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1990 ,(....1 At 7w 71n>0) nInid xX77
34.3x32.4 237y 1T 0Y

3T TIIT NIATTXA 1019 qDIX

No Title (Its blue was...), 1990
Pen and ink on paper, 34.3x32.4
Private collection courtesy of David Zwirner
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2002 ,(...vin3 'm71 nt) nINid X77
57.2x39.4 qAm1'7y o vaxi 1T
7717117 110 qOIX

No Title (It’s inevitable...), 2002

Ink and watercolor on paper, 57.2x39.4
Moore Collection, New York

38

1996 ,(...nwxI0 NINTN) NIND X77
30.5x22.9 a7y T

3T TUIT NIATTRA 1019 qDIX

No Title (The prime character...), 1996
Ink on paper, 30.5x22.9
Private collection courtesy of David Zwirner

The numbers refer to the image pages
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1994 ,(....nma / DIIX1) NN X77
40.6x54.6 Y17y 1T VY

0771IX~0D17 ,00{7°1119 1171 NI1ATTXA 1019 0IX

No Title (Vavoom /I would...), 1994

Pen and ink on paper, 40.6x54.6

Private collection courtesy of Regen Projects,
Los Angeles
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2017 ,(...1"1T VAP N71Y 1IX) NINID X77
43.2x35.6 2137y 777X 00 Vax T
Q3T TIIT NIVTXA 1019 OIX

No Title (I glance cautiously...), 2017
Ink, watercolor, and acrylic on paper, 43.2x35.6
Private collection courtesy of David Zwirner
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1987 ,(...73n / D11x1) nanid X77
57.2x44.5 A7y 11T

3T T NIATXA 1019 QOIX

No Title (Vavoom / the whole...), 1987
Ink on paper, 57.2x44.5
Private collection courtesy of David Zwirner
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1997 ,(...7710p 1X01190) NINId X77
27.9x38.1 2117y 1T 0Y

3T TIIT NI2ATTR 1019 QOIX

No Title (An illustrious athlete...), 1997
Pen and ink on paper, 27.9x38.1
Private collection courtesy of David Zwirner
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2001,(...anx w19'!Na TIPN) NINId X77
19.4x45.7 A7y 17

AT TIIT NIATTXA 1019 qOIX

No Title (Ever looking for...), 2001
Ink on paper, 19.4x45.7
Private collection courtesy of David Zwirner
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2013 ,(...2wox™ AT ) NN X77
57.5x75.9 An31'7v v1oaI 11T
3T TIIT NIATTXA 1019 QOIX

No Title (That will let...), 2013
Ink and graphite on paper, 57.5x75.9
Private collection courtesy of David Zwirner
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2006 ,(...1"1712) N> X77
50.8x38.7 237y 1'T1 LY
711910 'N1 901X

No Title (At the gallery...,), 2006
Pen and ink on paper, 50.8x38.7
Collection of Beth Swofford
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2017 ,(...n172) nand X77
55.9x76.2 237y wX111 DD VAX 11T
1719 D7IXT QOIX

No Title (As withouyt the...), 2017

Ink, watercolor, and gouache on paper, 55.9x76.2

Collection of Douglas M. Polley
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2007 ,(...n X7 at) nanid X77

75.6x56.5 ,1aX DOTN 7V 777X WX11, 17T ,0V
77177113 710 qOIX

No Title (It’s not the...), 2007
Pen, ink, gouache, and acrylic on lithograph, 75.6x56.5
Moore Collection, New York

44

1985 ,(...17 nin1) nanid x77
37.1x26.4 A3 7y 1T 0D VAX
AIT TIIT NIATTRA 019 qDIX

No Title (There is your...), 1985
Watercolor and ink on paper, 37.1x26.4
Private collection courtesy of David Zwirner
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211172 1995 ,(...IXTI12 ANX O117X) NN X77
35.6x27.6 217y ovi 11T

AT TIIT NIATTXA 1019 qOIX

No Title (Elvis you sure...), ca. 1995
Pen and ink on paper, 35.6x27.6
Private collection courtesy of David Zwirner
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1990 ,(...TNX 1IX) NINId X77
43.2x31.4 Am3'7v 1T 0V
3T TIIT NIATTR 1019 qDIX

No Title (I am one...), 1990
Pen and ink on paper, 43.2x31.4
Private collection courtesy of David Zwirner
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1990 ,(...DNIX QX171 1IX) NINID X77
55.9x43.2 21317y 111 0Y

3T T NIATTXA 1019 qOIX

No Title (I see them...), 1990
Pen and ink on paper, 55.9x43.2
Private collection courtesy of David Zwirner
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2004 ,(...a130 InN) NN X77
76.2x56.8 217y 1T WX
3T TIIT NIATTR 1019 qDIX

No Title (The paper cut...), 2004
Gouache and ink on paper, 76.2x56.8
Private collection courtesy of David Zwirner
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2002 ,(...X"1 13ppW) NN X77
61x45.7 437y D vaxi 1T
3T TIIT NIATTXA 1019 QOIX

No Title (From which she...), 2002
Ink and watercolor on paper, 61x45.7
Private collection courtesy of David Zwirner
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1997 ,(...1"X ') NN X77
58.4x45.1 qmi7vovi T
AIMT TIIT NIATTX 1019 qDIX

No Title (I should have...), 1997

Ink and pen on paper, 58.4x45.1
Private collection courtesy of David Zwirner

62

2012 ,(...ap17 7 1w10) NInid X77
114.3x236.2 237y wxin 01

0771IX~017 ,00{7'1119 111 N1V TXA 1019 YOIX

No Title (Let me say...), 2012
Ink and gouache on paper, 114.3x236.2
Private collection courtesy of Regen Projects, Los Angeles
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57

1987 ,(...¥ I"'DXD 1IX) NN X77
T4x60 27y 11T

3T TIIT NIATTXA 1019 qDIX

No Title (I believe that...), 1987
Ink on paper, 74x60
Private collection courtesy of David Zwirner
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2017 ,(...2nIn7 XX11 Dj70N) NINId X77
LUX11,010 YIX 1T ,01I1VAX NIINOY 119
119.4x160 137y TX7171 777X

Q3T TUIT N1AITX 1019 qDIX

No Title (Procreation extended to...), 2017
Pencil, colored pencils, ink, watercolor, govache,
acrylic, and collage on paper, 119.4x160

Private collection courtesy of David Zwirner
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2008 , (... X1 712 INX) NN X77
76.2x56.5 2117y im'x

Q3T T NIATTXA 1019 qDIX

No Title (Later he could...), 2008
Acrylic on paper, 76.2x56.5
Private collection courtesy of David Zwirner
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1997 ,(...n171%70) NInd X77
76.2x57.2 ymy7v ovi T
AIMT TIIT NIATTXA 1019 qOIX

No Title (The walls are...), 1997

Ink and pen on paper, 76.2x57.2
Private collection courtesy of David Zwirner
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2000 ,(...n137TVY NIIV7 NITI7I) NINDD X77
68.8x48.3 1117y ovi 11T

YW NIWI1 DO 901X

No Title (Small, mild points...), 2000
Pen and ink on paper, 68.8x48.3
Collection of Sam and Shanit Schwartz
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2000 ,(...TIXn M) NINID X77
75.6x56.5 21317y 171 0Y
0771IX~017 ,117T LTI QDIX

No Title (I was very...), 2000
Pen and ink on paper, 75.6x56.5
Collection of Rosette Delug, Los Angeles

79

1987 ,(...0'0wn 1791 DX) NN X77
65.1x45.4 217y 11T

AT TIITT NIATTXA 1019 qOIX

No Title (If heaven falls...), 1987
Ink on paper, 65.1x45.4
Private collection courtesy of David Zwirner

80

2006 ,(...n,17v1) nInid X77
76.2x56.5 237y 1T 0V
711910 ‘N2 qQ0IX

No Title (The town, the...), 2006
Pen and ink on paper, 76.2x56.5
Collection of Beth Swofford

81

2010 ,(...0n Ox) NINId X77
T77.5x57.8 11137y wX1a1,10T 0V
1723T1X Nj7271 100 qDIX

No Title (If they are...), 2010
Pen, ink, and gouache on paper, 77.5x57.8
Collection of Martin and Rebecca Eisenberg
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1984 ,(...77 wr) nand X77
36.2x26 A1y T

AIMT TIIT NIVTXA 1019 qDIX

No Title (I've got a...), 1984
Ink on paper, 36.2x26
Private collection courtesy of David Zwirner

75

2001,(...172 7ax,13) nand xX77
34.3x25.4 2137y 1T 0Y

TIOW 0171 V1IN 17X DIX

No Title (Yes, but without...), 2001
Pen and ink on paper, 34.3x25.4
Collection of Alan Hergott and Curt Shepard
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1996 ,(...n1107 750 ,niN177) NN x77
35.6x27.9 217y 1T

3T TIIT NIVTXA 1019 qDIX

No Title (Customers, for...), 1996
Ink on paper, 35.6x27.9
Private collection courtesy of David Zwirner
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1995 ,(...12 72 N1 750) nanid X77
58.4x34.3 1317V 1T OY

AT TINT NIATTXL 1019 q0IX

No Title (Everything was so...), 1995
Pen and ink on paper, 58.4x34.3
Private collection courtesy of David Zwirner

77

1990 ,(...w ANTI) NN X77

39.4x22.9 217y 1T 0V

1MOWINX q17771 1TIN 01X

No Title (There seems a...), 1990

Pen and ink on paper, 39.4x22.9
Collection of Mandy and Cliff Einstein
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1995 ,(...np 71aw1) NInid X77
127x96.5 217y 1T oy
1MOWINX 91771 1TIN QDIX

No Title (To do what...), 1995
Pen and ink on paper, 127x96.5
Collection of Mandy and Cliff Einstein
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2007 ,(...n ,n7¥ 20xDN) NINId X77
76.2x55.9 2137y Do vaxi T

07/1IX~0D17 ,00{7°1179 111 NIATTXA VIO YOIX

No Title (Her lover, of), 2007
Ink and watercolor on paper, 76.2x55.9
Private collection courtesy of Regen Projects, Los Angeles
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2006 ,(...mwy AP7) nInid x77
76.2x56.5 2137y X711 11T, 0V
D7°1IX~0D17 ,217T OTIN QDIX

No Title (Why did I...), 2006

Pen, ink, and collage on paper, 76.2x56.5
Collection of Rosette Delug, Los Angeles

74

1991 ,(...nnna 17 viax) NN X77
43.2x28.9 217y 1T oy

3T TIIT NIATTXA 1019 qDIX

No Title (Pinch my ass...), 1991
Pen and ink on paper, 43.2x28.9
Private collection courtesy of David Zwirner
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1993 ,(...:n7121w X1170) nINd X77
35.2x26.7 2317y 1'T1 0D vax
AIMNT T NIATTXA 1019 qDIX

No Title (I wish I could...), 1993
Watercolor and ink on paper, 35.2x26.7
Private collection courtesy of David Zwirner

67

1991 ,(...om7x10N0A 70) NIN1d X77
76.2x56.5 2317y 171 0Y

3T TIIT NIATTX 1019 qDIX

No Title (All the materialism...), 1991
Pen and ink on paper, 76.2x56.5
Private collection courtesy of David Zwirner

68

1986 ,(...1M1X DON TIOXN) NINID X77
35.6x27.9 27y 11T

3T TIIT NIATTXA 1019 qDIX

No Title (Acid got me...), 1986
Ink on paper, 35.6x27.9
Private collection courtesy of David Zwirner

69

1986 ,(...nv1a0p N7x13) NN X77
35.6x27.9 2137y 1T 0V

IMOWINX Q17771 1TIN qDIX

No Title (Saved from drowning...), 1986
Pen and ink on paper, 35.6x27.9
Collection of Mandy and Cliff Einstein
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2007 ,(...onIxX N'X1) NINId X77
57.2x75.6 2117y WX 11T ,0Y
1TOWINO TIIIXIZI [TID qOIX

No Title (You saw them...), 2007
Pen, ink, and gouache on paper, 57.2x75.6
Collection of Susan and Leonard Feinstein

93

2007 ,(...117¥ 2770) NIN1d X77
51.4x48.3 21137y WX 1T 0V
3T TIIT NIATTXA 1019 qOIX

No Title (Our battle is...), 2007
Pen, ink, and gouache on paper, 51.4x48.3
Private collection courtesy of David Zwirner

94

2009 , (11001 7¥ NP71V) NINId X77
45.7x60.3 213 7y 7777X1 WXL ,10T 0V
0771IX~D17 ,’N11 2100 qDIX

No Title (Christina’s world), 2009
Pen, ink, gouache, and acrylic on paper, 45.7x60.3
Collection of Steve F. Roth, Los Angeles

89

80-n nuw ,(Nnonn yTnn) NInid X77
27.9x21.6 237V 1T OV

AIMT TIIT NIATXA 1019 qDIX

No Title (Science grows up), 1980s
Pen and ink on paper, 27.9x21.6
Private collection courtesy of David Zwirner

90

2005 ,(...7w mMon) n1nd x77
55.9x43.2 Am3'7y 1T 0Y
07°1I1X~017 ,117T 0TI QDIX

No Title (The flower of...), 2005
Pen and ink on paper, 55.9x43.2
Collection of Rosette Delug, Los Angeles

91

2007 ,(...210 D'X73 0N) NN X77
61x62.9 Q1317 01011 TRT717 ,WUXIL 1T 0V
Q37T TIITT NI12TTXA 1019 qDIX

No Title (They seem especially...), 2007
Pen, ink, gouache, collage, and graphite on
paper, 61x62.9

Private collection courtesy of David Zwirner
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1983 ,(...137¥ DM12aNA NX IXX17) NINID X77
35.6x26 21137y 1"TI OV

3T TIIT NI2ATTRA 1019 qDIX

No Title (Get our boyfriends...), 1983
Pen and ink on paper, 35.6x26
Private collection courtesy of David Zwirner

88

1987 ,(...n1"a7 2a17n) nInid X77
60x45.7 2137y 1T 0Y

3T TIIT NIATTXA 1019 qDIX

No Title (There must be...), 1987
Pen and ink on paper, 60x45.7
Private collection courtesy of David Zwirner

84

1987 ,(...01a7 Da 1'a) NN X77
35.6x27.9 217y 1T oy

07/1IX~D17 ,00{7°1179 111 NIATTXA VIO YOIX

No Title (White people were...), 1987

Pen and ink on paper, 35.6x27.9

Private collection courtesy of Regen Projects,
Los Angeles

85

2007 ,(--nnx1--n111 ANX) NINId X77
76.2x57.2 A3 7y wx111 11T 0V

3T TIIT NIATX 1019 qOIX

No Title (You killed--murdered--), 2007

Pen, ink, and gouache on paper, 76.2x57.2
Private collection courtesy of David Zwirner

86

1980 ,(...yIns Anx) nInid xX77
27.9x21.6 Y117y 1T VY
3T TIITT NIATTXA 1019 qOIX

No Title (You are necessary...), 1980
Pen and ink on paper, 27.9x21.6
Private collection courtesy of David Zwirner
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1988 ,(...n 11x) nInid x77
61x45.7 Q3 7y 1T oy

3T TIIT NIATTXA 1019 qDIX

No Title (The light of...), 1988
Pen and ink on paper, 61x45.7
Private collection courtesy of David Zwirner

106

1989 ,(...Nn127032 D"NN) NINID X77
35.6x27.9 qmI'7y 1T oy
D7°11X~0D17 ,'019 9DIX

No Title (Life at these...), 1989

Pen and ink on paper, 35.6x27.9
Private collection, Los Angeles

107

1995, (...1ny1d1¥) NINId X77
29.8x41.9 A3 7v 1T oy
3T TIIT NI2ATTRA 1019 qDIX

No Title (I was persuaded ...), 1995
Pen and ink on paper, 29.8x41.9
Private collection courtesy of David Zwirner

103

1987 ,(...;7nn 103) NINI> X77

57.2x44.5 237y 11T 0Y

D771IX~0D17 ,00{7°1119 1171 N1ATTXL 019 OIX

No Title (Like an eraser...), 1987

Pen and ink on paper, 57.2x44.5

Private collection courtesy of Regen Projects,
Los Angeles

104

1983 ,(...w 201D ,17IX’X) NINId X77
27.9x22.9 21317y 1T 0V

1MOWINX Q17§71 1TID QDIX

No Title (Charlie you better...), 1983
Pen and ink on paper, 27.9x22.9
Collection of Mandy and Cliff Einstein

104

1982 ,(...i70VND X7 13IX) NINId X77

27.9x21.6 Mm1'7v 1T VY

Q3T THITT NI2TTXA 1019 QDIX

No Title (I don’t fool...), 1982

Pen and ink on paper, 27.9x21.6

Private collection courtesy of David Zwirner

97

102

1989, (...X10 T711) NnINid X77

35.6x27.9 217y 1T 0V

0771IX~0D17 ,00j7°11719 111 NIATTXA 1019 DIX

No Title (The child is...), 1989

Pen and ink on paper, 35.6x27.9

Private collection courtesy of Regen Projects,
Los Angeles

98

2005 ,(...n n7¥ TIva) NN X77
66x56.5 1117y 1T oy

D0771IX~017 , 17T LTIN QDIX

No Title (While hers had...), 2005
Pen and ink on paper, 66x56.5
Collection of Rosette Delug, Los Angeles

99

2010 ,(...12 75 D713) nnid> X77
66.7X76.2 A3 '7V TX'771 i TX
771'-113 710 qDIX

No Title (They are all...), 2010

Acrylic and collage on paper, 66.7x76.2
Moore Collection, New York

101

1984 ,(...'7 x2) nInid x77
36.8x26.7 237y 111 OV
AIMT TIIT NIATTXA 1019 qDIX

No Title (I feel like...), 1984
Pen and ink on paper, 36.8x26.7
Private collection courtesy of David Zwirner
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I FEEL LIKE MAKING LOVE ... AGAIN,
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LIFE AT THESE INTENSITIES CLEARLY BECAME "SCENES.

\WAITING TO BE DI§ (OVERED

CAM 1 MAKE IT ON THIS EARTH?
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114

1997,(...n1X17 ,71200X9 21w¥N7) NN X77
50.8x30.5 2137y 1T oy

D7721IX~0D17 ,00{7°11719 111 NIATTXA 1019 YDIX

No Title (Thinking fastball seeing...), 1997
Pen and ink on paper, 50.8x30.5

Private collection courtesy of Regen Projects,
Los Angeles

115

211721999 ,(...12 732 hvan) nand x77
58.4x38.1 1117y 1T 0Y

AT TIITT NIATTXA 1019 qDIX

No Title (A swing so much...), ca. 1999
Pen and ink on paper, 58.4x38.1
Private collection courtesy of David Zwirner

116

2001, (...nt,210 'n1v1) NN X77
30.5x45.7 A7y 1T 0Y

TI9W L1771 DI 17X DIX

No Title (Safe! Well, that’s...), 2001
Pen and ink on paper, 30.5x45.7
Collection of Alan Hergott and Curt Shepard

110

2017 ,(...3xXw "MwI111) NN X77
179.4x131.4 237y DD vaxi ,i'T,11N9y
qIMT TIIT NIATXL 019 qDIX

No Title (Ifelt1...), 2017
Pencil, ink, and watercolor on paper, 179.4x131.4
Private collection courtesy of David Zwirner

m

2004 ,nand x77

76.2x57.1 A7y 1T 0y
Q37T TIIT NI1ATTXA 1019 qDIX

No Title, 2004
Pen and ink on paper, 76.2x57.1
Private collection courtesy of David Zwirner

13

2000 ,(!ovain X7 o111 .063) NInid X77
45.7x30.5 237y 111 0Y

YI11W N'IW1 00 q0IX

No Title (063. Jews can’t hit!), 2000
Pen and ink on paper, 45.7x30.5
Collection of Sam and Shanit Schwartz
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125

2000 ,(...nxw 11aun) NInid xX77
64.8x50.2 237y ovi 0T

Y11Y NJW1 D0 901X

No Title (The hero, whose...), 2000
Pen and ink on paper, 64.8x50.2
Collection of Sam and Shanit Schwartz

126

;1173 12T DA NIITTN) NINID X77

1986 ,(onix Nix17 775> vap Y7 Y
49.5x34.9 A3y T

77177113 710 9OIX

No Title (Visions are rare;

we have to look to see them), 1986
Ink on paper, 49.5x34.9

Moore Collection, New York

127

1990, (...X11 17¥ XWINAY) NINId X77
29.2x36.8 12 7v i7"'7iIX

3T TIIT NI2ATTR 1019 qDIX

No Title (That its object is the...), 1990
Acrylic on canvas, 29.2x36.8
Private collection courtesy of David Zwirner

122

122

2017 ,(...n191011) NN X77

76.2x57.2 237y 7'77X1 WX11,0'0 VaX
1217113 ,'019 Q01X

No Title (And the apple...), 2017

Watercolor, gouache, and acrylic on paper, 76.2x57.2
Private collection, New Jersey

123

2017, (...7w min11n) nanid x77

76.2x57.2 237y 71'77X1 WXIA,00 VaX 1T
AIMT TIIT NIATXA 1019 qDIX

No Title (The ghosts of...), 2017

Ink, watercolor, gouache, and acrylic on paper,
76.2x57.2

Private collection courtesy of David Zwirner

124

217172 2000, (...vwo at) Nnid X77
64.5x101 A3 '7v oV 11T

Y11W N1IYWI DO Q01X

No Title (It’s a crime...), ca. 2000
Pen and ink on paper, 64.5x101
Collection of Sam and Shanit Schwartz
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137

1995 ,(....nxaw3) nInid xX77
46.4x36.8 2117y 1T LY
AT TIITT NIATTXA 1019 qDIX

No Title (When | came...), 1995
Pen and ink on paper, 46.4x36.8
Private collection courtesy of David Zwirner

138

1990,(...1077 MIT 7w 01IXA) NN X77
61x45.7 1137y 1T oY

AT TIIT NIATTXA 1019 qOIX

No Title (Doré€’s illustrations ruined...), 1990
Pen and ink on paper, 61x45.7
Private collection courtesy of David Zwirner

139

1XIND X7 ,(...10 — DUNIPX D'WIX) NINID X77
31.4x31.4 237y 1T OY

AT TIITT NIATTXL 1079 qQDIX

No Title (Real people — who the...), undated
Pen and ink on paper, 31.4x31.4
Private collection courtesy of David Zwirner

140

1996 ,(...1"n NX 1;7n) NINId X77
33.7x26 A3'7v 1T OY

1723TIX D727 1'0I0 9OIX

No title (Imitate my life...), 1996
Pen and ink on paper, 33.7x26
Collection of Martin and Rebecca Eisenberg

134

1990 ,(...7'nnA X101 TX) NN X77
55.9x43.2 21317y 11'T1 OY

AIMT T NIATTXA 1019 QOIX

No Title (Then he began...), 1990
Pen and ink on paper, 55.9x43.2
Private collection courtesy of David Zwirner

134

1997 ,(...2 1AW9X) NINId X77
27.9x38.1 Am3'7v 1T QY
AINT TITT NIATTXA 019 q0IX

No Title (Somewhere in the...), 1997
Pen and ink on paper, 27.9x38.1
Private collection courtesy of David Zwirner

135

2001 ,(...190 wxd) NINId X77
33x32.4 217y 1T 0Y

TI9W LII71 VAN 17X YOIX

No Title (As a bookman...), 2001
Pen and ink on paper, 33x32.4
Collection of Alan Hergott and Curt Shepard

136

2000, (...n N A1) NN X77
35.9x23.5 217y wxin 1T
Q3T T NIATXA 1019 qDIX

No Title (It was the...), 2000
Ink and gouache on paper, 35.9x23.5
Private collection courtesy of David Zwirner

121

131

1991 ,(...nnnwpa n1awnn7) n1nid x77
35.6x48.3 21317y 11T OY

qINT TIIT NIATTXA 1019 qQDIX

No Title (To the lingering ...), 1991
Pen and ink on paper, 35.6x48.3
Private collection courtesy of David Zwirner

133

1996 ,(...1T2 Nj710¥N) NINID X77
76.2x56.5 2137y 1T 0V

AIMNT TIT NIATTXA 019 Q01X

No Title (Such an employment...), 1996
Pen and ink on paper, 76.2x56.5
Private collection courtesy of David Zwirner

129

128

2013 ,(...171Np 191 IDX) NINID X77
139.7x221 qn3'7y '7mgx1 wxia T
AT TITT NIATTXL 1019 Q0IX

No Title (Cotton candies and...), 2013
Ink, gouache, and acrylic on paper, 139.7x221
Private collection courtesy of David Zwirner

129

2011,(...X7 1t DXN) NN X77
88.9x120 2131 7y i7'7x1 11T 0y
D771IX~D17 ,1IX'XIN DN qDIX

No Title (Is that not...), 2011

Pen, ink, and acrylic on paper, 88.9x120
Collection of Maurice Marciano, Los Angeles

130

2004 ,(?277np 1p) NINid X77

56.5x76.2 1117y 1T

Q37T THITT NI1ATTXA 1019 9DIX

No Title (Who draws near?), 2004

Ink on paper, 56.5x76.2

Private collection courtesy of David Zwirner
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1997 ,(...7710p 1X01190) NINId X77
27.9x38.1 217y 111 0Y
3T TINT NIATTXA 1019 qOIX

No Title (An illustrious
athlete...), 1997

Pen and ink on paper, 27.9x38.1
Private collection courtesy of
David Zwirner

2006 ,(...n"712) nInd X77
50.8x38.7 2117y 1171 Y
T11910 ‘N1 qOIX

No Title (At the gallery...,), 2006
Pen and ink on paper, 50.8x38.7
Collection of Beth Swofford

2000 ,(...T1Ixn M) NN X77
75.6x56.5 2117y 1T 0Y
D71IX~D17 ,2117T LTI QOIX

No Title (I was very...), 2000
Pen and ink on paper, 75.6x56.5
Collection of Rosette Delug,
Los Angeles

1983 ,(...nTaX 17 YPX) NINId X77
33x24.1 21317y 1T OY
Q3T TINT NI1ATTXA 1019 9OIX

No Title (Own a legend...), 1983
Pen and ink on paper, 33x24.1
Private collection courtesy of

David Zwirner

1993 ,(...:71>'w X1170) NInid X77
35.2x26.7 M7y 1'T1 0D VAX
Q3T TINT NI12TTXA 1019 9OIX

No Title (I wish I could...), 1993
Watercolor and ink on

paper, 35.2x26.7

Private collection courtesy of
David Zwirner

720 ,m1n177) nanid xX77

1996 ,(...n1MD07

35.6x27.9 27y 1T

3T TIIT NI12TTXA 1079 qOIX

No Title (Customers, for...), 1996
Ink on paper, 35.6x27.9

Private collection courtesy of
David Zwirner

1998 ,(...91;7T TIDVI) NINId X77
38.1x56.5 2111 7y 1171 Y
AT 11 1171777 901X

No Title (And stand up...), 1998
Pen and ink on paper, 38.1x56.5
Collection of Carolyn and

John Diemer

2017 ,(...2nI07 XX1' 0701) NINID X77
,01D VAX ,1'T,01I1IVAX NNV 1o
119.4x160 21137y TIX7171 771'777X WX
3T TINT NI12TTXA 1079 OIX

No Title (Procreation

extended to...), 2017

Pencil, colored pencils, ink,
watercolor, gouache, acrylic, and
collage on paper, 119.4x160
Private collection courtesy of
David Zwirner

2012 ,(...an17 17 1w10) nInid X77
114.3x236.2 217y wxin 11
,00{7°1179 117 NI12TTXA V19 YOIX
0771IX"017

No Title (Let me say...), 2012
Ink and gouache on

paper, 114.3x236.2

Private collection courtesy of
Regen Projects, Los Angeles

1987 ,(...X'2 n7xXwn) nInid X77
56.8x44.1 A7y 1T
AIMT TINT NI12TTXA 1019 OIX

No Title (The question is...), 1987
Ink on paper, 56.8x44.1

Private collection courtesy of
David Zwirner

2001 ,(...anx w192 T'PN) NINID X77
19.4x45.7 21 7y 11T

AT TINT NI2TXA 1019 9OIX

No Title (Ever looking for...), 2001
Ink on paper, 19.4x45.7

Private collection courtesy of

David Zwirner

143

1991 ,(...2101X 1IX ,NNN 1N) NINID X77
55.9x43.2 217y 11T
AT TIIT N1ATTXA 1019 9DIX

No Title (Asshole, I tell...), 1991
Ink on paper, 55.9x43.2

Private collection courtesy of
David Zwirner

1985 ,(...17 n3n1) nanid xX77
37.1x26.4 217y 1T 0D VAX
AT TIIT NI1ATTXA 1019 9DIX

No Title (There is your...), 1985
Watercolor and ink on

paper, 37.1x26.4

Private collection courtesy of
David Zwirner

1990 ,(....n"1 at 7w 71n>n) nInid X77
34.3x32.4 217y 1T OV
3T TIIT NIATTRA 1019 90IX

No Title (Its blue was...), 1990
Pen and ink on paper, 34.3x32.4
Private collection courtesy of
David Zwirner

2007 ,(...n X7 nt) nInid X77
7V 777X WXL 10T 0V
75.6x56.5 ,12x 0OTN

721711 71D QDIX

No Title (It’s not the...), 2007
Pen, ink, gouache, and acrylic on
lithograph, 75.6x56.5

Moore Collection, New York

N1IV7 NITIZI) NINID X77
2000,(...n137Y
68.8x48.3 213 7v oV 11T
YI11W N1IYI 0D q0IX

No Title (Small, mild points...), 2000
Pen and ink on paper, 68.8x48.3
Collection of Sam and

Shanit Schwartz

1996 ,(...nwXIN NINDTA) NN X77
30.5x22.9 27y T
23T TIITT NI1ATTXA 1019 9DIX

No Title (The prime
character...), 1996

Ink on paper, 30.5x22.9
Private collection courtesy of
David Zwirner

XINN X7 ,(...2011 12720 A7) NINID X77
45.7x30.5 211317y 1171 LY
TI9W 0I{71 V1IN 17X OIX

No Title (It is far more...), undated
Pen and ink on paper, 45.7x30.5
Collection of Alan Hergott and
Curt Shepard

1987 ,(...0n NX Nj7x) NN X77
44.5x30.5 21137V 1171 DY
TI9W 0I71 V1IN 17X YOIX

No Title (I’'ll take the...), 1987
Pen and ink on paper, 44.5x30.5
Collection of Alan Hergott and
Curt Shepard

1996 ,(..."n NX 1;7n) NN X77
33.7x26 217y 1'T1 OY
1123TIX 17271 170N 0IX

No title (Imitate my life...), 1996
Pen and ink on paper, 33.7x26
Collection of Martin and
Rebecca Eisenberg

1990 ,(...DNIX AX11 1IX) NINID X77
55.9x43.2 2117y 1171 DY
3T TIITT NI1ATTXA 1019 9OIX

No Title (I see them...), 1990
Pen and ink on paper, 55.9x43.2
Private collection courtesy of
David Zwirner

O™"17X) NINId X77

21721995 ,(...'X T2 ANX
35.6x27.6 217y VI 1T
AT TIIT NI1ATTXA 1079 9OIX

No Title (Elvis you sure...), ca. 1995
Pen and ink on paper, 35.6x27.6
Private collection courtesy of
David Zwirner

1989 ,(p11x1/ ..."7 1TNN) NINd X77
27.9x43.2 Y117y 117
3T TINT NI12TTXA 1019 9OIX

No Title (Give me

back... / Vavoom), 1989

Ink on paper, 27.9x43.2
Private collection courtesy of
David Zwirner

1994 ,(...:nmn / DIIX1) NN X77
40.6x54.6 211317V 11T LY
,0U{7°119 1171 NI2TTXA 1019 QOIX
D7711X"017

No Title (Vavoom / | would...), 1994
Pen and ink on paper, 40.6x54.6
Private collection courtesy of

Regen Projects, Los Angeles

1987 ,(...720 / D11X1) NIN1d X77
57.2x44.5 'y 1T
3T TINT NI1ATTXA 1019 OIX

No Title (Vavoom / the
whole...), 1987

Ink on paper, 57.2x44.5
Private collection courtesy of
David Zwirner

2017 ,(...1'AT VAP N71Y 1IX) NN X77
43.2x35.6 Q137 71'707X1 DD VAX T
3T TINT NI12TTXA 1079 OIX

No Title (I glance cautiously...), 2017
Ink, watercolor, and acrylic on
paper, 43.2x35.6

Private collection courtesy of

David Zwirner

2013 ,(...2wox1 AT ) NINId X77
57.5x75.9 qm1 7y v1oaa 11T

AT TINT NITXA 10719 OIX

No Title (That will let...), 2013

Ink and graphite on paper, 57.5x75.9
Private collection courtesy of

David Zwirner
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2010 ,(...12 72 0713) N> X77
66.7xX76.2 A11'7v TX771 'R
7717713 10 QOIX

No Title (They are all...), 2010
Acrylic and collage on

paper, 66.7x76.2

Moore Collection, New York

2011 ,(...7woxX TIV QD) NINId X77
76.2x56.2 A1 '7y w101 11T
Q3T TINT NI12TTXA 1019 901X

No Title (What more could...), 2011
Ink and graphite on paper, 76.2x56.2
Private collection courtesy of

David Zwirner

1983 ,(...w 201D ,"7IX’X) NN X77
27.9x22.9 217y 1171 0OY
1MOWINX 91771 17TIN qOIX

No Title (Charlie you better...), 1983
Pen and ink on paper, 27.9x22.9
Collection of Mandy and

Cliff Einstein

1989 ,(...X10 T7'1) NInd X77
35.6x27.9 2m1'7y 1'T1 OY
,00{7'1119 1211 NI2TTXA 1019 DIX
D7°2IX"017

No Title (The child is...), 1989
Pen and ink on paper, 35.6x27.9
Private collection courtesy of
Regen Projects, Los Angeles

1982 ,(...j70ynp X7 1IX) NINID X77
27.9x21.6 217y 1T 0Y
Q3T TINT NIATTXA 1019 9OIX

No Title (I don’t fool...), 1982
Pen and ink on paper, 27.9x21.6
Private collection courtesy of
David Zwirner

1984 ,(...177 X2) nInid X77
36.8x26.7 21317V 11 T1 Y

AIMT TINT NI12TTXA 1019 9OIX
No Title (I feel like...), 1984

Pen and ink on paper, 36.8x26.7
Private collection courtesy of
David Zwirner

2007 ,(...112'Th 01"2) NN X77
57.2x76.2 211317y TX7i71 WX, 1T 0V
37T TIIT N1ATTXA '019 qOIX

No Title (On Memorial Day...), 2007
Pen, ink, gouache, and collage on
paper, 57.2x76.2

Private collection courtesy of

David Zwirner

1980 ,(...yIn3 ANX) NN X77
27.9x21.6 2117y 1111 OV
3T TINT NI12TTXA 1019 OIX

No Title (You are necessary...), 1980
Pen and ink on paper, 27.9x21.6
Private collection courtesy of

David Zwirner

2007 ,(...210 O'X73 DN) NN X77
01971 TX71i7 ,UX1A,1'T LY
61x62.9 217y

237NT TIT N12TTXA 1019 OIX

No Title (They seem
especially...), 2007

Pen, ink, gouache, collage, and
graphite on paper, 61x62.9
Private collection courtesy of
David Zwirner

2005 ,(...7w n19n) nInnd x77
55.9x43.2 21317y 1171 DY
D771IX~0D17 ,117T LT QOIX

No Title (The flower of...), 2005
Pen and ink on paper, 55.9x43.2
Collection of Rosette Delug,
Los Angeles

2007 ,(...n7w 2770) NN X77
51.4x48.3 1117y WX 17,0V
AMT TIIT NI1AITXA 10719 OIX

No Title (Our battle is...), 2007

Pen, ink, and gouache on
paper, 51.4x48.3

Private collection courtesy of
David Zwirner
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1987 ,(...01327 D1 1'7) NIND X77
35.6x27.9 217y 11 T1 Y
,00{7°1179 111 NI12TTXA 1019 YOIX
0772I1X"017

No Title (White people were...), 1987
Pen and ink on paper, 35.6x27.9
Private collection courtesy of

Regen Projects, Los Angeles

1984 ,(...17 w1) nInid X77
36.2x26 A7y 1T
27T TIITT NIATXA 1079 9OIX

No Title (I've got a...), 1984
Ink on paper, 36.2x26

Private collection courtesy of
David Zwirner

0112N0 NX IX'X17) NN X77
1983 ,(...117w

35.6x26 217y 1'T1 OY

AT TIIT NI1ATTXA 10190 qDIX

No Title (Get our boyfriends...), 1983
Pen and ink on paper, 35.6x26
Private collection courtesy of

David Zwirner

1983, (Popularizer) nani> xX77
33.7x24.1 Q137 11T LY
37T TIIIT NIATXA 1079 9OIX

No Title (Popularizer), 1983
Pen and ink on paper, 33.7x24.1
Private collection courtesy of
David Zwirner

2007 ,(--nnx1--n111 ANX) NINId X77
76.2x57.2 21317y X1 1'T 0V
AT TIIT NI1ATTXA 1019 901X

No Title (You killed--
murdered--), 2007

Pen, ink, and gouache on
paper, 76.2x57.2

Private collection courtesy of
David Zwirner

2010 ,(...0n DX) NINId X77
77.5x57.8 217y WX ,1'T 0V
1723TX 17271 1'0IN qOIX

No Title (If they are...), 2010
Pen, ink, and gouache on
paper, 77.5x57.8

Collection of Martin and
Rebecca Eisenberg

2006 ,(...:n'wy An7) NnInid> X77
76.2x56.5 217y IX717 11T ,0Y
D71IX~D17 ,117T LTI QDIX

No Title (Why did I...), 2006
Pen, ink, and collage on
paper, 76.2x56.5

Collection of Rosette Delug,
Los Angeles

1987 ,(...n1"a7 a1mn) NN xX77
60x45.7 Q11 '7y 1111 0Y
AT TINT NI1ATTXA 1019 qOIX

No Title (There must be...), 1987
Pen and ink on paper, 60x45.7
Private collection courtesy of
David Zwirner

80-n Nuv ,(NNonp yTn) NINd X77
27.9x21.6 217y 1T OY
AT TINT NI1ATTXA 1019 qOIX

No Title (Science grows up), 1980s
Pen and ink on paper, 27.9x21.6
Private collection courtesy of
David Zwirner

1982 ,(...17 T'tp X7w TNX) NINId X77
27.9x21.6 217y 11T 0Y
AT TINT NI1ATXA 1019 qOIX

No Title (Uncaring individual
in...), 1982

Pen and ink on paper, 27.9x21.6
Private collection courtesy of
David Zwirner

1986 ,(...'n1X DON T'OX) NINID X77
35.6x27.9 A7y T
qI7MT TIIT NI1ATTXA 1019 YOIX

No Title (Acid got me...), 1986
Ink on paper, 35.6x27.9

Private collection courtesy of
David Zwirner

1990 ,(...w ADTI) NN X77
39.4x22.9 21317V 11T OY
1MOWINX 91771 1TIN OIX

No Title (There seems a...), 1990
Pen and ink on paper, 39.4x22.9
Collection of Mandy and

Cliff Einstein

2001 ,(...1"72 7ax,13) nInid x77
34.3x25.4 2117y 1T 0Y
TI9W 0171 V1IN 17X YOIX

No Title (Yes, but without...), 2001
Pen and ink on paper, 34.3x25.4
Collection of Alan Hergott and
Curt Shepard

1995 ,(...nn 71awa) nand xX77
127x96.5 211317y 1171 DY
1"MOWINX 917{71 7TIN qDIX

No Title (To do what...), 1995
Pen and ink on paper, 127x96.5
Collection of Mandy and

Cliff Einstein

1986 ,(...NV1a0p N7x13) NINID X77
35.6x27.9 217y 1T 0Y
1MOYINX 917{71 1TID OIX

No Title (Saved from
drowning...), 1986

Pen and ink on paper, 35.6x27.9
Collection of Mandy and

Cliff Einstein

2006 ,(...n,2'vin) NN X77
76.2x56.5 1117y 1T oy

T11910 ‘N2 90IX

No Title (The town, the...), 2006
Pen and ink on paper, 76.2x56.5
Collection of Beth Swofford
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1990 ,(...0w A1) NN X77
55.9x43.2 21117y 1T 0Y
AT TIIT N1ATTXA 1019 qDIX

No Title (There was a...), 1990
Pen and ink on paper, 55.9x43.2
Private collection courtesy of
David Zwirner

1987 ,(...0"pwN 1797 DX) NINId X77
65.1x45.4 2y 7y 1T
AT TIIT N1ATTXA 1019 qDIX

No Title (If heaven falls...), 1987
Ink on paper, 65.1x45.4

Private collection courtesy of
David Zwirner

1995 ,(...12 72 ' 720) nand x77
58.4x34.3 2137y 11T OV
AT TIIT NI1ATTXA 1019 qDIX

No Title (Everything was so...), 1995
Pen and ink on paper, 58.4x34.3
Private collection courtesy of

David Zwirner

2007 ,(...n,n7w 20XDN) NIND X77
76.2x55.9 217y oo vaxi 1T
,DUL{7°1179 111 NI12TTXA 1019 YOIX
0771I1X"017

No Title (Her lover, of), 2007
Ink and watercolor on

paper, 76.2x55.9

Private collection courtesy of
Regen Projects, Los Angeles

1991 ,(...nnnN21 17 vIAX) NINID X77
43.2x28.9 211317V 11T LY
AT TIIT N1ATTXA 1019 qDIX

No Title (Pinch my ass...), 1991
Pen and ink on paper, 43.2x28.9
Private collection courtesy of
David Zwirner

1991 ,(...0t17x10DA 73) NN X77
76.2x56.5 2117y 1T OY
AT TIIT N1ATTXA 1019 qDIX

No Title (All the materialism...), 1991
Pen and ink on paper, 76.2x56.5
Private collection courtesy of

David Zwirner



77X ;1773 12T DA NIINTN) NINID X77
1986 ,(onix nix17 173 vap MW7
49.5x34.9 xmy 7y T

77177113 710 qOIX

No Title (Visions are rare; we have to
look to see them), 1986

Ink on paper, 49.5x34.9

Moore Collection, New York

2000 ,(...nxw ,112110) NN X77
64.8x50.2 217y ovi 1T
YWY NI DD 901X

No Title (The hero, whose...), 2000
Pen and ink on paper, 64.8x50.2
Collection of Sam and

Shanit Schwartz

2017 ,(...n 72) nanid X77
55.9x76.2 2117y wX121 0D Vax 11T
1719 D7IXT 90IX

No Title (As withouyt the...), 2017
Ink, watercolor, and gouache

on paper, 55.9x76.2

Collection of Douglas M. Polley

1995 ,(...:Mxaw3) NInid X77
46.4x36.8 211317V 11T OY
Q3T TINT NI1ATTXA 1019 9OIX

No Title (When | came...), 1995
Pen and ink on paper, 46.4x36.8
Private collection courtesy of
David Zwirner

— DUN'PX O'WIX) NN X77
1XIND X7,(...10

31.4x31.4 217y 1T OY
3T TINT NI1ATTXA 1019 qOIX

No Title (Real people —

who the...), undated

Pen and ink on paper, 31.4x31.4
Private collection courtesy of
David Zwirner

1990 ,(...77nna X102 TX) NN X77
55.9x43.2 2117y 11T OY
Q3T TINT NI12TTXA 1079 901X

No Title (Then he began...), 1990
Pen and ink on paper, 55.9x43.2
Private collection courtesy of
David Zwirner

2017, (...7 nin1nn) nanid X77
777X WXL, 0 VX 1T
76.2x57.2 217y

Q37T TIIT N12TTXA 1019 OIX

No Title (The ghosts of...), 2017
Ink, watercolor, gouache, and
acrylic on paper, 76.2x57.2
Private collection courtesy of
David Zwirner

211172 2000, (...V¥9 1) NINid X77
64.5x101 213 7y VI 11T
YI11W N'JYI1 DD q0IX

No Title (It’s a crime...), ca. 2000
Pen and ink on paper, 64.5x101
Collection of Sam and

Shanit Schwartz

1990 ,(...X10 17¥ XWIDAW) NN X77
29.2x36.8 , 127V 7'7iTx
AT TIIT NI2TTXA 1019 HOIX

No Title (That its object is
the...), 1990

Acrylic on canvas, 29.2x36.8
Private collection courtesy of
David Zwirner

1990 ,(...w n712 TXO) NINId X77
31.1x31.1 21 7y 1T OV
AIIMT TINT NI12TTXA 109 OIX

No Title (Sade spent two...), 1990
Pen and ink on paper, 31.1x31.1
Private collection courtesy of
David Zwirner

1991 ,(...ndnwnn nawnp?) NInid X77
35.6x48.3 2117y 1'T1 Y

AT TIIT NIATTRA 1079 qOIX

No Title (To the lingering ...), 1991
Pen and ink on paper, 35.6x48.3
Private collection courtesy of

David Zwirner
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2117211999 ,(...12 72 nvan) nnid x77
58.4x38.1 21117y 1171 DY
AT TIITT N1ATTXA 1019 9DIX

No Title (A swing so

much...), ca. 1999

Pen and ink on paper, 58.4x38.1
Private collection courtesy of
David Zwirner

1989 ,(TnX '7 n7w) nInid X77
57.2x44.5 A1 '7y 1111 0Y
AT TIITT NI1ATTXA 1019 9DIX

No Title (Groove me one), 1989
Pen and ink on paper, 57.2x44.5
Private collection courtesy of
David Zwirner

,71200X9 21UN7) NINId X77
1997 ,(...nix17

50.8x30.5 2113 7y 1171 LY
,DL71179 1171 NI12TTXA V1O qDIX
0771IX"017

No Title (Thinking fastball
seeing...), 1997

Pen and ink on paper, 50.8x30.5
Private collection courtesy of
Regen Projects, Los Angeles

X7 017171 .063) n1nid> X77
2000 ,(!ooain
45.7x30.5 2113 7V 1171 LY
YI11W N1JYI DD Q0IX

No Title (063. Jews can’t hit!), 2000
Pen and ink on paper, 45.7x30.5
Collection of Sam and

Shanit Schwartz

1987 ,(...n NnNX Nwj71) NINId X77
58.4x33 217y 1T
AT TIITT NI1ATTXA 1019 9DIX

No Title (One request of...), 1987
Ink on paper, 58.4x33

Private collection courtesy of
David Zwirner

2004 ,(...2™30 1NN) NINId X77
76.2x56.8 2117y 1T WXL
AT TIITT NI1ATTXA 1019 9DIX

No Title (The paper cut...), 2004
Gouache and ink on paper, 76.2x56.8
Private collection courtesy of

David Zwirner

2017 ,(...n19001) NINId X77
7V 7'77X1 WXI1,0'0 VAX
76.2x57.2 A

17113 ,10719 qOIX

No Title (And the apple...), 2017
Watercolor, gouache, and
acrylic on paper, 76.2x57.2

Private collection, New Jersey

2017 ,(...3Xw 'Mw111) NINId X77
7V 0D VaXT 11T )19V
179.4x131.4 2

qI7NT TIIT NIVTXA 1019 OIX

No Title (I felt1...), 2017
Pencil, ink, and watercolor on
paper, 179.4x131.4

Private collection courtesy of
David Zwirner

2004 ,nmn1d x77
76.2x57.1 Q211 7y 1111 0Y
Q37T TINT NIATTXA 1019 OIX

No Title, 2004

Pen and ink on paper, 76.2x57.1
Private collection courtesy of
David Zwirner

2001, (...nt,210 'n1v2) NnAN1d X77
30.5x45.7 21317y 11T DY

TI9W V71 LI 17X OIX

No Title (Safe! Well, that’s...), 2001
Pen and ink on paper, 30.5x45.7
Collection of Alan Hergott and
Curt Shepard

1995 ,(....ny131¥) NINid X77
29.8x41.9 21117y 1111 LY
3T TINT NI12TTXA 1019 01X

No Title (I was persuaded ...), 1995
Pen and ink on paper, 29.8x41.9
Private collection courtesy of
David Zwirner

1985 ,(...0V j70¥NN 7X) NINId X77
36.2x26.7 21317V 11T OY
qI7T TIIT NIATTXA 1019 YOIX

No Title (Don’t fuck with...), 1985
Pen and ink on paper, 36.2x26.7
Private collection courtesy of
David Zwirner

1987 ,(...i7znn 103) NINId X77
57.2x44.5 117y 1171 Y
,00{7°1119 111 NI2ATTXA 1019 OIX
D771IX"017

No Title (Like an eraser...), 1987
Pen and ink on paper, 57.2x44.5
Private collection courtesy of
Regen Projects, Los Angeles

1981 ,(...nIX17 NpW 13X) NN X77
27.9x21.6 Y 7y 1T
3T TINT NI1ATTXA 1019 qOIX

No Title (I’'m glad to see...), 1981
Ink on paper, 27.9x21.6

Private collection courtesy of
David Zwirner

1997 ,(...2 1nw91X) NINId X77
27.9x38.1 217y 111 0Y
AIIMNT TINT NIATTXA 1019 01X

No Title (Somewhere in the...), 1997
Pen and ink on paper, 27.9x38.1
Private collection courtesy of

David Zwirner

2004 ,(?2777nn 'n) NINId X77
56.5x76.2 117y 1T
3T TINT NIATTXA 1019 01X

No Title (Who draws near?), 2004
Ink on paper, 56.5x76.2

Private collection courtesy of
David Zwirner
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1990 ,(...137w 07V™2N) NN X77
35.6x27.9 7y T
AT TIIT N1ATTXA 1019 qDIX

No Title (The Beatles
changed...), 1990

Ink on paper, 35.6x27.9
Private collection courtesy of
David Zwirner

1985 ,(...17T02 w110 1IX) NINID X77
30.5x22.9 A7y T
AT TIITT N1ATTXA 1019 qDIX

No Title (I feel all right...), 1985
Ink on paper, 30.5x22.9

Private collection courtesy of
David Zwirner

1989 ,(...n12'032 0"NN) NN X77
35.6x27.9 217y 1T OY
D7°1IX~D17 ,'019 Y0IX

No Title (Life at these...), 1989
Pen and ink on paper, 35.6x27.9
Private collection, Los Angeles

2002 ,(...112n00) NINId X77
40.6x45.7 2117y 0 vaxi 11T
AT TIIT NI1ATTXA 1019 qDIX

No Title (The author and...), 2002
Ink and watercolor on

paper, 40.6x45.7

Private collection courtesy of
David Zwirner

1988 ,(...1n 11X) NN X77
61x45.7 21137y 11T1 DY
AT TIIT N1ATTXA 1019 qDIX

No Title (The light of...), 1988
Pen and ink on paper, 61x45.7
Private collection courtesy of

David Zwirner

2005 ,(...n" N7 TIv1) NN X77
66x56.5 2113 7 1" T1 LY

D7°1IX~0D17 ,217T LTI OIX

No Title (While hers had...), 2005
Pen and ink on paper, 66x56.5
Collection of Rosette Delug,

Los Angeles



XTI
Video

1989 ,11030 190 :J'Ta 01" [1T10X™N
N7T79 ,TIIXO + IX1T1
07/1IX~D17 ,00{7°2119 1171 INXN NIVTX

Judgement Day Theater: The Book of
Manson, 1989

Video + sound, 79 min

Courtesy of the artist and

Regen Projects, Los Angeles

1910W 19 :11J0 NNITXN

1989 112109 13101117

N1j7T 86 ,TIIXD + IX1 TN

07'1IX~D17 ,00{7° 21719 1171 INXN NIATTX

Citizen Tania: As told to
Raymond Pettibon, 1989
Video + sound, 86 min
Courtesy of the artist and
Regen Projects, Los Angeles

2005 ,naw 7121 nux1 717
NIi7T 16:45 ,TIIX0 + N17010T NXN1IX
D71IX~D17 ,00{7°1119 1171 INXN NIVTX

Sunday Night and Saturday
Morning, 2005

Digital animation + sound, 16:45 min
Courtesy of the artist and

Regen Projects, Los Angeles

2013 ,(...1;71nD 191 1DX) NINI> X77
139.7x221 A1 7y ‘71X wxia 0T
Q3T TINT NI12TTXA 1019 9OIX

No Title (Cotton candies and...), 2013
Ink, gouache, and acrylic

on paper, 139.7x221

Private collection courtesy of

David Zwirner

2003 ,(...nx 0Ny DA) NINId X77
47.6x61.6 211117 1171 DY

ANVT 11721 117107 901X

No Title (They give their...), 2003
Pen and ink on paper, 47.6x61.6
Collection of Carolyn and

John Diemer
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1996 ,(...112 Ni71I0VN) NINID X77
76.2x56.5 2117y 1T OY
AT TIIT N1ATTXA 1019 qDIX

No Title (Such an
employment...), 1996

Pen and ink on paper, 76.2x56.5
Private collection courtesy of
David Zwirner

17T 7w D11XN) NN X77
1990,(...1012

61x45.7 213 7y 1'T1 OY

2I2MT TIIPT NIATTXA 1079 OIX

No Title (Doré’s illustrations
ruined...), 1990

Pen and ink on paper, 61x45.7
Private collection courtesy of
David Zwirner

2001 ,(...190 ¥IX2) NINd X77
33x32.4 211317V 1'T1 LY
TI9W 0171 V1IN 17X YOIX

No Title (As a bookman...), 2001

Pen and ink on paper, 33x32.4
Collection of Alan Hergott and
Curt Shepard

2000, (...n N1 A1) NN X77
35.9x23.5 2137y wxI 1T
AT TIIT N1ATTXA 1019 qDIX

No Title (It was the...), 2000

Ink and gouache on paper, 35.9x23.5

Private collection courtesy of
David Zwirner

2011,(...X7 11 OXN) NINId X77

88.9x120 113 7y i;'77x1 11T 0V

D7°1IX~0D17 ,1IXXIN DN Y0IX

No Title (Is that not...), 2011
Pen, ink, and acrylic
on paper, 88.9x120

Collection of Maurice Marciano,

Los Angeles



over again. | mean, we have the Clintons, the Trumps, and it will be
Chelsea Clinton running in ten years. And she will be up against one
of the Bushes or Obamas, whatever.

MG: What you are saying about returning to certain drawings across
time was another quite suRPrising revelation for me. | think many
people have the impression that you just work very fast and very
impulsively, producing thousands of drawings; it’s one of the many
myths that surround you and your work. But | was suRPrised to learn
how much more editing and revising and revisiting of your own work
goes into your practice.

R P: 1 could probably do fifty drawings a day. For what puRPose |
don’t know though. But | guess | could. Sometimes you have to do

it, to get to a state of fluency, like those calligraphy masters who

can execute a drawing in a few seconds, with such an economy of
lines, simply because they put in fifty, sixty, seventy, eighty years of
practice to get to that point. In actuality, | still don’t have that fluency.
Each time it is really a struggle to start. | mess it up and start it over.

I don’t make it easy on myself; sometimes it nearly borders on
neurosis, even. People probably think | can just crank this stuff out,
but | can’t.

MG: Would you say there have been dramatic changes in your style
throughout the years?

R P: I don’t know about that. | think the consensus would be to the
contrary, that | am doing the same thing over and over and over. To me
personally it seems that the scale of growth is more evolutionary than
based on dramatic changes. The first book | did had a relatively long
narrative: it was more of a story. My relation to the narrative has never
left me, but | have developed various ways of working it out. Collage
can stop the flow of narration. It can be disjunctive. And the scale of
the work itself, that has changed, but in a way it’s irrelevant because
sometimes it’s a hell of a lot easier to work large than to work small.
And | guess you can say my drawings on paper have become more
painterly, for better or worse, but that changes every now and then.

MG: More recently you have started using the exhibition itself as a
medium. | am thinking of your pieces for the 2002 Documenta, or for
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the Venice Biennale in 2007, or the recent series of shows at David
Zwirner, which often involved some form of wall painting, graffiti, or
intervention on an environmental scale.

R P: There can be practical and pragmatic solutions behind all these
kinds of choices. For example, | did the very first wall drawings
because | didn’t want the galleries to steal my work. You know,
galleries like Zero One or Ace Gallery — | wanted to be careful. So in
a way, the wall drawings really grew out of that initially.

MG: But all of your wall paintings also feel more public. | am not
sure if it is a stretch to evoke the tradition of muralism, but the wall
drawings certainly feel more declamatory.

R P: Yeah, that’s a good way to put it. But each time it’s different: it
can be related to the place, the locale, the gallery, the museum, the
circumstances. In the end, sometimes it’s not what you are saying
but how you say it that really matters. The language is on fire and you
just spit it out.
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MG: At a certain moment in time, a very specific type of audience
became associated with your work: the whole punk, hardcore
movement in Los Angeles and beyond. | am curious to know how you
felt about that reception and whether you consciously addressed it
in your own work, for example with your drawings about and against
punks.

R P: No punk ever bought or really cared about my work. And | am
not trying to distance myself in any way. | did half a dozen album
covers and | did some flyers because my brother was in Black Flag. |
don’t harbor any resentment, but if people knew the circumstances,
with SST and Black Flag and punk rock in general, | think they would
have a very different perception of my work in relation to that
movement. In 1989, | made a film called Sir Drone, which is about the
punk rock scene in LA in 1977 and 1978. It was meant as a comedy,
but it’s the closest thing to a documentary as has ever been done

on that subject. | happened to be close to the punk movement, |
guess you can say that, but did it really relate to my art? Was there
any communication back and forth? | don’t think so. | was part of the
punk thing, but not as an artist. | am not really interested in this kind
of cheap historicity, which has ended up constructing a fiction of
myself as a punk author.

MG: Because your work contains such a multiplicity of voices and
references, | think that people can project different images on you
as an author. They can imagine you as different characters, because
there are all these different authors evoked by the many subjects
who seem to be speaking in the first person in your drawings.

R P: Not that | am drawing any comparison, but it’s the same thing
that happens with Shakespeare: there are so many inteRPretations of
who he was because he could master every voice.

MG: As we have gone through literally thousands of your drawings,

there is almost something vertiginous and sublime in the vastness of
your range: it’s like you are speaking in tongues.... Do you think your
range has changed through time? Have you expanded your tonality?

R P: | saw one of Marlowe’s plays a few years ago. And at one point |
recognized the line that had given the title to my Captive Chains. You
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see, | didn’t even remember anymore where it had originally come
from, but when | heard it, it brought me back to the time when | was
working on it. The thing is that there is not so much of a personal
stamp on my work. It’s not confessional: | am not speaking from

the heart. If it is taken as a whole, perhaps you can see some kind of
personality and sensibility. But | am not even sure about that. That’s
not the point, anyway. | am not looking to put my personal stamp or
my self-portrait on the world.

MG: And yet in some cases — and | am thinking of your more recent
work about and against the wars in Iraq and Afghanistan — one could
really think that it is you speaking through those drawings and that
you are actively trying to intervene in the world and change people’s
minds, quite frontally and directly.

R P: If I could, I would, but | don’t have any delusions of grandeur on
that part. It’s more about going on the record and, as lame as that
might sound, it’s about saying, “Well, okay, | was right.” Or even just
saying, “Well, | took a position.” And that’s pretty lame too, | know,
so | hope it’s more complicated than that. But when | was working
on those drawings, it seemed to me there was no other voice heard
except a lot of flag-waving and blustering. So within this void of
opinion, | just thought it was time to do something in politics, but |
knew | wasn’t going to change hearts and minds and influence people
or anything. And then when you actually read the texts or hear the
voices in the drawings, it is clear that it is not simply me speaking
through the work.

MG: You have periodically used your work as a commentary on
history.

R P: Often I have done so after the fact; | wasn’t around when the
hippies were there or when Manson and the Kennedys were there.
The fact is that history just repeats itself, relentlessly, which is kind of
depressing. So to put a stop on it for just one frame, isolating a still,
as we were saying earlier, that lets you understand things better.

I have piles of drawings of the George W. Bush era, for example,
which sometimes | have gone back to and put just Obama’s face

over George W. Bush’s face and it says the same thing. I’d rather do
other things than deal with presidents, but things repeat over and
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up to multiple readings. And you let the work, whether it’s a visual
image or the writing, speak for itself.

Ultimately what | have to say about my own work doesn’t have any
more access to the truth about my work than anyone else’s reading
of it. Of course, | can try to say what | was thinking or doing when |
was working on a specific drawing, but when | am working | am not
thinking about where | stand. Working in a language, it’s not some
grand overview. | am not looking over my shoulder as | work.

MG: In a text about your work by artist Frances Stark, she brings up
Harold Bloom and his book The Anxiety of Influence and proposes

a sort of deconstructivist reading of your work: she suggests that
your texts are always about other texts, in the way that each book

is ultimately about all the other books that came before. So there is
no omniscient author in your work, but there is a type of omniscient
reader: the author that is inscribed in your work seems to have read
all the books out there.

One of the revelations | had as we were working on this exhibition
was getting to know better the process in which the language in your
drawings is both cemented and produced over time. There are texts
you have worked on literally for years, in some cases cutting out
exceRPts from books, which you then rewrite or correct or intervene
on, and which eventually find their place in drawings many years
later. There is something inherently polyphonic in your work, a
multitude of voices and styles.

R P: Yes, you could say | borrow quite a lot. | always did. However
directly or indirectly. Or | guess it’s always indirect, because |
transform all these different voices into what | do. | think that the
concept of the anxiety of influence is very crude: it presumes an idea
of influence and relation to other artists and writers that is almost
competitive or Freudian, the kill-your-father thing.... Most of my
work does come from reading in one way or another. It can come
from reading literature so closely that the overall narrative almost
dissolves, but it can also come from just reading a restaurant menu or
capturing the chatter from the table next to you.

MG: Did you develop your ear for language through reading or
through listening? There is always a ghomic quality to your texts,
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something definitive and final. Is that something you learned from
literature?

R P: Really it is just whatever works. But of course there are also
some tricks of the trade, so to speak — for instance, the cut-up
method, or just ways to start the flow of associations. Cartoonists do
this. Stand-up comedians do this. Poets do this. | was never taught
any of it systematically; | never studied it, but | have been using
similar methods for years and only heard about other people using
them much later. There are certain things you can do to improve your
ear for language, and eventually | realized I’ve been doing this sort
of thing for most of my life. Writers, public speakers, politicians,
fortune-tellers, preachers, and faith healers, they all do it: they learn
how to read their audience. Sometimes it’s pretty crass, other times
it’s more refined.

MG: Did you ever have a clear idea of who your audience is or should
be? Again, borrowing from literary theory, we could use Umberto
Eco’s notion of the model reader, that is the ideal reader that the text
imagines and produces. Did you ever have such a thing as an ideal
reader in mind?

R P: Actually that’s something | always thought of. And, | should be
clear, it wasn’t pitched at as a market. But, in the most basic terms, |
know that the reader is not myself, it is a projection. “ldeal reader”
is a good way to put it. Or we could speak of what Adam Smith called
the impartial spectator, which is a way of saying that the reader
inscribed in the work can be a moral compass or a conscience, like in
cartoons, when they have the devil and the angel on either shoulder.

All this thinking though is very much internalized. It’s not like |
imagine a model reader every time | make a new work. Actually for
the longest time | didn’t have an actual audience at all. Maybe that’s
why | had to develop an ideal reader, because there was no real
audience. Interestingly enough | never had an editor or a publisher,
so there was nobody forcing me to narrow down my work or make
sense of it. | could never work with the constrictions of being a
commercial artist, which allowed my work to be more amoRPhous.
So the ideal reader, whoever that may be, is the one who will make
you reach higher.
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MG: Were you reading other fanzines at the time? How did you come
to the choice of that medium? Were there other fanzines that you
cared about, by comic artists perhaps?

R P: In comics, yes, they have a long tradition of fanzine. That’s
probably where it started. But you could say Leaves of Grass by Walt
Whitman is a fanzine in a way. Self-publishing has been around
forever. Proust self-published. Although | seemed to borrow my style
visually from comics, | wasn’t part of the comic-book world. | guess
the closest would be punk fanzines that were around at that time, but
then the bridge between art and music is not really accommodating,
and it runs only in one direction. | never had any real support from
punk rockers or music. That’s all way, way after the fact.

MG: Were you thinking of your fanzines as complete narratives? In
Captive Chains, | love how the story slowly disappears and the work
becomes progressively more visual.

R P: Well, there is one story in Captive Chains, and narrative was
important for me. At the time | wanted to do something in the style
of James T. Farrell, who did Studs Lonigan in the style of teenage
New York gang novels. You know how great filmmakers find ways
to reference other filmmakers without burdening their work with
quotations? | was trying to do a lot of that in Captive Chains. So, for
example, you can find all these visual-art influences, especially
Reginald Marsh, Edward Hopper, John Sloan, and also a fair amount
of filmmaking references. | make films — or videos, if you want

to be technical about it — so that has lot to do with my work: the
film image and the dialogue, or the silent film where you had the
subtitles, all these are things | thought a lot about in relation to my
work. So even if there is one single drawing, it still can be very much
about narratives. If we take a still out of a motion picture, whether
you have seen the whole movie or not, that single picture retains a
narrative element; it’s a snapshot taken out of time — it has a past, a
future, as well as a present.

MG: That quality is perhaps one of the defining traits of your work.
Even in your most pictorial pieces, as a viewer you always have the
sense that you are witnessing something that is either part of a
larger narrative or that is happening at a precise moment in a flow of
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events. The picture seems to capture the event in its climax or just
before its occurrence, so it is always a still — frozen and enlarged,
cut from a series of events. In Italian we say that someone is caught
“in flagrante,” meaning at the very moment in which the crime is
consummated. That’s what your pictures always make me think of.

R P: Yes, “in flagrante delicto,” we say in legal jargon. But the great
thing is that even the most precise, frozen image always remains
open and ambiguous. If you look at the Zapruder film of Kennedy’s
assassination — which is, | don’t know, how long? just a couple of
minutes — so many narratives have been woven around those single
images. How many books claiming to come to some conclusion
about Kennedy’s assassination are there? I’m sure there are
thousands. Every frame has been analyzed and inteRPreted in myriad
ways. The same still happens today with every police shooting, for
instance; depending on what side you are on, each still carries a
completely different meaning and degree of truth. In sports, you
have instant replay, and even that is always a matter of inteRPretation
and can also be opened up to more misreading or ambiguity. My
works don’t claim to have an absolute veracity, and that’s perhaps
the biggest difference between political cartoons and my work. My
work is not wrapped up in a punch line.

MG: So in a way, as you make your drawings, you try to open up
multiple readings of your work. That’s another specific quality of your
work: it is direct but never mono-dimensional, which | think relates
very clearly to the voices in your drawings. Who is really speaking in
your drawings?

R P: Sometimes there are several narrators within a single drawing.
Sometimes | make that clear. And other times | can even go back to
something twenty years later. You can tell by the handwriting, the
color of the ink, or whether it’s cursive or not. That’s just something
I assume that people know. In a way, the work is in a continuous
dialogue with itself, back and forth. There isn’t one universal god of
a speaker. The tablets don’t come from heaven. It is closer to William
Empson and his Seven Types of Ambiguity, which was very important
to New Criticism. One of the ways of being ambiguous is by being
apparently direct. You can be straightforward and still open things
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the world. Maybe this is simply a type of attitude your work shares
with the tradition of social commentary that someone like Daumier
was part of.

R P: Yes, but | think in Daumier’s case, he did have a measure of
power in affecting things. In my case, | never had grand ambitions
that such a thing was possible in my work. So if | were capable

of intervening, if | were the President of the United States, then
okay, | would take that responsibility — but | don’t think being an
artist in this day and age has any position of power as a platform.
If anything, that would be a negative: people would outright
oppose your position.... Whatever cause you’re working for, you’d
be doing it a disservice because the role of the artist, as it has
been shaped at this point in time, doesn’t allow for that type of
engagement.

MG: Speaking of engagement, quite early on in your work, you
started making fanzines: Captive Chains was the first one and was
published in 1978. One could read this not only as a very personal
and experimental distribution network, but almost as though

you were setting up your own media system. Benjamin Buchloh
has said that, through the sheer quantity of your own work, you
have unleashed a kind of artisanal media network, a handmade
assault on mainstream media. The very choice of the format of the
fanzine seems to be a strategic decision: it’s a way to be very much
engaged with the state of the world, to disseminate your own work
into the world.

R P: But the fanzines were utterly a failure, though. Of Captive Chains,
I think I sold one copy.

MG: How did the distribution work, or, better, how didn’t it work?

R P: There was an advertisement in a punk magazine, and that

was pretty much it. But you can’t really speak of distribution or of
marketing: there was nothing like that. At the most, for each fanzine
there were five hundred copies, and sometimes quite less. And now
I think the average amount of extant copies is much smaller because
at one point | destroyed most of them so they wouldn’t clutter up
my place. They became collectible at a later date. Personally, | wasn’t
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playing hard to get or looking to make things scarce or to make a
collectible out of them. On the contrary, | wanted the fanzines to be
read, but nobody seemed to care for quite some time.

MG: Did you want more people to see your work?

R P: Sure, that’s still the point today. On the other hand, | can’t
concern myself with that sort of thing. That’s what you have galleries,
publishers, and museums for. As an economist, | would make a
terrible businessman or marketer. The point of my studies was not

to delve into the business world. And in general, as soon as | finish
the work, | don’t want to think about it. It either finds a place in the
world or it doesn’t. In my case, it eventually did to a degree, but that
wasn’t by maneuverings or backhanded deals or marketing strategies
or anything like that.

MG: But when you were working on Captive Chains, had you thought
of it as a complete cycle? You knew right from the start that it would
exist as a fanzine.

R P: Yes and no: there wasn’t a lot of forethought involved. And if
there was, that became a crashing failure. | didn’t have set goals
or ambitions for where any of this would land. | never went out

to the art world and knocked on doors with portfolios either. For
the longest time, there wasn’t a market for or even an interest in
what | was doing. There wasn’t a business model either. | guess

it was by the force of the work that eventually people started
showing it and caring about it. | am asked often by young artists
and whomever about how | did it or made it. | wish | had something
to tell them, but usually my advice is to say, “just don’t do what

I did,” because my path isn’t really a model of success. And the
underlying assumption is that people think that there is some kind
of secret, that you have to be part of the illuminati or know the
secret handshakes, or you have to suck cock, to be crude. And of
course there is no such thing as a secret, and all this paranoia takes
everything away from the work itself. If it’s a great work, you will
get attention for it eventually. Nowadays it’s actually probably
much more difficult not to be noticed. It’s hard to hide even if you
want to.
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Speaking in Tongues:
An Interview with Raymond Pettibon*

Massimiliano Gioni

Massimiliano Gioni: When would you say that you knew you were
going to be an artist? | think it is a relevant question particularly
because we are including some of your childhood drawings in this
exhibition.

Raymond Pettibon: 1 would say when | was eighteen or so. | was
studying economics, and | had already been quite disengaged

from that as far as vocation goes. And | was no longer interested in
teaching and so forth. My earliest work, discounting the drawings

I did as a child, | think can be dated to my late teens, when my
vocabulary took shape and form as a dialogue or a struggle between
words and images — pretty much what | continue to do.

MG: |know itis never a planned, clear-cut choice, but did you
decide at one point that you would be working mostly in drawing
or, more broadly, that you would be making or consciously engaging
with the tradition of cartoons, comics, and illustrations?

R P: 1 never made illustrations. | did some political cartoons early on,
and that comes down to the relationship between the word and the
image more than anything else. But to me it was apparent that the
difference between my art and political cartoons was that my work is
not so direct after all. It’s not made to make a point: It’s not a caption
in a book. It is much more open-ended.

MG: Were you reacting against other artists at that moment? Or
were there artists who formed your pantheon, so to speak — who

& Source: Massimiliano Gioni, “Speaking in Tongues: An Interview with Raymond
Pettibon,” cat. Raymond Pettibon: A Pen of All Work (New York: The New Museum & Phaidon,
2017), pp. 49-54.
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you felt were working with you or somehow giving you permission to
do what you were doing?

R P: There were certainly precedents | was aware of, like Goya

and Daumier, for example. In a sense, what | was doing was not a
completely original departure from everything else: It was part of a
tradition. And, closer in time to now, | remember | was interested in
the photographer Duane Michals, and later | met Mike Kelley.

MG: A lot has been said about you being a quintessential Californian
artist. At the time, was there an artist within the tradition of
Californian art that you felt closer to? Obviously one cannot avoid
thinking of Ed Ruscha in relation to your work: even though you are
extremely different, you both have turned words into objects and
pictures.

R P: Yes, of course, | loved Ruscha and, more generally, | knew the
Conceptual art of the time. And | was very interested in Minimalism
even. | used to have piles of Artforum and other magazines from the
’60s and ’70s. So | was aware of what was going on. You see, I’m not
some outlier or outsider. | know it is not what people want to hear,
but it’s not that my approach was coming out of some pure, isolated
sensibility, like that of outsider artists or of comic-books nerds. |
think that’s a myth.

MG: Did you feel part of a community with other artists at that time?

R P: Not really. There weren’t many people who were doing what |
was doing. So no, | was not part of a group or a community, not in a
social sense at least.

MG: | want to go back to what you were saying about the difference
between political cartoons and your work. | understand you don’t
think of your work as an immediate commentary, but one can always
sense in your work that you want to intervene on reality or, more
generally, you want to engage with the world. Perhaps it’s just the
insertion of text, which makes the work more deictic, like it was
directly pointing toward reality. Standing in front of your drawings,

I never have a sense that they are just pictures to be looked at: they
are always transitive, in a sense; they are charged with a sense of
urgency. It is as though they were constructed to change my view of
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changing reality is integral to his very existence as a fictive character
and his affiliation with the art world.

Pettibon’s treatment of the genre of self-portrait may shed
light on this latter question. Although the portrait drawings bring
us closer to the artist himself, Pettibon’s avowed interest is not its
appearance which changes over time, its personality, or some soul
searching, but rather the genre itself, “the cultural claim to individual
and transcendental subjectivity,” as he puts it.?¢ The very reference
to the genre conceals an assumption about the cultural-historical
existence of conventions. The history of the self-portrait exposes
the metamorphosis of the artist’s perception of his image, status,
social reference circles, etc. Furthermore, the artist outlining his self-
image is both observer and observed, and the drawing is a piece of
reality and at the same time also the object of his and others’ gaze.
Modern expression, which encouraged an autonomous, internal
subjectivity, has generated a deviation from the naturalistic precision
of the visible, while distorting and interrupting an “external” likeness
in favor of the precision of subjective expression (in this context we
may consider Vavoom as a cliché of expressive self-portrait). In many
of the “direct” self-portraits created by Pettibon, whose works place
a mirror to reality, the artist himself is seen in front of a mirror — but
the subjectivity communicated in them is not transcendental, but
rather one which engages in a constant dialogue with other subjects
and with identity conventions widespread in today’s media-
saturated society.

The text above his portrait in the drawing No Title (I am one...),
1990 »-39, reads: “l am one of those fellows who watch themselves
in a mirror while they are writing.* The portrait, delimited with a
frame, indeed appears like the drawing of a mirror reflection. This
is indicated by the concentrated gaze of the drawn subject, who is
also the one drawing, looking in the mirror to capture the object
of observation. In its non-uniformity, the figure’s contour differs
from the one outlining the frame and the written text, echoing
the modernist convention which seeks a representation of the
observation duration and the drawing process in the drawn line,
vis-a-vis an elusive subject that is not always viewed from the

26 See Loock, p. 679.
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same angle at the exact same time. In the work in question, this line
reinforces the intangible, immaterial aspect of the reflection. To all
appearances, we are faced with things as they are: an artist facing
the mirror, which presents his reflection. The written text, however,
which refers to the act of looking in the mirror while writing,
proposes a metaphoric mirror which is not necessarily an object
in the world; writing that stems from self-observation and leads
thereto. As in other drawings where Pettibon’s mirror reflects an
external slice of reality, here too, the viewer is asked to stand at the
point where the artist stood in front of the mirror. The viewer is the
addressee, and the question turned to him is, what position does the
individual take in view of the current reality.

As someone whose art always folds in on life, in a drawing where
his head seems to emerge from an aura of sewage, Pettibon writes:
”imitate my life, not my art” - 1401,
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in the experience of these grand forces, and the distance gaped
between the world in which art is created and the one in which it is
traded.?

The figures of Vavoom and Gumby, expropriated from popular
culture, are identified as the artist’s alter ego and as a channel
through which to examine his position as an artist. Vavoom was
created by animator, writer, and director Joe Orilio (1913—1985) in the
1950s, as a character in the Felix the Cat comic and animated series
resuscitated in the 1980s by his son, Don Orilio, whereas Gumby is
the creation of Art Clokey (1921-2010), the pioneer of stop motion
clay and plasticine animation, in his experimental movie Gumbasia
(1955) and the televised series Gumby Adventures (1957—1968). Like
Vavoom, Gumby, too, was brought back to life in the 1980s in the
cinema.?

The figures of Vavoom and Gumby — small, modest, and
benevolent, who possess the ability to effect change — are both
charged with the simplifying, binary world view typical of American
popular culture in the 1950s and 1960s, which still adhered to the
notions of the American dream. Vavoom — essentially a great
big open mouth — can lift mountains and move them away, while
shouting the only word he knows. In Pettibon’s drawings he never
abuses his great power. Vavoom discovers the power of the word
(the primeval scream?) erupting from his throat, billowing in a vast
landscape, as a force antithetical to the natural forces and as a word
into which anything can be read. In the drawing No Title (Vavoom /
| would...), 1994 [P-321 he is described as follows: “He was not sent
to give voice to his own nature; he was sent to speak in God’s
name” / “When | hear his utterances | revere them as my own
inspiration! for he voices my own thoughts” / “l would give much
to hear him now, with the appreciation | could now bring to his
reading; and yet | may well hear him, at the moment as | write, and
know the lesson | shall select.”

Vavoom’s tiny figure, facing the expanses of the universe and
prevailing, charges the figure of the artist, too, with a romantic-

22 The drawing No Title (At the gallery..), 2006 [p. 471, portrays the works as
beautiful dead butterflies in whose pinning-hanging in the gallery the artist
has no part.

23 In 1988 the movie Gumby Adventures was released, and in 1995, another
film— Gumby — The Movie.
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heroic air. It ties the aura of the sublime — which is not absent in
Pettibon’s world — with the power of the word (and the landscape
depictions in the large-scale surfer drawings). The need to believe in
the existence of such a benevolent force, in contradistinction to the
edicts of the reality principle, may underlie the alter-ego Vavoom, to
whom the artist turns when he writes “Give me back my words with
an impressive echo and an increment of meaning.” A wordsmith,
Vavoom, too, does not necessarily externalize his feelings,? but
unlike the artist, he has the power to change, in a world and a
language of a single word, which is open to interpretation, but is
always effective and absolute. In the context in which Pettibon
operates, such fantasy about a remedial power in benevolent hands
attests, by inversion, to a divided world where even language has
become a misleading, manipulative device.

Another alter-ego of the artist’s figure is Gumby, who in the TV
series from which he was extracted, frolics with Pokey the pony and
Prickle the dinosaur, avoiding the cunning schemes of the Blockheads
trying to provoke him. As an echo of Pettibon’s work, who often
draws on literary sources, the flexible Gumby can enter into any
book and become a part of it. Like the artist, who utters the voices
of others in his work, Gumby, too, weaves himself into written,
given plots, where he operates as an agent of change with his fresh
outlook. Gumby penetrates and assimilates in the art circles without
requiring social contacts or formal education,? but as opposed to the
sexless figure from the televised source, Pettibon’s Gumby is sensual
and sexuval, and has even created a girlfriend named Goo for himself
from a lump of clay, as an act of Creation -3, The drawing No Title
(Real people — who...), date unknown [P- %9, indicates that Gumby’s life
in books and his creative power distance him from reality — from the
real people who make him think of the Blockheads, his adversaries.
Nevertheless, one ought to note that his ability to work toward

24 Pettibon is accustomed to dismissing observations regarding autobiographical
affinities or the articulation of emotion in his works: "I'm on the outside in
a way. My art [..] doesn't really draw up that much heat, personally. Partly
that's a reflection of my personality, I guess"; Pettibon, conversation with
Dennis Cooper, pp. 19-20.

25 See No Title (As withouyt the..), 2017 [p. 48]. In recent years, Pettibon
has been introducing the letter "y" in unnecessary places in the middle of
words —here, for instance, in the sentence "As withouyt the" —perhaps as an
echo of some foreign accent, or possibly to put both text the writer in doubt.
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heads are a recurring motif in Pettibon’s oeuvre,” who uses their
anonymous silent presence, which enables him to make them
speak and convey the occurrences in his work through them. The
fine outlining of the Oscar statuettes in the drawing is stained with
accents made by quick, dripping brush strokes, blotches of shade,
which seem to illustrate a near-disturbing bright sun on the glowing
white paper. The paper is worn and creased at certain points, and it
seems that all these come together in the caption maintaining that
“It’s a crime to let you out in the world like this,” because art, like
the creation of objects, requires precision, dexterity and excellence.
A similar statement is woven into the drawing No Title (I felt I... ),
2017 [,- 191 which is centered on baseball and its cultural contexts as
the national pastime and a faithful representation of the principles
of equality and opportunity in the American ethos.? “I felt | must
test myself at the highest level of play or work of art,” someone says
there.

Christina’s World — Andrew Wyeth’s iconic painting (1948, Coll.
The Museum of Modern Art, New York) — is another emblem of
the American spirit. It portrays a young woman sprawled in a field,
looking towards a big house. The woman is Christina Olson, Wyeth’s
disabled neighbor, crawling through the field on her way home, after
picking blueberries, as she did every morning.?' Wyeth’s gaze charged
the scene with a mysterious, poetic quality, introducing America’s
expanses, while muffling the pain innate to the real story. In
Pettibon’s variation, No Title (Christina’s World), 2009 - %41, the young
woman stands at the foreground of a cultivated landscape, with her
back to us, her head cast down, while the atomic mushroom cloud is
seen in the depth of the field. Pettibon’s update conceals the terrible
event in Wyeth’s “realistic” work as a watershed which signifies the
contemporary world as the world after.

19 See ibid., pp. 419, 579.

20 The motif of baseball, one of the emblems of American culture, is prevalent in
Pettibon's work. The players featured in his drawings are key figures from the
age of great hitters, objects of admiration and symbols of American patriotism,
who shift the viewer to decent times before the 1980s and 1990s steroid period.
At the same time, the game's Golden Age also suffered from exclusion of African
Americans, who were made to play in separate leagues and were not allowed
to participate in professional baseball (it was only in 1947 that an African
American player, Jackie Robinson, was admitted to the Major Leagues).

21 Christina herself, 46 years old at the time, was the model for the young
woman's lower body, whereas the upper body was drawn after Wyeth's young wife.
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No Title (Christina’s World) exemplifies Pettibon’s habit of
harnessing past artworks, with their myriad historical and cultural
contexts, for perusal of cultural issues or other historical events. The
repeated engagement with the motif of the atomic mushroom cloud
may reflect its disconcerting return to the agenda in the terms of such
presidents as Ronald Reagan and the George Bushes, and in view of
the formulation of military doctrines of the “shock and awe” type,
which surrender a blindness to the suffering of victims by striving
for a goal regardless of the cost. History indeed unfurls a broad view
once again, when the decision to shift the testimony and criticism to
the past enables drawing lessons for the present, which seems too
tangled to criticize. By the same token, the different type of attention
enabled by the experience of art may trigger an insight in the viewer
about the link between the events.

In recent decades Pettibon’s work has shown a preference for
rich color drawing. The colorful wealth and painterly quality in the
“shock and awe” and the Iraq war drawings [Pp- 8- 90-%1 were intended
to reinforce the illustration of the remarks and to force them on those
who prefer not to know. In the surfer drawings, the colorful wealth
is supplemented by a dimension of size: many of them have been
painted in recent years on large sheets of paper, while the white
expanses of the paper are interwoven with crosshatching which
outlines the waves and the water in sea colors. In the surfer clusters,
too, the dynamic act of drawing seemingly infuses the paper with
nature’s powerful features — in life size, as an experience of awe and
shock [p- 62,

Drawings such as No Title (Its blue was...), 1990 [P-3¢], or No Title
(And the apple...), 2017 IP- 1221, present omnipotent indulging in the
art-making process. This may also be diagnosed in an earlier small
drawing of a seascape, No Title (Ever looking for...), 2001 [P-59, halfway
between the early, black-and-white surfer drawings that addressed
the social contexts of sporting, and the monumental color drawings,
in which the surfer figures gradually contract and dissolve. From
amid the waves and their construction as a force of nature, a thought
creeps in about the emergence of drawing from the studio and
its becoming a commodity on the art market. The homophonous
replacement of the word “sail” with “sale,” whose sound is identical
but its denotation different, attests to the similarities and differences
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And the detail indeed attests to the whole. In a conversation
with Pettibon, Denis Cooper wonders whether displaying all his work
together chronologically would reveal some hidden larger meaning.
Pettibon dismisses the ability to read an orderly linear narrative in
his work, yet admits: “[SJometimes | think you could look at my work
and learn a great deal about American society. That’s not really what
I’m attempting to do, and that’s verbal psycho-storming a work.

But that has its own interest, too. So | think you could line up all my
drawings in order, and think about them that way, but it would still be
a tortuous, meandering line.”" This tortuous quality is fundamental
and subjective at the same time, and may be a result of the medium
of drawing as a manual, non-technological creative procedure of an
individual facing the blank paper. Pettibon juxtaposes testimonies
about events, which he edits intuitively, while sweeping cultural and
social subject matter from differentiated historical times into the art
field.

He observes reality through the various languages spoken in it via
images and words: a rich spectrum of drawing languages, both high
and low; literary allusions in diverse genres and registers; writing in
dialects characteristic of certain social groups. This heterogeneity
redundifies categorical distinctions between literature and art,
appropriation and invention, image and text, viewing and reading.'
This is compatible with the way Okwui Enwezor diagnoses models of
representation in contemporary art: the evidence is not presented
in the artist’s private voice, but he is the “author” here, the one
who weaves the way in which it is presented and the combinations
unique to his expression from the partial testimonies of the multiple,
different speakers. “[M]y work is about making associations. You
could probably write a computer program to do that. | mean, that’s
actually been done. But there is an original sense of perspective
lacking there.”"

Over the years Pettibon has refined a quintessential iconography
spanning a rather large scope of motifs and images, some of which
appeared in his work for fixed durations in specific contexts, while

15 Pettibon, conversation with Dennis Cooper, p. 27.
16 Okwui Enwezor, Mirror's Edge (Umed University, Sweden: Bildmuseet, 1999),
p. 13.
17 Pettibon, conversation with Dennis Cooper, p. 12.
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others have persisted throughout the years.”® The motifs — e.g.
Charles Manson, Superman, the atomic mushroom cloud — are
a-priori charged and contexualized in collective consciousness,

and they are reborn, with all their given intricacy, in new, different
contexts. The meta-artistic thoughts are not limited to themes such
as self-portrait, which is automatically associated with the field,

or to figures such as Vavoom and Gumby, familiar as the artist’s
reflections. Art is discussed in every comment about the artistic
process, in every thought the artist has regarding what evolves on
the paper before him and is interwoven with other motifs.

The drawing No Title (I should have...), 1997 - 61, unfolds the story
of a surfer, who is nearly defeated by giant waves, but manages to
regain his balance on the surfboard. The text is divided into four
clusters, which ostensibly present his thoughts, in his gasping voice,
during the action. The text in the final cluster, however — “where you
learn to proceed with caution because a wave of meaning may flow
back over you and alter everything” — calls for a reconsideration
of all the previous sections, assuming that the speaker is, in fact,
an artist deliberating about the drawing taking shape on the paper.
This inner speech indicates the need to restrain one’s feelings, while
contemplating the dangers inherent to the artistic field and the ways
to survive in it.

Meta-artistic (or intra-artistic) speech conversing with the paper
and with what has already been inscribed on it is likewise identified
in No Title (It’s a crime...), ca. 2000 [P-1241 presenting a row of Oscar
statuettes (a symbol of prestige and social acceptance) which
calls to mind the Moai sculptures in Easter Island — monumental
monolithic bodies carved in rock and lined up on the beach, where
they ostensibly overlook the sea in anticipation. Common view has it
that their ritual function was to preserve the life forces of the tribe’s
ancient ancestors and to bequeath them to the next generations;
recently they have made the headlines on account of the urgent
need to restore them due to weather and tourism damages. Moai

18 The catalogue of Pettibon's comprehensive exhibition "Homo Americanus"
is arranged chronologically by thematic chapters, each beginning with the
artist's reference to a given subject or motif. Ulrich Loock's discussion
of each motif is included at the end of the book; see Raymond Pettibon: Homo
Americanus, Collected Works, ed. Ulrich Loock (New York: David zZwirner Books &
Deichtorhallen Hamburg, 2016).
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up the examination of current events to the historical and cultural
perspective, which introduces art’s unique vantage point.

In the drawing No Title (It’s inevitable...), 2002 P-37], the gap
between the desired or probable and the reality to which Pettibon
refers in interviews is unfolded. The image, which instantly captures
the eye, is that of the torch bearer running towards us, generating
an occurrence which is illustrated with swift brush strokes, lines
and stains, lights and shadows, billowing on the paper, conveying
the movement via line and color gestures. Pettibon’s expressive
means have elaborated and become more diversified over the
years, producing effective images. They rely on a drawing idiom,
twisted into a self-parody of sorts. In this drawing, for instance,
attention is drawn to two drips of black paint running onto the empty
margins of the paper or, possibly, outside its bounds — another
familiar convention which charges the drawing with a spontaneous
directness as if it were a part of a larger sequence of actions, thus
ostensibly freeing the drawing materials from the drawing’s grasp.
Spontaneity, however, does not spring to mind at the sight of these
two orderly, uniform drips; “polite” trickles which seem to ridicule
the expressions of subjectivity and the open-ended utterance
associated with this drawing mode. The eye, which is accustomed to
observing-reading sequences of moving images from years of movie
and television viewing, simultaneously scans the written-painted,
revealing two contradictory sentences which restrict the image not
only to the paper’s dimensions, but also to the sphere of infeasibility.

At first sight, image and text appear incongruent. They introduce
a discrepancy between the visible and the legible, a gap into which
readers are asked to enter. As opposed to movie subtitles, text
balloons in comics, or the tagged images of mass media — reading
and deciphering Pettibon’s drawings is reserved to the beholder, and
Pettibon himself a-priori rejects all artistic intention as the deciding
exegetic authority. He maintains that the artist alone can attest to
the work’s circumstances, whereas the viewer requires an artistic

motifs recurring in his oeuvre, including the Bible, the atomic mushroom cloud,
fire, letters, a sword emanating from the clouds, erections, trains, baseball
players, surfers, Shock and Awe (a military doctrine whose essence is based on
the use of overwhelming power to break the enemy's spirit, and the name given
to the initial military campaign launched in the war in Iraq).
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process of his own," as if indicating that “author and reader are
equals with respect to the work and in it.”"

The first sentence, whose first three words were cut to be
used in the identifying parenthesis accompanying the No Title,”
begins with the vision “it’s inevitable” and ends with “someday
itis bound to happen!”; interwoven in between is the word
“perhaps” and an ellipsis, which interfere with the decisiveness,
charging the spoken words with doubt. The second sentence
is scribbled at the bottom with faded ink, as if to note quieter
speech (possibly due to doubt), and it, too, begins with the
grand “Follow me!” yet ends on a lower key with “I’m the artist.

I don’t think we’ve met” — a polite acquaintance phrase which
belongs in other social fields, such as a random encounter at an
exhibition opening, where the artist presents himself to visitors.'
As opposed to the clear relationship between the figures and

the text in No Title (You killed — murdered — ), here the identity

of the speakers is unclear. Who are they? Who believes that it is
inevitable, perhaps... and who declares “Follow me!” like a leader
or a commander, and immediately thereafter obeys the rules of
social conduct as required of men of culture? It is hard to stifle a
bitter smile when ascribing this sentence to the torch bearer. From
between the lines emerges a narrative of passion, doubt, and then
resignation possibly associated with the art field, implying that
the artist, too, is subordinated to the social order and the ruling
system — but this is, of course, only one possible reading of the
drawn narrative.

11 Pettibon in a conversation with Gioni in this catalogue.

12 See Maurice Blanchot, "Communication and the Work: Reading," The Space of
Literature, trans. Ann Smock (Lincoln and London: University of Nebraska Press,
1982), p. 227.

13 The titles of Pettibon's drawings declare a reservation about a conclusive
definition and about guiding the viewer. They are all untitled, but the "No
Title" is always accompanied by parentheses containing the first (usually three)
words written inside the work—a customary convention of identification in the
case of untitled poems. See Sarah Lehrer-Graiwer, "Pettibon Notebook: Word
(Nec)romancer," in Massimiliano Gioni and Gary Carrion-Murayari, Pettibon: A
Pen of All Works (New York: Phaidon & the New Museum, 2017), p. 27.

14 The differently colored lines of text in this drawing are evidence that
they were not written in a single sitting. while working in the studio,
Pettibon revisits his drawings at long intervals, in such a manner that
indicates the voices of different speakers in a dialogue or ones who are
heard simultaneously; see Raymond Pettibon Interviewed by Mike Kelley, in:
Ralph Rugoff (ed.), Raymond Pettibon (New York & Los Angeles: Rizzoli & Regen
Projects, 2013), p. 160.
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as though it were illuminated by a spotlight. From a point of view
external to the scene, the point where the drawing artist stood and
where the viewer now stands, the spotlight falls on a white wall
which functions as a surface for the written remarks — the words of
the mother and two of the responses. From there it is returned to the
entourage line and to the rest of the written responses. The colors
of the flag (which the president appropriates for himself with a hand
gesture) and the colorful wreaths spread on it stand out intensely
within the black-and-white which structures the space. The words
uttered by the president’s men in the drawing thus cast political
rhetoric, founded on alternative facts, false information, spins, and
lies, in the viewer’s face, too.

In view of Pettibon’s ongoing critical dialogue with current
events, virtually every interview with him involves questions about
his socio-political involvement. His answers are consistent with the
perception of art as the artist’s only sphere of action in this period.

In 2005 he stated that art’s power to influence is always debatable,
but it can still function as a source of information: “...the evidence,
that’s something art can do.... Even if these people die fat and happy,
you know, just to make a record of a dissenting opinion. Because the
Washington Post and The New York Times and all the rest are not going
to doit, you know? So to that extent it’s worth doing.”*

At the same time, Pettibon always observes current affairs from
the distance of time. This calls to mind the outcome of past attempts
to intervene in current events via art — e.g. Max Beckmann who
put a mirror before the Weimar Republic society in print albums
such as Trip to Berlin and Annual Fair (Jahrmarkt), where he attested
to the events with the tools at his disposal. Similarly involved
German artists at the time turned extensively to the medium of
printmaking, due to its relatively wide circulation, which made
it the relevant medium of the time, but their practice remained
limited by art’s boundaries and did not breach the barrier between
art and current social and political affairs. Those among the social
critique artists of the late Weimar Republic days who attempted to
find their place in leftist parties, became aware of the schism and

6 Buchloh, ibid., p. 26, quotes Pettibon interviewed by Aaron Rose [ANP Quarterly
no. 2, 2005].
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hostility among various factions and met with suspicion on the
part of professional politicians.

In a 2008 interview Pettibon explained that “art comes after
the fact, as a witness to certain things that have happened. There’s
an urgency in it.”” This urgency, however, is not embodied in the
response of witnesses to the event, but rather in the unique gaze
which is made possible by the artistic sphere. Recruited-doctrinaire
art which turns to the public at large has a negative effect on the
message, and Pettibon wishes to avoid it. The few times in which
he felt that he was turning to a wide public from a popular platform,
were when he exhibited in large-scale shows such as the Documenta
in Kassel (2002) or the Venice Biennale (2007). “It was worth doing
political works, just to see if | could approach the subject and do it in
a way that’s not the condescending, infantile, cartoon-like language
of politics that we have today.”® Under the cultural circumstances
of Late Capitalism and the manipulation of the masses via simple
messages, art is a-priori excluded, but Pettibon finds a certain
advantage in the defiant gathering of his art into the restricted
natural sphere of visibility offered by the studio, by art collections,
galleries, museums, and art magazines. These make for exposure
which is free of shallowing mediation for individual viewers who
devote themselves to a break from the everyday, and are willing to
read between the lines and delve into the interstice between text
and image.’

How and in what contexts is the art world reflected in
Pettibon’s mirror? How are the artist’s life and work processes,
figure and portrait presented in it? The drawings centered on art
serve as a central axis in the exhibition and catalogue, an axis
which branches and expands at certain points to include a range
of thematic enclaves. This layout embodies an attempt to open

7 Max Blagg, "Raymond Pettibon," Interview Magazine (Nov. 2008), p. 19;
see also the conversation with Massimiliano Gioni in this catalogue.

8 Ibid., ibid.

9 Despite the certain frustration involved in preaching to the choir, see
Denis Cooper in conversation with Raymond Pettibon, in Raymond Pettibon,
eds. Robert Storr, Dennis Cooper, and Ulrich Loock (New York: Phaidon,
2001), pp. 13-14.

10 The inventory from which the discussed works were extracted is not Pettibon's
entire body of meta-artistic works, but only the sum total chosen for the
exhibition from hundreds of images sent to me courtesy of David zwirner, New
York and Regen Projects, Los Angeles. The selection represents many of the
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"Follow Me! —I'm the Artist.
I Don't Think we've Met"

Irith Hadar

Getting things to run smoothly, working to achieve a lack of
resistance, this is the antithesis of art's essence, it is the
antithesis of wisdom, which is based on restricting or being
restricted. So the question is: what do you choose? Movement, which
is close to life, or the area beyond movement, which is where art is
located, but also, in a certain sense, death?

Karl Ove Knausgdrd'

The winter 2008 issue of October magazine published 42 responses
to a 6-question questionnaire sent to one hundred intellectuals,
artists, writers, academics, curators, and critics in June 2007.2 The
questionnaire wondered about the lack of public resistance to the
war in Iraq among visual artists, in light of the discrepancy between
the actual state of affairs and the polls, which indicated that the
majority of Americans objected to the war. The public response to
the war in Iraq lacked the vital intensity and public visibility which
characterized, for instance, the anti-Vietham War movement or the
intellectuals’ response to the Reagan administration’s involvement
in Central America. The questionnaire writers wanted to learn what
caused the change in the perception of social-political responsibility
among cultural figures, whether the respondents — artists and
academics — still believed in the ability of cultural practice to
communicate and bequeath transgressive ideas, and what, if
anything, intellectvals and artists can do to make their objection to
the war more effective.

1 Karl Ove Knausgard, A Man in Love—My Struggle: 2, trans. Don Bartlett (London:
Harvill Secker, 2013), p. 462.
2 Benjamin H.D. Buchloh and Rachel Churner (eds.), "Questionnaire: In What Ways

Have Artists, Academics, and Cultural Institutions Responded to the US-Led
Invasion and Occupation of Iraq," October 123 (Winter 2008), pp. 3-184.
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Raymond Pettibon’s response pages, three in total, feature three
drawings bearing an identical date (2007), with information about
the artist appearing, as customary, under the drawing concluding
the sequence: “Raymond Pettibon lives and works in Hermosa
Beach, California.”* Two of the drawings refer to the conduct of
George Bush Junior’s conservative administration in two instances,
attesting to the false political discourse tied with the war in Iraq.

One drawing presents his statement “Mission Accomplished,” while
the other — No Title (You killed — murdered — ) -#1 — depicts a
ceremony held in the presence of an entourage of officials standing
around a coffin draped in a flag, and the cry of a mother in mourning
accusing President Bush: “You killed — murdered — my son!” The
officials on the other side of the coffin regard the mother’s words as
a threat which cracks the last show of respect the administration pays
its fallen troops. Their words are uttered in the manipulative-cynical
language formulated by professional spokespersons and based on a
captive, obedient target audience, which lacks critical awareness, or
doesn’t want to know.“ Karl Rove raises a hand, casting doubt on the
grieving mother’s sanity and outlining a dubious defense, just in case:
“She’s crazy! It was friendly fire”; Vice President Dick Cheney advises
the President not to listen to the bereaved mother, because she has
no more authority over him than the World Court; Condoleeza Rice
dismisses all possibility of guilt, closing the case before it ever opens,
saying: “She can accuse, but she can’t indict”; whereas the president
himself dismisses the mother’s cry as an act of a grieving person:
“You’re just sore because you lost... your son!”>

The drawing is biting and critical without providing a direct
statement by the author, confronting the viewer with a historical
situation whose lesson is relevant to all places and all times. The
scene may be based on photographs which document an actual
event, but it is the language of drawing, as represent by Pettibon,
that pushes the event into the compressed space of a dark situation,

3 Today Pettibon lives and works in New York.

4 See Benjamin H.D. Buchloh, Raymond Pettibon: Here's Your Irony Back. Political
Works, 1975-2013 (Berlin, New York & Los Angeles: Hatje Cantz, David Zwirner &
Regen Projects, 2013), pp. 34-45.

5 Buchloh stresses that the use of the word "lost" at the end of the line, which
is cut off before the sentence is completed ("your son"), allows one to read
the cynical, heartless statement between the lines: "You're just sore because
you lost" in some game [ibid., p. 36].
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Irina Stark, Tara Hadibrata, and the gallery’s entire staffs. Heartfelt
thanks to David Zwirner, Andrea Cashman, Mary Howard, and
Stephanie Daniel of David Zwirner, New York — the city in which
Pettibon has lived and worked in recent years — for their interest
in the project, the daily communication, and tremendous help. The
exhibition and catalogue would not have been possible without the
vital help of both galleries, which put works from their collections on
loan, assisted in tracing other collectors and initiating contact with
them, and provided us with the images for the catalogue.

We are grateful to the collectors, who were willing to part
with their works for the duration of the show: Rebecca and Martin
Eisenberg, Mandy and Cliff Einstein, Rosette Delug, Carolyn and John
Diemer, Alan Hergott and Curt Shepard, Maurice Marciano, Frank
Moore, Douglas M. Polley, Beth Swofford, Sam and Shanit Schwartz,
and others who wish to remain anonymous. Phaidon Press and
project editor Bridget McCarthy gave us permission to translate and
publish Massimiliano Gioni’s 2017 conversation with Pettibon, and
we extend our thanks to her and to Gioni for their generosity.

Thanks and appreciation to Irith Hadar, the curator of the
exhibition and editor of the catalogue, for the passion to exhibit
Pettibon’s works, for raising the idea and following it through.
Thanks to Naama Bar-Or, assistant curator, for her partnership; to
Doron Rabina, TAMA’s Chief Curator, for supporting the project;
to Guy Saggee for the catalogue’s attentive, painstaking design; to
Daphna Raz for the always superb text and the Hebrew translation;
and to Daria Kassovsky for the meticulous English translation. Thanks
to Sarah Lehat, Director of Development, Tel Aviv Museum of Art
American Friends; to Raphael Radovan, Head of Curatorial Services;
to Barbara Ordentlich, shipping coordinator, Lili Cohen of Globus,
and Jessica Leventhal Pierce of USArt for the resourcefulness in
organizing the works’ shipment. Thanks also to Shoshana Frankel
and the Registration department, and to all the other members of
the Museum staff who contributed their skills to implement the
exhibition.

Tania Coen-Uzzielli
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Foreword

Tel Aviv Museum of Art is pleased to present Raymond Pettibon’s
exhibition, showcasing a substantial selection of his intricate work
for the first time in Israel. One of the prime artists in recent decades,
Pettibon’s unique drawings probe America and its cultural and
historical strata, from formative ethoses to marginal subcultures.
These are examined through temporal gaps and timed provocatively
to aim at the present moment.

Pettibon’s early drawings portrayed America’s dark side.

Bands of racists, alcoholics, violent policemen, and alienated youth
crowded his album covers, flyers, and fanzines, which were tied

with punk culture in late 1970s California. Over the next two decades
he delved into the decline of hippie culture and the phenomenon

of Charles Manson, faith and capitalism, as well as governmental
principles associated with such presidents as John F. Kennedy,

Richard Nixon, and Ronald Reagan, using visual culture ”quotation” to
illustrate the American dream and its dissolution.

The core of Pettibon’s drawings, however, is the dynamic
relationship between image and text, introducing a space for
reflection of behavioral patterns and cultural conditioning, and
offering insights about the cultural moment in which we live, and
not only in America. In the current Israeli reality there is particular
interest in bringing the contemplation of various aspects of culture
into sharper focus, as does Pettibon’s work, which addresses the
need to learn from the past, while constantly challenging seminal
myths and limiting conventions.

First and foremost, | would like to thank Raymond Pettibon for
his fascinating work and for his cooperation. Sincere thanks to Shaun
Caley Regen of Regen Projects, Los Angeles, who has accompanied
Pettibon from the outset of his career, for responding readily and
positively to the concept of the exhibition and making the first
contacts. Warm thanks to Katy McKinnon, Director of Regen Projects,
for her attentiveness, invaluable assistance, and kindness, and to
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