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@)(!"##E(>45(F5+<(G5=%<5(>45(H<5-5)>(H+&)>&)9(;+-(525*I>5:E(-%75>4&)9(
unique happened: Pablo Picasso—known to be one of  the most prolific 
+<>&->-(%= (>45(>;5)>&5>4(*5)>I<FJ;+-(=%<*5:(>%(<5->K(L5*%,5<&)9(=<%7(
surgery and largely confined to bed, thereby unable to paint, Picasso 
;+-('5=>(;&>4(+7H'5(>&75(%)(4&-(4+):-(>%(<5,&-&>(4&-(%':(=+,%<&>5-(%= (+<>(
+):('&>5<+>I<5E(+):(>%(52H'%<5()5;(H'5+-I<5-(&)(>45(;%<':(%= (>5'5,&-&%)K(
M7%)9->(>45-5E(N&*+--%(-H5)>(*%)-&:5<+G'5(>&75(;&>4(G%>4(L57G<+):>O-(
!#.C( H+&)>&)9( 34$% 5*647% 8(7,4E( +):( ;&>4( M'52+):<5( PI7+-O-( )%,5'(
34$%349$$%:;-<$7$$9-(+):(>45(!"#B-(>5'5,&-&%)(-5<&5-(=<%7(;4&*4(&>(;+-(
+:+H>5:K(Q)*5(45(;+-(;5''(5)%I94(>%(<5>I<)(>%(4&-(<59I'+<(<%I>&)5-E(&)(
December of  that year, the swashbuckling, masculine figures repeatedly 
<5*I<<5:(&)(4&-(*%7H%-&>&%)-E(+):E(&):55:E(45(;%I':(<5>I<)(>45(>4575(
<5H5+>5:'F(I)>&'(>45(5):(%= (4&-('&=5J7+R&)9(>45(7I-R5>55<-(%)5(%= (>45(
final, and one of  the most important, series Picasso ever made. 

S45(7I-R5>55<(4+-( +( '%)9( '&)5+95( >4<%I94%I>( +<>(4&->%<FE(H+<>&*I'+<'F(
&)(PI>*4(H+&)>&)9-(GF(L57G<+):>E(+-(;5''(+-( >45( '&R5-(%= (T<+)-(U+'-E(
V<)5->(W5&--%)&5<E(P&59%(X5'YZ[I5ZE(+):(T<+)*&-*%(\%F+E(*%)>&)I&)9(+(
>4575(>4<%I94%I>(N&*+--%O-('+>5(F5+<-(%= (<5,&-&>&)9(>45(+<>(%= (>45(H+->(>%(
+--5--(4&-(H'+*5(;&>4&)(&>(;4&'5(-&7I'>+)5%I-'F(7+R&)9(&>(4&-(%;)K(@):55:E(
7+)F(%= (>45(7I-R5>55<(H+&)>&)9-E(&)(;4%'5(%<(&)(H+<>E(+<5(&)-H&<5:(GF(
L57G<+):>(H+&)>&)9-E(+):(>45(+<>&->(;+-(R)%;)(>%(4+,5(H<%]5*>5:(34$%
5*647%8(7,4%%)>%(>45(;+''(%= (4&-(4%75(-%(45(*%I':(->I:F(&>(*'%-5'FK(@)(
!"##$%&%'(%)*)$%6!"#$8E(>45(+<<+F(%= (<+H&:(F5>(:5=>'F(525*I>5:(-><%R5-(+):(
lines of  color convey the just-visible ruffled collar, and a seventeenth-
*5)>I<F(*+,+'&5<(->F'5(*%->I75K(

M-( ;&>4( >45( 4+<'5[I&)-( +):( >45( 7&)%>+I<( %= ( F5+<-( H<&%<E( N&*+--%(
utilized the musketeer figure as a kind of  alter ego, emblematic of  the 
7+-*I'&)&>FE(;&>E(+):(,&<&'&>F(45(H<&Z5:E(+):E(&)(-%75(*+-5-E(;+-('%-&)9K(
He is known to have imbued each of  his figures with distinct personal 
[I+'&>&5-E( +):( >%( H'+F( &)( =<%)>( %= ( +):( >+'R( >%( >457( +-( &= ( >45F( ;5<5(
<5+'(H5%H'5^( _`&>4( >4&-(%)5E( F%IO:(G5>>5<(;+>*4(%I>K(S4+>(%)5(7+R5-(
fun of  us. That one is enormously self-satisfied. This one is a grave 
&)>5''5*>I+'K(M):(>4+>(%)5E(N&*+--%(-+&:E('%%R(4%;(-+:(45(&-E(>45(H%%<(9IFK(
U5(7I->(G5(+(H+&)>5<E(-%75;45<5Ka(S%(>4&-(H%&)>E(>45(bH+)&-4(;%<:(=%<(
7I-R5>55<E(#"-=;$7$9"E(4+-(+(:I+'(75+)&)9E(>45(-5*%):(%= (;4&*4(<5=5<-(
>%(>45()%)H+F&)9(-H5*>+>%<-(;4%(;%I':(->+):(&)(>45(G+*R(%= (>45+><5-(
:I<&)9(bH+&)O-(\%':5)(M95K(`&>4(>4&-(&)(7&):E(!"##$%&%'(%)*)$E(+):(>45(
7I-R5>55<-(7%<5(G<%+:'FE(*+)(G5(-55)(+-(N&*+--%O-(,&5;&)9(4&7-5'= (+-(+(
-H5*>+>%<(%= (4&-(%;)('&=5(+):(;%<RE(+):(>45(%G-5<,5<(%= (+)(5)>&<5(*+->(
%= (*4+<+*>5<-(*<5+>5:(%,5<(4&-('%)9(*+<55<E(;4&'5(&>-(bH+)&-4(<%%>-(-55(
4&7(<5>I<)&)9(G+*R(>%(4&-(45<&>+95(&)(4&-(%':5<(+95K(

S45( H&H5( '%%-5'F( 9<&HH5:( GF( >45( 7I-R5>55<( -IG>'F( =I<>45<-( >4&-(
<5><%-H5*>&,5(>4575K(U+,&)9(G55)(=%<*5:(>%(9&,5(IH(-7%R&)9E(>45(4+G&>(
;4&*4( 4+-( G55)( [I%>5:( +-(N&*+--%O-( %)'F( ,&*5E( >45( +<>&->( )5,5<>45'5--(
'%)95:( =%<( >45( +*>&,&>FE( 5,5)( &= ( %)'F( G5*+I-5( &>( <5H<5-5)>5:( +( 7%<5(
F%I>4=I'(>&75(&)(4&-('&=5K(M-(>45(+<>&->(%)*5(-+&:(>%(4&-(=<&5):E(c<+--+dE(_&>(
&-(+95(>4+>(=%<*5:(I-(>%(->%H(e-7%R&)9fE(GI>(;5(->&''(;+)>(>%K(S45(-+75(
9%5-(=%<(7+R&)9('%,5K(g%I(*+)O>(:%(&>(+)F7%<5E(GI>(F%I(->&''(;+)>(>%Ka
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@)(>?7$9%74$%@;A$9('%6CB!$8H%H+<>(%= (T&-*4'O-(+9$-$A,$%"? %(A%>I-$A,$(-5<&5-E(>;%(;%75)(-&>(+<%I):(+(>+G'5(&)(+(G+*RF+<:K(
P<5--5:(&)(>45&<(=I)5<+'(G'+*R-E(-557&)9(>%(4+,5(]I->(+<<&,5:(4%75(=<%7(>45(>&>I'+<(5,5)>E(>45(;%7+)(%)(>45('5=>('5+,5-(
45<(7%I<)&)9(,5&'(%,5<(45<(=+*5E('%%-5'F(4%':&)9(%)(>%(+(>&--I5K(S45(+<7(>4+>(9<&H-(&>(+HH5+<-(>4<%;)(IH(+G-5)>7&):5:'FE(
+-( &= ([I5->&%)&)9( >45( '%9&*(%= (+''( -45(4+-( ]I->(G55)(=%<*5:( >%(*%)=<%)>E(+):(F5>(45<( =+*5( <57+&)-(4+I)>&)9'F(->%&*K(
W5+);4&'5E(>45(%>45<(;%7+)(G'%;-(%I>(+(HI== (%= (-7%R5(=<%7(45<(*&9+<5>>5(+-(-45(*<+:'5-(+(:<&)RK(hI2>+H%-&)9(>;%(
:&->&)*>(;+F-(%= (4+):'&)9(9<&5=E(>45(;%75)(+):(>45&<(7&-5<F(&''I-><+>5(>45(G<%+:5<(-%*&5>+'(7%,5(>%;+<:-(:5>+*475)>E(
H%'&>&*+'(>I<7%&'E(+):(7&-H'+*5:(,+'I5-K

While the core of  the scene is undeniable, the specifics are murky—a characteristic of  Fischl’s style. Who exactly 
>45-5(;%75)(+<5E(;4+>(>45&<(<5'+>&%)-4&H(&-(>%(%)5(+)%>45<E(+):(;4%-5(=I)5<+'(>45F(4+,5(<5>I<)5:(=<%7(+<5('5=>(IH(>%(
>45(,&5;5<(>%(:5*&:5K(S45F(+HH5+<(>%(G5(7%>45<(+):(:+I94>5<E(F5>(>45F(*%I':(+'-%(G5(=<&5):-E(%<(=%<75<('%,5<-(%= (>45(
same man. The funeral they have attended may also be more general than specific: the death of  an idea, and ideal, 
or a type of  society, as opposed to one specific person. What we do know is that the woman on the right of  the 
*%7H%-&>&%)(&-(7%:5'5:(+=>5<(>45(+*><5--(c<%%R5(b4&5':-E(;4%(H%-5:(=%<(T&-*4'(&)(CB!$(+):(*+)(G5(=%I):(&)(+()I7G5<(
%= (4&-(;%<R-(=<%7(>4+>(>&75E(%)5(%= (>45(%)'F(&)->+)*5-(&)(;4&*4(+(*4+<+*>5<(4+-(<5%**I<<5:(>4<%I94%I>(4&-(%5I,<5K(
`4+>(&-(+'-%(><I5(&-(>4+>(>45(;%<R-(=<%7(>45(+9$-$A,$%"? %(A%>I-$A,$%-5<&5-E(+):(&>-(-&->5<(-5<&5-E(E(7$%>#$9*,(E(G%>4(%= (
;4&*4(:5GI>5:(+>(bR+<->5:>E(;5<5(H+&)>5:(+>(+(>&75(%= (:55H(I)<5->E(G%>4(&)(M75<&*+(+):(+<%I):(>45(;%<':E(+):(>45-5(
H+&)>&)9-(;5<5(+(H5<-%)+'(52H<5--&%)(%= (T&-*4'O-( =55'&)9-(+G%I>( >45(H<5*+<&%I-)5--(%= ( >4+>(7%75)>K(c5F%):(75<5(
H%'&>&*+'(->+>575)>-E(4%;5,5<E(;%<R-(-I*4(+-(>?7$9%74$%@;A$9('%*%)>&)I5(T&-*4'O-(:5*+:5-i'%)9(7+)I=+*>I<&)9(%= (4&94'F(
*4+<95:(+):(+7G&9I%I-(-&>I+>&%)-(>4+>(-H5+R(>%(>45(I)&,5<-+'(*%):&>&%)-(%= (%I<('&,5-K(
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k4+)>+'( h%==5O-(C*,4(9J% "A% 74$%E(AJ*A6% 6CBC/8(:&->&''-( >45(H+--&)9E(%=>5)(%,5<'%%R5:( &)->+)>-(%= (:%75->&*( '&=5( &)>%( +(
moment of  painterly resonance. In keeping with her broader exploration of  the everyday, the work captures a figure 
&)(><+)-&>J'%&>5<&)9E(H5<4+H-(H+I-&)9J*+I94>(G5>;55)(%)5(<%%7(+):(>45()52>K(S4&-('&7&)+'(-5>>&)9E(-%(%<:&)+<F(+-(>%(
+'7%->(:&-+HH5+<E(G5*%75-(+(,5--5'(=%<(h%==5O-(-I->+&)5:(75:&>+>&%)(%)(>&75E(757%<FE(+):(9<&5=K(N+&)>5:(&)(>45(;+R5(%= (
H5<-%)+'('%--E(>45(-*5)5(*+<<&5-(+)(I):5<*I<<5)>(%= (57%>&%)+'(;5&94>(>4+>(G5'&5-(&>-(*+-I+'(-I<=+*5K(@>(&-()%>(:<+7+>&*E(
but quietly freighted—imbued with the desire to stop time, to mark a fleeting instant as significant.

P<+;&)9(%)(>45('&)5+95(%= (XI&''+<:(+):(c%))+<:E(h%==5(H%-&>&%)-(45<(-IG]5*>(+9+&)->(+(:%75->&*(G+*R:<%H(>4+>(4I7-(
with intimacy. Yet her brushwork is rougher, more urgent; the figure is not staged but encountered, logged like an 
&7+95(=<%7(+)(&N4%)5(*+75<+(<%''J+(<5*%<:(%= (>45(I))%>&*5:K(@)(>4&-(;+FE(C*,4(9J%"A%74$%E(AJ*A6()+,&9+>5-(>45(5'+->&*(
-H+*5(G5>;55)(757%<F(+):(H<5-5)*5K(h%==5(:%5-()%>(+>>57H>(>%(>&:F(%<(&:5+'&Z5(>45(7%75)>K(@)->5+:E(-45(%==5<-(&>(>%(
I-(+-(&>(&-^(I)<5-%',5:E(H+--&)9E(>5):5<J+):E(=%<(>4+>(<5+-%)E(:55H'F(4I7+)K
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_S45<5O-(+(H%&)>(+>(;4&*4(F%IO<5('%%R&)9(+>(+(H+&)>&)9(+):(F%IO<5()%('%)95<('%%R&)9(+>(&>(+-(>45(+<>&->(;4%(7+:5(&>E(F%IO<5(
)%('%)95<(-&>>&)9(>45<5(9%&)9E(&-(>4+>(F5''%;(>%%(-+>I<+>5:E(&-(>4&-(-*+'5(<&94>K(g%IO<5('%%R&)9(+>(&>(>4&)R&)9E(;4+>(>45(=I*R(
&-(9%&)9(%)(45<5l(`4%(+<5(>45-5(H5%H'5(+):(;4+>(:%(>45F(;+)>l(eKKKf(g%IO<5()%;(>45(,&5;5<aK(T&-*4'O-(N9$?$'J%+9"O$,7%
H<%,%R5-(>45-5([I5->&%)-(%)()+<<+>&,5E(:5-&<5E(&)>5)>E(+):(4I7+)&>FE(-%'&*&>&)9(+(<5*&H<%*&>F(;&>4(>45(,&5;5<O-(&)>I&>&%)(
and curiosity. His mastery in depicting intimacy and conflict ring with ordinary and often uncomfortable truths, but 
;&>4(+(:&->&''+>&%)(%= (>4%-5(<5+'&>&5-(&)>%(-%75>4&)9(:&-*5<)&)9'F(*&)57+>&*K(((

k%77&--&%)5:(GF(>45(WI-5I7(U+I-(V->5<-(&)(CBBCE(>45(-5<&5-(;+-(->+95:(&)(>45(7I-5I7O-(&*%)&*(!"C1(W&5-(,+)(:5<(
Rohe building. Hiring two actors and filling the interior with modernist furniture, Fischl transformed the space to 
&>-(=%<75<(<5-&:5)>&+'(HI<H%-5E(H4%>%9<+H4&)9(>45(+*>%<-(%,5<(>45(-H+)(%= (=%I<(:+F-(&)(,+<&5:(I)-*<&H>5:(:%75->&*(
-*5)+<&%-K( b4%%>&)9( %,5<( CEBBB( &7+95-E( T&-*4'( '+>5<( +--57G'5:( 4&-( H4%>%9<+H4-( &)( :&9&>+'( *%''+95-( =<%7(;4&*4( 45(
-5'5*>5:(*%7H%-&>&%)-(=%<(4&-(H+&)>&)9-K(

`&>4(+()%)i-5[I5)>&+'()+<<+>&,5E(5+*4(H+&)>&)9(&)(>45(-5<&5-(*+H>I<5-(+(=<55Z5i=<+75(7%75)>(;&>4&)(>45(:+&'F('&=5(%= (>45(
*%IH'5K(N9$?$'J%+9"O$,7H%P7;JQ presents the figures in a moment of  passion—a feeling that is unique to this work, and the 
H+&)>&)9(=%<(;4&*4(&>(&-(+(->I:F(=%<E(N9$?$'J%+9"O$,7H%R*A*A6%C""#H%P,$A$%SGK(P5-H&>5(>45&<(G%:&5-('&>5<+''F(]%&)&)9(>%95>45<E(
%)5(*%I':(4+<:'F(-+F(&>('%%R-('&R5(+(-*5)5(%= (*%))5*>&%)K(@)->5+:E(&>(=55'-(HI<5'F(H4F-&*+'E('&R5()5&>45<(&-(75)>+''F(H<5-5)>(
&)(>45(7%75)>K(

S4575-( %= ( -%'&>I:5E( +'&5)+>&%)E(7%<+'( +7G&9I&>FE( +):( >45( *%''+H-5( %= ( 4I7+)( *%77I)&*+>&%)( +<5( G<%I94>( >%( >45(
=%<5=<%)>(%= (T&-*4'O-(57%>&%)+''F(*%7H'52()+<<+>&,5-K(S45(N9$?$'J%+9"O$,7(&),&>5-(>45(,&5;5<(>%(*<%--(>45(>4<5-4%':(+):(
;&>)5--(>45(&)>5<)+'(;%<':(%= (>45(*%IH'5(;&>4&)E(>4%I94(+-(5,5<(&)(4&-(;%<RE('5=>([I5->&%)&)9(>45(H5<-%)+'(:<+7+-(>4+>(
I)=%':(+):(>45(<5'+>&%)-4&H(>45F(4+,5(;&>4(%I<(;%<':(G5F%):(>45(*+),+-K(
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80.:)*#+'4/;#
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$'B&$%&4#70.()4)$&#(01$'40)*#*)"B:)B&.#=0$%#%0.#1:.$'/)42#=0$#)"7#/:.01)*0$25#,)**&#1'/(':"7.#$%&#")44)$08&#('$&"$0)*#
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k<&->&)+(c+)c+)O-(P4Q%!(9'$=;*A(6CBC/8(*+H>I<5-(>45(+<>&->(+>(+(7%75)>(%= (5,%*+>&,5(=I-&%)J;45<5(H5<-%)+'()+<<+>&,5E(
H5<=%<7+>&,5(=57&)&)&>FE(+):(H+&)>5<'F(+I:+*&>F(*%),5<95K(N+&)>5:(:I<&)9(>45(-+75(H5<&%:(+-(>45(;%<R-(7+:5(=%<(45<(
first institutional exhibition, at the Museum of  Fine Arts at the Palace of  Charles V in the Alhambra complex in 
\<+)+:+E(bH+&)E(>45(H<5-5)>(H+&)>&)9(*4+))5'-(>45(><+9&*%7&*(-H&<&>(%= (T5:5<&*%(\+<*m+(n%<*+(;4&'5(<5>+&)&)9(c+)c+)O-(
fiercely contemporary language of  form. The figure at its center, rendered in urgent sweeps of  oil and streaks of  
52H%-5:(*+),+-E(%-*&''+>5-(G5>;55)(,I')5<+G&'&>F(+):(+--5<>&%)K(U5<(G%:FE(7%)I75)>+'(+):(*+):&:E(>&'>-(&);+<:(&)(+)(
intimate gesture of  self-touch, yet stands defiant in scarlet heels—an accessory BanBan often uses as a cipher for 
H%;5<(+):(H+95+)><FK

Here, BanBan’s brushwork surges between density and void, pushing flesh into abstraction. The title’s invocation of  
>45(U+<'5[I&)J+(><+:&>&%)+'(><&*R->5<(+):(H5<=%<75<J<5&)=%<*5-(>45(-5)-5(%= (7+-[I5<+:5(+):(57%>&%)+'(:IH'&*&>FK(
Like Lorca’s women, this figure is not one thing but many: seductive and shy, theatrical and introspective. She wears a 
ribbon in her hair like a stage prop, and the stage itself  seems to flicker behind her through a setting of  purples, reds, 
and a lattice structure that hints at interiority and confinement.

c+)c+)O-(H+'5>>5E(+'%)9(;&>4(45<(=%<7-E(-><+::'5-(G5+I>F(+):(:&->%<>&%)K(S45(G%:F(G5*%75-(G%>4(-IG]5*>(+):('+):-*+H5E(
+(-&>5(%= (H%;5<(+):(H<%]5*>&%)K(`4+>(575<95-(&-(+(H%<><+&>(%= (7%:5<)(=57&)&)&>F(>4+>(&-(G%>4(:&+<&->&*(+):(7F>4&*K(@)(
P4Q%!(9'$=;*AE(c+)c+)(:55H5)-(45<(->I:F(%= (;4+>(&>(75+)-(>%(G5(-55)E(>%(H5<=%<7E(+):(>%(H%--5--(%)5O-(%;)(&7+95K(@>(
is a painting that does not merely depict a figure—it stages a reckoning.
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RI �VWHUHRW\SLFDO�IHPDOH�UROHV�LQVSLUHG�E\�����V�DQG�����V�+ROO\ZRRG��ÀOP�QRLU��%�PRYLHV��DQG�(XURSHDQ�DUW�KRXVH�
ÀOPV��%XW�ZKLOH�WKH�FKDUDFWHUV�DQG�VFHQDULRV�PD\�VHHP�IDPLOLDU��6KHUPDQ·V�́ 6WLOOVµ�DUH�HQWLUHO\�ÀFWLWLRXV��WKH\�UHSUHVHQW�
8&,80D;#E8%2112#5,2&*#4=34;01&&*#5,2&#="#901#2:"*#>%37*#0=:;1<,$1*#%"-#;=#="F#90%9#%21#-117&.#1341--1-#,"#901#8:&9:2%&#
LPDJLQDWLRQ��:KLOH� WKH� SLFWXUHV� FDQ� EH� DSSUHFLDWHG� LQGLYLGXDOO\��PXFK� RI � WKHLU� VLJQLÀFDQFH� FRPHV� LQ� WKH� HQGOHVV�
>%2,%9,="#=$ #,-1"9,9,1;#$2=3#="1#70=9=52%70#9=#901#"1G9?#H;#%#52=:7#901.#1G7&=21#901#8=37&1G,9.#=$ #21721;1"9%9,="#,"#
D�ZRUOG�VDWXUDWHG�ZLWK�LPDJHV��DQG�UHIHU�WR�WKH�FXOWXUDO�ÀOWHU�RI �LPDJHV��PRYLQJ�DQG�VWLOO��WKURXJK�ZKLFK�ZH�VHH�WKH�
<=2&-? 6KHUPDQ�FUHDWHV�D�SHUIHFW�¶FRS\�IRU�ZKLFK�WKHUH�LV�QR�RULJLQDO·�DV�WKH�FULWLF�5RVDOLQG�.UDXVV�VXFFLQFWO\�GHVFULEHV�
901#%;#="1#:"-12&.,"5#7213,;1#=$ #012#41;9#<=26?
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M):F( +̀<4%'O-(L(,<*$%6!"#.8(:&->&''-(+()+>&%)+'(><+95:F(&)>%(+)(&7+95(+>(%)*5(&)>&7+>5(+):(&*%)&*K(k<%HH5:(=<%7(>45(
P5*57G5<(#E(!"#3(&--I5(%= (EV@B%7+9+Z&)5E( +̀<4%'O-(*%7H%-&>&%)+'(*4%&*5(&-%'+>5-(h+*[I5'&)5(o5))5:FO-(=+*5(&)(>45(
:+F-(=%''%;&)9(45<(4I-G+):-(+--+--&)+>&%)K(̀ +<4%'O-(:5*&-&%)(>%(4%)5(&)(%)(45<(52H<5--&%)E(<5):5<5:(&)(+)(I)7%:I'+>5:(
52H+)-5(%= (N<I--&+)(G'I5E(45&94>5)-(>45(57%>&%)+'(9<+,&>F(%= (>45(7%75)>(;4&'5(-&7I'>+)5%I-'F(+G-><+*>&)9(&>K(S45(
silkscreen process flattens her visage into a symbolic representation of  collective grief, her public sorrow standing in 
=%<(>45(7%I<)&)9(%= (+)(5)>&<5()+>&%)K

Using eight different photographs of  Jackie across the series, Warhol reflects on both the personal and the performative 
aspects of  bereavement. Her image is at once sacred and commodified, echoing the visual abundance of  his R$(74%(AJ%
R*-(-7$9%-5<&5-(+):(K(#)I$''X-%P";)%K(A-0%M-( +̀<4%'(%)*5()%>5:E(_S45(7%<5(F%I('%%R(+>(>45(-+75(52+*>(>4&)9E(>45(7%<5(
>45(75+)&)9(9%5-(+;+F(+):(>45(G5>>5<(+):(57H>&5<(F%I(=55'Ka(L5H5>&>&%)(G5*%75-(+(>%%'()%>(%)'F(%= (<5757G<+)*5(GI>(
%= ()I7G&)9J9<&5= (75>+G%'&Z5:(>4<%I94(7+--(75:&+K

S4%I94( +̀<4%'(=+7%I-'F(*'+&75:(45(;+-(7%<5(:&->I<G5:(GF(>45(75:&+O-(-*<&H>&)9(%= (57%>&%)(>4+)(>45(+--+--&)+>&%)(
&>-5'=E(4&-(L(,<*$%H+&)>&)9-(G5'&5(+(:55H5<(5)9+9575)>K(M-(*<&>&*(P+,&:(c%I<:%)(;<%>5E(_cF(*<%HH&)9(&)(%)(W<-K(o5))5:FO-(
=+*5E( +̀<4%'(57H4+-&Z5:(>45(45+,F(57%>&%)+'(>%''(IH%)(45<Ka(S45(;%<R(G5*%75-(+)(5'59FJ)%>(]I->(>%(h+*R&5(%<(hToE(
but to a moment when private despair became irrevocably public, and when a first lady’s mourning face became a 
permanent fixture in the American visual psyche. 
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Q)5(&)(+(-5<&5-(%= (%)'F(5&94>(H+&)>&)9-(7+:5(%)(>45(%**+-&%)(%= (>45('+):7+<R(!"1C ]$*76$*-7 524&G&>&%)E(+):(+'-%(=5+>I<5:(
&)(4&-(!""/i!""#(><+,5'&)9(<5><%-H5*>&,5E @9(AY%*#%W$77%̂ @9(AY%*A%W$J_ 6!"1C8(*+H>I<5-(>45(7%->(&*%)&*(5'575)>-(%= (\5%<9(
c+-5'&>ZO-(H<+*>&*5^(=<+)>&*(G<I-4;%<RE(+)(%,5<;45'7&)9(-5)-5(%= (&-%'+>&%)(+):(,I')5<+G&'&>FE(+):(+(-&)9I'+<(&),5<>5:(
figure. This literal upending of  the figurative tradition forged through the inversion creates a unique relationship 
G5>;55)(-IG]5*>(+):(->F'5E(+&:&)9(&)(>45(-5)-5(%= (:5->+G&'&Z+>&%)(>4+>(H5<75+>5-(>45(*+),+-K

]$*76$*-7 ;+-(+)(+7G&>&%I-(524&G&>&%)(+>(>45(>&75K(kI<+>5:(GF(p%<7+)(L%-5)>4+'(+):(k4<&->%-(h%+*4&7&:5-E(;4%(>45(
year prior had curated the influential >%5$`%P)*9*7%*A%+(*A7*A6 524&G&>&%)(+>(>45(L%F+'(M*+:57F(&)(n%):%)(>4+>(+'-%(
=5+>I<5:(c+-5'&>ZE(>45(-4%;(+&75:(>%(*+H>I<5(>45(5)5<9F(+):(>4575-(%= (+(<+:&*+'()5;(><5):(&)(*%)>57H%<+<F(+<>(;4&'5(
<5=I>&)9(>45(:%7&)+)*5(%= (W&)&7+'&-7(+):(k%)*5H>I+'(M<>(>4+>(4+:(>+R5)(4%':(&)(>45(!"#B-(+):(!"$B-K(S+R&)9(h%-5H4(
Beuys as its starting point and including noteworthy figurative painters of  the day, ]$*76$*-7 +::&>&%)+''F(=%*I-5:(%)(+(
9<%IH(%= (\5<7+)(H+&)>5<-E(&)*'I:&)9(c+-5'&>Z(+):(4&-(*%)>57H%<+<&5-(-I*4(+-(M)-5'7(o&5=5<(+):(MKLK(N5)*RK(S45(
exhibition spawned a renewed interest in figurative painting and, in many ways, ushered in a new era of  blockbuster 
524&G&>&%)-(&)(VI<%H5K @9(AY%*#%W$77 4I)9(%,5<(>45(5)><+)*5(:%%<(%= (>45(&):I-><&+'(W+<>&)i\<%H&I-ic+I(:I<&)9 ]$*76$*-7E(
5,%R&)9(>45(H'+*575)>-(%= (->+&)5:i9'+--(;&):%;-(&)(+(*4I<*4(+):(H<%,&:&)9(,&5;5<-(;&>4(+)(+'7%->(-H&<&>I+'E(+'G5&>(
I)-5>>'&)9E(52H5<&5)*5K

@)( >45 ]$*76$*-7 H+&)>&)9-( -I*4( +- @9(AY% *#% W$77H +''( %= ( ;4&*4( +<5( )%;( 4%I-5:( &)( 7I-5I7-( %<( H<%7&)5)>( H<&,+>5(
collections, a lone, bird-like figure either lies in bed or against a window, seemingly confined to a cell-like space from 
;4&*4(45(5&>45<(*+))%>(%<(;&''()%>(5-*+H5K(W+:5(&)(>45(-I775<(%= (!"1CE @9(AY%*#%W$77 reflects the increased sense of  
psychological tension that pervaded much of  Baselitz’s work at the time. This may have been, in part, a reflection on 
his own sense of  isolation as a former East German now living in the West, who never felt he quite fit in anywhere 
GI>(;+-(+';+F-(*%9)&Z+)>(%= (>45(4&->%<&*+'(&7H'&*+>&%)-(%= (>4&-(:&,&:5K(_`4+>()%(%)5(*%I':(5-*+H5E(;4+>(@(*%I':()5,5<(
5-*+H5E(;+-(\5<7+)FE(+):(G5&)9(\5<7+)Ea(c+-5'&>Z(%)*5(<57+<R5:E(+):(4&-(H+&)>&)9(->F'5(;+-(H+<>&+''F(+)(+>>57H>(
>%(5)-I<5(4&-(=5''%;(\5<7+)-(:&:()%>(=%<95>(>45('59+*F(%= (>45(b5*%):( %̀<':( +̀<K(S4&-(;%I':(4+,5(G55)(5-H5*&+''F(
H5<>&)5)>(>%(c+-5'&>Z(;4&'5(*<5+>&)9(@9(AY%*#%W$77(=%<(>45(]$*76$*-7%524&G&>&%)E(+-(>45(W+<>&)i\<%H&I-ic+I(;+-(-&>I+>5:(
)5+<(>45(G%<:5<(%= (V+->(+):( 5̀->(\5<7+)FE(+:]+*5)>(>%(>45(-&>5(%= (U&77'5<O-(bb(+):(\5->+H%(45+:[I+<>5<-K(

Meditating on the artistic climate of  the 1980s and the influence on his own work, Baselitz stated that, “The new 
-H&<&>(;+-(+(H<%,%*+>&%)(+):E(&)(4&):-&94>E(+)(&))%,+>&,5(H<%,%*+>&%)K(V,5<F%)5(;+-(>+'R&)9(+G%I>(>45(5):(%= (H+&)>&)9E(
+):(>45)(>45<5(;+-(>4&-()5;(G59&))&)9Ka(@9(AY%*#%W$77 exemplifies this provocation through its raw, painterly style and 
innovative use of  the figure, both of  which have come to define Baselitz’s oeuvre. 
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@)(:$%(AJ%B-#$% *A% (%N"9$(A%C$-7(;9(A7, Chantal Joffe transforms a fleeting family outing into a layered meditation 
%)(&)>&7+*FE(>&75E(+):(+<>&->&*(;&>)5--&)9K(S45(H+&)>&)9E(;4&*4(:5H&*>-(>45(+<>&->(+):(45<(:+I94>5<(V-75(7&:i75+'E(
57G%:&5-( >45( -4%;O-( '+<95<(52H'%<+>&%)(%= (%<:&)+<F(:%75->&*( <&>I+'-( +-( -&>5-(%= (57%>&%)+'( <5-%)+)*5K(`&>4( '%%-5E(
&)>I&>&,5(G<I-4;%<RE(h%==5(*+H>I<5-(+(7%75)>(>4+>(7&94>(%>45<;&-5(,+)&-4(&)>%(>45(4+Z5(%= (757%<FJ+(75+'E(+(9'+)*5E(
+(H+I-5( &)(*%),5<-+>&%)J+):(<5):5<-( &>(H5<7+)5)>K(S45(-5>>&)9E(HIG'&*(F5>(:55H'F(H5<-%)+'E(-H5+R-(>%(>45(H%<%I-(
G%I):+<&5-(G5>;55)(&)>5<&%<(+):(52>5<&%<('&=5E(5-H5*&+''F(&)(>45(*%)>52>(%= (7%>45<4%%:K

S45<5(&-(+(H+'H+G'5(>5):5<)5--(45<5E(GI>(+'-%(+)(+;+<5)5--(%= (>&75O-(H+--+95JV-75(9<%;&)9E(>45(+<>&->(%G-5<,&)9K(@)(
this image, the familial becomes monumental not through grandeur, but through its very specificity. Joffe’s practice, 
%=>5)(*%7H+<5:(>%(XI&''+<:(%<(c%))+<:E(-&7&'+<'F(7&)5-(>45(5,5<F:+F(=%<(H+&)>5<'F(&)-&94>K(g5>(45<(>%)5(&-(*%)>57H%<+<F(
+):(57%>&%)+''F(:&<5*>^(-45(&-('%99&)9(<+>45<(>4+)(7F>4%'%9&Z&)9E(->+F&)9(H<5-5)>(<+>45<(>4+)(<5><5+>&)9(&)>%()%->+'9&+K(
This is a painting about being with someone you love, not for the first or last time, but simply—thankfully—for now.
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P$'?a+"979(*7%*A%74$%@9"A7%\(9J$AH%!(,<A$Q%C"(J%*+H>I<5-(k4+)>+'(h%==5(H%&-5:(G5>;55)(HIG'&*(+):(H<&,+>5(-5',5-K(b>+):&)9(
]I->(%I>-&:5(45<(4%75E(>45(+<>&->(H<5-5)>-(45<-5'= (;&>4&)(+)(&)iG5>;55)(-H+*5E()5&>45<(=I''F(:%75->&*()%<(5)>&<5'F(%)(
display. The painting resonates with themes of  liminality that echo throughout her broader practice: the fluidity of  
&:5)>&>FE(>45(-&7I'>+)5&>F(%= (-%'&>I:5(+):(52H%-I<5E(+):(>45(-'&HH5<&)5--(%= (>&75K

S4&-(&-()%>(+(-5'=iH%<><+&>(%= (9<+):5I<E(GI>(%= (+--5<>&%)K(M9+&)->(>45(G+*R:<%H(%= (U+*R)5F(L%+:J+(n%):%)(-><55>(
buzzing with daily life—Joffe’s presence is steady, her figure rendered with painterly immediacy. As in much of  her 
;%<RE(>45(&)>5<5->('&5-()%>(&)(H5<=5*>&%)(GI>(&)(H5<*5H>&%)^(4%;(>45(G%:F(-4&=>-(&)(<5'+>&%)(>%(>&75E(757%<FE(+):(H'+*5K

U5<5E(>45(9+<:5)(G5*%75-(+(>4<5-4%':E(+([I&5>(*%)>+&)5<(=%<(>45(+<>&->O-(<5*R%)&)9(;&>4(45<-5'=K(N+&)>5:(+7&:(9<&5= (+):(
reflection, the image also hints at continuity: ßroots, grounding, even growth. Like Proust’s meditation on time, which 
Joffe was reading during this period, the painting suggests that the self  is never fixed, only encountered in passing. 
And in this passing, as in a brushstroke caught mid-motion, a fleeting form of  permanence is achieved.
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L&*4+<:(N<&)*5O-(5;9-$% N(QX-% K"A=;$-7( G5'%)9-( >%( 4&-(5;9-$% +(*A7*A6-( -5<&5-E( +( G%:F( %= (;%<R( >4+>( :<+;-( =<%7(7&:i
20th-century pulp fiction and challenges the boundaries of  appropriation and authorship. The painting features a 
7+-R5:()I<-5E(45<(=+*5(H+<>&+''F(%G-*I<5:E(5,%R&)9(G%>4(7F->5<F(+):(5<%>&*&-7K(N<&)*5O-(-&9)+>I<5(>5*4)&[I5J'+F5<&)9(
%,5<(G%%R(*%,5<-(;&>4(52H<5--&,5(G<I-4-><%R5-J><+)-=%<7-(7+--i7+<R5>(&7+95<F(&)>%(4&94(+<>E(G'I<<&)9(:&->&)*>&%)-(
G5>;55)('%;G<%;(+):(4&94G<%;(*I'>I<5K

N<&)*5(-%I<*5:(4&-( &7+95<F( =<%7(,&)>+95(HI'H()I<-5( <%7+)*5()%,5'-E( +(95)<5( >4+>( <%7+)>&*&Z5:( =57+'5(*+<59&,5<-(
while reinforcing outdated gender roles. By recontextualizing these images, he critiques both the objectification of  
women and the commodification of  desire in popular culture. The obscured features of  5;9-$%N(Q(*<5+>5(+)(I)-5>>'&)9(
+7G&9I&>F^(&-(-45(+(*+<59&,5<E(+(-5:I*><5--E(%<(-%75>4&)9(7%<5(-&)&->5<l(S4&-(>5)-&%)(-H5+R-(>%(>45(:I+'&>F(%= (;%75)O-(
<%'5-(&)(75:&+E(G%>4(&:%'&Z5:(+):(*%)-><+&)5:K

S45(I-5(%= (+(:<&HH&)9E(H+&)>5<'F(-I<=+*5(+::-(>%(>45(;%<RO-(<+;)5--E(57H4+-&Z&)9(&>-(<5;%<R5:()+>I<5K(N<&)*5O-(H<%*5--(
4&94'&94>-( >45( *%)-><I*>5:( )+>I<5( %= ( G%>4( +<>( +):( &:5)>&>FE( +'&9)&)9(;&>4( H%->7%:5<)( *<&>&[I5-( %= ( %<&9&)+'&>FK(U&-(
+HH<%+*4(<+&-5-([I5->&%)-(+G%I>(+<>&->&*(%;)5<-4&HE(5*4%&)9(4&-(5+<'&5<(<5H4%>%9<+H4F(%= (+:,5<>&-575)>-E(;4&'5(+'-%(
5)9+9&)9(&)(+(:&+'%9I5(+G%I>(4%;(&7+95-(9+&)(75+)&)9(>4<%I94(<5H5>&>&%)(+):(7+)&HI'+>&%)K

5;9-$%N(QX-%K"A=;$-7 exemplifies Prince’s ability to provoke discourse on art, gender, and cultural memory. By repurposing 
7+--iH<%:I*5:(&7+95<FE(45(=%<*5-(>45(,&5;5<(>%(<5*%)-&:5<(>45(%<&9&)+'(*%)>52>(+):(&>-(&7H'&*+>&%)-K(S45(H+&)>&)9O-(
haunting quality ensures that its message lingers—inviting reflection on how visual culture shapes our perceptions of  
=57&)&)&>FE(H%;5<E(+):(:5-&<5K
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Seeking a mode of  painting free from the constraints of  reality, Baselitz began inverting his figures as early as 1969. 
T<%7(>4&-(G<5+R>4<%I94E(45(*%)>&)I5:(52H5<&75)>&)9(;&>4(>45('&7&>-(%= (>45(75:&I7E(+<<&,&)9(+>(>45(-5<&5-(%= ('&94>(
colored figures on a dark ground begun in 2015, to which the present work belongs.

Hazy clouds surround a single, visceral figure, inciting a ghostly aura – drips of  paint creating a tangled vascular man 
75'>&)9(+;+F(&)(;5&94>'5--(:5-*5)>K(@)(>45(>&>'5E(;4&*4(><+)-'+>5-(>%(_S45(c59&))&)9(&-(>45(P5H+<>I<5Ea(c+-5'&>Z('%%R-(
G+*R(%)(4&-(;%<RE(4&7-5'=E(+):(+<>(4&->%<FE(HI''&)9(=<%7(>45(PI*4+7H&+)(-H&<&>(%= (*<FH>&*(+):(%G>I-5(75+)&)9-K

_S4&-(&:5+(%= (r'%%R&)9(>%;+<:(>45(=I>I<5O(&-()%)-5)-5K(@(<5+'&Z5:(>4+>(-&7H'F(9%&)9(G+*R;+<:-(&-(G5>>5<K(g%I(->+):(&)(
the rear of  the train—looking at the tracks flying back below—or you stand at the stern of  a boat and look back— 
'%%R&)9(G+*R(+>(;4+>O-(9%)5a
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L5,&-&>&)9(>45(5+<'&5->(755>&)9-(G5>;55)(M):F( +̀<4%'(+):(h%-5H4(c5IF-(&)(!"$"E(L"-$)4%W$;Q-%6!"1B8(*+H>I<5-(>45(&)>5<-5*>&%)(%= (
two of  the most significant figures in contemporary art. While Warhol’s portraits of  Beuys are held in major institutions such as 
S45(WI-5I7(%= (W%:5<)(M<>E(p5;(g%<RE(>45(N4&'+:5'H4&+(WI-5I7(%= (M<>E(+):(S+>5E(n%):%)E(>45F(<57+&)(+)(I):5<+HH<5*&+>5:(
H+<>(%= (4&-(%5I,<5K(

+̀<4%'O-(H%<><+&>-(%= (c5IF-(5257H'&=F(4&-(52H5<&75)>+'(+HH<%+*4(>%(7+>5<&+'-(+):(>5*4)&[I5E(-%'&:&=F&)9(4&-(H'+*5(+-(%)5(%= (>45(
=%<57%->(H%<><+&>&->-(%= (>45(>;5)>&5>4(*5)>I<FK(L+>45<(>4+)(+'>5<&)9(>45(&7+95(&>-5'=E( +̀<4%'(52H'%<5:(,+<&+>&%)(>4<%I94(*%'%<E(
*%7H%-&>&%)E( +):(75:&I7E( <5-I'>&)9( &)( +(:&,5<-5(G%:F(%= (;%<R( >4+>( &)*'I:5-( -%75(%= (4&-( 5+<'&5->(I-5-(%= (:&+7%):(:I->( &)(
H%<><+&>I<5K

The two artists first met in person at an exhibition opening in Düsseldorf  in 1979, a moment described by journalist David 
\+''%;+F(+-(4+,&)9(_+''(>45(*5<57%)&+'(+I<+(%= (>;%(<&,+'(H%H5-(755>&)9(&)(M,&9)%)Ka(S45&<(5)*%I)>5<-(*%)>&)I5:(>4<%I94%I>(>45(
F5+<E(&)*'I:&)9(+(H&,%>+'(7%75)>(%)(Q*>%G5<(3BE(;45)(c5IF-(,&-&>5:( +̀<4%'O-(->I:&%(:I<&)9(>45(&)->+''+>&%)(%= (4&-(<5><%-H5*>&,5(
+>(>45(b%'%7%)(LK(\I995)45&7(WI-5I7K(Q)(>4+>(:+FE(+-(\5%<9&+(QOo55==5(;+-(+'-%(G5&)9(H4%>%9<+H45:E( +̀<4%'(*+H>I<5:(>45(
&7+95(%= (c5IF-(>4+>(;%I':(-5<,5(+-(>45(G+-&-(=%<(>4&-(-5<&5-K

+̀<4%'E(>45(H&%)55<(%= (N%H(M<>E(+):(h%-5H4(c5IF-E(>45(<+:&*+'(-4+7+)(%= (>45(VI<%H5+)(+,+)>i9+<:5E(-4+<5:('&>>'5(&)(>45&<(+<>&->&*(
H4&'%-%H4&5-E(F5>(G%>4(7+->5<5:(>45(+<>(%= (-5'=i7F>4%'%9&Z&)9K(̀ 4&'5(̀ +<4%'(57G<+*5:(*5'5G<&>F(*I'>I<5(+):(*%)-I75<&-7E(c5IF-(
-%I94>(>%(><+)-=%<7(-%*&5>F(>4<%I94(*%)*5H>I+'(+):(H5<=%<7+)*5(+<>K(p5,5<>45'5--E(>45F(-4+<5:(+(:55H(<5-H5*>(=%<(%)5(+)%>45<E(
;&>4(c5IF-(-+F&)9(%= (̀ +<4%'(>4+>(_U5(4&7-5'= (&-(+(-%<>(%= (94%->E(45(4+-(-H&<&>I+'&>FK(W+FG5(>4&-(>+GI'+(<+-+(>4+>(M):F(̀ +<4%'(:%5-(
e&)(4&-(H&*>I<5-fE(>4&-(57H>&)5--(+):(*'5+)-&)9(%= (+)F(><+:&>&%)+'(-&9)+>I<5(eKKKf(&-(-%75>4&)9(>4+>(*<5+>5-(>45(H%--&G&'&>F(%= (+''%;&)9(
<+:&*+''F(:&==5<5)>(H5<-H5*>&,5-(>%(5)>5<Ka

@):55:E(>45(c5IF-(H%<><+&>-(+<5(+'7%->(<5,5<5)>(&)(>45&<(-&7H'&*&>FE(+):(+)>&*&H+>5(>45(&)*<5+-5(&)(-H&<&>I+'(&*%)%9<+H4F(>4+>(;%I':(
%**I<(>4<%I94%I>(>45(!"1B-E(;4&'5(-&7I'>+)5%I-'F(-5<,&)9(+-(+)(52><+%<:&)+<F('&)R(=<%7(%)5(95)&I-(>%(+)%>45<K(
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M):F( +̀<4%'O-(R$7(*'-% "? % C$A(*--(A,$% +(*A7*A6-% ^P(AJ9"% W"77*,$''*H% W*974% "? % d$A;-H% G1[._( <5&7+9&)5-( %)5( %= ( >45( 7%->(
*5'5G<+>5:(&7+95-(%= ( 5̀->5<)(+<>(>4<%I94(>45('5)-(%= (N%H(M<>E(><+)-=%<7&)9(c%>>&*5''&O-(9%::5--(&)>%(+(*%)>57H%<+<F(
&*%)K(k<5+>5:(&)(!"1.(+-(H+<>(%= ( +̀<4%'O-(R$7(*'-%"? %C$A(*--(A,$%+(*A7*A6-(-5<&5-E(>4&-(;%<R(-><&H-(34$%W*974%"? %d$A;-(%= (
&>-(%<&9&)+'(L5)+&--+)*5(*%)>52>(+):(<5*%)-><I*>-(&>(&)(,&G<+)>E(4&94i*%)><+->(*%'%<-E(H'+*&)9(X5)I-(+'%)9-&:5( +̀<4%'O-(
H+)>45%)(%= (&*%)-('&R5(W+<&'F)(W%)<%5(+):(V'&Z+G5>4(S+F'%<K(S4<%I94(>4&-(;%<RE( +̀<4%'(*4+''5)95-(><+:&>&%)+'(&:5+-(
of  artistic mastery, beauty, and cultural value, redefining Botticelli’s Venus as a symbol of  mass media and celebrity.

By cropping and magnifying Venus’s face, Warhol amplifies her presence, shifting the focus from the mythological 
narrative to a bold, graphic representation of  beauty. Her flowing hair, once delicately rendered in soft golden tones, 
&-()%;(+(G'+Z5(%= (5'5*><&*(4I5-E(<57&)&-*5)>(%= ( +̀<4%'O-(:(9*'QA%R*)7Q,4K(X5)I-O-(=+*5E(+'>5<5:(&)(:55H(G'+*RE(:&-<IH>-(
>45(*'+--&*+'(&:5+'-(%= (c%>>&*5''&O-(%<&9&)+'(+):(=%<*5-(+(<55,+'I+>&%)(%= (L5)+&--+)*5(&7+95<F(;&>4&)(>45(*%)>52>(%= (7+--(
<5H<%:I*>&%)(+):(*%)-I75<(*I'>I<5K( +̀<4%'O-(I-5(%= (-&'R-*<55)J+(75*4+)&*+'E(&):I-><&+'(H<%*5--J=I<>45<(-IG,5<>-(
c%>>&*5''&O-(H+&)->+R&)9(G<I-4;%<RE(4&94'&94>&)9(>45(;+F-(&)(;4&*4(+<>(4&->%<F(&>-5'= (4+-(G5*%75(+(*%77%:&>FK

+̀<4%'O-( <5&)>5<H<5>+>&%)(%= (34$%W*974% "? %d$A;-( +'&9)-(;&>4(4&-(G<%+:5<(H<%]5*>(%= (:57%*<+>&Z&)9( +<>E( G'I<<&)9( >45(
G%I):+<&5-(G5>;55)(4&94(*I'>I<5(+):(H%HI'+<(*I'>I<5K(WI*4('&R5(4&-(><+)-=%<7+>&%)-(%= (:+(X&)*&O-(:"A(%E*-((%<(4&-(
E(-7%P;))$9(-5<&5-E( +̀<4%'(>+R5-(+)(&7+95(<5,5<5:(=%<(*5)>I<&5-(+):(<5H+*R+95-(&>(&)(>45('+)9I+95(%= (7%:5<)(75:&+K(cF(
:%&)9(-%E(45(G%>4(4%)%<-(+):(:&-<IH>-(>45('59+*F(%= (c%>>&*5''&E(H<%,&)9(>4+>(5,5)(>45(7%->(-+*<5:(&7+95-(%= (+<>(4&->%<F(
+<5()%>(&77I)5(>%(<5&),5)>&%)K(@)( +̀<4%'O-(4+):-E(X5)I-(&-()%('%)95<(]I->(+(9%::5--(%= ('%,5J-45(&-(+(7%:5<)i:+F(
&*%)E(<5G%<)(=%<(>45(5<+(%= (7+--(*%77I)&*+>&%)K
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_34$9$%*-%A"%-;,4%74*A6%(-%(%79;$%)"979(*70%34$Q%(9$%(''%J$';-*"A-000a(i(p+>4+)&5'(U+;>4%<)5E%34$%>#$9*,(A%5"7$I""<-

\5%<95(k%):%(7&)5-(+(G<%+:(-;+>4(%= (*%)>57H%<+<F(&7+95<F(+-(;5''(+-(>45(<&*4(4&->%<F(%= ( 5̀->5<)(+<>(>%(:&->&''(
+<*45>FH5-(>4+>(+<5(+''(4&-(%;)K(M-(+(_-57&i+I>%:&:+*>Ea(k%):%O-(75>&*I'%I-(5F5(>+R5-( &)(5,5<F>4&)9(=<%7(>45(Q':(
W+->5<-(%= (VI<%H5+)(H+&)>&)9(>%(>45(>4%<%I94'F(7%:5<)(:&-*&H'&)5(%= (H-F*4%'%9F(>%(>45(,&-I+'(><+HH&)9-(%= (b+>I<:+F(
7%<)&)9( *+<>%%)-K(8*J"`X-%8(7,4 (1995) exemplifies this interplay. The scene marries the Baroque majesty of  a 
Bronzino portrait with the dreamlike atmosphere of  a Giorgio de Chirico painting, without sacrificing the artist’s 
><+:57+<R(:+<R(-5)-5(%= (4I7%<(%<(>45(*%)->+)>(4&)>(%= (-+:)5--K

N4F-&%9)%7&5-E( &))5<( 57%>&%)-( +):(%I>;+<:( +HH5+<+)*5-( *%&)*&:5( >&75( +):( +9+&)( &)( -I<H<&-&)9(;+F-E( +''(;&>4%I>(
H'+)K(M-(&-(%=>5)(>45(*+-5(;45)(:5-&9)&)9(+)(+<>&->&*+''F(&)>5<5->&)9(H4F-&-E(>45(G59&))&)9-('&5(&)(-*<&GG'5-(+):(*<I:5(
sketches. Condo searches at the same time for a stylistic framework for his figures, but does not leave it at that. After 
a succession of  variations, his work is only really finished once his deep-seated feeling of  grotesqueness has generated 
&)->&)*>&,5(*<F->+''&)5(=%<7+>&%)-(&)(&''I-&%)&->(-H+*5-K

b5:I*>&,5( +):(:&-+<7&)9'F( 5)&97+>&*E(8*J"`X-%8(7,4( H<%G'57+>&Z5-( &>-( %;)( ->+>I-( +-( +( H%<><+&>K( N%<><+&>-E( +=>5<( +''E(
;45>45<(*+<&*+>I<5-(%<(45<%&*( &7+95-E(*%),5)>&%)+''F(+&7(>%(<5H<5-5)>(+(-&>>5<O-(5--5)>&+'(*4+<+*>5<K(cI>( &)(k%):%O-(
pictures from this period, individuality is evoked only by the conspicuous abscence of  its crucial signifier—the human 
face. How, then, could these images be classified as portraits? And if  not portraits, what exactly are they?
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@)(P$'?a+"979(*7%*A%74$%W(74E(k4+)>+'(h%==5(>I<)-(&);+<:(G%>4('&>5<+''F(+):(57%>&%)+''FE(*<5+>&)9(+(,I')5<+G'5(&7+95(->55H5:(
&)([I&5>(<5-&->+)*5K(S45(-IG]5*>( &-(45<-5'=E(-IG75<95:(&)(>45(%<:&)+<F(<&>I+'(%= (G+>4&)9K(g5>(>4&-( &-)O>(+)(525<*&-5(&)(
,+)&>F(%<(-5'=i:&-H'+FK(@)->5+:E(>45(H+&)>&)9(G5'%)9-(>%(+('&)5+95(%= (;%<R-(>4+>(52H'%<5(>45(*4+<95:E(57%>&%)+'(>5<<+&)(
%= (H<&,+*F(+):(*+<5K(S45(<5=5<5)*5(>%(c%))+<:O-(G+>45<-(&-(*'5+<E(F5>(;45<5(c%))+<:O-()I:5-(:<&=>(&)>%(<5,5<&5E(h%==5O-(
-5'=iH%<><+&>(->+F-(+)*4%<5:(&)(>45(<+;()%;K

S45(G+>4<%%7E('&R5(7I*4(%= (h%==5O-(:%75->&*(>5<<+&)E(G5*%75-(+(->+95(=%<(->&'')5--(+):(>45(H+--+95(%= (>&75K(N+&)>5:(&)(
>45(+=>5<7+>4(%= (H5<-%)+'('%--E(>4&-(&7+95(4%':-(>45(;5&94>(%= (>4+>(9<&5= ([I&5>'FK(S45(G+>4(G5*%75-(+(H'+*5()%>(%)'F(
=%<(*'5+)-&)9E(GI>(=%<(*%)>+&)75)>E(+):(=%<(R55H&)9(>45(-5'= (=<%7(I)<+,5'&)9(5)>&<5'FK

S45<5(&-()%(H5<=%<7+)*5(45<5E()%(:<+7+K(@)->5+:E(h%==5(%==5<-(I-(>45(->+<>'&)9(4%)5->F(%= (G5&)9(-55)(;45)()%(%)5(
&-(;+>*4&)9K(S4<%I94(+(H<+*>&*5(+>>I)5:(>%(>&75O-(H5*I'&+<(5'+->&*&>FE(>45(H+&)>&)9(&)-&->-(>4+>(5,5)(>45(7%->(7I):+)5(
7%75)>-J;5>(-R&)E(H+'5( >&'5E(+,5<>5:(9+Z5J:5-5<,5(>%(G5(<5757G5<5:K(@>( &-(+(H%<><+&>(%= (-I<,&,+'E( <5):5<5:()%>(
>4<%I94(-><I99'5E(GI>(>4<%I94(5):I<&)9(+>>5)>&%)K
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@)(V-4I$'%3")'$--%*A%C$J%3*647-%G, Chantal Joffe paints not just a figure, but a friendship. Ishbel Myerscough, a fellow artist 
+):(h%==5O-(=<&5):(-&)*5(>45&<(*%''595(:+F-E(+HH5+<-(45<5(&)(+(->+>5(%= (*+):&:(52H%-I<5J45<(G%:F(I)9I+<:5:E(45<(9+Z5(
I);+,5<&)9K(S4&-(H%<><+&>(-&>-(;&>4&)(h%==5O-('&)5+95(%= (&)>&7+>5E(H-F*4%'%9&*+''F(*%7H'52(:5H&*>&%)-(%= (;%75)E(F5>(
&>(&-(7+<R5:(GF(+(I)&[I5(=+7&'&+<&>FK(S45(><I->(G5>;55)(H+&)>5<(+):(-&>>5<(&-(H+'H+G'5?(>45(+*>(%= (H+&)>&)9(G5*%75-(+)(
52>5)-&%)(%= ('%)9i45':(*%),5<-+>&%)K

L5):5<5:(&)(G%':(95->I<5-(+):(>%)+'()I+)*5E(>45(H+&)>&)9(=%<59<%I):-(>45(G%:F(;&>4%I>(=5>&-4(%<(-H5*>+*'5K(@>(<5*+''-(
>45( T<5)*4( &)>&7&->5( ><+:&>&%)( h%==5( %=>5)( 5,%R5-JXI&''+<:E( &)( H+<>&*I'+<JGI>( IH:+>5-( &>( ;&>4( +( =<+)R)5--( >4+>O-(
unmistakably contemporary. The red tights act as both anchor and disruption: humorous, stylish, defiant. In the quiet 
*%)>52>(%= (>45(:%75->&*E(h%==5O-(=<&5):(G5*%75-(-%75>4&)9(7F>4&*E(5,5)(45<%&*J)%>(=%<(;4+>(-45(<5H<5-5)>-E(GI>(
-&7H'F(=%<(G5&)9(;4%''F(-55)K

M7&:( >45( I):5<*I<<5)>( %= ( '%--( >4+>( 4+-( H%HI'+>5:( h%==5O-( <5*5)>( ;%<RE( >4&-( H+&)>&)9( %==5<-( -%75>4&)9( :&==5<5)>^(
*%)->+)*FK(S45(R&):(>4+>(52&->-(G5>;55)(=<&5):-(;4%(4+,5(;5+>45<5:(>&75(>%95>45<E(+):(&)(>45(+<>&->O-(95->I<5(>%(<5*%<:(
>4+>(*%)->+)*FE(G<I-4-><%R5(GF(G<I-4-><%R5E(G5=%<5(&>(>%%(-'&H-(+;+FK
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@)( P!>33BC( 6CBC.8E( oM`b( :55H5)-( 4&-( 52H'%<+>&%)( %= ( ,&-I+'( '+F5<&)9E( 57%>&%)+'( >5)-&%)E( +):( +<>( 4&->%<&*+'(
<5-%)+)*5( >4<%I94(+()5;(4+):iH+&)>5:( >5*4)&[I5( >4+>( -&7I'+>5-( >45(7%>>'5:( >52>I<5(%= ( -H<+F(H+&)>K(S45( ->&HH'5:(
surface, reminiscent of  Pointillism yet rooted in graffiti, lends the canvas a vibrant tactility, evoking both the raw 
immediacy of  street art and the meticulous structure of  studio painting. Beneath these surfaces lies a familiar figure: 
>45(-R5'5>+'(kQWNMp@QpE(45<5(5)>+)9'5:(;&>4(7I'>&*%'%<5:(9'%,5:(4+):-E(G%)5-E(+):('&7G-(>4+>(-557(>%(*%''&:5E(
->+*RE(%<(-IG75<95(&)>%(%)5(+)%>45<K

These overlapping forms evoke the chaos of  a body in flux, shattering into fragments or reforming under pressure. 
c5)5+>4(>45(*455<=I'(H+'5>>5('&5-(+(75:&>+>&%)(%)(:5+>4(+):(><+)-=%<7+>&%)K(kQWNMp@QpO-(52H%-5:(<&G*+95(+):(
ui5:i%I>(5F5-(<5*+''(G%>4(+)+>%7&*+'(:&+9<+7-(+):(M):F( +̀<4%'O-(P<;'' paintings. But KAWS resists finality. Instead, 
7%<>+'&>F(&-(=%':5:(&)>%(>45(=+G<&*(%= (+)&7+>&%)^(>45(9'%,5:(4+):-E(<5):5<5:(;&>4(*+<>%%)&-4(H<5*&-&%)E(9<+-H(+>(G%)5-(
and one another as if  trying to hold the figure together.

Through this interplay of  figuration and fracture, KAWS offers a kind of  contemporary%#$#$A7"%#"9*J%)5( >4+>(
:%5-)O>(7%<+'&Z5(-%(7I*4(+-(7+<,5'(+>(4%;(9<&5=E(757%<FE(+):(&:5)>&>F(*%''&:5K(P!>33BC(:%5-()%>(:5H&*>(+(*'5+)(
G<5+RE(GI>(+)(5)>+)9'5:(H5<-&->5)*5K(@)(>4&-(;+FE(oM`b(<5+)&7+>5-(4&-(%;)(&*%)%9<+H4F(;4&'5(*%)]I<&)9(+(I)&,5<-5(
;45<5(*%''+H-5(+):(*%)>&)I&>F(*%52&->K
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@)( N(9'% C"f#(AA% 6CBC/8E( M):<v( cI>Z5<( &),%R5-( >45( 5H%)F7%I-( H<%>+9%)&->( %= ( T<+)Z( o+=R+O-( H%->4I7%I-( +):(
unfinished novel >#$9*<(H% in which a teenager floats helplessly adrift in a disorienting new world that promises 
%HH%<>I)&>F(GI>(:5'&,5<-(-%75>4&)9(7%<5(+R&)(>%(+(-I<<5+'&->(52&'5K(S45(H+&)>&)9E('&R5(o+=R+O-()+<<+>&,5E(-;5''-(;&>4(>45(
tension of  pleasure and hidden nefariousness as the figure beams with cartoonish eyes and a wide grin, even as its 
abstracted limbs border a riot of  overlapping forms and color, appearing as if  unfixed from the character’s main body.

N(9'%C"f#(AA%belongs to Butzer’s cast of  “synthetic figures,” which he first introduced around 1999, and here the 
figure functions as both vessel and cipher. Set against a palette of  vivid pinks, oranges, and kelly greens, the character 
&-(H'+F=I'( &)(-4+H5(GI>(<&=5(;&>4(52&->5)>&+'(9<+,&>FK(@>-(+)+>%7F(&-(+(>+)9'5(%= (H+&)>5<'F(95->I<5-E(G5*%7&)9(+(,&-I+'(
<5*%<:(%= (5<+-I<5(+):(52*5--K

cF()+7&)9(>45(;%<R(+=>5<(o+=R+O-(H<%>+9%)&->E(cI>Z5<(*%))5*>-(4&-(%;)(*4+<+*>5<O-(=<+*>I<5:(G%:F(>%(>45(G<%+:5<(
:&-'%*+>&%)(*5)><+'(>%(o+=R+O-(->%<FE(&)(;4&*4(>45(%HH<5--&%)(%= (&)->&>I>&%)-(+):(&:5%'%9&5-(<5):5<(&):&,&:I+'-(-%(&)4I7+)(
>45F(G5*%75(-%75>4&)9(5'-5(5)>&<5'FK(o+=R+O-(H<%G&)9(&)>%(>45(:&-&''I-&%)75)>(%= (>45(M75<&*+)(P<5+7(4&94'&94>-(+(
-&7&'+<(4&->%<&*+'(;5&94>(>%(cI>Z5<O-(%,5<+''(+<>&->&*(H<%]5*>E(;4&*4(45(>5<75:(_b*&5)*5iT&*>&%)(V2H<5--&%)&-7Ka(\<%;&)9(
IH(&)(H%->;+<(\5<7+)FE(cI>Z5<(;+-(&775<-5:(&)(M75<&*+)(*I'>I<5JW&*R5F(W%I-5E(7+--(H<%:I*>&%)E(+):(7F>4-(%= (
H<%9<5--J+):(4&-(H<+*>&*5(>45<5=%<5(G5*%75-(G%>4(+(*5'5G<+>&%)(+):(+(-R5H>&*&-7(%= (>45(,&%'5)*5(;<%I94>(GF(>45(
-IHH%-5:(_H<%9<5--a(%= (>45(*%)>57H%<+<F(*I'>I<5(M75<&*+(4+-(H&%)55<5:K(T%<(4&7E(M75<&*+(&-(G%>4(+(:<5+7(+):(+(
:5'I-&%)E(+):(4&-(*4+<+*>5<-(=<5[I5)>'F()+,&9+>5(>4+>(-H'&>(>5<<+&)K(@)(>4&-(;+FE(N(9'%C"f#(AA%&-()%>(75<5'F(+(H%<><+&>(%= (
+(*+<>%%)E(GI>(%= (7%:5<)&>F(&>-5'=K(
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_VXg$%('`(Q-%79*$J%7"%())9"(,4%(97%`*74%(%?9$-4%(77*7;J$H%(-%-"#$74*A6%V%`(A7%7"%<A"`%(I";7h%
I can’t define things, I’m not trying to find some intellectual definition, and I’m not just 
'""<*A6%?"9%(%)'$(-;9(I'$%-$A-"9Q%$i)$9*$A,$H%A"%(#%V%'""<*A6%?"9%74$%)(9(#$7$9-%"? %(

$-74$7*,%?"9#('*-#H%I;7%V%J"%'*<$%74$%?$$'*A6%`4$A%V%-$$%(%69$(7%`"9<%"? %(97j%*7%
);7-%(%-#*'$%"A%#Q%?(,$H%$g$A%*? %*7X-%(%4"99*I'$%-,$A$a(

– George Condo quoted in \$"96$%K"AJ"j%E*?$%*-%8"974%E*g*A6
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!"#$%&'()* '(+* ,--%+,')%./* &%012(,3'$.%4*5%1&2%*61(+173*!"#$%&&'()*+,&-$.#%/* 89:::;* 0'<)#&%3* )=%*-'(/* >'0%)3* 1> *
WKH�KXPDQ�FRQGLWLRQ��5HJDUGHG�IRU�KLV�LQJHQLRXV�FUHDWLRQ�RI �¶DUWLÀFLDO�UHDOLVP�·�ZKLFK�SUHVHQWV�D�PDQ�PDGH�UHDOLW\�
)=&1#2=*'*&%'.,3),0*.%(34*61(+1*0&%')%3*01-<13,),1(3*)=')*&%?%'.*)=%*01-<.%",)/*'(+*-#.),<.,0,)/*1> *-1+%&(*.,>%@

A(3<,&%+*$/*)=%*B.+*C'3)%&*<1&)&',)#&%*1> *D&'(3*E'.34*F,%21*G%.'HI#%H*'(+*J%-$&'(+)*?'(*J,K(4*61(+1*1>>%&3*'*
¶VLPXODWHG�$PHULFDQ�YLHZ�RI �ZKDW�(XURSHDQ�SDLQWLQJ�ORRNV�OLNH�·�,Q�KRPDJH�WR�WKHVH�WLWDQV�RI �SRUWUDLWXUH�&RQGR�
SODFHV�KLV�¶$QWLSRGDO�%HLQJV·�DJDLQVW�DQ�HYRFDWLYH��GDUN�EDFNJURXQG�RI �GHHS�UHGV��JUHHQV�DQG�EOXHV��7KH�ULJKW�KDQG�
ÀJXUH·V�KDLU��RU�SHUKDSV�ZKLVNHUV��PHOW�LQWR�WKH�EDFNJURXQG�DQG�KHLJKWHQ�WKH�VHQVH�RI �VXUUHDO�GUDPD�&RQGR�KDV�VR�
GHIWO\�PDVWHUHG��7KLV�SDUWLFXODU�EUHHG�RI �¶DQWLSRGH·�ZLWK�EXOJLQJ�H\HV��FDUWRRQLVK�HDUV�DQG�H[DJJHUDWHG��UDEELW�OLNH�
WHHWK��ÀUVW�HPHUJHG�LQ�WKH�PLG�����V��:KLOVW�WKHVH�FDUWRRQLVK�FKDUDFWHUV�PLJKW�LQLWLDOO\�DSSHDU�¶FXWH·��WKHLU�PDQLDFDO�
ODXJKWHU�DQG�JURWHVTXHO\�GLVWRUWHG�IHDWXUHV�TXLFNO\�GLVUXSW�DQ\�VHQVH�RI �LQQRFHQFH��,QGHHG��WKH�DEVXUGLW\�HPEHGGHG�
LQ�WKHLU�H[SUHVVLRQV�DOOXGHV�WR�D�GHHSHU�SV\FKRORJLFDO�WHQVLRQ��,Q�NHHSLQJ�ZLWK�WKH�SDLQWLQJ·V�WLWOH��!"#$%&&'()*+,&-$.#%/4*
D�PLUURUHG�DQWLSRGH�WRZHUV�RYHU�LWV�VPDOOHU�FRXQWHUSDUW��VXJJHVWLQJ�DQ�LQWHUQDO�GXDOLW\�RU�VHOI�VFUXWLQ\��7KH�GHOLFDWH�
EXEEOHV�GULIWLQJ�DFURVV�WKH�FDQYDV�OHQG�D�GUHDPOLNH��DOPRVW�KDOOXFLQDWRU\�TXDOLW\�WR�WKH�FRPSRVLWLRQ��KHLJKWHQLQJ�WKH�
3%(3%*1> *+&%'+*,()&,(3,0*)1*)=%3%*0'&)11(,3=*L<1+37@

&RQGR�HPEUDFHV�NH\�WZHQWLHWK�FHQWXU\�DUW�KLVWRULFDO�PRYHPHQWV��LQFOXGLQJ�&XELVP��6XUUHDOLVP��DQG�3RS�$UW��WR�IRUJH�
D�GLVWLQFWLYH�DQG�SV\FKRORJLFDOO\�FKDUJHG�YLVXDO�ODQJXDJH��6LPRQ�%DNHU�VWDWHV�WKDW�KLV�¶SRGV�ZHUH�DEVROXWHO\�HTXLYDOHQW�
WR�WKH�%UXHJHO·V�DQG�5HPEUDQGWV�WR�ZKRVH�WHFKQLTXHV�DQG�SDOHWWHV�WKH\�SD\�KRPDJH�·�3URIRXQGO\�LQÁXHQFHG�E\�WKH�
ZRUN�RI �5HQHH�0DJULWWH�DQG�3KLOLS�*XVWRQ��%DNHU�QRWHV�WKDW�XQOLNH�WKHVH���)=*6%()#&/*2,'()34*61(+1*<1+3*L='?%*'*
VWUDQJH�DQG�FRQVLVWHQW�HPRWLRQDO�LQWHQVLW\��VXJJHVWHG�E\�WKHLU�HYHU�DOHUW��HDJHU�WR�SOHDVH�FDUWRRQ�H\HV�>«@�WKH\�DUH�WKH�
+,3),..'),1(*1> *'(*%-1),1('.*1&*-%()'.*L3)')%7@
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gI+)(T+)9O-(+9$--*A6%R"`A%74$%W(#I""-%(2025) draws on the visual poetics of  Ang Lee’s 2001 film K9";,4*A6%3*6$9H%!*JJ$A%
R9(6"A%>%(75:&>+>5(%)(>45(=<+9&'&>F(%= (>45(G%:F(+):(>45([I5->(>%(+-*5<>+&)(;4+>(5'575)>-(7+R5(%)5O-('&=5(75+)&)9=I'K(
N+&)>5:(:I<&)9(+(H5<&%:(%= (:55H(I)*5<>+&)>F(+-( -45(+;+&>5:(+(G<5+->(*+)*5<(:&+9)%-&-E( >45(;%<R(:<+;-( &)-H&<+>&%)(
specifically from the final duel in the bamboo forest between two of  the movies main characters, Mu Bai and Jen—a 
-*5)5(<&=5(;&>4(G%>4(9<+*5(+):(+)2&5>FE(;45<5(;+<<&%<-(4%,5<(&)(+('&7&)+'(-H+*5(G5>;55)(5+<>4(+):(-RFK(U5<5E(>4+>(,&-I+'(
lexicon of  suspension and struggle is transmuted into a field of  coiled, muscular arcs, rendered in a palette of  rich 
&):&9%E(H5+<'5-*5)>(;4&>5-E(+):(H5+*4(G5&95K(

S45(*%7H%-&>&%)E(+-(&-(>FH&*+'(%= (T+)9O-(;%<RE(G<&->'5-(;&>4(*%7H<5--5:(5)5<9FK(g5>(45<5E(45<(-&9)+>I<5(-;&<'-()%('%)95<(
:%7&)+>5(>45(5)>&<5(*+),+-(GI>(+<5(*'I->5<5:(;&>4(&)>5)>E(+''%;&)9(H%*R5>-(%= ()59+>&,5(-H+*5(>%(4%,5<(+<%I):(>457E(
H<%:I*&)9(+(R&):(%= (H-F*4%'%9&*+'(->&'')5--K(+9$--*A6%R"`A%74$%W(#I""-%&-(+'-%(->55H5:(&)(T+)9O-('%)9(*5'5G<+>&%)(%= (>45(
)I+)*5-(%= (=57&)&)&>FK(@)(>45(;+R5(%= (45<(*+)*5<(:&+9)%-&-E(T+)9(<5-H%):-(>%(>4&-(*%<H%<5+'(+>>+*R()%>(;&>4(<5><5+>E(
GI>(;&>4(+--5<>&%)K(P5-&<5(+):(<+95(+):()%>([I&5>5:(45<5E(GI>(4%)5:K(S45('%%H-(*I<'(+):(-'&*5('&R5(>45(-;%<:-(*+I94>(
mid-flight through the bamboo trees, soft and sharp at the same time. 
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@)(K"A7(,7'$--%K""<*$-E(W+<*%(N+<&+)&(=I-5-(>45(9+<&-4(;4&7-F(%= (4%'&:+F(&*%)%9<+H4F(;&>4(>45(<+;(52H5<&75)>+>&%)(
%= (*%)>57H%<+<F(H+&)>&)9K(\&)95<G<5+:(75)E(-)%;75)E(+):(*+):Fi*%'%<5:(7%>&=-(H%HI'+>5(>45(*+),+-E(>45&<(-I9+<F(
*4+<7(%==-5>(GF(>45(+<>&->O-(G%':(7+>5<&+'(*4%&*5-^(G'+*R(95--%E(-H<+F(H+&)>E(<5-&)E(+):(5,5)(+(H&H&)9(G+9E(<5HI<H%-5:(+-(+(
7+<Ri7+R&)9(>%%'K(S45(<5-I'>(&-(+(>52>I<5:E(52IG5<+)>(-I<=+*5(;45<5(9<+H4&*(=%<7-(:<&=>(&)>%('&7&)+'(-H+*5-E(*4+''5)9&)9(
>45(><+:&>&%)+'(=<+75K(N+<&+)&(+HH<%+*45-(H+&)>&)9('&R5(+(G+R5<(%<(*457&->J7&2&)9E('+F5<&)9E(+):(>5->&)9J><5+>&)9(4&-(
->I:&%(+-(+(-&>5(%= (+'*457&*+'(><+)-=%<7+>&%)K(U&-(*+),+-5-(+<5(GI&'>(=%<('%)95,&>FE(75>&*I'%I-'F(H<&75:(GF(4+):(<+>45<(
>4+)(<5'F&)9(%)(->5<&'5E(H<5i7+:5(-I<=+*5-K(c5)5+>4(>45(H'+F=I'(-IG]5*>(7+>>5<('&5-(+(:55H5<(&)[I&<F(&)>%(-><I*>I<5(+):(
-H%)>+)5&>FE(H5<7+)5)*5(+):(&7H5<7+)5)*5K%K"A7(,7'$--%K""<*$-%&-(G%>4(*%)=5*>&%)(+):(*<&>&[I5E(7+<<F&)9(-><55>(+<>O-(
&775:&+*F(;&>4(->I:&%(H<5*&-&%)(>%(H<%:I*5(+(:&->&)*>&,5E(5**5)><&*(,&-I+'('+)9I+95K
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_:Q%)(*A7*A6-%9$)$(7%(%?$$'*A6%m*7X-%#"9$%'*<$%(%)"$#m74(7X-%`4(7%V%`(A7%7"%)(*A7.” – Joan Mitchell  

h%+)(W&>*45''(;+-(+)(M75<&*+)(MG-><+*>(V2H<5--&%)&->(<5)%;)5:(=%<(45<(57%>&,5(I-5(%= (*%'%<(+):(-H&<&>5:(*%7H%-&>&%)-(
&)-H&<5:(GF('+):-*+H5-E(757%<&5-E(+):(H%5><FK \<%;&)9(IH(&)(k4&*+9%E(@''&)%&-E(W&>*45''(&775<-5:(45<-5'= (&)(>45(+<>-J
+>>5):&)9(-F7H4%)F(H5<=%<7+)*5-E(52H'%<&)9(7I-5I7-E(;<&>&)9(H%5><FE(+):(->I:F&)9(H+&)>&)9J+)(5+<'F(5)9+9575)>(
that would deeply influence her work throughout her life.

V25*I>5:(&)(!"$/E(]I->(%)5(F5+<(+=>5<(W&>*45''O-(G<5+R>4<%I94(-%'%(524&G&>&%)(+>(S45(`4&>)5F(WI-5I7(%= (M75<&*+)(
Art and a year before her first show with prominent art dealer Xavier Fourcade, the work belongs to a period of  
significant critical and creative growth for the artist, her reputation as one of  the great masters of  postwar painting 
-5*I<5:K DA7*7'$J%^K(A(J(_;+-(H+&)>5:(:I<&)9(>45(+<>&->O-(<5'+>&%)-4&H(;&>4(T<5)*4ik+)+:&+)(H+&)>5<(h5+)iN+I'(L&%H5''5E(
;&>4(;4%7(-45(-4+<5:(45<('&=5(=<%7(!"//(>%(!"$"E(+(H5<&%:(&)(;4&*4(-45(-H5)>(+('%>(%= (>&75(&)(k+)+:+(=<5[I5)>&)9(
Riopelle’s Montreal studio and encountered “a winter that mirrored and magnified the cruelty of  Chicago’s.” Mitchell 
=<5[I5)>'F(*4%-5(+7G&9I%I-(%<(+G-><+*>(>&>'5-(=%<(45<(;%<R-E(4%;5,5<E(>45(&)*'I-&%)(%= (K(A(J((+''I:5-(>%(>45(k+)+:&+)(
'+):-*+H5E(+(H5<-%)+'(<57&)&-*5)*5E(+):(45<(G%):(;&>4(L&%H5''5(+):(>45&<(>&75(-H5)>(>45<5(>%95>45<K U%;5,5<E(W&>*45''(
emphasises that her work is first and foremost about “feeling.” In this sense, her orientation is characteristic of  the 
Abstract Expressionist aesthetic. This is reflected through the emotive palette in%DA7*7'$J%^K(A(J(_E(5,%R&)9(+(:F)+7&*(
+):(-4&=>&)9('+):-*+H5K(S4&-(7I'>&iH+)5'5:(*+),+-E(*4+<+*>5<&-5:(GF(-H&<&>5:(G<I-4;%<R(+):(,&G<+)>( '&94>(G'I5-(+):(
whites, reflects Mitchell’s deeply personal approach to painting. In her own words, they are drawn “from remembered 
'+):-*+H5-(>4+>(@(*+<<F(;&>4(75J+):(<5757G5<5:(=55'&)9-(%= (>457E(;4&*4(%= (*%I<-5(G5*%75(><+)-=%<75:K(@(*%I':(
*5<>+&)'F()5,5<(7&<<%<()+>I<5K(@(;%I':('&R5(7%<5(>%(H+&)>(;4+>(&>('5+,5-(75(;&>4Ka

S45(!"$B-(-+;(+(>I<)(&)(45<(;%<R(+-(-45(G59+)(*<5+>&)9(7%<5(7%)I75)>+'(;%<R-E(%=>5)(&)(>45(=%<7(%= (:&H>F*4-(%<(
><&H>F*4-K(DA7*7'$J%^K(A(J(_E(+'&9)-(;&>4(>4&-(H<%9<5--&%)(>%;+<:('+<95<(=%<7+>-(+):(+)(&)*<5+-&)9'F(G%':E(95->I<+'(->F'5K(
@)(=+*>E(>4<%I94%I>(45<(*+<55<E(W&>*45''(4+-(*%)-&->5)>'F(I>&'&Z5:(7I'>&H+)5'5:(H+&)>&)9-(+-(+(=%<7+'(:5,&*5K(`4&'5(-45(
4+-(*<5+>5:(-&)9'5i*+),+-(;%<R-E(-45(:57%)-><+>5-(+(H<5=5<5)*5(=%<(:&H>F*4-E(><&H>F*4-E(+):(%**+-&%)+''FE(*%7H%-&>&%)-(
spanning four or five panels. Mitchell’s embrace of  panel painting carries deeper connotations, reflecting her nuanced 
H5<-H5*>&,5(%)()+>I<5K(S4<%I94(>45(I-5(%= (7I'>&H'5(H+)5'-E(-45(5,%R5-(>45(H+--+95(%= (>&75E(+-(5+*4(*+),+-(-4&=>-()%>(
%)'F(;&>4&)(&>-(%;)(G%I):+<&5-(GI>(+'-%(&)(<5'+>&%)(>%(&>-()5&94G%I<&)9(=<+75-E(*<5+>&)9(+(:F)+7&*(&)>5<H'+F(%= (*4+)95(
+):(*%)>&)I&>FK(WI*4('&R5(>45(*4+)9&)9(-5+-%)-E(>4&-(,&-I+'(H<%9<5--&%)(&)><%:I*5-(+('+>5<+'(:&75)-&%)E(*%7H5''&)9(>45(
,&5;5<(>%(5)9+95(;&>4(>45(;%<R(G%>4(+*<%--(&>-(-I<=+*5(+):(&)>%(&>-(:5H>4-K
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_E"A6%-7"9Q%-4"97j%C$*A,(9A(7*"A0%84(7%K49*-7")4$9%4(-%J"A$%`*74%-*'<-,9$$A%4(-%#(J$%74$%
#$J*;#%`4"'$%(6(*A0%!$%4(-%7(;647%(A%"'J%J"6%A$`%79*,<-X” – Richard Prince

c'I<<&)9( >45(G%I):+<&5-(G5>;55)(;4+>( &-(*%)-&:5<5:(H+&)>&)9(+):(;4+>( &-(H<%*5--E( %̀%'( <57%,5:(5,5<F>4&)9( >4+>(
seemed unnecessary – color, hierarchical composition, internal form as a means to define his work by what was absent. 
%̀%'(->+>5-E(_@(G5*+75(7%<5(&)>5<5->5:(&)(r4%;(>%(H+&)>(&>O(>4+)(r;4+>(>%(H+&)>Ka(b%I<*&)9(&)-H&<+>&%)(=<%7(G%>4(+<>(

4&->%<F(+):(4&-(%;)(*%<HI-E( %̀%'O-(;%<R(4+-(G5*%75(-5'=i<5=5<5)>&+'K(W&<<%<&)9(4&-(52H5<&75)>+>&%)(;&>4(<%''5<-E(>45(
I-5(%= (>45(-&'R-*<55)(&-(<57&)&-*5)>(%= (4&-(&)>5<5->(&)( +̀<4%'&+)(>5):5)*&5-E(F5>(*'5,5<'F(-IG,5<>-(>45(_=+*>%<Fa(;&>4(+)(
&)>59<+>&%)(%= (-H%)>+)5&>F(-&7&'+<(>%(>4+>(%= (N%''%*RK(
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`&''57(:5(o%%)&)9O-(H+&)>&)9(P(6(#"9$% 6!"//8( 5H&>%7&Z5-( >45( +<>&->O-( :F)+7&*( 5)9+9575)>(;&>4( +G-><+*>&%)(;4&'5(
<5>+&)&)9(+(:55H(*%))5*>&%)(>%(>45(I<G+)(5),&<%)75)>(+<%I):(4&7K(k<5+>5:(:I<&)9(+(H5<&%:(%= (H<%=%I):(&))%,+>&%)E(
P(6(#"9$%reflects de Kooning’s desire to encompass everything in his work, even if  it means embracing a “turmoil of  
*%)><+:&*>&%)-Ea(+-(:5-*<&G5:(GF(S4%7+-(cK(U5--K(S4&-(H&5*5(575<95-(=<%7(>45(>+&'(5):(%= (:5(o%%)&)9O-(<5)%;)5:(
8"#$A%-5<&5-E(-&9)+'&)9(+(-4&=>(>%;+<:(+(7%<5(=%*I-5:(52H'%<+>&%)(%= (>45(GI->'&)9(*&>F('&=5(>4+>(-I<<%I):5:(4&7(&)(p5;(
g%<RK

w)'&R5(7+)F(%= (4&-(MG-><+*>(V2H<5--&%)&->(H55<-E(:5(o%%)&)9()5,5<(=I''F(+G+):%)5:(<5H<5-5)>+>&%)K(U&-(*+),+-5-E(
though abstract, are infused with subtle hints of  figures, buildings, and daily life, alluding to the world beyond the 
->I:&%K(@)(P(6(#"9$H%>45(5)5<9F(%= (>45(*&>F(&-(H+'H+G'5E(+-(>45(,&G<+)>(G<I-4-><%R5-(+):('+F5<-(%= (*%'%<(5,%R5(>45(*4+%>&*(
<4F>47(%= (I<G+)('&=5K(S45(H+&)>&)9O-(>&>'5(&-('&R5'F(+()%:(>%(+()5+<GF(:&)5<(&)(p5;(g%<RO-(n%;5<(V+->(b&:5E(+(H'+*5(>4+>(
%==5<5:(:5(o%%)&)9(+(,+)>+95(H%&)>(=<%7(;4&*4(>%(%G-5<,5(>45(*5+-5'5--(+*>&,&>F(%= (>45(*&>FK

S45(*%7H%-&>&%)(%= (P(6(#"9$(&-(+(>5->+75)>(>%(:5(o%%)&)9O-(7+->5<=I'(4+):'&)9(%= (H+&)>K(S4&*R(&7H+->%(+):(,&9%<%I-(
-><%R5-(:%7&)+>5( >45( *+),+-E(;4&'5(G&>-(%= ( *4+<*%+'E( <57)+)>-(%= ( >45( +<>&->O-( H<5H+<+>%<F( -R5>*45-E( H55R( >4<%I94E(
adding depth and texture. The interplay of  colors—bright yellows, mottled blues, pinks, and fleshy peaches—creates 
+(,&-I+'( >5)-&%)( >4+>( &-(G%>4(524&'+<+>&)9(+):(:&-%<&5)>&)9K(S4&-(,&G<+)>(H+'5>>5E(*%IH'5:(;&>4(:5(o%%)&)9O-(I-5(%= (
)5;-H<&)>(>%(+'>5<(>45(-I<=+*5E('5):-(>45(H+&)>&)9(+):(&775:&+*F(+):(<+;)5--(>4+>(5*4%5-(>45(&)>5)-&>F(%= (I<G+)('&=5K

@)(P(6(#"9$H%:5(o%%)&)9(G'I<-(>45( '&)5-(G5>;55)(+G-><+*>&%)(+):(<5H<5-5)>+>&%)K(cI&':&)9-(+):(-><55>-(7%<H4(&)>%(
torsos and limbs, yet the painting does not depict any specific place or figure. Instead, it captures the essence of  the 
*&>FJ&>-(,&>+'&>FE(7%,575)>E(+):(*4+%-K(P5(o%%)&)9(%)*5(<57+<R5:(%)(4&-(:5-&<5(>%(=<55(4&7-5'= (=<%7(*%),5)>&%)+'(
)%>&%)-(%= (*%7H%-&>&%)E(+):(>4&-( &-(5,&:5)>( &)(P(6(#"9$E(;45<5(>45<5( &-()%(*'5+<(9<%I):(H'+)5(%<(=%*+'(H%&)>K(S45(
painting floats, much like the city it represents, in a state of  constant flux.

w'>&7+>5'FE(P(6(#"9$%is a powerful example of  de Kooning’s ability to merge reflection and action, creating a work that 
&-(+-(7I*4(+G%I>(>45(H<%*5--(%= (H+&)>&)9(+-(&>(&-(+G%I>(>45(;%<':(&>(:5H&*>-K(S4<%I94(4&-(,&9%<%I-(G<I-4;%<R(+):(<&*4(
*%'%<(H+'5>>5E(:5(o%%)&)9(*+H>I<5-(>45(-H&<&>(%= (p5;(g%<R(k&>FE(><+)-=%<7&)9(&>(&)>%(+(,&-*5<+'(+):(:F)+7&*(;%<R(%= (
+<>K(
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M):F( +̀<4%'O-(@'"`$9-( -5<&5-E( &)&>&+>5:( &)( !"#.E( <5H<5-5)>-( +( *<&>&*+'( ]I)*>I<5( &)( >45( +<>&->O-( *+<55<J+(7%75)>( %= ( G%>4(
+5->45>&*(*%)-%'&:+>&%)(+):(-><+>59&*(+-*5)>(;&>4&)(>45(*%)>57H%<+<F(+<>(;%<':K(S45-5(;%<R-(7+<R5:( +̀<4%'O-(:5GI>(+>(>45(
esteemed Leo Castelli Gallery, affirming his transition from subcultural provocateur to an institutionally recognized figure. 
M>(>45(-+75(>&75E(>45(@'"`$9-(H+&)>&)9-(5)*+H-I'+>5(+(*5)><+'(>5)-&%)(&)( +̀<4%'O-(H<+*>&*5^(>45(&)>5<H'+F(G5>;55)(>45(<5+'(
and the reproduced, the ephemeral and the iconic. The image of  the flower—sourced from mass media, yet rendered with 
disarming beauty and formal flattening—hovers between journalistic realism and the flattened language of  mid-century 
+:,5<>&-&)9K

S45(*%)*5H>I+'(-55:(=%<(>45(-5<&5-(;+-(+''595:'F(H'+)>5:(GF(U5)<F(\5':Z+4'5<E(>45)(+(*I<+>%<(+>(>45(W5><%H%'&>+)(WI-5I7(
%= (M<>K(M>(>45(>&75E( +̀<4%'(;+-(&775<-5:(&)(4&-(R$(74%(AJ%R*-(-7$9(-5<&5-E(+(9<&7(52H'%<+>&%)(%= (M75<&*+)(,&%'5)*5(>4<%I94(
electric chairs, car crashes, and race riots. Urging a shift in tone, Geldzahler suggested something “less morbid,” flipping 
>4<%I94(>45(hI)5(!"#.(&--I5(%= (:"J$9A%+4"7"69()4Q and pointing to a page filled with hibiscus blossoms photographed by 
Patricia Caulfield. Yet, as Warhol’s @'"`$9-(7+R5(+GI):+)>'F(*'5+<E(>45(H&,%>(;+-('5--(+(<5:&<5*>&%)(>4+)(+(<5=<+7&)9K(@)(>45&<(
-+>I<+>5:(*%'%<(+):(-5<&+'(<5H5>&>&%)E(>45(G'%%7-(<57+&)(57G'57+>&*(%= (7%<>+'&>FJ#$#$A7"%#"9*(*'%+R5:(&)(-5:I*>&%)K(S45&<(
beauty is fleeting, their vibrancy already touched by decay.

S4&-(+7G&,+'5)*5(&-(I):5<-*%<5:(GF( +̀<4%'O-(H<%*5--K(M=>5<(*<%HH&)9E(<%>+>&)9E(+):(*%7H%-&>&)9(>45(%<&9&)+'(&7+95E(45(4+:(
T+*>%<F(+--%*&+>5(c&''F(p+75(<I)(&>(>4<%I94(+(H4%>%->+>(7+*4&)5(<5H5+>5:'F(>%(G'5+*4(+;+F(>%)+'()I+)*5K(S45(<5-I'>&)9(
-&'R-*<55)(;+-(94%->'&R5J75*4+)&*+''F(:59<+:5:E(:5'&G5<+>5'F(+G-><+*>5:K(M-(S%)F(b*45<7+)(+):(P+,&:(P+'>%)(%G-5<,5E(
Warhol “didn’t want it to look like a photo at all. He just wanted the shape, the basic outline, of  the flowers.” What emerges 
&-(+)(&7+95(G%>4(&):52&*+'(+):(&''I-%<F^(+)(+<>&=+*>(%= (-%75>4&)9(%)*5(+'&,5E()%;(75*4+)&*+''F(H<5-5<,5:K(@)(>4&-E( +̀<4%'(
*%)>&)I5-(4&-(75:&>+>&%)(%)(>45(9+H(G5>;55)(&7+95(+):(5--5)*5J+)(5):I<&)9(*%)*5<)(>4+>(>4<5+:-(>4<%I94(>45(5)>&<5>F(
%= (4&-(H<+*>&*5K



5/67&8"+-%$
@'"`$9-
!"#.

-F)>45>&*(H%'F75<(+):(-&'R-*<55)(&)R(%)(*+),+-
/(2(/(&)*45-

6!CK$(2(!CK$(*78
-&9)5:(;&>4(>45(+<>&->O-(&)&>&+'-(+):(:+>5:(>080%21(6%)(>45(%,5<'+H8 

6@),(A!BBCC8

S K A R S T E D T



8'$$3D&63&=%%/'/:
E(96$%3"9-"
!"$.
G<%)Z5

3/(2(3!(2(C.(&)*45-
11K"(2($1K$(2(#!(*7

V:&>&%)($(%= ($E(;&>4(C(MN-
&)*&-5:(;&>4(>45(+<>&->O-()+75(+):()I7G5<5:(J$%N""A*A6%/n/(6%)(>45(G+*R8 

6@),(A$.CCK$8

S K A R S T E D T



L5)%;)5:( =%<( 4&-( H+&)>&)9-( +):( :<+;&)9-E(
Willem de Kooning first turned to sculpture in 
1969, producing a seminal series of  twenty-five 
;%<R-(;4&*4(7+<R(+(H&,%>+'(7%75)>(&)(4&-('+>5(
%5I,<5K( k%7H'5>5:( &)( !"$.E(E(96$% 3"9-"( &-( 4&-(
final sculpture that effectively epitomizes the 
+<>&->O-( 5)9+9575)>( ;&>4( >45( 75:&I7K( `4&'->(
7%->(%= (:5(o%%)&)9O-(>4<55i:&75)-&%)+'(;%<R-(
;5<5(525*I>5:(&)(-7+''(-*+'5(<+)9&)9(=<%7(-5,5)(
>%(>4&<>Fi>4<55(*5)>&75>5<-E(E(96$%3"9-"(H<5-5)>-(
a nearly life-size figure striking in it’s physicality 
+):( &)>5)-&>F( %= ( 52H<5--&%)K( W%:5'5:( &)( ;5>(
*'+F(+):(-IG-5[I)5'>F(*+->(&)(G<%)Z5E(>45(;%<R(
+7+--5-(,%'I75(&)('+F5<-E(*%)]I<&)9(+)(&<<59I'+<(
-I<=+*5( <57&)&-*5)>( %= ( \&+*%75>>&O-( '+>5(
-*I'H>I<5-K

E(96$% 3"9-"( %H5<+>5-( +>( >45( &)>5<-5*>&%)( %= (
figuration and abstraction, presenting a human 
=%<7(,&+(+)(5'5*><&=F&)9(*%7H'52(%= (><+*5-(%= (>45(
7%,575)>( %= ( :5(o%%)&)9O-( 4+):-( +):(;<&->-K(
W+''5+G&'&>F( %= ( *'+F( 45<5( <59&->5<-( >45( <5-%'I>5(
>+*>&'&>F( %= ( :5( o%%)&)9O-( ;%<R&)9( 75>4%:E(
whilst the prominence of  the figure’s extended 
hands emphasizes the significance of  gesture 
+):(>%I*4K(M-(H+&)>5<(+):(+<>(*<&>&*(M):<5(T%<95(
4+-( +<9I5:E(_S45<5( *+)(4+<:'F( 5,5<(4+,5(G55)(
-*I'H>I<5-(7+:5(&)(;4&*4(>45(5)9+9575)>(;&>4(
>45(7+>5<&+'( &-( 7%<5( <+;'F( 52H%-5:K( M):( %)5(
*+))%>( 5-*+H5( >45( =55'&)9( >4+>( -%754%;( >45(
;%<R( ->+<>-( ;&>4( >4&-( 5)9+9575)>E( ->+<>-( ;&>4(
&>( +):( 5):-( ;&>4( &>( >%%K( @)( %>45<( ;%<:-E( >45(
gestures, the rolling, pinching, gouging, flinging
+*>&%)-( >4+>( %)5( &-( *%)>&)I+''F( <5+:&)9( +-( %)5(
7%,5-(+<%I):(5+*4(H&5*5(+<5()%>(+9&>+>&%)-(%= (
>45(-I<=+*5(%= (>45(H&5*5(GI>(<+>45<(>45(*<5->-(%= (
,&%'5)>(+*>&%)-(>4+>(9%(>%(&>O-(,5<F(*5)>5<Ka

Invariably molding a human figure, de Kooning’s 
-*I'H>I<5-( *+)( G5( -55)( +-( +( >4<55i:&75)-&%)+'(
extension of  his figurative paintings, notably the 
'+):7+<R( _ %̀7+)a( -5<&5-( *%775)*5:( &)( >45(
5+<'F(!"/B-K(@):55:E(>45(+<>&->(H<5=5<<5:(;%<R&)9(
&)( ;5>( *'+F( H<5*&-5'F( :I5( >%( &>-( <5-57G'+)*5(
>%( %&'( H+&)>K(M-( +<>&->(\5%<95(k%):%( 4+-( +'-%(
<57+<R5:E( _e&)( 4&-( -*I'H>I<5E( :5( o%%)&)9f(
'&>5<+''F(*<5+>5:(4&-(H+&)>&)9-(%I>(%= (*'+FKa
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Belonging to Thomas Schütte’s series of  twelve bronze busts on steel consoles, 8*,47(GI<->-(;&>4(<+;(>+*>&'&>F(+):(
emotional complexity. Schütte’s evocative sculptures tackle existential questions that haunt the human condition 
&)( H%->i;+<( -%*&5>FE( &)><%:I*&)9( ;4+>( 45( :5-*<&G5-( +-( _+( *<%%R5:( [I5->&%)(7+<R( &)>%( >45( ;%<':Ka( S45( ,5<F( >&>'5(
%= ( >45( -5<&5-E 8*,47 – the German word for “imps”, sometimes translated by Schütte as “jerks” – signifies the 
almost grotesque and severe visages of  the busts. Whether the figures display wry wrinkles or visible irritation, 
Schütte bestows his characters with a visceral expressivity that transcends the cold, metallic facade of  bronze.

U5(&7GI5-(*4+<+*>5<(+):(&):&,&:I+'&>F(>4<%I94()I+)*5:(H%->I<5-E(H%-5-(+):(=+*&+'(95->I<5-E(<5,5''&)9(&)(4%;(>45F(I)&>5(
with specific mediums and textures to evoke instinctive responses from the viewer. The present sculpture is marked 
GF(&>-(:55Hi-5>(=5+>I<5-(+):(4%''%;(5F5-(>4+>(H55<(&)>%(>45(-%I'(+):(<5,5+'(+(<57+<R+G'5(4I7+)('&R5)5--K(@):55:E(&>(&-(
Schütte’s ambition for his artworks to do the talking, stating that, “I would rather talk with my hands and through 
=%<7-(+):('5>(>45-5(*<5+>I<5-('&,5(>45&<(%;)('&,5-(+):(>5''(>45&<(%;)(->%<&5-Ka
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!"#$%&'()%*+)%,-%()*)./0%12'%3224%*)%*5%*,()+*/).256%(/'37)-8%2+%7*.5)-86%*5%.5)-5(-3$%
-9/.).5:%*++*5:-&-5)%2; %73*5-(6%(7#-+-(6%5'/3-.6%-5).+-3$%<.)#2')%&-*5.5:=%>)%<2'38%,-%
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