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Thisexhibitionandthe publicationthat
accompaniesitareas muchaboutanartist,
Elizabeth Peyton,astheyareaboutanera.
Althoughitbeganintheearlyto mid-1990s,
itis difficultto pinpointwhenthiseraended;
allthatcan be conclusively saidisthatitis
definitely over. Peyton’s work, though,
endures,andtothisdayitcontinuesto
speaktousinthe presenttense.

Oneoftheextraordinarythingsabout
Peyton’soeuvreisthatitcanserveasa
chronicle ofaparticular period —atacertain
momentinthe history of culturein certain
placesamongafew people who were enthu-
siastically making it. Sometimesthey knew
each other; sometimesthey were just mutual
fans.Inretrospect, her paintings have
becomeakind of essence ofafifteen-year
periodin popularculture, something likea
complicated perfumethatretainsthe sen-
sory grace notes ofahundred different

exquisite elements, butonitsownisdistinct.

Ifthat periodinacertain slice of culture
inthe United States, as wellasin cities like
LondonandBerlin,isgone onthe streets
andinthe galleries,itremains foreverfresh
in her paintings. Despite their myriad refer-
encestoart history,they have never coaxed
usinto nostalgia,and even now, looking at
a1995 portrait of Kurt Cobain, we can feela
mix of rue,admiration, and sentiment, not
asamemory, butagainasifthe picture were
painted yesterday. Thisfeelingis similarto
listeningtoagreatsongrecorded decades
ago;itstilldoeswhatitsetouttodo, even
ifitis sofamiliarasto be emblematic.

Peyton’s paintings were seen bya
relatively small butinfluential audiencein
1995, the year of her first substantial exhibi-
tioninacommercial galleryin New York;
sincethattime, her paintings, drawings,
watercolors,and prints have been exhibited
annuallyineither New York, Los Angeles,
London, Berlin, or other major capitals
across Europe,theU.S.,and Asia. The
regularity of her exhibition record has
allowed interested viewersto follow her
workcloselyand comprehensively. What
isrevealed whentheworkisseenintotois
anastonishing consistency oftechnique,
ofsubject,and of purpose. From her first
exhibition, thisartistseemsto haveemerged
infull possession of herfaculties, witha
projectto capturein portraitureindividuals
inwhom she discerns amagical quality—
anindescribable mixture of romanticism,
beauty, grace, creativity,innocence, sexua-
lity, “zazz.” Shefound her preferred medium
early—oilon board mounted onaframe of
aboutaquarterofaninchthick—and she
hasrarely deviated from these materials,
orfrom her paintings’ small size (mostare
around eleven by fourteeninches). From
the beginning, her source materials were
photographsthatshefoundorsnapped
herself,as well as film, video, and stills.

Bythe mid-1990s she beganto sketch from
life, butthe difference it madeinthelook of
her paintingsis subtle,almost negligible;
allthe work retains a mixture ofintimacy and
stylization whether it was painted from
photographs orfromlife.

Inthevery contemporary art world, fifteen
yearsisalongtimeto beatthecenterofa
discourse. Peyton was notthe only figurative
painterto attractattentionand controversy
duringthistime, butherworkarguably
attracted more attentionand more contro-
versythan mostothers, atleast during
thefirsttenyears of hercareer. It did this
becauseitwasandisthe mostradical
example ofaparticularkind of popular
realismthatemergedinthe 1990s and
reacheditsapex duringthefirstfewyears
ofthe new millennium. Her paintings are
alsothe mostappealing,acharacteristic
that madethemallthe more problematic,
emergingastheydidinaperiod when many
criticsand institutions were suspicious
enough ofvisual pleasureto have written it
outofthe aesthetic conversation.

Elizabeth Peyton

Gavin Brown February 2007
2007

0il on board

11 3/4X9 in (29.8X22.9 cm)

Looking back,thereisnodoubtthatthe
creationand reception of Peyton’s paintings
inthe 1990s utterly changed the contempo-
raryartlandscapein New York,and perhaps
inLondonand Berlinas well. Mapping out
how much haschanged sincethattime
and consideringtherepercussions ofthat
changearecrucialnotonlyto beginthetask
of making a history of our lastfin de siécle,
butto beginthework offorgingan under-
standing ofthe start of our new century.
Considering her paintingsinthelight oftheir
origins offers usthe possibilityto do both
ofthesethings.

Itisatruismthatfigurative painting has
never leftthe contemporaryartdiscourse,
butitisalsofairtosaythatatthe beginning
ofthe 1990s it was not centraltotheartcon-
versation atthe cutting edge, incriticism,
in galleries,and especiallyin museums of
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contemporaryart,exceptinahighlyironized
form. Criticaland institutional tastein the
early 1990s was builtupon premises of anti-
visuality,eventhough contemporary artists
—notnecessarily painters—weretrying
tofindtheir way out ofthe deserts of cynical,
endgame Conceptualism.Benjamin
Buchloh's “Refuseand Refuge” (1993), an
essay onthework of Gabriel Orozco, laid out
the strategy thatanti-objecttypeswould use
to pump new lifeintothetired hard-line of
doctrinaire Conceptualism. As madeclear
by Orozco’s photographsandarrangements
oftweaked found objects, Conceptualism at
thatmomenthad quietly been replaced by an
adamantly material kind of sculptural work
thathid underaveneerof Conceptualism,
abloody, beating heart of ecstatic visuality
thatincluded super-sophisticated graphic
composition, gorgeous materials,and the
irresistibility of serial repetition. Artists like
Orozco,MonaHatoum, and Felix Gonzalez-
Torreswereinthe business of making lovely
objectsthat metaphoricallyreferredto highly
politicized concepts. Theelliptical narrative,
formal elegance, and politically charged
back storyaccompanyingtheir works ack-
nowledgedthe post-Minimalism of artists
whose goal wasto dematerialize the art
object, with objectsthatcould be produced
ineditions of five. Thus, anti-commodity
cakewas had, and eatentoo.

Rirkrit Tiravanija
Untitled (Free) 1992
1992

Installation

Although New York has been developing
(ordevolving) into an elite playground for
the wealthy shopperfor morethantwenty-
fiveyears, lower Manhattan,and many parts
of north Brooklyn, definitively kissed their
own bohemianasses goodbyeinthe 1990s.
Afterslumpingintheearly 1990s, from 1995
t02007 real-estate pricesroseastunning
245 percentandrentsa‘“mere” eighty-seven
percent. Tuitionat NYU’s TischSchool ofthe
Arts hit $32,000 per year (ahundred percent
increase overatwelve year period), while at
the sametime NYU becamethe mostpopular
schoolinthe nationfor graduating seniors.
Afteraprecipitousdecline beginningin
1989, the contemporary art market began its
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swiftascentaround 1996, creatingabubble
that, atthis writing, isatits mostswollen,
with Europeanand American figurative
paintersridingits crest.

Attheverybeginning ofthe1990s though,
New Yorkwasinarecession, real-estate
prices were ata pause afterthe go-go 1980s,
andtheart market was definitelyinthe deep
doldrums. Thisiswhere Peytoncomesin,
as do herthen-husband Rirkrit Tiravanija,
herfriendtheart dealer Gavin Brown, and,
peripherally, me. Becausel lived through
the 1990s asaparticipantintheartistic
discourse, this narrative can only be some-
what ofa personaltake onasmall portion
oftheactivitiesthattook place atthe time.
lofferit,though,ashistory, withits biases
and parameters made as apparentas
possible.

By 1991, Tiravanija's truly conceptual
notion of staging social eventsin cultural
spaces like not-for-profitsand galleries
had beguntoreceive seriousattentionin
magazines, galleries,and alsoin museums
outside New York. The work has superficial
connectionstothe narrative-Conceptualist
crowd, but with hisemphasis onthe parti-
cipatory, he created something newthat
would cometo becalled “relational aesth-
etics,” atermcoined bythe French critic
Nicolas Bourriaudin his 1998 book ofthe
sametitle. Inthat book, Bourriaud defined
akind of Conceptualismthatwasaudience-
orientedtothe pointofbeingaudience-
inclusiveand, mostimportantly, militated
againstthedistrustand cynicismthat
surroundedtheactof makingand viewing
art. A hallmark of Tiravanija’'s work has
beenits collaborative nature, not only with
fellow relational aestheticians like Philippe
Parreno, Liam Gillick,and Pierre Huyghe,
butwith those withwhom he sharedtimeand
ideas. Theseartistsincluded Gabriel
Orozco, Maurizio Cattelan,and Elizabeth
Peyton. Thereisadeep connection between
Tiravanija's workand Peyton’s that has
heretofore remained unexamined. Although
notimmediately apparent, Tiravanija’s work
relatesto her paintings, albeitinan oblique
way, through itsemphasisonaudience
receptionasanintegral partofacontem-
porary work of art.

Beginning with his earliestactivities
Tiravanijawas reenacting afundamentally
Duchampian struggle with the readymade
aschanneledthrough abetter-man-than-
Warhol desiretoengageartwithamuch
broader community thatincluded artists,
spectators,and passers-by.During 1991 and
1992, in situations likethe Water Bar, a series
of one-night-only exhibitions held invarious
commercial galleriesincluding 303, Randy
Alexander,and Jack Tilton,as wellas
not-for-profitvenues, Tiravanijaorganized
social interactions such as meals, drinks
parties,and adance, foragrowing coterie

offriends, friends of friends,and even
strangers. Inspired by Gordon Matta-Clark’s
Food cafeteria, by Andy Warhol's Factory,
by humanism, Buddhism, andthe plainold
desiretoconnect, Tiravanija’s mediums as
wellas his grandthemes were oneandthe
same: loveand community. Although

her medium could not be more different,
theseare Peyton's grandthemes as well.
Community, for both Tiravanijaand Peyton,
isarichand complicated notion.Onthe

one hand, itsignifiesthe stuff ofthe work
itself,avery Warholian notion, as, in both
Tiravanija’sand Peyton’s cases,the commu-
nityin questionislargelyanorchestrated
onefilled with carefully chosen participants.
Tiravanija, describing the medium of his
installations, goes sofarastolist “lots of
people” along with wood, clothes,and food,
andalthoughthereisoftenalargeelement
ofchanceinvolvedinthe makeup ofthe
participants,they are most often members
oftheartisticcommunity, whether artists,
spectators, or students. Community for
Peytoniscomprised ofthe subjects of her
portraits. Although manyare people she has
never met, by paintingthem she bringsthem
into her orbit,even consummates adialogue
—imaginary or not—withthem. Thus, in
fifteen years of pictures, Peyton cancount
as membersofherclosestcoterie Napoleon
and Gavin Brown, Kurt Cobain and Piotr
Uklanski, Maurizio Cattelan and Jarvis
Cocker, Sharon Lockhartand Queen
Elizabeth Il, Tony Justand John Kerry,
David Hockneyand Oscar Wilde, Marc
Jacobsand Georgia O’'Keeffe,among

many others.

Ontheotherhand, both Tiravanija's
activitiesand Peyton’s paintings arealso
madeto beexperienced byamuchlarger
community, onecomposed,in his case, of
curiousorhungry passers-by,andin hers,
any ofuswhorecognizeand/orrelateto her
young, beautiful,and luminous subjects.
Forboth,theirdesire forcommunity can be
linkedtoavery contemporary notion of
popularity. For Tiravanijathis might mean
anever-growing circle ofacquaintances
emanating fromaninternational nexus of
art-world friends. For Peyton, though, it
meansthekind of massrecognitionthatcan
createan emperororasuperstar. Whether or
notshe dreams, like Warhol, ofthetransfor-
mation of her styleintoalogo (which I believe
shedoesnot), since her firstexhibition she
hasendeavoredto position herworkinsuch
awaythatitremainsaccessibletoalargeand
notnecessarily art-oriented constituency.

I met Tiravanijainthelate 1980s when |
saw,and memorably participated in,awork
by him staged ata non-profitgalleryin Lower
Manhattan. Peyton I metin 1991 through the
painter Verne Dawson,land itwasthenthat
I begantofollow herwork, overtheyears
writing aboutit,includingitin exhibitions,
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andacquiringitformuseum collections.
Bythattime, Tiravanijaand Peyton had
already befriended Gavin Brown, an artist
and budding artdealerwho was working at
303 Gallery, which Tiravanijajoinedaround
thattime. By 1994 Brown had opened his first
New York galleryinasmall storefrontabout
asfarweston Broome Streetasyoucould
go.Peytonwasamongthefoundingartists
represented; Tiravanijaleft303tojoin Brown
twoyears later. Thischoice ofamarginally
peripheral location, justfarenoughfromthe
otherimportantcontemporary galleriesto
beinconvenient,would become a pattern;
from Broome, Brown would movetothe
not-quite-Chelsea address of West 15th
Street. Presently, his galleryisinthefar
West Village,an outpostinanareathathas
now attracted five or six galleries that,
naturally, arrived sometime after he did.

Elizabeth Peyton
Exhibition view, Room 828, Hotel Chelsea
(Chelsea Hotel), New York, 1993

Elizabeth Peyton
Exhibition view, Prince Albert pub,
London, 1995

Inadditionto Peytonandthe sculptural
duodJakeand Dinos Chapman, Brown’s
stableatthe outsetincludedalarge number
offigurative painters: Peter Doig, Chris Ofili
(both of whom he knew from his daysin
London), Verne Dawson, and (withinayear
ofopening) LauraOwens. Whatallthese
painters seemto haveincommonisanexu-
berance,ifnotoutrightjoyintheirmedium;
it permeatestheir palettes,andtheiruna-
bashed embrace of painterly cuisine. You
canseeitinthe gusto with which Owensand
Ofili seizethe decorative,and the way Doig
experiments with five differenttechniques

of paintapplicationinasingle motif. You can
seeitintheirlove ofthesinuous serpentine
lineandtheirfascination with the shocking
clarity of primitive draftsmanship, from cave
paintingto Shaker design. The generosity,
vigor, lack of cynicism, and, okay, /ove that
emanated fromthe work ofthese painters
was palpabletoanyone who managedto see
those early exhibitions of Doig (1994), Ofili
(1995), Dawson (1995), Owens (1997), and
ofcourse Peyton (1995).2

By 1991 she had already hitonthe seeds
ofwhatwouldbehermaturestyle;herfirstexhi-
bitions, as partof group showsin galleries
or,moreinterestingly, inalternative spaces
liketheladiesroom ofa SoHo restaurant,
arentedroomatthe Hotel Chelsea, an
apartmentin Cologne,andapubinLondon,
featured images of historical figures like
Marie Antoinetteand Napoleon Bonaparte,
and fictional ones liketheactor Jean-Pierre
Léaudintherole of Antoine Doinel,as
wellasintenselyintimate portraits ofthose
closestto her. Some ofthe historical works
were clearlyinspired by art-historical
precedents. Asafreshly minted art-history
graduate studentwho had studied underthe
greatscholarofacademic French painting
RobertRosenblum,lrecognized many of her
allusionsand seized uponthem with glee.
Irememberoneinstance, earlyon,when|
excitedlytalked atheraboutdepictions ofthe
young Napoleon of1799, the Baron Gros,
Jacques-Louis David, Arcole,and the Egyp-
tian campaign for some minutes before
realized she was staring at me silently with a
quizzicallook on herface. After concluding
my lecture with an offerto lend herthe best
biography of Napoleonthathad ever been
written, she politely declined, explaining that
shewasn'tatallinterested in Napoleonthe
hero because hersubjectwas Napoleon
the human being. Later, | found outfroman
interviewthat Peyton was quitethe scholar
of nineteenth-century painting, literature
(she professed apreferencefor Balzac),
and Napoleonic history. [twasthenthat|
understood herinterestinand knowledge of
history was a parallel but ultimately different
projectthan her depictions of historical
figures. It was her way of getting to know
hersubjects better, not her way of selecting
them. Aboveand beyondthe moreobvious
patternsin herchoice of subject matter—
thatis,the overwhelming choiceto depict
men over women, youth overage, as wellas
royaltyandthoseinvolvedinthearts—other
thematic pathsintroducedearly oncontinue
throughout her oeuvre. Mothers, fathers,and
sons, forexample,appear with regularity,
from Sid Vicious and his mother (1995) to
Constance Wilde (wife of Oscar) and her
child (1996), to Elvisand his mother Gladys
(1997),to Jacqueline Kennedyand JohnJohn
(1999) to Max, son of Gavin Brown (1996, 2007),
and Prince Harry, son of Diana, Princess of

Wales (1997). Subjects, famous as well as
obscure, are often depicted during the first
flowering oftheir genius: Napoleon (1992) not
as EmperoroftheFrench, butasavictorious
general of1799; Princess Elizabeth (1993)
attheage ofeighteen, nine years before she
accededtothethronebutjustatthe moment
when shetook onthe weight of herroyal
responsibilities during World War Il; Kurt
Cobain (1995) before worldwide fame, drugs,
and Courtney Love; Al Gore (2000) as an
idealisticyoungmanofthe post-Vietnam
era.Finally,these subjectsare most often
depictedincontemplative, private moments
ratherthan active ones. Reading, sleeping, at
leisureonasofa,atowel, oradeckchair, her
subjects have aself-contained absorption
thatis mutually reinforced by the composi-
tional seamlessness,andindeedthealmost
vacuum-like quiet of pictures that depict
theirsubjectsasifthey were detailsinthe
largerfabric ofthe world outside the frame.

Elizabeth Peyton

Princess Elizabeth’s First Radio Address
1993

Charcoal on paper

14 X 11 in (35.6 X 27.9 cm)

Ifellincontrovertiblyinlove with Peyton’s
paintings fromthe moment | first saw them,
notbecause of my backgroundinnineteenth-
century French painting but becausethey
were,andare, ravishing,instyle,inexecution,
andinsentiment. They moved and continue
tomove meinawaythatforces meinto
French;lam boulverséeintheface of such
agorgeous useofcolorand, later, pattern,
suchlanguid,almosterotic brushstrokes
thatslidetheslickand shiny paintacrossthe
hard Masonite surface, such winsomefaces
masking wild romanticism, creative genius,
and utter decadence. Aslwroteatthetime,
itwasn'thardto self-diagnose; her paintings
triggered in me,and probablyin many others,
classic Stendhal Syndrome: utter derange-
mentasaresultofanexcess of beauty.
Thankfully,in 1992there were no emperors
tofollowblindlyintoaRussian Winter,and
much, muchtoo little sensoryenjoymenton
the walls of contemporaryartvenuesin
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New York,so |l decidedtotakeapagefrom
psychiatrist-cum-social-philosopher
SlavojZizekand “enjoy my symptom!” 3
Althoughitmighthave been difficult
totell fromthe 1993 Whitney Biennial,
which infamously contained alargeamount
of sociallyawareinstallation work, some
cracksintheaesthetic ofanti-visuality were
beginningtoappear,and notjustinart
studios. A second seminal text ofthe early
1990s was Dave Hickey's The/nvisible
Dragon: Four Essays on Beauty (1993), which
contained aseries of essaysthat pretty much
outed beauty asthe shared desideratum of
artistsand viewersalike. For Hickey, visual
pleasure was a meeting pointforartand life,
andthuscould dowhat narrative Concept-
ualismcould, butinamore honestfashion.

Lucien Freud

Naked Man, Back View

1991-92

0il on canvas

72 1/4 X 54 1/8 in (183.5 X 137.5 cm)

Hickey gave political correctnessapass,
andalthough he never prescribed narrative
painting—oreven painting itself—his
eloquentwriting gave people like me leave to
revelin what seemed likerevanchism. Ifyou
accepted Hickey’sarguments, it was heady
to believeinvisuality again,to unashamedly
embrace narrativity, to wallow in figuration,
inoil paint. The bookthatfollowed, Air Guitar
(1997), eloquently continued the fight forthe
triumph of precept over concept,and gave
Hickeyinternational cult statusinarthistory
programs everywhere—andto an extent,
aposition withinthe mainstream contem-
poraryartdiscourse.

Inretrospect, cluesthat sensibilities
wereripe forchange wereapparentinthe
excitementcaused by inspirational exhi-
bitions of great figurative painters that
appearedin New Yorkmuseumswhen
Peytonwas atthe School of Visual Arts at
theend ofthe 1980s and inthe first few years
ofthe 1990s. Atthe end of 1986 the Whitney
Museum of American Art mounted a
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massively popularretrospective ofthe works
ofJohn Singer Sargent,and in 1988 Gustave
Courbet had his first American retrospective
atthe Brooklyn Museum. 1993, the year of
Peyton’sfirstimportantsolo show, was also
theyear ofthe Lucian Freud retrospective
atthe Metropolitan Museum of Art. Rather
thanannealingthe great painterintothe
annals ofthe historical canon, thisshow
seemedto propel Freudintothecompany
oftheyoungestartistsinthe discourse.
Scented by the still-wet paintonthe newest
picturesinthe show (an unexpected effect
inavenue likethe Metropolitan), Freud’s
exhibition seemed decidedly more contem-
porarythanthe sublime but staid mono-
chromeshanginginthe Robert Ryman
retrospective forty blocks down Fifth Avenue
atthe Museum of Modern Art. A similar
zeitgeisttestwould occurin 1994 with the
match-up ofa Willem de Kooning retrospec-
tiveatthe MetropolitanandaCy Twombly
surveyatthe Modern. While it seemed that
therewasn’tapainterintownwhowasn’t
talkingabouttheraw,emotional muscle of
de Kooning, few seemedto bedilating on
Twombly's delicacies. With no critique
implied ofthe organization of either exhibi-
tion, nor,infact, ofthe genius of either artist,
itseemed clearthatatthat momentwe
needed de Kooning'sall-out painterliness
over Twombly’'s cerebral restraint.

Jim Shaw

Exhibition view “Thrift Store
Paintings,” Metro Pictures, New York,
1991

Exhibitionsin commercial galleries, too,
pointedtoanew sensibility. Karen Kilimnik
had her first solo exhibition at303 Galleryin
1991,and Nicole Eisenman began exhibiting
herraw, Mexican-muralist/ WP A-inspired
paintingsand drawingsin group exhibitions
inNew York ofthistime. Inlate 1991, the
Los Angelesartist Jim Shaw exhibited his
extensive collection of paintings by amateur
artistsatthe SoHo commercial gallery Metro
Pictures. “Thrift Store Paintings” featured
morethan 100 works of self-taught art of
all genres, from portraitstolandscapesto
fantasy pictures bought by theartistand
arranged quasi-salon-styleintheelegant
white box ofthe gallery space. Vulnerable as

theseanonymous works wereto derision,
en massetheycame offas naive but fresh,
evenattimes wondrous affirmations of
beliefinthe power ofrepresentational artto
communicate simply, directly, viscerally.
Shaw’s exhibition offered usawayto
understand paintings likethose of John
Currin,who had already shown his portraits
ofyearbookgirlstofanfareand controversy,
at White Columnsin1992and subsequently
at AndreaRosenthatsameyear.Currin’s
friendsand classmates fromthe painting
programat Yale— Sean Landers, Lisa
Yuskavage,and Richard Phillips —
were all painting figurativelyinoneform or
another,andall had begunto exhibitin New
York.Like Currin’s paintings, the work of this
group ofartists had beenreceived with the
assumptionthatthey were paintingironi-
cally. Currin’s depictions of women in parti-
cularwere decried as misogynistic jokes; he
couldn’'tbeseriousaboutthe subject matter,
letalonethereactionarytechnique, which
conjured Vargas girlsand Norman Rockwell
inequal measure. Whatthe “Thrift Store”
paintingsallowed usto see wasthat what
mighteasily bereadasanironicappropria-
tion ofkitsch aesthetics can justaseasily be
read as asincere—ifawkward —attemptat
unmediated expression. What stylistically
could becondemnedasreactionary, could
also be seenas strategically arriere-garde.
Thereturn offigurationatthe beginning
ofthe 1990s was a proofthat diachronic
notions ofthe “progress” of contemporary
artsincetheadvent of modernism weretruly
dead and buried, giving waytoamore
synchronic picture of artistic development.
Justas historical figures, outsiders,and
non-Westernerscould berediscovered,
reassessed,andreinsertedintoanever-
richerartistic canon, styles, strategies and
attitudes could reemerge and be relevant
again butinan entirely different mannerthan
they had been heretofore. Contemporary
figurationembraced illusionism, histo-
ricism, narrativity,and visual pleasure with
unironic gusto. Allcomplaints surrounding
the medium of oil painting—its statusasa
commodity, oras apracticeinherently anti-
progressivein both politicaland formal
sensesoftheterm—itspanderingto
popular,orworse, mass culture —were
castasideforthetired, outdated arguments
thatthey were. Willed or not,acertaininge-
nuousness marked contemporary figurative
painting ofthe period. Andifitcauseditto
lookalittle stupidin comparisonto some of
the moretheoretically hip Conceptual works
thatdominated institutional spaces atthe
time, thenitwasarefreshing, youthful,and
optimistic stupidity that seemedto openthe
discoursetowider possibilities. To para-
phrase Marcel Duchamp, atthetime weall
wantedto be stupidin preciselythe way
ournew painters were.
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Peyton’s solo exhibitioninroom 828 at
the Hotel Chelseain 1993 was a quiet but
resoundingly successfuldebut. Included
were seventeen drawings and watercolors of
subjectsranging from Princess Elizabeth Il
toNapoleonto King Ludwig of Bavaria.
Although she had made paintings of similar
subjects, Peytonchoseto showonly works
on paper,which servedtoemphasize both
the modesty and the intimate nature of her
practice. Some sketches wereincluded —
copiesofadetail fromavan Dyck painting,
forexample—but most ofthe show con-
sisted of highly finished drawings, many of
which canted towards theillustrational.
Inretrospect, thisexhibition can be seenas
akind ofinauguration ofanotabletransition
inthe field of contemporary drawing:
rejectingthe previousemphasisondrawing
as process,contemporary artists began to
adoptdrawingasaprimary meansfor public
expression. Beginninginthelate 1990s,
anarrative, figurative, illustrational kind of
contemporary drawing underwentarenais-
sanceinthestudios, galleries,and muse-
ums. Beginning, arguably, with Peyton’s
Hotel Chelseaexhibition, figurative drawing
begantobeconsideredascentraltothe
contemporaryartdiscourse,apositionthat
ithad notenjoyed for 100 years.

Elizabeth Peyton

Ludwig Il of Bavaria

1994

0il on board

17X 12 in (35.6 X 27.9 cm)

Organized by Gavin Brown, who paid
theartist/critic Douglas Blauto write an
essay forthe pamphletthataccompaniedthe
show, the Hotel Chelseaexhibition was not
reviewed widely. Thanks to word of mouth,
though,and probablythe unconventional
venue,enoughartistsand critics saw itto
encourage genuineinterest(as opposed
to curiosity) in what seemed atthetimeto be
extremely peculiarwork. 4 Ifacontext had
begunto be builtforcontemporaryfigura-
tion, there was little precedentfor contempo-
rary and sympathetic (!) renderings of

Europeanroyalty, pastand present. Peyton’s
works could beinterpreted asreactionaryon
the level of style as well as subject matter,
andyetitwas undeniablethatthey seemedto
indicate away, if notup, then forwardinthe
discourse,awayfromironicappropriation,
sly conceptual pictorialism,and un-nuanced
identity politics. Interestingly,inthe decade
afterthe definitive disintegration of conven-
tional notions ofleftand rightin 1989 and
theascendanceinthe U.S.and Britain of
smack-in-the-middle centrist politicians like
Bill Clintonand Tony Blair,the aesthetics
that had accruedtothose positions had
beguntodieaswell.ltseemedatthetime
that gradually,thenall ofasudden, artists
like Peyton stopped paying attention to
criticaltheory, ifthey ever had inthefirst
place;theythrewawaythe suspicion of
images and seized —with alacrity — the
toolsto makeillusionsagain. Thisis notto
saythat politics wereignored by Peytonand
the otheryoungartists who were working
figuratively. The decisionto exhibitworksin
ahotelroom—and several months later,
inapub—-clearlyindicated adesiretoreach
anaudienceoutside oftheartworld. In
some cases her directtranslation of popular-
cultureimagesinto oil paint pointedtoa
more ambitious desireto breachamuch
more sacred divide. As T. J.Clark observed
aboutthecritical outrageignited by the
exhibition of Gustave Courbet’s Burial at
Ornans (1849-50), “the critics did not object
tothe exploitation of popularart;onthe
contrary,itwas already accepted asasource
ofimageryandinspiration,as one wayto
revivethe exhausted forms of high art. But
toadoptthe proceduresandeventhevalues
of popularart—that was subversive.”5

Like Courbet’s"history” painting, which
featuredthe good andrecognizable bourge-
oisies ofthe provinces posedinacomposi-
tion snitched from a mass-marketed print,
Peyton'sdrawings and paintings proudly
and unironically lentthe dignity of fine art

to hercast of mass-market heroes, however
discredited (Napoleon, Sid Vicious),
mocked (Marie Antoinette, Mad King
Ludwig, Lady Di), orexcoriated (John
McEnroe, Lord Alfred Douglas).

Theseearlydrawings prickled and
sparked becausethey were figurative,
becausetheywere heartfelttothe point of
ingenuousness, becausethey were politi-
callyincorrectin mediumandinsubject,
and because,inaWarholian, Tiravanijian
way, theyreached outtoabroader popular
public beyondthe specificity ofthe New
Yorkartworld.

Peyton’s work did have aproperartworld
debutalittle overayearlaterat Gavin Brown's
enterprise (GBE) on Broome Streetinthe
spring 0f1995. That exhibitionincluded only
paintings, most of which were ofthe rock star
Kurt Cobain, who had committed suicidethe

year before. Ifthe Hotel Chelseaexhibition
had beenrestrained interms ofcolor,the
Kurt paintings glowed with yellows (hair),
reds (jacket, lips), and blues (shirt, back-
ground)feelingly slathered ontothe
Masonite surfacesthatwould become
Peyton’s signature support. The Kurt ofthis
first series wasrecognizable as Kurt Cobain,
buthewas notthe same Kurtwe knew
fromMTV,thetabloids, or hisrecordings.
Peyton’s Kurt was sleek, not scruffy, elegant,
gentle,and almostfeminine. Whenthe show
was reviewed, critics like Roberta Smith of
the New York Times saw allusionsto aheady
mixture of precedents from banner periods
of narrativerealisminthe history ofart: the
Pre-Raphaelites, Andy Warhol, and paint-
ings of pinups made by Walter Robinsonand
shown at Metro Picturesintheearly 1980s.
Mention was also made of Karen Kilimnik,
whosedrawing ofthe celebrity model Kate
Mosswas onthe coverofthe February 1994
Artforum.Contemporary references were
helpfulinexplaining Peyton’sworkinthe
same way thatart historical references were;
they gave precedentsfor some of Peyton’s
subject matter, for hercomposition, for her
“crypto-reactionary” style, for her brush-
work, but notforthe way all ofthese elements
coalescedto speaktruthto powerforthe
cultural moment. Smith did identify Peyton’s
work as an avatar for a new sensibility, one
thatwas “inherentinalotofcurrentwork,”
butonewhich lacked aname. Smith called
it“realism” butthen offered “emotionalism,”
atagthatwas moreaccurate butended up
notsticking. 6

Gustav Courbet

Self-portrait, “Man with Pipe”
ca. 1849

0il on canvas

17 X 14 1/2 in (45 X 37 cm)

Smith’'sencomiuminthe Times helped
establish Peyton as, attheveryleast,a
regional phenomenon. Butthe GBE exhibi-
tionwas followed in shortorder by several
exhibitionsabroad. Her firstimportant
foraysin Europetookplacein Cologneand
London;both shows, notably,in spaces
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thatwere notgalleries.In Cologne, the

art historian Burkhard Riemschneider
organized an exhibitionin hisapartment.
Avyearlaterwhenheand his partner Tim
Neuger becameearly pioneers ofthe Berlin
artscene,openingagalleryfirstin Charlot-
tenbergandthenin 1998 movingtothe now-
thriving gallery districtin Mitte, Peyton was
their only painteramong astable of artists
associated withrelational aesthetics,
including Tiravanija, Jorge Pardo, and
Tobias Rehberger.

Shortly after Cologne, Cabinet, an
adventurous, experimental,and adamantly
marginal galleryin London established by
Martin McGeown and Andrew Wheatleyin
1991, organized an exhibition of Peyton’s
workinthe Prince Albert pub, notfarfrom
their small gallery spaceinthe Brixton
neighborhoodin South London. By electing
to exhibitworks on paperand paintings of
Marie Antoinette, John McEnroe, Sid
Vicious,and Kurt Cobaininabarin Brixton,
aplacedubbed by one Britishart magazine
asthe‘leastglamorous partofLondon,”
Peyton might have accidentallyengineered a
softcriticallandingin acity notoriousforits
viciouscritics, becausetheexhibitionvenue
was considered so offthe beatentrack that
eventheevents magazine Time Outrefused
tolistit. The exhibition did receive asubstan-
tial review, however, in Frieze,thenanew
butincreasinglyinfluentialart magazine.
Thereviewer, curator Gregor Muir, posed
the question “Arethesedrawingsforreal?”
and answered it withamoving argument for
theirrelevancetothe culturalmomentin
mid-1990s London. Throughthe greaseand
cigarette smoke ofthe Prince Albert, Muir
observes, patrons “beautifully performing
activitiesthatare notworth doing” perfectly
mimic whatis goingoninapicture like Kurt
Smokingin 1992. Peyton’simages ofthe
charmed andthe damned of yesterday and
today, from Muir's point of view, stood for
the “collective state of mind that we so
desperately seek.” Thedrinkersatthe Prince
Albert, likethe critic, like all of us, were able
toidentify with the abilitytoinvent “their
reputationsandtheworldaroundthem,”
shared by all of Peyton’s subjects,as well as
bytheartist herself. Hard asit wasto believe
atfirst, herdrawingsand paintings were for
real,and she meantthemas Muirrecognized,
as an offer of “escapefromthereality of
the Prince Albert” andachanceto “enter
Peyton’s near perfectworld.”?” What Muir
recognized in herworksoearly on wasthatit
embodiedthe hopesand dreams ofthose
who sawthem,andthose who sawthem
were notconnoisseurs or movie stars, but
regular peopleinapub. Theappeal ofthe
paintings was straightforward, giving
viewers apicture ofourtime, butalsoa
picture of ourselves asreflected inthefaces
of ourshared heroes.
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Amidstacrop of paintingsand drawings
of Kurt Cobain, John Lydon, Ludwig I,
and Queen Elizabeth, for her firstshow at
GBE, Peyton exhibited a portrait of her fellow
GBE artist Jake Chapman. Although she
had produced paintings and drawings of
Tiravanijaand otherfriends and relatives,
thiswasthefirstinstancein which she
exhibited a painting of someone who was
notimmediatelyrecognizabletoageneral
audienceand, mostsignificantly, whowas
not(yet) famous. With theaddition ofan
artistfrom herimmediate circle, atthis early
date she made a giant steptowards redefin-
ingthe aesthetics of her portraiture. Asthe
critic Jerry Saltz pointed out sometime later,
herchoicetouse hercontemporaries as
subject matterremoved the fantasy aspect
fromthe entire project,and brought her work
closertorealism.Italso made hersubjects
more empathetic,and easiertorelateto,
whetherthey werethe beloved Cobain or
thetesty McEnroe. Saltz was an exception,
because mostcriticseitherignoredthe
inclusion ofregular peopleinto Peyton’s
lexicon oracknowledgedthem, withanodto
Warhol, as proto-superstarsintheartist’s
firmament. Either way, her work was (and is)
stillmost oftenincorrectly describedasa
high-artform of extreme fandom.

Elizabeth Peyton

Zoe’s Kurt

1995

0il on board

14 X 11 in (35.6 X 28 cm)

Thismightexplain why until recently —
perhapsthebeginning ofthis new millen-
nium—institutions like museumsand
biennials had an equivocalrelationship
with Peyton’s work. [twould beinaccurate
to statethat her work was shunned by major
museumsinthe U.S., butitremainsafact
thatthey did notavidly collectituntilearlyin
the nextcentury,and with the exception ofa
few supportive curatorsitwasnotincluded
in biennials or majorinstitutional group
exhibitions.8 Whenagroup of her paintings
wasincluded along withthose of John
Currinand Luc Tuymansinasmall exhibi-
tionlcurated atthe Museum of Modern Artin

1997 as part of its “Projects” series, it created
acertain level of discussion. Asthecriticand
curator Bill Arning pointed outatthe open-
ing ofthatshow, itwas notthat Peyton’s or
Currin’'sor Tuymans’ work was unknown,
itwas justthatitwas completely unexpected
inthe contextof MoMA. More than out-of-
place,itwasinterpreted withinthe museum
as frankly hostiletothe Modern’s narrative of
progressive modernartthathad noroom
forareturn offigurative painting. Notafew of
the museum’s curators were deeply unhappy
withthe show; nonetheless, it established
aninstitutional beachhead for Peyton’s
works (as wellas Currin'sand Tuymans’).
And bytheearly2000s all three artists would
have enteredthe MoMA collection.?

Elizabeth Peyton

Max

1996

0il on board

12X 9 in (30.5 X 22.9 cm)

Inareview ofan exhibition at GBE that
sameyear, Saltz, writing for Time Out New
York,commentedthat Peyton’swork had
“captured somekind of cultural shift,” which
hewentontodescribeastherelocation of
thecontemporarysublimein culturerather
than nature.10 This extremetimeliness,
reflected in her choices of subjects—which
in1997 included Lady Diana, Prince Harry,
Jarvis Cocker,as wellas Gavin Brown, his
small son Max, and the painter Udomsak
Krisanamis, anew member ofthe GBE stable
—was thrilling, butitalso was unsettling,
particularly forinstitutionsthat prided
themselvesintakingalongview ofartand
its significancein history. Works so utterly
contemporary would seem, in their specifi-
city, to promiseashortshelflife; what
would Liam and Noel Gallagher signify
aftereveryone hadforgottenthe music of
Oasis?11 Onceagain,itisilluminating to
returntothe precedentset bythe history
ofartthatisfilled with great paintingsand
sculptures whose original narratives
have been lost;inthefinalanalysis,itisthe
painting itself—its composition,itscolor,
its visuality—thatenablesitto hold its own
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long afterits subjectrecedesinto obscurity.
Saltz might have qualified the notion ofthe
sublime by locatingitintimely culturerather
thantimeless nature, butthethrill,the
destabilization, the joy caused by extreme
beautyisthe same whetherlooking atthe
miracle of Niagara Falls orthe boy, Max
(1996), with his yellow hairand blue pullover
setagainstamidnightblueand purple
background.

Intheyears 1996 through 2000 Peyton
producedanumber of picturesthat, like Max,
canbeconsidered bothiconicand sublime:
Jarvis (1996), with his head in hisarms, taking
uptheentire picture surface saveforatiny
triangle of sun-yellow background that
reverberates perfectly with his plum-colored
sweater; Blue Liam (1996), who is all white
face, blueeyes,andred, red lips; Harry (1998),
aportraitofthe carrot-haired princein his
Etonian jacket; and Palladium Martin (1999),
asilver-leafrendering of one ofthe owners
of Cabinet.In 1999 shefound anew subjectin
her partner,theartist Tony Just. Like Kurt,
Tonywould become one of hergrand sub-
jects, withimages of him sleeping, walking,
and posing dominating her production
fortwo years.

Elizabeth Peyton

dJarvis

1996

0il on board

11X 14 in (28X 35.6 cm)

From1998totheturn ofthe millennium
Peyton hadthirteen one-artistexhibitions
and participated intwenty-three group exhi-
bitions,ingalleriesand museumsthroughout
theworld. Her paintings were written about
andreproducedinartand general-interest
magazines from Artforumto Bazaar,in news-
papers likethe Los Angeles Times, The Daily
Telegraph,andthe Frankfurter Algemeine
Zeitung. Morethanaphenomenon, her work
had attained popularity,inthe sensethatit
had penetrated the precincts ofthe same
popularculturethatshe was usingasa
primaryinspiration for her subject matter.

Around 20001 began organizingagroup
exhibitionthatwould attemptto sumupthe
massive changesthathadoccurredinthe
contemporaryartdiscourseinthe past
decade,andforwhich Peyton’'s work was

emblematic. When “Drawing Now” opened
atthe Museum of Modern Artin January
02002, figuration was dominating contem-
porary mainstream artistic practicein
capitals like New York, London, and Berlin.
Whether or notan exhibition atthe Museum
of Modern Artmarks anendingto a parti-
cularkind of contemporary art-making is
opento question, but“Drawing Now” can
serveasachronologicalendpointforthis
narrative ofthe beginning of Peyton’s career
aswellasthebeginning oftheend of

the century.

“Drawing Now"” was an examination of
therange of figurative drawing strategies,
focusingoneightdistincttypes ofdrawing
withrootsin popularculture, beginning
withthosethat had relationshipsto scientific
drawing, architectural drafting, visionary
architectural drawing, ornament, cartoon-
ing,vernacular drawing traditions,and
finallyillustration. By thistime, lessthana
decade afterits debut, Peyton’s paintings
and works on paper had spawned legions of
followersamong artists working in painting
and, particularly, drawing. Some modified
oroutrightadopted heryouth-oriented
subject matter; others emulated her small
format, single-figure compositions, fresh
brushwork, orinsouciantline.“Drawing
Now” was apopularsuccess,aswere
subsequentexhibitionslike “Cheér peintre:
Peintures figuratives depuis|'ultime
Picabia” (Dear Painter: Painting the Figure
since Late Picabia) (2003) atthe Centre
Pompidouin Paris,whichalso presented
Peyton’sworkinthe context of herown
generationandthat of youngeremulators.

I beganthis narrative by stating thatthe
sensibilitythattookforminthe 1990sin New
Yorkandin certain European capitals was
over,butonlyinthesensethatitisnolonger
transformative. The profoundrevolutionin
thinkingaboutandin seeing contemporary
artthat was sparked by theadventofPeyton’s
paintings hascometo pass. So-called
“reactionary” style has beenrebornas
radical; paintingisnolongeranautomati-
callyironic gesture;and mostimportantly,
popularculturalformsand subjectsranging
from comicsto pinupstoillustrations have
takentheirrightful placeinthe contemporary
artdiscourse. They havedonesonotas
source material, not masked, subsumed,
ortransformed by high-art practices (see
Pablo Picasso or Roy Lichtenstein) butas
theyare. T.dJ.Clarkon Courbetin 1851 could
justaseasily have been writing about Peyton
in1991: “Instead of exploiting popularartto
revive official culture and titillate its special,
isolated audience, Courbetdid the exact
opposite. He exploited high art—itstechni-
ques, its sizeand something of its sophisti-
cation—inordertorevive popularart. His
painting was addressed nottotheconnois-
seur, butto adifferent, hidden public;

it stayed closetothe pictorial forms which
were basicto populartradition;ittrans-
formedits sources, butonlyinorderto
enforcetheir supremacy;not, certainly,
toexcusetheirshortcomings.”12

Peyton’swork, then,introduced anew
chapterincontemporaryart, butitalso
introduced anewaudience. We swooned,
collectively,and, asthecritic LisaLiebmann
pointed outatthetime,inanarid, suspicious
contemporaryartatmosphereitwasa
release we sorely needed.13 Thereisno
doubtthatthingsare completely different
now, with so manyideologicaland economic
changesoccurringinsidetheartworldand,
more profoundly,inthiscountryandthe
world atlarge. Itisasource of wonderand of
joythatlooking at Elizabeth Peyton’s work
now does not make us nostalgic forthetime
that created them, butaffects usinawaythat
can stillmake uslose our breathand perhaps
lose ourselves, propelling usinto adeath-
less, but utterly pleasurable, state.

1 Although he was an acquaintance at the
time, we were married in 1999.

2 Brown kept unreliable hours; I remember
an awkward instance in which I found myself
minding the gallery for several hours

after walking in and finding it unattended.

3 Slavoj Zizek, Enjoy Your Symptom!:
Jacques Lacan in Hollywood and Out, Routledge,
Oxford, 2001.

4 Shaun Caley Regen remembers that her
husband Stuart Regen attended the show,
and Sadie Coles, who had yet to open her
gallery, bought a drawing from it.

5 T.dJ.Clark, Image of the People: Gustave
Courbet and the 1848 Revolution, Princeton
University Press, New Jersey, 1982, p. 140.

6 Roberta Smith, “Blood and Punk Royalty
to Grunge Royalty,” The New York Times,
March 24, 1995, p. C32.

7 Gregor Muir, “Elizabeth Peyton: The
Prince Albert Pub,” Frieze, September 8,
1995, pp. 70—1.

8 Francesco Bonami, who included
Elizabeth’s works in important group
exhibitions at the Venice Biennale (1995)
and at Site Sante Fe (1997), is a notable
exception.

9 Interestingly, it would take until 2004
for Elizabeth’s paintings to be included
in a Whitney Biennial exhibition.

10 Jerry Saltz, “Review,” Time Out
New York, March 27—April 3, 1997, p. 43.

11 In fact, a portrait of Al Gore, the
2000 democratic candidate for president,
was identified in a review published

not two years after the election as a
“portrait of a boy.” Giorgio Verzotti,
“Elizabeth Peyton: Deichtorhallen,”
Artforum, February 2002, pp. 139-40.

12 T. J. Clark, op. cit. p. 140.

13 Lisa Liebmann, “A Tender Trap,”
Parkett, No. 53, 1998, pp. 85-7.
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Excessive
Life

Iwona Blazwick
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Beauty is made up of an eternal, invariable
elementandofarelative, circumstantial
element, which will be, if you like, whether
severallyorall atonce, the age, its fashions, its
words, itsemotions.1

Charles Baudelaire, 1863

Elizabeth Peyton’srhythmiclines,
crayon-boxcolors,andtightlycropped
close-upsdeliveraretinal punch that make
her portraits always aboutand ofthe mo-
ment. Her paintings are utterly contemporary
insubjectandtreatment. Yettheyarealso
partofahistorical continuity. Theytake their
placeintheepic story of portraiturein which
artists have struggled since antiquityto use
the artifice of stone, paint, or filmto translate
thelived reality ofaface. Butwe mightalso
seethem withinthe genre of nature morte,
inwhichtheyounglives she capturesare
givenallthe mutable beauty of cut flowers.

Hans Holbein

A Lady with a Squirrel and a Starling
ca. 1526-28

0il on board

22 X 15 in (56 X 38.8 cm)

What gives Peyton’s small paintings
theirremarkable intensity? Theirscale
ranges from being one-to-one with an actual
head oreven smaller, telescoping down to
aslittleas nine by seveninches. Thisformat
recallsthe panel paintings of Northern
Renaissance masterssuchas Lucas
Cranach orHans Holbein, a period when
“Portrait painting witnessed the confron-
tation between ameditation on death—
the memento mori—andaglorification
ofthe magical powers of painting.”2

Sheshares withthemtheir use of flat,
non-perspectival spaceand enamel-like
monochromesto createabackdropfora
sitter. Her precious, intimate pictures could
be happilyinstalledinthe chambers ofa
grand old European house. Atthe sametime
her oil-on-board paintings approach the
humble scale ofthecommon snapshot,an
associationreinforced bytheinformaland
intimate poses of her subjects. Like photo-

grapherssuchas Jack Pierson or Wolfgang
Tillmans, Peyton portraysfriendsin
domesticinteriors, outin bars, oratholiday
destinations—dreaming, beingin love,
convalescing.

The power of her paintings rests partly
inthetension between amodesty of scale
and subject matter, the barely containable
energy of her mark-making, the flatrawness
of hersumptuous colors,andthe volatility
of hercompositions.

Although Peytonisafigurative painter,
herwork owesadebttothelegacies of
abstraction. Theinternal structure of her
images is geometrical. Justas early moder-
nists wereinthrall tothe futuristic vitality
ofthe diagonal—think of Rodchenko’s
upwardly gesturing workers or columns of
marchers—so Peyton harnessestheenergy
oftheangle. The shallow, internal spaces
of herimages are often divided into three
sections. AworksuchasLuing(Tony)(2001)
positionsthe head of her subjectatthe point
wherethree blocks of color—blue, pink,and
white—meet. Our gazeisled upthethick
black stripes striating the figure’s sloping,
blue, bathrobe-clad shouldersandalongthe
redtip of hiscigaretteto becomelocked on
his chiseled features. Againstthe summit
ofhisupperbodyandthesimple monochro-
matic division ofthe background between
chalky white and plaster-of-Paris pink,
Peyton unleashesthe darkbrownoctopus
oftheyoung man’s hairandthe oceanic
energy ofafabric pattern. Executed with the
aristocratic panache of Ingres, Peyton
substitutesthe nineteenth century’s
exquisitevelvetsand opulentbrocades for
the patterns and textures of the everyday.

Lucas Cranach the Elder
Portrait of Johann the Steadfast
1509

0il on board

16 1/4 X 12 in (41.3 X 31 cm)

Againstthearchitectonicinternal
structure of Peyton’simages, her figures
lounge, lean, orsway. Theyareallonthe
diagonal.Butitis notthe directional diago-
nal oftherevolutionaryavant-gardesthat
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points upwardstoautopian future. Rather
these figures— theiryouth, their beauty,and
the momentoftimetheyinhabit—areabout
tofall. This sense of something fleeting and
vulnerableisintensified by the delicacy of
Peyton’s drawing.

Peyton usesatraditional range of
mediums,including oils, watercolors, and,
recently,etchingand lithography. Through-
out, heruse ofthe graphiciscritical, as
demonstrated by drawings such as Crown
Prince Ludwig (1995) or Julian (2003). These
two works on paperdisplaythefull repertoire
ofcurves,arabesques, curlicues, stripes,
andtonesthat Peyton deploys,toanumber
ofends. Almostlike calligraphy, her use of
theline servesto structure space;itdances
acrosstheimageto generateavibrantsur-
face dynamic;anditcreatesaniconography
oftheface.

The symmetrical zigzags of Ludwig’s
lapels,the swooping curves of his shirt,and
the bubbly,lace-like silhouette ofhiscoiffure
make this deceptively simpleimage a small
studyinrococoornamentation. The shape
of hisfaceisindicated by one sparse outline,
givingitapuppet-like quality thatlocates him
inthe narrative frame ofthe fairy tale. Unlike
theflat, silkscreened resolution of Andy
Warhol’s heads,where Liz Taylor or Marilyn
Monroearetranslated into static, mass-
culturalicons, Peyton'semblematic marks
arereminiscent of hand-drawn children’s
historical bookillustrations, which gives
many of her portraits, particularly the
historic ones, afictive quality. Theseare
characters fromamagical fable.

Elizabeth Peyton

Luing (Tony)

2001

0il on board

14 X 11 in (35.6 X27.9 cm)

Bycontrast the semi-naturalistic drawing
of Julianemphasizes his physiognomyina
brooding, expressionistic way. Peyton’s
singulartreatment ofeyebrows, the slightly
poutinglips, ragged hair,and darkly
smudged eyeslookingintothe middle

distancelocatethis figure withinthe
Romantictradition. The naturalisticand
theexquisitely graphicarecombinedinthe
beautiful drawing Spencer (1999). Here the
artistusescolored pencilstotransforma
shirtintoan undulating river ofthinred and
blue stripes. They move fromthe center
leftoftheimagetowardsthe benthead ofa
pallid, dark-haired youth with the thinnest of
moustaches hovering above his succulent
lips. Propped upon hiselbow, Spencer
mightbeinbedorlyingonacouch. The
sensuality oftheworkisenhanced bythe
pulsating fabricthatripples between his
faceandtheexposedtriangle of his naked
stomachand—outofthe frame—hisgroin.
Yeteventhis potentially erotic chargeis
held in check by his luxuriantyet peculiarly
demureeyelashes, which shield his
downward gaze.

Wolfgang Tillmans
Chris Cunningham
1998

Color photograph

Thefashionably artless, casual attire
of Peyton’s sitters contrasts withthe sheer
opulence of her palette. Many of her paint-
ings juxtaposecolorsthatareatthe outer
edges of being complimentary—violetand
brown (Silver Tony, 1999), buttercup yellow
and lilac grey (Elliottin the Park,1999), sky
blueand orange (Andre, 2004), pea green
and scarlet (Nick, 2003). Again, the languid
detachmentof her subjects, whorarely meet
the gaze oftheviewer, contrasts with the
ravishing dazzletriggered by thesejuxtapo-
sitions. The picture surface arrests our gaze
justas herenigmatic subjects evadeit.Inthe
notable Flower Ben (2002),the monochro-
maticand angulartreatment ofthe figureis
almostoverwhelmed by thevivid green stalks
and candycolored petals ofabunch ofred,
yellow,and orange zinnias, snaking their
way out ofthevaseand diagonallyacross
theimage. Theirhothouse exuberance
contrasts withthe hollow-eyed and tattooed
young man. Screened by the flowers, heis
closedinonhimself,the hand buried behind
hisneckaddingto his self-absorption.

Like Francis Bacon, Peyton haslooked
to photographs of English football for
inspiration.3 Michael Owen (1998) shows
threefootballersagainstabackdrop ofthe
grandstand. Two playerstackleeach other
andare momentarily united in a serpentine
dance, knees going one way, shoulders
another,theirarms extended. Thelime green
pitchattheirfeet slides downwards, topped
byacascading bankof pointillistcolor.
Peyton heightensthe fluidity ofthe figures
by settingthemagainstthe horizontal bands
ofred, blue,and green. Thelocation ofthe
playerattheleft-hand side ofthe pictureand
the white posterior ofthe eponymousfootball
staradd depth of perspective. And remark-
ably,the mosaic of colored blobsthat offers
its own abstract picture planealso conveys
the overwhelming energy ofacrowdandthe
thrill ofa packed arena. Aswith all her
paintingsthereisno hierarchy of surface.
Thereisanall-overnessthat makes each
particle ofequalimportanceinthevisual
apprehension ofthe work.

Acrossthevibrant profusion of Peyton’s
oeuvre,wecanseecolorplayingadualrole
— creatingarepresentationand generatinga
pure,chromatic sensation.Evenwhenits job
is purely literal, the choice of coloradds reso-
nancetorepresentation—whyistheimage
of Keith Richardsarriving at Heathrow airport
executed entirelyinviolet? Peyton’stransmu-
tation ofthe source blackand white photo-
graphintoawholesymphony of purpleslifts
thearchivalandthe documentaryintothe
space ofreverieand evenreverence. Her use
ofcoloralsoleapsoutof the constraints of
picture-makingto offerarich optical play that
takesonitsownirreducible being.

Jean Auguste Dominique Ingres
Madame Duvaucey

1807

0il on canvas

29 7/8 X 23 1/4 in (76 X 59 cm)

Peyton’sfiguration does notfocusonthe
physicality ofthe body, either naked or nude.
Aesthetic pleasurerestsratherinthe pattern
ofadress,the positioning ofalimb,thearch
ofaneyebrow. Thisinsistence onsurface
recalls Alex Katz's manifesto-like provoca-
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tionontheimportance ofthe superficial:
“| prefer superficialityto Communism,
academia ((Abstract Expressionist) or
otherwise), Fascism, serious avant-garde,
born-againreligion, neo-Nazis,and French
philosophers.”4

Elizabeth Peyton’s work takes its place
inaspecific genealogy of portraiture farfrom
therealism ofa paintersuchas Lucian Freud.
Rather we might situate her within atrajec-
torythatincludesthe somberyetplush
plays of satin, jewelry, and piled coiffurein
apainting such asIngres’ Madame Duvaucey
(1807);theanguished eroticism ofapoplin
dressin Schiele’s portrait of Edith Schiele
(1915); David Hockney's painting of 1960s
fashion designers Ossie Clarkand Celia
Birtwell, Mrand Mrs Clarkand Percy (1970-
71); or Alex Katz's tribute to lipstickand sun-
glassesin Grey Day (1990). These artists have
all offered celebrations of style, oftherich-
nessofthevisualworldasexpressedthrough
thefurnishingsandfashionsofanera,the
visual manifestations ofacivilization.

David Hockney

Mr and Mrs Clark and Percy
1970-71

Acrylic on canvas

84 X 120 in (213.4 X 304.8 cm)

Mostavant-gardes provide us witha
portrait of their milieu, the friends who are
alsothecultural protagonists ofagenera-
tion. Elizabeth Peyton has painted many
artists who, like her, became known in New
Yorkand Londonthroughoutthe 1990s,
including Maurizio Cattelan, Jake Chapman,
Martin Creed, Angus Fairhurst, Rirkrit
Tiravanija,and Piotr Uklanski. Peyton has
also portrayed gallerists Colin de Land,
Gavin Brown,and Pauline Daly,as wellas
musicians such as Jarvis Cockerand Liam
Gallagher. She definesaperiodintrans-
atlantic Anglo-Saxon cultureinwhicha
financial boom has coincided with an
eruption of creativity in music, choreogra-
phy, fashion, cooking, cinema, and art.
Theenergy oftheartscene (fired by the
dynamism of somekeyartschools, globally
informed artist-curators, entrepreneurial
gallerists, graphically seductive art maga-
zines,and anew generation of collectors) is
on parwith the heyday of Parisinthe first half
ofthetwentieth century. Peyton has por-
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trayed those who definea sensibilityin
contemporary culture.

Yettheseare notstudiesinthe psycho-
logy ofeach individual. Like Hockney or Katz,
Peyton draws on hersocial circle notonly
because of whattheydo, butalso because of
howtheylook.Sheisdrawntotheir physio-
gnomy becauseitcoincides with the delicate
angularitythatshecan’thelpreproducein
her portraiture. (As Warhol once comment-
ed, “Even whenthe subjectis different,
peoplealways paintthe same painting.”5)
Itistheir style, posture,and attitudethat she
pressesintothe service of hervery particular
aesthetic process.

Photographs are almost Nature. And they
drop ontoour doormats, almostas uncon-
trived as reality but smaller.6

Gerhard Richter, 1989

Notall of Peyton’s subjectsare person-
allyknownto her. Aswellas portraying
friends, shealsodrawsonlivesthatare
played outinthe publicarena ofthe mass
media. Like many painters ofthe late twenti-
eth and early twenty-first centuries, Peyton
doesnotregard photographyasathreatto
or substitute for painting, butratheras avast
resource,away ofaccessingtheuniversal.
Sheisaware ofthe mythic statusthatthe
omnipresence ofthe mass mediacan
instantly conferonafewindividuals.Inany
cityintheworld, thefaces ofafew celebrities
fromtheworlds of music, fashion, orfilmare
as ubiquitousas Coca-Cola. Theirconstant
presenceinthe mediaandinadvertising
makes them both unattainable objects of
desireand peculiarly familiar. Soap opera
stars often commentthat strangers will
addressthem with the warmth of old friends.

Alex Katz

Grey Day

1990

0il on linen

40 X 130 in (101 X 330 cm)

Peyton herselfisdrawntothis cast of
characters—dead oralive—andincludes
themas honorary members ofan extended
family. Her choice of whomto portrayisvery
specific. She has pictured Hollywood cele-
brities such as Chloe Sevignyand Leonardo
DiCaprio;androckcasualtiessuchas
Sid Viciousand Kurt Cobain. She has also
drawn onthe family albums ofthe British
House of Windsor, returning on numerous
occasionstoimages oftheyoungPrince
Harry. Theseindividualsareall paintedina
way that makesthem atoncefeminineand
masculine,and sensualratherthan sexual.

Whatconnectsthem with people she knows
personallyistheirdandyism. As Baudelaire
commented, “Dandyismisasunset; likethe
declining day star, itis glorious,without heat
and full of melancholy. The distinguishing
characteristic ofthe dandy’s beauty consists
aboveallinanairof coldness which comes
froman unshakeable determination notto be
moved;you mightcallitalatent fire which
hints atitself,and which could, butchooses
notto burstinto flame.”7

Her subjectsareall made beautiful by the
artist’'s own exquisiteand generous aesth-
etic.Inthe waytheyare depicted, orin what
we know abouttheirlives,theyarealso
alone, lackinganimation orconnection. Her
portrayals ofyoung Prince Harry atafootball
match, oron his firstday at Eton, show him
inthe spotlight, demonstratingtremendous
composure, yetunsmiling, detached, and
somehow vulnerable.Heisonduty,there but
notthere. The photographerEve Arnold
recounted going forawalk with Marilyn
Monroeand becomingawarethatnoone
onthestreetrecognized her. Commenting
onthis,Monroerepliedthat she had not
switched “Marilyn” on. Shethenvisibly
transformedinto her screen self,atwhich
point passers-by startedtoturn, stare,and
begforanautograph. Peyton's starsareall
“switched off,” on standby, retreating fora
momentintothemselves. Theirbeautyis
innate, not projected. Peyton bypassesthe
poses demanded bythe cameratotransmute
their unselfconscious beauty into paint.

Anotheroverwhelming characteristic
of Peyton’s portraitsistheiremphasis on
youth. Totheyoung, lifeisinfiniteand
thereforedisposable. The Oedipal impulse
relates notonlytothefamily butalsoto
society itself—theyoungrejectindustrious-
nessand goodcheer,inadefiantembrace
ofinertiaand depression. Freudrecognized
theallure of youth. Childrenandyoung
peopleare unselfconsciouslyabsorbedin
aworld oftheirown making. Astantalizingly
outofreachas Alice'slooking-glass world,
thefascinationthisimpenetrable sphere of
existence exerts becomesalocus of desire.

Peyton has madeadrawing aftera
portrait ofthe writer Gustave Flaubert.
Master ofthe evocation of obscure objects
ofdesire, Flaubert was also mindful ofthat
desireremaining unrequited, toavoid “the
ironic chill ofdisenchantment.” A passage
from Sentimental Education could bea
description of one of Peyton’s paintings:
“Shewould wearadress offlamingred velvet
with ajeweled belt,and her wide sleeve,
lined withermine, would reveal her barearm,
whichwouldtouchthe balustrade of a stair-
casegoing up behind her.Onthe carpeted
balustradethere would beasilverdish
containingabunch of flowers,anamber
rosary,adagger,andacasket of old, yellow-
ishivory, overflowing with golden sequins;
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some ofthese sequins would havefallen
onthefloorandlie scatteredinaseries of
shining drops, soastoleadtheeyetowards
thetip of herfoot.”8

Peyton hasalso sketchedascenefrom
his modernist masterpiece, Madame Bovary
(1857). Emma Bovary, Marie Antoinette as
envisaged by SofiaCoppola,andtheyoung
Diana Spencer haveallfeatured in Peyton’s
oeuvre. Theseyoungwomen are connected.
Lovely butuneducated,indolent, credulous
and giventoromantic fantasy, all existed as
ciphers. Allthreeare manipulated and
ultimately destroyed. The poignancy ofthis
doomedinnocenceisanotherleitmotifin
Peyton’swork. Yet her portrayals ofthe
youngalsoencapsulatetheimminence of
yet-to-berealized promise, giving Peyton’s
artthe “whatif” quality ofthe utopian.

Egon Schiele

Edith Schiele
1915

0il on canvas
71X43 1/2 in
180 X 110.5 cm

Peyton has paidtributetothe historic
cultural figures sheadmires;theyrangefrom
Manet, Flaubert,and Cezanneto Warhol,
Hockney, and Truffaut. Anexquisiterecent
painting ofthe writer Susan Sontag, Susan
Sontag (after H.C. Bresson’s Susan Sontag,
Paris, 1972) (2006) is part of this genealogy
ofinfluence. Painted with muted eau de Nil
and stony brownsand grays, this elegiac,
crystalline studyin contemplative solitude
issomething ofamonument. But Peyton
also gives lifeto her heroesand heroines.
Regardless oftheir historical moment, they
are given equal presence with her other
protagonists,inthe hereand now.

Portraitureisanactofcelebration,tinged
with melancholy. Itisinterestingto note
how often Peyton portrays herfriends when
theyare oncrutchesorwearingslings. The
porcelain fragility oftheir complexionsand
the unnatural redness of their lips make them
atoncesensuousandvulnerable.

Peyton usesthe historic genre of portrai-
tureandthetraditional mediums of oil,
watercolor, or printto distill the fragility of
thecontemporaryasitisencapsulatedin
theyoung,thelovely,theiconic,andthe
beloved. The “excessivelife” of modernityis
caughtasitspeedstowardsoblivion,in
fleetingremembrances ofthings past.

1 Charles Baudelaire, “Le Peintre de la
Vie Moderne,” 1863, Curiosités esthétiques,
Paris, 1868, translated by Jonathan Mayne
in The Painter of Modern Life and Other Essays,
Phaidon Press, London, 1998, p. 8.

2 Oskar Biatschmann and Pascal Griener,
Hans Holbein, Reaktion Books, London, 1997,
p. 151.

3 Francis Bacon collected hundreds

of sports photos from newspapers and
magazines, favoring “spot the ball”
competition stills in which the football
had been airbrushed out of the image and
the public were invited to locate it for
a cash prize. Bacon’s focus, actually
indicated by incised lines, was firmly
on locating the players’ genitals.

4 Alex Katz in conversation with Richard
Prince, Journal of Contemporary Art, vol. 4,
no. 2, Fall/Winter 1991.

5 Andy Warhol, The Philosophy of Andy
Warhol (From A to B and Back Again), Harcourt,
New York, 1975, p. 149.

6 Gerhard Richter in conversation with Jan
Thorn Prikker, “Concerning the Cycle 18
October 1977,” 1989, in The Daily Practice of
Painting, Writings 1962-1993, Thames and
Hudson, London, 1995, p. 187.

7 Charles Baudelaire, op. cit., p. 29.

8 Gustave Flaubert, Sentimental Education,
1869, translated by Robert Baldick,
Penguin Classics, London, 2004, p. 163.
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Her Hand
Dipped

in Wisdom

John Giorno
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Elizabeth Peytonis painting a portrait
of me. Thefirst sitting was on Tuesday,
December18,2007. She had asked me about
two months before, and after afew e-mails,
as|lwasonseveraltours,when|gotbackwe
didit. Elizabeth liked theidea of startingin
the old year.lwenton my bicycle from 222
Boweryto her nineteenth-century clapboard
house on Stuyvesant;acrossthecurving
streetwasthe Pudding Lane Theatre. While
Iwas chaining the biketo Elizabeth’s black
wrought-ironfence, | had aflash ofthe past:
in 1950, when I was thirteen years old, | went
tothe Pudding Laneand saw Truman
Capote's The Grass Harpand Chekhov's The
Cherry Orchard,among other plays, before
there was an off-Broadway and an off-off-
Broadway, and before Circleinthe Square,
beforethe Beats.| had gone desperately
seekingwisdomto escape from middle-
class America,the deadening affluenceand
privilegewhich leftalotlacking,eventhough
Icamefromaloving, kind family. Literature
was my exitto freedom, my escapefrom
stiflingbourgeoisvalues. Irangthe bell at
theblackdoorinanold brickwallthatled into
agarden. Aslwaited,there wasanother
flashback:in 1960, my ex-girlfriend had
rented an apartmentonthetop floor ofthe
houseafew doorsdownonthecorner of
Pudding Laneand Hawthorne. A fire that
started fromacandleleftburning had burned
offtheroof ofthe historic building. Inthose
years my friendsand IthoughtElizabeth’s
houseandthetwin house nextdoor,con-
nected by abrickwalland garden, were
witches' houses, wonderfully so, because
they were worn and tattered American
Gothiclikethe onesin Salem, Massachu-
setts, smackinthe middle of New York City.
Fifty-sevenyears later, itwas apleasure
goingthroughthedoor. I reallyliked
Elizabeth. We had known each other slightly
forabouteightyearsinagroup ofartist
friendsaround Gavin Brown’s gallery.
larrived atthe house, Elizabeth made tea
inthe kitchen, we talked and wentupto her
studio. | satforthe portrait. Iwasn’tsure
what painting a portrait was: obviously not
aphotograph, atotally different process.
Ididn'tknow whatthat was, and itwas not my
problem.lwas supposedto sit,so | sat.
I treated itasacontinuation of my meditation
practice.lama Tibetan Buddhist,and do
practice, resting the mind, withoutany
concepts,recognizingthoughtsasthey
ariseand notholdingontothem, non-
thought, spontaneously present, just being
there. With afeelingthatthere wasnoone
sitting, no one making a portrait,and there
was no portrait,and with a happy feeling of
clarity. Thisiseasyforme;llike doingit,and
itcan be powerful. My eyes were half-open,
occasionally Elizabethand I looked ateach
otherand smiled. Wetook breaksand burst
intowonderful conversations. Overfour

months, Elizabeth did two paintings and
threedrawings. Ataboutthe sametimeinthe
fall of 2007, completely separately, Laura
Hoptman,afriend,asked meto write a piece
aboutElizabeth Peyton forthe catalogue of
herexhibitionatthe New Museum. “lam
delighted,” I said, “l love her work.” This was
aslightproblemforme,aslamapoet,and|
never learned howto write art criticism, and
never read it,exceptin newspaperson
airplanes. Elizabeth said happily, “Thankyou
fordoingit!” Sitting forthe portraits, talking
and being with each otherinaprofound way,
we became good friends.

“Yourhouseissogreat!” I said. “I'm half
remembering what | heard:itwas builtin 1830
by abaker,andthetwin house wasfor his
daughter? What’sthe story?”

“In1831.Hewasadairyman,” said
Elizabeth.""Helivedinthe other houseand
builtthishouseasaninvestment. He was
goingtobuildathird housein between, but
hedidn’t, happily,and now we havethe
gardenin between. Theysay hewasa
dairyman, butldon’tthink he ever saw acow.
Hejusthadthem somewhere.”

“Well,yes, of course,” I said, “cows and
lotsofland upin New York State. The cows
andthosefamilies are stillthere, in Delaware
and Sullivan Counties,among others, which
iswhere ourfriends have bought places, next
todairy farms, land formerly owned by
farmers. Gavinin Callicoon, Rirkritin
Hancock, Meredith Monkand countless
otherartists,and Ugoand | in Barryville.”

“You'reup onthe Delaware?”

“Yes,somehow weallended upalong
the Delaware River. When I wasyoung, inthe
1950s and 1960s, | spentalotoftimealong
the Hudson River, Rhinebeck. Doyouknow
wherethe man who builtthishouse
was from?”

“No, but maybelcanfindout.”

“Verne Dawsonand Lauralive onthe
Delaware, too, Rutledgedale Road. The
Rutledge familyis one ofthosecow-and-land
familieswhoreceived avast British land
grantintheeighteenth century,and now
there stillare dozens ofthe families descen-
ded withthe name Rutledge who are dairy
farmers ontheremnants ofthatland.”

“Thetwin housewhere helivedis
unchanged,” said Elizabeth. “Pretty much
the way it was, nothing much has been done.
It'scurious howwe'reall connected to this
old part of New York Cityand therural
countryin New York State,and notto cows.”

Thefirstsitting, we satinthelivingroom
onthesecondfloor. Elizabeth started a
drawing,thenaseconddrawing,thenathird
drawing, which she worked onforabouttwo
hours. When she was finished she held it up;
itlooked like me, but moreimportant,itwasa
beautiful drawing. The second sitting was on
Tuesday, January 8th,2008. Elizabeth began
thefirst painting. We diditonthetop floor.
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“I've just moved my studio up here.”

“It'stotally wonderfull”

llooked upatthe big skylightandthe
northlight ofasunny winter day.

“Theskylight, I justfound out,isfrom
the nineteenth century,” said Elizabeth.

It had extraordinary cast-iron gearsand
wheels.

“Oh, anartist's garret studio!”
Welaughed.

“lfirsthad my studioonthe ground floor,
Idon'tknow why.”

We were hereforthe portrait,and both of
uswentbacktoit. | did meditation practice,
abidinginthe continual flow,and Elizabeth
didthedrawing.

“When | wasfourteen,lsawa TV mini-
seriesabout Oscar Wilde,"” said Elizabeth,
“thefabulous people ofthe Edwardian Era,
the mauve decade, and | said to myself
‘Thesearethe peoplel wantto know!”

“Theywere Andy Warhol's Factory,”

I said, “and ourfriends oftheir day.”

Elizabeth istotally American, from
Connecticut, withastrong attachmenttothe
old EuropeofLondonand Paris. Duringthe
second sitting, Elizabeth played Patti Smith
fromaniPod. Pattiisafriend from 1971, and
we perform oftentogether. Patti was attra-
ctedtoand believed she belongedtoa
lineage of Baudelaire, Rimbaud, and
Verlaine, direct descent. Elizabeth was
devotedtothemtoo,andto Patti. ltwas
wonderful thatthey feltso connected,
| feltless so,thoughllovedthemall.
Listening to Pattiwas apleasure,andthe
sitting wentwonderfully.

“When did you start making portraits?”
| asked.

“When lwasfour,” said Elizabeth. “Paper
and pencil, crayon, magic marker,anything.
Ireally liked making portraits. | said to myself
‘Thisiswhatlwanttodo!"”

“Thisisveryimportant!” I said. “Recogni-
zing yourtrue nature. Whenyoudo someone
andyouhaveaspecial feeling, it makes you
feelalittle brighter,animperceptible bliss.”

“Yes, lknow,” said Elizabeth.

“Congratulations, yourecognized your
true natureasapainterataveryearlyage.
Thecartoonisalightbulbinyourhead, but
realityis quite similar.”

“lwasn’tthat good atit,” said Elizabeth.
“Nobody said, ‘Sheisthe greatest.’ | liked
doingit.”

“Something similar with me,” | said.

“When | wasthirteeninclasstheteacher
wasteaching poetry,and one day she said
thatforhomeworkeveryone should gohome
and writeapoem.lwasshocked. | didit,and
Ireally liked doingit. | handeditin,andtwo
dayslater shetalked abouteveryone’s
poemsandreadthreeoutloud,and my poem
was thethird poem. It made mefeelreally
good,and writingthe poem had given me this
extrabrightfeeling. | saidto myself, | wantto

dothissomemore. And |l did!”

“There'sanidea,” said Elizabeth, “that
ifyoudo something 10,000 times, something
happens,andyoubegintodoitreally well.”

“Yes, 10,000, 100,000, hundreds of
thousands, millions of repetitions produce
somethinginexplicable, like magical powers
come, self-arising. Itisnonverbal and
perfects great skills.”

We were hereforthe portrait,and went
backtoit, me doing meditation,inand out of
astate of non-thought. Elizabeth painted a
thickly gessoed wood board, eight by ten
inches, with dabs dipped from her palette
onthetable, mostly brown, yellow ochre,
and umber. Thethird sittingwas on Tuesday,
January 15. Elizabeth continued working on
the painting. Each sitting was abouttwo
hours, until after five, when the winter sun
setattheend ofthe streetthat dead-ends at

Elizabeth Peyton

John Giorno

2008

0il on board

10 X 8 in (25.4 X 20.3 cm)

the house, directly west ofthe window where
we sat,andthelightwent out. | was very
happythatElizabeth was doingthis. I loved
herwork,the brilliantuse of Pop colorand
brilliantuse of Pop brushstroke, the colors
of Matisseinthe style of dandyism. Elizabeth
seemedtometobeayoung Andy Warhol,
the way he wasinthe early 1960s.

“l asked my schoolfriendstositfor
portraits,” said Elizabeth, “as charactersin
the books I wasreading: Baron de Charlus
in Proust, The Redandthe Black by Stendhal,
Lost!/lusions by Balzac. | painted made-up
portraits.”

“Whataheroicthingtodo!”

“Inartschool, | began painting from
live models.... When | wastwelve, | asked the
teacheriflcould use oil paint, which was
aboutayear beforetheteachertaughtit
totheclass.”

Ateachsitting, besides tea, Elizabeth
offered me fabulous chocolate truffles from
Debauve & Gallais on Madison Avenue,
which I really like. | was always high on
chocolate.

“When | wastwelve, | listened to The
Jam, The Clash, David Bowie, Talking
Heads,and Blondie while | painted.”

Thefourth sitting was on Thursday,
February21.Elizabeth didadrawingand
beganasecond painting. The first painting
was leaning againstsomethingsona
cluttered table onthe far wall. The color of
my long-sleeve shirthad changed from burnt
siennato black,andinthefinished painting it
was dark blue againstared bookinthe book-
shelf,and was many layered. The painting
had ariveting presence. A few days later, at
adinner partyatherhouse, Elizabeth said,
“Iworked alittle on the first painting, after
you left.” Ateach sitting, Elizabethtookafew
photographs. And shetook photoswhen|
performed at Pati Hertling’s eventat Gavin’'s,
and aweek lateratthe Bowery Poetry Club
with guitarist Javier Colis. Photos are a part
of her process of making portraits. During
one sitting, after having seen me perform,
Elizabeth said softly, and quite seriously,
“You'rearockstar.” She believed it,and it
seemed quite funny. Elizabeth paints her
friends, intimate friends, imaginary friends,
poets,and famous people whose special
qualitiesare so personalto us. Each
personineach painting hasthe glamourand
grace ofamovie star. Eventhough you may
notknow who anyoneis, each portraitisofa
superstar, with whateverthe qualities are
that make you believeinthem;each has
perfectcolorand perfect poise, confidence
and certainty, rock stars and royalty. Kurt
Cobaininatiarawith stubble beard, the
Baron de Montesquieu,whoisdressed upas
Ludwigll,whoisdressed upasLouis XIV,
caressingabust of Marie Antoinettein
Versailles, arereflections of our mind, are us
lookinginamirroratourselves, delusion
insidedelusioninside delusion.Inthe
people she paints Elizabeth sees their
special qualities as light, their vitalityand
accomplishmentsilluminating their bodies,
an extrabrightnessintheirform, deitiesin
aggregatesofcolor,godsalmosttransparent
inshimmering light, their nature displayed
intranslucentradiance. Itisasthough her
brilliantuse of colorandlineare superb
disguises,andthetrue portraitisthe white
background radiating primordial purity. Even
though Elizabeth and I really liked talking and
exchangingideas, ourtruecommunication
was nonverbal, beyond conceptualizations,
andtheresults were miraculous paintings.
Inkwashes, frail pencil lines, blurred
charcoal, pale oil,and small, her paintings
are of deitiesinan ever-expanding heaven
world,and Elizabeth Peyton, herself, is
Sarasvati, goddess of painting, her hand
dippedinwisdom.

7/22/08 12:01:09 PM



lllustrated
Works

All works are included
in the exhibition except
those indicated by an *

65

Marie Antoinette Between
Germany and France on
Her Way to be Married
1995

0il on board

8 X6 in

20.3X15.2 cm

Private collection,

Los Angeles

Kings and Queens 68-9
1993

Ink on paper

51/2 X7 1/2 in

14 X19.1 cm

Collection Laura Stevenson

Maslon

73

Ludwig in Versailles

1994

Charcoal on newsprint

16 1/2 X 11 3/4 in

41.9X29.8 cm

The Stephanie and Peter Brant
Foundation, Greenwich, CT
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66

Princess Elizabeth’s First
Radio Address

1993

Charcoal on paper

14 X 11 in

35.6X27.9 cm

Collection Karen and
Andy Stillpass

70

Rirkrit, age 3 (Argentina)
1993

Ink on paper

5 1/2X3 3/4 in

14 X9.5 cm

Courtesy the artist and
Gavin Brown’s enterprise

75

Ludwig with Josef Kainz
1992

Charcoal on paper

16 1/2X 11 3/4 in
41.9X29.8 cm

Courtesy the artist and
Gavin Brown’s enterprise

67

Napoleon

1991

Charcoal on paper

22X 18 in

55.9X45.7 cm

Private collection
Courtesy Sadie Coles HQ,
London

72

Ludwig Caressing the Bust
of Marie Antoinette

1993

Charcoal on paper

13 3/4X 10 3/4 in
34.9X27.3 cm

Collection Karen and

Andy Stillpass

Ludwig Riding to Paris 76
1992

Charcoal on newsprint

11 3/4X16 1/2 in

29.8X41.9 cm

Private collection

238 239

7

Ludwig Il of Bavaria

1994

0il on board

17X 12 in

43.2 X 30.5 cm

Los Angeles County Museum
of Art, gift of Peter Norton

82

Antoine Doinel *

1994

0il on Masonite

14 X 11 in

35.6 X 27.9 cm

Private collection
Courtesy the artist and
Gavin Brown’s enterprise

Kurt Sleeping
1995

0il on board
11X 14 in
27.9X35.6 cm
Private collection, New York

79

Rupert Brooke *

1994

Charcoal on newsprint

16 1/2 X 11 3/4 in

41.9 X 29.8 cm

Private collection
Courtesy the artist and
Gavin Brown’s enterprise

83

John Lydon

1994

0il on canvas

12X 9 in
30.5X22.9 cm
Private collection

89

Alizarin Kurt

1995

0il on canvas

24 X 20 in

61 X50.8 cm

Private collection, New York

80

Sidney

1995

Charcoal on paper
13X 11 in

33X 27.9 cm
Private collection

84

John and Sid (John Lydon and
John Beverley) *

1994

Ink on paper

9 X 7 inches

22.9 X 17.8 cm

Private collection

Courtesy the artist and
Gavin Brown’s enterprise

90

Princess Kurt

1995

0il on linen

14 X 11 3/4 in
35.6X29.8 cm

Walker Art Center,
Minneapolis, T.B Walker
Acquisition Fund, 1995

81

Dallas, TX (January 1978)
1994

0il on board

20 X 16 in

50.8X40.6 cm

Private collection
Courtesy Sadie Coles HQ,
London

85

Zoe’s Kurt

1995

0il on board

14 X 11 in

35.6 X 27.9 cm
Collection Zoe Stillpass

91

John Simon Beverley

Ritchie (Sid)

1995

0il on board

12X 9 in

30.5xX22.9 cm

Museum of Fine Arts, Boston,
Contemporary Curator’s Fund
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93

Sid and his Mum

(John and Anne Beverley)
1995

0il on board

17X 12 in

43.2X30.5 cm

Private collection
Courtesy Gladstone Gallery

Piotr

1996

Ballpoint pen on paper
12 1/8X9 3/4 in
30.8x24.8 cm

Private collection
Courtesy the artist and
Gavin Brown’s enterprise

Earl’s Court

1996

0il on board

10 X 8 in

25.4x20.3 cm
Collection Nina and
Frank Moore, New York
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104

94

Kurt with cheeky num-num
1995

0il on board

14 X 11 in

35.6 X 27.9 cm

Collection Lisa and

John Miller

100

Gladys and Elvis*

1997

0il on canvas

17 X 14 in

43.2 X 35.6 cm

Private collection
Courtesy the artist and
Gavin Brown’s enterprise

105

Blue Liam

1996

0il on board

17X 14 in

43.2X35.6 cm

Private collection
Courtesy the artist and
Gavin Brown’s enterprise

96

Blue Kurt

1995

0il on canvas

20 X 16 in

50.8X40.6 cm

Private collection, New York

101

Flower Liam

1996

0il on board

17X 14 in

43.2X35.6 cm

Private collection
Courtesy Zwirner and Wirth

Piotr on Couch 106-7
1996

0il on board

9X 12 in

22.9%30.5 cm

Seattle Art Museum,

gift of the William E. Weiss
Foundation, Inc.

97

Kurt

1995

0il on board

10 X 8 in

25.4X20.3 cm

Collection Glenn Fuhrman
Courtesy the FLAG Art
Foundation

103

Piotr

1996

0il on board

8 1/4 X6 in

21 X15.2 cm

Private collection, New York

Jarvis

1996

0il on board

11X 14 in

27.9%X35.6 cm

Hort Family Collection

108-9

240

241

110

Constance Wilde and Son
1996

Pencil on paper

7 1/2X6 in

19.1X15.2 cm

Collection Neda Young

115

Craig

1996

Pencil on paper

8X 17 in

20.3X17.8 cm

Private collection,New York

120

David Hockney

1997

Watercolor on paper

10 1/2 X7 in

26.7X17.8 cm
Collection Nancy Delman
Portnoy

111

Jarvis on a Bed

1996

0il on board

17X 14 in

43.2X35.6 cm
Collection Laura and
Stafford Broumand

116

Prince Harry’s first day at Eton,
September 1998

1998

Pencil on paper

11 3/4 X9 in

29.8X22.9 cm

Austrian Collection

121

David Hockney,

Powis Terrace Bedroom
1998

0il on board

9 3/4X 7 in

24.8X17.8 cm
Kunstmuseum Wolfsburg

12

Jarvis and Liam Smoking
1997

0il on canvas

12X 9 in

30.5X22.9 cm

Collection Tiqui Atencio

117

Silver Bosie *

1998

Watercolor on paper

30 X 22 1/4 in

76.2 X 56.5 cm

Private collection
Courtesy the artist and
Gavin Brown’s enterprise

122

Prince Harry

1997

Watercolor on paper
11 X8 1/2 in
27.9%X21.6 cm
Private collection

113

Max

1996

0il on board

12X 9 in

30.5%X22.9 cm

Private collection
Courtesy Gavin Brown’s
enterprise

Craig 118-19
1997

0il on canvas

14 X 17 in

35.6x43.2 cm

Collection David Teiger
Partial gift to the Museum

of Modern Art, New York

123

Silver Bosie

1998

Lithograph

29 1/2X22 1/2 in
74.9X57.2 cm

Private collection
Courtesy the artist and
Gavin Brown’s enterprise
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124

Craig

1998

Watercolor on paper
13 1/2 X 11 in
34.3X27.9 cm
Private collection

129

Maurizio Eating

1998

0il on board

12X 9 in

30.5X22.9 cm
Collection Nancy Delman
Portnoy

133

Panda Rob *

1999

Watercolor and glitter on paper
30 X 22 3/4 in

76.2 X 57.8 cm

Private collection

Courtesy the artist and

Gavin Brown’s enterprise
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125

Palladium Martin

1999

0il and palladium leaf on board
12X 9 in

30.5%X22.9 cm

The Stephanie and Peter Brant
Foundation, Greenwich,
Connecticut

130

Tokyo (Craig)

1997

0il on board

10 X8 in

25.4X20.3 cm

Ole Faarup Collection,
Copenhagen

135

Kiss (Tony)

2000

Lithograph

24X 19 in

61 X48.3 cm

Private collection
Courtesy the artist and
Gavin Brown’s enterprise

126

Celebrity (Leonardo DiCaprio)
1998

Watercolor on paper

60 X 40 in

152.4X101.6 cm

Collection Mima and

César Reyes, Puerto Rico

131

Silver Colin

1998

0il on board

10 1/4 X8 1/4 in

26 X 21 cm

Private collection

136

Jackie and John

(Jackie fixing John’s hair)
1999

0il on board

14 X 11 in

35.6%X27.9 cm

Collection Mr. and Mrs.
Jeffrey R. Winter

127

Roseland

1997

0il on board

12X 9 in

30.5X22.9 cm

Emanuel Hoffmann Foundation,
permanent loan to the
Offentliche Kunstsammlung
Basel

132

Prince Harry and Prince William
1999

0il on board

9 1/2X 8 in

24.1xX20.3 cm

The Musée national d’art
moderne, Centre Georges
Pompidou, Paris

137

Silver Tony

1999

0il on board

14 X 11 in

35.6 X27.9 cm

Collection Byron R. Meyer

139

Birthday, 20 December 1999
2000

Charcoal on paper

13 1/2X 11 in

34.3X27.9 cm

Private collection

Savoy (Tony) 144-5
1999

0il on board

14X 16 1/2 in

35.6xX41.9 cm

Emanuel Hoffmann Foundation,
permanent loan to the
Offentliche Kunstsammlung
Basel

150

Torosay (Tony)

2000

0il on board

12X 9 in

30.5%X22.9 cm
Kunstmuseum Wolfsburg

140

November (Tony)

1999

Colored pencil on paper

8 3/4 X6 in

22.2X15.2 cm

Private collection, New York

146

Pierre*

2000

Colored pencil on hotel
stationary

10 1/2 X 7 1/4 in

26.7 X 18.4 cm

Private collection
Courtesy the artist and
Gavin Brown’s enterprise

152

Spencer®

1999

Colored pencil on paper
8 1/4 X 6 in

21 X 15.2 cm

Private collection
Courtesy the artist and
Gavin Brown’s enterprise

141

Prince Eagle (Fontainebleau)
1999

0il on board

12 X9 in

30.5X%X22.9 cm

Private collection, New York

147

Luing (Tony)

2001

0il on board

14X 11 in

35.6X27.9 cm

Collection Dianne Wallace,
New York

153

Spencer Walking

2001

0il on board

12 1/4 X9 1/4 in

31.1X23.5 cm

Philadelphia Museum of Art,
purchased with the Adele Haas
Turner and Beatrice Pastorius
Turner Memorial Fund

Savoy (Tony)

1999

Ballpoint pen on hotel
stationery

5 3/4 X4 in

14.6X10.2 cm
Collection Patricia and
Morris Orden, New York

Berlin (Tony)

2000

0il on canvas

40 X 30 in

101.6 X76.2 cm
Private collection

Spencer Drawing
2000

0il on board

9 1/4X 12 in
23.5xX30.5 cm
Collection Laura and
Stafford Broumand

143

149

154-5
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157

Democrats are more beautiful
(after Jonathan Horowitz)
2001

0il on board

10 X 8 in

25.4X20.3 cm

Collection Laura and

Stafford Broumand

162

Breakfast (Adi)
2003

0il on board

14X 11 in
35.6X27.9 cm
Collection Sam and
Shanit Schwartz

167

Nick (First drawing)
2002

Colored pencil on paper
8 3/4X6 in

22.2x15.2 cm
Collection David Teiger
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Poo (Rirkrit) 158
2001

Colored pencil on paper
57/8x8 5/8 in

14.9%X21.9 cm

Private collection, New York

163

Flower Ben

2002

0il on board

10X 8 1/4 in

25.4 X 21 cm

Collection David Teiger

168

Orient

2003

0il on board

10 X 8 in

25.4Xx20.3 cm

Courtesy David and
Monica Zwirner, New York

160

Ben Drawing

2001

0il on board

10 1/8 X8 1/4 in

25.7X 21 cm

Carnegie Museum of Art,
Pittsburgh, A.W. Mellon
Acquisition Endowment

164

Haircut (Ben and Spencer)
2002

0il on board

12X 9 in

30.5X22.9 cm

Private collection

169

Nick (Chateau Marmont,

Los Angeles, September 2002)
2002

0il on canvas

40 X 30 in

101.6 X 76.2 cm

Collection David Teiger

161

September (Ben)

2001

0il on board

12 1/8X9 1/8 in
30.8X23.2 cm

Private collection
Courtesy the artist and
Gavin Brown’s enterprise

165

Little Em (Eminem)

2002

0il on board

12X 9 in

30.5X22.9 cm

The Stephanie and Peter Brant
Foundation, Greenwich,
Connecticut

Nick (La Luncheonette 170-1

December 2002)
2003

0il on board

7 1/4X9 in
18.4%X22.9 cm
Collection Karen and
Andy Stillpass

244

245

172

Green Nick

2003

Colored pencil on paper

6 X8 1/2 in

15.2X21.6 cm

Collection Isa Genzken, Berlin

177
L.A.(E.P.)
2004
0il on board
14X 11 1/4 in
35.6X28.6 cm
Collection Marc Jacobs,
promised gift to the Art
Institute of Chicago

181
dJulian
2004
0il on board
14 X 11 in

35.6X27.9 cm
Private collection, New York

Nick Reading Moby Dick
2003

0il on board

15X 12 in

38.1xX30.5 cm

Museum of Contemporary Art,
Los Angeles, partial and
promised gift of Mandy and
Cliff Einstein

178

Julian

2003

Pastel on paper

16 3/4 X 11 in
42.5X27.9 cm
Collection David Teiger

Marc

2004

0il on board

10 X 8 in
25.4X20.3 cm
Private collection

173

183

174

Harry and Tittie

2003

0il on board

9X 7 in

22.9 X17.8 cm

The Stephanie and Peter
Brant Foundation, Greenwich,
Connecticut

179

Live to Ride (E.P.)

2003

0il on board

15X 12 in

38.1X30.5 cm

Whitney Museum of American Art,
New York, partial and promised
gift of David Teiger in honor
of Chrissie Iles

184

Walt

2003

Colored pencil on paper

8 5/8 X6 in

21.9X15.2 cm

Private collection, New York

175

Lady with an Ermine 1489-90
(After Leonardo da Vinci)

2003

0il on board

12X 9 in

30.5X22.9 cm

Collection Matt Aberle,

Los Angeles

180

dJulian with a broken leg
2004

0il on board

14 X 11 in

35.6X27.9 cm

Collection Beth Swofford

185

Anette

2004

0il on board

14 X 11 in
35.6X27.9 cm
Private collection
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Keith 186-7
(From Gimme Shelter)

2004

0il on board

10X 12 in

25.4x30.5 cm

Solomon R. Guggenheim Museum,
New York, purchased with funds
by the International Director’s
Council and Executive Committee
Members

192
Jonathan (Jonathan Horowitz)*
2005
12 X 9 in

30.5 X 22.9 cm
Telbasa Collection, Madrid

197

Frida (Frida Kahlo)

2005

0il on board

9X 7 in

22.9 x17.8 cm
Collection Tiqui Atencio
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188

Pete and the Wolfman

(From the NME)

2004

Pastel on paper

13 3/4 X 11 in

34.9X27.9 cm

Private collection, New York

193

John (John Reinhold)
2005

0il on board

10 X 7 in

25.4X17.8 cm
Private collection

198

Jonathan Horowitz

2006

0il on board

12 X9 in

30.5%X22.9 cm

Private collection

Courtesy neugerriemschneider

189

Jeanne Moreau and Francois
Truffaut (The Bride Wore
Black)

2005

0il on board

11 X9 in

27.9%X22.9 cm

Sender Collection,

Courtesy Levin Art Group

194

E.P. reading (self-portrait)
2005

0il on board

10 X 8 in

25.4%20.3 cm

Collection David Teiger

199

Liz and Diana

2006

0il on board

12X 9 in

30.5X22.9 cm

The Sander Collection

191

Ken and Nick

(Ken Okiishi and Nick Mauss)
2005

0il on board

11 X9 in

27.9X22.9 cm

Collection Glenn Fuhrman,
promised gift to Tate, London
Courtesy FLAG Art Foundation

195
Nick in Orient (Nick Mauss)
2004
0il on board
12X9 1/4 in

30.5X23.5 cm

The Parrish Art Museum,
Southampton, New York, purchased
with funds contributed by the
Collections Committee

201

Eugéene Delacroix, 1842
2005

0il on board

9 1/4 X7 in

23.5X17.8 cm
Collection Doug Inglish

246

247

202

Georgia O’Keeffe

(after Stieglitz 1917)

2006

Watercolor on paper

14 1/4 X 10 1/4 in

36.2 X 26 cm

Collection James-Keith (JK)
Brown and Eric G. Diefenbach,
New York

208

Max

2007

Pastel on paper

8 1/2X 6 in

21.6X15.2 cm

Private collection
Courtesy the artist and
Gavin Brown’s enterprise

213

Angus and Jonathan (Angus
Cook and Jonathan Caplan)
2006—-07

0il on board

10X 8 in

25.4%20.3 cm

Collection Mandy and Cliff
Einstein

204

Elizabeth and Georgia
(Elizabeth Arden and Georgia
O’Keeffe 1936)

2005

0il on board

10 X 8 in

25.4xX20.3 cm

Private collection, Berlin
Courtesy neugerriemschneider

209

Jonathan (Jonathan Horowitz)
January 2007

2007

0il on board

9 X7 in

22.9X17.8 cm

Private collection, New York

214

Madame Bovary
(Vicente Minnelli, 1949)*
2007

Charcoal on paper

13 1/2 X 11 in

34.3 X 27.9 cm

Private collection
Courtesy the artist and
Gavin Brown’s enterprise

205

Georgia O’Keeffe

after Stieglitz 1918
2006

0il on canvas

30 1/8x23 1/8 in
76.5X58.7 cm
Collection David Teiger

21

Picnic (M.A.) after Sofia
Coppola’s Marie Antoinette
2006-07

0il on board

13X 10 in

33 X25.4 cm

Collection David and Susan
Gersh, Los Angeles

215

Nick and Pati

(Nick Mauss and Pati Hertling)
2007

0il on board

13X 10 in

33X 25.4 cm

Private collection

207

Pete (Pete Doherty)
2005

Watercolor on paper
14 X 10 in
35.6X25.4 cm
Private collection

212

Susan Sontag

(after H.C. Bresson’s Susan
Sontag, Paris, 1972)

2006

0il on board

9X 7 in

22.9X17.8 cm

Collection Tia and David
Hoberman, Los Angeles

216

Joe (Joe Montgomery)
July 2007 *

2007

0il on board

12 1/8 x 9 1/8 in

30.8 x 23.2 cm

Private collection
Courtesy the artist and
Gavin Brown’s enterprise
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217

Gavin Brown February 2007

2007

0il on board
11 3/4X9 in
29.8xX22.9 cm

Collection Mitzi and Warren

Eisenberg

Flowers and Diaghilev
2008

0il on linen over board
13 X9 in

33X22.9 cm

Private collection

Not illustrated but

223

included in the exhibition

Hotel, 1966 (John Lennon)

1996

0il on board
17X 14 in
43.2X35.6 cm

Collection Carlo de Stefani
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219

The Age of Innocence

2007

0il on board

14 1/4 X 10 in

36.2X25.4 cm

Private collection, New York

224

West 11th Street, Greenwich
Avenue, and 7th Avenue,
New York City, 2008

2008

0il on board

9X6 in

22.9%X14.2 cm

Collection Mitzi and Warren
Eisenberg

221

Pati

2007

0il on board

9X 7 in

22.9X17.8 cm

Private collection, New York

Matthew

2008

0il on board

12 1/2X 9 in
31.8X22.9 cm
Private collection

222

248

249

Biography

Elizabeth Peyton was born in Connecticut in
1965. She received her BFA from the School
of Visual Arts, New York, in 1987. She lives
and works in New York.

Peyton has exhibited regularly at the
following galleries:

Gavin Brown’s enterprise, New York,
since 1995

neugerriemschneider, Berlin, since 1996

Regen Projects, Los Angeles, since 1997

Sadie Coles HQ, London, since 1998

Selected Solo Exhibitions

2007
Aldrich Museum of Art, Ridgefield,
Connecticut (LarryAldrich Award recipient)
Institut im Glaspavillon, Berlin

2006
Guild Hall, Easthampton, New York

2005
Glenn Horowitz Bookseller, Easthampton,
New York

2002
Royal Academy, London
Salzburger Kunstverein, Salzburg

2001
Deichtorhallen, Hamburg

2000
Westfalischer Kunstverein, Minster
Aspen Art Museum

1999
Castello di Rivoli, Turin

1998
Georg Kargl, Vienna
Galleria II Capricorno, Venice
Kunstmuseum Wolfsburg, Germany
(traveled to Museum fiir Gegenwartskunst,
Basel, Switzerland)
Seattle Art Museum

1997
Gallery Side 2, Tokyo
Galerie Daniel Buchholz, Cologne
St. Louis Art Museum

1995
Cabinet Gallery at The Prince Albert, London
Burkhard Riemschneider, Cologne

1993
Hotel Chelsea, room 828, New York

Selected Group Exhibitions

2007
“The Painting of Modern Life,”
Hayward Gallery, London

2006
“Surprise, Surprise,” Institute of
Contemporary Art, London
“Contemporary Masterworks: Saint Louis
Collects,” Contemporary Art Museum of
St. Louis

2005
“Superstars: from Warhol to Madonna,”
Vienna Kunstforum/Vienna Kunsthalle
“Getting Emotional,” Institute of
Contemporary Art, Boston

2004

“Likeness: Portraits of Artists By Other
Artists,” California College of Arts,
Wattis Institute for Contemporary Arts,
San Francisco (traveled to the McColl
Center for Visual Art, Charlotte, North
Carolina; the Institute of Contemporary
Art, Boston; Dalhousie University Art
Gallery, Halifax, Nova Scotia; and the
University Art Museum, California
State University at Long Beach)

“Whitney Biennial,” Whitney Museum of
American Art, New York

2002

“Cher Peintre, Lieber Maler, Dear
Painter,” Musée national d’art moderne,
Centre Pompidou, Paris (traveled to the
Schirn Kunsthalle, Frankfurt; and the
Kunsthalle Wien, Vienna)

“Remix,” Tate Liverpool

2001
“Drawing Now: Eight Propositions,”
The Museum of Modern Art, New York
“Abbild: recent portraiture and depiction,”
Landesmuseum Joanneum, Graz, Austria

2000
“Greater New York,” P.S.1, New York

1999

“Examining Pictures,” Whitechapel Art
Gallery, London (traveled to Museum of
Contemporary Art, Chicago, and Hammer
Museum, Los Angeles)

1998

“Young Americans II,” Saatchi Gallery,
London

“Auf der Spur,” Kunsthalle Zurich

1997

“Truce: Echoes of Art in an Age of Endless
Conclusions,” Site Santa Fe, New Mexico

“Projects 60,” The Museum of Modern Art,
New York

“Longing and Memory,” Los Angeles County
Museum

1996
“a/drift,” Center for Curatorial Studies,
Bard College, Annandale-on-Hudson,
New York
“Universalis,” Sao Paulo Bienal
“Wunderbar,” Kunstverein Hamburg

1995
“Campo,” Venice Biennale

1993
“Okay Behaviour,” 303 Gallery, New York

Her work is represented in the
collections of:

Carnegie Museum of Art, Pittsburgh

Musée national d’art moderne, Centre
Pompidou, Paris

Guggenheim, New York

Kunstmuseum, Wolfsburg, Germany

Museum fir Gegenwartskunst, Basel

Museum of Fine Arts, Boston

The Museum of Modern Art, New York

San Francisco Museum of Modern Art

Seattle Art Museum

St. Louis Art Museum

Walker Art Center, Minneapolis

Whitney Museum of American Art, New York
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Prince Harry’s first day at Eton, September 1998
116,231, 241
Hertling, Pati 49,237
Nick and Pati (Nick Mauss and Pati Hertling)
215,247
Hickey, Dave
Air Guitar 228
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Berlin (Tony) 149,243
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Napoleon 67, 238

Neuger, Tim 230

New York, West 11th Street, Greenwich Avenue,
and 7th Avenue, New York City, 2008 224,248

Ofili, Chris 227

0’Keeffe, Georgia 226
Elizabeth and Georgia (Elizabeth Arden and
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Georgia O’Keeffe (after Stieglitz 1917) 202,247
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Pfeiffer, Michelle, The Age of Innocence 219,248
Phillips, Richard 228
Pierson, Jack 232
Presley, Gladys and Elvis, Gladys and Elvis
100, 240
Pruitt, Rob, Panda Rob 133,242
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