Jeffrey Gibson: Booger 1,
2012, Booger mask by Roger
Cain, Black Locust tree, goat
hide, digital C-prints and mixed
mediums; at Participant.

tery) and stitched up with sinew. An
oval cutout in the hide reveals a bit of
the pink paint underneath, as if to ex-
pose unconscious impulses bound by
the constrictions of social identity.

Both shows address a difficult co-
nundrum for Native Americans—wish-
ing to be integrated within the national
dialogue, both culturally and politically,
while simultaneously desiring greater
autonomy. How to reconcile these
contradictory goals? The answer to this
question is not easy, and as Gibson's
work illustrates, demands a hard look
at history—not just the 1980s and '90s,
or the 1940s, but the past three cen-
turies, during which Native Americans
were sundered from their homeland
and deprived of their voice.

—Claire Barliant

GORDON MOORE
BETTY CUNINGHAM

It’s tricky to mix abstraction and illu-
sionism. The abstract painter’s fealty to
materials and process is fundamentally
different from the mimetic painter’s goal
of naturalistic depiction. Some years ago,
Gordon Moore found a language that
merges key elements of each idiom’s
vocabulary—most significantly, abstrac-
tion's nonobjective line and represen-
tation’s cast shadow—and his latest
refinements of that pictorial patois have
yielded his most articulate works yet.
On view were 10 paintings dated
2011—six at approximately 82 by 57
inches and four measuring 40 by 30
inches. They are made primarily of latex

paint using white and a range of earth
colors and neutralized reds and greens,
with additions of ground pumice and iso-
lated passages of oil. The compositions
have a blocky, tectonic quality. Areas of
thinned color are set off or boxed in by
contrasting opaque sections and illusion-
istic fragments; wiry painted lines playfully
cut across the fields, their paths often
reflected in shadow. A larger painting,
Pin has a chromatic sweet spot where

a hard-edge, sky blue stripe—part of

a looping, switchback outline rambling
around the painting’s lower-right quad-
rant—crosses over a central patch of
warm gray; it glows. Generally, though,
the work’s drama derives from a highly
finessed graphical confusion, as if the
artist had obscured what the painted
mark signifies.

The central element in Untitled (Crank)
is a yellow-gray rectangle, listing to the
left, interrupted by a white, angled line
and its soft-focus shadow. Nearby are
trompe-I'oeil areas that appear to be
collaged fragments of black-and-white
photos of similar line-and-square motifs,
as well as a spindly, circuitous strip of
dark alizarin. Contributing to the mul-
tiplicity of spatial references, a washy
reddish field in the bottom third of the
frame is flecked with pumice grains and
ruptures the painting’s pictorial space
with a heightened tactility.

The artist employs photography di-
rectly in 13 smaller works spanning 2007
to last year. Ink and sometimes gouache
are added to soft-focus, low-contrast
photographs taken by the artist. Several
of the works are abstractly atmospheric,
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Gordon Moore: Pin,
2011, oil, pumice and
latex on canvas, 82 by
56% inches; at Betty
Cuningham.

while others include bits of recognizable
imagery. A broken umbrella’s mangled,
floodlit ribs feature in two untitled, 16-by-
12-inch compositions (2008), in which
drawn lines mimic the umbrella’s sculp-
tural contortions. In each work, an area
of precise horizontal stripes (one blue
and white, the other green and white)
extends from the center to one corner.
Over the years, Moore's work has

relied on a grid-based organization of
space, a strategy that has allowed him
to shuffle multiple picture planes like a
magician with a deck of cards. Perhaps
the artist is gradually exhausting, or tiring
of, such sleight of hand. It was almost
absent in some of the best of the small
works on view, such as Untitled (Noire),
in which segmented ink lines enclose a
vaguely headlike shape and tentatively
meld with an angular shadow-line. A
rectangle of white and violet gouache in
the upper right corner seems extrane-
ous, and prompts the viewer to wonder
if the grid, having served the artist well,
might soon be expendable.

—Stephen Maine

KIM MacCONNEL '
SALOMON CONTEMPORARY

This mini-survey of Kim MacConnel’'s
unstretched fabric paintings from the
1970s, and a terrific one from 2004,

is the first of four shows at Salomon

this spring collectively titled “American
Responses: Pleasure, Reverence, Heart,
Home.” The successive exhibitions
feature work by MacConnel, Ned Smyth,
Dickie Landry and Tina Girouard, artists
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