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Intimacy Within Our Abstraction: 
The Art of David Humphrey
Davy Lauterbach

In the spring of 1977, a young David Humphrey made eye contact with his art hero, 
Philip Guston, at the McKee Gallery in Manhattan while Guston was ordering art 
supplies over the phone. Humphrey, who had just graduated from the Maryland 
,QVWLWXWH�&ROOHJH�RI�$UW��VKRW�KLP�D�TXLFN�WKXPEV�XS�WKURXJK�WKH�RIÀFH�GRRU��6DG-
ly, he would never meet Guston, who died in 1980, although, as fate would have 
LW��+XPSKUH\�ZRXOG�JR�RQ�WR�EH�UHSUHVHQWHG�E\�WKDW�VDPH�JDOOHU\��+LV�ÀUVW�PDMRU�
solo exhibition at McKee, in 1984, sparked considerable critical attention, not only 
because of the arresting scenes in his paintings, which became the focus of most 
of the writing about his work, but because he was showing paintings. Humphrey 
was part of an international cohort of American, German, and Italian artists who 
burst onto the art world in the early 1980s, amid a painting renaissance so grand it 
VHHPHG�DV�LI�WKH�PHGLXP�ZDV�UHDIÀUPLQJ�LWV�LQKHUHQW�DUWLVWLF�GRPLQDQFH��Francesco 
Clemente, Jonathan Borofsky, David Salle, and others had introduced a person-
alized ÀJXUDWLYH�LPDJHU\�LQ�WKHLU�DUW��RIWHQ�DSSURSULDWHG�IURP�QRQ�DUW�VRXUFHV�DQG�
featuring psychological and conceptual undertones. The art world at that moment 
offered a fertile DWPRVSKHUH�IRU�+XPSKUH\·V�SDLQWHUO\��ÀJXUDWLYH�FUHDWLRQV�DV�ZHOO�
as his political inclinations. Formally and conceptually, his work has always been 
closely linked to his engagement with the complicated task of picture making as 
D�ZD\�RI�H[SUHVVLQJ�WKH�LQWULFDFLHV�RI�EHLQJ�DOLYH��+XPSKUH\·V�SDLQWLQJV�HPHUJHG�
DV�D�NLQG�RI�QHZ�YLVLRQ�RI�6XUUHDOLVP�WKDW�GHÀQHG�LWVHOI�DJDLQVW�WKH�UHGXFWLYH��SXUH�
painting that was going on in New York prior to the 1970s and the relative lack of 
new painting during the 1970s, when photography was booming and art was no 

ÀJ�����7KH�0F.HHV�ZLWK�3KLOLS�*XVWRQ�DW�KLV�
studio in the late 1970s. Photo by Francis 
Barth.
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ORQJHU�QDUURZO\�LGHQWLÀHG�ZLWK�SDLQWLQJ��+XPSKUH\�KDV�VLQFH�EHHQ�RQH�RI�WKH�PRG-
HUQ�DUW�ZRUOG·V�PRVW�LQWHUHVWLQJ�DQG�SURJUHVVLYH�ÀJXUHV��DQG�KLV�FDUHHU�LV�IDU�IURP�
over.
 If the 1980s was the decade in which Humphrey came of age as a painter, 
it was the previous decade, when he was an undergraduate at MICA, that sup-
plied his artistic foundation. To paraphrase Arthur Danto, art schools in the 1970s 
EHFDPH�GHÀQLQJ�LQVWLWXWLRQV�RI�WKH�DUW�ZRUOG��DOEHLW�YHU\�GLIIHUHQW�VFKRROV�WKDQ�
WKH�WUDGLWLRQDO�DFDGpPLHV�GHV�EHDX[�DUWV��QRW�WUDLQLQJ�LQVWLWXWLRQV�EXW�LQVWLWXWHV�RI�
advanced thinking, where teachers and students were often understood as peers.1 
+XPSKUH\·V�HDUO\�DUWLVWLF�HQGHDYRUV�LQYRNHG�XQVHWWOLQJ�PRRGV�LQ�RIWHQ�DPELJXRXV�
pictorial settings, which seemed in harmony with his appreciation for the poststruc-
turalist theories making their way into American art schools and liberal arts univer-
sities at the time. At the core of poststructuralism is the idea that, in order to
understand a cultural object, it is necessary to examine not only its formal ele-
ments but also the systems of knowledge from which it was produced and the 
social context in which it is situated. Simultaneously, poststructuralist theories were 
being tested and challenged by the global explosion of pop culture and new media. 
These were broken times, but the zeitgeist was advantageous for art-school stu-
dents, who (unlike their teachers) had gained the freedom to explore their work as if 
they had no past to renounce. Students were, in any case, considered artists already. 
 The geographical center of the American art world before and since the 
1970s has been New York. But during that decade, a dispersed constellation of 
art schools, spanning from coast to coast, were making their presence felt. These 
were not workshops in which one acquired the basic skills of painting, drawing, or 
design. They were running seminars on the very meaning of art and its politics—
even if its politics were taken for granted. As Arthur Danto explains, “There was, so 
to speak, no artistic a priori��DUW�FRXOG�EH�DQ\WKLQJ��%XW�EHFDXVH�D�UDGLFDO�SROLWLFDO�
consciousness was carried over from the 1960s, the mentalité of the art-school art-
ist—student or teacher—was far less tolerant than the openness of artistic practice 
would lead one to believe. So, it was a period of intense experimentation, in which 
artists could try anything so long as it was not politically disapproved.”2

 Humphrey arrived in Baltimore in the fall of 1973. Navigating through his 
ÀUVW�H[SHULHQFHV�ZLWK�SDLQWLQJ�DW�0,&$��KH�FKRVH�ODWH�3LFDVVR�DQG�0D[�%HFNPDQQ�
as his guides into the psychologically charged pictorial imagery he was eager to 
explore. One memorable day during his sophomore year, while randomly search-
ing the library stacks, Humphrey stumbled upon a couple of slim catalogues from 

ÀJ�����'DYLG�+XPSKUH\��Untitled, 1978. Oil 
on canvas, 54 × 36 in.



8

*XVWRQ�H[KLELWLRQV�DW�WKH�0DUOERURXJK�DQG�0F.HH�JDOOHULHV��ÀOOHG�ZLWK�SDLQWLQJV�
WKDW�VHHPHG�WR�EH�FDOOLQJ�WR�KLP�IURP�KLV�RZQ�IXWXUH�EXW�ZHUH�EHLQJ�PDGH�QRZ��
paintings that expressed the challenges of being human, paintings that needed to 
EH�HQFRXQWHUHG�SK\VLFDOO\��SDLQW�WKDW�ZDV��XQWLO�YHU\�UHFHQWO\��ZHW�LQ�*XVWRQ·V�VWXGLR�
DQG�ZDV�QRZ�EDUHO\�GU\��+XPSKUH\·V�DGPLUDWLRQ�IRU�*XVWRQ·V�ZRUN�ZDV�IHUYHQW�
enough that he spent his junior year at the New York Studio School, hoping in vain 
WKDW�*XVWRQ�ZRXOG�YLVLW��DV�SURPLVHG�LQ�WKH�VFKRRO·V�SURPRWLRQDO�OLWHUDWXUH���+XP-
SKUH\�H[SODLQV�KLV�RULJLQDO�H[FLWHPHQW�IRU�WKH�DUWLVW�DV�FHQWHULQJ�RQ��

. . . the way Guston articulates and celebrates incipience��WKH�SRWHQ-
tial for a thing to come into being. He lays out the basic terms (in his 
SUH�ÀJXUDWLYH�ZRUN�RI�WKH�VL[WLHV��WKDW�ZLOO�ODWHU�EH�XVHG�WR�PRUH�HP-
phatically name things, but things still haunted by a prior incipience. 
The blunt forms that . . . become books, canvases, shoes or heads, 
bear the memory of and often slip back into undifferentiated muck—
or sometimes, after some scraping or smushing, an entirely different 
object. The habitats emerge tactilely, the way one imagines a space 
by means of blind groping. I like thinking of his world as ham-hand-
ed—that corporeal seeing is performed through touch and makes 
cured meat out of our paws. His work argues that we are made of the 
same stuff as the things we make or consume.3

� ,I�ZH�ORRN�DW�WKH�ODUJHU�KLVWRULFDO�FRQWH[W�RI�*XVWRQ·V�UHODWLRQ�WR�WKH�FRQWHP-
porary art scene, we can identify the impetus for how art schools became what 
they were in the 1970s. The discourse dominating American painting from the 
early 1950s included several generations of artists, like Willem de Kooning and 
Jackson Pollock, who were championed by the critic Clement Greenberg. Green-
berg contended that the modernist movement involved creating artworks that were 
more and more about their particular medium, with an emphasis on the inherent 
ÁDWQHVV�RI�WKH�SLFWRULDO�SODQH��LQ�FRQWUDVW�WR�WKH�LOOXVLRQ�RI�GHSWK�FRPPRQO\�IRXQG�
in painting since the Renaissance and the invention of pictorial perspective. In his 
famous 1939 essay “Avant-Garde and Kitsch,” Greenberg argued that, in response 
to the impoverished cultures of both modern capitalist democracies and dictator-
ships, artists withdrew to create novel and challenging artworks that maintained the 
possibility for critical experience and attention.4 His belief in formal autonomy was a 
reaction against kitsch art, which he deemed a prepackaged emotional distraction 

ÀJ�����3KLOLS�*XVWRQ��The Studio, 1969. 
Oil on canvas, 48 × 42 in. © The Estate 
of Philip Guston, courtesy Hauser & 
Wirth.
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geared toward easy, unchallenging consumption. But by the late 1960s the world 
was changing so radically and rapidly that artists were posing increasingly broad 
and fundamental questions of existence. The younger generation of artists and 
faculty—including Guston, who was then teaching at the New York Studio School, 
DPRQJ�RWKHU�SODFHV³KDG�ZRUNHG�WKURXJK�*UHHQEHUJ·V�$PHULFD�FHQWULF�SXUH�PRG-
ernism and scoffed at his antagonism toward postmodernist theories and socially 
engaged movements in art. In 1970 ARTnews�TXRWHG�*XVWRQ·V�DPELYDOHQFH�WR-
ZDUG�IRUPDO�DEVWUDFWLRQ��´,�JRW�VLFN�DQG�WLUHG�RI�DOO�WKDW�3XULW\��,�ZDQWHG�WR�WHOO�VWR-
ries.”5 
 At MICA Humphrey was immediately plunged into an art scene that was nei-
ther pure nor hung up on traditional modes of art making. He recently described his 
classmates at MICA to me as a “highly drug- and sex-fueled tribe” that he was hap-
py to be among. In a recent interview for the Brooklyn Rail��KH�UHÁHFWHG��´,Q�KLJK�
VFKRRO�,�PDGH�VRPH�VWRQH�FDUYLQJV�DQG�EOREE\�SODVWHU�VFXOSWXUHV�EXW�KDGQ·W�SDLQW-
ed that much or drawn at all . . . I was charged by the energy of remediation. Ev-
eryone was so talented; they all knew how to draw. I became obsessed and did it 
all the time in order to catch up; that was my running start.”6 A lot of these kids had 
been the best artists in their high schools, who, in large part, left the suburbs to go 
to art institutions in urban areas, where they formed diverse punk rock consortiums 
built around high-minded thinking and emotionally charged rebellious attitudes, un-
afraid to offend or push buttons. MICA itself was where art bad boy Jeff Koons and 
many other notable art deviants graduated from in the 1970s. Humphrey told me 
of school-sponsored drunken annual balls featuring nude impromptu performance 
DUW�ZKHUH�VWXGHQWV�PL[HG�ZLWK�%�OLVW�PRYLH�VWDUV�IURP�-RKQ�:DWHUV�ÀOPV��7KLV�W\SH�
of creative environment was not unique to MICA. David Salle and John Baldessari 
KDYH�IDPRXVO\�WROG�VWRULHV�IURP�WKHLU�GD\V�DW�&DO$UWV��RI�ÀJXUH�GUDZLQJ�FODVVHV�LQ�
which not only the models but also the students were nude; they transformed their 
bodies into something magical with marks, like war paint, that were then trans-
ferred to another surface.7 
 Art has always evolved, of course, but, arguably, never before had the 
way art was taught changed so dramatically. The study of craft and the tradition-
al handling of paints and materials that had been passed down for centuries was 
now largely relegated to courses in illustration, because art making was no longer 
FRQÀQHG�WR�WKH�FUHDWLRQ�RI�SDLQWHG�SLFWXUHV�RQ�SLFWRULDO�SODQHV��%\�������ZKHQ�,�
PHW�'DYLG�LQ�P\�ÀUVW�\HDU�RI�JUDGXDWH�VWXG\�LQ�WKH�SDLQWLQJ�GHSDUWPHQW�DW�5,6'��
,�WRR�VDZ�ÀUVWKDQG��DV�D�WHDFKLQJ�DVVLVWDQW�IRU�XQGHUJUDGXDWH�SDLQWLQJ�FRXUVHV��

ÀJ�����'DYLG�6DOOH��Old Bottles, 1995. Oil 
and acrylic on canvas, 96 1/2 × 128 in. 
© David Salle. Courtesy Skarstedt Gallery, 
New York.
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how, for the enlightened, painting as craft is of marginal interest. A few years af-
ter graduating I attended an Arthur Danto lecture where he proclaimed (to the 
dismay of many) how, after freshman foundation, there is essentially no reason 
to study painting unless you need it to realize some concept, just as you would 
learn glass-blowing or computer programming if you needed that for your work.8 
$QG�LI�\RX�QHHGHG�WR�SDLQW��\RX�ZRXOG�SUREDEO\�MXVW�WU\�WR�ÀJXUH�LW�RXW�RQ�\RXU�RZQ��
$W�&DO$UWV��(ULF�)LVFKO�QHYHU�OHDUQHG�WR�SDLQW�WKH�ÀJXUH��EXW�ZKHQ�KH�QHHGHG�WR��
he thought, “What the hell, I can do that.”9 Imagine explaining this to the students 
GHSLFWHG�EHKLQG�HDVHOV�LQ�-HDQ�+HQUL�&OHVV·V�HQJUDYLQJV�RI�-DFTXHV�/RXLV�'DYLG·V�
post–French Revolution art classes, or students who were endeavoring to master 
anatomy with Thomas Eakins at the Pennsylvania Academy of the Fine Arts in 
WKH�ODWH�QLQHWHHQWK�FHQWXU\��RU�WKH�VWXGHQWV�LQ�3DXO�.OHH·V�RU�-RVHI�$OEHUV·V�WZHQWL-
eth-century Bauhaus school studios, where the emphasis on practical skills, crafts, 
and techniques was reminiscent of the medieval guild system.10 Nonetheless, in 
+XPSKUH\·V�WLPH��WKHUH�ZHUH��DQG�VWLOO�DUH��QXGH�PRGHOV�LQ�ÀJXUH�GUDZLQJ�FODVVHV��
students still have charcoal sticks and big pads of newsprint paper for studying 
KXPDQ�JHVWXUH�DQG�WKH�IRUHVKRUWHQLQJ�RI�OLPEV�LQ�VSDFH��,Q�IDFW��LW�LV�VLJQLÀFDQW�
that Humphrey himself has taught as a critic at some notable art institutions—NYU, 
RISD, Yale, Columbia, and the University of Pennsylvania, to name a few—whose 
students are eager to study painting within an institutional context that encourag-
HV�D�FRQFHSWXDO�DSSURDFK�WR�DUW�PDNLQJ��,W�LV�DOVR�ZRUWK�QRWLQJ�WKDW�+XPSKUH\·V�
attachment to the art institution after graduating from MICA has kept him actively 
LQYROYHG�LQ�FULWLFDO�WKLQNLQJ�DQG�XQGRXEWHGO\�ZLWK�KLV�ÀQJHU�RQ�WKH�SXOVH�RI�SRS�FXO-
ture over the last four decades. 

7KH�JUHDW�VKLIW�LQ�WKH�H[HUFLVHV�RI�WKH�DUW�VWXGHQW�LQ�WKH�ODWH�����V�DQG�·��V�
also included a turn toward outlandish affect in an effort to harness the most basic 
emotions, so as to reconnect with what is ordinarily repressed. These students, 
knowingly or not, were looking for something far more primordial than what had 
EHHQ�DFKLHYHG�E\�3OLQ\·V�OHJHQGDU\�&RULQWKLDQ�JLUO��ZKHQ�VKH�DOOHJHGO\�LQYHQWHG�
GUDZLQJ�E\�WUDFLQJ�WKH�VKDGRZ�RI�KHU�ORYHU·V�SURÀOH�RQ�WKH�ZDOO�EHIRUH�KH�ZHQW�
LQWR�EDWWOH��$QG�WKLV�NLQG�RI�OHDUQLQJ�ZDV�D�GLUHFW�UHÁHFWLRQ�RI�WKH�NLQG�RI�GLVFRXUVH�
on art that was taking place at the time. It was a discourse that fed on the radical 
LGHDV�RI�LWV�HUD��1RUPDQ�2��%URZQ·V�VFDQGDORXV�YLHZV�RQ�SRO\PRUSKLF�VH[XDOLW\��
WKH�/LYLQJ�7KHDWUH·V�H[SHULPHQWDO�Paradise Now, primal scream therapy, Perry 
Anderson and the New Left Review, Woodstock (where Guston had a studio) as 
utopia.11 There was even a global connection between these ideas and the grass-

ÀJ�����-HDQ�+HQUL�&OHVV��The Studio 
of Jacques-Louis David, c. 1804. 
Lithograph, 18 1/4 × 23 in. Musée de la 
Ville de Paris, Musée Carnavalet, Paris.
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roots political upheavals happening in Eastern Europe and Latin America. It was a 
radical time of throwing out the old and ushering in the new as a way to visualize 
what had not yet been seen, a scary but exhilarating time and also the ideal setting 
IRU�SRVWPRGHUQLVP�WR�ÁRXULVK�
 Frederic Jameson famously uses the Bonaventure Hotel in Los Angeles 
as the paradigmatic case study of postmodern art and also as an allegory of the 
new hyperspace of our global market, which is dominated by the corporations of 
late capitalism. He argues that the Bonaventure, like most examples of postmod-
ern architecture, does not attempt to blend into its surroundings but aims rather to 
UHSODFH�WKH�ROGHU�EXLOGLQJV�DURXQG�LW��HYHQ�WKRXJK�LWV�VKLQ\�VXUIDFHV�PD\�UHÁHFW�
them. The Bonaventure endeavors to be a total space, a whole world, which in-
troduces a new form of collective behavior where one does not have to leave its 
premises to buy what one may need. Depthless-ness, pastiche, the fragmentation 
of the subject, and other characteristics of postmodern culture, Jameson notes, 
have loosened the strictures between high and low culture to produce one big, 
varied consumer culture. Jameson argues that our need to produce ever-newer 
goods allocates an essential structural position to aesthetic novelty.12 What is true 
of architecture is no less true of drawing or painting. It is also important to empha-
size that there are moral qualities to the idea of going against what came before. 
Easel painting is a form of art distinct to the West, but by the 1970s the West itself 
was demonized in the wake of the Vietnam War, and painting, which had histori-
cally been the preeminent medium of Western artistic superiority, was collaterally 
GHPRQL]HG��3DLQWLQJ�DQG�VFXOSWXUH�ZHUH�VR�LGHQWLÀHG�ZLWK�WKH�SROLWLFDO�HVWDEOLVK-
ment that it seemed imperative to dissociate from them as a way of expressing 
opposition to a despised government.13 Beyond that, there was a vexed question 
in speculative feminism as to whether or not painting was connected with a kind of 
masculinist psychology, making its appropriateness to feminine artistic conscious-
ness uncertain.14�$UWKXU�'DQWR�ZURWH�H[WHQVLYHO\�RQ�WKLV�KLVWRULFDO�WUDQVLWLRQ�

There was a massive critique of a number of what were felt to be 
disabling concepts—the genius, the Great Artist, the masterpiece, the 
PXVHXP�RI�ÀQH�DUWV��WKH�LGHD�RI�DUWLVWLF�TXDOLW\��6LQFH�DUW�FULWLFLVP�ZDV�
GHHSO\�LQÁHFWHG�ZLWK�FXOWXUDO�FULWLFLVP��SDLQWLQJ�IDFHG�REMHFWLRQV�WR�LWV�
existence unparalleled since the iconoclastic controversies of earlier 
DJHV��7KHUH�KDG�DOZD\V�EHHQ�D�PRUDOLW\�RI�SDLQWLQJ��ÀUVW�LQ�WHUPV�RI�
a morality of subject matter, later in terms of a morality of aesthetic 

ÀJ�����-RKQ�&��3RUWPDQ�-U��Westin 
Bonaventure Hotel, 1976. Los Angeles.
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purity, which reigned in the modernist period for which Clement 
Greenberg was the main spokesman. But never had the morality of 
painting as painting been an issue as it came to be in the 1970s. It 
was widely presupposed that in any case painting was internally ex-
hausted, having used up all its possibilities . . . The young American 
painters who made such a splash in the early 1980s were so thor-
RXJKO\�WKH�SURGXFWV�RI�WKHLU�DUW�VFKRROV·�IRUPDWLYH�DWPRVSKHUH��VR�GLI-
ferent from anything that had prevailed in earlier times, that they were 
obliged to reinvent—and rejustify—the idea of painting if they were to 
persist in its practice. For one thing, if they were to become painters, 
they would have to paint in an unprecedentedly pluralistic art world, 
where painting was far from primus inter pares�>ÀUVW�DPRQJ�HTXDOV@�15 

� $QG\�:DUKRO·V�JLIW�WR�WKH�DUWLVWV�RI�+XPSKUH\·V�JHQHUDWLRQ�ZDV�WKH�SHU-
PLVVLRQ�WR�ERUURZ�IUHHO\�IURP�DQ\�WLPH�DQG�SODFH�LQ�RUGHU�WR�FRQVWUXFW�RQH·V�RZQ�
LPDJH��+XPSKUH\·V�ZRUN�VHHPV�WR�HYROYH�RXW�RI�QLQHWHHQWK�FHQWXU\�IRUPDOLVP�LQ�
its adherence to prescribed forms, although simultaneously it also uses twenti-
eth-century primitivism, which throws Western tradition out the window. He nods 
to mid-century pop culture as well as to Surrealism and its Italian cousin, Pittura 
0HWDÀVLFD��,W�LV�DV�D�UHVXOW�RI�WKLV�SOXUDOLVP��WKURXJK�ZKLFK�DUW�DSSHDUV�GLYHVWHG�RI�
JRDOV�DQG�GLUHFWLRQ��WKDW�+XPSKUH\·V�SDLQWLQJV�EHFRPH�ÁRXULVKLQJ�ODQGVFDSHV�IXOO�
RI�SRVVLELOLWLHV��LQ�ZKLFK�FRXQWOHVV�YDULHWLHV�RI�ÁRZHUV�PD\�EORRP��,Q�WKLV�VHQVH��
Humphrey is a true postmodernist. He and his contemporaries found in pluralism a 
way to represent a world of fractured meanings in art and language. The paintings 
of David Salle, for instance, embrace what Danto calls a “disjunctiveness” between 
the meanings of connected symbols, which is accepted as the common parlance 
of postmodernist painting.16 Salle juxtaposes seemingly unrelated images in differ-
ent styles within a single canvas while often attaching extraneous objects, such as 
ÁRZHU�YDVHV��IHPLQLQH�XQGHUJDUPHQWV��DQG�FLJDUHWWH�SDFNV��WR�WKH�ZRUN��+H�PL[HV�
bland, notational drawing styles with cartoony ones that almost express contempt 
IRU�WKH�LGHD�RI�YLUWXRVLF�GUDIWVPDQVKLS��+XPSKUH\·V�HDUO\�ZRUNV��OLNH�6DOOH·V�ZRUN��
revel in this elliptical world of incongruous fragmentation where little adds up or is 
ever resolved. Despite this, there is always enough mystery in their work to contin-
uously demand our attempts at interpretation. As for whatever appropriations one 
discovers while doing so, it would be hard to argue that either painter is derivative. 

After MICA Humphrey attended NYU, graduating in 1980 with an MA in 

ÀJ�����$QG\�:DUKRO��Debbie Harry, 1980. 
Acrylic and silkscreen ink on linen, 42 ×  
42 in. Andy Warhol Museum, Pittsburgh. 
© The Andy Warhol Foundation for the 
Visual Arts, Inc. / Artists Rights Society 
(ARS), New York.
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liberal studies. This was a time when he was able to remediate his underdeveloped 
art-school humanities education. Because he had already established a strong 
studio practice, he could take classes in the various graduate departments at NYU 
without losing momentum. His studies began in the English department, focusing 
mostly on the Romantics and literary criticism. From there he moved into cinema 
VWXGLHV��ZKLFK�ZDV�LQ�WKH�WKURHV�RI�WKH�ÀUVW�ZDYH�RI�SRVWVWUXFWXUDOLVP��,Q�DGGLWLRQ�
to reading Gilles Deleuze, Jacques Derrida, and Michel Foucault, Humphrey en-
thusiastically read a lot of Freud and a little Lacan, who was often cited in feminist 
cinema studies. By the time he graduated, he was familiar with the prevailing theo-
retical discourses of the institutions he had attended, but almost entirely self-taught 
as a painter.
 Humphrey emerged from school as a rather heavy-handed abstract-ish 
realist, a somewhat marginal position to occupy in terms of the art culture of the 
time. He fell onto the art scene “a micro-beat behind Julian Schnabel and David 
Salle,” according to Phong Bui.17�'DQ�&DPHURQ·V�DUWLFOH�´1HR�6XUUHDOLVP��+DYLQJ�
it Both Ways” in the November 1984 issue of Arts Magazine�SRVLWHG�+XPSKUH\·V�
emerging moment alongside that of George Condo, Carroll Dunham, Kenny 
Scharf, and a few others. They were all in a group show entitled New Hand-Painted 
Dreams: Contemporary Surrealism at Barbara Gladstone in 1984. Humphrey may 
have been grouped with these artists, but there was little coherence. In retrospect, 
it is clear that this show was very postmodern in its 1980s-revivalist sentiment. 
Humphrey said of the time, “All kinds of historic moments were being reconsidered 
and recontextualized. I was happy to use my work as a way to retell the story of 
modern art.”18 Part of the reason Humphrey was something of an outsider was 
that he was living in the East Village, playing in a band, and making his art while 
showing at an uptown gallery that represented a lot of established older artists. 
Humphrey still seems to enjoy inhabiting the seemingly incompatible worlds of the 
downtown rock scene and the academic, shall we say, elite-level institutions where 
he teaches and shows his work.
� 2Q�WKH�SOD\LQJ�ÀHOG�RI�PRGHUQ�DUW��WKH�SDLQWLQJV�+XPSKUH\�VKRZHG�DW�
McKee in 1984 would have been considered out of bounds a few years earlier. 
6WHYHQ�:HVWIDOO�ZURWH�RI�+XPSKUH\·V�ZRUN�LQ�WKH�����V��

:KLOH�>WKH�SDLQWLQJV@�GHÀQLWHO\�KDYH�WKH�SK\VLFDO�SUHVHQFH�RI�FRQ-
crete “actions” in paint, they lead the slow-lane life of painted pic-
tures, of dreams suspended in material. I believe that the resurgence 

ÀJ�����*HRUJH�&RQGR��After Arcimboldo, 
1983. Oil on canvas, 60 × 45 1/2 in. 
© George Condo / Artists Rights Society 
(ARS), New York.

ÀJ�����&DUUROO�'XQKDP��Untitled, 1987. 
Acrylic and graphite on wood veneer 
mounted on wood, 56 × 32 in. 
© Carroll Dunham. Courtesy the artist 
and Gladstone Gallery, New York and 
Brussels.
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of interest in the painted picture springs from a deep recognition of 
the correspondence it carries with the imaginative lives of individu-
als. The quiet simultaneity of material fact and depicted space in a 
SDLQWLQJ�LV�SK\VLFDO��IHOW�DQG�VXEMHFWLYH��+XPSKUH\·V�SLFWXUHV�DGGUHVV�
themselves to our apprehension of this simultaneity and its rich psy-
chological implications.19 

A lot of the abstract art being made prior to the 1970s asked us to accept a certain 
elevated level of purity in the abstract that surpassed, on an emotional level, any of 
our own personal weaknesses as human beings. One of the delightful aspects of 
+XPSKUH\·V�ZRUN�LV�KRZ�KH�WULHV�WR�ÀQG�D�KXPDQ�FRQQHFWLRQ�WR�WKH�DEVWUDFW�DUHDV�
of his paintings. For example, in Confusion of Tongues (1987) and A Comparative 
Anatomy���������+XPSKUH\·V�LFRQRJUDSKLF�DEVWUDFWHG�ERG\�SDUWV��RUJDQV��DQG�
RULÀFHV�VHW�DJDLQVW�ODUJH�VFDOH��KD]\�GHPDUFDWLRQV�RI�SXEOLF�VSDFHV�DQG�JHQHULF�
domestic interiors function as mysterious portals into a theater of memory and cor-
poreal language. Thankfully, these complicated paintings do not offer easy Platonic 
allegories of ignorance and knowledge. Instead, they capture a sensation that is 
DOOXGHG�WR�LQ�GH�&KLULFR·V�Song of Love���������7R�TXRWH�0R0$·V�ZDOO�WH[W�RQ�WKH�
SDLQWLQJ��´%\�VXEYHUWLQJ�WKH�ORJLFDO�SUHVHQFH�RI�REMHFWV��GH�&KLULFR�FUHDWHG�ZKDW�
KH�WHUPHG�¶PHWDSK\VLFDO·�SDLQWLQJV��RU�UHSUHVHQWDWLRQV�RI�ZKDW�OLHV�¶EH\RQG�WKH�
SK\VLFDO·�ZRUOG��&ORDNHG�LQ�DQ�DWPRVSKHUH�RI�DQ[LHW\�DQG�PHODQFKRO\��GH�&KLULFR·V�
humanoid forms, vacuous architecture, shadowy passages and eerily elongated 
streets evoke the profound absurdity of a universe torn apart by World War I.”20 In 
As Lovely as the Law (1987), Humphrey uses abstraction to augment a psychology 
EH\RQG�WKH�SK\VLFDO�ZRUOG�RI�WKH�DUFKLWHFWXUDO�VWUXFWXUHV�DQG�ÀJXUHV�LQ�WKH�SDLQWLQJ��
There is no obvious reason for the juxtaposition of the objects here, and although 
the works of man are present everywhere, man himself is strangely absent, save 
for a blue mug shot head. We can assume there are some personal references in 
the painting, but what is moving is how the abstraction draws us with childlike inno-
cence into the iconography. Humphrey guides our focus less toward his own per-
sonal thoughts and psychology than toward the strangeness of the world and our 
LQGLYLGXDO�ZD\V�RI�SHUFHLYLQJ�LW��,Q�+XPSKUH\·V�HDUO\�SDLQWLQJV��WKRXJKW�FRQVLVWV�RI�
jumbled images and impulses that put us in touch with the lower layers of the mind 
in a play of verbal and visual poetry. Indeed, most of the work Humphrey showed 
in the 1980s commanded a varied language of multi-imagery similar to what we 
ÀQG�LQ�SRHWU\��LQ�WKH�ZD\�ODQJXDJH�HPEUDFHV�ERWK�ÀJXUDWLRQ�DQG�DEVWUDFWLRQ��+H�

ÀJ������'DYLG�+XPSKUH\��As Lovely as 
the Law, 1987. Oil on canvas, 76 × 64 
in. 

ÀJ������*LRUJLR�GH�&KLULFR��The Song of 
Love, 1914. Oil on canvas, 28 3/4 × 23 
3/8 in. Museum of Modern Art, New York.
© Artists Rights Society (ARS), New York 
/ SIAE, Rome.
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was using pictorial language as content. In other words, the massive presence the 
paintings achieved came from the authority wielded by the abstract language of 
painting (brushstrokes, composition, color) over the wildly associative or grotesque 
imagery, usually referring to the human body. Humphrey explains, “When postmod-
ernism was emerging, the impulse to break conventional pictorial language apart 
or mix it up was very pervasive. The assumption was that if you rubbed hetero-
geneous languages against each other you could either neutralize their power or 
draw something else out as a new kind of power. I was interested in the latter.”21 

+XPSKUH\�ZDV�FHUWDLQO\�WKLQNLQJ�DERXW�*XVWRQ·V�ODWH�SDLQWLQJV�DW�WKLV�WLPH��
DQG�,�JHW�WKH�VHQVH�KH�DOVR�IHOW�VRPH�WUHSLGDWLRQ�DERXW�SDLQWLQJ�UHDOLVWLFDOO\��,W·V�DV�
though he knew the historical weight of narrative realism might crowbar out any ex-
perimental playfulness he was discovering in his abstractions. And who could fault 
him? Plato himself challenged the value of representational art by questioning the 
value of an intended visual experience if depiction is merely an illusionary imitation 
of appearance. Two and a half millennia later, the use of heavily applied, layered 
RLO�SDLQW�RQ�ODUJH�VWUHWFKHG�FDQYDVHV�ZLWK�DEVWUDFW�PDUNV�PD\�KDYH�UHDIÀUPHG��
for Humphrey, the relevance of modernism in his work, but the paintings he would 
soon make would be truly postmodern, insofar as how little one need know about 
the history of art to understand what they are about.  
 If we look at the work Humphrey was making in the late 1980s and ear-
O\�·��V��ZH�ÀQG�LW�KDV�LWV�RZQ�VDWLULFDO�FROOHFWLRQ�RI�YLVXDO�PHWDSKRUV�DQG�LQWHUQDO�
FURVV�UHIHUHQFHV��VLPLODU�WR�ZKDW�ZH�PLJKW�ÀQG�LQ�D�ERRN�RI�HLJKWHHQWK�FHQWXU\�
:LOOLDP�+RJDUWK�HQJUDYLQJV��&KDUOHV�/DPE�VDZ�+RJDUWK·V�LPDJHV�DV�ERRNV�ÀOOHG�
with the “teeming, fruitful, suggestive meanings of words. Other pictures we look 
at—his prints we read.”22 Likewise, I know of no other twentieth-century artist who 
can describe loneliness as eloquently as Chris Ware in just a few wordless comic 
VWULS�SDQHOV��6RPHWKLQJ�VLPLODU�WR�WKHVH�DUWLVWV·�UHDGDELOLW\�ZDV�HPHUJLQJ�LQ�+XP-
SKUH\·V�SDLQWLQJV�LQ�WKH�HDUO\�����V��EXW�LQ�D�PXFK�PRUH�FLQHPDWLF�ZD\��ZKLFK�
perhaps explains why the critical literature on him, as on Hogarth and Ware, is 
comprised of what Danto would call “exercises in moral psychology” in which one 
or another interpretation is tested against whatever clues a picture gave. Hogarth 
ÀOOV�KLV�HQJUDYLQJV�ZLWK�FUDIW\�GHWDLOV�DQG�OLWWOH�PRPHQWV�WKDW�LQGLYLGXDOO\�FRPPHQW�
on the central action, like theatrical asides to the audience.23 Humphrey uses crafty 
details, too, but there are always different ways of interpreting them. Do the two 
funnel-shaped obtrusions inside the gray mass in Into the Den (1994) represent 
eyes looking outward or spirals for us to look inward? What role do those vessels 

ÀJ������&KULV�:DUH��Building Stories, 
2007. Lithograph, 23 1/2 × 15 3/4 in. 
© Chris Ware. Courtesy the artist and 
Carl Hammer Gallery, Chicago, IL.



16

FRQWULEXWH�WR�WKH�SDLQWLQJ·V�RYHUDOO�LQWHUSUHWDWLRQ�ZKHQ��WR�EHJLQ�ZLWK��WKH�UHODWLRQ-
ship between the mushy appearance of a girl and her environment is not readily 
clear? In a 1995 interview with Elaine A. King, Humphrey speaks about Into the 
Den DV�RQH�RI�D�VHULHV�RI�SDLQWLQJV�KH�PDGH�WKDW�XVHG�ÀOPPDNHU�*HRUJH�$��5RPH-
UR·V�PRYLH�The Dark Half �������DV�D�VWDUWLQJ�SRLQW��7KH�ÀOP�ZDV�VKRW�XVLQJ�WKH�DF-
WXDO�KRXVH�+XPSKUH\�JUHZ�XS�LQ�DV�WKH�UHVLGHQFH�IRU�WKH�PDLQ�FKDUDFWHU·V�IDPLO\��
+XPSKUH\�H[SODLQV��

So I rented The Dark Half and ran it through my computer to grab 
images. In the computer I eliminated everything from those images 
that was not part of my memory. I got rid of everything George Romero 
put in as my way of restoring the house to what I remembered. I then 
projected materials from my own image repertoire into those erasure 
blanks. In a sense I haunted a private space, which I discovered in 
public. It was so strange to recognize those peculiar, personal de-
WDLOV�LQ�D�PDVV�PDUNHW�SURGXFW��,W�ZDV�YHU\�GLVWUDFWLQJ��YHU\�GLIÀFXOW�
to watch the movie because tiny details at the edge of the frame, an 
DUFKLWHFWXUDO�RUQDPHQW�RU�D�ERRNFDVH��WULJJHUHG�YHU\�VSHFLÀF�PHP-
ories. I thought it would be quite lively to play in that volatile space 
between public and private.24

These paintings imply something about the suburbs, something about the ambi-
JXLW\�RI�WKH�ÁHVK��DQG�SRVVLEO\�VRPHWKLQJ�WRZDUG�D�PRUDO�SV\FKRORJ\�RI�VH[XDO�
awareness. The pleasure of the paintings lies largely in how, as with Hogarth and 
Ware, one needs little more than literacy in the book of ordinary life to participate in 
the interpretation.25 Even when the imagery appears to become abstract, there are 
HQRXJK�GHWDLOV�JLYHQ�LQ�RUGHU�WR�KLQW�DW�WKH�VSHFLÀFLW\�RI�D�VSDFH��

What we see in Hogarth and Ware but are truly compelled to see in Humphrey 
are the lower reaches of human psychology through the modern lens of a cinematic 
theoretical apparatus. Jean-Louis Baudry uses cinematic apparatus theory to ex-
SODLQ�KRZ�ÀOP�LV�E\�QDWXUH�LGHRORJLFDO�EHFDXVH�LWV�PHFKDQLFV�RI�UHSUHVHQWDWLRQ��WKH�
FDPHUD�DQG�HGLWLQJ��DUH�LGHRORJLFDO�HYHQ�WKRXJK�ÀOPV�DUH�FUHDWHG�WR�UHSUHVHQW�
UHDOLW\��7KDW�LV��ÀOPHG�VXEMHFWV��RSHUDWLQJ�DV�ODQJXDJH��DUH�WUDQVIRUPHG�WKURXJK�WKH�
DSSDUDWXV�RI�WKH�FDPHUD�LQWR�DQ�LPDJH�RQ�ÀOP��ZKLFK�LV�WUDQVIRUPHG�DJDLQ��WKURXJK�
HGLWLQJ��LQWR�D�ÀQLVKHG�SURGXFW�26�7KH�FHQWUDO�SRVLWLRQ�RI�WKH�VSHFWDWRU�RI�D�ÀOP��OLNH�
WKH�VSHFWDWRU�RI�+XPSKUH\·V�SDLQWLQJV��LV�DOVR�LGHRORJLFDO�EHFDXVH�WKH�FLQHPDWLF�

ÀJ������'DYLG�+XPSKUH\��Into the Den, 
1994. Oil on canvas, 60 × 72 in.

ÀJ������:LOOLDP�+RJDUWK��Gin Lane, 1751. 
Etching and engraving on paper, 14 1/4  
× 12 in.
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DSSDUDWXV��OLNH�+XPSKUH\·V�FRPSXWHU�DQG�SDLQWEUXVK��SXUSRUWV�WR�VHW�EHIRUH�WKH�
eye a certain reality using technology and tools that disguise how those realities 
DUH�SXW�WRJHWKHU��7KH�PHDQLQJ�RI�D�ÀOP��OLNH�WKH�ZD\�ZH�YLHZ�D�VXEMHFW�LQ�+XP-
SKUH\·V�SDLQWLQJV��LV�FRQVWUXFWHG�LQ�WKH�IRUPXODH�RI�SRVWVWUXFWXUDOLVP�LQVRIDU�DV�WKH�
PHFKDQLFV�RI�WKH�DFWXDO�ÀOPPDNLQJ�SURFHVV�DQG�SDLQWLQJ�SURGXFWLRQ�ZRUN�WR�PDNH�
WKH�ÀQDO�SLHFH�VHHP�QDWXUDO��

Organizing space is part of the historical language of painting. What is fasci-
QDWLQJ�DERXW�+XPSKUH\·V�ZRUN�IURP�WKH�ODWH�����V�DQG�HDUO\�·��V�LV�KRZ�KH�IXVHG�
computer imagery with painted imagery, allowing him to layer different voices within 
D�SLFWXUH��+XPSKUH\�H[SODLQV��

,·G�UDWKHU�WKH�LPDJH�QRW�DFKLHYH�D�V\QWKHVLV��WKDW�LW�ULVNV�LWV�RZQ�FD-
WDVWURSKH��,·P�DOVR�LQWHUHVWHG�LQ�KRZ�WKH�FRPSXWHU�FDQ�JLYH�SKRWRJUD-
SK\�VRPH�RI�WKH�SRZHUV�WKDW�SDLQWLQJ�KDV��DQ�LQFUHDVHG�SRZHU�WR�UH-
touch. The computer further dissolves the credibility of photography. 
(YHU\WKLQJ�FDQ�EH�DGMXVWHG�DQG�FKDQJHG��:KDW�,·YH�EHHQ�WU\LQJ�WR�GR�
in some of these paintings is to act out the notion of retouching as a 
living component of remembering. We seem to remember according 
to conditions of the present. The computer can rehearse this process 
in anticipation of the paintings. Some computer imaging software was 
designed to imitate effects of painting. In some of my newer works 
,·P�WU\LQJ�WR�PDNH�UHSUHVHQWDWLRQV�RI�WKH�HIIHFWV�WKH�FRPSXWHU�XVHV�WR�
LPLWDWH�SDLQWLQJV��7KHUH·V�D�IHHGEDFN�ORRS�27

 
,Q�������IRU�D�FKDQJH�RI�SDFH�DQG�SODFH��+XPSKUH\�EULHÁ\�PRYHG�WR�/RV�$QJHOHV��
where his work had been shown on several occasions. At the time, artists like Mike 
Kelley and Paul McCarthy were making work that combined dark humor with an 
offbeat scholarly attitude, exploring things typically American, such as Disneyland, 
comics, soap operas, youth rebellion, B-movies, and so on. They were, to some 
extent, playing with the idea that passive viewers cannot tell the difference between 
WKH�ÀFWLRQDO�ZRUOG�RI�PHGLD�DQG�WKH�UHDO�ZRUOG� These viewers identify with char-
acters in television and movies so strongly that they are unconsciously drawn into 
LGHRORJLFDO�SRVLWLRQV��,Q�-HDQ�/RXLV�%DXGU\·V�WKHRU\��PRYLHJRHUV�DUH�HTXDWHG�ZLWK�
people in a dream who have given up control of their actions and, because they 
are not distracted by outside light, noise, etc., are able to experience the movie as 
if it were reality.28 The conventions that apply to apparatus theory also belong to 

ÀJ������0LNH�.HOOH\��Deodorized Central 
Mass with Satellites, 1991/1999. 
Mixed media, dimensions variable. The 
Museum of Modern Art, New York. © The 
Estate of Mike Kelley. Courtesy Hauser 
& Wirth.
 

ÀJ������3DXO�0F&DUWK\��Santa with Butt 
Plug, 2011. Bronze, 24 feet tall. Rotter-
dam. © Paul McCarthy. Courtesy the 
artist and Hauser & Wirth.
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the imaging technology Humphrey was using to make paintings in the 1990s when 
GLJLWDO�PHGLD�DQG�3KRWRVKRS�HQWHUHG�WKH�DUWLVW·V�WRROER[��

Humphrey started making paintings in that period using low-resolution pho-
tographic sources that had very little information, which meant the viewer would 
have to project into the image to imbue it with sense. These were images of people 
+XPSKUH\�NQHZ��GUDZQ�PRVWO\�IURP�KLV�IDPLO\·V�SKRWR�DOEXPV� Later he wanted 
to engage images with a different public address and so began a series of six-
foot heads. He was using popular realist vernaculars like the ones graphic artists 
and illustrators use to render movie stars in old movie posters. Those vernacu-
lars cause their subjects to become “types” and essentially lose their idiosyncratic 
LGHQWLW\��,Q�%DXGU\·V�WKHRU\�WKH�UROH�RI�ÀOP�LV�WR�UHSURGXFH�DQ�LOOXVRU\�VHQVDWLRQ�WKDW�
what we see is “objective reality” and is so because we believe we are the eye that 
FDOOV�LW�LQWR�EHLQJ��7KH�HQWLUH�IXQFWLRQ�RI�WKH�ÀOPLF�DSSDUDWXV�LV�WR�PDNH�XV�IRUJHW�
WKH�ÀOPLF�DSSDUDWXV³ZH�DUH�RQO\�PDGH�DZDUH�RI�WKH�DSSDUDWXV�ZKHQ�LW�EUHDNV��
7KLV�VDPH�SURFHVV�LV�DOLYH�LQ�+XPSKUH\·V�SDLQWLQJV�LQ�WKH�ZD\�KH�KDQGOHV�WKH�MX[-
taposition of abstraction and realism, or the digitally created and hand painted, so 
as to interrupt the seamless and invisible workings of ideology. This is similar to the 
HIIHFW�ZH�VHH�LQ�D�ORW�RI�FRQWHPSRUDU\�ÀOPV��ZKHUH�WKH�FLQHPDWRJUDSKHU�MX[WDSRVHV�
EOXUUHG�GHSWK�RI�ÀHOG�ZLWK�KDQGKHOG�DQG�ORFNHG�RII�VKRWV��:H�EHFRPH�DZDUH�RI�WKH�
apparatus but still want to make sense of the dream state the director or artist is 
FUHDWLQJ��+XPSKUH\�GHVFULEHV�WKH�SURFHVV�RI�ÀOOLQJ�LQ�WKH�ODFN�RI�UHVROXWLRQ�LQ�KLV�
SDLQWLQJV�

If you want to make a painting of the leader, the king or the general (in a 
time before large-scale inexpensive photographic printing) and you hire 
the local painter to do it, they will make an image of that person so that 
all the features are there in the right place, so that it names that special 
person. Everybody will know. Old movie posters are similar. They picture 
D�IDPLOLDU�VWDU�DQG�\HW�ZKHQ�\RX�UHDOO\�ORRN�FORVHO\�LW�LV�H[WUHPHO\�DUWLÀ-
cial. It starts to lose resemblance altogether. What I wanted to do was try 
to employ those vernaculars to get at something that was buried in them 
. . . or would get derailed and go somewhere else eventually; but not to 
the devotional place originally designed . . . I know there is going to be 
a series of derailings along the way. I want to make that process some-
thing really pleasurable, really alive. I want to make those derailings 
delectable, exquisite maybe, part of the aesthetic life of the work.29

ÀJ������'DYLG�+XPSKUH\��Preoccupied, 
1998. Oil on canvas, 72 × 60 in.

ÀJ������'DYLG�+XPSKUH\��Filipina, 1998. 
Mixed media on paper, 21 × 19 in.
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In Filipina (1998), from a series of digital prints called Lace, Bubbles, Milk, a blocky, 
attractive woman kneels beneath a digitally blurred Roosevelt dime in a room 
VRPHSODFH�ZKHUH�SDOP�WUHHV�WKULYH��7KH�ZRPDQ·V�NQHHV�FRPH�WRJHWKHU�WR�IRUP�
the shape of an ass with a sphincter and it appears the woman has a stuffed toy 
duck behind her. In Water Kitty (1998) and Water Kitty 2 (1998), digitally enhanced 
IUDJPHQWV�RI�ÁRZHUV�DQG�VDQGV�VZLP�LQ�LPSUHVVLRQLVWLF�ZDWHUFRORU�EDFNJURXQGV��
These images work in the same universe as such modern avant-garde experimen-
WDO�ÀOPV�DV�Gummo (1997), Mulholland Drive (2001), and The Tree of Life (2011), 
ZKHUH�HYHU\WKLQJ�ZH�QHHG�LV�LQ�WKH�SLFWXUH·V�DPELJXLWLHV�DQG�LW�LV�XS�WR�XV�WR�VRUW�
WKURXJK�WKHP�DOO�LQ�RUGHU�WR�HQWHUWDLQ�DQ�LQWHUSUHWDWLRQ�RI�WKH�ÀOP·V�ORJLF��FRQWLQXLW\��
DQG�PRUDOLW\��'HVFULELQJ�WKH�SDUDOOHOV�EHWZHHQ�+XPSKUH\·V�SDLQWLQJV�DQG�GLJLWDO�
media, Nancy Princenthal suggests that, “Inks may fade and paper, like the human 
body, is degradable, but onscreen images are also notoriously unstable—as are 
those pictured in the imagination or, most vulnerable of all, in memory.”30

Contemporary artists have grown up on television, computers, and video. 
In our age of information, millions of individuals watch simultaneously as critical 
events unfold around the globe. In 2005, JetBlue passengers on their way to Los 
$QJHOHV�ZDWFKHG�OLYH�FRYHUDJH�RI�WKHLU�SODQH·V�HTXLSPHQW�IDLOXUH�IURP�WHOHYLVLRQV�
PRXQWHG�RQ�WKHLU�VHDWEDFNV��$Q�LQÀQLWH�VFRSH�RI�LQIRUPDWLRQ�LV�DW�RXU�ÀQJHUWLSV��
and as our attention spans grow shorter and shorter, our need for enhanced spec-
tacle gains momentum. For satiation, there has to be someplace for artists to slow 
down and engage in critical thinking. Just prior to moving to Los Angeles, Humphrey 
was approached by the reviews editor for Tema Celeste, Stephen Westfall, who 
DVNHG�KLP�WR�UHYLHZ�D�-DFTXHOLQH�+XPSKULHV�VKRZ��+XPSKUH\�WKRXJKW�ZULWLQJ�
might be a good way to get involved in the art scene in Los Angeles. He soon 
began writing for Art Issues, which he continued to do until the magazine folded 
in 2003. He has since written for Art in America, Art Papers, and numerous other 
publications. Jennifer Samet says of his writing: 

He creates turns of phrase with words that are not usually combined, 
OLNH�´À]]\�QLPEXVµ�DQG�´WDQJOHG�JHRGHVLFV�µ�+LV�SDLQWLQJV�DQG�
sculpture are similar: improbable juxtapositions of elements that 
touch. The couplings and connections are aspirational but unre-
VROYHG��+LJKO\�VSHFLÀF�FKDUDFWHUV³PHQ�DQG�ZRPHQ��KRUVHV�DQG�
SHWV³FRQVSLUH�ZLWK�DEVWUDFW��SDLQWHUO\�SDVVDJHV��+XPSKUH\·V�ZRUN�
revels in these ambiguities, in the knowledge that there is always 

ÀJ������'DYLG�+XPSKUH\��Water Kitty 2 , 
1998. Inkjet on paper, 18 1/2 × 20 1/2 in.

ÀJ������'DYLG�+XPSKUH\��Water Kitty, 
1998. Inkjet on paper, 18 1/2 × 20 1/2 in.
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something impenetrable.31 

The twentieth century, of course, had its share of painters who tried their hand at 
writing. Writing, for Humphrey, offers a way to exercise an independent scholarly 
self, rooted in a studio practice of making things. His collection of essays and re-
views, Blind Handshake (2009), is a diverse manifesto of writings collected over a 
GHFDGH�WKDW�OD\�RXW�ZKDW�KH�WKLQNV�PDWWHUV�DERXW�DUW³FXULRXVO\��XVLQJ�WKH�ÀUVW�SHU-
son pronoun very rarely. Humphrey told the Brooklyn Rail that he tends to write 
about art he does not quite comprehend fully or that resists understanding. Writing 
becomes an opportunity to work through a thought that would be otherwise uncon-
sidered. Humphrey said, “For me, the development of a painting proceeds through 
a kind of productive disorientation. I make each piece in order to learn something. I 
tried to make the book Blind Handshake a remix of my writing in collaboration with 
the designer Geoff Kaplan, as if it came from the studio with that spirit.”32 One of 
the things that happen for artists who also write critically about art is the formation 
of collective conversations. Dialogues about art grow and expand as artists feed 
off each other in ways that recall what happens in the modern art school. Further, 
critical literature invites us to consider, in different ways, some of the ethical, politi-
cal, and practical problems of working with others. Collaboration, however, is rarely 
a seamless fusion of two artistic minds, or a utopian overcoming of egos; at best, 
SHUKDSV��LW�KHOSV�DUWLFXODWH�WKH�ÀQH�EDODQFHV�DQG�WHQVLRQV�WKDW�H[LVW�EHWZHHQ�WKH�
HJR�GULYHQ�LQGLYLGXDOLW\�RI�WKH�DUWLVW·V�SURFHVV�DQG�WKH�FUHDWLYH�GLDORJXHV�WKDW�LQ-
form and underpin it.
 Around the turn of this century, Humphrey formed a collaborative art proj-
ect with painters Elliot Green and Amy Sillman, working under the moniker Team 
SHaG. The three artists would pass canvases among themselves, working up 
DPDOJDPV�RI�RQH�DQRWKHU·V�VXEMHFW�PDWWHU��&ROODERUDWLRQV�KDYH�DOZD\V�EHHQ�DQ�
LPSRUWDQW�SDUW�RI�+XPSKUH\·V�VWXGLR�SUDFWLFH��)RU�RQH�WKLQJ��WKH\�KHOS�KLP�EUHDWKH�
fresh air into studio processes. They also allow him to intimately observe the ways 
in which other artists handle imagery, materials, and other people. It is also clear 
that Humphrey, for most of his career, has looked for ways to collaborate with 
himself, responding introspectively to questions arising from within his own work. 
He splits off part of himself to perform in a new character. Those actions are then 
folded into others, or layered into the constitution of a new work, or maybe a new 
self. 

In the late 1990s, as a visiting artist at the Vermont Studio Center, Hum-
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SKUH\�PHW�WKH�PRVW�LPSRUWDQW�DUWLVWLF�FROODERUDWRU�RI�KLV�OLIH��D�\RXQJ�DUWLVW�UHVLGHQW�
named Jennifer Coates. Humphrey and Coates would go on to get married and 
work on many collaborative projects together. At the time, Humphrey was working 
on a series of paintings entitled Love Teams. He describes his intention for these 
SDLQWLQJV�DV�ZDQWLQJ�´WR�SDLQW�GLIIHUHQW�LQGLYLGXDOV�>IURP@�KHWHURJHQHRXV�VRXUFH�
materials, as if they were part of the same world, and to erase the breaks between 
them. I could use the psychological setup of coupling as a way to metaphorize 
collage. I suppose that the dynamic of relationship—the psychology of bonding, 
lovemaking, attachment, and so on—has kept me interested for a long time. I come 
back to it as a way to thicken the grammar of picture making.”33 In Arizona (1997), 
the male nude with his tan-lined ass is uncomfortably and awkwardly conjoined 
to a much larger female who is looking directly at the viewer. The wide-eyed male 
with his arched back and stiff right arm appears possibly mid-coital and no longer 
LQ�FRQWURO�RI�KLV�ERG\��7KH�IDFW�WKDW�WKH�WZR�ÀJXUHV�DUH�VLWXDWHG�LQ�WKLV�DUWLÀFLDO�HQ-
YLURQPHQW�ZLWK�ÁRZHUV��D�ULYHU��DQG�ZKDW�DSSHDUV�WR�EH�D�ZLOG�SRQ\�LQ�WKH�GLVWDQFH�
RQO\�LQWHQVLÀHV�WKHLU�GLVXQLW\�DQG�LQFRKHUHQFH��,V�WKLV�ORYH�WHDP�JRLQJ�WR�ODVW��RU�
is she going to devour him like a praying mantis because his protein is now more 
valuable to her than his loyalty? In Love Team on the Bed (1997), a couple merg-
es together in an awkward contemporary interior. What this room lacks in sensual 
mood lighting it makes up for in total bleakness. There is an almost compulsive 
DWWHQWLRQ�WR�GHWDLO�LQ�WKH�ODFH�SDWWHUQLQJ�RQ�WKH�EHGVKHHWV��7KH�VRIW�ZKLWH�ÁRZHUV�
RQ�WKH�EHG�VXJJHVW�WKHUH�LV�VRPH�OHYHO�RI�GHOLFDF\�LQ�WKH�FRXSOH·V�UHODWLRQVKLS��
but the streaky motel-style wallpaper implies little concern for propriety. There are 
PDQ\�GHFLVLRQV�LQ�WKH�SDLQWLQJ�WKDW�DUH�GLIÀFXOW�WR�H[SODLQ��2QH�RI�WKHVH�LV�WKDW�WKH�
scene takes place in a distorted space that feels overlit by overhead lights that cast 
GLVRULHQWLQJ�VKDGRZV��+XPSKUH\·V�DGHSW�KDQGOLQJ�RI�WKH�SDLQW�ZKHUH�KLV�DQG�KHU�
hair come together gives the impression that these two are meant to be together 
and there will be no way to separate them. After all, the title implies that the couple 
is a team, but the oddly unaffected expression on their faces leaves us question-
ing whether we might be witnessing the content of a guilty dream, as when we 
dream of ourselves exposed and naked. Only Humphrey can know for sure if the 
painting started out as a provocative idea or as something to shock or possibly 
arouse an audience. Regardless, the imperatives of realism, which required him 
to stage the lighting, design the texture of bedspreads, and craft the feel of wood 
DQG�ÁHVK��WUDQVIRUPHG�WKH�SDLQWLQJ�LQWR�D�UXPLQDWLRQ�RQ�SOHDVXUH��GUHDPV��WKH�
GLVFRYHU\�RI�WKH�ERG\��DQG�VH[��7KH�SDLQWLQJ�LV�ORDGHG�DV�PXFK�E\�+XPSKUH\·V�

ÀJ������'DYLG�+XPSKUH\��Arizona, 1997. 
Oil on canvas, 72 × 60 in.

ÀJ������'DYLG�+XPSKUH\��Love Team 
on the Bed, 1997. Oil on canvas, 72 × 
60 in.
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DHVWKHWLF�GHFLVLRQV�DQG�SDLQW�KDQGOLQJ�DV�LW�LV�E\�WKH�YLHZHU·V�RZQ�XQGHUVWDQGLQJ�
of that language. The dyad, or pair, echoes the relationship between the spectator 
and the work. We are born into interdependency, thrown into the world as not quite 
singular. Our origins are blurred with others and we obtain singularity with great 
labor, and only partially, while we try as best we can to understand each other with 
language that is inherently imperfect. In the end, I think the Love Teams are rather 
sympathetic images of profound moments in the psychological and social lives of 
couples who wear their nudity the way the rest of us wear our clothes. 
 In a digital print titled Her Shadow (1997), from the Lace, Bubbles, Milk 
series, the feeling is that we are witnessing a passage between dream states in 
a mass-produced material landscape. Love may function as a metaphor in the 
work, as it so often does in the art of mysticism, or does it, here, stand for our not 
easily formulated quest for connection with others? Likewise, is the protagonist in 
Phone Boy (1995) seeking romance? He is naked, having what appears to be a 
relaxed phone conversation even if his head is craned back awkwardly. This is not 
0RGLJOLDQL·V�UHFOLQLQJ�QXGH��WKH�ER\·V�OHJV�DUH�VWLII�DV�D�ERDUG��,W�LV�WKH�NLQG�RI�SRVH�
we associate with a teenage girl in bed, talking on the phone with a cute boy. But 
“phone boy” is far from cute, with his mullet and the receding hairline of a much 
older man. In any case, he is alone in the eerily lit space, and it appears something 
has not worked out for him. In Lace Boy 5���������D�PDOH�ÀJXUH�ZLWK�D�ZRPDQ·V�
face is seen from below, as he apparently reclines on a lace-covered bed in a rath-
er uncomfortable pose, even if there is a relaxed look of pleasure on his/her face. 
We are given no hint of what that pleasure may be, although it appears to have 
produced a small erection. Lace Girl (1997) shows a woman in a type of fractured 
VWDWH�ZH�PLJKW�ÀQG�LQ�D�GRXEOH�H[SRVHG�QHJDWLYH�WKDW�KDV�EHHQ�GDPDJHG�E\�SRRU�
handling. She is sitting awkwardly with a hand placed over her eyes, as if to par-
WLDOO\�REVFXUH�KHU�LGHQWLW\��3HUKDSV�LW�LV�KHU�RZQ�UHÁHFWLRQ�VKH�VHHV�DV�VKH�VWDUHV�
straight at us? As with the other prints in the series, it is hard to identify the light 
VRXUFH�LQ�KHU�VSDFH��7KH�ZRPDQ·V�IDFLDO�VKDGRZV�DUH�ZDVKHG�RXW�ZKLOH�KHU�OLPEV�
are cast in an inconsistent light, as though they are from another photo or another 
SHUVRQ�DOWRJHWKHU��*DWKHUHG�LQWR�D�NLQG�RI�IHWDO�SRVLWLRQ��VKH�DSSHDUV�WUDQVÀJXUHG�
by the strange light. It seems, as with “phone boy,” that something has not worked 
out for her either. First Kiss ��������IHDWXULQJ�D�ORRVH�UHQGHULQJ�RI�D�ZRPDQ·V�KHDG�
RYHU�D�SRUFHODLQ�ÀJXULQH�RI�WZR�FXWHV\�FKDUDFWHUV�NLVVLQJ��LV�DQRWKHU�H[WUHPHO\�
mysterious work. One thing for sure is that these images play on the type of psy-
chology at work in Bret Easton Ellis novels, where stories are enacted, but we 

ÀJ������'DYLG�+XPSKUH\��Her Shadow, 
1997. Inkjet on paper, 47 × 35 in.

ÀJ������'DYLG�+XPSKUH\��Phone Boy, 
1995. Oil on canvas, 80 × 64 in.
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cannot say with certainty what happened, or even who the narrator is. Protagonists 
are sexually charged, albeit apathetic, romantics—but what they feel is hidden from 
us, and perhaps from them as well.
 3V\FKRORJLFDO�QDUUDWLYH�UHPDLQHG�FHQWUDO�WR�+XPSKUH\·V�ZRUN�WKURXJK�WKH�
late 1990s. Working out meanings in his work can often feel like drawing the mean-
ing out of a poem, which is to say that his paintings reward patience and time. 
Like a poet, he is aware that the abstract elements of an artwork must be carefully 
handled to hold off easy interpretations. 
� ,Q�������RQH�\HDU�DIWHU�+XPSKUH\·V�ÀQDO�VROR�VKRZ�DW�0F.HH��KH�PDGH�
D�UDGLFDO�GHFLVLRQ�WKDW�FKDQJHG�HYHU\WKLQJ�IRU�KLP��KH�VZLWFKHG�IURP�RLO�SDLQW�WR�
acrylic. %RWK�PHGLXPV��RI�FRXUVH��KDYH�LPSRUWDQW�WHFKQLFDO�SURV�DQG�FRQV��DFU\OLFV�
dry fast and oils have long working times; acrylics lend themselves well to hard 
edges, whereas oils are generally better for blending; acrylics can go on almost 
anything, whereas oils are mostly limited to carefully prepared stretched cloth or 
solid panels. For someone like Humphrey, who tends to make a lot of work and a 
lot of studies, switching to acrylic seemed a wise technical choice, but this was not 
KLV�PDLQ�UHDVRQ��+H�H[SODLQV��

The technical reason was part of it, but the more important thing was 
that I wanted to disable my skills—I wanted to navigate a disorienting 
set of procedures. I had been a housepainter when I was young and 
I loved the simple directness of applying latex paint to a wall. There 
ZDV�VRPHWKLQJ�VR�EROG�DQG�GLUHFW�DERXW�LW��,·P�DOVR�UHDOO\�LQWHUHVWHG�
in amateur painters. All of their technical shortcomings, as they inter-
sect with familiar conventions, speak of a desire and the promise of 
JUDWLÀFDWLRQ��7KH�DZNZDUG�UHVXOWV�DUH�D�KXPRURXV�HFKR�RI�WKH�VWDJHG�
failures of language in postmodernism. I was happy to lose my ability 
to judge quality as a consequence of loving those vernacular works. 
My sculptures are mostly joined together from different found ceramic 
ÀJXULQHV��D�SURFHVV�WKDW�EHFDPH�WKH�PRGHO�IRU�KRZ�,�PDNH�WKH�QHZ�
acrylic paintings.34

 
Jif (2000) was the last oil painting Humphrey would make. He describes the paint-
LQJ�KXPRURXVO\�DV�DQ�DOOHJRU\�IRU�KLV�SURFHVV�RI�XVLQJ�RLOV��´3DLQW�DV�IHFDO�QRXULVK-
ment on the white support of bread.”35 

,Q�������+XPSKUH\�ZRQ�WKH�$PHULFDQ�$FDGHP\�LQ�5RPH·V�SUHVWLJLRXV�
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Rome Prize. The following year would prove to be an extremely productive time, in 
which he explored new directions in his work while getting to know a new set of art-
ists and scholars. Humphrey started out creating an enormous number of drawings 
LQ�5RPH��WKH�3DOD]]R�0DVVLPR�ZLWK�LWV�*UHHN�DQG�5RPDQ�VFXOSWXUHV��WKH�GUDPDWLF�
KDOI�GRPHG�SRUWLFR�RI�6DQWL�/XFD�H�0DUWLQD��WKH�ZDOOV��YDXOWV��DQG�ÁRRUV�RI�5RPDQ�
buildings, richly decorated with mosaics made of tiny colored tesserae. Humphrey 
wanted to capture the marvelous way Rome could metabolize or feed on itself. He 
likens the idea to a process called “spoliation,” in which ancient monuments are 
progressively stripped of their reusable materials, which are then applied to new 
monuments.36 This process is a perfect metaphor for methods Humphrey uses in 
KLV�RZQ�ZRUN��FXWWLQJ��SDVWLQJ��DQG�OD\HULQJ�WR�EXLOG�RQ�ZKDW�FDPH�EHIRUH��Roman 
Nocturne (2009) is a painting inspired by the view Humphrey had of Rome through 
the umbrella pines outside his studio, where, in the fall, murmurations of starlings 
would intermingle with the distant city lights at sunset. He illustrates this neoim-
pressionist scene from the viewpoint of what he calls “two classical dudes dissolv-
LQJ�LQWR�À]]\�WZLOLJKW�µ37 Roman Nocturne resonates with religious overtones. Hum-
phrey sketched a lot of statuary in Rome, where, as in Vienna and Paris, there is a 
YDVW�SRSXODWLRQ�RI�FDUYHG�SHRSOH��0RUH�VSHFLÀFDOO\��KH�IHOO�LQ�ORYH�ZLWK�VFXOSWHG�DQG�
painted human hands. He drew hands from works in museums and from people on 
the streets or in cafés, and when he got home he would draw hands from memo-
ries of the day. Walt Disney famously understood how important hands as well as 
eyes are for expressing emotions. This understanding is why he gave his cartoon 
FKDUDFWHUV�IRXU�ÀQJHUV�LQVWHDG�RI�ÀYH��EHFDXVH�D�ÀIWK�ÀQJHU�WDNHV�DZD\�IURP�WKH�
clarity of expression you get with only four. But Humphrey was interested not only 
in depicting expression in hands but in telling the story of touch, and how we see 
with our hands through the act of touching. Blue Hand (2009) features a woman 
with blue paint on her hand. She has touched the railing of a staircase, leaving a 
handprint there, and then raised her hand as if to touch the inside of the picture 
SODQH�RU�WR�SOHGJH�DQ�RDWK��6RPHWKLQJ�KDSSHQHG�WR�KHU�LQ�WKH�SDLQWLQJ·V�ÀFWLRQ��
and then she did something to the painting itself. The image plays with a distinc-
WLYHO\�SRVWPRGHUQ�PHWDÀFWLRQDO�EUHDNGRZQ�RI�WKH�ZDOO�EHWZHHQ�DUWLVW�DQG�VXEMHFW��
 Upon returning to New York from Rome, Humphrey began making a lot of 
VFXOSWXUHV��7KH�PDJQLÀFHQFH�RI�SRVWPRGHUQ�SOXUDOLVP�LV�WKDW�LW�LV�DFFHSWDEOH�WR�
ZRUN�ZLWK�EDURTXH�VSDFHV�FRQWDLQLQJ�FODVVLFDO�5RPDQ�ÀJXUHV�ZKLOH�EHLQJ�LQÁX-
HQFHG�E\�DUWLVWV�VXFK�DV�:DOW�'LVQH\��7KH�SRUFHODLQ�ÀJXUHV�+XPSKUH\�PDNHV�QRZ 
KDYH�D�FOHDU�UHIHUHQFH�WR�KLV�SDLQWLQJV��RQO\�WKH\�ORRN�OLNH�WKH�ÀJXUHV�RQH�VHHV�LQ�

ÀJ������'DYLG�+XPSKUH\��Jif, 2000. Oil 
on canvas, 22 × 30 in.

ÀJ������'DYLG�+XPSKUH\��Roman 
Nocturne, 2008. Acrylic on canvas, 36 
× 52 in.



25

DQ�DLUSRUW�JLIW�VKRS��QRW�LQ�'RQDWHOOR·V�VWXGLR��WR�EH�GLVSOD\HG�LQ�WKH�3LD]]D�GHOOD�
Signoria. A vast amount of art produced today is conceptual and much of that con-
FHSWXDO�DUW�LV�PDQXIDFWXUHG��,Q�FRQWUDGLVWLQFWLRQ��+XPSKUH\·V�DUW�LV�DV�PXFK�DERXW�
the hand in the making – the feel of surfaces and the way tactile engagement with 
PDWHULDOV�EHFRPHV�D�ZD\�RI�FRPPXQLFDWLQJ��,Q�+XPSKUH\·V�HDUO\�SDLQWLQJV��DOO�ZH�
often receive is just enough physical information to read an act, or a state of mind. 
The characters become something like moral hieroglyphs. Sculpting taught Hum-
phrey how to think of his characters as rounded and weighted in the same way 
:DOW�'LVQH\·V�DQLPDWRUV�EULQJ�FKDUDFWHUV�WR�OLIH��QRW�WKURXJK�GUDZLQJ�WKHLU�RXWOLQHV�
or contours but, rather, through three-dimensional construction using mass and 
volume. Donald Kuspit articulates a view of sculpture wherein, “Good sculpture 
has the ambition not to be free of tactility, but rather to vigorously assert it – even 
DIIRUGLQJ�XV�DQ�HSLSKDQ\�RI�LW��V\PEROLFDOO\�HQJXOÀQJ�XV�LQ�LW�µ38 It is this very tactil-
LW\�LQ�+XPSKUH\·V�SDLQWLQJV�WKDW�KDV�EHFRPH�HVVHQWLDO�WR�FRPPXQLFDWLQJ�LQWLPDF\�
through his use of abstraction. 
 At all stages of his career, Humphrey has been as much an abstractionist 
as a realist. Parts of his paintings are meticulously rendered with acute attention 
to detail, while others look willfully clumsy, casually streaked, smeared, or abruptly 
OHIW�UDZ�DQG�XQÀQLVKHG��$OWKRXJK�WHFKQLFDOO\�DFFRPSOLVKHG�ZLWK�KLV�EUXVKZRUN��KH�
RIWHQ�SRVLWLRQV�ÀJXUHV�RI�ZLOGO\�GLIIHUHQW�VL]HV�QH[W�WR�RQH�DQRWKHU��LJQRUHV�JUDYLW\��
collapses distance, and fuses seemingly separate scenes into a choppy whole. 
During a conversation with artist Nicole Eisenman in 2015, Humphrey spoke about 
FKDUDFWHU�DQG�QDUUDWLYH��

6RPHWKLQJ�FRPHV�DOLYH�ULJKW�ZKHQ�\RX·UH�WU\LQJ�WR�VROYH�D�SUREOHP�LQ�
WKH�SLFWXUH��,W�PLJKW�EH��:KDW�NLQG�RI�VKRHV�DUH�RQ�WKLV�SHUVRQ"�:KDW�
kind of hat is that? Is that a swivel chair? Is there a pattern on it? And 
in the aggregate of all that problem-solving you end up with a narra-
WLYH�WKDW·V�ERWK�ELJJHU�WKDQ��DQG�LQWHUVHFWLQJ�ZLWK��WKH�PDQLIHVW�QDU-
UDWLYH�RI�SHRSOH�ULGLQJ�RQ�D�WUDLQ�RU�HDWLQJ�D�PHDO�RU�ZKDWHYHU�������,·P�
QRW�LQWHUHVWHG�LQ�DQ\WKLQJ�WKDW�KDV�WR�GR�ZLWK�D�ÀFWLRQ�RI�'DYLG�+XP-
phrey at all. I do like the idea, though, that I could somehow exercise 
different roles inside the picture. If I make a big, giant gesture, I do it 
as though I were a certain kind of artist. Then I zoom out and assume 
DQRWKHU�UROH³FDOO�LW�D�VXEMHFW�SRVLWLRQ³LQ�ZKLFK�,·P�D�UHQGHULQJ�GRR-
fus making pictures of a chair or a person. Ultimately the picture has 
GLIIHUHQW�FKDUDFWHUV�RU�UROHV�LQVLGH�RI�LW��LQFOXGLQJ�WKH�GHSLFWHG�ÀJXUHV��

ÀJ������'DYLG�+XPSKUH\��Blue Hand, 
2009. Acrylic on canvas, 60 × 72 in.

ÀJ������'DYLG�+XPSKUH\��Lemon Com-
pote, 2009. Mixed media, 120 × 60 × 
60 in.
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WKH�ÀFWLRQ�RI�D�SHUVRQ�ZKR�PDGH�LW��DQG�WKH�FRQYHQWLRQV�RU�PRGHV�RI�
representation being employed.39

,�ZRXOG�DGG�WR�WKLV�WKDW�+XPSKUH\·V�OLIHORQJ�VWXG\�RI�DUW�DQG�KLV�NHHQ�H\H�IRU�YL-
VXDO�EHDXW\�KDV�SUHVHQWHG�RFFDVLRQV��NQRZLQJO\�RU�QRW��IRU�KLV�ÀJXUHV�WR�EH�WKHUH�
simply because the picture requires it in entirely formal terms. Although Humphrey 
PD\�EH�NQRZQ�DV�DQ�DUWLVW�LGHQWLÀHG�ZLWK�WKH�UHVXUJHQFH�RI�ÀJXUDWLYH�SDLQWLQJ��KH�
FHUWDLQO\�SRVLWLRQV�ÀJXUHV�DQG�REMHFWV�ZLWK�DV�PXFK�VNLOO�DQG�GHOLEHUDWLRQ�DV�DQ�
abstract painter working with basic formal elements. The bizarre disjointed woman 
in Elysian Park ��������HQWDQJOHG�DPLG�KHU�IDOOLQJ�GUHVV�DQG�D�ÀHOG�RI�ÁRZHUV��PD\�
have a third arm, not because the artist is making mythological allusions or crafting 
an allegory, but because the painting demanded something ochre and curving at 
WKDW�SRLQW��+XPSKUH\·V�UHSUHVHQWDWLRQV�RI�VW\OLVK�KLSVWHUV�RU�ORQHVRPH�GULIWHUV�DUH�
VWULNLQJ�DQG�HYHQ�KDXQWLQJ��\HW�LW�LV�RIWHQ�GLIÀFXOW�WR�LGHQWLI\�RU�HPSDWKL]H�ZLWK�WKHP�
as individuals. In that sense, it feels as though his characters function as repre-
VHQWDWLYHV�RI�FOLTXHV�RU�HYHQ�DV�VWDQG�LQV�IRU�VRPH�VSHFLÀF�VRFLDO�FXOWXUH��$�ZKROH�
kingdom of laborers, students, bureaucrats, snowboarders, painters, musicians, 
masturbators, voyeurs, pet lovers, and bipolars populate his paintings. There are 
theatrics and stagecraft in his narratives and his actors perform their mysterious 
roles with an omnipresent emotional dissociation. In many of these scenes a char-
acter looks straight at us with a thousand-yard stare as if we “should have seen 
what just happened.” The staging of these episodes within jarring, distorted, blown-
out abstract backgrounds makes them feel precarious where mundane situations 
become outrageous and freakish, while outlandish ones seem inevitable and 
commonplace. In Thanks! (2004), a twentieth-century sailor in a snowsuit onesie 
with Ugg boots, clutching a gerbera daisy in one hand and a shopping bag in the 
other, sails down a river on a chunk of ice, on what looks like a cloudless summer 
day, even though somehow there is a rainbow above. The landscape behind him 
LV�XWRSLDQ�DQG�SDVWRUDO��D�VPDOO�FRWWDJH�RQ�D�SODWHDX�QHDU�D�VWRQH�EULGJH�ORRNV�
unthreatening, and the massive, distant mountain is snow-covered and looks like 
a giant pillow of delicious marshmallow. Everything in the painting is cuddly and 
squeezable. The shapes are reminiscent of Colorforms and the rounded three-di-
PHQVLRQDOLW\�RI�)LVKHU�3ULFH�WR\V��7KLV�SDLQWLQJ�LV�QRW�H[DFWO\�+XPSKUH\·V�VDWXUDWHG�
YHUVLRQ�RI�-RKQ�&RQVWDEOH·V�Salisbury Cathedral from the Meadows (1831). Con-
stable quietly rebelled against the artistic culture of the early nineteenth century, 
which taught artists to use their imaginations to compose their pictures rather than 

ÀJ������'DYLG�+XPSKUH\��Elysian Park, 
2000. Oil on canvas, 72 × 60 in.
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nature itself. He told his friend and biographer, Charles Leslie, “When I sit down 
WR�PDNH�D�VNHWFK�IURP�QDWXUH��WKH�ÀUVW�WKLQJ�,�WU\�WR�GR�LV�WR�IRUJHW�WKDW�,�KDYH�HYHU�
seen a picture.”40 Humphrey is not at all hung up on or resistant to nature or mem-
ory. Actually, nature is essential to his work, and while it retains a residue of roman-
ticism and a hint of the sublime (bountiful skies, pine forests, distant mountains, 
and sweeping vistas), it is also often gouged, buckling, crosscut with harsh lines, 
ÀVVXUHG��DQG�EOHDN��VXJJHVWLQJ�WKH�DIWHUPDWK�RI�VRPH�HQYLURQPHQWDO�GLVDVWHU�
� ,�KDYH�DOZD\V�IHOW�WKDW�+XPSKUH\·V�PRVW�UHFHQW�DFU\OLF�SDLQWLQJV�KDYH�D�ORW�
LQ�FRPPRQ��ERWK�FRQFHSWXDOO\�DQG�IRUPDOO\��ZLWK�1HR�5DXFK·V�ZRUN��*UHJRU\�9RON�
GHVFULEHV�WKH�ZD\�LQ�ZKLFK�ZH�DUH�UHTXLUHG�WR�JLYH�RXUVHOYHV�XS�LQ�IURQW�RI�5DXFK·V�
paintings, “approaching them with something of the bewilderment with which the 
characters themselves seem to respond to their perplexing conditions.”41 He goes 
RQ�WR�H[SODLQ�WKDW�WU\LQJ�WR�GHFLSKHU�PHDQLQJ�LQ�5DXFK·V�GHQVH�V\PEROLVP�LV�D�IX-
tile (although I would add pleasurable) endeavor because the codes and referenc-
es are too obtuse and hermetic. The pleasure for me in the experience of meditat-
ing on a Humphrey or Rauch painting is akin to the experience of reading James 
-R\FH·V�Finnegans Wake��,�GLGQ·W�XQGHUVWDQG�LW�WKH�ÀUVW�WZR�WLPHV�,�WULHG�UHDGLQJ�LW��
but I look forward to not understanding it a third time. In Wave Watcher (2004), four 
bowed porpoises breach from a gigantic, though oddly unthreatening, wave in front 
RI�D�QDNHG�SHUVRQ�UHSRVHG�RQ�VLON\�VPRRWK�VDQG�QHDU�D�ÁRZHU�JDUGHQ��7KH�ZDWFK-
ing person, of ambiguous gender, has a well-toned ass that is unsheathed from a 
towel. Neither the watcher nor the dolphins seem rattled by each other but, rather, 
ÁDXQW�WKHLU�DVVHWV�ZLWK�EUDYDGR��7KH�VXQEDWKHU�KDV�D�SRQ\WDLO�SXOOHG�WKURXJK�WKH�
connector piece of his cap, and the towel is painted to look more like a sexy velvet 
blanket than a cotton beach towel. There is going to be some hot and wild inter-
FRXUVH�VRPHZKHUH�LQ�WKLV�QDUUDWLYH��,·P�VXUH�RI�LW��,�MXVW�GRQ·W�NQRZ�KRZ�LW·V�JRLQJ�
WR�SOD\�RXW�RU�ZKR�LV�JRLQJ�WR�EH�VDWLVÀHG��7KH�ZKROH�UDQG\�EHDFK�FRPPXQLW\�LV�
FRPLQJ�DSDUW�DW�WKH�VHDPV�DV�D�ZHW�VSUD\�VKRRWV�WKURXJK�WKH�SDLQWLQJ·V�LQWHULRU��
 *DE\�&ROOLQV�)HUQDQGH]�PDNHV�D�SRLQW�DERXW�VH[XDOLW\�LQ�+XPSKUH\·V�ZRUN�
when she writes about Cleaning Up (2008), which pictures a girl wearing tight 
gloves and smoking a cigarette, looking down at her own body in a pool of bubbly 
ZDWHU��6KH�ZULWHV��

Rather than try to control her unruly shirt/torso, the young woman 
manages—albeit ambivalently—to treat a part of herself with a dis-
WDQFH�WKDW�VXJJHVWV�GLPLQLVKHG�RZQHUVKLS��,I�VKH�GRHVQ·W�WRWDOO\�WUHDW�

ÀJ������'DYLG�+XPSKUH\��Thanks!, 2004. 
Acrylic on canvas, 60 × 72 in.

ÀJ������-RKQ�&RQVWDEOH��Salisbury 
Cathedral from the Meadows, 1831. Oil 
on canvas, 60 × 75 in.
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her shirt as an other, her response does undermine discreetness 
and wholeness as requirements of subjectivity, as well as the notion 
that the parts that comprise us—in the way of appearance, person-
al grooming, accessories, and so on—metonymically represent our 
“selves.”42 

,QGHHG��D�ORW�RI�WKH�ÁXLGLW\�EHWZHHQ�VH[HV�DQG�VH[XDOLW\�LQ�+XPSKUH\·V�ZRUN�FDQ�EH�
seen as an expression of desire unencumbered by identity. In his paintings there is 
a sense of self-conscious sexual vulnerability. For example, in Pink Couch (2012), 
it is hard to tell if the girl with the cat is teasingly covering her naked torso or cow-
HULQJ�LQWR�WKH�FRUQHU�RI�WKH�FRXFK��7KH�DUWLVW·V particularized representation of her 
sexuality is not necessarily the lens through which this question can be answered. 
+XPSKUH\·V�ZRUN�KDV�DOZD\V�HPEUDFHG�D�PXFK�EURDGHU�IRUP�RI�ZKDW�FRXOG�EH�
called pan-sexuality. In Black and White (2007), two people with similar haircuts sit 
RQ�D�VWXPS�ORRNLQJ�LQWR�D�VQRZ\�ODQGVFDSH�ZKLOH�D�VLPSOLÀHG�EODFN�VQRZSHUVRQ�
with a white partner stares back at us. These types of contemporary silhouettes 
DQG�JHQGHU�QHXWUDO�SHRSOH�NHHS�XV�IURP�LPPHGLDWH�DQG�VLPSOLVWLF�LGHQWLÀFDWLRQV�
ZKHUH�ZH�PLJKW�VD\��´+H\��WKHUH�,�DP�LQ�WKDW�SDLQWLQJ�µ�$W�WKH�VDPH�WLPH��ZH�DUH�
DOVR�VRUHO\�WHPSWHG�WR�LQYHQW�D�VWRU\�RXW�RI�WKH�DPELJXLW\��´+H�ZHLUGV�PH�RXW�OLNH�
that creepy guy, Bill, in accounting, who friended me.” What I believe Humphrey 
does in a lot of his work is shift the process of identifying with types of people to 
types of behavior. The many, sometimes comic, ways people enact desire or long-
ing for attachment is acted out over and over by objects, animals, and dressed-up 
VXUURJDWHV��7KH�SURFHVV�RI�LGHQWLÀFDWLRQ�EHFRPHV�ÁXLG�DQG�RSHQ�

+XPSKUH\·V�DSSURDFK�KDV�D�ORW�LQ�FRPPRQ�ZLWK�WKH�VSLULW�RI�*HUPDQ�([SUHV-
sionism and the cabarets, actors, and clowns of Otto Dix, George Grosz, and Max 
Beckmann. In Self-Portrait (2000), Humphrey portrays himself as a clown among 
clowns. Gregory Volk links this same German connection in Rauch with the old tra-
ditions of European carnival and its costumed village festivals, in which everyone in 
town participates in the pagan old-world celebrations we now translate as Shrove 
Tuesday or Mardi Gras. Carnivalesque antics and exaggeration abound in Hum-
SKUH\·V�DQG�5DXFK·V�SDLQWLQJV��EXW��WR�TXRWH�9RON��´LQ�D�ZD\�WKDW·V�XVXDOO\�FRQÁDWHG�
with mundane, everyday life.”43 According to the Russian literary critic and philos-
opher Mikhail Bakhtin, “carnival” is an artistic mode that subverts and liberates 
the rigid assumptions of dominant styles, social hierarchies, and political systems 
through humor and chaos, and brings the unlikeliest of people together in a place 

ÀJ������'DYLG�+XPSKUH\��Cleaning Up, 
2008. Acrylic on canvas, 44 × 54 in.

ÀJ������'DYLG�+XPSKUH\��Black and 
White, 2007. Acrylic on canvas, 60 × 
72 in.
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where unacceptable behavior is welcomed.44�:H�FDQ�VHH��LQ�+XPSKUH\·V�ZRUN��YLV�
j�YLV�9RON·V�FULWLTXH�RI�5DXFK��KRZ�ERWK�DUWLVWV�SRUWUD\�HOHPHQWV�RI�WKH�VWDWXV�TXR�
´FRH[LVW>LQJ@�ZLWK�WKLQJV�WKDW�KDYH�EHHQ�GHFLVLYHO\��HYHQ�ULRWRXVO\��WUDQVIRUPHG�µ45 
$PRQJ�WKH�PRWLIV�DSSHDULQJ�LQ�+XPSKUH\·V�SDLQWLQJV�IURP�WKH�SDVW�FRXSOH�RI�\HDUV�
are costumes, para-humans or “humanized animals,” conjoined creatures, exag-
gerated features, and expressions of satire—all staples of the carnival. In Ass Pups 
(2010), something of a winter festival takes place on a snowy hillside where the 
mood is one of quiet revelry. Two beagle-like dogs with long, razor-sharp claws are 
VHDWHG�RQ�D�SDQWOHVV�ER\·V�EXWW�FKHHNV��7KH�ER\�ORRNV�EDFN�IRQGO\�DW�WKH�SXSV��EXW�
WKH\�ORRN�VXVSLFLRXVO\�DQG�GLUHFWO\�DW�XV��$V�RIWHQ�KDSSHQV�LQ�+XPSKUH\·V�SDLQW-
LQJV��D�UHÁHFWLYH�SRRO�RIIHUV�DQ�LQWURVSHFWLYH�LQURDG�WR�WKH�SV\FKRORJ\�RI�WKH�LPDJH�
DV�PXFK�DV�LW�RIIHUV�D�QLFH�ÁLSSHG repetition of color and form. The snow mound 
EHKLQG�WKH�ER\·V�KHDG�ORRNV�OLNH�D�WKRXJKW�EXEEOH��VKRXOG�ZH�ÀOO�LQ�WKH�EODQN"�,V�
this boy truly happy to be outside, or are these predatory pups using him as a sled 
or perhaps for more? While this painting is antic and certainly funny, it simultane-
RXVO\�LQYRNHV�PRUH�VHULRXV�PDWWHUV��SUHGDWLRQ��UHSUHVVLRQ��DQG�VHOI�UHÁHFWLRQ��,Q�
Plein Air (2008), a cute blue-eyed girl with an art-school haircut tries her hand at 
REVHUYDWLRQDO�ODQGVFDSH�SDLQWLQJ��+XPSKUH\·V�NHHQ�H\H�IRU�SHULRG�IRRWZHDU�VKRZV�
in many of his paintings; in this case, the girl sports wedges that were all the rage 
in the late 2000s. She has commandeered a young person to bend over and offer 
his or her ass as a palette on which to mix colors. It is unclear, though, if it is a pal-
ette or has become the painting itself. Either way, the artist is distracted by some-
thing off to the side. The assistant looks horribly uncomfortable. Looming above, 
RQ�WKH�KLOO��LV�ZKDW�,�OLNH�WR�WKLQN�LV�WKHLU�VFKRRO��7KH�DUFKLWHFWXUH�UHVHPEOHV�D�ÁDW�
ÀOH��7KH�ERWWRP�RI�WKH�KHOSHU·V�IHHW�DUH�OXGLFURXVO\�GLUW\��7KHUH�VHHPV�WR�EH�D�OLWWOH�
too much snow outside for people to be comfortable dressed in summer clothes 
�RU�QDNHG���$V�LQ�D�ORW�RI�+XPSKUH\·V�LPDJHV��DQ�H[SOLFLW�VH[XDO�WRQH�PDQLIHVWV�LQ�
subjects engulfed by foliage. Nature gives them both concealment and permission 
to indulge in behavior that the civilized world might not permit. Similarly, Humphrey 
has often depicted animals and interspecies relationships like predation or domes-
tication. Tangled (2008) is one of many drawings that present animal combat as 
spectacle and as an allegory of intersubjectivity. In Horse and Rider (2010), Hum-
phrey humorously depicts himself as, in his words, “the domesticated horse” and 
his wife as “the attentive, though slightly predatorial, rider.”46 
 In Thanks for Letting Me Look��D�FDWDORJXH�IRU�DQ�H[KLELWLRQ�RI�+XPSKUH\·V�
work, Jennifer Coates provides a caricature of the artist implied by the paint-

ÀJ������'DYLG�+XPSKUH\��Ass Pups, 
2010. Acrylic on canvas, 72 × 84 in.
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LQJV� ´>+LV@�LPSXOVH�FRQWURO�LV�DOPRVW�QRQH[LVWHQW��+H�ZDQWV�WR�JUDE�HYHU\WKLQJ�DQG�
lick it, eat your lunch, breathe into your phone. Leave his germs everywhere and 
laugh too loudly. Hurt people with mean comments. Then nuzzle up to them and 
ask for love. He is so complicated. But so honest.”47 Coates speaks to a theme of 
URPDQWLF�ORYH�DQG�ERQGLQJ�WKDW�KDV�SHUYDGHG�+XPSKUH\·V�ZRUN�WKURXJKRXW�KLV�FD-
reer. His paintings highlight our knowledge that you may know someone for a life-
time and yet never fully know them. Humphrey wants to break down the language 
we use to construct understandings of one another, so we can see ourselves more 
FOHDUO\��LQGHSHQGHQW�RI�WKH�WDQJOH�RI�RWKHU�SHRSOH·V�SHUFHSWLRQV��$W�WKH�VDPH�WLPH��
KRZHYHU��KLV�RSWLPLVWLF�ORYH�IRU�KXPDQLW\�DQG�DFNQRZOHGJPHQW�RI�WKH�GLIÀFXOWLHV�RI�
being alive suggest that he wants to hug us all so tight that all of our broken pieces 
ZLOO�VWLFN�EDFN�WRJHWKHU��2QH�RI�+XPSKUH\·V�PRVW�HQGHDULQJ�TXDOLWLHV�LV�WKH�IHDU-
less way he stretches the narrative in a painting without giving away easy answers 
RU�HPSOR\LQJ�FRQYHQWLRQDO�PRYHV��,�EHOLHYH�D�NH\�TXDOLW\�LQ�+XPSKUH\·V�ZRUN�LV�
beauty and feeling found in the ethereal. His best work often seems beyond our 
grasp (and maybe even his), but this alerts us to the fact that he is trying to tackle 
something enormous, something bigger than composition, materials, scale, or what 
is within a formal understanding of painting. There is a touching romantic quality to 
+XPSKUH\·V�RYHUUHDFKLQJ��ZKLFK��EHFDXVH�RI�KLV�KXPRU�DQG�VXEWOHW\��QHYHU�EH-
comes tedious or didactic. Many artists, historically, have been critical of the culture 
they are working within and yet maintain optimism about the possibility of change. 
2VFDU�:LOGH�VDLG��´7KH�EDVLV�RI�RSWLPLVP�LV�VKHHU�WHUURU�µ�2QH�FDQ�EH�GLVVDWLVÀHG�
ZLWK�RQH·V�OLIH��RQH·V�UHODWLRQVKLSV��RQH·V�FXOWXUH��RQH·V�LPPHGLDWH�ZRUOG��EXW�+XP-
SKUH\·V�ZRUN�PDLQWDLQV�DQ�LQVLVWHQWO\�EXR\DQW�RSWLPLVP��
� ,�ZDV�UHFHQWO\�DVNHG�LI�,�KDYH�D�IDYRULWH�RI�+XPSKUH\·V�SDLQWLQJV��,I�,�ZHUH�
to choose one, it would be a work that appeals to me aesthetically and causes me 
to see the world differently. In the spirit of that idea, I will close with a glimpse at a 
recent painting, Swimmers (2016), which was included in ,·P�*ODG�:H�+DG�7KLV�
Conversation at Fredericks & Freiser, New York, in 2017. Here we have a tall white 
male with his back turned to us, in the middle of some sort of awkward self-em-
brace, while his sagging swim trunks reveal a butt crack. He is talking with an out-
going and uninhibited dark-skinned woman in a white bikini who is either laughing 
with him or mocking him. The energetic brushstrokes that form the abstract shapes 
of a brick wall, a bush, and what may be a car hark back to the abstract style we 
saw Humphrey employ in the early 1980s. I visited him in his studio when he was 
ZRUNLQJ�RQ�WKLV�SDLQWLQJ��+H�KDG�MXVW�ÀQLVKHG�LW�DQG�,�UHPHPEHU�EHLQJ�WDNHQ�DEDFN�

ÀJ������'DYLG�+XPSKUH\��Horse and 
Rider, 2010. Acrylic on canvas, 44 × 54 
in. 
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E\�LWV�VWUDQJH�WDQJHQWV�DQG�DEXWWLQJ�IRUPV��7KH�ZD\�WKH�WZR�ÀJXUHV·�KLSV�PHHW��
WKH�VOLYHU�RI�EOXH�VN\�EHWZHHQ�WKHP��DQG�KRZ�WKH�PDQ·V�XSSHU�DUP�DOLJQV�ZLWK�WKH�
side of her face all form tangents that certainly would have been discouraged in 
-DFTXHV�/RXLV�'DYLG·V art courses, in favor of silhouettes that give clarity of action. 
Humphrey uses spatial ambiguity for its psychological possibilities. It only recently 
occurred to me that the painting is about desire becoming real, desire becoming 
valuable, desire contributing something of use to a broader world. These tangents 
are a physical bridge between human beings and a celebration of that accomplish-
ment by people of different races and genders. Even though the painting is cen-
tered on a sexual dynamic, the greater bond being explored is intimacy. The core 
of this bond is not desire for or attraction to each other; the painting, instead, pro-
poses that the outcome of their interaction is something yet to be seen, a possibility 
emerging from awkwardness and misunderstanding.
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David Humphrey in his studio, c. 1986
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The Sub-moderne:
'DYLG�+XPSKUH\·V�$SSOLFDWLRQV
/\WOH�6KDZ

 
A man and a woman stuff cotton wads into ambiguous animals on an industrial 
ZRUN�ÁRRU�1 �7KH�WDEOH�VXUIDFH�LV�VWUHZQ�ZLWK�OLPS��\HW�WR�EH�ÀOOHG�IDXQD�KXVNV��DQG�
ZLWK�PRUH�EXOERXV�IRUPV�WKDW�VHHP�WR�LQGLFDWH�ÀQLVKHG�SURGXFWV��%H\RQG�WKH�WZR�
modular work stations, and the moving surface that feeds them raw materials, the 
factory space abstracts itself into large solid color planes (orange and yellow, blue 
DQG�EODFN��DQG�MXVW�D�IHZ�GHWDLOV�VXJJHVWLQJ�VSDFHV�DQG�ÀJXUHV��D�6DDULQHQ�WXOLS�
chair, the rounded edge of the table, perhaps a canister or barrel, and an assort-
ment of abstract drips or swirls of black paint that evoke the curved hairlines of oth-
HU�ZRUNHUV��LQ�SURÀOH�LQ�WKH�EDFNJURXQG��$OO�RI�WKLV�DEVWUDFWLRQ�DQG�PLQLPDO�GHWDLOLQJ�
FDOOV�LQWR�JUHDWHU�UHOLHI�WKH�GHJUHH�RI�VSHFLÀFLW\�DFFRUGHG�WKH�ÀUVW�WZR�ODERUHUV���
� +H�VSRUWV�D�GDUN�SLQN�YLQWDJH�VKLUW�WKUREELQJ�ZLWK�RUDQJH�SRO\JRQV��,WV�YLEH�
LV�RUJDQLF�PLG�FHQWXU\�PRGHUQH��$WRS�KLV�UDWKHU�ODUJH�FUDQLXP�VLWV�D�FULVS��ZLGH�
EULPPHG�OLG��EODFN�XQGHUQHDWK�DQG�ZLWK�QR�GLVFHUQDEOH�ORJR�RU�ODQJXDJH�DERYH���
+LV�IDFLDO�KDLU��WRR��LV�FDUHIXOO\�FXUDWHG��D�FDYDOLHU�JRDWHH��ZLWK�DQ�HVSHFLDOO\�WKLQ�
VRXO�SDWFK��JURZLQJ�DORQJ�WKH�FKLQ�LQWR�D�VWXEEOH�EDVHG�DQFKRU�EHDUG��+LV�KRPH�
PLUURU�KDV�EHHQ�JHWWLQJ�VRPHWKLQJ�RI�D�ZRUNRXW��6KH�ZHDUV�D�OHVV�GHVFULSW��EXW�
still subtle and well-selected (no doubt also vintage) two-tone green top, bright-red 
lipstick, and an expensive asymmetrical haircut that shows off discrete strands of 
1 Above this horizontal line that separates the main text of this essay from the smaller font below, 
RQH�ZLOO�ÀQG�D�PRVWO\�SOHDVDQW��DPELHQW�UXPLQDWLRQ�RQ�WKH�ZRUNV�RI�FRQWHPSRUDU\��1HZ�<RUN�EDVHG�
painter David Humphrey (born 1955), taking in the main sights in the sauntering manner of a gallery 
stroll; however, below this line, in the sweaty engine room of the footnotes, those who lay aside their 
lavender ascots and powder blue Comme des Garçons blazers for the stinking, mustard-stained 
7�VKLUW�,�SURYLGH�KHUH��ZLOO�HQFRXQWHU�D�VHULHV�RI�VQDUO\�SROHPLFV�DJDLQVW�D�IHZ�RI�RXU�FXUUHQW�DUW�KLV-
WRULFDO�FOLFKpV�DQG�RYHUYDOXDWLRQV��7KHUH�LV�DOVR�D�ELW�RI�VFKRODUO\�UHIHUHQFH�DQG�HODERUDWLRQ���
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MHW�EODFN�KDLU�LQ�WKUHH�LUUHJXODU�DUFV�DFURVV�KHU�IRUHKHDG���
7KH\�DUH��QR�PLVWDNLQJ�LW��KLSVWHUV��7KHLU�VDUWRULDO�ODQJXDJH�EURDGFDVWV�WKHLU�

IRUFHG�PDUFK�WKURXJK�WKDW�XQUHOHQWLQJ�VW\OH�JDXQWOHW�ZH�NQRZ�DV�DUW�VFKRRO��+DYH�
they simply been excreted out the one-way bombardier hatch of this debt-racking 
IXQ�KRXVH��DQG��IDLOLQJ�WR�ÀQG�JDLQIXO�SDWURQDJH�LQ�WKH�XULQH�VRDNHG�DOOH\�EHORZ��
ZDVKHG�XS�DW�WKH�FORVHVW�PDTXLODGRUD�FRQYH\RU�EHOW"�,V�WKLV�SDLQWLQJ��WKDW�LV��D�
slightly sadistic engaged work meditating on the “spiraling student debt” about 
ZKLFK�ZH�KHDU�VR�PXFK�WKHVH�GD\V"�1R��5HDO�DQG�WHUULEOH�DV�WKDW�GHEW�LV��'DYLG�
Humphrey does not appear to be allegorizing it here in his 2016 painting Work-
place; and it is the facial expressions of his assembly line hipsters that key us to 
WKLV�IDFW��%RWK�RI�WKHP�DUH�FRQWHPSODWLYH�DQG�GLVWDQW��7KH\�KDYH�DEVWUDFWHG�WKHLU�
attention away from this repetitive activity and are thinking rather than concentrat-
LQJ�RQ�WKHLU�ZRUN�2 The hipsters are not communicating with one another, or with 
DQ\RQH�HOVH�LQ�WKH�IDFWRU\��7KH\�DUH�ORVW�LQ�DQ�LPSOLFLWO\�RQJRLQJ�FRQWHPSODWLYH�
VWDWH�ZKLOH�WKHLU�EXV\�KDQGV�H[HFXWH�PHQLDO�WDVNV��:H�KDYH�VHHQ�WKLV�ORRN�EH-
fore—when the two were still in art school, working on paintings late at night in 
WKHLU�VWXGLRV��$QG�VR�LI�WKH�KHDSV�RI�VWXIIHG�DQLPDOV�WKH\�QRZ�SURGXFH�UHPDLQ�RI�
OLWWOH�LQWHUHVW�LQ�WKHPVHOYHV��ZH�DUH�QRQHWKHOHVV�DVNHG�WR�SDXVH�RQ�WKHVH�ÀJXUHV·�
RGG�UHODWLRQ�WR�WKLV�KDQGPDGH�TXDVL�PDVV�SURGXFWLRQ�SURFHVV�

The painting that shows us all this is itself obviously another kind of hand 
ODERU��,QGHHG��+XPSKUH\·V�FDQYDV�FRQWDLQV�D�NLQG�RI�PLQRU�LQYHQWRU\�RI�SDLQWLQJ·V�
PDUN�PDNLQJ�WHFKQLTXHV��ÁDW��JHRPHWULF�DEVWUDFWLRQ��KHUH�DSSDUHQWO\�GHSOR\HG�
against the grain as a representational technique suggesting light striking interior 
VXUIDFHV���JHVWXUDO��SDLQWHUO\�VZDWKV��ZKLFK�VHW�RII�WKH�FHQWUDO�ÀJXUHV�LQ�D�NLQG�RI�
washy pink ambiance, and provide occasional minor points of focus throughout the 
UHVW�RI�WKH�FDQYDV���GHVLJQ�DQG�FDULFDWXUH�FDPHRV��WKH�6DDULQHQ�FKDLU��WKH�EDFN-
JURXQG�KDLUGR�KHOSHUV���DQG�WKHQ�PRPHQWV�RI�TXDVL�UHDOLVP��IURP�WKH�WZR�GHWDLOHG�
�� ,W�ZDV�$ORLV�5LHJO�� WKH�JUHDW�QLQHWHHQWK�FHQWXU\�$XVWULDQ�DUW�KLVWRULDQ��ZKR� WDXJKW�XV� WR�VHH� WKLV�
kind of individualized absorption in the group portraits of sixteenth- and seventeenth-century Dutch 
SDLQWHUV��ZKHUH�LW�ZDV�XQGHUVWRRG�DV�D�UHMHFWLRQ�RI�WKH�,WDOLDQ�PRGHO�RI�JURXS�SRUWUDLWV��LQ�ZKLFK�WKH�
attention of each sitter was subordinated to a single event or object, and so the group was always 
IRFDOL]HG��$V�5LHJO�ZULWHV��LQ�KLV������DUWLFOH�DQG������ERRN��RQ�VL[WHHQWK��DQG�VHYHQWHHQWK�FHQWXU\�
JURXS� SRUWUDLWV� LQ� +ROODQG�� ´WKH� EDVLFDOO\� SRUWUDLW�RULHQWHG� SLFWRULDO� FRQFHSWLRQ� LQ�+ROODQG� WXUQV� DOO�
historical action from a reciprocal transaction between third parties into a subjective act of contem-
plation, attentiveness, and a mirroring of the viewer” (The Group Portrait in Holland >WUDQV��(YHO\Q�0��
.DLQ�DQG�'DYLG�%ULWW��/RV�$QJHOHV� *HWW\������@��������´7KH�+ROODQGHUV�µ�KH�FRQWLQXHV��´UHVLVWHG�WKH�
LGHD�RI�GHSLFWLQJ�ÀJXUHV�WKDW�ZHUH�DW�WKH�PHUF\�RI�ODUJHU��RXWVLGH�IRUFHVµ�������
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ZRUN�VWDWLRQV�LQ�WKH�IRUHJURXQG�WR�WKH�WZR�FHQWUDO�ÀJXUHV�WKDW�RFFXS\�WKHP�DQG�PR-
nopolize our attention by the care that has been lavished on their depiction in this 
RWKHUZLVH�ORRVH�DQG�DSSUR[LPDWH�ZRUOG��7KH�SDLQWHU�KLPVHOI�PXVW�KDYH�EHHQ�D�OLWWOH�
WLUHG��LQ�QHHG�RI�VRPH�VSDFLQJ�RXW��DIWHU�VWXIÀQJ�WKHVH�WZR�ÀJXUHV�ZLWK�VR�PXFK�
PLPHWLF�FRWWRQ��%XW�+XPSKUH\·V�ODERU�KHUH�LQ�Workplace LVQ·W�MXVW�WKH�PDQXDO�NLQG�
involved in believably deploying these various painting modes; it is, instead, also a 
conceptual toil that consists in colliding these languages of representation against 
RQH�DQRWKHU�3�´,QYHQWRU\µ�PD\�WKXV�QDPH�RQO\�RXU�ÀUVW�LPSUHVVLRQ�RI�WKH�YDULDQFH�
DPRQJ�WKHVH�GLYHUJHQW�PRGHV�4�:KDW�VWLFNV�ZLWK�XV�LQVWHDG��DV�ZH�VWLFN�ZLWK�WKH�
SDLQWLQJ��LV�D�TXLHW�ZDU�DPRQJ�LWV�VW\OHV�5  

And so we arrive at the crux of the painting, in its interweaving of manual 
DQG�DUWLVWLF�ODERU��LV�LWV�SURMHFW�RQH�RI�WDNLQJ�WKH�VWXIÀQJ�RXW�RI�SDLQWLQJ��DQG�LWV�
art-school lineage) by ironizing the practice as a quaint, outmoded handicraft in 
WKH�ZRUOG�RI�LQÀQLWH�DQG�LPPHGLDWH�SKRQH�SKRWRJUDSK\�DQG�FRPSXWHU�DLGHG�GH-
VLJQ"��6XFK�D�VWDQFH�PLJKW�VHHP�D�OLWWOH�GLVLQJHQXRXV�IURP�D�PDQ�ZKR�KDV�EHHQ�
SXWWLQJ�EUXVK�WR�FDQYDV�ZLWK�DODUPLQJ�FRQVLVWHQF\�VLQFH�WKH�ODWH�����V��:RXOG�WKLV�
be merely the kind of familiar self-deprecation we encounter with so many cynical 
��7R�ZULWH�RI�´FRQFHSWXDO�WRLOµ�LV�XVXDOO\�WR�ODXQFK�LPPHGLDWHO\�LQWR�WKH�GRPDLQ�RI�WKH�´ODUJHU�SURMHFW�µ��
,·P�IRU�WKLV��EXW�ZLWK�LPSRUWDQW�TXDOLÀFDWLRQV��7KH�OHJDF\�RI�FRQFHSWXDOLVP�,·G�ZDQW�WR�GUDZ�RQ��WR�EH�
brief about it) is not merely the familiar move toward the series, and the consequent downplaying 
RI�HYDOXDWLRQ�DW�WKH�VFDOH�RI�WKH�LQGLYLGXDO�ZRUN��:KLOH�ERWK�RI�WKHVH�PRYHV�KDYH�EHHQ�JHQHUDWLYH��
ZH·YH�DOVR�DUULYHG�DW�DQ�LPSDVVH�LQ�ZKLFK�DUWLVWV�IUHTXHQWO\�VHHP�WR�EH�XQGHUVWRRG�exclusively at 
this larger level of their project or narrative, with their individual works offering no real complication 
RU�TXDOLÀFDWLRQ�RI�WKLV�VXSSRVHGO\�SUHHVWDEOLVKHG�´IDFWµ�RI�ZKDW�WKLV�SURMHFW�LV��7KXV�ZKDW�ZHQW�E\�
WKH�QDPH�RI�VHULDO�SHUPXWDWLRQV�LQ�WKH�¶��V�KDV�FRPH�EDFN�DV�DQ�DUWLVW·V�´SURMHFWµ�RU�´QDUUDWLYH�µ�:H�
seem to lack some of the basic evaluative tools to understand whether these narratives are worth 
SXUVXLQJ��:H�QHHG�QRW�MXVW�D�QHZ�WKHRU\�RI�QDUUDWLYH��EXW�RQH�RI�HYDOXDWLRQ�DV�ZHOO��DVNLQJ�EDVLF�
TXHVWLRQV�DERXW�ZKHWKHU�RU�QRW�FHUWDLQ�QDUUDWLYHV�DUH�RI�LQWHUHVW��7KLV�KDV�EHHQ�VKLHG�DZD\�IURP�
DIWHU�WKH�FULWLTXH�RI�HYDOXDWLRQ�LQ�WKH�����V�DQG�¶��V��+RZHYHU�XVHIXO�WKDW�FULWLTXH�ZDV�DW�WKH�WLPH��
ZH�ZLOO�EH�WUDSSHG�LQ�D�EDG�LQÀQLW\�RI�SHUVRQDO�QDUUDWLYHV�XQWLO�ZH�FDQ�KDYH�D�SXEOLF�GLVFXVVLRQ��
and theorization, about why some of these are more compelling than others, which sorts of subject 
positions and institutions they authorize (or destabilize), and how all this relates both to their own 
FODLPHG�JHQHDORJLHV�DQG�WKH�FRQWH[W�LQ�ZKLFK�WKH\�DUH�GHSOR\HG�LQ�WKH�SUHVHQW���
4 “The assumption was that if you rubbed heterogeneous languages against each other you could 
either neutralize their power, or draw something else out as a new kind of power” (Brooklyn Rail, 
LQWHUYLHZ�ZLWK�3KRQJ�%XL��
��$UH�ZH�MXVW�SODQWLQJ�RXU�ÁDJ��D�OLWWOH�ODWH��LQ�WKH�QRUWK�SROH�RI�JRRG�ROG�SRVWPRGHUQ�SDLQWLQJ"�7KH�
SRLQW�LV�QR�ORQJHU�WR�DFKLHYH�WKLV�GHQDWXUDOL]DWLRQ��LW�ZDV�DFKLHYHG�LQ�WKH�¶��V��LI�QRW�EHIRUH���,W·V�WR�
UXE�RQH�ODQJXDJH�XS�DJDLQVW�DQRWKHU�WR�GR�QHZ�NLQGV�RI�WKLQNLQJ��+HUH��WKLQNLQJ�DERXW�WKH�ODERU�RI�
SDLQWLQJ��DQG�DERXW�WKH�VWDWXV�RI�WKH�GLDJUDP��WKH�ZRUN�RI�´GHVLJQ�µ  
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hipsters, the blanket negations used to create a “realistic” attitude free from any 
VXSSRVHGO\�P\VWLI\LQJ�LGHQWLÀFDWLRQV��WKDW�KDUG�ERLOHG�¶��V�GLVDIIHFWLRQ�WKDW�HQ-
YHORSHG�DUW�VWXGHQWV�RI�\RUH�OLNH�VPRNH�LQ�EDUV"�1R�DJDLQ��/HW�XV�WKXV�PRYH�EH-
yond the boring medium essentialism that would underlie a yes/no referendum on 
whether painting, in all its handmade-ness, could in fact achieve the status of the 
´FRQWHPSRUDU\�µ6�,QVWHDG�ZH�PLJKW�SXUVXH�WKH�VHHPLQJO\�PRUH�SUDJPDWLF��EXW�DOVR�
undoubtedly richer, question of just what it is this hand-labor achieves in the pres-
HQW��,I�WKHUH�LV�DQ�DWWHPSW�WR�WDNH�VWRFN�RI�WKH�FXUUHQW�FXOWXUDO�PHDQLQJ�RI�SDLQWLQJ�LQ�
Workplace, LW�LV�DORQJ�WKHVH�OLQHV���/LNH�PHWD�SDLQWLQJV�WKURXJKRXW�KLVWRU\��WKLV�RQH�
surveys the scene, considering its mode of image making in relation to others, and 
UXPLQDWLQJ�RQ�WKH�RYHUDOO�FXOWXUDO�VLWXDWLRQ�LQ�ZKLFK�WKLV�ODERU�WDNHV�SODFH���

:KDW��WKHQ��GRHV�WKLV�SURFHVV�\LHOG"�,I�ZH�FDQ�DJUHH�WKDW�GLVFUHSDQW�PRGHV�
of representation in Workplace ÀJKW�DPRQJ�WKHPVHOYHV, and that this combat might 
VWDQG�LQ�DV�D�YLDEOH�PLFURFRVP�IRU�DW�OHDVW�RQH�NH\�WUDMHFWRU\�ZLWKLQ�+XPSKUH\·V�
ODUJHU�SUDFWLFH��WKHQ�ZH�PLJKW�ZDQW�WR�IRFXV�LQ�D�ELW�PRUH�FORVHO\�RQ�ZKDW·V�KDS-

6 The term contemporary�LV�RQH�RI�RXU�JUHDW�OH[HPHV�RI�P\VWLÀFDWLRQ��LW�DOZD\V�VHHPV�WR�DUULYH�DV�
an a priori, without, that is, an argument about why certain developments or events are understood 
as constitutive of the now, and the others (also available empirically, clearly sharing the same space 
DQG�WLPH��DUH�QRW��5DWKHU�WKDQ�GHVLJQDWH�D�SRVLWLYH�HQWLW\�ZLWK�D�VHULHV�RI�TXDOLWLHV��WKH�FRYHUW�IXQF-
tion of the word contemporary is often to banish concurrent activities not polished with the word into 
D�GDQJHURXV�]RQH�ZH�PLJKW�FDOO�WKH�SULPLWLYLVP�RI�WKH�UHFHQW�SDVW��7KLQN�RI�WHUPV�EHLQJ�GHSLFWHG�DV�
ÁLS�SKRQHV�
��7KHUH�LV��RI�FRXUVH��D�ORQJ�KLVWRU\�RI�PHWD�SDLQWLQJV�WKDW�UHÁHFW��RIWHQ�VFDQGDORXVO\��RQ�WKH�VSHFLI-
LF�ODERU�LQYROYHG�LQ�PDNLQJ��DQG�VHHLQJ��D�SDLQWHG�UHSUHVHQWDWLRQ��$PRQJ�D�IDU�YDVWHU�H[DPSOH�SRRO�
ZH�PLJKW�VHOHFW�$OEUHFKW�'�UHU·V�Self-Portrait �������LQ�0XQLFK��ZKLFK�FRQVFLRXVO\�FRQÁDWHV�WKH�
DUWLVW�PDNHU·V�VHOI�LPDJH�ZLWK�the DXWKRULWDWLYH�VXEMHFW�RI�SDLQWLQJ��&KULVW�KLPVHOI��5RVVR�)LRUHQWLQR·V�
The Dead Christ with Angels �F�������������LQ�%RVWRQ��ZKLFK��IRFXVLQJ�RQ�WKH�LQVWDQW�DW�ZKLFK�OLJKW�
penetrates the tomb and the dead Christ stirs, seems to grant painting the terrifying power of reviv-
LÀFDWLRQ��2EYLRXVO\�WKHUH�LV�9HOi]TXH]·V�HODERUDWH�GLVFRXUVH�RQ�WKH�ULWXDOV��SURWRFROV��DQG�GLVSODFH-
ments of the seventeenth-century court painter in Las Meninas �������LQ�0DGULG��/HVV�REYLRXVO\�
WKHUH�LV�-DQ�YDQ�*R\HQ·V�URXJKO\�FRQWHPSRUDQHRXV�ULII�RI�SDLULQJ�KLV�RZQ�SURFHVV�RI�SXOOLQJ�UHFRJ-
nizable forms out of the primal ooze of pigment to that of the Dutch engineers manufacturing new 
JURXQG��&ORVHU�WR�WKH�SUHVHQW��ZH�PLJKW�DGG�&RXUEHW·V�7KH�3DLQWHU·V�6WXGLR���������ZKLFK�UHÁHFWV�
RQ�WKH�YDVW�DQG�GLVFRQWLQXRXV�VRFLDO�ZRUOG�RI�WKH�SDLQWHU��RU�-DFNVRQ�3ROORFN·V�IRFDOL]LQJ�WKDW�ZRUOG�
on a pane of glass (which would become #29��������1DWLRQDO�*DOOHU\��2WWDZD��LQ�+DQV�1DPXWK·V�
�����ÀOP���,�VNHWFK�WKLV�PLQL�JHQHDORJ\�QRW�WR�DQRLQW�WKLV�SDLQWLQJ�RI�'DYLG�+XPSKUH\·V�ZLWK�WKH�KDO-
ORZHG�DXWKRULW\�RI�DUW�KLVWRU\��EXW�PHUHO\�WR�UHPLQG�P\�UHDGHU�WKDW�SDLQWLQJ·V�SHULRGLF�QHHG�WR�WDNH�
VWRFN�RI�ZKHUH�LW�LV�DQG�ZKDW�LW·V�GRLQJ�ZLWKLQ�D�ZRUOG�RI�RWKHU��FRPSHWLQJ�UHSUHVHQWDWLRQDO�SUDFWLFHV�
LV�IDU�IURP�QHZ��
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SHQLQJ�ZKHQ�JHVWXUDO�DEVWUDFWLRQ�WDNHV�D�VZLQJ�DW�KDUG�HGJH�JHRPHWULF�SDLQWLQJ��  
2QH�RI�WKH�SHUKDSV�QRZ�IDPLOLDU�SURSRVLWLRQV�RI�KLJK�SRVWPRGHUQ�SDLQWLQJ�ZDV�WKDW�
when an array of styles began to interact on a single canvas, this resulted not just 
LQ�SRO\SKRQ\��EXW�LQ�D�GHQDWXUDOL]LQJ�RI�HDFK�YLVXDO�PRGH·V�FODLPV�WR�DXWKRULW\�DQG�
DXWKHQWLFLW\��,Q�IDFW��ZH�KDYH�OLYHG�IRU�VXFK�D�ORQJ�WLPH�LQ�D�ZRUOG�LQ�ZKLFK�WKLV�KDV�
EHHQ�WKH�HVWDEOLVKHG�IUDPH�RI�YLHZLQJ�WKDW�LW�LV�KDUG�WR�WKLQN�RWKHUZLVH��6R�PXFK�VR�
that perhaps part of the historic thrill (for us, now) of mid-century gestural painting is 
WR�LPDJLQH�D�ZRUOG�RI�DERXW�VL[W\�\HDUV�DJR��DV�LI�LW�ZHUH�DQFLHQW�5RPH�RU�(J\SW��LQ�
which people actually believed that the huge washy brush-strokes of a de Kooning 
painting, for instance, were really a record of existential choice conducted at high 
SLWFK��D�OLIH�OLYHG�RQ�WKH�FDQYDV³DQ�HYHQW��DV�+DUROG�5RVHQEHUJ�SXW�LW��DQG�QRW�VLP-
SO\�D�SLFWXUH�9�,Q�Red Car������� for instance, Humphrey just helps a little to make 
this connection, by literally linking the de Kooningesque swirls of an abstract land-
VFDSH�WR�WKH�JUDSKLF�SDUWLFXODUV�RI�D�OLIH��D�WZR�VWRU\�KRXVH��D�ZKLWH�SLFNHW�IHQFH��D�
VPDOO�IRUHVW��DQG�D�EULJKW�UHG�FDU��$EVWUDFW�SDLQWHUO\�´HYHQWVµ�PLQJOH�IUHHO\�ZLWK�ORZ�
NH\�QDUUDWLYH�RQHV��WKH�OLIH�RI�SLJPHQW��ZLWK�GRPHVWLF�OLIH���
� 5DWKHU�WKDQ�D�VLPSOH�MDE�DW�WKH�5RVHQEHUJLDQ�YLHZ��WKHQ��,�WDNH�WKLV�SDLQWLQJ�
as more of a literalization, an attempt to explore what it might look or feel like to 
experience life gesturally—perhaps at the Hamptons (where this freestanding clap-
ERDUG�KRXVH�PLJKW�ÀW�LQ���WKDW�IDWHIXO�VLWH�RI�ÀUVW�JHQHUDWLRQ�$E�;�VXPPHULQJ�DQG�
GHDWK��,Q�DQ\�FDVH��SDUW�RI�WKH�DWWUDFWLYH�P\VWHU\�RI�PLG�FHQWXU\�DEVWUDFW�SDLQWLQJ�
is that people not that long ago—intelligent people, to boot—invested gesture with 
VR�PXFK�SRZHU�10  And they believed that gestural abstraction, more broadly, was a 
necessary intervention in relation to a world of tamer, more intricate modernisms of 
WKH�¶��V�DQG�¶��V��RU�WR�WKH�YDULRXV�VRFLDO�UHDOLVPV�WKDW�WR�VRPH�GHJUHH�SUHFHGHG�
��7KH�SURMHFW��WKH�QDUUDWLYH��KDV�JLYHQ�ULVH�WR�D�QHZ�OD]LQHVV�ZKHUHLQ�WKH�LQGLYLGXDO�LQVWDQFH�LV�LQ�
some sense unimportant, a mere pointer or reminder of this valuable idea that never entirely mani-
IHVWV�LWVHOI��7KHUH�DUH�PDQ\�PRUDOL]DWLRQV�RI�SDLQWLQJ�´LQ�LWVHOI�µ�)URP�)DLUÀHOG�3RUWHU·V�´DUW�LQ�LWV�RZQ�
WHUPVµ��LQ�WKH�����V��WR�-DPHV�(ONLQV·V�PRUH�UHFHQW�KHFWRULQJ�FODLPV�DERXW�ZKDW�SDLQW��WKH�VXE-
stance, just is. ,�GR�QRW�ZDQW�WR�EDUN�XS�WKLV�WUHH��,�GRQ·W�WKLQN�SDLQWLQJ�KDV�LWV�RZQ�WHUPV��RU�SDLQW��LWV�
RZQ�LGHQWLW\��%XW�,�GR�WKLQN�RXU�VHQVH�RI�DQ\�DUWLVW·V�´SURMHFWµ�VKRXOG�UHPDLQ�GHSHQGHQW�XSRQ��DQG�
WKXV�WUDQVIRUPDEOH�LQ�UHODWLRQ�WR��FORVH�DQG�SHUVXDVLYH�UHDGLQJV�RI�LQGLYLGXDO�ZRUNV��  
��$V�5RVHQEHUJ�SXW�LW�LQ�KLV�IDPRXV������HVVD\��´7KH�$PHULFDQ�$FWLRQ�3DLQWHUVµ��´WKH�FDQYDV�EHJDQ�
to appear to one American painter after another as an arena in which to act—rather than as a space 
LQ�ZKLFK�WR�UHSURGXFH��UH�GHVLJQ��DQDO\]H�RU�¶H[SUHVV·�DQ�REMHFW��DFWXDO�RU�LPDJLQHG��:KDW�ZDV�WR�JR�
onto the canvas was not a picture but an event” (The Tradition of the New�>&KLFDJR��,/��8QLYHUVLW\�RI�
&KLFDJR�3UHVV������@�������2EYLRXVO\�&OHPHQW�*UHHQEHUJ�GLG�QRW�VKDUH�WKLV�EHOLHI�
���)UDQN�2·+DUD��IRU�LQVWDQFH��DOPRVW�EHOLHYHG�LW��WKRXJK�KH�RFFDVLRQDOO\�ZLQNHG���
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ÀJ������Red Car��������$FU\OLF�RQ�FDQYDV�����ð����LQ��
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WKHVH��:KDWHYHU�KLVWRULFDO�WLPHOLQH�WKH\�FDPH�XS�ZLWK��WKRXJK��LW�ZDV�D�VHTXHQFH�
FRPSULVHG�RI�SURSRVLWLRQV�DQG�UHVSRQVHV���

:LWK�WKLV�LQ�PLQG��WKH�´PRGHUQHµ�HOHPHQWV�LQ�+XPSKUH\·V�SDLQWLQJV³WKH�
conspicuous cameos of mid-century architecture and furniture, period graphic de-
VLJQ��DQG�WKH�ELRPRUSKLF³WDNH�RQ�VRPHWKLQJ�RI�D�VSHFLDO�VWDWXV�11 The typical line 
RQ�WKH�PRGHUQH�LV�WKDW�LW�PDUNV�WKH�PRPHQW��IURP�WKH�ODWH�¶��V�WKURXJK�WKH�¶��V��
when the more ambitious modernism of the teens and twenties makes an ignoble 
SHDFH�ZLWK�WKH�FRPPHUFLDO�ZRUOG��7KH�XWRSLDQ�VRFLDO�DPELWLRQV�DQG�ULJRURXV�IXQF-
WLRQDOLVP�RI�0LHV��&RUE��:ULJKW��DQG�*URSLXV�JLYHV�ZD\�WR�DQ�HFOHFWLF�SOD\ER\�DU-
chitecture of the private domain that seems not quite to understand the modernism 
LW�SUHWHQGV�WR�SUDFWLFH�12�,QVLGH�WKH�JDXG\�EXIIHW�RI�FODVKLQJ�FODGGLQJV�WKDW�HQYHORS�
these buildings, in the modular free-plan environments now native equally to Hef-
QHU�DQG�WR�+HZOHWW�3DFNDUG��%DXKDXV�JUDSKLFV�FRPH�EDFN�DV�FRUSRUDWH�VLJQDJH�
and slick airline posters that have reduced each leisure spot (each new mid-centu-
ry male utopia of highballs, legalized gambling, and divorces) to two or three taste-
ful graphic icons—casino go-go girls and pine trees, for instance, coming to stand 
LQ�IRU�5HQR�13

%XW�LI�D�GHJUDGDWLRQ�RI�WKH�PRGHUQH��DQG�RI�SOD\ER\�DUFKLWHFWXUH��ZDV��DW�
ÀUVW��DQ�HIIHFWLYH�ZD\�WR�HQVKULQH�D�VPDOO�FDQRQ�RI�KLJK�PRGHUQLVW�JHPV�DV�WKH�
asymptote of excellence from which we were always falling farther away, it became 
clear before too long that the values ostensibly at the center of this canon (func-
WLRQDOLVP��XWRSLDQLVP��ZHUH�QHYHU�TXLWH�DV�ÀUPO\�HVWDEOLVKHG�DV�WKHLU�FHOHEUDQWV�
LPDJLQHG�14�0RUH��DV�WKH�PRGHUQH�EHJDQ�WR�ERUURZ�IURP�DQ�DUUD\�RI�LUUHFRQFLODEOH�
SUDFWLFHV��LW�GLG�VRPHWKLQJ�PRUH�WKDQ�WXUQ�WRZDUG�D�SURÁLJDWH��LUUHVSRQVLEOH�HFOHFWL-
���%\�moderne�,�GR�QRW�UHIHU�PHUHO\�WR�WKH�VR�FDOOHG�VWUHDPOLQH�PRGHUQH�VW\OH�RI�DUFKLWHFWXUH�IURP�
WKH�¶��V�DQG�HDUO\�¶��V��EXW�WR�WKH�ODUJHU�WXUQ�WRZDUG�D�QRQ�IXQFWLRQDOLVW�SRSXODU�PRGHUQLVP�LQ�SRVW-
ZDU�DUFKLWHFWXUH�DQG�LQGXVWULDO�DQG�JUDSKLF�GHVLJQ��7KH�WHUPV�JRRJLH�DUFKLWHFWXUH��UD\JXQ�JRWKLF�
DQG�SRSXOX[H�VKDUH�WHUULWRU\�ZLWK�ZKDW�,�PHDQ�E\�WKH�PRGHUQH��%XW�,�DYRLG�WKHP�VLQFH�QRQH�LV�LQ�
ZLGH�XVDJH��
���7KH�SKUDVH�´SOD\ER\�DUFKLWHFWXUHµ�LV�6LHJIULHG�*LHGHRQ·V��IURP�WKH�LQWURGXFWLRQ�WR�KLV�Space, 
Time and Architecture �&DPEULGJH��0$��+DUYDUG�8QLYHUVLW\�3UHVV���������7KH�SOD\ER\�DUFKLWHFW�LV�
DOZD\V�´MXPSLQJ�IURP�RQH�VHQVDWLRQ�WR�DQRWKHU�DQG�TXLFNO\�ERUHG�ZLWK�HYHU\WKLQJ�µ
���,Q�D�UHYLHZ�RI�&KULV�2ÀOL·V�´DIUR�IXWXULVW�ORYH�JRGV�µ�+XPSKUH\�ZD[HV�DSSURYLQJO\�DERXW�WKH�
“amped-up hybrid vernacular of poster art” (Blind Handshake: Art Writing and Art, 1990–2008 >1HZ�
<RUN��3HULVFRSH������@������
14 Critiquing the rhetoric of functionalism in his introduction to Five Architects, &ROLQ�5RZH�ZULWHV� 
“very far from being as deeply involved as he supposed with the precise resolution of exacting facts, 
the architect was (as he always is) far more intimately concerned with the physical embodiment of 
HYHQ�PRUH�H[DFWLQJ�IDQWDVLHVµ��1HZ�<RUN��2[IRUG�8QLYHUVLW\�3UHVV�����������
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cism; it also began to wiggle somewhat free from a strict model of linear historiog-
UDSK\�15�,Q�GRLQJ�WKLV��WKH�PRGHUQH�FRXOG�SHUKDSV�EH�XQGHUVWRRG�DV�D�NH\�PRPHQW�
in which modernist practices began to uncouple themselves from, or at least desta-
bilize, the constitutive worldviews and forms of belief that had seemed to be their 
FRQGLWLRQV�RI�SRVVLELOLW\��7KLV��WKHQ��LV�ZKDW�QRPLQDWHV�WKH�PRGHUQH�DV�D�SUHFXUVRU�
to the generalized condition of sampling that seems to obtain in the world of David 
Humphrey, where paint-by-numbers camp jostles with the gestural “event,” where 
JHRPHWULF�DEVWUDFWLRQ�FODQJV�LWV�KDUG�OLQHV�DJDLQVW�UHDOLVWLF�ÀJXUHV��DQG�ZKHUH�ELO-
ORZV�RI�ELRPRUSKLF�DEVWUDFWLRQ�VSLOO�RXW�LQWR�FOHDQ��SHUVSHFWLYDO�VSDFH��,I�RQH�ZHUH�
to sort this tangle of stylistic languages into something like a continuous spectrum, 
it might be possible to situate at one end mid-century design, with its reduced 
JUDSKLF�ODQJXDJH��DQG�DW�WKH�RWKHU��JHVWXUDO�DEVWUDFWLRQ�DQG�VWDLQLQJ���,Q�WKH�GLVWDQW�
EDFNJURXQG�ZH�PLJKW�QRWH�+HLQULFK�:|OIÁLQ·V opposition between the linear and the 
painterly; but these polarities have now morphed into the logo and the stain; or the 
EUDQGLQJ�LFRQ�DQG�WKH�EORWFK\�EUXVKVWURNH��$UFKLWHFWXUH��WKHQ��LV�RIWHQ�FRQVFULSWHG�
WR�SOD\�WKH�IRUPHU�UROH��,Q�PDQ\�SDLQWLQJV��IRU�LQVWDQFH��FULVSO\�GHOLQHDWHG�EXLOGLQJV�

���5REHUW�6PLWKVRQ�VHHV�WKLV�DOUHDG\�LQ�WKH�DUFKLWHFWXUH�RI�WKH�����V�LQ�KLV�HVVD\�´8OWUDPRGHUQH�µ��

ÀJ������3RVWHU�IRU�8QLWHG�$LU�/LQHV��F�����������[����LQ�
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enter as only partly persuasive enticements for that brand we have come to know 
DV�PLG�FHQWXU\�PRGHUQLVW�DUFKLWHFWXUH��WKH�LFRQLF��WKRXJK�QRW�TXLWH�LGHQWLÀDEOH��
DSDUWPHQW�FRPSOH[�PDUNLQJ�DQ�HGJH�RU�D�YDQLVKLQJ�SRLQW�ZLWKLQ�WKH�FRPSRVLWLRQ��
:H�VHH�WKLV�LQ�WKH�VHQVLWLYHO\�QDPHG�Ass Palette,�������ZKHUH�DJDLQ�SDLQWLQJ�
FRPHV�LQ�IRU�DQ�H[DPLQDWLRQ�7KLV�SLJPHQW�SURFWRORJ\�\LHOGV�EORFN\��EUXVKVWURNH�EH-
traying painterly rectangles in the foreground, and de Kooningesque swirling pro-
ÀOHV�LQ�WKH�IRUHJURXQG�OHIW��LW�DOVR�\LHOGV�DQ�RGG�FRXSOH�RI�ZRPHQ�UHLQYHQWLQJ�WKH�
plein air outing; the artist, at left, taking a break from her prostrate pigment stand to 
stare, with boredom, in the opposite direction; the palette, at right, bent over, head 
cocked at a strange, uncomfortable angle on the yellow grass, looking perhaps a 
WLQ\�ELW�GHDG��$�VW\OL]HG��PLQLPDO�ODQGVFDSH�ÀOOV�WKH�PLGGOH�JURXQG��DQ�XWWHUO\�ZKLWH�
]RQH�ZLWK�D�VPDOO�WUHH�RQ�RQH�VLGH�DQG�D�ELJ�RQH��ZLWK�\HOORZ�JUDSKLF�GHVLJQ�;V�
KDQJLQJ�IURP�LWV�EUDQFKHV��DW�WKH�OHIW��D�ULYHU�VQDNHV�WKURXJK�LQ�DQ�HOHJDQW�6�FXUYH��
$QG�RQ�WKH�KRUL]RQ�LV�PRGHUQ�DUFKLWHFWXUH³D�IRXU�VWRU\�VRPHWKLQJ��,V�LW�WKHUH�MXVW�
to spoil the pastoral view, to remind us of always encroaching “modernization”? 
2U�LV�LWV�YHU\�PRGHUQLW\�D�WHORV�ZH�PLJKW�UHDFK�ZKHQ�ZH·YH�FUHVWHG�WKLV�WHUULWRU\�
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DQG�DUULYHG�KLVWRULFDOO\�DW�WKH�ULGJH�RQ�ZKLFK�LW�VLWV"�+DUG�WR�WHOO��:KDW�VHHPV�D�
OLWWOH�FOHDUHU�LV�WKH�VWDWXV�RI�ODERU�RXW�KHUH�LQ�WKH�ÀHOG��6LQFH�ZH�VHH�QR�FDQYDV��WKH�
VXJJHVWLRQ�VHHPV�WR�EH�WKDW�WKH�SDLQWHUO\�ODQGVFDSH�ZH·UH�SURYLGHG��DQG�WKH�SDLQW-
HG�ERG\��DUH�ERWK��LQ�D�VHQVH��WKH�ZRUN�RI�WKLV�EHPXVHG�ODQGVFDSH�DUWLVW��$QRWKHU�
modernist building pokes through at the edge of Side Street in Majorca, 2006, 
ZKHUH�D�EODFN�PDQ�ZHDUV�D�%HWW\�%RRS�PDVN�DQG�DQ�HOGHUO\�ODG\�LQ�\HW�DQRWKHU�
moderne garment (whose exact design appears in other paintings, like a kind of 
brand cameo) waddles off in the direction of a modular housing complex that bare-
O\�SHHNV�LQ�IURP�WKH�ULJKW��

This language is perhaps most legible in Baby Sitter��������+HUH�D�NLQG�
RI�FRYHU�EDQG�8QLWp�VLWV�DW�WKH�WRS�RI�DQ�DOSLQH�URDG��ZKHUH�WKH�EDE\VLWWHU�ÁRDWV�
over the landscape (like a teen heartthrob vision), one eye covered by his angular 
EDQJV��WZR�GLDJUDPPDWLF�FKLOGUHQ�IUDPHG�DJDLQVW�KLV�RUDQJH�VKLUW�16 Perhaps we 
FRXOG�VD\�WKDW�WKH�SDLQWLQJ�LV�DERXW�ZDUULQJ�GLDJUDPV��RI�DUFKLWHFWXUH��HURV��OLIHVW\OH�
DQG�ODQGVFDSH��ZLWK�D�FRXSOH�RI�LQIDQWV�WKURZQ�LQ��Hoodies, 2011, too sits (most-
O\��RQ�WKH�FOHDQ�GLDJUDPPDWLF�VLGH�RI�WKLV�VSHFWUXP��+HUH��VL[�\RXQJ�LQGLYLGXDOV�
donning the eponymous sweatshirts huddle on a table behind a shipping contain-
HU��:KDW��H[DFWO\��DUH�WKH\�GRLQJ�LQ�WKLV�SDUNLQJ�ORW�ODQGVFDSH�SUHVLGHG�RYHU�E\�D�
VLQJOH�IRUORUQ�OLJKWLQJ�À[WXUH��DQG�ZK\�DUH�WKH\�DOO�ZHGJHG�LQ�RQ�WKLV�SHWLWH�WDEOH�WKDW�
VHHPV�WR�KDYH�EHHQ�MDFNHG�IURP�WKH�ORFDO�KLJK�VFKRRO"�:H�JHW�KHOS�DQVZHULQJ�WKLV�
question neither from the stylized pine trees in the distance nor from the real sub-
MHFW�RI�WKH�SDLQWLQJ��D�FROOHFWLRQ�RI�IRXU�KXJH�ELRPRUSKLF�VWDLQV��DOO�VROLG�FRORUV��WKDW�
billow out across the parking lot surface, jamming the codes between mundane oil 
VSLOO�DQG�HOHYDWHG�DEVWUDFWLRQ����+XPSKUH\·V�ZHOO�GRFXPHQWHG�LQWHUHVW�LQ�DPDWHXU�
painters and paint-by-numbers aesthetics are both relevant here, inasmuch as his 
diagrammatic painterly language suggests the intentional misapplication of a se-
ULHV�RI�UXOHV�RU�SURFHGXUHV��ERWK�LQ�WKHPVHOYHV��DQG�LQ�WKHLU�FRPELQDWLRQV����,NH·V�
Bridge��������PD\�EH�WKH�VXPPD�RI�WKLV�FRQFHUQ�ZLWK�PLVDSSOLHG�PHWKRGRORJ\��
+HUH��D�WULP�,NH�VLWV��OHJV�XQGHU�KLV�EXWW��DUPV�DW�KLV�VLGHV��LQ�VRPH�NLQG�RI�EL]DUUH�

���8QLWp� �8QLWp�G·KDELWDWLRQ��D�SURWRW\SLFDO�IRUP�GHYHORSHG�E\�/H�&RUEXVLHU�IRU�WKH�UHVLGHQWLDO�
KRXVLQJ�EORFN��WKH�PRVW�IDPRXV�RI�ZKLFK�LV�LQ�0DUVHLOOH��FRPSOHWHG�����������
���7KLV�LV�D�WHUULWRU\�+XPSKUH\�H[SORUHV�DV�ZHOO�LQ�RQH�VWUDQG�RI�KLV�PL[HG�PHGLD�ZRUNV��ZKHUH�EH�
begins with photographs of mud slicks or minor puddles in city gutters and then collages in animal 
FKDUDFWHUV�RU�JUDSKLF�GHVLJQ�HOHPHQWV�EDVHG�RQ�WKH�GRPLQDQW�OLQHV�RI�WKHVH�IRXQG�ODQGVFDSHV���
���$V�KH�VD\V�WR�3KRQJ�%XL�LQ�D�1RYHPEHU����������LQWHUYLHZ��´,·P�DOVR�UHDOO\�LQWHUHVWHG�LQ�DPDWHXU�
SDLQWHUV��$OO�RI�WKHLU�WHFKQLFDO�VKRUWFRPLQJV��DV�WKH\�LQWHUVHFW�ZLWK�IDPLOLDU�FRQYHQWLRQV��VSHDN�RI�D�
GHVLUH�DQG�WKH�SURPLVH�RI�JUDWLÀFDWLRQ�µ�Brooklyn Rail���
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EURZQ�FRYHULQJ�WKDW�VXJJHVWV�D�ÀWWHG��LI�VOLJKWO\�WKUHDGEDUH��DSH�VXLW��2Q�RQH�VLGH�
is a stylized pine whose needles have been rendered in over regular clumps of 
OLJKW�\HOORZ�OLQHV��ÀYH�RU�VL[�SHU�DSSOLFDWLRQ��WKDW�KRYHU�DWRS�WKH�WKUHH�WRQH�JUHHQ�
surface below—a bit like bad wrapping paper; on the other, what we can only call 
D�ÁRZHULQJ�WUHH�LV�EXLOW�RXW�RI�XQLIRUP�EURZQ�WUXQNV�DURXQG�ZKLFK�ÁRDW�DQ�DUUD\�RI�
XQUHODWHG��ZLOGO\�RXW�RI�VFDOH�ÁRZHUV��RUDQJH��SLQN��UHG��DQG�EURZQ��7KH\�ZRXOG�
OLNH�WR�FRQYH\�WKH�PHVVDJH��´KDSS\�µ�EXW�FDQ·W�TXLWH�VSHOO�LW��7KHVH�DUH�PRGHV�RI�
representation that aspire to, but have not attained, the status of the low-level dia-
JUDPPDWLF��,V�,NH�FRROLQJ�KLPVHOI�LQ�D�NLGG\�SRRO"�2U�KDV�WKH�JURXQG�SODQH��ZKLFK�
is inexplicably denuded and worn in the other part of the canvas) just swung up 
P\VWHULRXVO\�DQG�HQYHORSHG�SDUW�RI�KLV�ERG\"�:H·OO�QHYHU�NQRZ��:KDW�ZH�GR�NQRZ�
is that the former supreme commander of the allied forces has chosen to plant 
himself down on the lush side of the yard, more central to the bridge that provides 
WKH�FDQYDV·V�RFFDVLRQ���
� +HUH��WKHQ��ZH�FLUFOH�EDFN�RQ�WKH�VWDWXV�RI�WKH�KDQGPDGH��,Q�ZRUNV�OLNH�,NH·V�
Bridge, painting is not the artisanal as opposed to the mechanical, the patiently 
UHQGHUHG�UHSUHVHQWDWLRQ�DV�RSSRVHG�WR�WKH�LPPHGLDWHO\�FDSWXUHG�LPDJH���3DLQWLQJ�
might like WR�EHFRPH�DUWLVDQDO��EXW�LW�MXVW�KDVQ·W�JRWWHQ�WKHUH�\HW��,QVWHDG�LW�KRYHUV�
DW�WKH�KRUL]RQ��WUDSSHG�LQ�D�VHPL�FUHWLQRXV�SUHFXUVRU�WR�OHJLELOLW\��7KLV�LV�QRW�VLPSO\�
D�VZLSH�DW�VHOI�WDXJKW�SDLQWHUV�OLNH�,NH��ZKR�VKRXOG�SHUKDSV�KDYH�FDUYHG�RXW�D�OLWWOH�
PRUH�WLPH�IRU�WKHLU�OHLVXUH�SDVWLPHV�LQVWHDG�RI�EXUQLQJ�LW�DOO�XS�DWWHQGLQJ�WR�:RUOG�
:DU�,,�DQG�WKH�LQWHUVWDWH�KLJKZD\�V\VWHP�19�5DWKHU��LW�LV�D�IDVFLQDWLRQ�ZLWK�WKH�HDUO\�
stages of method at which painterly representation can become a system, can 
be broken down into a series of techniques that, performed successfully, produce 
OHJLEOH�JUDSKLF�VLJQV�ZKLFK�LQ�WXUQ��FRPELQHG�ZHOO��SURGXFH�FRKHUHQW�SDLQWLQJV��
This allows us to reframe the problem of the moderne, which is of interest now 
because the initial dismissal of it as an over-slick, unthinking application of method 
uncoupled from belief turns out in retrospect to identify not merely a problem with 

���,NH�IDPRXVO\�SDLQWHG�LQ�RUGHU�WR�UHOD[��,Q�UHVSRQVH��+XPSKUH\�TXLSV��´3HUKDSV�EHFRPLQJ�3UHVL-
dent would help me relax” (Blind Handshake��������$W�RQH�OHYHO�ZH�KHDU�D�UHYHUVDO�RI�SRZHU�UHOD-
WLRQV��ZLWK�WKH�DUWLVW�VKHGGLQJ�WKH�DQRQ\PLW\�WKDW�KDG�FORDNHG�WKH�SRHW·V�UROH�IRU�6KHOOH\�DQG�EHFRP-
ing the acknowledged OHJLVODWRU�RI�WKH�ZRUOG��(YHQ�ZLWKRXW�NQRZLQJ�KLV�VWDQFH�RQ�PDQ\�LVVXHV��,�
ZRXOG��DW�WKLV�PRPHQW��EH�YHU\�KDSS\�WR�VXSSRUW�D�+XPSKUH\�FRXS��%XW�WKHUH�LV�DQRWKHU�G\QDPLF�LQ�
WKLV�TXRWH��DOVR�ZRUWK�HODERUDWLQJ��+XPSKUH\�VHHPV�WR�EH�SXVKLQJ�EDFN�DJDLQVW�WKDW�ROG�DVVXPSWLRQ�
that art (and one could add poetry) should operate as universally accessible domain of relaxation, 
WKDW�LV��DV�D�GLVFLSOLQH�ZLWKRXW�GHPDQGV��ZLWKRXW�KLVWRU\��ZLWKRXW�FRQWH[W���
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$PHULFDQ�JUDSKLF�GHVLJQ�DQG�DUFKLWHFWXUH�LQ�WKH�¶��V�DQG�¶��V��,QVWHDG��WKLV�VLWX-
ation in which the application of design methods severs itself from the modes of 
being and belief ostensibly signaled by a particular method points to a larger condi-
tion that has attended the spatialization of what had previously been a more linear 
history of the arts—the move, that is, from one sequential history of the arts, to an 
LQFUHDVLQJO\�SOXUDOL]HG�DQG�FRQGLWLRQDO�VHW�RI�KLVWRULHV���

,I��WR�DQ�H[WHQW��+XPSKUH\�FXOWLYDWHV�WKLV�ÁRDWLQJ�QRQ�KLVWRU\�RI�FRPSHWLQJ�
applications by setting loose a series of irreconcilable visual languages on a single 
canvas, then in paintings like ,NH·V�%ULGJH�he is, perhaps, proposing another tack, 
which we might name the sub-moderne, inasmuch at it involves not the facile ma-
nipulation of legible (if disparate) systems of representation but rather an engage-
ment with the more remedial conventions of graphic mark making that would, if 
used successfully, produce a style, but which, instead, hover at its edges, not quite 
FRDOHVFLQJ�LQWR�FRKHUHQW�PDUNV��+HUH�´DSSOLFDWLRQµ�WDNHV�RQ�DQRWKHU�VHQVH��QRW�
the seamless deployment of, but the aspiration for competence in��D�VW\OH��$JDLQ��
the agenda is not simply poking fun at amateurs or incompetents, but exploring 
the threshold at which marks begin to cohere within a legible, and seemingly uni-
ÀHG��SLFWXUH�PDNLQJ�PRGH��5HPDLQLQJ�MXVW�EHORZ�WKLV�WKUHVKROG��+XPSKUH\�FDQ�
HYRNH�LWV�RUJDQL]LQJ�SRZHU�DV�LPPLQHQW��EXW�QRW�TXLWH�SUHVHQW��7KH�UHVXOW�LV�WKDW�D�
PRGHUQH�VHQVH�RI�KLVWRU\�QRZ�IUDFWXUHV�RU�PXOWLSOLHV��<HV��+XPSKUH\�H[SORUHV�LWV�
uncoupling of style from worldview, application from belief, and seems to present 
this as the wobbly bedrock of a now generalizable condition of our existence within 
an array of pigment management techniques and styles (picture them as booths 
LQ�D�FUDIW�IDLU��WKDW�VWUHWFKHV�WR�WKH�KRUL]RQ��$QG�\HW�ZLWK�,NH·V�%ULGJH��the sub-mod-
erne of misapplied veneers paradoxically evokes that older sense of modernism as 
DQ�RQJRLQJ�SURMHFW�RI�HGXFDWLRQ��RI�VHOI�FXOWLYDWLRQ��:H�MXVW�VHHP�WR�KDYH�DUULYHG�
at an early, awkward moment in which everything UHPDLQV�WR�EH�OHDUQHG��)URP�
the perspective of ,NH·V�%ULGJH��the jaded art school kids of Workspace emerge as 
LQDFFHVVLEOH�GHPLJRGV��,I�only ZH�KDG�WKHLU�F\QLFDO�IDFLOLW\���
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/HWWHU�WR�'DYLG
:D\QH�.RHVWHQEDXP
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)HEUXDU\��������

Dear David,

I saw your show today, and was enthralled. The sculptures are beautifully provoca-
WLYH�DQG�FRPIRUWLQJO\�GROPHQ�OLNH��D�KDSS\�6WRQHKHQJH�RI�VXSHUYLVRU\�SUHVHQFHV"��
³DQG�WKH�SDLQWLQJV��ZRZ��WKH�SDLQWLQJV�ZHUH�KHDYHQ��VXFK�VWDJJHULQJ�YLUWXRVLW\���
and such funny, pert, alluring juxtapositions of free strokes, drips, clear delinea-
WLRQV��7KH�ZD\�\RX�ÀQG�D�IDFH�RXW�RI�QRZKHUH³RU�OHW�D�IDFH�VXGGHQO\�UHLJQ��LQ�WKH�
PLGGOH�RI�D�SDLQWLQJ��ZKHQ�WKH�IDFH�KDV�QR�RUGLQDU\�´ULJKWµ�WR�EH�WKHUH��<RX�VKRYH�
FODVVLFDO��DQG�FRPLF��ÀJXUDWLRQ�ULJKW�LQWR�WKH�PLGGOH�RI�YDVW�PHGLWDWLYH�FRORU�ÀHOGV³
and the stories you tell, with these procedural and representational juxtapositions, 
H[FHHG�ZRUGV�EXW�WHPSW�ZRUGV�LQWR�EHLQJ��,W·V�VWUDQJH�DQG�DPD]LQJ�WR�LPDJLQH�\RX�
plotting out these paintings, which seem like they include improvisation (how could 
they not?) but which also seem too thoughtfully composed—tactically, like a sus-
SHQVH�ÁLFN³WR�KDYH�EHHQ�DVVHPEOHG�MXVW�E\�LPSURYLVDWLRQ��7KH�VFDOH�LV�VWUDQJH��
WRR³DQG�H[FLWLQJ��WKH�ODUJHQHVV�RI�WKH�SDLQWLQJV�RIIHUV�D�WDQJ\�FRXQWHUSRLQW�WR�WKH�
LQWLPDF\�RI�WKH�HPRWLRQV�DQG�WKH�VXFFLQFWQHVV�RI�WKH�JHVWXUHV��6R�WKH�LPSUHVVLRQ�
LV�WKDW�\RX·YH�HGLWHG�DZD\�DOO�WKH�LQ�EHWZHHQV��DQG�OHIW�MXVW�WKH�LPSRUWDQW�SOD\HUV��
EH�WKHVH�SOD\HUV�D�GULS��D�EUXVK\�ÀJXUH�HLJKW�RI�SDLQW��D�ÀHOG�RI�TXHHU�VPRRWKHG�
out beige/white, a pocky festival of seemingly computer-generated hieroglyphs— 
or a body utterly real (and yet somehow the pubic hair sits on top of the dress, 
rather than below it) . . . Estrangements, defamiliarizations, amid domestic (and 
LQWHUQDWLRQDOO\�SROLWLFDO��WDEOHDX[��DV�LI�$OH[�.DW]�ZRNH�XS�DQG�IRXQG�KLPVHOI�WHOH�
transported to a remake of Star Trek scripted by a punk Harold Pinter.

xo
Wayne
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David Humphrey, c. 1989
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6HQWLPHQWDO�(GXFDWLRQ��������2LO�RQ�FDQYDV������ð����LQ�
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Lure��������2LO�RQ�FDQYDV�����ð����LQ�
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Testing, 1984. Oil on canvas, 84 × 66 in.
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%RVV·V�2IÀFH, 1984.
Oil on canvas, 84 × 120 in.
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Playpen, 1984. Oil on canvas, 66 × 84 in.
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Headquarters, 1984. Oil on canvas, 84 × 120 in.
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*UHHQ�9DOOH\, 1985. Oil on canvas, 72 × 108 in.
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)HOL[�&XOSD, 1985. Oil on canvas, 108 × 80 in.
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&U\SW, 1988. Oil on canvas, 72 × 60 in.
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0HDO�7LPH, 1988. Oil on canvas, 84 × 72 in.
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6HHNLQJ�$XWKRULW\, 1988. Acrylic on muslin, 40 × 20 ft.
Installed in the anchorage of the Brooklyn Bridge.
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Migrant, 1986. Oil on canvas, 90 × 60 in.
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'LRUDPD, 1985. Oil on canvas, 66 × 84 in.
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(DUO\�5LVHU, 1984. Oil on canvas, 72 × 144 in.

7URXJK, 1987. Oil on canvas, 66 × 72 in. 
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$QDWRP\�RI�)RUJHWIXOQHVV, 1987. Oil on canvas, 84 × 72 in.
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&RQIXVLRQ�RI�7RQJXHV, 1987. Oil on canvas, 66 × 84 in. 
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6ROGLHU·V�0HPRULDO, 1987. Oil on canvas, 84 × 66 in.
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%OLQG�6SRW, 1989. Oil on canvas, 44 × 54 in.



82

2I�6LOHQFH�DQG�([FHVV, 1990. Oil on canvas, 22 × 30 in.
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$QG�7KH\�'XJ, 1987. Oil on canvas, 72 × 60 in.
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Studio, 1996. Oil on canvas, 54 × 44 in.



85

6SHFXOXP, 1987. Oil on canvas, 36 × 50 in.
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,WLQHUDQW�3OHDVXUHV, 1987. Oil on canvas, 96 × 66 in. 
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Boy, 1987. Oil on canvas, 72 × 60 in. 
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,Q�3XUVXLW�RI�$QDORJLHV, 1989. Oil on canvas, 66 × 84 in.
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&LUFXV�7HDUV, 1989. Oil on canvas, 72 × 54 in.
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7HDFKHU·V�3HW, 1990. Oil on canvas, 84 × 72 in.
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:DLWLQJ�5RRP, 1989. Oil on canvas, 44 × 54 in.



92

&ODVVURRP, 1990. Oil on canvas, 60 × 72 in.



93

5rYH, 1990. Oil and human hair on canvas, 60 × 48 in.



94

5HDU�:LQGRZ, 1991. Oil on canvas, 72 × 60 in.



95

Dad, 1991. Oil on canvas, 84 × 96 in.



96

7RS�RI�WKH�6WDLUV, 1991. Oil on canvas, 96 × 80 in.



97

Family Gathering, 1990. Oil on canvas, 72 × 60 in.



98

Mirror, 1992. Oil on canvas, 84 × 72 in.



99

:KHUH·V�'DG", 1991. Oil on canvas, 72 × 60 in.

&KULVWPDV�����, 1991. Oil on canvas, 72 × 84 in.



100

A Family Gathering II, 1990. Oil and collage on canvas, 70 × 60 in. 



101

&ORVH, 1994. Oil on canvas, 60 × 72 in.



102

Barrier, 1993. Oil on canvas, 22 × 30 in.



103

*LIWV, 1993. Oil and acrylic on canvas, 60 × 72 in.



104

)LUVW�6XSSHU, 1992. Oil on canvas, 72 × 82 in.

Men, 1993. Oil on canvas, 30 × 22 in.



105

0\�0RWKHU�6SHDNV�WR�+HU�1HZ�%URWKHU�LQ�/DZ, 1993. Oil on canvas, 84 × 72 in.



106

*XHVWV, 1992. Oil on canvas, 48 × 60 in.



107

&RFNWDLOV, 1991. Oil on canvas, 78 × 98 in.



108

'ULQNHU, 1991. Oil on canvas, 96 × 76 in.



109

<RXU�6SRQJH, 1992. Oil on canvas, 82 × 72 in. 



110

+HUH�7KH\�&RPH�, 1993. Oil on canvas, 60 × 72 in.



111

3RQ\�/RYH, 1996. Oil on canvas, 60 × 48 in.



112

6FKRRO�'D\V, 1994. Oil on canvas, 40 × 50 in.



113

6RPH�6RUW�RI�)XWXUH, 1994. Oil on canvas, 50 × 40 in.



114

0RGHUQ�+RPH, 1995. Oil on canvas, 40 × 50 in.



115

7RZHOLQJ�2II, 1998. Oil on canvas, 44 × 54 in.



116

Arizona, 1997. Oil on canvas, 72 × 60 in.



117

%DWKHUV, 1996. Oil on canvas, 30 × 22 in.



118

(O\VLDQ�3DUN, 2000. Oil on canvas, 72 × 60 in.



119

&KDQGHOLHU, 1996. Oil on canvas, 60 × 48 in.



120

3LOH�8S�*X\, 1998. Oil on canvas, 72 × 60 in.



121

2Q�WKH�%HG, 1999. Oil on canvas, 72 × 60 in.



122

6LHUUD�/RYH�7HDP, 1997. Oil on canvas, 54 × 44 in.



123

Phone Boy, 1995. Oil on canvas, 80 × 64 in.



124

)ULHQGV, 1998. Oil on canvas, 44 × 54 in.

7KLQNLQJ�RI�<RX, 1999. Oil on canvas, 22 × 30 in.
.



125

%LNHUV, 2000. Oil on canvas, 72 × 60 in.



126

7DQJOH, 1999. Oil on canvas, 30 × 22 in.



127

3DJH��, 2001. Acrylic on canvas, 54 × 38 in. 



128



129

Remembering the Beach, 1999. Oil on canvas, 54 × 44 in. 



130

Roadside in Italy, 1998. Oil on canvas, 44 × 54 in.



131

Gymnast, 2001. Oil on canvas, 84 × 96 in.



132

Two Kitties, 2004. Acrylic on canvas, 60 × 72 in.



133

Kitties on a Wall, 2004. Acrylic on canvas, 60 × 72 in.



134

At the Wall, 2005. Acrylic on canvas, 44 × 54 in.



135

Horsey Love, 2005. Acrylic on canvas, 72 × 60 in.



136

Winter Tears, 2005. Acrylic on canvas, 72 × 60 in.



137

Underpass, 2008. Acrylic on canvas, 36 × 26 in.



138

Caregiver, 2006. Acrylic on canvas, 72 × 60 in.



139

Sno Kids, 2006. Acrylic on canvas, 44 × 54 in.



140

Thanks!, 2004. Acrylic on canvas, 60 × 72 in. 



141



142

Sno Boy, 2006. Acrylic on canvas, 60 × 72 in.



143

Wave Watcher, 2004. Acrylic on canvas, 86 × 72 in.



144

RV Park, 2007. Acrylic on canvas, 60 × 72 in.



145



146

Guitarist, 2007. Acrylic on canvas, 36 × 24 in.



147

Marshall, 2008. Acrylic on canvas, 54 × 44 in.



148

Proud Owner, 2006. Acrylic on canvas, 44 × 108 in.

Pet Dog, 2010. Acrylic on canvas, 30 × 22 in.



149

,NH·V�3RQG, 2005. Acrylic on canvas, 24 × 30 in.



150

,NH·V�)ULHQGV, 2006. Acrylic on canvas, 44 × 54 in.



151

,NH·V�:RRGV, 2006. Acrylic on canvas, 72 × 84 in.



152

Ike Paints from Life, 2006. Acrylic on canvas, 60 × 72 in.



153

Black and White, 2007. Acrylic on canvas, 60 × 72 in. 



154

City Birds, 2007. Acrylic on canvas, 30 × 22 in.



155

Alone, 2007. Acrylic on canvas, 30 × 22 in.



156

Country Bear, 2007. Acrylic on canvas, 30 × 22 in.



157

Clown Girl, 2008. Acrylic on canvas, 44 × 54 in.



158

Swimmer, 2001. Oil on canvas, 72 × 60 in.



159

Treading Water, 2007. Acrylic on canvas, 22 × 30 in.



160

Tiger, 2006. Acrylic on canvas, 72 × 60 in.



161

Man with a Tiger, 2008. Acrylic on canvas, 36 × 52 in.



162

Roman Nocturne, 2008. Acrylic on canvas, 36 × 52 in. 



163

Interspecies Embrace, 2009. Acrylic on canvas, 36 × 52 in.



164

Her Shadow, 2008. Acrylic on canvas, 44 × 54 in. 



165

Back Yard, 2008. Acrylic on canvas, 22 × 30 in.



166

Chocolate Kiss, 2008. Acrylic on canvas, 54 × 40 in.



167

Horse and Rider, 2010. Acrylic on canvas, 44 × 54 in.



168

They Like Our Numbers, 2017. Acrylic on canvas, 44 × 54 in.



169



170

Puppies, 2005. Acrylic on canvas, 44 × 54 in.



171

5HÁHFWLRQ, 2006. Acrylic on canvas, 54 × 40 in.



172

Acteon, 2009. Acrylic on canvas, 22 × 30 in.



173

Ass Pups, 2010. Acrylic on canvas, 72 × 84 in.



174

Pounder, 2007. Acrylic on canvas, 60 × 72 in.



175

Proud Sculptor, 2015. Acrylic on canvas, 72 × 60 in.



176



177

Bear Boy, 2006. Acrylic on canvas, 54 × 44 in.



178

Giving Pleasure, 2017. Acrylic on canvas, 60 × 72 in.



179

Under the Table, 2017. Acrylic on canvas, 54 × 44 in.



180

At the Door, 2011. Acrylic on canvas, 72 × 60 in.



181



182

Cement Truck, 2012. Acrylic on canvas, 60 × 72 in. 



183

Scratcher, 2012. Acrylic on canvas, 60 × 72 in. 



184

Two Mugs, 2013. Acrylic on canvas, 54 × 44 in. 



185

Silvercup, 2013. Acrylic on canvas, 44 × 54 in. 



186

Changing Sneakers, 2011. Acrylic on canvas, 72 × 60 in. 



187

Pink Couch, 2012. Acrylic on canvas, 60 × 72 in. 



188

Hoodies, 2011. Acrylic on canvas, 60 × 72 in. 



189

Dirty Hands, 2012. Acrylic on canvas, 44 × 54 in. 



190

6FRXW·V�%UHDN, 2012. Acrylic on canvas, 44 × 54 in. 



191

Space Man, 2012. Acrylic on canvas, 42 × 42 in. 



192

Paddock, 2014. Acrylic on canvas, 60 × 72 in. 



193

The Birds, 2013. Acrylic on canvas, 60 × 72 in. 



194

Party Girl, 2001. Oil on canvas, 54 × 44 in. 



195

Horsey Love, 2014. Acrylic on canvas, 60 × 72 in. 



196



197

Keys, 2015. Acrylic on canvas, 44 × 54 in.



198

Tara, 2014. Acrylic on canvas, 54 × 44 in. 



199

On the Couch, 2014. Acrylic on canvas, 72 × 60 in. 



200

Xanax, 2014. Acrylic on canvas, 54 × 88 in. 



201

Posing, 2014. Acrylic on canvas, 60 × 72 in. 



202

Shutterbugs, 2014. Acrylic on canvas, 60 × 72 in. 



203

Sidewalk, 2014. Acrylic on canvas, 60 × 72 in. 



204

Shooter, 2014. Acrylic on canvas, 36 × 52 in. 



205

Woodsman, 2016. Acrylic on canvas, 80 × 96 in. 



206

Crossing, 2015. Acrylic on canvas, 72 × 60 in. 



207

Gathering Mud, 2016. Acrylic on canvas, 60 × 72 in. 



208

Headquarters, 2016. Acrylic on canvas, 60 × 72 in. 



209

Plumbing Bill, 2015. Acrylic on canvas, 44 × 54 in. 



210

Recharge, 2016. Acrylic on canvas, 80 × 96 in. 



211

Shopping, 2015. Acrylic on canvas, 86 × 72 in. 



212

Swimmers, 2016. Acrylic on canvas, 60 × 72 in. 



213

The Morning After, 2017. Acrylic on canvas, 60 × 72 in. 



214

Witness, 2018. Acrylic on canvas, 44 × 54 in. 



215

Procession, 2018. Acrylic on printed vinyl, 50 × 60 in. 



216

Admirers, 2018. Acrylic on canvas, 30 × 22 in. 



217

Deplaning, 2018. Acrylic on canvas, 44 × 54 in. 



218

Into the Tree, 2018. Acrylic on canvas, 60 × 72 in. 



219

Overturned, 2018. Acrylic on canvas, 44 × 54 in. 



220

Corner Mart, 2018. Acrylic on canvas, 22 × 30 in. 



221

Poodle 2 , 2018. Acrylic on canvas, 54 × 44 in. 



222

Measuring Treads, 2018. Acrylic on printed vinyl, 80 × 60 in. 



223

Bagged, 2018. Acrylic on printed vinyl, 80 × 60 in. 



224
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Cocktail Horse, 2018.
Acrylic on printed vinyl, 60 × 70 in. 



226

Muddy Street, 2018. Acrylic on printed vinyl, 80 × 60 in. 



227

Pooch, 2018. Acrylic on printed vinyl, 80 × 60 in. 



228

Lecture, 2018. Acrylic on printed vinyl, 80 × 60 in. 
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David Humphrey, c. 2017
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Sculpture
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Strider, 1995. Celluclay and glazed ceramic, 10 × 7 × 10 in. 



233

Kitties, 1995. Celluclay and glazed ceramic, 9 × 9 × 7 in. 



234

Hunter and Quarry, 1996. Celluclay and glazed ceramic, 20 × 10 × 10 in. 



235

Squat, 2017. Acrylic on plaster, 32 × 30 × 20 in. 



236

Couple, 2016. Plaster, paint, and wood, 24 × 17 × 5 in.



237

Personage #2 , 2016. Plaster, paint, and wood, 27 1/4 × 15 × 11 1/2 in.



238

Campers, 2016. Mixed media, 48 × 29 × 48 in. 



239

Puppies, 2016. Mixed media, 50 × 29 × 48 in. 



240

Shape Hutch, 2014. Installation views. Mixed media, 84 × 70 × 50 in. 



241



242

Totem, 2003. Mixed media, 20 × 6 × 7 in. 



243

Earring Tree, 2000. Bronze, 15 × 9 × 8 in. 
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245

Puppy Bunk Bed, 2006. Mixed media, 41 × 46 × 32 in. 

Lemon Compote, 2006. Mixed media, 120 × 60 × 60 in. 



246

Personage, 2017. Mixed media, 90 × 36 × 36 in. 



247

Movable Wave Hutch, 2006. Mixed media, 72 × 60 × 60 in. 



248



249

Sentinel Poodles, 2003. Mixed media, 84 × 72 × 36 in. 
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'DYLG�+XPSKUH\·V�VWXGLR
with works in progress,

c. 2006
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,Q�D�%URRNO\Q�5DLO�URXQGWDEOH�GLVFXVVLRQ�RI�3KLOLS�*XVWRQ·V�VL[WLHV�SDLQWLQJV��,�VDLG��
“I love the determined contingency of all of them, as though each decision was a 
UHVSRQVH�WR�WKH�TXHVWLRQ�¶ZKDW�LI"·µ�$QG�WKHQ�ODWHU��´*XVWRQ�DUWLFXODWHV�DQG�FHOH-
EUDWHV�LQFLSLHQFH��WKH�SRWHQWLDO�IRU�D�WKLQJ�WR�FRPH�LQWR�EHLQJ�µ�$V�D�FRQVHTXHQFH�
of those remarks, Joan Waltemath asked me to elaborate on what I meant by con-
tingency. 

,�ZULWH�WKLV�ÀUVW�VHQWHQFH�WKH�PRUQLQJ�DIWHU�WKH�DQJU\�ROLJDUFK�FORZQ�FDS-
tured our US presidency. The contingency of elections folds into history to produce 
D�YHUWLJLQRXV�DQG�LPSULVRQLQJ�QDXVHD��&RQWLQJHQF\�LV�LQÀQLWHO\�VFDODEOH�DQG�WKLV�
RQH�LV�VL]HG�WR�KXUW�DQG�GLPLQLVK��7KH�´ZKDW�LIµ�WKDW�FDQ�EH�SOD\HG�RXW�RQ�WKH�VXU-
face of a canvas looks like a confession of weakness in the face of hard power. 

Contingency, for artists, is highlighted by our feeble efforts to overcome 
it—by the making of coherent forms, solid structures, and the control of materi-
als. Substance resists and has a signifying life of its own while images unleash 
associations in many directions. We make beautiful messes with materials cho-
sen and sometimes understood but never entirely mastered. Failure dramatizes 
both the possibilities we imagined and the energetic desire to make them happen. 
1LHW]VFKH�ZULWHV�DERXW�WKH�VHPL�DUELWUDU\�DQG�VHOI�GHÀQLQJ�SRZHU�RI�WKH�DUWLVW�WR�
VD\��´WKXV�,�ZLOOHG�,W�µ�:H�JR�IRUZDUG�SRZHUHG�E\�DQ�LOOXVLRQ�RI�H[HFXWLYH�FRPPDQG�
that helps us produce objects that patiently wait for their encounter with contingen-
cy.

'XFKDPS·V�WUDGLWLRQ�RI�WKH�UHDG\PDGH�SURYLGHV�RSWLRQV�IRU�DUWLVWV�WR�EH-
FRPH�VRSKLVWLFDWHG�FRQVXPHUV��´WKXV�,�FKRRVH�LW�µ�$UWLVWV�DQG�VKRSSHUV��OLNH�YRWHUV��
make decisions with a momentary sense of agency that will have consequenc-
HV�LPSRVVLEOH�IRU�WKHP�WR�DQWLFLSDWH��$UW·V�ZHDNQHVV�KDV�EHHQ�XVHG�DV�D�IRUP�
RI�VWUDWHJLF�YXOQHUDELOLW\��WKH�ZROI�LQ�VKHHS·V�FORWKLQJ���DV�D�WZLVWHG�FULWLFDOLW\��WKH�

Words in the Studio:
Mess in Time
David Humphrey
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FRPPRGLW\�WKDW�LV�QRW�RQH���DQG�DV�D�ZD\�WR�FRSH�ZLWK�RU�UHVLVW�D�ZRUOG�RUGHUHG�
LQ�GLVDJUHHDEOH�ZD\V��7KH�DUWZRUN·V�ZHDNQHVV�HFKRHV�RXU�SHUVRQDO�UHODWLRQ�WR�
geopolitical and environmental forces we are persistently urged by oligarch clowns 
to ignore. 

%XW�FRQWLQJHQF\�GRHVQ·W�PHDQ�UDQGRP��HYHQWV�RFFXU�DFFRUGLQJ�WR�DIIRU-
dances in the state of affairs. The space of possibility is bounded by the impossible 
on one side and tyrannical necessity on the other. Coherence, or organized form, 
would seem to limit the play of contingency if you want to give it life within a static 
artwork like a painting. Deciding to make a mark here and not there instantly and 
ÀQDOO\�WUDQVIRUPV�WKH�SRWHQWLDO�LQWR�WKH�DFWXDO��,�WKLQN�RI�3DXO�&p]DQQH�DV�DQ�DUWLVW�
who builds his observation-based images by means of aggregated approximations. 
His information unit, the mark, is placed one by one in relation to others according 
to a sequence of disciplined guesses about the location of this branch overlapping 
another or the yellow highlight on a piece of foliage hovering beside a similarly 
VKDSHG�\HOORZ�SDWFK�RI�GLVWDQW�JURXQG��7KH�SDUWV�RI�D�&p]DQQH�SDLQWLQJ��HVSHFLDO-
ly in his landscapes, make a coherent order according to how you look at them. 
Branches and leaves seem to hang together in a certain constellation, but when 
you return to the same spot after looking at other parts of the picture, a different 
JHVWDOW�GLVSODFHV�WKH�ÀUVW�RQH��7KH�H[SHULHQFH�RI�ORRNLQJ�DW�KLV�ZRUN�LV�RQH�RI�PHQ-
tally making and remaking an order that is never stable. His rendering of the world 
embodies a vibrating contingency of perceived sense. 

But is deep contingency a threat to meaning and what we consider sig-
QLÀFDQW"�,I�DQ\�GHFLVLRQ�FDQ�EH�UHFRQVLGHUHG�LQ�D�GLIIHUHQW�FRQWH[W��WKHQ�ZK\�GRHV�
WKLV�RU�WKDW�RQH�PDWWHU"�5XOHV�ORRN�DEVXUG�DQG�FRQÀGHQFH�VWDUWV�WR�HURGH��5LFKDUG�
Rorty believes that there is positive value to acknowledging the historic contingen-
cy of our values. He thinks convictions and language itself are best seen as contin-
gent. He believes that it is important to continuously redescribe the context of our 
assumptions and the interests they might serve. Perspectives are tools, and, for 
Rorty, questioning their purpose moves us in the direction of greater freedom. 

+RZ�GRHV�WKLV�SOD\�RXW�LQ�D�SDLQWLQJ�VWXGLR"�,�WU\�WR�FUHDWH�FRQGLWLRQV�WKDW�
VWLPXODWH�WKH�HPHUJHQFH�RI�QHZ�PHWDSKRUV��KRSHIXOO\�VHUYLQJ�5RUW\·V�OLEHUDO�
FRVPRSROLWDQ�LGHDO��E\�PDNLQJ�D�KDELWDW�ZKHUH�VRXUFH�LPDJHV��ZRUNV�RQ�SDSHU��
DQG�SDLQWLQJV�LQWHUDFW�ZLWK�HDFK�RWKHU�SURGXFWLYHO\�DQG�XQH[SHFWHGO\��,�ÀQG�ZD\V�
�WKURXJK�GUDZLQJ��SURMHFWLRQV��VRIWZDUH�WRROV��DQG�RFFDVLRQDO�ÁLJKWV�RI�LPDJLQDWLRQ��
IRU�GLIIHUHQW�LPDJHV�WR�EUHHG�RU�K\EULGL]H�ZLWKLQ�WKH�VWXGLR·V�PHVV\�WXUEXOHQFH��
Thousands of branching decisions about shape, color, position, or content tangle 
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into and around each artwork. I will test possibilities by jamming this image into 
another or making a new work isolating the color or some other feature of a paint-
ing in progress. The challenge is to stay one step ahead of grooved habits. Arrest-
ing the development of a work sooner than planned or going too far can be useful. 
Breaking and repairing, erasing and vandalizing, remembering and anticipating are 
operations that can be folded into the process. I like the idea that individual works 
KDQJ�WRJHWKHU�LQ�P\�VWXGLR�DUUD\�OLNH�&p]DQQH·V�PDUNV�GHVFULELQJ�D�ODQGVFDSH��
Each work counts as an approximation that aggregates with the others into a provi-
sional picture of layered consciousness.

A painting in the studio can easily be altered for any reason by the artist. 
But it is instantly transformed upon arrival at the exhibition space into something 
À[HG��PRUH�RU�OHVV�IRUHYHU��ZLWK�D�VLJQDWXUH��$UWZRUNV�LQKDELW�D�VWUDQJH�VWDVLV�
LUUDGLDWHG�E\�SDVVLQJ�HYHQWV��7KH�ÀQLVKHG�ZRUN�SURPLVHV�WR�VWD\�VWLOO�ZKLOH�ZH�DQG�
the world change around it. It also promises to make new kinds of sense at each 
historic turn. So perhaps the movement from studio to exhibition is not so much a 
transformation as a shift of context and time frame. 

I had an exhibition in London at the Keith Talent gallery in 2007. The deal-
ers were inspired risk-takers but also, it turns out, law-breakers. My work from the 
exhibition fell into a black hole after they were convicted of art-related crimes. Last 
year my New York dealer got an email from a person who rescued a couple of the 
least damaged paintings from a derelict warehouse slated for renovation. He loved 
WKHP�DQG�WRRN�WKHP�KRPH�IRU�UHVWRUDWLRQ��H[HUFLVLQJ�KLV�YHUVLRQ�RI�D�ÀQGHUV�NHHS-
HUV�UXOH��,·P�VWLOO�WU\LQJ�WR�ÀJXUH�RXW�WKH�EHVW�ZD\�WR�KDQGOH�WKH�VLWXDWLRQ��7KH�UHVW�
of my show, presumably, found its way to a dumpster. Contingency bore down to 
produce new futures for these paintings, probably like the future of most artworks 
over the vastness of time. 

0HVV�LV�FRQWLQJHQF\·V�LFRQ�DQG�QDUFLVVLVP·V�QLJKWPDUH�DV�LW�WKUHDWHQV�WKH�
illusion of control. Making art is a way of making sense, but is also a way to untie 
WKH�ERQGV�RI�VHQVH��,W·V�D�ZD\�WR�YLYLI\�SRVVLELOLWLHV�DQG�GLVRULHQW�WKH�FXVWRPDU\��5H-
GHVFULSWLRQV�DQG�PHWDSKRUV�DUH�SURYLVLRQDOO\�IRUPHG�DQG�UHIRUPHG�LQ�WKH�ÁX[�RI�WKH�
studio before proceeding into the slowed-down turbulence of a horizonless future. 
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'DYLG�+XPSKUH\·V�VWXGLR������
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A Conversation
David Humphrey with Jennifer Coates

ÀJ������-HQQLIHU�&RDWHV�DQG�'DYLG�+XPSKUH\��Untitled, 2015. Mixed media on 
paper, 9 × 12 in.
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$URXQG�WKH�WLPH�ZKHQ�ZH�ÀUVW�PHW��,�VDZ�D�OHFWXUH�\RX�JDYH�DERXW�\RXU�ZRUN��,W�
UHDOO\�PDGH�PH�OLNH�\RX��EHFDXVH�\RX�ZHUH�ZHDULQJ�D�VKLUW�WKDW�VDLG�´-DFNDVV�&DU-
QLYDO�µ�DQG�\RX�WDONHG�DERXW�\RXU�ZRUN�LQ�D�ZD\�WKDW�VXJJHVWHG�WKDW�\RX��WKH�DUWLVW��
WKH�SHUVRQ�VWDQGLQJ�EHIRUH�XV��FRPPDQGLQJ�RXU�DWWHQWLRQ��ZDV�QRW�WUXVWZRUWK\��DQG�
SRVVLEO\�D�MDFNDVV��<RX�VKRZHG�D�SDLQWLQJ�RI�D�FODVVURRP�DQG�\RX�HYHQ�VDLG�WKDW�
WHDFKHUV��WRR��VKRXOG�QRW�EH�WUXVWHG��<RX�PDGH�PH�WKLQN�RI�WKH�WKHDWHU�RI�SDLQWLQJ��
EXW�DOVR�WKHVH�ZDUSHG�VRFLDO�LQVWLWXWLRQV�WKDW�ZH�WDNH�IRU�JUDQWHG��&DQ�\RX�WDON�
DERXW�WKH�ODFN�RI�WUXVWZRUWKLQHVV�RI�WKH�DUWLVW³GRHV�WKLV�LQIRUP�WKH�FRQVWUXFWLRQ�RI�
QDUUDWLYHV�LQ�\RXU�SDLQWLQJ"

,�KDYH�D�WLFN�ZKHQ�,�GR�D�OHFWXUH��ZKLFK�LV�WR�DOZD\V�EHJLQ�ZLWK�DQ�DSRORJ\��7KH�ÀUVW�
SUREOHP�LV�WKDW�ZH�DUH�ORRNLQJ�DW�SURMHFWHG�LPDJHV�LQVWHDG�RI�REMHFWV�DQG�WKDW�WKH�
DXGLHQFH�LV�VWXFN�LQ�WKHLU�VHDW��DQG�KDYLQJ�WR�OLVWHQ�WR�PH�WDON��,·P�DQ�REVWDFOH�LQ�
WKH�ZD\�RI�WKHLU�LQGHSHQGHQW�UHODWLRQ�WR�WKH�DUWZRUN�

,�UHDOO\�OLNHG�LW��,�MXVW�ZDQW�WR�LQVHUW��,�HQMR\HG�OLVWHQLQJ�WR�\RX�WDON�TXLWH�D�ORW�

0D\EH�LW·V�DOVR�D�UKHWRULFDO�SOR\�WR�GLVDEOH�D�FULWLFDO�UHVSRQVH�IURP�WKH�DXGLHQFH�

<RX·UH�WU\LQJ�WR�PDQLSXODWH�WKHP�LQWR�OLNLQJ�\RX�PRUH"�<RX�FRXOG�MXVW�VD\��´,�NQRZ�
\RX·UH�QRW�JRLQJ�WR�OLNH�PH��LW·V�FRRO�µ

,�DGPLUH�DUWLVWV�ZKR�PDNH�SURYRFDWLRQV��WKH\�PDNH�LW�HDV\�WR�KDWH�WKHP�EXW�HQG�XS�
EHLQJ�WDONHG�DERXW�D�ORW�PRUH�WKDQ�WKH�UHDVRQDEOH�RQHV��,�EHOLHYH�LQ�WKH�DUWLVW�DV�
FKDUODWDQ�RU�WULFNVWHU�EXW�GRQ·W�DOZD\V�ZRUN�LW�XS�DV�D�SHUIRUPDQFH��7KH�VWUXFWXUH�
RI�WKH�VOLGH�WDON�DOPRVW�IRUFHV�D�QDUUDWLYH�IRUP�RQWR�WKH�SUHVHQWDWLRQ��WKLV�FRPHV�
EHIRUH�WKDW��RYHU�DQG�RYHU��,�XVXDOO\�VHTXHQFH�WKH�LPDJHV�WR�HODERUDWH�WKHPDWLF�
WKUHDGV�VR�P\�VHQWHQFHV�DFFXPXODWH�LQWR�SDUDJUDSKV��7KHUH�LV�D�ORRVH�FKURQRORJ\�
EXW�WKH�WDON�EHFRPHV�D�WDQJOH�RI�DVVRFLDWLRQV�DQG�D�VWRU\�EDVHG�RQ�KRZ�,�QDYLJDWH�
WKH�LPDJHV�RQ�WKH�VFUHHQ��7KRVH�FODVVURRP�SDLQWLQJV�\RX�PHQWLRQHG��,�GLG�D�ORW�
RI�WKHP��ZHUH�WKLQNLQJ�DERXW�WKH�ZD\�LQGLYLGXDOV�JHW�IRUJHG�LQWR�JURXSV�E\�PHDQV�
RI�LQVWLWXWLRQV�DQG�DUFKLWHFWXUH��7KHUH·V�VRPHWKLQJ�DPXVLQJ�DERXW�EHLQJ�WKH�DUWLVW�
VWDQGLQJ�EHIRUH�DQ�DXGLHQFH�FROOHFWLYHO\�ORRNLQJ�DW�WKRVH�FODVVURRP�SDLQWLQJV��LW�
KLJKOLJKWV�WKH�DXWKRULW\�SRVLWLRQ�WKDW�,·YH�EHHQ�SXW�LQWR�E\�ZKRHYHU�KLUHG�PH�WR�WDON��
,�UDWKHU�OLNH�DVVXPLQJ�WKDW�SRVLWLRQ�ZKLOH�ÀQGLQJ�D�ZD\�WR�XQGHUPLQH�LW�
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7KDW�VHHPV�FRQQHFWHG�WR�WKH�ZD\�WKDW�\RX�PDNH�SDLQWLQJV��1RW�WR�VD\�
WKDW�\RXU�SDLQWLQJV�DUH�XQWUXVWZRUWK\��EXW�WKDW�WKHUH·V�D�JDPH�RU�D�SX]]OH�
DERXW�WKHP��7KH�QDUUDWLYHV�XQIROG�LQ�FRQIXVLQJ�ZD\V��DQG�PD\EH�WKH�ZD\�
\RX�WDON�DERXW�\RXU�SDLQWLQJV�KDV�VRPHWKLQJ�WR�GR�ZLWK�WKH�ZD\�\RX�PDNH�
WKHP��LQ�WHUPV�RI�LPDJHU\��RU�LQIRUPDWLRQ�XQGHUPLQLQJ�LWVHOI��

7KH�PDLQ�JRDO��ERWK�LQ�PDNLQJ�DQG�ZKDW�,�DQWLFLSDWH�SHRSOH�ZLOO�H[SHUL-
HQFH�ZKLOH�ORRNLQJ�DW�D�SDLQWLQJ��LV�WKDW�WKHUH�VKRXOG�EH�DQ�XQIROGLQJ�RI�
SRVVLELOLWLHV��7KHUH·V�D�SX]]OH�VWUXFWXUH�WR�LW��EXW�QR�VROXWLRQ��LW·V�WKDW�HDFK�
FUX[��HDFK�TXHVWLRQ�WKDW�DULVHV�ZKHQ�\RX�WKLQN�DERXW�WKH�UHODWLRQVKLS�RI�
WKH�LPDJHU\�WR�WKH�FRORU�RU�WR�WKH�IRUP��OHW·V�VD\��RSHQV�XS�DQRWKHU�TXHV-
WLRQ�WKDW�KRSHIXOO\�LV�JHQHUDWLYH��WKDW�SURGXFHV�VRPHWKLQJ�G\QDPLFDOO\�
LQWHUVXEMHFWLYH�EHWZHHQ�WKH�ZRUN�DQG�ZKRHYHU�LV�ORRNLQJ�DW�LW��:KDW�KDS-
SHQV�LQ�WKH�VWXGLR�LV�D�NLQG�RI�DQWLFLSDWLRQ�RI�WKDW��,�OLNH�WR�DVVXPH�GLIIHU-
HQW�VXEMHFW�SRVLWLRQV�RU�UROHV�ZKLOH�PDNLQJ�D�ZRUN�

7KHUH·V�QR�RQH�VWRU\��WKHUH·V�QR�RQH�LQWHUSUHWDWLRQ��WKHUH·V�QR�RQH�ZD\�WR�
GHVFULEH�RU�HVWDEOLVK�PHDQLQJ�LQ�LW��DQG�LW·V�WKLV�KHWHURJHQHRXV�VKLW�VKRZ�

7KH�ZRUVW�FDVH�LV�WKDW�LW·V�MXVW�D�ORW�RI�ÁRDWLQJ�DPELJXLW\��,�KDYH�WR�SXW�
HQRXJK�LQWR�LW�IRU�WKH�H[SHULHQFH�WR�EH�HQJDJLQJ�RU�VXEVWDQWLDO��OLNH�WKH�
UHODWLRQVKLS�EHWZHHQ�WZR�SHRSOH��RU�EHWZHHQ�D�SHW�DQG�LWV�RZQHU��RU�
VRPH�RWKHU�VRFLDO�WLH��7KHUH�KDV�WR�EH�WKH�ULJKW�DPRXQW�RI�WKHPDWLF�DQG�
IRUPDO�ÁH[LELOLW\�IRU�WKH�ZRUN�WR�DGDSW�DQG�WKULYH�LQ�XQDQWLFLSDWHG�FRQWH[WV�

,�UHPHPEHU�DQRWKHU�SDLQWLQJ�IURP�WKDW�ÀUVW�OHFWXUH�,�VDZ�RI�\RXUV��,�WKLQN�LW�
ZDV�FDOOHG�Pee Girl"�'R�\RX�UHPHPEHU�ZKLFK�SDLQWLQJ�,·P�WDONLQJ�DERXW"

<HV��,�GR�

2I�FRXUVH�\RX�ZRXOG��EHFDXVH�\RX�PDGH�LW��,�MXVW�ZDQWHG�WR�PDNH�VXUH�LW�
DFWXDOO\�UHDOO\�H[LVWHG��,W�VHHPHG�WR�PH�OLNH�D�JUHDW��ZHLUG��IHPLQLVW�WDNH�
RQ�SDLQWLQJ�WKH�IHPDOH�ÀJXUH��,�UHPHPEHU�EHLQJ�UHDOO\�H[FLWHG�E\�WKLV�
SDLQWLQJ��7KHUH�ZDV�VRPHWKLQJ�JRLQJ�RQ�ZLWK�WKH�JLUO��+HU�SHH�VHHPHG�
XQUXO\�

-&�

'+�

-&�

'+�

-&�

'+�

-&�

ÀJ������-HQQLIHU�&RDWHV�DQG�'DYLG�+XP-
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$V�WKH�SHH�KLW�WKH�JURXQG�LW�EHFDPH�D�PHWDSKRU�IRU�SDLQWLQJ��VR�WKDW�WKH�
VSUHDGLQJ�RI�WKH�OLTXLG�ZDV�UHODWHG�WR�WKH�PHDQV�RI�UHSUHVHQWDWLRQ��WKH�
SDLQW�LWVHOI��,W�DQDORJLFDOO\�VXUURXQGHG�KHU��,�JXHVV�,�OLNHG�WKH�LGHD�RI�D�
SRUWUDLW�RI�WKH�DUWLVW�DV�D�GHÀDQW�\RXQJ�JLUO�

<HV��WKDW·V�ZKDW�,�ORYHG��+HUH·V�WKLV�OLWWOH�JLUO��DQG�WKH�SHH�LV�HPSRZHULQJ�
KHU��7KH�SHH�LV�D�WRRO��,�ZDV�JRLQJ�WR�DVN�\RX�WR�WDON�DERXW�SHH�DQG�SDLQW-
LQJ��DQG�\RX�DOUHDG\�GLG�

,·P�DOZD\V�WU\LQJ�WR�ÀQG�ZD\V�WR�PHWDSKRUL]H�WKH�PHGLXP��:KHWKHU�LW·V�
WKH�VXSSRUW��RU�WKH�JRRH\QHVV��WKH�OLTXLGLW\�RI�WKH�SDLQW��WKHUH�DUH�D�ORW�RI�
ZD\V�WR�GR�LW��<RX�GR�WKDW�\RXUVHOI�DQG�\RX�WDON�DERXW�LW�LQ�D�UHFHQW�DUWLFOH�
\RX�ZURWH�

'RQ·W�WDON�DERXW�PH�

,·P�QRW�DOORZHG�WR�WDON�DERXW�\RX"

1R�

,�QHYHU�WKRXJKW�RI�SDLQW�DV�EHLQJ�WKH�EORRG�RI�D�VDFULÀFLDO�YLFWLP��7KDW�ZDV�
DQ�LPSRUWDQW�FRQWULEXWLRQ�\RX�PDGH�

:HOO��WKDQN�\RX�������EXW�EDFN�WR�\RX��$QRWKHU�SDLQWLQJ�RI�\RXUV�,�IHOO�
FRPSOHWHO\�LQ�ORYH�ZLWK�ZDV�IURP�������<RXU�ZHEVLWH�VD\V�������EXW�LW·V�
ZURQJ��,�FDQ�DVVXUH�\RX��,W·V�FDOOHG�Eric��ZKHUH�D�GUHDP\��ZHOO�EXLOW�PDQ�
ZHDULQJ�FURFKHWHG�XQGHUSDQWV�DQG�D�ÁRZHU�EHKLQG�KLV�HDU��VWDUHV�RII�LQWR�
D�FRVPLF�YRLG��VXVSHQGHG�LQ�D�EOXU�EHKLQG�KLP�LV�D�QDNHG�ZRPDQ��XS-
VLGH�GRZQ��6KH·V�VXSHULPSRVHG�ZLWK�VZLUOV��D�EXWWHUÁ\��DQG�D�FLUFOH�ZLWK�
UDGLDO�OLQHV�VXUURXQGLQJ�LW��,�XQGHUVWDQG�WKHVH�WR�EH�SDUW�RI�WKH�+XPSKUH\�
VH[�DQG�GHVLUH�OH[LFRQ��7KH�EXWWHUÁ\�LV�WKH�YDJLQD��DQG�WKH�FLUFOH�ZLWK�WKH�
UDGLDO�OLQHV�LV�WKH�EXWW�KROH"�7KH�WUDQVFHQGHQW�EXWW�KROH��WKH�DQXV�RI�WKH�
SDLQWLQJ��DV�ZH�OLNH�WR�VD\"�7KH�WKLQJ�,�ORYHG�WKH�PRVW�DERXW�WKLV�SDLQW-
LQJ�LV�WKDW�LWV�DGGUHVV�VHHPV�VH[XDOO\�PXOWLYDOHQW��&DQ�\RX�WDON�D�OLWWOH�ELW�
DERXW�KRZ�DQG�ZK\�\RX�KDYH�ZRUNHG�ZLWK�GLIIHUHQW�VH[XDO�SHUVSHFWLYHV�LQ�
\RXU�SDLQWLQJV"
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ÀJ������'DYLG�+XPSKUH\��Pee Girl��������
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$W�WKH�WLPH��,�ZDV�ORRNLQJ�DW�D�ORW�RI�VRXUFH�PDWHULDO�WKDW�,�WKRXJKW�KDG�
VROLFLWDWLRQV�EXLOW�LQWR�LWV�SLFWXUH�UKHWRULFV��,�ZDV�ORRNLQJ�DW�EHHIFDNH�
DQG�FKHHVHFDNH�PDJD]LQHV��DQG�WU\LQJ�WR�ZHDYH�WKHP�WRJHWKHU�LQ�DQ�
RSHQ�HQGHG�UHÁHFWLRQ�RQ�GHVLUH��DQG�DOVR�WKH�KLVWRU\�RI�SLFWXUHV�WKDW�
KDG�GHVLJQV�RQ�SHRSOH·V�GHVLUHV��GHVLULQJ��DQG�SRVVLEO\�WUDQVIRUPLQJ�RXU�
GHVLUH��,�ORRNHG�DW�D�ORW�RI�SLFWXUHV�WKDW�GLGQ·W�ZRUN�RQ�PH�WKH�ZD\�WKH\�
ZHUH�VXSSRVHG�WR��EXW�,�ZDV�LQWHUHVWHG�LQ�WKHLU�PHFKDQLVPV³SK\VLTXH�
PDJD]LQHV��ZRUNRXW�PDJD]LQHV��SHULRG�JD\�LPDJHU\�WKDW�VRPHKRZ�QDY-
LJDWHG�LWV�ZD\�WKURXJK�IRUELGGHQ�ORQJLQJV��,�ORYHG�WKH�ZD\�WKHVH�PDJD-
]LQHV�SDVVHG�WKHPVHOYHV�RII�DV�RQH�VRUW�RI�WKLQJ��EXW�ZHUH�QRW�VR�VHFUHWO\�
DSSHDOLQJ�WR�VRPHWKLQJ�HOVH��7KDW�SDUWLFXODU�VRXUFH�LPDJH�IRU�(ULF�ZDV�RI�
D�KXQN\�JX\�ORRNLQJ�RXW�WKH�ZLQGRZ��RU�VWDULQJ�RII�LQWR�VSDFH��VR�\RX�KDG�
WKH�VHQVH�KH�ZDV�GHVLULQJ�VRPHWKLQJ�\RX�FRXOGQ·W�VHH��H[FHSW�WKDW�KH·V�
ZHDULQJ�ÀVKQHW�XQGHUZHDU��VR�\RX�FRXOG�VHH�KLV�DVV�

<RX�FRXOG�GHVLUH�KLP�

5LJKW��,�WKRXJKW�WKDW�ZRXOG�EH�D�JUHDW�MXPS�RII�SRLQW��WR�ÀOO�LQ�VRPH�RWKHU�
LQFKRDWH�GHVLUHV�WKDW�ZHUH�VSULQJLQJ�XS�EHKLQG�KLP��+H·V�ORRNLQJ�RII�LQWR�
VSDFH��EXW�LQ�WKH�DLU�EHKLQG�KLP�LV�WKLV�VOLJKWO\�LPPDWHULDO�ZRPDQ�XSVLGH�
GRZQ��DQG�,�WKLQN�VKH�ZDV�KDQJLQJ�IURP�D�WUDSH]H��6KH�ZDV�LQ�D�VWDWH�RI�
GLVRULHQWHG�HFVWDV\��EXW�DOVR�KDOI�FRQMXUHG��QRW�DV�FRQMXUHG�DV�KH�ZDV��
7KHQ�ZHLUGO\��\RX�FDQ·W�VHH�LW�LQ�WKH�MSHJ��WKH�ÁRZHU�WXFNHG�EHKLQG�KLV�HDU�
LV�SDLQWHG�ZLWK�DQ�HPSKDWLF��IXOO\�FRORUHG��WKLFN�DSSOLFDWLRQ�WKDW�,�WKRXJKW�
PDGH�LW�PRUH�UHDO�WKDQ�DQ\WKLQJ�HOVH�LQ�WKH�SDLQWLQJ��DV�WKRXJK�LW�FRXOG�
IDOO�RXW�RI�WKH�SLFWXUH�LQWR�RXU�VSDFH�

,�VHH��7KH�GLVSODFHG�VH[XDO�RUJDQ�

<HV�

,�ORRN�DW�WKLV�SDLQWLQJ�DQG�,�MXVW�FDQ·W�WHOO�ZKHWKHU�WKH�JX\�LV�ORRNLQJ�LQWR�
WKH�YRLG�DQG�WKLQNLQJ�DERXW�WKLV�ZRPDQ�WKDW·V�IDU�DZD\��RU�LV�VKH�WU\LQJ�WR�
VHGXFH�KLP��DQG�VKH�FDQ·W�JHW�KLP��EHFDXVH�KLV�DWWHQWLRQ�LV�HOVHZKHUH��
RXWVLGH�RI�WKH�KHWHURVH[XDO�URPDQFH�VWUXFWXUH"�,�ORYH�QRW�NQRZLQJ��,�ORYH�
EHLQJ�LQYLWHG�LQ�WR�WKH�PXOWLYDOHQW�WKLQJ��WR�IHHO�HTXDOO\�DW�KRPH�ZLWK�KHW-
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HURVH[XDO�DQG�KRPRVH[XDO�GHVLUH�LQ�RQH�LPDJH��

,�ZRXOG�OLNH�WR�PDNH�SDLQWLQJV�WKDW�JR�EH\RQG�DQ\WKLQJ�,�PLJKW·YH�DQWLFL-
SDWHG�RU�FRQVFLRXVO\�SXW�LQ�WKHP��,�ZDQW�WKHP�WR�EH�DQ�DGYHQWXUH��:KDW-
HYHU�P\�SDUWLFXODU�GHVLUHV�DUH��ZKDWHYHU�WKH�GHVLUHV�WKDW�ZHUH�QHVWHG�LQ�
WKH�LPDJHV��WKH\�RSHQ�XS�D�ÀHOG�RI�SRVVLELOLWLHV�LQ�DQWLFLSDWLRQ�RI�VRPHRQH�
HOVH�LQWHUSUHWLQJ�WKHP�

,�ORYH�WR�LQWHUSUHW�\RXU�SDLQWLQJV��DV�\RX�NQRZ��2IWHQ�,�FRPH�WR�\RXU�VWXGLR�
DQG�,�WKLQN�,·P�JRLQJ�WR�OHDUQ�VRPHWKLQJ�DERXW�\RX�E\�GHFRGLQJ�WKH�QDUUD-
WLYHV��DQG�OLNH�DQ�LQYDVLYH�)UHXGLDQ�GUHDP�DQDO\VW��,�FRPH�LQ�DQG�,�WKLQN��
´,·P�JRLQJ�WR�ÀJXUH�WKLV�RXW��)LQDOO\��,·P�JRLQJ�WR�OHDUQ�VRPHWKLQJ�DERXW�
ZKR�\RX�DUH�µ

0D\EH�\RX�DIIHFWHG�WKH�GHYHORSPHQW�RI�P\�ZRUN��LQ�WKDW�,�QHHG�WR�DOZD\V�
EH�RQH�VWHS�DKHDG�RI�\RX�

<RX�GR��:KHQ�,�ÀUVW�DWWHQGHG�WKDW�OHFWXUH�EDFN�LQ�WKH�GD\��,�KDG�DQ�LPDJH�
LQ�P\�KHDG�RI�D�VKXIÁLQJ�GHFN�RI�FDUGV��ZLWK�WKH�IURQW�FDUG�DOZD\V�PRYLQJ�
WR�WKH�EDFN��DQG�WKDW�,�ZRXOG�QHYHU�UHDOO\�NQRZ�\RX�

:RZ��,�VXFFHHGHG��PD\EH�

<RX�GLG��<RX�ZRQ��6R�DQ\ZD\��KRZ�GR�\RX�IHHO�DERXW�]HEUDV"�,�QRWLFHG�
\RX�KDYH�D�KDQGIXO�RI�]HEUD�SDLQWLQJV��DQG�,�NQRZ�\RX·YH�SDLQWHG�D�ORW�RI�
DQLPDOV��DQG�VRPH�RI�WKHP�DUH�OLNH�SDLQWLQJV�LQ�WKHPVHOYHV��OLNH�]HEUDV��
,V�WKDW�ZKDW�GUHZ�\RX�WR�WKHP��RU�LV�LW�VRPHWKLQJ�HOVH"

3DUWO\��WKH�]HEUD�LV�NLQG�RI�D�ZDONLQJ�SDLQWLQJ��LQJHQLRXVO\�DUWLÀFHG�LQ�LWV�
SDWWHUQLQJ��,W�KDV�D�SUREOHPDWLF�UHODWLRQVKLS�WR�WKH�KRUVH��,W·V�OLNH�D�FXV-
WRPL]HG�KRUVH��7KH\·UH�PRUH�IHUDO�WKDQ�KRUVHV�DQG�QRW�VR�HDVLO\�WUDLQHG��
0\�JUDQGPRWKHU�RZQHG�D�SDLQWLQJ�RI�D�]HEUD��DQG�LW�ZDV�RQH�RI�WKH�
FKHHVLHVW��PRVW�VHQWLPHQWDO�SDLQWLQJV�,·G�HYHU�VHHQ��(YHU\RQH�LQ�P\�IDP-
LO\�ORDWKHG�LW�

,·P�IDPLOLDU�ZLWK�LW�
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,W�KDG�WKHVH�H\HODVKHV�WKDW�ZHUH�KHDYLO\�PDGH�XS��DQG�,�WKRXJKW��´:KDW�
GRHV�WKLV�]HEUD�PHDQ�WR�P\�JUDQGPRWKHU"µ�,�GRQ·W�WKLQN�VKH�HYHU�UHÁHFW-
HG�RQ�LW��VKH�ZDV�QRW�D�YHU\�UHÁHFWLYH�SHUVRQ��EXW�VRPHWKLQJ�DERXW�LW�
GUHZ�KHU��DQG�,�JXHVV�,�ZDV�GUDZQ�WR�WKH�P\VWHU\�RI�ZKDW�GUHZ�KHU�

0D\EH�LW·V�OLNH�WKH�]HEUD�LV�D�IDQF\��EHMHZHOHG��PDGH�XS�KRUVH��,W·V�OLNH�DQ�
H[WUD�VSHFLDO�KRUVH�

<HV��LW�LV�H[WUD�VSHFLDO��DQG�LW·V�DOVR³

([RWLF�

,V�LW�D�EODFN�KRUVH�ZLWK�ZKLWH�VWULSHV��RU�LV�LW�D�ZKLWH�KRUVH�ZLWK�EODFN�
VWULSHV"�,�WKLQN�LW·V�D�EODFN�KRUVH�ZLWK�ZKLWH�VWULSHV��,�UHPHPEHU�6WHSKHQ�
-D\�*RXOG�GHVFULELQJ�VRPHWKLQJ�WKDW�KDSSHQV�WR�WKH�HPEU\R�LQ�ZKLFK�D�
VHFWLRQ�RI�WKH�SLJPHQWLQJ�JHWV�WXUQHG�RII��VR��DV�WKH�IHWDO�]HEUD�JURZV�WKH�
VWULSHV�XQIXUO�

,W�KDV�VRPHWKLQJ�WR�GR�ZLWK�7XULQJ�LQVWDELOLWLHV��EXW�GRQ·W�DVN�PH�WR�WDON�
DERXW�WKLV�PRUH��EHFDXVH�,�FDQ·W�UHPHPEHU��EXW�LW·V�WUXH�WKDW�WKH�SDWWHUQV�
RQ�DQLPDOV�DUH�VRPH�NLQG�RI�SURJUDPPDEOH��PDWKHPDWLFDO�IRUPXOD�WKDW�
$ODQ�7XULQJ�ÀJXUHG�RXW��EXW�,·P�QRW�VPDUW�HQRXJK�WR�XQGHUVWDQG�LW��5HDF-
WLRQ�GLIIXVLRQ�HTXDWLRQV��'LVFXVV��

:HOO��OHW·V�SXW�WKDW�LQ�D�IRRWQRWH�WR�WKLV�LQWHUYLHZ�

,�GR�ZRQGHU�DERXW�\RX�DQG�WKH�DQLPDOV��<RX·YH�GHSLFWHG�FDWV��SXSSLHV��WL-
JHUV��JRDWV��KRUVHV��'R�\RX�LGHQWLI\�ZLWK�RQH�DQLPDO�RYHU�DQRWKHU"�:KLFK�
DQLPDO�GR�\RX�WKLQN�LV�PRVW�\RX�DQG�ZKLFK�DQLPDO�LV�PRVW�PH"

&DWV�FDPH�LQWR�P\�ZRUN�DV�D�FRQVHTXHQFH�RI�PHHWLQJ�\RX��,�SDLQWHG�
WKHP�DV�D�ORYH�OHWWHU�WR�\RX��EHFDXVH�,�NQHZ�WKDW�\RX�KDG�YHU\�LQWHQVH�
IHHOLQJV�DERXW�FDWV�

,�GR�
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$OVR��,�OLNHG�WKHLU�YHUQDFXODU�JUHHWLQJ�FDUG�VLGH��7KHUH·V�VRPHWKLQJ�DERXW�
WKHLU�FXWHQHVV³

7KHLU�ELJ�PRLVW�H\HV"

<HV��DQG�WKHLU�ZLGH�RSHQ�VHQVH�RI�DZDUHQHVV�ZLWKRXW�FRPSUHKHQVLRQ�

/LNH�LQ�\RXU�SDLQWLQJV�RI�WZLQ�FDWV³WKH\·UH�VHHLQJ�VRPH�NLQG�RI�GLVDVWHU�
WKDW�ZH�FDQ·W�VHH��RU�WKH\·UH�XQDZDUH�RI�D�GLVDVWHU�WKDW·V�DERXW�WR�EHIDOO�
WKHP��WKH\·UH�MXVW�QRW�FRJHQW�

7KH\�VWDQG�IRU�XV�LQ�VRPH�ZD\V��,I�,�ZDV�WR�LPDJLQH�P\VHOI�DV�DQRWKHU�
VSHFLHV��LW·V�DOZD\V�D�GRJ��-XVW�D�VWXSLG��QHHG\��KXQJU\�GRJ�WKDW�GRHVQ·W�
TXLWH�XQGHUVWDQG�ZKDW�LW�ZDQWV��EXW�VHHPV�WR�ZDQW�ZLWK�DOO�NLQGV�RI�VORE-
EHULQJ�REYLRXVQHVV�

6R�,·P�WKH�GXPE�FDW��DQG�\RX·UH�WKH�VOREEHULQJ�GRJ"

<HV��:H�FUDIW�DQ�LGHD�RI�RXU�KXPDQLW\�EDVHG�RQ�WKH�ZD\�ZH�XQGHUVWDQG�
RXU�GLIIHUHQFH�IURP�DQLPDOV��,W·V�MXVW�DV�ZRUWKZKLOH��WKRXJK��WR�WKLQN�DERXW�
RXU�ODFN�RI�GLIIHUHQFH�ZLWK�WKHP��,�WKLQN�RI�WKH�LQWHUVSHFLHV�UHODWLRQVKLS�
DV�D�NLQG�RI�DQ�DOOHJRU\�RI�LQWHUSHUVRQDO�UHODWLRQV��WKH�RWKHUQHVV�RI�WKH�
DQLPDO�LV�QRW�XQUHODWHG�WR�WKH�RWKHUQHVV�RI�WKH�SHUVRQ�\RX�GHVLUH��RU�WKH�
SHUVRQ�\RX�DUH�WU\LQJ�WR�XQGHUVWDQG�

2U�WKH�SHUVRQ�\RX·UH�WU\LQJ�WR�JHW�DZD\�IURP�

/LNH�\RX�

<HV��OLNH�PH�������$Q\ZD\V�������DQRWKHU�SDLQWLQJ�,�ZDQWHG�WR�WDON�DERXW�IURP�
\HVWHU\HDU��IURP�������LV�FDOOHG�Elysian Park��,W�UHPLQGV�PH�RI�VRPH�RI�
\RXU�Love Team�SDLQWLQJV�WKDW�\RX�GHVFULEHG�DV�FRPSXWHU�GDWLQJ��ZKHUH�
\RX�ZRXOG�WDNH�D�ZRPDQ�IURP�RQH�VRXUFH�DQG�D�PDQ�IURP�DQRWKHU��UHODW-
HG�WR�WKH�EHHIFDNH�DQG�FKHHVHFDNH�VWXII��EXW�LW�ZDV�PRUH�DERXW�FRXSOLQJ��
ULJKW"
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<HV��FRXSOLQJ��DQG�WKH�DZNZDUG�ELQGLQJ�WKDW�KDSSHQV�ZLWKLQ�FRXSOLQJ���
Elysian Park�JURZV�IURP�WKDW��EXW�LV�VOLJKWO\�PRUH�KDUPRQL]HG��,W�GRHVQ·W�
VWDJH�WKH�DZNZDUGQHVV�TXLWH�DV�GUDPDWLFDOO\�DV�P\�Love Team�SDLQWLQJV��
7KH�SURWDJRQLVW��RU�SHUKDSV�SURWDJRQLVWV��VHHPV�WR�EH�VZLPPLQJ�WKURXJK�
KHUVHOI�ZKLOH�LQWHUVHFWLQJ�ZLWK�WKH�ODQGVFDSH�

7R�PH��LW�ORRNHG�OLNH�LW·V�WZR�YHUVLRQV�RI�RQH�ZRPDQ�WKDW�\RX�FRPSXWHU�
GDWHG�LQWR�D�QRQVHQVLFDO�NLQG�RI�VSDVP��DQG�LW�ORRNV�OLNH�VKH·V�D�SURGXFW�
RI�WKH�ODQGVFDSH��RU�GLVVLSDWLQJ�LQWR�LW��6KH·V�EUHDNLQJ�ERWK�KHUVHOI�DQG�
WKH�VHQVH�RI�WKH�SLFWXUH�DSDUW��RU�PD\EH�WKH�SLFWXUH�LV�EUHDNLQJ�KHU�DSDUW��
DQG��WR�XVH�D�TXRWH�IURP�:��-��7��0LWFKHOO�WKDW�\RX·YH�RIWHQ�UHIHUUHG�WR��
´:KDW�GRHV�WKLV�SLFWXUH�ZDQW"µ

:RZ��,W·V�JRLQJ�WR�WDNH�PH�D�ZKLOH�WR�ÀJXUH�RXW�ZKDW�WKLV�SLFWXUH�ZDQWV�

,�PHDQ��ORRN�DW�KHU�KDLU�JRLQJ�XS�OLNH�WKDW��,�GRQ·W�HYHQ�NQRZ��ZKHQ�GRHV�
KDLU�GR�WKDW"

8QGHU�FRQGLWLRQV�RI�H[WUHPH�ZLQG"�7KHUH·V�RQO\�RQH�IDFH�KHUH��DQG�KHU�
H\HV�DUH�FORVHG��VR�PD\EH�VKH·V�GULIWLQJ�LQWR�DQ�RWKHUQHVV�ZLWKLQ�KHU-
VHOI��$V�VKH�IDOOV�LQWR�WKH�ODQGVFDSH�DQG�SDUWLDOO\�IXVHV�ZLWK�LW��VKH·V�DOVR�
PRYLQJ�WKURXJK�LW��6KH·V�VZLPPLQJ�WKURXJK�WKH�ODQGVFDSH�ZLWK�KHU�GUHVV�
DV�D�IXOFUXP��+HU�GUHVV�KDV�DQ�DUFKLWHFWXUDO�SUHVHQFH�LQ�WKLV�(QJOLVK�VW\OH�
SDUN�ZLWK�SDWKV��ÁRZHUEHGV��DQG�JUHHQ�ÀHOGV��,W�SOD\V�RXW�D�SDVWRUDO�IDQ-
WDV\�RI�ODQGVFDSH�LQ�ZKLFK�FRQVFLRXVQHVV�DQG�ORFDWLRQ�LQWHUVHFW�

7R�PH�LW�ORRNV�OLNH�WKLV�DOPRVW�UHFOLQLQJ��VHDWHG�ÀJXUH��ZLWK�KHU�GUHVV�
IDOOLQJ�RII��LV�ZDLWLQJ�WR�EH�UDYDJHG��EXW�WKH�WKLQJ�WKDW�FRXOG�EH�GRLQJ�WKH�
UDYDJLQJ�LV�FRPSOHWHO\�XQDZDUH�RI�KHU��DQG�VZLPPLQJ�LQVWHDG³WKDW·V�
UHDOO\�RGG�

7KLV�SDLQWLQJ�WRRN�RQ�D�OLIH�RI�LWV�RZQ��7KHUH�LV�D�NLQG�RI�SURSHOOHU�ZLQGPLOO�
VWUXFWXUH�WR�LW�WKDW�UHYROYHV�DURXQG�DQ�D[LV�FHQWHUHG�XQGHU�KHU�GUHVV�

0D\EH�ERWK�ÀJXUHV��RU�ERWK�YHUVLRQV�RI�WKH�VDPH�ÀJXUH��ZDQW�D�GLVVROX-
WLRQ�RI�ERXQGDU\��WKH�GLVVROXWLRQ�RI�DQ�HFVWDWLF�H[SHULHQFH��D�PHUJLQJ�ZLWK�
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WKH�ODQGVFDSH��DQG�RQH�SDUW�ZDQWV�WR�VZLP�WKURXJK�LW�DV�LI�LW�ZDV�OLTXLG��
DQG�WKH�RWKHU�SDUW�ZDQWV�WR�EH�SHQHWUDWHG�E\�LW�

,�WKLQN�WKDW·V�WUXH�RI�WKH�FKDUDFWHU�LQ�WKH�SDLQWLQJ��%XW�ZKDW�GRHV�WKH�SDLQW-
LQJ�LWVHOI�ZDQW"�0D\EH�LW�ZDQWV�ZH�VSHFWDWRUV�WR�MRLQ�LQ��WR�VXUUHQGHU�DOVR��
WR�OHQG�RXU�OLPEV�WR�WKH�WXUQLQJ�GLVVROXWLRQ�

*RRG�DQVZHU��6KRXOG�ZH�ORRN�DW�DQRWKHU�SDLQWLQJ�RI�\RXUV"�0D\EH�D�
PRUH�UHFHQW�RQH�

6XUH�

/HW·V�ORRN�DW�Interspecies Embrace�IURP�������<RX�SDLQWHG�WKLV�ZKHQ�ZH�
ZHUH�DW�WKH�$PHULFDQ�$FDGHP\�LQ�5RPH��DQG�\RX�ZHUH�GRLQJ�D�ORW�RI�
WKHVH�DQLPDO²KXPDQ�K\EULG�FRXSOHV��'R�\RX�UHPHPEHU�ZKDW�WKDW�DZ-
IXO�ZRPDQ�VDLG�DERXW�WKLV�SDLQWLQJ�DQG�\RXU�ZRUN�JHQHUDOO\"�7KDW�LW·V�DOO�
DERXW�PH�DQDOO\�YLRODWLQJ�\RX"�,V�WKDW�ZKDW�VKH�VDLG"�,�FDQ·W�UHPHPEHU�
WKH�H[DFW�ZRUGLQJ�

,�WKLQN�WKDW·V�ZKDW�\RX�KHDUG�KHU�VD\��<RX�ZHUH�LQ�WKH�KDOOZD\�DQG�KHDUG�LW�
WKURXJK�WKH�FORVHG�GRRU�

<HDK��,�ZDV�HDYHVGURSSLQJ�RQ�WKLV�ZRPDQ�DQG�KHU�KXVEDQG�

6KH�ZDV�ORDWKVRPH��EXW�WKDW�ZDV�D�YHU\�IXQQ\�PRPHQW��,I�WKLV�SDLQWLQJ�
VXJJHVWV�WKDW��LW·V�QRW�JRLQJ�WR�KDSSHQ�YHU\�VRRQ��EHFDXVH�WKH�SUHGDWRU�
GRHVQ·W�ORRN�OLNH�LW�KDV�WKH�PHDQV�WR�SHQHWUDWH�DQ\WKLQJ�

1R��DQG�,�WKLQN�WKH�SUHGDWRU�LV�QRW��LW·V�QRW�UHDOO\�D�YLRODWLRQ�VR�PXFK�DV�
LW·V³

,W·V�DQ�HPEUDFH�

,W·V�OLNH��´,·P�FRPLQJ�ZLWK�\RX��7DNH�PH�ZLWK�\RX��,�ZDQW�WR�EH�ZLWK�\RX�µ

7KH�WLJHU�LV�DOPRVW�VPLOLQJ��'RQ·W�SUHGDWRUV�VRPHWLPHV�KDYH�D�UHODWLRQ-
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VKLS�WR�WKH�SUH\�ZKLFK�LV�UHODWHG�WR�ORYH��SOD\IXO�EXW��RRSV��DOVR�PXUGHU-
RXV��,W·V�FHUWDLQO\�WUXH�RI�RXU�FDW�7LPP\��,�ZDV�ORRNLQJ�DW�D�ORW�RI�5RPDQ�
LPDJHU\�RI�ELJ�FDWV�LQ�UHODWLRQVKLS�WR�GHHU�ZKHQ�,�SDLQWHG�WKLV��7KH�KXPDQ�
WKDW·V�EHLQJ�HPEUDFHG�KDV�D�SDLU�RI�KRRYHV�LQVWHDG�RI�KDQGV��DQG�LV�RQ�
DOO�IRXUV��SHUIRUPLQJ�KLV�RZQ�OLWWOH�LQWHUVSHFLHV�DFWLRQ��,�ZDV�LQWHUHVWHG�
LQ�WKH�ZD\�ELJ�FDWV�ZHUH�XVHG�E\�WKH�5RPDQV�WR�DOOHJRUL]H�SRZHU��WKH�
6WDWH�LQ�UHODWLRQ�WR�LWV�VXEMHFWV�RU�LWV�HQHPLHV��%XW�SUHGDWLRQ�DOVR�SURYLGHV�
QRXULVKPHQW��7KH�ELJ�FDW�HDWV�WKH�SUH\��EXW�LQ�WKH�FDVH�RI�WKLV�SDLQWLQJ�LW·V�
D�OLWWOH�PRUH�OLNH�SOD\DFWLQJ�

:HOO��LW�ORRNV�OLNH��LI�\RX�GRQ·W�PLQG�PH�VD\LQJ��WKLV�KDOI�JRDW��KDOI�KXPDQ�
ORRNV�UHVLJQHG�WR�KLV�RU�KHU�IDWH��/RRNV�MXVW�VRUW�RI��´2ND\��,�NQRZ�WKLV�LV�
ZKDW�\RX�OLNH�WR�GR��WKDW·V�DOO�ULJKW�µ

+H·V�DOPRVW�UROOLQJ�KLV�H\HV��GHÀQLWHO\�SXWWLQJ�XS�ZLWK�WKH�JDPH��ZKLFK�
,�WKLQN�LV�EHLQJ�HQMR\HG�D�OLWWOH�ELW�PRUH�E\�WKH�FDW��,W�WDNHV�SODFH�RQ�D�
VWDJH��ZLWK�D�VW\OL]HG�VXQ�VHQGLQJ�LWV�FKLVHOHG�IXWXULVWLF�UDGLDQFH�GRZQ�
XSRQ�D�VDFUHG�ULWXDO�RI³

2I�QDWLRQDOLVW�HPSLUH"

2I�GRPLQDQFH�

,�JXHVV�,�KDGQ·W�UHDOL]HG�WKDW�\RX�ZHUH�WDONLQJ�DERXW�DQFLHQW�5RPDQ�QD-
WLRQDOLVP�LQ�WKLV�SDLQWLQJ��,�WKRXJKW�LW�ZDV�DERXW�XV�

1R��,·P�VRUU\��LW�UHDOO\�LV�DERXW�XV�

7KDW·V�P\�VHOÀVK�ZD\V��

,I�\RX�ZDQW�WR�EUHDWKH�OLIH�LQWR�D�VXEMHFW��\RX�KDYH�WR�OD\HU�LW�ZLWK�\RXU�
RZQ�SV\FKRORJLFDO�SULRULWLHV�

<HV��DQG�WKDW·V�ZKDW�PDUULDJH�LV�DOO�DERXW��7KDW·V�ZKDW�,·YH�EHHQ�WU\LQJ�WR�
WHOO�\RX�DOO�WKLV�WLPH�
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ÀJ������-HQQLIHU�&RDWHV�DQG�'DYLG�+XPSKUH\��Untitled Drawing��������
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ÀJ������-HQQLIHU�&RDWHV�DQG�'DYLG�+XPSKUH\��Untitled Drawing��������
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<RX�DUH�IXQQ\�

,�NQRZ��6R�OHW·V�WDON�DERXW�Ass Pups��7KH�WKLQJ�,�OLNH�DERXW�WKLV�SDLQWLQJ�LV�
WKDW�LW�ZDV�VXSSRVHG�WR�EH�LQ�D�VKRZ��DQG�VRPHRQH�ZDV�OLNH��´1R��QR��QR��
WKLV�SDLQWLQJ�LV�MXVW�XWWHUO\�LQDSSURSULDWH�µ�&DQ�\RX�WDON�DERXW�KRZ�LQDSSUR-
SULDWH�\RX�DUH��DQG�WKH�WKLQJV�WKDW�KDYH�KDSSHQHG�LQ�\RXU�OLIH�DV�D�UHVXOW�
RI�\RX�EHLQJ�LQDSSURSULDWH��WKLV�SDLQWLQJ�EHLQJ�RQO\�RQH�DPRQJ�PDQ\"

,�GRQ·W�WKLQN�,·P�LQDSSURSULDWH��MXVW�KDSOHVV��,·P�DOZD\V�EHLQJ�WDNHQ�E\�
VXUSULVH�ZKHQ�SHRSOH�DUH�RIIHQGHG�E\�ZKDW�,�GR�RU�VD\��EHFDXVH�,�WKLQN�
LW·V�DOO�LQ�JRRG�IXQ��DQG�LQ�D�VSLULW�RI�OHYLW\�RU�MR\�

%XW�\RX�ZHUH�JRLQJ�WR�VKRZ�LW�LQ�9LUJLQLD"

<HDK��WKH�FXUDWRU�FKRVH�LW�DQG�LW�ZDV�VKLSSHG��%XW�WKH�GHDOHU�VDLG��´1R��
WKDQN�\RX��,�FDQQRW�VKRZ�WKLV�µ�2K�ZHOO��7KH�LPDJH�ZDV�GHULYHG�IURP�
D�VQDSVKRW�WKDW�,�VDZ�RQOLQH�RI�D�ER\�O\LQJ�RQ�KLV�VWRPDFK�LQ�KLV�OLYLQJ�
URRP��SOD\LQJ�ZLWK�WZR�GRJV��,Q�P\�SDLQWLQJ�LW·V�OLNH�WKH�GRJV�UHSODFH�ZKDW�
ZRXOG�EH�KLV�EXWW��

%XW�ORRN�DW�WKLV�WDLO�

,W·V�OLWWOH�

$�SHQLOH�WDLO�

7KH�VQRZ\�JURXQG�WKDW�WKH\·UH�VLWWLQJ�RQ�LV�FOHIW��OLNH�DVV�FKHHNV��DQG�
WKHUH·V�D�ELJ�KROH�WKDW�UHÁHFWV�DQG�LQYHUWV�WKH�ER\�DQG�KLV�GRJV��,�WKRXJKW�
LW�ZDV�YHU\�IRUPDO��DOO�DERXW�GRXEOLQJ��7ZLQ�GRJV�GRXEOHG�LQ�WKH�UHÁHFWLRQ�

7KH�PRVW�EHDXWLIXO�WKLQJ�DERXW�WKLV�SDLQWLQJ��LQ�P\�RSLQLRQ��DUH�WKHVH�OLWWOH�
SDZ�PRPHQWV��7KH�UHÁHFWLRQV�RI�WKH�SDZV�DV�WKH\�PHHW�DW�WKH�VXUIDFH�RI�
WKH�ZDWHU��LW·V�MXVW�WHQGHU��7KH�IRFDO�SRLQW�RI�WKH�SDLQWLQJ�LV�WHQGHUQHVV�DQG�
WRXFK��LW·V�QRW�UDSH\�DW�DOO�

,�GLGQ·W�WKLQN�VR��%HVLGHV��WKH�ER\�KDV�D�IXQQ\��VLQLVWHU��WRRWK\�JULQ��:KHQ-
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HYHU�\RX�SXW�WHHWK�LQWR�D�JULQ�LQ�D�SDLQWLQJ��LW�FDWFKHV�VRPHWKLQJ�ERWK�
PLUWKIXO�DQG�D�OLWWOH�DJJUHVVLYH��EHFDXVH�WKH�PRXWK�VKRZV�LWV�SRZHU�WR�
ELWH��%XW�WKH�GRJV�GRQ·W�VHHP�WR�FDUH�DERXW�KLP�DV�PXFK�DV�WKH\�FDUH�
DERXW�WKH�VSHFWDWRU�ORRNLQJ�DW�WKHP�

7KH\�WKLQN�WKH�VSHFWDWRU�PLJKW�KDYH�VQDFNV�IRU�WKHP�

5LJKW��WKH\·UH�EHJJLQJ�

7KLV�ER\�GRHVQ·W�KDYH�VQDFNV�IRU�XV��EXW�PD\EH�\RX�GR�

,W�DOVR�SRVLWV�WKH�LGHD�WKDW�SHUKDSV�WKH�WZR�FKHHNV�RI�KLV�DVV�DUH�LQGHSHQ-
GHQW�EHLQJV�

,V�WKDW�KRZ�\RX�IHHO�DERXW�\RXU�RZQ�DVV"

,�WU\�WR�WDNH�WKHP�RXW�IRU�D�ZDON�HDFK�GD\�

,�WKLQN�,·YH�VHHQ�WKDW��6KDOO�ZH�ORRN�DW�DQRWKHU�RQH"�

+RZ�DERXW�At the Door"�<RX�OLVWHQLQJ�DW�D�GRRU��

7KDW�ZDV�RQH�RI�P\�ÀQHVW�PRPHQWV��(QG�RI�WKH�\HDU�DW�WKH�$PHULFDQ�
$FDGHP\³,�SDVVHG�E\�WKH�GRRU�RI�WKDW�KRUULEOH�ZRPDQ�DQG�KHU�LQHIIHF-
WXDO�KXVEDQG��DQG�,�KHDUG�WKHP�WDONLQJ�DERXW�PH��DQG�DERXW�XV��DQG�,�MXVW�
FRXOGQ·W�SXOO�P\VHOI�DZD\�

:HOO��WKH�IXQQ\�WKLQJ�DERXW�WKLV�SDLQWLQJ��WR�PH��LV�\RXU�ÁH[HG�EDUH�IHHW��
7KDW·V�WKH�SDUW�ZKHUH�\RX·UH�QRW�MXVW�SDVVLYHO\�OLVWHQLQJ³

7KRVH�DUH�P\�HDUV�

(DUV"

7KRVH�DUH�P\�GLVSODFHG�HDUV�
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$OO�WKH�SV\FKHGHOLF�WXUEXOHQFH�KDSSHQLQJ�DURXQG�\RXU�KHDG�LV�QRW�RQO\�
WKH�LQIRUPDWLRQ�\RX·UH�KHDULQJ�RQ�WKH�RWKHU�VLGH�RI�WKH�GRRU��EXW�DOVR�P\�
YHUVLRQ�RI�WKH�À]]\�DQG�FRVPLF�SDLQWLQJV�\RX�ZHUH�PDNLQJ�DW�WKH�WLPH��
0D\EH�WKH�FORVHG�GRRU�LV�DQ�DOOHJRU\�RI�SDLQWLQJ�LWVHOI��LQ�ZKLFK�WKH�VXU-
IDFH�LV�D�SHUPHDEOH�EDUULHU��D�SRUWDO�WR�D�ÀFWLRQDO�HOVHZKHUH�\RX�FDQ�
QHYHU�HQWHU�

,�OLNH�WKDW��/HW·V�WDON�DERXW�WKH�RQH�ZLWK�WKH�SLQN�FRXFK��:KDW�LV�WKDW�
FDOOHG"

,W·V�FDOOHG�Pink Couch��,W�FDVWV�WKH�LQWHUVSHFLHV�WKHPH�LQWR�D�VOLJKWO\�PRUH�
GRPHVWLF�VHWWLQJ��ZKHUH�WKH�ZRPDQ�RQ�WKH�FRXFK�LV�FXUOHG�XS�ZLWK�KHU�
EODFN�FDW��7KH�FDW�LV�WKH�VDPH�FRORU�DV�WKH�VKDGRZV��HYHQ�DSSURDFKLQJ�
WKH�FRORU�RI�KHU�GDUN�VNLQ�VR�WKDW�WKH\�EHFRPH�D�FRPSRVLWH�RUJDQLVP�
VOXQJ�DW�RQH�HQG�RI�WKH�HQRUPRXV�VRID��FDXVLQJ�LW�WR�WLS�RII�WKH�ERWWRP�
HGJH�RI�WKH�SLFWXUH��,�WKRXJKW�RI�WKH�LQWHULRU�DV�YHU\�'LVQH\�PLG�FHQWXU\�
PRGHUQ�

&DQ�\RX�WDON�DERXW�UDFH�IRU�D�PLQXWH"�<RX·UH�YHU\�XQDIUDLG�WR�SDLQW�D�
EODFN�SHUVRQ��DQ�$VLDQ�SHUVRQ��DQG�,�WKLQN�WKDW·V�UHDOO\�LPSRUWDQW��<RX·UH�
DOVR�XQDIUDLG�WR�DGGUHVV�LVVXHV�RI�UDFH�LQ�FRQYHUVDWLRQ�DV�D�ZKLWH�PDOH��
LQ�D�JUDG�VFKRRO�FULWLTXH��IRU�H[DPSOH��ZKHUHDV�,�IHHO�OLNH�D�ORW�RI�ZKLWH�
SHRSOH�DUH�UHDOO\�DIUDLG�WR�VD\�WKH�ZURQJ�WKLQJ��RU�WR�FUHDWH�DQ�DUWZRUN�
WKDW·V�FKDUJHG��DQG�QRW�EH�DEOH�WR�WDNH�UHVSRQVLELOLW\�IRU�DOO�WKH�UDPLÀFD-
WLRQV��DQG�,�UHDOO\�UHVSHFW�WKLV�DERXW�\RX��WKDW�\RX�GLYH�LQ��0D\EH�\RX·UH�
QRW�WU\LQJ�WR�PDNH�D�SROLWLFDO�VWDWHPHQW�ZLWK�WKH�SDLQWLQJ��EXW�LW�HQGV�XS�
KDYLQJ�SROLWLFDO�VLJQLÀFDQFH�WR�EH�D�VWUDLJKW�ZKLWH�PDQ�DQG�EH�DEOH�WR�
HPEUDFH�WKHVH�GLIIHUHQW�H[SHULHQFHV�DQG�DGGUHVVHV�

,�FRQVLGHU�LW�DQ�DGYHQWXUH�WR�PDNH�ZRUN�WKDW�VWHSV�RXWVLGH�P\VHOI�DQG�
LPDJLQH�RWKHU�SHRSOH��RU�WR�DFW�LQ�ZD\V�,�GRQ·W�UHFRJQL]H��,W�IHHOV�OLNH�DQ�
LPSHUDWLYH�RI�WKH�LPDJLQDWLRQ��:KHUH�VKRXOG�RQH�GUDZ�WKH�OLQH�DW�ZKDW�
DQ�DUWLVW�LV�HOLJLEOH�WR�UHSUHVHQW"�,�KDYH�D�YHU\�XQFOHDU�LGHD�RI�ZKR�,�DP�
LQ�WKH�ÀUVW�SODFH��7KHUH�LV�VR�PXFK�JUHDW�ZRUN�EHLQJ�GRQH�QRZ�WKDW�H[-
DPLQHV�SULYLOHJH�DQG�KLVWRULF�FRQVWUXFWLRQV�RI�LGHQWLW\��,�ZRXOG�EH�KDSS\�LI�
P\�SDLQWLQJV�FRXOG�SDUWLFLSDWH�LQ�WKRVH�FRQYHUVDWLRQV�VRPHKRZ��,�PDNH�
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ÀJ������-HQQLIHU�&RDWHV�DQG�'DYLG�+XPSKUH\��Untitled 
Drawing��������$FU\OLF�RQ�FDQYDV����ð����LQ�
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SDLQWLQJV�WKDW�SURFHHG�IURP�WKH�TXHVWLRQ�´:KDW�LI"µ�,I�,�KDYH�D�SURWDJRQLVW�
LQ�WKH�SLFWXUH��RIWHQWLPHV�WKDW�SURWDJRQLVW�ZLOO�KDYH�DOO�NLQGV�RI�VNLQ�FRORUV�
ZKLOH�WKH�ZRUN�LV�GHYHORSLQJ��DQG�,�ZLOO�SDFH�WKURXJK�WKHP�XQWLO�VRPHWKLQJ�
PDNHV�VHQVH��,�EHFRPH�D�FDVWLQJ�GLUHFWRU��:KDW�GRHV�LW�PHDQ�WR�PDNH�
VHQVH"�,W�PHDQV�WKDW�WKH�LPDJH�JHQHUDWHV�SURGXFWLYH�TXHVWLRQV�RU�GH-
UDLOV�H[SHFWDWLRQV��,I�,�KDG�D�79�VKRZ��DQG�WKHUH�ZHUH�D�ORW�RI�FKDUDFWHUV��
,�ZRXOG�ZDQW�WR�KDYH�GLYHUVLW\��DQG�WKH�VDPH�LV�WUXH�LQ�WKH�ZRUOG�RI�P\�
SDLQWLQJV��6RPHWLPHV�,·OO�JR�IRU�D�ZKLOH�PDNLQJ�QHZ�ZRUN�DQG�HYHQWXDOO\�
UHDOL]H�WKDW�,�KDYHQ·W�SDLQWHG�D�JX\�RU�,·YH�RQO\�EHHQ�SDLQWLQJ�DPELJXRXVO\�
JHQGHUHG�FKDUDFWHUV��,·OO�QHHG�VRPHWKLQJ�HOVH�WR�HQULFK�WKH�VWXGLR·V�VRFLDO�
HFRORJ\��

,�UHDOO\�ORYH�WKDW�DERXW�\RX��\RX·UH�YHU\�HPEUDFLQJ��\RX·UH�DQ�RSHQ�NLQG�RI�
JX\�

,V�WKDW�ZKDW�JHWV�PH�LQ�WURXEOH"

<HV��PD\EH��%XW�LW·V�XQVHOIFRQVFLRXV��,�PHDQ��Pink Couch�LV�MXVW�VXFK�D�
ULGLFXORXVO\�IXQQ\��ZHLUG�SDLQWLQJ��LW�GRHVQ·W�IDOO�LQWR�VWHUHRW\SLFDO�WUDSV��
\RXU�ZRUN�GRHVQ·W�IDOO�LQWR�VWHUHRW\SLFDO�WUDSV�

,�ÀQG�LW�LQWHUHVWLQJ�WKDW�LI�,�PDNH�D�SDLQWLQJ�ZLWK�D�EODFN�SHUVRQ��,�ZLOO�
VRPHWLPHV�OHDUQ�DERXW�RWKHU�SHRSOH·V�SUHRFFXSDWLRQV�DQG�SURMHFWLRQV��
,W·OO�EH�DQ�RFFDVLRQ�WR�VHH�KRZ�UHSUHVHQWDWLRQV�RI�EODFN�SHRSOH�DUH�QDYL-
JDWHG��7KH\·OO�DVN��´,V�WKLV�DERXW�UDFH"µ�:HOO��LV�LW�PRUH�DERXW�UDFH�WKDQ�D�
SLFWXUH�RI�D�ZKLWH�SHUVRQ"

<RX·UH�ULJKW��,·P�WKLQNLQJ�RI�WKDW�SDLQWLQJ�\RX�GLG�IURP�������RI�D�KRUVH�
DQG�D�YDFXXP�FOHDQHU��´,V�WKLV�SDLQWLQJ�DERXW�D�YDFXXP�FOHDQHU"µ�,W·V�QRW��
,W·V�DERXW�PLVVHG�LQWLPDF\��LW·V�DERXW�WU\LQJ�WR�NQRZ�VRPHWKLQJ�WKDW�\RX�
FDQ·W�HYHU�UHDOO\�NQRZ��EXW�QRW�OHWWLQJ�WKDW�VWRS�\RX�

,�JXHVV�WKDW·V�LQWHUVXEMHFWLYLW\�DV�D�VXEVHW�RI�LQWHU�REMHFWLYLW\��7KH�PD-
FKLQH�RQ�WKH�RQH�VLGH��DQG�WKH�DQLPDO�RQ�WKH�RWKHU��IUDPLQJ�RXU�WKRXJKWV�
DERXW�EHLQJ�KXPDQ�DQG�WKH�XQEULGJHDEOH�JDS�WR�RWKHUV��<RX·UH�VLWWLQJ�
KHUH�LQ�IURQW�RI�PH��,·P�WDONLQJ�WR�\RX��DQG�,�WKLQN�,�NQRZ�\RX��ZH·YH�EHHQ�

-&�

'+�

-&�

'+�

-&�

'+�
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WRJHWKHU�IRU�D�ORQJ�WLPH³

<RX�GRQ·W�UHDOO\�NQRZ�PH�

1R"

<RX�GRQ·W�ZDQW�WR�NQRZ�PH�

,·P�QRW�HYHQ�VXUH�\RX·UH�UHDO�

,·P�QRW�HLWKHU��%XW�WKH�PDFKLQH�DQG�WKH�KRUVH��,W·V�OLNH�WZR�GLIIHUHQW�DJHV��
WKH�PDFKLQH�DJH��DQG�WKH�SUHLQGXVWULDO�DJH��6HH��\RX�KDYH�ELJJHU�LGHDV�
WKDQ�,�UHDOO\�XQGHUVWRRG�EHIRUH�ZH�VWDUWHG�WKLV�LQWHUYLHZ��,�WKRXJKW�\RX�
ZHUH�MXVW�WKLV�MDFNDVV��EXW�,�VHH�WKDW�\RX·UH�DFWXDOO\�DGGUHVVLQJ�WKH�ZKROH�
RI�KXPDQ�KLVWRU\�

-&�

'+�

-&�

'+�

-&�

'DYLG�+XPSKUH\�DQG�-HQQLIHU�&RDWHV������
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%LRJUDSK\�DQG�([KLELWLRQ�+LVWRU\
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Biography 

%RUQ�LQ�$XJVEXUJ��*HUPDQ\��������
/LYHV�DQG�ZRUNV�LQ�1HZ�<RUN�&LW\�

Education 

����� � 0DU\ODQG�,QVWLWXWH�&ROOHJH�RI�$UW��%)$
����²��� 1HZ�<RUN�6WXGLR�6FKRRO�
����� � 1HZ�<RUN�8QLYHUVLW\��0$�

Awards

������ � $PHULFDQ�$FDGHP\�RI�$UWV�DQG�/HWWHUV��3XUFKDVH�$ZDUG�
������ � $PHULFDQ�$FDGHP\�LQ�5RPH��5RPH�3UL]H 
������ � -RKQ�6LPRQ�*XJJHQKHLP�0HPRULDO�)RXQGDWLRQ�)HOORZVKLS�
� � 7KRPDV�%��&ODUNH�3UL]H�IURP�WKH�1DWLRQDO�$FDGHP\�RI�'HVLJQ
������ � 1DWLRQDO�(QGRZPHQW�IRU�WKH�$UWV�)HOORZVKLS 
����� � 1DWLRQDO�(QGRZPHQW�IRU�WKH�$UWV�)HOORZVKLS 
������ � 1HZ�<RUN�&RXQFLO�IRU�WKH�$UWV�*UDQW 
����²���� 1HZ�<RUN�&RXQFLO�IRU�WKH�$UWV�*UDQW�

6ROR�([KLELWLRQV

����� New Paintings and Sculpture��)UHGHULFNV�	�)UHLVHU��1HZ�<RUN��1<
Banner Day��&UXVK�&XUDWRULDO��$PDJDQVHWW��1<

����� Overheard��5HDO�(VWDWH�)LQH�$UW��%URRNO\Q��1<
Zone��6W��3DXO�3URMHFWV��%DOWLPRUH��0'

����� ,·P�*ODG�:H�+DG�7KLV�&RQYHUVDWLRQ��)UHGHULFNV�	�)UHLVHU��1HZ�<RUN��1<
����� ,PSXOVH�&RQWURO��'DYLG�+XPSKUH\�DQG�'DQQLHOOH�7HGHJHU��-RVHORII�*DOOHU\�DW�8QLYHUVLW\�RI�+DUWIRUG��:HVW�+DUWIRUG��&7
����� :RUN�DQG�3OD\��)UHGHULFNV�	�)UHLVHU��1HZ�<RUN��1<

'DYLG�+XPSKUH\��0DUFLD�:RRG�*DOOHU\��$WODQWD��*$
$�+RUVH�:DONV�LQWR�D�3DLQWLQJ��3URWRFRO�*DOOHU\��*DLQHVYLOOH��)/

����� 'DYLG�+XPSKUH\��)UHGHULFNV�	�)UHLVHU��1HZ�<RUN��1<
'DYLG�+XPSKUH\��$PHULFDQ�8QLYHUVLW\�0XVHXP��:DVKLQJWRQ��'&

����� 'DYLG�+XPSKUH\��/DPDU�'RGG�6FKRRO�RI�$UW��8QLYHUVLW\�RI�*HRUJLD��$WKHQV��*$
����� 'DYLG�+XPSKUH\��/X[�,QVWLWXWH��(QFLQLWDV��&$

'DYLG�+XPSKUH\��6RORPRQ�3URMHFWV��$WODQWD��*$
'HIURVWHG��D�OLIH�RI�:DOW�'LVQH\�LQ�FROODERUDWLRQ�ZLWK�$GDP�&YLMDQRYLF��3RVWPDVWHUV��1HZ�<RUN��1<

����� 7HDP�6+D*��FROODERUDWLYH�SDLQWLQJV�E\�$P\�6LOOPDQ��'DYLG�+XPSKUH\�DQG�(OOLRW�*UHHQ��5KRGHV�&ROOHJH��1DVKYLOOH��71
����� Expecting Ecstasy��3DULVLDQ�/DXQGU\��0RQWUHDO��&DQDGD
����� 'DYLG�+XPSKUH\��)UHG�$PD\D�*DOOHU\��0LDPL��)/
����� New Paintings��6RORPRQ�3URMHFWV��$WODQWD��*$
����� 'DYLG�+XPSKUH\��)UHGHULF�6QLW]HU�*DOOHU\��0LDPL��)/

Snowman in Love��7ULSOH�&DQGLH��1HZ�<RUN��1<
����� Oven Stuffer Roaster��0RUVHO��1HZ�<RUN��1<
����� 'DYLG�+XPSKUH\��%UHQW�6LNNHPD�*DOOHU\��1HZ�<RUN��1<
����� Both Less and More��/LWWOHMRKQ�&RQWHPSRUDU\��1HZ�<RUN��1<

Lace, Bubbles, Milk��3LWWVEXUJK�)LOPPDNHUV·�1HZ�*DOOHU\��3LWWVEXUJK��3$��FDWDORJXH�
����� +ROLGD\�0HOW��6RORPRQ�3URMHFWV��$WODQWD��*$

+ROLGD\�0HOW��)UHGULF�6QLW]HU�*DOOHU\��0LDPL��)/
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2001 Holiday Melt, Saks Fifth Avenue Project Art, Palm Beach, FL
2001 David Humphrey, University of Santa Barbara, Santa Barbara, CA
2000 David Humphrey, McKee Gallery, New York, NY
1999 Sculptures, Deven Golden Fine Art Ltd, New York, NY

Me and My Friends��7KH�3KLOOLS�)HOGPDQ�*DOOHU\��3DFLÀF�1RUWKZHVW�&ROOHJH�RI�$UW��3RUWODQG��25
1998 Love Teams��=ROOD�/LHEHUPDQ�*DOOHU\��&KLFDJR��,/��FDWDORJXH�

Works on Paper��5R\�*�%LY�*DOOHU\��&ROXPEXV��2+
1997 Team SHaG, collaborative paintings by A. Sillman, D. Humphrey and E. Green, Postmasters, New York, NY

Sculptures, Deven Golden Fine Art Ltd, New York, NY
1996 David Humphrey, Nancy Solomon Gallery, Atlanta, GA

David Humphrey: Paintings and Drawings 1987–1994��:RRG�6WUHHW�*DOOHU\��3LWWVEXUJK��3$��FDWDORJXH�
Head: Recent Paintings��,�6SDFH��&KLFDJR��,/

1995 David Humphrey: Paintings and Drawings 1987–1994��7KH�&RQWHPSRUDU\�$UWV�&HQWHU��&LQFLQQDWL��2+��FDWDORJXH�
David Humphrey��5HQD�%UDQVWHQ�*DOOHU\��6DQ�)UDQFLVFR��&$

1994 David Humphrey��1HZ�$UWV�3URJUDP��.XW]WRZQ��3$
1993 David Humphrey, McKee Gallery, New York, NY
1992 David Humphrey, Patricia Shea Gallery, Santa Monica, CA
1991 David Humphrey��%HUJVWURP�0DKOHU�0XVHXP��1HHQDK��:,��FDWDORJXH�

David Humphrey��5HQD�%UDQVWHQ�*DOOHU\��6DQ�)UDQFLVFR��&$
David Humphrey, McKee Gallery, New York, NY

1990 David Humphrey��.U\JLHU�/DQGDX�&RQWHPSRUDU\�$UW��6DQWD�0RQLFD��&$
David Humphrey, David McKee Gallery, New York, NY

1989 David Humphrey,�.U\JLHU�/DQGDX�&RQWHPSRUDU\�$UW��6DQWD�0RQLFD��&$
1988 David Humphrey, David McKee Gallery, New York, NY

David Humphrey, Alpha Gallery, Boston, MA
David Humphrey, Cone Editions, New York, NY

1987 David Humphrey��5HQD�%UDQVWHQ�*DOOHU\��6DQ�)UDQFLVFR��&$
1985 David Humphrey, David McKee Gallery, New York, NY
1983 David Humphrey,�3LWWVEXUJK�3ODQ�IRU�$UW��3LWWVEXUJK��3$
1979 David Humphrey��:DVKLQJWRQ�6TXDUH�*DOOHU\��1HZ�<RUN��1<

Selected Group Exhibitions
 
2019 Downtown Painting��FXUDWHG�E\�$OH[�.DW]��3HWHU�)UHHPDQ�*DOOHU\��1HZ�<RUN��1<

Footloose��ZLWK�.HLVKD�3UROLHDX�0DUWLQ��FXUDWHG�E\�&DWKHULQH�+HJJDUW\��2UWHJD�\�*DVVHW�3URMHFWV��1HZ�<RUN��1<�
2017 The Secret Life of Plants��)UHLJKW�	�9ROXPH��1HZ�<RUN��1<

Phrogz, with Jennifer Coates, Fiendish Plots, Lincoln, NE
2016 Representing Rainbows, Gerald Peters Gallery, New York, NY

New York; New Friends��FXUDWHG�E\�:LOOLDP�(FNKDUGW�.RKOHU��/LQGD�:DUUHQ�3URMHFWV��&KLFDJR��,/
Ghost in the Machine, with Austin Lee, Life on Mars Gallery, Brooklyn, NY

2015 Your Bad Self Group Self Portrait Exhibition, Arts + Leisure, New York, NY
(Un)Real Featuring: Michele Bubacco, Angela Fraleigh, David Humphrey, Martin Muss, and Claire Sherman, curated 
E\�0DU\�'LQDEXUJ�DQG�+RZDUG�5XWNRZVNL��'DYLG�5LFKDUG�*DOOHU\��6DQWD�)H��10
Love Child��2UWHJD�\�*DVVHWW�3URMHFWV��)OXVKLQJ��1<
David Humphrey and Jennifer Coates: Plush Onus, Arts + Leisure, New York, NY

2014 Tightened As If by Pliers��2UWHJD�\�*DVVHW�3URMHFWV��1HZ�<RUN��1<
Art in Pop��/H�0DJDVLQ��&HQWUH�1DWLRQDO�G·$UW�&RQWHPSRUDLQ��*UHQREOH��)UDQFH

2012 Little Languages/Coded Pictures, FXUDWHG�E\�7KHUHVD�+DFNHWW�DQG�0LFHOOH�:HLQEHUJ��/HVOH\�+HOOHU�:RUNVSDFH��1HZ����
              York, NY 
2010 Animal Companions��LQ�FROODERUDWLRQ�ZLWK�-HQQLIHU�&RDWHV��+ROO\�&RXOLV��DQG�5LGOH\�+RZDUG��&&$��$QGUDW[��0DOORUFD

Visible Vagina, David Nolan Gallery, New York, NY
Animal as Other, curated by April Gornik, Danese Gallery, New York, NY
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.QRFN�.QRFN��:KR·V�7KHUH"�7KDW�-RNH�,VQ·W�)XQQ\�$Q\PRUH��FXUDWHG�E\�(ODQD�5XELQIHOG�DQG�6DUDK�0XUNHWW��$UPDQG��
%DUWRV�*DOOHU\��1HZ�<RUN��1<
Spring Fever��FXUDWHG�E\�5LGOH\�+RZDUG�DQG�1LFROH�5XVVR������*UHHQ��%URRNO\Q��1<

����� Chunky Monkey��5HG�)ODJJ��1HZ�<RUN��1<
Spazi Aperti��5RPDQLDQ�$FDGHP\��5RPH��,WDO\

����� Perversions of Theater��FXUDWHG�E\�)UDQNOLQ�(YDQV��$SH[�$UW��1HZ�<RUN��1<
����� Inside the Pale��7KUXVW�3URMHFWV��1HZ�<RUN��1<

0U��3UHVLGHQW��8QLYHUVLW\�$UW�0XVHXP��681<��$OEDQ\��1<
Neointegrity��FXUDWHG�E\�.HLWK�0D\RUVRQ��'HUHN�(OOHU�*DOOHU\��1HZ�<RUN��1<

����� Complicit��8QLYHUVLW\�RI�9LUJLQLD�$UW�0XVHXP��5LFKPRQG��9$
Normal��/LQGD�:DUUHQ�*DOOHU\��&KLFDJR��,/

����� -HII�*DXQWW�	�'DYLG�+XPSKUH\��6LNNHPD�-HQNLQV�	�&R���1HZ�<RUN��1<
Life and Limb��)HLJHQ�&RQWHPSRUDU\��1HZ�<RUN��1<

����� :KHQ�,�7KLQN�RI�<RX�,�7RXFK�0\VHOI��FXUDWHG�E\�'DYLG�+XPSKUH\��1HZ�<RUN�$FDGHP\�RI�$UW��1HZ�<RUN��1<�
����� New Prints��0F.HH�*DOOHU\��1HZ�<RUN��1<
 ��[����$UWLVW·V�8QLRQ��6W��3HWHUVEXUJ��5XVVLD

Pop thru Out��$UDLR�*DOOHU\��&KRRQJFKXQJQPD��.RUHD��FDWDORJXH�
The Burbs��')1�*DOOHU\��1HZ�<RUN��1<��FDWDORJXH�

����� Pasted On��&DUO�+DPPHU�*DOOHU\��&KLFDJR��,/
Super Natural Payground��*DOOHULH�0DUHOOD��0LODQ��,WDO\��FDWDORJXH�
���WK�$QQXDO��1DWLRQDO�$FDGHP\�RI�'HVLJQ�0XVHXP��1HZ�<RUN��1<��FDWDORJXH�
+DLU�6WRULHV��$GDP�%DXPJROG�*DOOHU\��1HZ�<RUN��1<
:RUGV�LQ�'HHGV��3,&$��3RUWODQG��25
6RPHRQH·V�%HHQ�7HOOLQJ�/LHV��)RUGH�*DOOHU\��*HQHYD��6ZLW]HUODQG
Luscious Too��=ROOD�/LHEHUPDQ��&KLFDJR��,/

����� )KXK��������)LVKWDQN�*DOOHU\��1HZ�<RUN��1<
Self Made Men��'&�0RRUH�*DOOHU\��1HZ�<RUN��1<�

����� 2EMHFWV�WKDW�)OLFNHU��6RORPRQ�3URMHFWV��$WODQWD��*$
Painters in the Studio��([LW�$UW��1HZ�<RUN��1<
Rapture��-DQHW�3KHOSV��1HZ�<RUN��1<
The Figure��Another Side of Modernism��6QXJ�+DUERU�$UW�&HQWHU��6WDWHQ�,VODQG��1<��FDWDORJXH�
Collaborations��%XFNQHOO�8QLYHUVLW\�$UW�*DOOHU\��/HZLVEXUJ��3$
Toys��.HDJDQ�0DUWRV�*DOOHU\��1HZ�<RUN��1<

����� Drawing in the Present Tense��3DUVRQV�6FKRRO�RI�'HVLJQ��1HZ�<RUN��1<
Body Parts��3HZDELF�3RWWHU\��'HWURLW��0,

����� The Mind Is a Beast��7KH�:RUN�6SDFH��1HZ�<RUN��1<
Road Show, ')1 *DOOHU\��1HZ�<RUN��1<

����� La Tradicion��([LW�$UW��1HZ�<RUN��1<
Lubiana Biennial��/XELDQD�%LHQQLDO�3ODFH��/XELDQD��6ORYHQLD��FDWDORJXH��
'UDZQ�	�4XDUWHUHG��.DUHQ�0F&UHDG\�)LQH�$UW��1HZ�<RUN��1<
+DLU�'R��FXUDWHG�E\�1DQF\�%UHWW��7KH�:RUN�6SDFH��1HZ�<RUN��1<

����� Thing��'HYHQ�*ROGHQ�)LQH�$UW��1HZ�<RUN��1<
Photographism (in painting)��3UDWW�*DOOHULHV��1HZ�<RUN��1<
Face��2QH�*UHDW�-RQHV��1HZ�<RUN��1<
Some Friends in My Apartment��%DUEDUD�3ROODFN��1HZ�<RUN��1<
3V\FKR�0RUSKLQJ��&DUHQ�*ROGHQ�)LQH�$UW��1HZ�<RUN��1<
True Bliss��/$&(��/RV�$QJHOHV��&$

����� Crystal Blue Persuassion��)HDWXUH��1HZ�<RUN��1<
Art on Paper��:HDWKHUVSRRQ�$UW�*DOOHU\��7KH�8QLYHUVLW\�RI�1RUWK�&DUROLQD�DW�*UHHQVERUR��*UHHQVERUR��1&
Internal/External��)RVWHU�*ROGVWURP�*DOOHU\��1HZ�<RUN��1<��FDWDORJXH�
More Than Real��*DOOHU\������8QLYHUVLW\�RI�,OOLQRLV�DW�&KLFDJR��&KLFDJR��,/
On Target��+RURGQHU�5RPOH\�*DOOHU\��1HZ�<RUN��1<
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Arresting Images��*DOOHU\������8QLYHUVLW\�RI�,OOLQRLV�DW�&KLFDJR��&KLFDJR��,/
����� Digressions��&DUHQ�*ROGHQ�)LQH�$UW��1HZ�<RUN��1<

Flooding Camera��7KH�:RUN�6SDFH��1HZ�<RUN��1<
Family Values��5XVVHW�/HGHUPDQ�3URGXFWLRQV��1HZ�<RUN��1<

����� Art in the Age of Information��:RRG�6WUHHW�*DOOHULHV�DQG�����3HQQ�0RGHUQ��3LWWVEXUJK��3$��FDWDORJXH�
Pittsburgh Collects��&DUQHJLH�,QVWLWXWH��3LWWVEXUJK��3$
Appraising the Preternatural��RUJDQL]HG�E\�6XH�6SDLG�DQG�0LFKDHO�$QGHUVRQ��3DWULFLD�6KHD�*DOOHU\��6DQWD�0RQLFD��&$
Psychological Impact��FXUDWHG�E\�5KRQGD�:DOO��1RUWKDPSWRQ�&RPPXQLW\�&ROOHJH��%HWKOHKHP��3$
*ROGEHUJ��+XPSKUH\��.RRUODQG��5REHUW�0RUULVRQ�*DOOHU\��1HZ�<RUN��1<�
Personal Imagery��3K\OOLV�.LQG�*DOOHU\��1HZ�<RUN��1<
��UG�%LHQQLDO�([KLELWLRQ�RI�&RQWHPSRUDU\�3DLQWLQJ��7KH�&RUFRUDQ�*DOOHU\�RI�$UW��:DVKLQJWRQ��'&��FDWDORJXH�

����� Dysfunction in the Family Album��FXUDWHG�E\�'DYLG�+XPSKUH\��'LDQH�%URZQ�*DOOHU\��1HZ�<RUN��1<
Underthings��%OLVV��3DVDGHQD��&$
(Drawing) Pictures��RUJDQL]HG�E\�$P\�6LOOPDQ��)RXU�:DOOV�DW�36���/RQJ�,VODQG�&LW\��1<
+DLU��-RKQ�0LFKDHO�.RKOHU�$UWV�&HQWHU��6KHER\JDQ��:,

����� Personal Portrait��$QQLQD�1RVHL�*DOOHU\��1HZ�<RUN��1<
Mute��FXUDWHG�E\�6XVDQ�7DOOPDQ��6ROR�*DOOHU\��1HZ�<RUN��1<
([SUHVVLYH�9LVLRQV�DQG�([TXLVLWH�,PDJHV��7ZR�$VSHFWV�RI�$UW�RI�WKH���V�IURP�WKH�5LFKDUG�%URZQ�%DNHU�&ROOHFWLRQ�
0HDGRZ�%URRN�$UW�*DOOHU\��2DNODQG�8QLYHUVLW\��5RFKHVWHU��0,��FDWDORJXH�
Landscape as Stage��RUJDQL]HG�E\�0H\HU�5DSKDHO�5XEHQVWHLQ��/RFNV�*DOOHU\��3KLODGHOSKLD��3$

����� 3ULQWV�	�0RQRW\SHV��3HODYLQ�(GLWLRQV��1HZ�<RUN��1<
Faces��0DUF�5LFKDUGV�*DOOHU\��/RV�$QJHOHV��&$
7KH�8QLTXH�3ULQW����V�LQWR�WKH���V��0XVHXP�RI�)LQH�$UW��%RVWRQ��0$��FDWDORJXH�

����� The Nature of Things��&\GQH\�3D\WRQ�*DOOHU\��'HQYHU��&2
����� Fresh from New York��$UWVSDFH��$XFNODQG��1HZ�=HDODQG��FDWDORJXH�
����� 'UDZLQJV�IURP�WKH���V��&DUQHJLH�0HOORQ�$UW�*DOOHU\��3LWWVEXUJK��3$

0DJLF�LQ�WKH�0LQG·V�(\H��0HDGRZ�%URRN�$UW�*DOOHU\��2DNODQG�8QLYHUVLW\��5RFKHVWHU��0,��FDWDORJXH�
����� American Art Today: The Figure in the Landscape��$UW�0XVHXP�DW�)ORULGD�,QWHUQDWLRQDO�8QLYHUVLW\��0LDPL��)/
 Public and Private: American Prints Today��%URRNO\Q�0XVHXP��1HZ�<RUN��1<��FDWDORJXH�

Painting and Sculpture by Candidates for Art Awards��$PHULFDQ�$FDGHP\�RI�$UWV�DQG�/HWWHUV��1HZ�<RUN��1<
Inner Image��&ROE\�&ROOHJH�0XVHXP�RI�$UW��:DWHUYLOOH��0(
$UWLÀFLDO�3DUDGLVH��$VKHU�)DXUH�*DOOHU\��/RV�$QJHOHV��&$
New Drawing��*DOOHU\�$VVRFLDWLRQ�RI�1HZ�<RUN�6WDWH��+DPLOWRQ��1<�
The Potent Image��0RUULV�0XVHXP�RI�$UW��0RUULVWRZQ��1-��FDWDORJXH�

����� Artists in Two Mediums��%HQQLQJWRQ�&ROOHJH�$UW�*DOOHU\��%HQQLQJWRQ��97
Art in the Anchorage��&UHDWLYH�7LPH��%URRNO\Q��1<
7KH���WK�5HWURVSHFWLYH�6KRZ��1HZ�<RUN�6WXGLR�6FKRRO��1HZ�<RUN��1<
Manifestations of the Figure��7LERU�GH�1DJ\�*DOOHU\��1HZ�<RUN��1<
Art on Paper��:HDWKHUVSRRQ�$UW�*DOOHU\��8QLYHUVLW\�RI�1RUWK�&DUROLQD��*UHHQVERUR��1&
Exhibit A��%URRNO\Q�)HGHUDO�&RXUWKRXVH��1HZ�<RUN��1<
Contemporary American Prints: Recent Acquisitions��%URRNO\Q�0XVHXP��1HZ�<RUN��1<

����� Drawings by Young American Artists��1RUGM\OODQGV�.XQVWPXVHXP��$OERUJ��'HQPDUN
Intermedia: Between Painting and Sculpture��$OGULFK�0XVHXP�RI�&RQWHPSRUDU\�$UW��5LGJHÀHOG��&7
A Refocus on Landscape��6FKRRO����$UW�&HQWHU��%DOWLPRUH��0'
A Refocus on Landscape��3LWWVEXUJK�3ODQ�IRU�$UW��3LWWVEXUJK��3$
Painting and Sculpture��+LOO�*DOOHU\��%LUPLQJKDP��0,
1HZ�+DQG�3DLQWHG�'UHDPV��&RQWHPSRUDU\�6XUUHDOLVP��%DUEDUD�*ODGVWRQH�*DOOHU\��1HZ�<RUN��1<
Fall Show��&RQGHVR�/DZOHU�*DOOHU\��1HZ�<RUN��1<
Young Americans��*DOOHUL�%HOOPDQ��1HZ�<RUN��1<
Inner Visions: Drawings��%DUEDUD�.UDNRZ�*DOOHU\��%RVWRQ��0$
In Spirit��0RQLTXH�.QRZOWRQ�*DOOHU\��1HZ�<RUN��1<
Drawings��%DUEDUD�7ROO�*DOOHU\��1HZ�<RUN��1<�



283

1983 Selections 21, The Drawing Center, New York, NY
American Cauldron, Kouros Gallery, New York, NY
Group Show, Barbara Toll Gallery, New York, NY 
Bodies and Souls��RUJDQL]HG�E\�WKH�$UWLVW·V�&KRLFH�0XVHXP��$�0��6DFKV�*DOOHU\��1HZ�<RUN��1<

  Three-Dimensional Painting��$OODQ�)UXPNLQ�*DOOHU\��1HZ�<RUN��1<
1982 New Talent��$OSKD�*DOOHU\��%RVWRQ��0$

Summer Show��'DYLG�0F.HH�*DOOHU\��1HZ�<RUN��1<
1981 Thirty New York Painters, Hobart College, Geneva, NY
1980 CAPS Award Winners, 6WDWH�8QLYHUVLW\�RI�1HZ�<RUN��3XUFKDVH��1<
1979 CAPS Recipients Exhibitions��5HQVVHODHU�3RO\WHFKQLF�,QVWLWXWH��7UR\��1<

Selected Writings by David Humphrey

Pastoral with Pets��/X[�,QVWLWXWH������� 
Blind Handshake: Art Writing + Art 1990–2008��1HZ�<RUN��3HULVFRSH�������
´+L��0\�1DPH�LV�$UWZRUN�µ�M/E/A/N/I/N/G�2QOLQH�����8QLYHUVLW\�RI�3HQQV\OYDQLD��3KLODGHOSKLD��3$������� 
´'HVFULEDEOH�%HDXW\�µ�New Observations������������
´2Q�WKH�)DQWDVWLF�µ�Tema Celeste������� 
´7HOHSDWK\µ��D�FROODERUDWLYH�DUWLVWV·�ERRN�SURMHFW�ZLWK�%LOO�-RQHV��������
´+DLU�3LHFH�µ�Art Issues��)HEUXDU\������
´6WDLQHG�6KHHWV�+RO\�6KURXG�µ�Arts Magazine��'HFHPEHU������
´7KH�$EMHFW�5RPDQFH�RI�/RZ�5HVROXWLRQ�µ�Lusitania����QR����������
´7KH�'LFWDWRU·V�%RG\�µ�Stanford Italian Review��GUDZLQJV��������

Exhibitions Curated

2010 In a Violet Distance��=XUFKHUU�6WXGLR��1HZ�<RUN��1<
2007 Horizon, EFA Gallery, New York, NY
2006 19 Penises��WKHERG\�FRP�YLVXDODLGV�ZHEBJDOOHU\
����� Life and Limb��)HLJHQ�&RQWHPSRUDU\��1HZ�<RUN��1<
����� When I Think of You I Touch Myself��1HZ�<RUN�$FDGHP\�RI�$UW��1HZ�<RUN��1<��FDWDORJXH�
2002 Hello to Handmade Words��.�6��$UW��1HZ�<RUN��1<
2001 Fhuh . . . Promiscuously Subarticulate Paintings, Fishtank, New York, NY
1997 Normotic��2QH�*UHDW�-RQHV��1HZ�<RUN��1<
1992 Dysfunction in the Family Album, Diane Brown Gallery, New York, NY
1990 Stained Sheets: Holy Shroud��.U\JLHU�/DQGDX�&RQWHPSRUDU\�$UW��6DQWD�0RQLFD��&$

Selected Reviews and Publications 

����� -RQDWKDQ�6WHYHQVRQ��´'DYLG�+XPSKUH\��)DFLOH�OLNH�D�)R[�µ�Two Coats of Paint��0DUFK�
� KWWSV���ZZZ�WZRFRDWVRISDLQW�FRP���������GDYLG�KXPSKUH\�IDFLOH�OLNH�D�IR[�KWPO
������ -RQDWKDQ�6WHYHQVRQ��´'DYLG�+XPSKUH\�DW�)UHGHULFNV�	�)UHLVHU�µ�Two Coats of Paint��)HEUXDU\�
� KWWS���ZZZ�IUHGHULFNVIUHLVHUJDOOHU\�FRP�QHZV�GDYLG�KXPSKUH\�DW�IUHGHULFNV�IUHLVHU�LQ�WZR�FRDWV�RI�SDLQW 
������ 6DUDK�%URZQ��Vogue��2FWREHU�
 David Cohen, Artcritical��0D\� 
������ 1LFROH�(LVHQPDQ��BOMB��0D\��KWWSV���ERPEPDJD]LQH�RUJ�DUWLFOHV�QLFROH�HLVHQPDQ�DQG�GDYLG�KXPSKUH\�
� 3HWHU�'UDNH��´:RUN�DQG�3OD\�µ�ArtPulse Magazine��-DQXDU\��
� KWWS���ZZZ�IUHGHULFNVIUHLVHUJDOOHU\�FRP�QHZV�GDYLG�KXPSKUH\�DW�IUHGHULFNV�IUHLVHU�LQ�DUWSXOVH�PDJD]LQH
������ 3DXO�/DVWHU��TimeOut New York��$SULO�
� -HQQLIHU�6DPHW��´%HHU�ZLWK�D�3DLQWHU��'DYLG�+XPSKUH\�µ�Hyperallergic��2FWREHU��
� KWWSV���K\SHUDOOHUJLF�FRP��������EHHU�ZLWK�D�SDLQWHU�GDYLG�KXPSKUH\�
 David Ebony, Artnet News��$SULO� 
2013  Raphael Rubenstein, Art in America��-DQXDU\��
������ 3KRQJ�%XL��´'DYLG�+XPSKUH\�ZLWK�3KRQJ�%XL�µ�Brooklyn Rail��1RYHPEHU�
� KWWSV���EURRNO\QUDLO�RUJ���������DUW�GDYLG�KXPSKUH\�ZLWK�SKRQJ�EXL



���

� +LODU\�+DUNQHVV��´6WXGLR�9LHZ��3DLQWHU�'DYLG�+XPSKUH\�µ�+XIÀQJWRQ�3RVW��1RYHPEHU��
� KWWSV���ZZZ�KXIISRVW�FRP�HQWU\�GDYLG�KXPSKUH\�SDLQWHUBEB�������
� 'DYLG�%URG\��´$�)XWXUH�LQ�3ODVWLFV��'DYLG�+XPSKUH\·V�1HZ�3DLQWLQJV�µ�Artcritical��'HFHPEHU�
� KWWSV���DUWFULWLFDO�FRP������������GDYLG�KXPSKUH\�
� $UD�0HUMLDQ��$UWIRUXP�FRP��0DUFK��KWWSV���ZZZ�DUWIRUXP�FRP�SLFNV�IUHGHULFNV�IUHLVHU�JDOOHU\������ 
������ .DUHQ�5RVHQEHUJ��´$�/LIH�RI�:DOW�'LVQH\�µ�New York Times��-XO\��
� KWWSV���ZZZ�Q\WLPHV�FRP������������DUWV�GHVLJQ���JDOOHULHV�����KWPO
� 7-�&DUOLQ��´(PSLUH�RI�7KLV�µ�Time Out��)HEUXDU\��KWWSV���ZZZ�WLPHRXW�FRP�QHZ\RUN�DUW�HPSLUH�RI�WKLV
������ &KULV�%RUV��ZZZ�DUWLQIR�FRP�DUWLFOHV�VWRU\��������0DUFK� 
������ &KULV�%RUV��´6QRZPHQ�LQ�+DUOHP�µ�$UWQHW�FRP��)HEUXDU\� 
������ (GZDUG�:LQNHOPDQ��´$UWLVW�RI�WKH�:HHN�µ�(GZDUG�:LQNHOPDQ�%ORJVSRW��-DQXDU\��
������ -DPHV�.DOP��´'DYLG�+XPSKUH\�µ�Brooklyn Rail��0D\��
� 6KHLOD�3HSH��´�:KDW·V�LQ�D�*DPH"µ�Gay City News��$SULO��
������ (OOLRW�*UHHQ��´'DYLG�+XPSKUH\�µ�Bomb��)DOO��
� 5DSKDHO�5XELQVWHLQ��´'DYLG�+XPSKUH\��&RUUHODWLYH�.LWVFK�µ�Art in America��1RYHPEHU��
����� .HQ�-RKQVRQ��´7ULFN\�$GLRV�µ�New York Times��-XQH� 
������ -HUU\�&XOOXP��´3RRGOHV��,FH�&UHDP�DQG�WKH�:D\�:H�/LYH�µ�$WODQWD�-RXUQDO�&RQVWLWXWLRQ��0DUFK� 
� )HOLFLD�)HDVWHU��´.LWVFK�RQ�4XDDOXGHV�µ�&UHDWLYH�/RDÀQJ��$WODQWD��*$��0DUFK� 
������ &DURO�'LHKO��´'DYLG�+XPSKUH\�DW�0F.HH�*DOOHU\�µ�Art in America��-XQH� 
� &KULVWRSKHU�&KDPEHUV��´7KH�6SOLFH�RI�/LIH�µ�D, Art��)DOO�
� .DUHQ�:LNHQ��Partisan��6SULQJ��
����� &DWKHULQH�+RZH��´$�&RQYHUVDWLRQ�ZLWK�&DWKHULQH�+RZH�µ�NY Arts��)HEUXDU\�
� 6FRWW�:HLODQG��´$�&RQYHUVDWLRQ�ZLWK�6FRWW�:HLODQG�µ�NY Arts��-XO\�$XJXVW��
� $QWKRQ\�'L0DJJLR��Review��-XQH��
������ )UHG�&DPSHU��Chicago Reader��$SULO��
� -RQ�&RQH��Art Byte��'HFHPEHU²-DQXDU\��
����� 3HWHU�3ODJHQV��´$�3DLQWHU·V�3L[HO�3DOHWWH�µ�Newsweek��)HEUXDU\�
� -HUU\�6WHLQ��´)DPLO\�3KRWRV�7DNH�5ROH�LQ�$UWLVW·V�3DLQWLQJV�µ�Cincinnati Post��$SULO��
� 2ZHQ�)LQGVHQ��´0\VWHULRXV�1DUUDWLYHV�(QWHU�1HZ�$UW�'LPHQVLRQ�µ�Cincinnati Enquirer��$SULO��
� (YD�+HLVOHU��´�&RPSXWHU�*DUJR\ROHV�µ�Dialogue��6HSWHPEHU�2FWREHU��
� )D\H�+LUVFK��´2Q�3DSHU�µ�6HSWHPEHU�2FWREHU� 
������ 'DQ�&DPHURQ��´$UW�IRU�WKH�1HZ�<HDU�µ�Art and Auction��-DQXDU\��
����� 'DQLHO�:HLQHU��´6WXGLR�9LVLWV��'DYLG�+XPSKUH\�µ�Artspace��0DUFK�$SULO� 
� 'RQDOG�0LOOHU��3LWWVEXUJK�3RVW�*D]HWWH��0DUFK��
� $QQHWWH�%��6DQFKH]��´$UW�LQ�WKH�$JH�RI�,QIRUPDWLRQ��7KRXJKW�3URYRNLQJ�µ�New Pittsburgh Courier��$SULO��
� 3DXO�5LFKDUG��´:KDW·V�:URQJ�ZLWK�WKLV�3LFWXUH�µ�:DVKLQJWRQ�3RVW��2FWREHU��
� &KDUOHV�+DJHQ��´'DYLG�+XPSKUH\�µ�New York Times��1RYHPEHU��
� 'DYLG�6KLUOH\��Option Magazine��2FWREHU� 
����� &KDUOHV�+DJHQ��´'\VIXQFWLRQ�LQ�WKH�)DPLO\�$OEXP�µ�New York Times��-DQXDU\� 
� $�0��+RPHV��´'\VIXQFWLRQ�LQ�WKH�)DPLO\�$OEXP�µ�Artforum��0D\��
� -DPHV�6FDUERURXJK��´'DYLG�+XPSKUH\�DW�3DWULFLD�6KHD�µ�Artweek��2FWREHU� 
� %HQMDPLQ�:HLVPDQ��´'DYLG�+XPSKUH\�²�3DWULFLD�6KHD�*DOOHU\�µ�Artforum��1RYHPEHU� 
� 3DPHOD�:\H��´'DYLG�+XPSKUH\��$GMXVWLQJ�WKH�3LFWXUHµ�Sulfur ����6SULQJ� 
� 0LFKDHO�$QGHUVRQ��´'DYLG�+XPSKUH\�µ�Art issues��1RYHPEHU�'HFHPEHU� 
���������6DUD�/DGLQJ��´$UWLVW�,OOXVWUDWHV�5HODWLRQVKLS�%HWZHHQ�$QDWRP\��(PRWLRQ�µ�Valley Sun��-DQXDU\� 
� .HQQHWK�%DNHU��´'DYLG�+XPSKUH\��:DON�RQ�WKH�:HLUG�6LGH�µ�San Francisco Chronicle��)HEUXDU\� 
� 0DUN�%DUWOHWW��´'DYLG�+XPSKUH\�µ�Art issues��$SULO�0D\��
� 0H\HU�5DSKDHO�5XELQVWHLQ��´'DYLG�+XPSKUH\�DW�'DYLG�0F.HH�µ�Art in America��-XO\� 
� 3HJJ\�&\SKHUV��Arts Magazine��6HSWHPEHU� 
� ´'DYLG�+XPSKUH\�µ�-RXUQDO�RI�&RPWHPSRUDU\�$UW��9RO���������)DOO�:LQWHU� 
������ %X]]�6SHFWRU��´6WDLQHG�6KHHWV�+RO\�6KURXG�µ�Art issues��6HSWHPEHU�2FWREHU� 
� ´'DYLG�+XPSKUH\�µ�1HZ�<RUNHU��$SULO�����
���������6XYDQ�*HHU��´*DOOHULHV�²�6DQWD�0RQLFD�µ�Los Angeles Times��0D\����
 3DUQDVVXV�²�3RHWU\�LQ�5HYLHZ�����QR�����������FRYHU�LOOXVWUDWLRQ�DQG�LOOXVWUDWLRQ��
���������-RKQ�<DX��´'DYLG�+XPSKUH\�µ�Artforum��0D\�



285

�������������&DWKHULQH�/LX��´'DYLG�+XPSKUH\�µ�Flash Art��0D\²-XQH�
�������������+ROODQG�&RWWHU��´'DYLG�+XPSKUH\�µ�Art in America��6HSWHPEHU�
�������������+HDUQH�3DUGHH��´'DYLG�+XPSKUH\�µ�Art New England��-XO\²$XJXVW�
�������������-HQQLIHU�+HDWK��´1DWXUH��6FLHQFH��7HFKQRORJ\�6KRZ�5HIUHVKHV�%ULHÁ\�µ�Rocky Mountain News��'HFHPEHU���
� 0H\HU�5DSKDHO�5XEHQVWHLQ��´'DYLG�+XPSKUH\�DW�&RQH�(GLWLRQV�µ�ETC Montreal��$XWRPQH�
���������0DUN�9DQ�3URO\Q��´+LQWV�RI�1DUUDWLYH�µ�Artweek��6DQ�)UDQFLVFR���$SULO���
�������������.HQQHWK�%DNHU��´2UJDQLF�:RUOG�RI�D�6XUUHDOLVW�µ�San Francisco Chronicle��$SULO���
�������������.DWH�5HJDQ��´'DYLG�+XPSKUH\�µ�Artnews��6XPPHU�
�������������'RURWK\�%XUNKDUW��´3ROLWLFDO�3DLQWLQJV�+LJKOLJKW�)RXU�6KRZV�µ�6DQ�-RVH�0HUFXU\�1HZV��$SULO����
�������������'DYLG�+XPSKUH\��M/E/A/N/I/N/G����
���������+ROODQG�&RWWHU��´'DYLG�+XPSKUH\�µ�Flash Art��'HFHPEHU�����²-DQXDU\������
�������������´'DYLG�+XPSKUH\�µ�7KH�3ULQW�&ROOHFWRU·V�1HZVOHWWHU��0D\²-XQH�
�������������&ROLQ�*DUGQHU��´*DOOHULHV�µ�Los Angeles Times��0D\���������
���������.HQQHWK�%DNHU��´'DYLG�+XPSKUH\�²�UHYLHZ�µ�Art in America��-DQXDU\�
�������������1DQF\�3ULQFHQWKDO��´<RXQJ�$PHULFDQV�µ�Artnews��-DQXDU\�
�������������.LP�/HYLQ��´&U\SWDQDO\VLV��$UW�LQ�WKH�$QFKRUDJH�µ�Village Voice��-XQH����
�������������'HERUDK�3KLOOLSV��´%ULJKW�/LJKWV��%LJ�&LW\�µ�Artnews��6HSWHPEHU�
�������������.LP�/HYLQ��´'DYLG�+XPSKUH\�²�&HQWHUIROG�µ�Village Voice��2FWREHU����
���������5RQQLH�&RKHQ��´'DYLG�+XPSKUH\�µ�Artnews��'HFHPEHU�
�������������'DQ�&DPHURQ��´1HR�6XUUHDOLVP��+DYLQJ�,W�%RWK�:D\V�µ�Arts Magazine��1RYHPEHU�

Collections 

%URRNO\Q�0XVHXP��%URRNO\Q��1<
&DUQHJLH�0XVHXP�RI�$UW��&DUQHJLH�,QVWLWXWH��3LWWVEXUJK��3$
&KHPLFDO�%DQN��1HZ�<RUN��1< 
&OHYHODQG�&HQWHU�IRU�&RQWHPSRUDU\�$UW��&OHYHODQG��2+�
'HQYHU�$UW�0XVHXP��'HQYHU��&2�
([[RQ�&RUSRUDWLRQ��1HZ�<RUN��1< 
)LUVW�%DQN�0LQQHDSROLV��0LQQHDSROLV��01�
-HUVH\�&LW\�0XVHXP��-HUVH\�&LW\��1-
0F&URU\�&RUSRUDWLRQ��1HZ�<RUN��1<�
7KH�0HWURSROLWDQ�0XVHXP�RI�$UW��1HZ�<RUN��1<�
0XVHXP�RI�)LQH�$UW��%RVWRQ��0$
7KH�3RUWODQG�0XVHXP�RI�$UW��3RUWODQG��25 
7KH�3URJUHVVLYH�&RUSRUDWLRQ��&OHYHODQG��2+ 
3UXGHQWLDO�,QVXUDQFH�&RUSRUDWLRQ��1HZDUN��1-
:DONHU�$UW�&HQWHU��0LQQHDSROLV��01�



286

Acknowledgments
6SHFLDO�WKDQNV�WR�)UHGHULFNV�	�)UHLVHU�IRU�WKHLU�XQFRQGLWLRQDO�VXSSRUW�RI�WKLV�SURMHFW��7KDQNV�WR�/\WOH�6KDZ��
:D\QH�.RHVWHQEDXP��DQG�-HQQLIHU�&RDWHV�IRU�WKHLU�ZULWWHQ�FRQWULEXWLRQV�WR�WKLV�ERRN��DQG�1HOO�0F&OLVWHU�
IRU�KHU�FRS\�HGLWLQJ�H[SHUWLVH��:DUPHVW�WKDQNV�WR�(OLVD�1DGHO�DW�$UWERRN�_�'�$�3��ZKRVH�SRVLWLYLW\�DQG�
VXSSRUW�RI�WKLV�SURMHFW�KHOSHG�WXUQ�LW�IURP�D�SURSRVDO�LQWR�D�UHDOLW\��0\�SHUVRQDO�WKDQNV�WR�0DWWKHZ�5HPEH��
0DUMRULH�'HYRQ��0DU\�$QQH�0DUWLQ��0DWWKHZ�1DVWXN��*HRUJH�DQG�-DQLFH�/DXWHUEDFK��-D\�$ODLPR�
6WHSKDQLH�7ULFROD��0LOHV�&KDPSLRQ��WKH�+DUYDUG�8QLYHUVLW\�(QJOLVK�'HSDUWPHQW��DQG�WKH�5KRGH�,VODQG�
6FKRRO�RI�'HVLJQ�IRU�WKHLU�JUDFLRXV�FRQWULEXWLRQV�RI�WLPH�DQG�DGYLFH�WKDW�KHOSHG�PDNH�WKLV�ERRN�SRVVLEOH��
7KDQNV�WR�/LVD�%DOODUG�DW�$56��$QG\�5RVHQZDOG�DW�*ODGVWRQH�*DOOHU\��DQG�(PLO\�5RWKUXP�DW�+DXVHU�	�
:LUWK�IRU�OHJDO�DQG�OLFHQVLQJ�DVVLVWDQFH�

7KDQNV�WR�P\�IULHQGV�DW�WKH�:LOOLDP�0RUULV�(QGHDYRU�$JHQF\�DV�ZHOO�DV�WKH�$GYLVRU\�%RDUG�RI�WKH�
+DPPHU�0XVHXP��/RV�$QJHOHV��IRU�WKHLU�JHQHURXV�VXSSRUW�

,�HVSHFLDOO\�ZDQW�WR�WKDQN�DQG�DFNQRZOHGJH�WKH�SURMHFW�PDQDJHU�RI�WKLV�ERRN��7RGG�%UDGZD\��IRU�KLV�LQ�
YDOXDEOH�FRQWULEXWLRQV�WR�LWV�GHVLJQ�DQG�IRU�KLV�GLOLJHQFH�DQG�DWWHQWLRQ�WR�WKH�GHWDLOV�RI�HYHU\�DVSHFW�RI�LWV�
SXEOLFDWLRQ�

Contributors 
Davy Lauterbach lives in Los Angeles, where he is a painter and writer as well as an artist in television 
SURGXFWLRQ�ZLWK�FUHGLWV�LQFOXGLQJ�The Simpsons and Days of Our Lives��

Jennifer Coates�LV�D�SDLQWHU�OLYLQJ�DQG�ZRUNLQJ�LQ�1HZ�<RUN�&LW\�DQG�3R\QWHOOH��3$��6KH�UHFHLYHG�KHU�%)$�
IURP�WKH�8QLYHUVLW\�RI�3HQQV\OYDQLD�DQG�3HQQV\OYDQLD�$FDGHP\�RI�)LQH�$UWV�DQG�KHU�0)$�IURP�+XQWHU�
&ROOHJH��6KH�ZDV�D�UHFHQW�UHFLSLHQW�RI�WKH�6KDUSH�:DOHQWDV�6WXGLR������²����DQG�ZDV�D�IHOORZ�DW�WKH�
&LYLWHOOD�5DQLHUL�)RXQGDWLRQ�LQ�,WDO\��)DOO��������5HFHQW�VROR�H[KLELWLRQV�LQFOXGH�Toxic Halo��+LJK�1RRQ�
*DOOHU\���Correspondences and All U Can Eat��)UHLJKW�	�9ROXPH�*DOOHU\���DQG�Carb Load��3HQQV\OYDQLD�
$FDGHP\�RI�WKH�)LQH�$UWV���+HU�ZRUN�KDV�EHHQ�ZULWWHQ�DERXW�LQ�WKH�Brooklyn Rail, Artcritical, Hyperallergic, 
+XIÀQJWRQ�3RVW, Smithsonian Journeys, and Art News��DPRQJ�RWKHU�SXEOLFDWLRQV�

Wayne Koestenbaum³SRHW��FULWLF��DUWLVW³KDV�SXEOLVKHG�QLQHWHHQ�ERRNV��LQFOXGLQJ�Camp Marmalade, 
My 1980s & Other Essays, Humiliation, and Hotel Theory��+H�LV�D�'LVWLQJXLVKHG�3URIHVVRU�RI�(QJOLVK��
)UHQFK��DQG�&RPSDUDWLYH�/LWHUDWXUH�DW�WKH�&81<�*UDGXDWH�&HQWHU�

Lytle Shaw·V�ERRNV�LQFOXGH�)UDQN�2·+DUD��7KH�3RHWLFV�RI�&RWHULH��7KH�0RLUp�(IIHFW��)LHOGZRUNV��)URP�
Place to Site in Postwar Poetics, and Narrowcast: Poetry and Audio Research��+LV�HVVD\V�RQ�DUWLVWV�
LQFOXGLQJ�5REHUW�6PLWKVRQ��=RH�/HRQDUG��*HUDUG�%\UQH��DQG�WKH�5R\DO�$UW�/RGJH�KDYH�EHHQ�SXEOLVKHG�E\�
PXVHXPV�VXFK�DV�WKH�',$�&HQWHU��:KLWHFKDSHO��'UDZLQJ�&HQWHU��DQG�5HLQD�6RItD��6KDZ�LV�D�SURIHVVRU�RI�
(QJOLVK�DW�1HZ�<RUN�8QLYHUVLW\��DQG�D�FRQWULEXWLQJ�HGLWRU�IRU�Cabinet�PDJD]LQH��



287

David Humphrey
Published by 
)UHGHULFNV�	�)UHLVHU
����:���WK�6WUHHW
New York, NY 10011
ZZZ�IUHGHULFNVIUHLVHUJDOOHU\�FRP

(GLWRU��'DY\�/DXWHUEDFK
3URMHFW�PDQDJHU�DQG�SURGXFWLRQ��7RGG�%UDGZD\
'HVLJQ��'DY\�/DXWHUEDFK
Copyeditor: 1HOO�0F&OLVWHU���� 
3URRIUHDGLQJ��0LOHV�&KDPSLRQ�
3ULQWLQJ��)DHQ]D�*URXS�6S$��,WDO\

3XEOLFDWLRQ��������)UHGHULFNV�	�)UHLVHU�
$UWZRUN��������'DYLG�+XPSKUH\ 
´,QWLPDF\�:LWKLQ�2XU�$EVWUDFWLRQ��7KH�$UW�RI�'DYLG�+XPSKUH\µ��������'DY\�/DXWHUEDFK
´7KH�6XE�PRGHUQH��'DYLG�+XPSKUH\·V�$SSOLFDWLRQVµ��������/\WOH�6KDZ
´:RUGV�LQ�WKH�6WXGLR��0HVV�LQ�7LPHµ��������'DYLG�+XPSKUH\
´$�&RQYHUVDWLRQµ��������'DYLG�+XPSKUH\�DQG�-HQQLIHU�&RDWHV�
3J����SKRWR��������)UDQFLV�%DUWK�
3J�����SKRWR��������'DY\�/DXWHUEDFK

$OO�ULJKWV�UHVHUYHG��1R�SDUW�RI�WKLV�ERRN�PD\�EH�UHSURGXFHG�RU�WUDQVPLWWHG�LQ�DQ\�IRUP�RU�E\�DQ\�PHDQV��
HOHFWURQLF�RU�PHFKDQLFDO��LQFOXGLQJ�SKRWRJUDSKLQJ��UHFRUGLQJ��RU�LQIRUPDWLRQ�VWRUDJH�DQG�UHWULHYDO��ZLWKRXW�
SULRU�SHUPLVVLRQ�LQ�ZULWLQJ�IURP�WKH�SXEOLVKHU�

Distributed worldwide by
$57%22.�_�'�$�3�
���%URDG�6WUHHW��6XLWH����
1HZ�<RUN��1<������
DUWERRN�FRP

,6%1�������������������
/LEUDU\�RI�&RQJUHVV�&RQWURO�1XPEHU�������������

)URQW�FRYHU��Poodle 2 ��������'HWDLO���
%DFN�FRYHU��At the Door��������'HWDLO��
(QGSDSHUV��IURQW���Paddock��������Drinker��������'HWDLOV��
(QGSDSHUV��UHDU���Tiger��������Proud Owner��������'HWDLOV��

3ULQWHG�LQ�,WDO\



288


