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Detroit-based Matthew Angelo Harrison’s Prototype of 
Dark Silhouettes (2018) offers the exhibition’s most striking 
example of industrial requiem. Sitting on the floor or atop 
metal tables, blocks of cloudy purple resin enclose West African 
sculptures or skeletal zebra remains. Some of the objects are 
fully encased and some jut out as if from melting ice. Combin-
ing modern materials and premodern figurines and natural 
artifacts, Harrison evokes the lost worlds of his hometown’s 
automotive factories and of African cultures from which, due to 
the transatlantic slave trade, African Americans have been cut 
off. The sculptures, through their allusions to the ethnographic 
museum, suggest a historical lineage between the two places, 
observed from some unspecified future. 

Haroon Gunn-Salie’s Senzenina (2018) explores industrial-
ization from the vantage point of South Africa, where mining is 
a major economic force. Thirty-four life-size resin figures repre-
sent each of the striking miners who were killed by police in the 

2012 Marikana massacre. Headless, the figures crouch or kneel 
in a group, as if waiting for justice. Sounds of mining explo-
sions, automatic gunfire, and anti-apartheid songs play around 
the installation, a reminder that the tragedy is not some distant 
memory. With a nod to the movement to bring down statues 
representing colonial power in South Africa, Gunn-Salie’s piece 
asks whose lives public sculpture should commemorate.

Several other works on view ask how cultural rep-
resentations of the past construct our understanding of 
the present. Cian Dayrit’s oil paintings and tapestries use 
colonial iconography and mapmaking techniques to counter 
the imperialist cartographic representations of the Philip-
pines. Similarly, Daniela Ortiz’s painted ceramic models 
offer proposals for anticolonial public statues, including a 

headless Christopher Columbus. Claudia Martínez Garay’s 
Cannon Fodder/Cheering Crowds (2018) lumps propaganda 
symbols together as paintings on wood cutouts that hang 
in a crowded mass, opposite a similarly arranged group of 
geometric abstract paintings on rectangular boards. The 
symbols, which span Cold War emblems to the icons of the 
Black Panthers and the Shining Path, writhe and battle like 
comic book characters. The lack of context makes it hard to 
say which are good and which are evil.

Shown in a gallery of its own, Anupam Roy’s Surfaces of 
the Irreal (2018) comprises political drawings and slogans on 
unstretched canvases. A member of the Communist Party 
of India (Marxist-Leninist), Roy depicts deformed and 
brutalized bodies that transform the monstrosity of racial 
and economic exploitation into mythological imagery. The 
canvases cover the walls, like banners in an occupied univer-
sity. A narrow piece of cloth hanging high on one wall bears 
a quote from Antonio Gramsci scrawled in red: “The crisis 
consists precisely in the fact that the old is dying and the new 
cannot be born; in this interregnum a great variety of morbid 
symptoms appear.” Of the sparse text in the exhibition’s works, 
this seems the most fitting description of the overall mood.

Given the political environment today, any survey of 
young artists would be expected to engage the historical 
moment and provide alternative visions for the future. The 
curators pulled in another direction, eschewing the concept 
of the artistic vanguard and instead positing sabotage as a 
generative means of artistic production. Their stated intent has 
a nice ring to it, but it’s not borne out in the work itself, which 
consists mainly of paintings and sculptures and for the most 
part engages with politics aesthetically instead of structur-
ally. There are no real attempts to subvert or destroy the flows 
of capital (either financial or cultural) from within, even if 
that were possible in an exhibition at a major art institution. 
Instead, many of the artists in “Songs for Sabotage” offer 
evocative and challenging works that dwell on the ambiguity 
and alienation of the present, and on the colonial violence on 
which the present is founded. The artists offer no path out of 
this mess, only a haunting reflection on the state of things as 
they are, morbid symptoms and all.

—Michael McCanne

NEW YORK

JUDY CHICAGO
Salon 94 Bowery

This exhibition comprised paintings—made in airbrushed 
acrylic and oil—from Judy Chicago’s 1982–87 series “Power-
Play,” in which the feminist artist allegorized tropes of mas-
culinity and the issues and misconduct that can occur when 
men wield the power and privileges afforded them. While it 
was easy to see the work as prophetic of the era of Trumpian 
politics and #MeToo, the patriarchal structures that Chicago 
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Archipelagus, 2017, 
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the New Museum 
Triennial.  
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damaged by the hegemonic roles they occupy. Some of them 
look less clearly pained than others but compromised none-
theless. While the man in Disfigured by Power 2 (1984) seems 
to be wailing in abject horror, for instance, the subject in Dis-
figured by Power 3 (1984) grins maniacally, even though a strip 
of flesh has been torn from his face. Together, these two faces 
suggest gruesome versions of the tragedy and comedy masks. 

With “PowerPlay,” Chicago envisioned a transparent world 
in which the vices of men could be laid bare. Examining the 
psychology and consequences of male domination, she created 
an unforgiving realm populated with men who seem at once 
detestable and pitiable, whether they are carrying out egregious 
acts or spectacularly crumbling before our eyes as they attempt 
to command forces beyond their control.

—Re’al Christian

TERRY ADKINS
Lévy Gorvy 
In a 2013 interview for Bomb magazine’s Oral History Proj-
ect, which documents the life stories of New York’s African 
American artists, Terry Adkins, speaking of his early sculptural 
practice, remarked that the bargain materials he was buying in 
bulk from the junkyard in the 1980s “had to identity them-
selves” once he got them back to the studio. Adkins’s curious 
use of “identity” as a verb is indicative of his artistic process 
in general, in which he consistently challenged the forms and 
functions of the materials he employed. In his sculptures, the 
artist, who died in 2014 at the age of fifty-nine, sought to 
carry out a process he called “potential disclosure,” whereby the 
dormant life in inanimate objects could be revealed.

“Terry Adkins: The Smooth, the Cut, and the Assem-
bled” brought together seventeen works dating from 1986 
to 2013. Guest-curated by conceptual artist Charles Gaines, 
Adkins’s friend and sometime collaborator, the installa-
tion prioritized formal affinities and conceptual linkages. 

examined have of course long existed—in fact, their entrench-
ment in Western society is a central theme of the series. 

 The show began with a selection of nine-foot-tall can-
vases. At once beautifully rendered and discomforting, these 
works portray glowing, godlike male figures who emit an aura 
of self-satisfaction as they carry out brazen acts of domina-
tion. Pissing on Nature (1984) depicts a faceless man unleash-
ing a torrent of Technicolor urine on the landscape over which 
he towers. He appears either unapologetic for his impropriety 
or too self-involved to recognize it. The painting speaks to the 
sort of attitude that today lies behind “make America great 
again”—a call to action for those who wish to return to a 
world in which, among other things, man can mark whatever 
territory he wishes as his own—and might even be read as a 
satirical version of Genesis, one in which man raises the earth 
from its primordial origins through his waste. 

Directly across from Pissing on Nature was Crippled by 
the Need to Control/Blind Individuality (1983), which features 
a man looming over and nonchalantly pulling the hair of 
a woman, who helplessly submits, the two representing an 
all-too-familiar gender dynamic. Mirroring the urine in the 
facing work, a stream of milk flows from the woman’s breast, 
signifying her ability to create and sustain life but also the social 
dictates that she do so. Interestingly, the male figure—this 
embodiment of patriarchal authority—is rendered in far more 
detail (sinewy musculature, expressive body language) than the 
female, who is relatively featureless and generalized. He remains 
calm while she appears to be screaming. The image serves as an 
effective representation of the fully realized systems of power 
that seek to bury acts of violence on the female body.

In a subseries of “PowerPlay,” titled “Disfigured by 
Power,” Chicago inflicted violence on the male form instead, 
depicting men who have been physically and psychologically 

Judy Chicago: 
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Individuality, 1983, 
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