rhythmic and structured abstraction of the body, 
obliterating the notion of figure and transforming it into what can 
be described as a meta figure. The artist toys with the ambiguity of 
uniting all of the figures in the composition into one and makes it 
unclear whether the people doing the flaying are also being flayed by 
the painting itself.  
 
Through his 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. 
 

https://miguelabreugallery.com/inquire/
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 JEAN-LUC MOULÈNE  
Outils Flous [Fuzzy Tools] (Le Buisson), 2022 
Bronze and plastic 
19 3/4 x 19 3/4 x 19 3/4 inches 
(50 x 50 x 50 cm) 
Edition of 3 + 2 APs 
[JM1828.22] 
  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

In their very form, tools manifest the classical ideal of art, that is 
to say that their shape fully emits their function. A tool cannot be 
kitsch, its form expresses what it is completely. A knife on a table 
cuts through space, even if no one touches it. Once this aspect of 
things has been established, how does one see a tool as an object? 
That's what I tried to do with this work, it's complicated to fully 
articulate. The mere fact that I begin with real objects that come 
together presupposes that their reunion has a kind of necessity, a 
kind of geometric necessity in a certain sense as well. There is a 
center to the figure, but since there is a center, there are therefore 
peripheries – and let’s be reminded that these are tools – so the 
possibility of grasping the piece from any protruding place from 
the center is easily suggested. Hence the handles that are tactile; 
each handle is different. And why the blur? Simply because I don't 
want to say why these objects are brought together. What are they 
going to do now that they're here together? What will these tools 
be used for? I hope they will be used for reflection, not actually for 
cutting pieces of wood, or striking nails. But reflection proceeds 
in the same way: it cuts pieces of wood and hammers nails. 
  
The four tools I used are the hammer, the pliers, the ladle, and the 
knife. The hammer refers directly to the clenched fist, to the 
anthropological object too; the pliers point to the awareness that 
your thumb has an opposite, something that even apes don’t 
partake in, except for a few; the knife is the slice; and the ladle is 
very simply the cupped hand for drinking. In fact, they are the 
basic tools that are directly derived from the tasks the hand knows 
innately how to perform. One could have blurred the keys on your 
laptop, it's a bit the same thing.  
 
The blurred area at the center of the object is rendered using 3D 
software. The progressive blur effect is precisely calculated. 	

– Jean-Luc Mounlène 
 

https://miguelabreugallery.com/inquire/
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JEAN-LUC MOULÈNE  
Mano a Mano (Paris, mai 2017), 2017 
bronze, patina 
4 x 4 x 11 3/4 inches  
(10.2 x 10.2 x 29.8 cm) 
Edition of 3 + 2 APs  
[JM1358.17] 
  
 
 

 

Literature: 
Badiou, Alain. Matter and Form, Self-evidence and Surprise: On Jean-Luc 
Moulène’s Objects. New York: Sequence Press, 2019, illust. p. 34-35. 
 
This is a piece or a tool made for two people and three hands. It’s 
an exchange gesture. What allows one person to hold the work 
with two hands from one side is what allows another person to 
hold it up by the panhandle from the other side. This perplexing 
‘tool’ that brings two together has no obvious and immediately 
discernible function.  

Jean-Luc Moulène 
Objets de grève (Strike objects), 1999–2000 

 

This renowned early project consists of documentary photographs of industrial objects made by French workers during labor strikes. Using the seized means of 
production they employ during their regular work days, the strikers created imaginative, detourned devices with the same tools. The resulting whimsical objects are 
the subjects of each photograph in the series, which, further, obliquely points to the age-old, ambivalent relationship between art and commerce. 

 Objet de Grève: Tête de fusée, 1999-2000 
Cibachrome under Diasec 
18 1/2 x 14 1/8 inches (47 x 36 cm) 
Edition of 5 
[JM1116.99] 
  
 
 
 
 
 
 
 
 

Warhead 
Lip (Les Industries de Palente), the second conflict, 1976 
Diameter: 8 cm, length: 8 cm. 
 
“As well as our clock and watch-making work, we also worked for 
the arms industry, I’d taken a warhead and transformed it into a 
domestic timer, an instrument of destruction had been 
transformed into a peaceful instrument. We made and sold one 
hundred of them.” 
 
—Michel Pelleteret, January 4, 1999 
 
 

https://miguelabreugallery.com/inquire/
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Objet de Grève: Parfum de solidarité, 1999-
2000 
Cibachrome under Diasec 
18 1/2 x 14 1/8 inches (47 x 36 cm) 
Edition of 5 
[JM1134.99] 
  
 
 
 
 
 
 

Solidarity Perfume 
Bourgogne Applications Plastiques (BAP), Chevigny-Saint-
Sauveur, Côte-d’Or (subsidiary of Carnaud Metalbox, parent 
company: Crown Cork) 
 
In 1996, the retail price of a plastic bottle was a minimum of 20 
francs. In just eight weeks, 10,000 bottles were sold. As a result, 
conflict between the Bourgogne Applications Plastiques (BAP) and 
its 175 employees arose as workers protested by occupying the 
company’s factory for several months. During this time, they made 
the ‘largest PVC plastic bottle in the world’ (height: 682 cm, weight: 
307 kg, number of bottles needed to make it: 6,865,), with text on 
several sides that read: “BAP will live S.O.S. 175 jobs” on the front, 
“Solidarity perfume” on the back, and on the drawing of an open 
hand, “BAP Hands off my job!” 
 
However, in late September, the German Alpla group took over the 
firm, along with 55 jobs, under the name Euroflaco. 
 

 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 

Objet de Grève: 21 billes SKF, 1999-2000 
Cibachrome under Diasec 
18 1/2 x 14 1/8 inches (47 x 36 cm) 
Edition of 5 
[JM1133.99] 
  
 
 
 
 
 
 
 
 
 
 
 

21 SKF Ball Bearings 
SKF metallurgical company producing ball bearings, Ivry-sur-Seine, 
1983 
 
In 1983, when an SKF metallurgical company in Ivry-sur-Seine 
announced job cuts, workers protested, selling bags of ball bearings 
produced in the company’s factory to finance their movement. 
Striking and occupying company grounds, the conflict quickly 
escalated to a national level, with coups and violent protests 
spanning nearly two years. In mid-1985, the factory was seized by 
CGT militants, backed by a demonstration of 10,000 people, which 
resulted in violent confrontations and numerous arrests. The factory 
closed indefinitely. 
 

https://miguelabreugallery.com/inquire/


inquiries 

 
 
 
 
 
 
 
 

Objet de Grève: Casse-tête, 1999-2000 
Cibachrome under Diasec 
14 1/8 x 18 1/2 inches (35.9 x 47 cm) 
Edition of 5 
[JM1117.99] 
  
 
 
 
 
 

Puzzle 

LIP (Les Industries de Palente), the second conflict, 1976 
Duralumin (light aluminium alloy with high mechanical strength), 
6 x 6 x 6 cm. 
 
The Lip factory, based in Besançon in eastern France, began to 
experience financial problems in the late 1960s and early 1970s, and 
management decided to attempt a factory shutdown. However, 
after strikes and a highly publicized factory occupation in 1973, Lip 
became worker-managed. All the fired employees were rehired by 
March 1974, but the firm was liquidated again in the spring of 
1976—leading to “the second conflict,” in which the workers 
created their own cooperative under the name Les Industries de 
Palente (LIP). To function properly and sustain the livelihood of LIP 
and its members, the cooperative instituted a democratic system of 
shared responsibilities and collective activities—one of which 
included the invention and production of various games, toys, and 
puzzles.   
 
 
 

 
 
 
 
 
 
 
 
 
 
 

SCOTT LYALL  
Talent 27, 2022 
Gold nano particles and acrylic gel 
medium on ink printed glass, mirror 
67 1/2 x 48 x 2 inches 
(171.4 x 121.9 x 5.1 cm) 
[SL2266.22] 
  
 
 
 
 
 
 

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 

https://en.wikipedia.org/wiki/Besan%C3%A7on
https://miguelabreugallery.com/inquire/
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SCOTT LYALL  
Talent 20, 2022 
Gold nano particles and acrylic gel 
medium on ink printed glass, mirror 
48 x 34 1/2 inches (121.9 x 87.6 cm) 
[SL2259.22] 

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. 

BLAKE RYANE 
Carrière #3 (Emotional), 2013 
Acrylic, walnut dust, and gesso on canvas 
79 x 51 inches (200.7 x 129.5 cm) 
[BR1316.13] 
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R. H. QUAYTMAN 
קקח , Chapter 29, 2015 

Oil, silkscreen ink, gesso on wood 
24 3/4 x 40 x 1 inches 
(62.9 x 101.6 x 2.5 cm) 
[RQ1865.15] 
  
 
 
 
 

Literature: 
Quaytman, R. H. Chapter 29: Haqaq. Tel Aviv: Tel Aviv Museum of 
Art, 2015. p. 63. 
Latimer, Quinn, Szymczyk, Adam, documenta 14: Daybook, 
Germany: Prestel, 2017. p August 5th, 2017 
 

The painting from קקח , Chapter 29 features a discovery R. H. 
Quaytman made in 2015, a few weeks following the opening of her 
exhibition at the Tel Aviv Museum of Art. This discovery concerns 
Paul Klee’s Angelus Novus (1920), which the artist had the rare 
opportunity to view in person two years ago in the offices of the 
Israel Museum, Jerusalem. Quaytman saw something that 
previously had gone unnoticed—that Klee had purposefully glued 
the Angelus Novus monoprint directly onto an old engraving. The 
engraving, clearly visible around all four sides, hinted at a portrait of 
a single figure in a black robe made by someone with the initials LC 
in the 1520’s. This struck Quaytman as highly relevant, not only to 
what Klee intended with this gesture of defacement, but also to 
Walter Benjamin’s well known essay, “On the Concept of History,” 
which situates the temporal past in front, not behind the Angel.  
 
In cooperation with the paper conservation department at the Israel 
Museum, Quaytman embarked on a two year pursuit to uncover the 
identity of this occluded subject. Scientific imaging techniques, 
such as x-ray and thermography, produced some of the images 
incorporated in the first iteration of Chapter 29. However, as it 
turned out, these advanced techniques were unable to answer the 
primary question: Who is hidden behind the angel? Upon returning 
to the studio, Quaytman continued to search websites and 
databases from libraries and museum collections that made images 
of their print collections available for consultation. After untold 
hours, and a little luck, one night she found the solution, like a 
needle in a haystack... The etching Klee placed under his Angelus 
Novus is a portrait of Martin Luther by Lucas Cranach, engraved in 
1838 by Friedrich Müller. Quaytman felt the chapter would not be 
complete without making a few new paintings that reveal the 
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irrevocable answer, an answer that does not satisfy so much as add 
complexity and mystery to this icon of ideology.  
 
קקח * , or Haqaq, means ‘engrave’ in Hebrew. 

 

 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
 

BEAUX MENDES 
Jacob's Ladder, 2023 
Mappa burl wood 
48 x 28 5/8 x 4 inches  
(121.9 x 72.7 x 10.2 cm) 
[BM1081.23] 
  
 
 
 
 
 

There is a central column on blonde wood.  Blonde – think pale 
commercial spaces. The column is easily the symbolic pillar of 
Judeo-Christian thought. Architectural, central and complete. But in 
this piece, the column is rendered from several angles which warp it. 
An upright figure on the left enters the column – this is the negative 
man. His body presses into the column, cuts into it and becomes it. 
Upon entering he is inverted. On the bottom right of the column, 
you see the inverted positive man – his body now made from the 
column – he becomes it or attempts to escape it. These male figures 
are inextricable from this column – their bodies are a kind of 
tautology. The negative and positive figures, taken together, impose 
an hourglass double helix form on the shape of the column. It’s a 
simple and compressed metaphor that renders the column watery.  

 
– Beaux Mendes 

 

 
 
 
 
 
 
 
 

K.R.M. MOONEY 
Housing (c.) ii, 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) 
[KM1031.22] 
  
 
 
 
 
 
 

Housing (c.) i–vi is a series of 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. 

– K.R.M. Mooney 
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K.R.M. MOONEY 
Housing (c.) iv, 2022 
Steel, electroplated steel, silver, brass, 
neodymium, paint, polymer resin, iron 
oxide 
14 x 7 x 3 1/2 inches (35.6 x 17.8 x 8.9 cm) 
[KM1029.22] 
  
 
 
 
 

 PAMELA ROSENKRANZ 
Anamazon (Yield), 2021 
Medium and pigments on mirror 
59 x 37 3/8 inches (150 x 95 cm) 
[PR1465.21] 
 
 
 
 
 

 

 
 
 
 
 

DANA LOK 
Toy PC, 2023 
Pastel and colored pencil on paper 
14 x 15 inches (35.6 x 38.1 cm) 
Framed: 16 7/8 x 17 7/8 x 1 1/2 inches  
(42.7 x 45.3 x 3.8 cm) 
[DL1103.23] 
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 PAUL PAGK 
Untitled, 2022 
Oil pastel, pastel, pencil, and watercolor on 
paper 
15 x 11 inches (38.1 x 27.9 cm) 
Framed: 18 3/4 x 14 3/4 inches 
(47.6 x 37.5 cm) 
[PP1130.22] 
 
 
 
 

 

 

 
 
 
 
 
 
 
 
 

  

PAUL PAGK 
Untitled, 2022 
Gouache, pastel, pencil, and watercolor on 
paper 
15 x 11 inches (38.1 x 27.9 cm) 
Framed: 18 3/4 x 14 3/4 inches 
(47.6 x 37.5 cm)  
[PP1106.22] 
  
 
 
 

 

 
 
 
 
 
 
 
 

FLORIAN PUMHÖSL 
Untitled (red study), 2021 
Acrylic on lead 
15 3/4 x 20 5/8 inches (40 x 52.5 cm) 
framed: 22 7/8 x 28 1/8 x 3 1/2 inches  
(58 x 71.5 x 9 cm) 
[FP1334.21] 
  
 
 
 
 

Literature: 
Christopher Müller and Nick Irvin ed., I hear the ancient music of 
words and words, yes, that's it. Köln: Verlag der Buchhandlung Walther 
and Franz König, 2022, illustrated in color, p.35. 
 
Exhibition: 
I hear the ancient music of words and words, yes, that's it., MAK Center, 
Los Angeles, October 16, 2021 – February 20, 2022 
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FLORIAN PUMHÖSL 
Untitled (grey study), 2021 
Acrylic on lead 
11 1/8 x 10 1/2 inches (28.3 x 26.7 cm) 
framed: 18 5/8 x 18 x 3 3/4 inches  
(47.3 x 45.7 x 9.5 cm) 
[FP1331.21] 
  
 
 
 
 
 

Literature: 
Christopher Müller and Nick Irvin ed., I hear the ancient music of 
words and words, yes, that's it. Köln: Verlag der Buchhandlung Walther 
and Franz König, 2022, illustrated in color, p.55. 
 
Exhibition: 
I hear the ancient music of words and words, yes, that's it., MAK Center, 
Los Angeles, October 16, 2021 – February 20, 2022 
 

 TISHAN HSU  
study - multiple face, 1981 
Color pencil on paper 
11 x 14 inches (27.9 x 35.6 cm) 
[TH1170.81] 
 

 
 
 
 
 

 

 
 




