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NEW YORK

Philip Smith

Jason McCoy Gallery // November 7-December 20, 2013

ONE OF FIVE artists in the “Pictures”
exhibition, curated by Douglas Crimp

at Artists Space in 1977, Smith was
associated with a group of makers chosen
for their appropriation of recognizable
images—artists who absorbed the
visual detritus of contemporary life and
reanimated those images in the context
of their artworks. The “Pictures” artists
have achieved lasting resonance, and

in “Sign Language,” his first New York
solo show in more than a decade, Smith
presents a new body of work that, at a
time of ever-increasing visual saturation,
seems all the more relevant.

Several monochrome coats of paint
are applied to Smith’'s canvases, each
inscribed with characters that become
increasingly obscured with each
subsequent layer. These bits of scenes
and objects are rendered in wavering
lines by a worn screwdriver, giving them
a hand-drawn quality that, coupled
with barely perceptible images in the
underlayers, evokes memories and the way
pictures and ideas ebb and flow through
our subconscious. The result reads like a
series of afterimages, creating connections
between a variety of signifiers. In the
seafoam-green painting In the Planning

Gregory
Amenoff

Untitled #13,
2012. Colored
pencil

on paper,
13x12in.

Stages, 2013, the most lucid
images contain references

to pop culture, science, and
humans as witness. A Pepsi-
Cola cap takes center stage,
its round shape replacing
the 9 in a string of backward
numbers in circles that
resemble a rotary dial. A
double helix hovers in the
background, arching

over gridded forms ranging
from matrices to mesh

and circuit-board shapes. A
talking head in a 1950s-era
television faces a depiction
of hands pulling a cord

from a small box, perhaps

as a magic trick. “b Miracles” appears in
block letters, stretching the definition of
miracle from scientific and mathematical
discoveries to magic tricks, TV, and,
incongruously, a popular soft drink. Smith's
compositions have an equalizing effect;
the eye scans them, registering trademarks
and recognizable objects as a wash of
images. Underlayers of the painting feature
eyeballs and men who act as stand-ins

for the viewer, as well as the artist himself,
trying to parse what they see.

NEW YORK

Philip Smith
Models of
Jupiter, 2013.
Oil and wax
on canvas,
43x53in.

The other paintings in this exhibition
employ similar content. Smith's paintings
provide a new way of visualizing what is a
rather murky mix of nonstop imagery that
is perhaps unsurprising given the amount
of optical information we take in on a daily
basis—online articles, broadcasts from
news organizations competing for our
viewership, advertisements, social media,
and so on. This artist shows us what the
mind's eye sees as the strangely enticing,
multilayered mess that it is. —Lilly Lampe

Gregory Amenoff

Alexandre Gallery // October 17-November 23, 2013

A BRIEF STAY in Paris, where Amenoff had the opportunity to reengage
with the works of the Symbolists, inspired the painter’s latest

series of canvases and works on paper. Like many of his 20th-
century predecessors, Amenoff borrows liberally from the French
movement’s jarring, synesthetic sense of color while shrugging

off its mystical figurative imagery. Instead, its vibrant hues animate
the New York artist’s rhythmic renderings of fractured—almost

lunar—landscapes and flora.

In Odilon, 2013, for example, Redon’s characteristic Ophelias and
spiders are excised in favor of a glowing orb that holds a ghostly leaflike
shape, seemingly viewed from above. A lightning bolt, throwing saffron-
colored light, intersects the form. The Symbolist’s signature aubergine
shade animates the background, which resembles tectonic plates.

Although the large canvases must be commended for their execution
and vivid color, Amenoff’s drawings—rendered at his Parisian kitchen
table—compel more attention. (This is perhaps not surprising,
given his devotion to Redon, a master of the intimate scale.) Installed
in a grid, the compositions invite contemplation of both deep space
and the natural world through the repeated motif of verdant shapes.
Untitled #17, 2012, a particularly fanciful rendering of the stalk
of a cruciferous vegetable seen from above, resembles in its form a
woman in a spaceship helmet, one arm posed seductively overhead.

Amenoff has addressed natural imagery for some time, but
his earlier interest in patterns and textiles clearly informs this new
work. One must ask, however, if his resorting to history risks relegating
his gestures to market-friendly decor. —WV
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