
In The Mirror, simple black lines on a cadmium yellow 
background depict a group of brooms lounging around a giant red
framed hand mirror in the middle of the canvas. Black and white 
dots in Lichtensteins iconic benday style compose its reflective oval 
surface. The centrality o f the mirror creates the effect of looking 
at imagery by Smith and by Lichtenstein at the same time— a 
doubling that is complexly pleasurable. References to art history 
are more subtly folded into other works. The puffy clouds partly 
occluded by red bricks in Scream evoke Rene Magritte, as does the 
filigree rendition of twin moons in pink and blue in Viewfinder. In 
each painting, an anthropomorphic broom handle is depicted in a 
stance elucidating the title.

Waiting Room presents a close-up o f a broom, the bristles 
transformed into long blonde hair. Wearing glasses with numberless 
clock-faces, the head appears to lean back against a yellow-purple 
gradient resembling Venetian blinds. The luscious lips and coifed 
hair identify the face as feminine. The complexity of the description 
belies the works visual simplicity. It can be digested quickly as an 
image, but it can also be savored for its indeterminate psychology. 
The same figure fills the canvas in Still Life. Here one eyeglass 
reflects (or projects?) a glistening ice cube and a cherry with a phal
lic stem. Conveyed with the fetish perfection of ’80s advertising, 
the little scene is intoxicating to behold and carries an intimation of 
mortality, reminiscent o f Dutch vanitas paintings.

The one work without a broom, Over the Shoulder, shows a 
stiletto heel piercing a pink tongue, held taut by the lethal point. 
The violence is rendered more obscene by the cartoonish abstrac
tion of the forms and the gorgeous periwinkle background.
The scene is framed by an outline that doubles as a wide-open 
mouth, white squares at the top and bottom representing teeth.
A  handlebar mustache above the mouth, a recurring character in 
Smith’s work, slyly points to the male persona that is synonymous 
with the history of painting.

In the quietly shocking Medusa, a tangled mass of green 
snaking atop a broom handle sharply contrasts with a back
ground fade of bright red to hot pink. Smith subverts the Greek 
myth of this female monster, who turned men to stone when 
they looked in her eyes, by portraying her as eyeless. In tandem 
with the other works on view, the painting embodies the psycho
drama of seeing and being seen that women artists face when 
engaging with the legacies o f modernism.

— Nora Griffin

MIAMI

Em ily M ae Smith: 
Medusa, 2015, oil 
on linen, 38 by 27 
inches; at Laurel 
Gitlen.

“POETICS OF 
RELATION”
Perez Art Museum Miami
The title of this exhibition pays homage to the 1997 book of 
the same name by Caribbean philosopher Edouard Glissant 
(1928-2011). Co-curators Tobias Ostrander andTumelo Mosaka 
mobilized Glissant’s ideas about identity—that it is constructed in 
relation to multiple contexts— to tie together the tightly curated 
show. Each of the six artists contributed several works that explore 
migration and identity through reference to the land and water 
rather than through personal narrative.

“Poetics of Relation” opened with Durban-based Ledelle 
Moe’s Congregration (2006/15), a sprawling wall installation of 
sculptural heads constructed o f a mixture of concrete and sand from 
cities the artist has visited. The heads were anchored to the wall by 
steel rods and functioned like pins on a map that only alludes to 
place. The heads fall short o f being portraits, functioning instead as 
half-remembered memories of people the artist has encountered.

Hurvin Anderson’s oil-on-canvas paintings likewise explore 
memory, but through reference to the legacies of colonialism that 
haunt urban spaces in Jamaica, to which he is genealogically linked 
but in which he has never lived. In Country Club: Chicken Wire 
(2008), a tennis court painted in a bright palette is seen through the

Xaviera Simmons: 
In  the Lushness 
o f  (detail), 2015, 
acrylic on wood, 
16 by 61 feet; 
in “Poetics o f 
Relation.”
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Lonnie Holley: 
Changing Power, 
2014, power wire 
from Emanuel 
African Methodist 
Episcopal Church, 
broken lamp 
fixture, plastic 
tubing and coat 
hangers, 61 by 45 
by 25 inches; at the 
Halsey Institute of 
Contemporary Art.

titular fence to surface lingering issues of class and exclusion. The 
dynamics of class also underlie the 1996 installation Mar Caribe by 
Tony Capellan (from Santo Domingo), whose work often involves 
accumulations of found objects. Blue and green flip-flop sandals 
salvaged from local riverbanks covered a section of the floor. As a 
group, the colorful footwear evoke the tranquil sea, but the harmony 
of the piece is disrupted by the presence of barbed wire, which has 
replaced the Y-shaped straps of the sandals and signals the hard
ships of life in the Dominican Republic.

Yto Barrada critiques Moroccos use of the palm tree as an 
institutional symbol of tourism and pleasure in her installation 
Twin Palm Island (2011). Two kitschy faux palm trees, cut out of 
sheet metal and replete with colored lightbulbs, are placed on red 
children’s wagons in an ironic reference to the blithe transportation 
of trees from the south to the north ofMorocco as part of the coun
try’s official cultural makeover. Born in Paris, the artist was raised in 
Tangier and currently lives in that city and New York.

Photographer and filmmaker Zarina Bhimji, who was nomi
nated for the Turner Prize in 2007 for her photographs of Uganda 
(where she was born), presented two films. The newest one, Jangbar 
(2015), features evocative moving images of churches, landscapes 
and colonial-era railways in Kenya and Tanzania. Bhimji’s father, 
who migrated to Uganda from India, was part of the economy (he 
made ghee) supporting the many South Asian migrants building 
the railway. The montage of images in this 30-minute film amounts 
to an impressionistic rather than narrative history of East Africa and 
British colonialism. The soundtrack, with mechanical noises and 
largely abstracted Swahili language, enables this effect.

Among the works by the New York-based Xaviera Simmons 
was the 16-by-61-foot text painting In the Lushness of{2015), made 
of acrylic on wood planks. Words in Haitian Creole, English and 
Spanish, each hand-painted in white, pack the black ground. Culled 
from a diverse range of sources—including poems, journalism and 
film— the words reference the sea, moon, land and borders. Stand
ing in front of the expansive work and reading the lines of text feels 
a bit like riding the rhythmic highs and lows of a choppy wave.

While the exhibition was particularly timely given the current 
migration crisis, the works are less political than poetic in their 
open-ended explorations. They resonate with Glissant’s more porous 
notion of identity, while allowing audiences multiple points of entry.

—Alpesh Kantilal Patel

CHARLESTON, S.C.

LONNIE HOLLEY
Halsey Institute of Contemporary Art

Simply stated, Lonnie Holley’s exhibition at the Halsey soared. The 
approximately 40 sculptures were selected from the collection of 
William S. Arnett and the Adanta-based Souls Grown Deep Foun
dation, which Arnett founded, as well as the African-American 
artist’s own collection. Elegandy curated by Halsey director Mark 
Sloan, “Something to Take My Place,” tided after a 2008 sculpture 
of nearly the same name, focused on discrete objects— solos rather 
than a choir, dazzling though the artist’s environments can be.

(Holley, who was born in 1950, was long known for his artwork- 
filled yard in Birmingham, Ala.) The canny and visually gratifying 
installation allowed each piece its own space— to expand into and 
to be appreciated within—which is the norm for sculptural display 
but not always for work by artists labeled as self-taught, vernacular or 
folk. Often, such artists are perceived as lacking aesthetic rigor and 
savvy, though Holley, along with Thornton Dial, Mary Lee Ben- 
dolph and others, give the lie to that interpretation.

On exhibit were a few sculptures from the early 1980s, when 
Holley began to make art seriously, but most of them were from the 
last decade, including ChangingPower (2014). It is a standing lamp— 
without a lightbulb— from which dangles a coil of useless wiring that 
Holley salvaged from the Emanuel African Methodist Episcopal 
Church in Charleston last year. A  metaphor of disrupted illumination, 
this work takes on additional significance in light of the shootings of 
nine people at that church this past June by a racist terrorist.

Holley is a sophisticated improviser, adroitly merging narra
tive and autobiography with taut formal resolution. (He is also a 
musician of note, who performs internationally, showing the same 
spontaneity and inventiveness in his music as he does in his art.) His 
raw but also surprisingly delicate works, such as the barbed-wire- 
heaped Table o f Discussion (2005) and the barbed-wire-filigreed Like 
a Slave Ship (2008), resemble modernist assemblages. Curiously, they 
do not photograph well. Their multiple textures; the way they etch, 
enclose and define space; the relationship of each part to the other, 
with solid matter playing against air; their complex internal scale; the
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