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Wolfgang Laib
Tower of Silence, 2020

Wax
76 x 16 x 17 cm (29.9 x 6.3 x 6.7 in)

(WL 1256)

Wolfgang Laib considers himself a vehicle for ideas of universality and timelessness already 
present in nature. He employs simple, yet highly symbolic, organic materials, like pollen, 
milk, rice and beeswax, which, he explains, have a beauty that ‘you cannot believe is a 
reality – and it is the most real.’ With this 2020 wax tower, Laib revisits the subject he 
explored in his Towers of Silence sculptures (2019), exhibited in the Cappella Rucellai at 
Museo Marino Marini, Florence. The title recalls the Towers of Silence of India and ancient 
Persia – circular sites associated with death rites – but the forms of his own towers do not 
directly cite those of the historic monuments. Here, the flat top of the Persian towers is 
replaced with a softly rounded roof, while a small arched window is carved into the 
malleable wax surface. These architectural features are closer to the medieval towers 
found in Northern Italy, epitomising the synthesisation of diverse cultural traditions into 
essential geometric typologies that characterises Laib’s investigation of universal themes 
through built environments.





Robert Rauschenberg
House Call (Phantom), 1991

Silkscreen ink on anodised mirrored aluminium 
122 x 123.1 cm (48.03 x 48.46 in)

(RR 1179)

The ghost-like appearance of Robert Rauschenberg’s Phantoms emerged by chance. 
Always pushing the limits of his materials, he tried applying the same tarnishing process he 
had been using on mirrored aluminium for the Night Shade works (1991) onto an anodised 
version of the support, unaware that the oxidising agent, Aluma Black, would not chemically 
react with the pre-treated metal. The photograph the artist was transferring barely 
registered, resulting in a spectral image that immediately resonated with Rauschenberg’s 
interest in veiling and obfuscation. This experimental approach to artmaking was typical of 
the artist, who was known for ‘collaborating’ with his materials, and the Phantoms remain 
the most enigmatic of his works on metal. 



Among the images transferred onto House Call (Phantom) (1991) can be discerned a 
photograph of a painted rooster alongside one of an ancient bust of a woman, which the 
artist has rotated 90 degrees and which remains identifiable only by the parted hairstyle 
and circlet. The artist often chose to include mediated representations of artworks in his 
compositions. Here, he mingles classical statuary and kitsch, domestic imagery, challenging 
the hierarchies of high and low culture, the vernacular and canonical. Below them, 
photographs of two windows – one open, the other shuttered with a makeshift cardboard 
curtain – epitomise the tension between visibility and concealment that runs throughout 
the works from the Phantom series.

The apparitional quality of the Phantom works is intensified when they are exhibited in 
natural light. Their appearance varies according to their surroundings, depending on the 
degree of illumination, the reflection of objects around them and the angle at which they 
are viewed. In this way, they recall Rauschenberg’s White Paintings (1951), which artist 
John Cage famously referred to as ‘airports for lights, shadows, and particles,’ underscoring 
the role of transience and contingency, or, as he put it, ‘changing what is seen by means of 
what is happening’. Rauschenberg makes viewers aware of the act of looking in the 
Phantoms, as they move to make sense of the imagery through their own reflections and 
that of the world around them.

Silkscreen reference image: 
Fort Meyers, Florida, 1979 (rotated)

Silkscreen reference image: 
New York City, 1981
Gelatin silver print







Robert Longo
Untitled (After Soulages; Painting, 195 x 130 cm, May 1953; 1953), 2022

Charcoal on mounted paper
265.4 x 183.4 cm (104.49 x 72.2 in)

(RLO 1876)

Robert Longo is celebrated for his large-scale drawings in charcoal that are created 
after source images and photographs. Following his 2014 series of drawings based on 
American Abstract Expressionism, Longo has begun exploring the work of European 
pioneers of post-war art. This drawing was created after the celebrated Painting, 195 x 
130 cm, May 1953 (1953) by the French abstract artist Pierre Soulages. From the wide 
brush and geometric pattern to the light that seems to emanate from behind the cross-
like shape and the use of chiaroscuro, Soulages’ painting lends itself uniquely to Longo’s 
charcoal re-creation. By carefully transposing onto a monumental scale every brushstroke 
and groove of black paint, Longo rediscovers through Soulages’ hand the potential of his 
own monochrome medium. In doing so, he challenges the traditional hierarchy between 
painting and drawing to arrive, in the words of Louvre curator Dominique de Font-Réaulx 
at ‘the sensitive and intimate meaning of these works’.



Jean-Marc Bustamante
Half Moon, 2022

Oil stick and acrylic varnish on gesso sanded panel
140 x 198 cm (55.12 x 77.95 in)

(JBU 1085)

In the pared-back landscape painting Half Moon (2022), French artist Jean-Marc 
Bustamante traces intuitive lines in heady colours across a textural white ground. 
Coming together to create forms and fields of concentrated colour, the lines overlap 
to build darker areas of accent and separate to let the background show through in a 
rhythmic composition, like a piece of visual poetry. ‘My paintings are in suspension’, 
Bustamante says. ‘They are essentially suggestions’: the fruit of giving free rein to 
spontaneous gesture but, with the artist’s experienced eye, always built in dialogue 
with his extensive photographic and sculptural practice. The matte support, much of 
which he leaves exposed, is reminiscent of frescos or cave paintings. This empty space 
is just as visually present in the work as the lines of colour, serving as a means for the 
artist to pursue his exploration of emptiness and lightness in aesthetic representation. 
As Bustamante states, ‘the challenge is to measure oneself against the void’. A sensitive 
rendering of the remnants of a scene or a sensation, his work ‘does not force anything.’ 
Instead, the artist says, ‘it tells the fragility of the world and its magic.’







Imi Knoebel
Standing Painting X, 2022

Acrylic on aluminium
335.7 x 212.3 x 4.5 cm (132.17 x 83.58 x 1.77 in)

(IK 1506)

Imi Knoebel’s Standing Paintings are characterised by striking colours and unique, 
irregular shapes. Furthering the artist’s preoccupation with form and his exploration of 
the fundamentals of painting and sculpture, the works oscillate between the two artistic 
categories, combining aspects of both. As the title of the series suggests, the works are 
rested gently on the floor and hung a small distance away from the wall to emphasise 
their sculptural quality. The aluminium surface, by contrast, is covered in expressive, 
painterly brushstrokes, here in a buoyant red hue that seems almost to come away from 
the picture plane to take on a life of its own. Reprising a thread that runs through 
Knoebel’s entire œuvre, the Standing Paintings achieve a balance between order and 
chaos, rigidity and freedom, that evokes the legacy of Suprematism and the work of 
Kazimir Malevich or Piet Mondrian.





Antony Gormley
HOLE, 2021

Cast iron
210.6 x 49.5 x 33.5 cm (82.9 x 19.4 x 13.1 in)

(AG 1789)

Part of Antony Gormley’s Cast Slabworks series, HOLE (2021) tests the limits of 
balance. Here is a body made using the language of a building: load and support, 
propping and cantilevering, with cast iron slabs stacked like a precarious house of 
cards or the stones of Stonehenge. Yet unlike the artist’s earlier Constructed Slabworks 
series, HOLE is cast as one piece and contains a void at the body’s core. In this way, 
Gormley’s sculpture is strong but open, vulnerable but alert. It is a singular body that 
can stand for the collective body and the shared built world.





Georg Baselitz
Hirsch, 2022

Black ink on paper
129 x 104 cm (50.7 x 40.9 in)

(GB 2639)

The stag found in this 2022 ink drawing originates, as a motif, in the iconography of 
myth and legend that has informed Georg Baselitz’s work from the start of his career. 
Beginning in the 1960s, he set out in search of a new identity for painting in a country 
torn apart by war. This led to his early patched-together figures on grounds of ruins 
and his reprisals and subversions of nationalistically-resonant eagle motifs and forest 
imagery. The stag is equally bound up in the cultural memory of the German people, 
representing the country’s ties to its alpine folklore. Its mythological associations find 
their roots in both Greek and Norse mythology. An emblem of masculine potency, the 
stag in this work is rendered through delicate brushwork. Casting aside the solid 
coloured ink wash backgrounds of previous drawings, the creature’s slight outlines 
wind across the exposed paper like fragile veins laid bare. This fragility tempers the 
animal’s symbolic power, while at the same time betraying the artist’s nostalgia for the 
landscapes of his youth. 





Yan Pei-Ming
Tigre, 2022

Oil on canvas
195 x 130 cm (76.77 x 51.18 in)

(YPM 1211)

Yan Pei-Ming has long been fascinated by the arresting visual power of wild beasts and 
predators. Much like his renowned predecessors Peter Paul Rubens (1577–1640) and 
Eugène Delacroix (1798–1863), he is masterful in his ability to render the concentrated 
energy of an animal ready to pounce, in all its tension, dynamism, virility and contained 
aggression. Frozen in a climactic moment, the animal in Tigre (2022) leaps towards the 
viewer, his teeth bared and tail in the air, ready to attack. In addition to drawing inspiration 
from art-historical references, Yan Pei-Ming’s painting reflects the influence of his 
heritage. Known as the king of the beasts, the tiger is one of the animals in the Chinese 
Zodiac and is associated with the qualities of ferocity, bravery and intelligence. The 
artist’s use of the tiger motif demonstrates his fascination with the sublime and with 
images of might and power that suggest a deeper truth.





Not Vital
Velázquez, 2020

Oil on canvas
257 x 194.5 cm (101.18 x 76.57 in)

(NV 1320)

In Velázquez (2020), Not Vital portrays Diego Velázquez (1599–1660), the great painter of 
the Spanish Golden Age. In his best-known work, Las Meninas (1656, Museo del Prado, 
Madrid), Velázquez famously embedded a representation of himself in the act of painting 
his subject in a mise en abyme of portraitist within a portrait. Playing with his own identity 
and that of his subject, Vital inscribes both names, ‘Not’ and ‘Velázquez’, in the ground of 
the painting. His palette is made up of subtle shades of white, grey and blue, which reflect 
the colour asceticism of the artist’s youth spent in the Swiss Engadin valley, also known as 
the Grisons, or ‘the land of the grey’. Vital explains, ‘if you grow up in a surrounding where 
you have snow for six months of the year, your eyes are naturally sensitive to white. Then, 
when the snow melts, the mountains turn grey... So I became accustomed to these nuances 
in grey and white and not so much colour.’





Robert Mapplethorpe
Self Portrait, 1980
Gelatin silver print

61 x 58.3 cm (24 x 23 in)

(RMP 1284)

In the introduction to his 1985 book Certain People: A Book of Portraits, Mapplethorpe is 
quoted as saying that his self-portraits express the part of him that is most self-confident. 
One of the most iconic facets of his oeuvre, these photographs allowed him to explore 
different facets of his personality and throughout the 1980s constitute a poignant diary of 
the last decade of his life. In this Self Portrait from 1980, Mapplethorpe playfully challenges 
binary conceptions of gender, appearing in partial drag, with ‘feminine’ makeup and draped 
in fur, his hair coiffed in elaborate curls. Offering his dramatically lit profile to the camera, 
his chin is elegantly raised in a classical portraiture pose. Playing with formal conventions 
allows Mapplethorpe to challenge the traditional signifiers of gender in this image and blur 
the lines between masculinity and femininity.

Other editions of this photograph can be found in the collections of the National Galleries 
of Scotland and Tate; Los Angeles County Museum of Art and the J. Paul Getty Museum; 
Museo Nacional Centro de Arte Reina Sofia, Madrid and Museum Ludwig, Cologne.



Alex Katz
Zen, 2020
Oil on linen

167.6 x 121.9 cm (66 x 48 in)

(AKZ 1780)

Like in many of Alex Katz’s portraits, the subject of Zen (2020) is simply represented 
against a monochrome background. The tightly cropped profile occupies a limited portion 
of the work, which is dominated by empty space. The compressed visual plane, typical of 
the cinematic close-up, places the model’s soft skin colour in clear contrast to the green 
backdrop, emphasising its peachy tonality. Her red lips and clearly defined eyes, 
meanwhile, give the face an intensity and striking luminosity against the pale ground. The 
vertical format is unusual for Katz, who usually renders faces and body parts frozen in 
movement on large horizontal canvases, a style inspired by the format of television and 
cinema screens. As the poet Frank O’Hara (1926–1966), a longtime friend of Katz, 
expressed it: ‘For Katz, the image, and his TV, billboard or movie close-up discovery, 
provided a way of both isolating and abstracting each separate feature, as if it were an 
arc, a rhomboid, an ellipse, within the psychological unity which the audience understands 
as a recognizable form.’





Sylvie Fleury
Treasurer, 2023

Wood shelf, 2 candle holders, muddy gold boots, 2 cartons of cigarettes, rain coat
48.5 x 143.7 x 38.4 cm (19.1 x 56.6 x 15.1 in)

(SF 1291)

The Swiss artist Sylvie Fleury is renowned for using readymade objects, such as cars, 
neons or makeup palettes, which are transformed by their inclusion in an art context, 
allowing viewers to see them in a new light. On a triangular bi-coloured shelf, she has 
arranged a collection of disparate objects that leave viewers guessing what event might 
have taken place that required a pair of dragon candlesticks, some muddy golden boots, 
cigarettes and a bright red vinyl coat. The installation mimics the displays of Israeli-
American artist Haim Steinbach, but Fleury replaces his objects with those from her own 
visual vocabulary related to the fashion and beauty industries. Through her strategy of 
appropriation, the artist holds up a mirror to our assumptions to critique the gendered, 
internalised values of the art world.





Tom Sachs
Midnight Is Morning, 2022

Synthetic polymer and Krink on canvas
182.9 x 152.4 cm (72 x 60 in)

(TSA 1457)

Midnight Is Morning (2022) is part of Tom Sachs’s Rocket Factory Paintings series, related 
to the Rocket Factory project: a ‘trans-dimensional manufacturing plant’ that allows 
people to assemble their own NFT rockets from three branded virtual component sections. 
The works in the series are representative of these existing NFT components but stand as 
independent artworks in their own right. Here, the ‘Perfect Rocket’ mentioned in the 
bottom right of the picture plane indicates that the rocket is composed of three identical 
branded components – in this case bearing the logo of the Sweet’N Low sugar substitute 
– as opposed to the ‘Frankenrocket’ inscription that accompanies rockets with disparate 
branding. ‘The 30 brands we chose for the Rocket Factory are all deliberate,’ explains 
Sachs. ‘Brands form our sense of tribal belonging. In my childhood, at the kitchen table, we 
would discuss dad’s new car or mom’s new dress. Brands are the foundation of the 
dominant religion of our era – consumerism. Our relationship to branding is a way we define 
ourselves. We picked our 30 Rocket brands because of some attachment I have or 
because I identify with them on some level.’ 



SENSE: Beuys / Gormley
A conversation through drawing

 
Until 22 March 2023
London Ely House

Current & upcoming exhibitions

Joseph Beuys
40 Years of Drawing

 
Until 22 March 2023
London Ely House

Group Exhibition
Myths of Our Time

Until 25 February 2023
Seoul Fort Hill

Georg Baselitz
La boussole indique le nord

Until  27 May 2023
Paris Pantin

Bob Colacello
It Just Happened,  

Photographs 1976-1982

Until  4 March 2023
Paris Marais

David Salle
Tree of Life, This Time with Feeling

Until 4 March 2023
Paris Marais



Emilio Vedova
Venezia Muore

 
28 January—18 March 2023 

Salzburg Villa Kast

Oliver Beer
Resonance Paintings—Blue Notes

 
28 January—18 March 2023 

Salzburg Villa Kast

Current & upcoming exhibitions


