
particularly striking—their perfectly
smooth white surfaces and sense of bal-
ance demonstrate her discipline and pa-
tience with the clay. This kind of ceramic
art dates back to the Chosun Dynasty.
The Moon Jar, traditionally celebrated
for the harmony it achieves between
mouth, body, and base, is difficult to per-
fect, since the vessel’s upper section is
much larger than its lower one, making it
vulnerable to collapse during firing. 

In their collaborative works, Lee Ufan’s
marks adorn the surfaces of Young Sook
Park’s porcelain, earthenware, and terra-
cotta objects. A large plate from 1988,
for example, features his brushwork as
applied in oxidized iron and a fern-ash
glaze. More than decoration, his gestural,
rhythmic strokes respond to her process
of forming the clay. He dissolves the dis-
tinction between surface and object.

In Lee Ufan’s monochrome paintings
shown here, the gestural brushstrokes
repeat, yielding patterns that draw atten-
tion to the tension between surface and
ground. The vertical strokes of the oil on
canvas With Wind (1990) are meant to
echo gentle bursts of wind. The ethereal
nature of such works was wonderfully
offset by the highly tactile qualities of
the ceramic pieces, seen in two slabs of
unglazed terra-cotta (2005–7), made col-
laboratively, whose smooth surfaces were
interrupted with satisfying gouge marks.

—Meredith Mendelsohn 
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Mark Cohen
Bruce Silverstein 
For more than 40 years Mark Cohen has
used the camera as a magnifying glass for
examining the more ephemeral aspects of
life. This show, titled “Lost/Found,” con-
sisted of 29 horizontally formatted, iden-
tically sized, mostly black-and-white
photographs made during the ’70s and
’80s. Here Cohen focused largely on
urban America, angling his camera lens
downward toward the earth and the dis-
carded objects that linger there.        

Early works in this series are mostly
formal, in composition and title (Rope on
Ground, February, 1972; Pole at Center,
Pittston, PA, 1974), but photographs like
Ants on Gum, May (1976) shift to a
gritty realism that corresponds to the
stark incongruities of David Lynch’s film
Eraserhead. 

Flash, blur, and time exposure served
as Cohen’s antidotes to his unblinking
documentary tendencies. Whether care-
fully centering his subjects to contradict
the suggestion of still life, as in Memo
Pad in Wind (1976), or capturing an
allover pattern of movement, in Insect
Swarm, Wilkes-Barre, PA, May (1976),
for example, his ability to incorporate ac-
tion as a central component of his photo-
graphs illuminates the poses, detritus,
darkness, and movements that our pe-
ripheral vision barely registers.

While Cohen often includes figures in
his photographs, their full contours are
rarely seen. They are relegated to the

fringes of compositions, severely cropped
or obscured by objects that act as shields
against the camera’s intrusiveness. Em-
phasizing structural relationships,
Cohen’s framing in Knee Against Glass,
May (1976) transforms two isolated, inci-
dental human gestures (a woman’s con-
trapposto; a man striding behind her)
into a sensual pas de deux between two
ships passing in the night.

—Christopher French

‘Pure
Clay’
RH Gallery 
When the avant-
garde artist Lee Ufan
met ceramicist Young
Sook Park at her stu-
dio in 1979 in Seoul,
he offered to mentor
her, initiating a series
of fruitful collabora-
tions between the
two Korean artists.
This elegant show
spotlighted a small
selection of objects
that the two pro-
duced together, as
well as several paint-
ings by Lee Ufan and
ceramics made by
Young Sook Park.

Young Sook Park’s
“Moon Jars” were

Young Sook Park, Untitled (with Lee Ufan), 2009, 
white porcelain with cobalt, 193⁄4" x 23⁄4". RH Gallery. 

Mark Cohen, Memo Pad in Wind, 1976, gelatin silver print, 16" x 20". Bruce Silverstein.
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