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The Figure

readily available as targets. There is, one could argue,

a moral imperative on painting to show this vulnerability
of flesh, but also to show possibilities of how people
may act, subjects as well as objects.

It is difficult to think of any more wretched or
angry complaint from the persecuted than Sue
Williams's early work / 225 /. A reaction to an abusive
relationship, her painting It's a New Age is raised beyond
desperate griping by the pawky line, the mordant
humour and the sheer effrontery of the presentation. This
is sophisticated graffiti. It is an unusual example of art as
self-therapy escaping mere self-indulgence: the body on
the point of collapse.

Sometimes the figure is there allegorically or by
proxy. Given the acute anthropomorphic tendencies of
Zapotec culture to which Toledo belongs (his double or
other since birth is the iguana) is it not difficult to see
that in his work human ambitions and drives are played
out on our behalf by animals / 226 /.

The miniature tradition of Persia and India was
a narrative one. In its heyday under the Mughal
emperors, by the twentieth century miniature painting
in the region existed almost solely as a minor tourist
industry. It was the least popular course, for example,
at Pakistan’s Lahore National College of Arts when the
teenage Shahzia Sikander enrolled. At that time there
was only one other student. ‘My interest was and still is
to create a dialogue with a traditional form — how to
use tradition while engaging in a transformative task.’
Sikander refused to be subsumed by the craft and to
fulfil the expectations of nostalgia that people had of
the miniature, especially after her move to the USA: her
work would confound and puzzle such preconceptions.
Her Extraordinary Realities series of 1996 was painted
over miniatures made in India for tourists, which were
themselves painted over old manuscript pages.

There is a strong residual belief from the
twentieth century that painting should be heroic and
hence large. If, however, we call these works ‘intimate
paintings’, we are closer to a true understanding.

We get close up to look at them, as though peering
through a keyhole, and in so doing we become
enveloped in the complex space, enter into a fictive
and surprisingly uncertain world. The space of the best
Mughal miniatures was always complex: the space
Sikander creates in her work is even more complex,
inconsistent even, as though different planes are
coexisting. This is made explicit in her installation
works, where she uses translucent paper to overlay
image on image / see 406 /. Narrative happens in
space, but her interest is not in making narratives;
rather, it is in creating intimate space in which we find
our own narratives, our own identities. Hence the
complexity and contradiction in a painting such as
Pleasure Pillars / 227 / which combines F-111 bomber
aircraft with gopis (the lovers of Krishna who dance
joyfully through myriad Indian miniatures), a Venus de
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The Figure

Milo and a Hindu goddess, who stands in the centre
beneath the face of a woman who herself stares calmly at
us. A red and a blue heart are conjoined, a dog rips the
neck of a deer, a griffin (a chillava in Punjabi) swoops down.
Dots appear everywhere: as jewels or as decorations

or as holes, as in a screen, in the picture plane.

One of the attractions of the miniature for
Sikander is the process: ‘The act ... the materiality,
the seductiveness of the surface, the investment,
the submission, the hours that are put in to create
translucence. In the end, they are very meditative and
meaningful gestures, like ritual. In this sense, miniature
painting is more about subverting modernity than
subverting tradition.’ She is offering us a host of diverse
things, challenging us to weld them together. Using
computers has allowed her to morph and mutate her work
still further, as in Offering I, where she quotes one of her
own earlier works but refits it in the computer-derived
space she has become interested in / 228 /. That she
can combine such a traditional technique with hyper-
modern technology is one of the strengths of her practice.

Storytelling art has emerged, or re-emerged, as
we have seen, as one of the most widespread practices
in the twenty-first century. Often, as in the work of the
American painter Amy Cutler, it is small-scale,
immaculately made but intense. Cutler's work likewise
owes much to a tradition of miniature painting and little
to modernism. It is work that a few years ago would
not have been seen in a museum, being discounted as
‘mere illustration’. There has also been a sexist bias
against this type of work, much of it being by women,
and there has been also a bias against work that
embraces smallness — too nice, not ambitious enough,
too much like playing with Polly Pocket. There are no
men in Cutler’s world save the snowmen that women go
to collect, and who melt. These women are strong
women but often in difficult circumstances: in Traction
/ 230 / their braids are used to pull a house across the
snow. The sense of entrapment is emphasized by
the girls inside the house being forced to sew with their
own hair. Like so much twenty-first-century myth-making
there is a blend of the gothick and sci-fi, of innocence
and cruelty.

The three artists of the Canadian artists’
collective the Royal Art Lodge present a much more
erotically charged world, and one that is also apparently
dominated by rules of exchange / 229 /. Their work, like
Cutler’s, is centred on drawing: it is no surprise to find
that one member (Marcel Dzama) did nothing but draw
from 1996 to 2000. The paintings derive from dreams
— or reveries in that liminal state between wakefulness
and sleep. This imaginative world seems charming,
innocent even, until we spot the disembowellings,
the interspecies sex. This all seems great fun (Dzama
has had action figures made after the figures in his
paintings), but it is overshadowed by violent crime, war
and chronic alienation.

227. Shahzia Sikander
Pleasure Pillars, 2001

Watercolour, dry pigment,
vegetable colour, tea and
ink on wasli paper,

30.5 x 254 cm (12 x 10in

228. Shahzia Sikander
Offering 1, 2003. Gouache a
digital imaging on paper,

323 x 24.6 cm (12% = 9%
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Art installed in specific places is often
sssarily contingent on social context and
imstances. To enter Damien Hirst's In and Out of
tin 1991 was to go into a London fashion shop
had gone out of business during a recession:

s no longer a haunt for the butterflies of

on. First one was struck by the clammy heat: four
idifiers puffed out clouds of moisture. Five

tings on the wall had nothing on them but lumps
'own paint and shelves of flowers underneath.

n one went closer, one realized that these lumps
| not paint: they were the squirming larvae of

cal butterflies / 403, 404 /. Once hatched, they
about, taking sustenance from bowls of sugared
r. In the basement below were eight more

tings, each a monochrome in garish house paint,
with dead butterflies trapped in the dried paint.
ad of bowls of water there were ashtrays filled
old butts. Upstairs the paintings gave life, but
1stairs they were the scene of death. The

iings were, of course, only a constituent element
| more important as symbols than things in their
night.

Karen Kilimnik began her career as an installa-

tion artist scattering memorabilia around galleries

to evoke her fascination with celebrities. As her career
has developed, this interest in memorabilia and rooms
has been blended with her paintings. An exhibition in
1998 saw the floor covered with artificial snow and the
path for the viewer to follow marked with red velvet
cord and fairy lights, while smaller paintings were
propped against samovars and jewels that seemed to
have slipped from a portrait of a Tsarist princess were
scattered around. There was piped Christmas music.
This was simultaneously kitsch and about kitsch,

and a constant ambivalence remains in her work: we
enjoy the fakery while knowing it is just that. If we
agree with Nietzsche that what is real in art is the
intensity with which a deception is undertaker, we can
simultaneously secretly enjoy the kitsch and, more
knowingly, laugh at it. Exhibiting in an eighteenth-
century palazzetto in Venice in 2005, Kilimnik showed
paintings of herself and Scarlett Johansson / see 136 /,
loose copies of Gainsborough’s cows, Degas ballet
dancers, George Romney’s Emma Hamilton, dogs and
horses / 405 /. Around them she placed period chairs,

fake birds’ nests with painted eggs, artificial flowers anc
glittery jewellery. A tape endlessly played bird song.
The Scottish artist Lucy McKenzie creates
painted rooms that seem initially to be full of nostalgic
artifice: they re-create historic nineteenth-century
rooms with pastel-coloured walls / 407 /. But the walls ars
separated, standing proud, and they always act as an
environment for her other procedures: avant-garde
fashion drawings, remade CD covers, political and social
agit-prop. Delightful though they are to look at, they
create an environment in which to consider how we live.
Shahzia Sikander never saw herself as just a
miniaturist (see Chapter 7). Paradoxically, being small,
miniatures create whole worlds, so it was almost
inevitable that she would expand her work into room-
size installations / 406 /. For Sikander the installations
are evolving processes; the experience of the viewer
happens more explicitly in time, as he or she walks up
to and looks at and through the various layers. The
contradictions built into all the elements of Sikander’s
work likewise become more explicit. This she
associates very much with notions of deconstruction:
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Installation Painting

104. Damien Hirst

[ Out of Love, 1991.

ses, house paint, tropical
s and butterfly pupae,
imerflies, cigarette
ashtrays, sugar, tables,
[Sers, as installed in a

& shop in London, ground
ind basement

Everything has a contradiction embedded within it. ...

It is not the act of dismantling but recognition of the
fact that inherently nothing is solid or pure. | read
French philosopher Jacques Derrida and was influenced
by his suggestion of binary oppositions as creators

of hierarchy. | saw my work in connection to notions like
west/east, white/black, white/brown, modern/

tradition, presence/absence, beginning/end, and
conscious/unconscious.

Painters increasingly take an active role in how their
work is displayed, whether it be Howard Hodgkin
having the walls on which his work is hung painted
different colours / see 252 /, or Mary Heilmann
providing her own chairs for the viewer to sit in / see
335/, or Peter Halley layering the walls behind his
paintings with prints and linear diagrams that replicate
the shapes in his paintings / 408 /. If Halley's early
paintings had echoed the image of an electric cell, here
one seemed to be in the actual engine. Often graphics
spell out ambiguous, gnomic phrases that undercut the
paintings to create a delirious but uneasy sensation.

Most of the artists above have seen the

painted room very much as one in public space.
Contrarily, the American artist David Reed has often
expressed the desire to paint bedroom pictures:
‘A painting in a bedroom can be seen in reverie, where
the most private narratives are born.’ This is where we
can have the most intimate relationship with a
painting. It is also where we slip most commonly from
consciousness to the liminal to dream. Reed
dramatized this by re-creating the two bedrooms from
Alfred Hitchcock’s film Vertigo, placing beside a replica
of the bed a video player showing the scene where
it appears / 410 /. However, he had changed the flower
painting behind the bed in the film for one of his own
paintings and had that same painting digitally inserted
into the film. This is wonderfully uncanny,
simultaneously familiar and unfamiliar. But the scene in
the film is itself wholly unheimlich, reality and dream
being confused inextricably, and involving obsession,
disguise and deception, with fantasy and memory.
Like many artists, Reed does not see the
museum as the only place or the best place to show
his work:
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paintings not to be nostalgic or sentimental
eans they have to be about this moment.

y of this is that they should be an integral part
t separated in museums or galleries. Paintings
here they can be part of normal life, seen in

oments of reverie.

ve to be shown in museums, he tries to make
ngely familiar again. Given the opportunity to
1e Rococo mirror room in the Landesmuseum
wstria, he watched film after film about

411 /. Vampire films merge desire and fear,
i dream. The vampire is both illusory (it cannot
1 the mirror) and real (it sucks blood). By

aintings in the mirrored rooms with the films

w

m too into a realm of fantasy. But for Reed

e also symbolized a wider social condition:

tories describe the fear and anxiety caused by
cal extensions of our body. We are part

d part machine, part living and part dead, and
know how to deal with this knowledge.

g aids, computers, and other machines to

extend our bodies. And we have internalized the
perceptions of technological machines: photography,
film, and video. We dream in pans, close-ups, and

moving camera shots.

Rudolf Stingel often presents in lieu
of traditional paintings Celotex insulation boards that
viewers can carve into or paint, or else he will ‘paint’
pictures by gouging polystyrene. Yet the sensation
is still pictorial. His work often expands across the whole
room. As with Yves Klein, what can be construed as an
anti-painting act becames subsumed within the
discourse. It may suggest the possibility of liberation, of
losing oneself in the unreality of the shiny material, but
by simultaneously emphasizing the grossness of the
stuff he works with, materials more associated with the
packing room than the gallery, Stingel short-circuits
such desires. We are left on our feet, enveloped by the
sensuality and puzzled by the open-ended concept
/412 /.

When, like other Indian artists, especially
women artists, Nalini Malani turned away from painting
in despair at the sectarian killings in her country, she

405. Karen Kilimnik
Works installed at Bevilacqua
|la Masa, Palazzo Tito, Venice,

June-October 2005

406. Shahzia Sikander

To Reveal or Not to Reveal,
2004. Acrylic, gouache and ink
on tissue paper, site-specific
dimensions. Installed at San

Diego Museum of Art
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No book appears through the agency

of one person alone. This book would not
have been possible without the patience
and good humour of my editors David
Anfam and Helen Miles. | have benefited
enormously from discussions with many
painters (both those included in this book
and those not) in the more than thirty
years | have been involved in the art world.
Seminars and studio discussions with my
students at Sotheby’s Institute (London and
Singapore) and the University of Plymouth
have also been a constant challenge.

The advice and support of my colleagues,
especially Anna Moszynska and Juliet
Hacking, has been invaluable. Sotheby's
Institute generously gave me sabbatical
leave and support to write this book — and
special thanks is due to Andy Snyder for his
encouragement of this project. As always,
my wife Peggy and our children Isolde and
Joel have been unfailingly tolerant of

my many absences researching and writing
this book.

Most of all | am indebted to my brother
Richard who first introduced me to the
world of painting and to whose memory
this book is dedicated.

Phaidon Press Limited
Regent’s Wharf
All Saints Street
London N1 9PA

Phaidon Press Inc.

180 Varick Street

New York, NY 10014
www.phaidon.com

First published 2009

© 2009 Phaidon Press Limited
ISBN 978 0 7148 4631 6
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British Library

Designed by Sonya Dyakova
Typeset in Didot and Avenir

Printed in China

© 1998 Kate Rothko Prizel & Christopher Rothko ARS, NY and DACS,
London: 6; © 2009 Lisa Kahane, NYC: 50; © 2009 Thomnas Struth: 2, 22;
0 2009 Zhang / Courtesy Pace Beijing, China and
aceWildenstein, New York: 124, 125, 385; © 2009 Zhang Xisogang /
Covnmy Pace Wildenstein, New York: 451; © Adriana Varejdo /
raph: Jodo Bosco: 87, 366; © Adriana Varejao / Photographer:
Vicente de Mello: 316, 317; © Agnes Martin / DACS 2009: 49; © Agus
Suwage / Courtesy of Nadi Gallery: 112, 113; © Alan Charlton /
Photograph: Konrad Fischer Galerie, Disseldord, 1975: 46; © Albert
Qehlen / Courtesy Galerie Max Hetzler, Berlin: 88, 248; © Alejandro
Colunga: 84; © Alex Katz / DACS 2009: 66, 67, 68, 276; © Alexis
Harding / Courtesy of Mummery + Schnelle: 151; © Alexis Rockman:
296; © Alison Watt / Courtesy Ingleby Gallery, Edinburgh: 212, 2|3 402;
© Amy Cutler / Courtesy Leslie Tonkonow Artworks # Projects: 230;
© Angela de la Cruz / Courtesy Lisson Gallery: 378; © Anselm K:thr 73,
75,297, 354; © Anselm Kiefer / 2009 Kunsthaus Zirich: 313; © Anselm
Kiefer / Couﬂny Gagosian Gallery: 307, 483; © Anselm Kiefer / Tate,
London 2008: 312, 314, 315; © Anton Henning / Courtesy Haunch of
Venison, London: 258, 259; © April Gornik / Private Collection / Courtesy
Danese Gallery: 273; © Atul Dodiya / Courtesy Bose Pacia Gallery: 358,
376; © Barnaby Furnas / Courtesy Marianne Boesky Gallery: 301;
© Beatriz Milhazes / Courtesy 21st Century Museum of Contemporary
Art, Kanazawa / Photograph: SAIKI Taku: 331; © Beatriz Milhazes /
Courtesy Stephen Friedman Gallery, London and Galeria Fortes Vilaca,
Sac Paulo / Photograph: Stephen White: 332; © Bemard Frize / Courtesy
Galerie Emmanuel Perrotin, Paris-Miami: 155, 156; © Bharti Kher /
Courtesy Hauser & Wirth Zirich London: 475; © Bhupen Khakkar / Tate,
London 2008: 90; © Blinky Palermo / DACS 2009 / Photograph: Jurgen
Wesseler: 395; © Blinky Palermo / DACS 2009 / Photograph: Wolfgang
Morell, Bonn: 396; © Brice Marden / ARS, NY and DACS, London 2009 /
Courtesy Daros Services, Switzerland: 178; © Brice Marden / ARS, NY
and DACS, London 2009 / Stedelijk Museum, Amsterdam: 48; © Brice
Mardon / ARS, NY and DACS, Londea 2009 / The Museum of Modern
Art, New York. Promised gift of Donald 8. and Catherine C. Marron,
2006: 184; © Brice Marden / ARS, NY and DACS, London 2009 / New
York, Museum of Modern Art (MoMA), Fractional and promised gift of
Kath end Richard §. Fuld, Jr. © 2009. Digital image, Museum of Modern
Ant, New York/Scala, Florence: 183; © Bridget Riley 2009. Al rights
reserved / Courtesy Karsten Schubert, London: 23, 164; © Bridget Riley
2009. All rights reserved / Courtesy Karsten Schubert, London and
in, New York / Ph John Webb: 56; © Caio
Fonseca: 186; © Callum innes / Image cmsy the artist / Ingelby
Gallery, Edinburgh: 149; © Carol Rhodes / Courtesy Spomuwmur
New York: 272; © Carroll Dunham / Courtesy Gladstone Gallery: 343;
© Catherine Murphy / Courtesy Knoedler & Company, New York: 209
253, 457; © Cecilia Edefalk / Courtesy Museum fir Moderne Kunst,
Frankfurt am Main / Photograph: Axel Schneider: 214; © Cecily Brown /
Courtesy Gagosian Gallery:321; © Cheri Samba / Courtesy JM. Patras,
Paris: 30, 369; © Chris Ofili: 344, 347; © Chris Ofili / Courtesy Afroco and
David Zwirner, New York: 345; © Chris Ofili / Tate, London 2008: 304;
© Christoph Riickhaberle / Courtesy Sutton Lane, London/Paris: 429;
© Christopher Le Brun: 79, 458; © Chuck Close: 446; © Chuck Close /
Collection Walker Art Center, Minneapolis. Art Center Acquisition Fund,
1969: 117; © Colin McCahon Research and Publication Trust / Hocken
Collections, Uare Taoka o Hakena, University of Otago, Dunedin, New
Zealand: 34; © Colin McCahon Research and Publication Trust / National
Gallery of Australia, Canberra, Gift of the New Zealand Government
1978: 35; Courtesy Albomn.- Vienna: 4; Comny Mulm Mui« Gallery,
Knokke-Zoute,

© Fernando Botero / Courtesy Marlborough Gallery, New York: 349;

© Fernando Botero / New York, Museum of Modern At (MoMA). Gift of
Warren D Benedek / 2009 Digital image: The Museum of Modern Art,
New York / Scals, Florence: 41; © Fiona Rae /

Photograph: Ellen Page Wilson: 244, © Matshew 3
Andrea Rosen Gallery, New York / Photograce: Ke
OMWWMIMMIM“

New York: 251; © Fiona Rae / Courtesy Timothy Taylor Gallery, London:
249; © Francesco Clemente / Courtesy Jablonka Galerie: 443, 444;
© Francesco Clemente / Private Collection: 78; © Francis Aljs / Courtesy
Ramis Barquet, New York: 381; © Francisco Toldeo / Galeria Juan Martin,
México / Photograph: Gilberto Chen Carpentier: 40, 226; © Frank
Auerbach / Courtesy of Marlborough Fine Art: 200; © Frank Auerbach /
Courtesy of Marlborough Fine Art / Arts Council Collection: 61; © Franz
Ackermann / Courtesy Meyer nggcr Karlsruhe/Berlin: 262; © Franz

/ Courtesy ider, Berlin: 241; © Franz
Ackermann / Courtesy private collection, Luxembourg: 239; © Fred
Tomaselii / Courtesy James Cohan Gallery, New York: 177, 326; © Gary
Humne / Courtesy Jay Jopling/ White Cube (London): 374; © Gary Hume
/ Courtesy Jay Jopling/ White Cube (London) / Photograph: Stephen
White: 468; © Gary Hume / Courtesy Matthew Marks Gallery, New York:
380; © Ged Quinn / Courtesy Wilkinson Gallery, London: 477; © Geng
Jianyi / Courtesy ShanghART Gallery: 205; © Georg Baselitz: 70, 74, 459;
© Georg Baselitz / Friedrich Christian Flick Collection: 69; © Georg
Baselitz / Kunsthaus Zurich: 71; © George Shaw / Courusy Wilkinson
Gallery, London: 287, 288; © Gerhard Richter: 43, 51, 52, 53, 54;
© Gerhard Richter / Photograph: Cantz: 121, 166, 305, 481; © Ghada
Amer / Courtesy Gagosian Gallery: 336; © Giulio Paolini / Photograph:
Paole Mussat Sartor, Torino: 455; © Glenn Brown / Galerie Max Metzler,
Berlin: 130; © Gordon Bennett / Private collection, Brisbane, Austrakia:
103; © Guillermo Kuitea / Collection of the artist, Buenos Aires /
Courtesy Sperone Westwater, Naw York: 86; © Guillermo Kuitca /
Collection Steven and Solita Mishaan, Miami / Courtesy Sperone

New York: 83; © Guill Kuitca / Stedlijk Museum,
Amsterdam: 309; © Ha Chong-Hyun / Courtesy PYO Gallery, Seoul,
Korea: 153; © Ha Manh Thang / Courtesy of Pho Hong Long, Director of
Dong Phong Ant Gallery, Hanoi, Vietnam: 447; © Helmut Federle /

of Peter Blum Gallery, Now York / Galerie Nachst St. Stephan,

Vienna: 106, 107, 108, 160, 161; © Henry Darger / Kiyoko Lerer /
Courtesy of Edlin Gallery, New York: 215, 216; © Hernan Bas / Courtesy
Victoria Miro: 285; © Howard Hodgkin / Courtesy of Gagosian Gallery /
Photograph: Prudence Cuming Associates Ld: 252; © | Nyoman
Masriadi / Collection Mr. Cheis Dharmawan: 27; © | Nyoman Masriadi /
Courtesy of Gajah Gallery: 26; © lan Davenport / Courtesy di

Uwe Walter, Serie 24
OMW&IM/CWWMMM
Gallace / Courtesy Maureen Paley, London snc 30/

" 274, 275; © Michael Biberstein / Cristiea Guers, L

/ Private 230
Courtesy Zeno X Gallery, Mm/w L
233; © Michael Craig-Martin / Photograch: Weese

Photograph: Jenni Carter- 394; © Neo Raucs / D-
Galerie EIGEN + ART Leipzig/Berin and Dawe Jwn
Photograph: Uwe Walter, Beriin- 328, 372 £15 &34
Cocke / Courtesy The Dakis Joanncu Collecsion, &
Stuart Shave/Modern A, London, and Ancres Bon
324; © Nilima Sheikh: 293, 294, 352; © Nora Ga
Gallery: 478; ONovborthq/Cannyuc‘ovt
Rego: 218; © Paula Rego / Photograph counesy

(London) Ltd: 217; OPWMICGMG
Buchholz, Cologne/Berfin and Cabinet, London: &3
© Per Kirkeby / Courtesy Galerie Michsel Weenar S
York: 265, 266; © Peter Doig / Courtesy Vicsora Mis
480; © Peter Halley: 94, 408; © Peter Halley / Stusn
159; © Philip Pearistein / Courtesy Betty Cummghan
Private Collection / Photogragh: Adam Rech. New
Taaffe / Courtesy Gagosian Gallery / Coflectian The
Foundation: 329; © Philp Taaffe / Private Collecsan
Gallery: 95; © Philip Taaffe / Private Collecson. Con
© Philip Taaffe / Rafael Jablonka Collection $7. © 1
Fetting: 76; © Raoul de Keyser / Courtesy Zano X €
© Ragib Shaw / Courtesy Jay Jopina/ Wiae Cute
Tom Powel: 346; © René Danis / D&y

Galleries, London / Photograph: John Riddy: 398; © lan Dmnpon /
Courtesy Waddington Gollorm London/ Photograph: Prudence Cuming
Associates, London: 147, 148; © lan McKeever: 267, 268, 303; © Ids
Applebroog / Photograph: Jennifer Kotter: 219; © Imants Tillers /
Courtesy Roslyn Oxley? Gallery, Sydney: 460; © imants Tillers / National
Gallery of Australia, Canberra: 100; © Ingrid Calame / Courtesy James
Cohan Gallery, New York: 176; © Jack Vettriano: 235; © James Siena:
465; © Jane Lee: 150; © Jason Brocks: 115, 118; © Jasper Johns /
VAGA, New York / DACS, London 2009 / New York, Museum of Modem
Art (MoMA). Gift of Philip Johnson. 2009 Digital image, The Museum of
Modern Art, New York/Scala, Florence: 306; © Jeff Koons: 391; © Jenny
Saville: 210, 211, 434; © Jitish Killat / Photograph: Iris Dreams, Mumbai:
454; eJohnanahu/CoumqhnoXGaluy Antwerp: 139; © John
Currin / Courtesy Gagosian Gallery: 206, 207, 236, 450; © John Walker /
Courtesy Knoedlar & Company, New York: 302; © John Wesley /
Courtesy Fredericks & Freiser, NY: 373; © Jonathan Lasker / Courtesy
Chdm& Read, New York: 96, 168, 169; © Jonathan Meese / Courtesy

Courtesy
Enic Pollizer: 18, © Cmgn And-son / Co«nn/ Twnothy lelor Cullo-y
London: 401; © Cy Twombly: 7, 59; © Cy Twombly / Gagosian Gallery /
Photograph: Robert McKeever: 461; © Cy Twombly / P 2007

Fine Arts, Berlin / Photograph: Jochen Littkemann, Berlin:
330 339 © Jose Maria Sicilia / ARS, NY and DACS, London 2009 /
Gasull fotognﬁl 182; © Joseph Marioni / Galerie Mark Muller, Zuirch,

The Philadelphia Museum of Ar/Art Resource/Scala, Florence: 351;

© Cynthia Westwood / Courtesy Galerie Bertrand & Gruner, Geneva,
Switzarland. Private Collection, Los Angeles, USA: 473; © Damien Hirst.
All rights reserved, DACS 2009: 392; © Damien Hirst. All rights reserved,
DACS 2009 / Countesy of Gagesian Gallery: 299; © Damien Hirst. All
rights reserved, DACS 2009 / Courtesy White Cube / Photograph:
Stephen White: 403, 404; © Dan Sturgis: 158; © Dan Walsh / Courtesy
Paula Cooper Gallery, New York / Photograph: Ellen Wilson: 163; © Dan
Walsh / Courtesy Paula Cooper Gallery, New York / Photograph: Tom
Powel: 162; © Dana Schutz / Courtesy Contemporary Fine Ants, Berlin /
Photograph: Jochen Littkemann, Berlin: 300; © Dana Schutz / Courtesy
the Sastchi Gallery, London and Zach Feuer Gallery (LFL), New York: 433;
© Dana Schutz / Courtesy Zach Feuer Gallery, New York: 445; © Daniel
Buren, Oliver Mosset, Miche! Parmentier, Niele Toroni / ADAGP, Paris
and DACS, London 2009: 13; © Daniel Dezeuze / FRAC Bourgogne
Collection, France: 55; © Daniel Richter / Courtesy Contemporary Fine
Arts, Berlin / Photograph: Jochen Littkemann, Berlin: 250, 341, 342, 340;
© Daniel Richter / Photo CNAC/MNAM, Dist. RMN / Philippe Migeat:
325; © David Hockney: 63, 292; © David Reed / Colloction of Charles W,
Banta / Photograph: Christopher Burke Studio, New York: 167; © David
Reed / Photograph: Boris Becker, Cologne: 410; © David Reed /
Photograph: Johann Koinegg, Graz: 411; © David Salle / DACS, London
/ VAGA, New York 2009: 93; © David Schnell / DACS 2009 / Courtesy
Galorio EIGEN + ART Leipzig/Berlin / Photograph: Uwe Walter, Berlin:
286, 418, 424; © Ding Yi / Courtesy ShanghART Gallery: 196; © Dlrk

/P Nicholas Walster: 143; © Joseph Marioni /
Image Courtesy Peter Blum, New York. Collection Albright-Knox Art
Gallery, Buffalo, NY: 142; © Jules Olitski / DACS 2009 / Tate, London
2008: 10; © Julian Schnabel / Courtesy of Robilant & Voena, London-
Milan: 81, 311, 474; © Julido Smmntolco‘locmﬂ Hirshhorn Museurn
and Sculpture Garden, ph H. Hirsh
Purchase Fund, USA / Photograph: Courtesy S«n Knly Gallery, New
York: 257; © Julido Sarmento / Private Collection, Switzerland /
Photograph: José Manuel Costa Alves: 256; © Julie Mehretu / Courtesy
of the artist and The Project, NY. Collection of Dennis and Debra Scholl,
FL/ Photograph: Richard Stoner: 246; © Julie Mehretu / Courtesy The
Project, NY. Frangois Pinault Collection / Photograph: Tim Thayer: 247;
© Julio Galan: 224; © Jumaldi Alfi / Courtesy Enin Supriyanto: 467; © K.
G. Subramanyan: 357; © Karen Kilimnik / Courtesy 303 Gallery, New
York: 136; 405; © Kat Courtesy Artium de Alava, Vitoria-

aph: Smithsonian American Art Museum / Art Archive /
Scala, Florence: 9; © Kerry James Marshall / Jack Shaniman Gallery: 371;
© Lari Pittman / Courtesy Gladstone Gallery: 223; © Laura Owens /
Gavin Brown's onurpnu 200 281, 283, 453; © Lee Ufan / Courtesy
PaceWilds .R. Christmas: 36; © Lee
Ufon / Phobognph Km Adl-d / lmago courtesy the artist and Lisson
Gallery: 154, © Lponhvm/ﬂmognph WQ,(Iod- Zubala: 271;
©LeonT: icz / Private colk artist’s
archive: 270; © Li Shan / Courtesy of Hannn T r4 G;Ilnry- 105 © Lily van
der Stokker / Courtesy Rooseum, Malmé / Galerie van Gelder,

Braeckmann / Courtesy Zeno X Gallery, Antwerp / Glossner
Berlin: 128; © Dirk Skreber / Courtesy Friedrich Petzel, NY: 322, 323

© Doreen Reid Nakamarra / Papunya Tula Artists / Aboriginal Artists
Agency / National Galllery of Australia, Canberra, Purchmd 2007: 427;
© Dr Leonard McComb RA: 203; © Eberhard Havekost / Courtesy Anton
Kern Gallery, New York: 426; © Ed Ruscha / Courtesy of Gagosian
Gallery: 377; © Elaine Sturtevant: 92; © Elizabeth Blackadder / Courtesy
Browse & Darby, London: 456; © Elizabeth Magill / Courtesy Wilkinson
Gallery, London: 476; © Elizabeth Peyton / Courtesy Gavin Brown's
enterprise: 135, 237, 238, 436, © EllmGolloghovICo‘mymm

: 399; © Lisa Yuskavage / Courtesy David Zwirner, New York:
234; © Liu Kuo-sung / Courtesy Hanart TZ Gallery: 194; © Liu Wei /
Private Collection / Courtesy Christies, London: 327; © Louise Hopkins /
Courtesy Mummery + Schnelle: 375; © Luc Tuymans / Courtesy David
Zwirner, New York: 308, 348, 383; © Luc Tuymans / Courtesy Zeno X
Gallery, Antwerp & Dawid Zwirner, New York: 363, 364, 355; © Luc
Tuymans / Private Collection / Courtesy Zeno X Gallery, Antwerp: 320,
362; © Lucian Freud / Photograph: John Riddy: 198, 199, 441; © Lucian
Fraud / Pnotograph: John Riddy, Ashmolean Museum: 64; © Lucy
McKcnzn/ Courtesy Goetz Collection / Photograph: Nic

and Hauser & Wirth Zirich London: 185; © Emily Kame
DACS 2009 / National Gallery of Victoria, Melbourne. Presented througﬁ
The Art Foundation of Victona by Janet and Donald Holt and family,
Governors, 1995: 179; © Emily Kame Kngwarreye / DACS 2009 / The
Janet Holmes & Count Collection: 180, 181; © Enzo Cucchi / Staatlich

Berlin: 407; © Lucy McKenzie / Courtesy the Saatchi
Gllhfy 137; © Lydia Dona / Courtesy private collection , Boston USA:
171; © Mamma Andersson / Courtesy of Galleri Magnus Karlsson,
Stockholm / Stephen Friedman, London / David Zwimner, New York /
PerErik 284, 439; © Mamma Andersson /

Museen zu Berkin, Nationalgalerie, Collection Marx, Berlin / Photograph:
Galerie Bruno Bischofberger, Zurich: 77; © Eric Fischl: 72, 254, 255, 298;
© Estate Martin Kippenberger / Galerie Gisela Capitain, Cologne: 85,
114, 337; © Estate of Alice Neel 2004 / ph: Naticnal Portrait
Gallery Smithsonian/Art Resource/Scala, Florence: 432; © Estate of
Bhupen Khakkar / Collection of Vivan Sundaram: 38; © Estate of Clifford
Possum Tjapaltarri / Aboriginal Artists Agency / At Gallery of New South
Wales / Photograph: Christophar Snee: 32; © Estate of Clifford Possum
Tjapaltarri / Aboriginal Artists Agency / Central Art Society, The Araluen
Centre, Alice Springs Papunya stock no CP840589: 289; © Estate of
Clifford Possum Tjapaltarri / Aboriginal Artists Agency / The Homles 3
Court Collection, H : 33; © Estate of Jean-Michel Basquiat /
DACS 2009: 82; © Estate of Leon Golub / DACS 2009 / Collection of
Broad Art Foundation / Courtesy Ronald Feldman Fine Arts, New York /
Photograph: David Reynolds: 350; © Estate of Philip Guston / Courtesy
McKee Gallery, New York: 25; © Estate of Philip Guston / Photograph
David Lee / Courtesy McKoe Gallery, New York: 24; © Estaze ofPhlI»p
Guston / Stedefjk Museum, Amsterdam: 60; © Estelle Thompson / Purdy
Hicks Gallery: 165; © Fabian Marcaccio / Beaufort Triennial, Ostende,
Belgium / Courtesy Galerie Thomas Schulte, Berfin: 243; © Fabien
Marcaccio / Courtesy Galerie Thomas Schulte, Berlin: 172, 242; © Fang
Lijun: 201, 204; © Fang Liun / Courtesy Saatchi Gallary, London: 452,

© Farhad Moshiri / Courtesy Galerie Kashya Hildebrand: 382

Courtesy Stephen Friedman Gallery: 440; © Manu Chitrakar: 37; © Maria
Luwg 65, 435; OMom L-smg / Sammlung Ess! Kunst-Verwaltungs
k Atelier

Nmnn Wien: ||0°M¢nlyanw/CouncsyolSm94 New
York: 489; © Marilyn Minter / Courtesy of Salon 94, New York: 193;

© Mark Francis / Collection of Donall Curtin & Anne O’Donohue, Dublin
/ Courtesy of Kerlin Gallery, Dublin: 464; © Mark Grotjahn: 190;

© Marlene Dumas: 109; © Marlene Dumas / Courtesy Zeno X Gallery,
Antwerp: 466; © Marlene Dumas / De Pont Museum of Contemporary
An, Tilburg, The Netherlands / Courtesy Galerie Paul Andriesse: 222;

© Marlene Dumas / Gemeentemuseum, The Hague / Courtesy Galerie
Paul Andriesse: 220; © Marlene Dumas / Tate, London 2008: 221;

© Marlene Dumas / Van Abbe Museum collection, Eindhoven / Courtesy
Galarie Paul Andriesse: 138; © Martin Eder / DACS 2009 / Courtesy
Galerie EIGEN + ART Leipzig/Berlin / Photograph: Uwe Walter, Berfin:
471; © Martin Kobe / Courtesy Christian Ehrentraut, Berlin: 425; © Mary
Heilmann / Courtesy 303 Gallery, New York, Hauser & Wirth Zurich
London / Photograph: Oren Slor: 333, 334; © Mary Heilmann / Courtesy
303 Gallery, New York, Hauser & Wirth Zurich London / ph: Pat

Danmls/DACSZWICoWVwm
Poter Cox, Ench 1
OWWIARS NY and DACS, Lonck
© Richard Patterson / Courtesy, Timothy Taylor Gall
132, 370; © Richard Prince / Courtesy Glacssone G
David Regen: 45, 133, 134; © Robert Mangoid 148
Parasol Unit foundation for contemporany ary’ Phom
White: 144; © Robert Ryman / PaceWice
Photograph: Kerry RyanMcFm 140; © Robert Bym
Museum, ©Rosa Loy /
430; ORm:Blod(wl MMG‘—
© Rover Thomas / National Gallery of Australs, Can

Lodge / Courtesy Wolkowicz and Pippy Houl
229; © Rudi Mantofani / Courtesy of Gajah Gallery,
© Rudolf Stingel / ion Frangors Pinaui Founc

Galleria Massimo De Carlo: 111; © Rudolf Stmael /
Massimo De Carlo / Senti Caleca: £12

Yaoding / Collection of TZ. Chang: 3% © Shaeka &
14; © Shirazeh Houshiary / Courtesy Lisson Gallery:
/ Courtesy Museum Frieder Burda, SBscen-Sacen / #
Naumann, Schnaich: 5; © Sigmar Police / Fromhicn
98; © Sigmar Polke / Photograph: F Rosenstel Kk
Bonn: 99; © Sol LeWitt / ARS, NY and DACS, Londe
Atheneun Museum of Art, Hartord CT. The 4 Gal
Mary Catlin Sumner Collection Fund / Photograh: 4
© Stephen Ellis / Courtesy of Von Linte! Galiery: 170
Pearson Wright: 44; © Stuart Pearson Wright / Nasc
London: 208; © Stuart Pearson Wright / Commussion
First Prize, BP Portrait Award, 2001, 2005, Nasiceal §

Projects, Los Angeles: 225; © TV. Santhosh / Groses
361; OT.IRIWCM‘(WM&Q&
Littkemann, Berlin: 340; © Tate, London 200
Wnnn/CoumsmethoduG»&uy New Yo
Warhol Foundation for the Visual Arts / Artses Righm
York / DACS, London 2009: 15; © The Archive of Faa
DACS 2009 / : At Resource / Scala. Fion
© The Estate of Francis Bacon. Al rights reservec O
Thyssen-Bornemisza, Madrid: 21; © The Estate of M
Courtesy James Hyman Gallery, London: 281, 262. €
R.B. Kita]. Countesy of Marfborough Fine A 197 &1
Lichtenstein/DACS 2009: 16; © The Pollock-Krasner
ARS, NY and DACS, London 2009: 1; © Thomas Nex
PaceWildenstein, New York / Photograph: G R Chesg
© Thomas Scheibitz / Courtesy Produzentengalene.
Photograph: Jens Ziehe: 187; © Thoralf Knobloch /¢
Lehmann, Dresden/Berlin & Wilkinson Gallery, Lonak
Bettina Schéner: 420; © Tilo Baumgartel / Courtesy |
umdon 417; © Tim Eitel / DACS, m/Couqu
/B4 and Pace Wil
421 422 423; © Tim Maguire: 152, 3|8 OYm\q
collection, Mefbourne / Photograph: courtesy the s~
Galleries, Molbourne: 129; © Tomés Sénchez / Cou
Gallory, New York: 295; © Tomma Abts: 188, 189, ©
/ Courtesy Victoria Miro Gallery, London: 155 © Lza
Aboriginal Artists Agency / National Gallery of Vicson
Purchased through The Art Foundation of Victona we
ICI Australia Ltd, Fellow, 1988: 31; © Verne Dawsan |
enterprise, New York: 282; © Vija Celmins / Courtesy
Now York: 120, 122, 123, 124; © Wang Gusngy / &4
collection: 104; © Wang Guangyi / Pace Beying: 101
DACS 2009 / Photograph: Diator Leistner, Wi
Tiibke / DACS 2009/ Photograph: AKG images. 2.1
Courtesy Sadie Coles HQ, London: 386, 387, 388, 38
Kooning / DACS 2009 / Digital image, The Museum
York / Scala, Florence: 20; © Y.Z. Kami / Countesy Gm
29; © Yan Pei-ming / Courtesy David Zwirner, New ¥
Massimo De Carlo, Milan / Photograph: Andné Morm
Kusama / Courtesy of Victoria Miro Gallery: 191, © %
Stuart and Sherry Christhilf: 390; © Yue Mingn: 2, 22
DACSZW’/Photoynpl\ courtesy Korns

Deege
Andriesse; Sue ith; Alex Smailes; Anton Cort

Hearn Gallery: 319; © Mary Heilmann / Secession / Photograph: Matthias
Herrmann: 335; © Mattheur Wolfgang / DACS 2009 / Photograph:
Christoph Sandig. Museum der bildenden Kinste Leipzig: 414;

© Matthew Ritchie / Courtesy Andrea Rosen Gallery, New York /

Cesar Chavez Lechowick; Vivien Bittencourt; Gallary |
Malini; Thomas Cugini; Ha Manh Thang; Irene Rhocs
T.V. Santhosh; Paul Seward; K.G. Subramanyan; Roge
Wood; Yan Pei-ming




