














Large Gold Knot: 1, 1987. Metallic paint on plywood, 60 x 48 in. (152.4 x 121.9 cm).
Whitney Museum of American Art, New York; purchase with funds from the Painting and
Sculpture Committee 88.48a-b. © Sherrie Levine. Photograph by Sheldan C. Collins

ones. Levine also modified the context
of the Krazy Kat characters by placing
them on mahogany and cherry wood
supports that have a rich grain, giving
a comic strip an aspect of permanence
and preciousness.

A very different type of wood
forms the primary visual element in
Levine’'s Knot Paintings (1987, 1988,
and 2002). The support for these
works is the common building material
plywood, which is composed of many
thin layers of wood glued together
for strength. Plywood’s most direct
relationship to art comes from its use
for crates built to protect painting and
sculpture (particularly for shipping),
but by making plywood her “canvas”
Levine has reversed that role in the
Knot Paintings. Although the title
of these works can be read as a pun
for “not painting,” by painting over
or mimicking the shape of plugs that
fill holes sometimes left by naturally
occurring knots within the wood,
she transforms ordinary plywood into
a field of wood grain and painted
knots. Knots are often considered
imperfections in wood, but by using
the ready-made compositions that
the plugs produce, as well as
sumptuous, often mineral- or metal-
based colors to highlight them,
Levine’'s Knot Paintings suggest that
there is aesthetic pleasure to be mined
in even the most ostensibly banal
objects. Gold and silver knots bring
to mind precious materials, while lead
conjures the element that alchemists
dreamed about transmuting into gold.

Simple, yet evocative, changes
are also at the heart of Levine’s
abstract Melt Down paintings from
1990. Although made by hand using
traditional painting materials, this
series of monochromatic works was
devised by using a computer program
to process images of paintings by
Piet Mondrian, Claude Monet, and
Ernst Ludwig Kirchner and averaging
their colors and tones, “melting” them
into single fields of color (many
surprisingly luscious in tone and
density). In the Melt Down paintings
Levine's reference to the original
works is both general and specific,
embodying a kind of summation
of the image—one that gathers every

Melt Down (After Monet): 1, 1990. Oil on mahogany,
28 x 21 in. (71.1 x 53.3 cm). San Francisco Museum
of Modern Art; Accessions Committee Fund: gift

of Collectors Forum, Mimi and Peter Haas, and
Helen and Charles Schwab. © Sherrie Levine. Image
courtesy Paula Cooper Gallery, New York

Equivalents (After Stieglitz): 8, 2006. Inkjet print,
image: 7 1/4 x5 1/2 in. (18.4 x 14 cm); sheet:

19 x 12 16/16 in. (48.3 x 32.9 cm). Whitney Museum
of American Art, New York; purchase with funds from
the Print Committee 2008.220a-r. © Sherrie Levine.
Image courtesy Paula Cooper Gallery, New York



La Fortune (After Man Ray): 4, 1990. Mahogany, felt, and billiard balls, 33 x 110 x 60 in.
(83.8 x 279.4 x 152.4 cm). Whitney Museum of American Art, New York; purchase

with funds from Joanne Leonhardt Cassullo, Beth Rudin DeWoody, Eugene Schwartz,
and Robert Sosnick 92.1a—h. © Sherrie Levine. Photograph by Geoffrey Clements

aspect of it yet produces something
completely different. Levine has
continued to use digital methods to
calculate and average color and tone
for painted and printed works, such
as her Equivalents (After Stieglitz):

1-18 (2006). These works take as their
starting point Alfred Stieglitz’s famous

black-and-white photographs

of clouds, a series that, in line with
Modernist theories of equivalence,
suggests that abstract forms

could represent corresponding ideas
or emotional states.

Sculpture/Installation

In the late 1980s, Levine began to
make three-dimensional works

using materials, such as bronze and
glass, more typically associated

with classical and modern art than
with contemporary art. By using these
materials, the artist extended her
explorations of the cultural and art-
historical significance of works by
well-known artists. Levine’s sculptural
works often include more than one
object, taking the form of pairs, or, in
other cases, larger groups—which
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she calls “gangs”—or installations.
When placed together, these sculptures
play with our experience and
understanding of repetition and the
formal possibilities of opposites—many
pairs even seem like positives
and negatives of each other. In some
cases, Levine’s objects can be
considered sculptural “realizations”
of other artists’ images, relegating
iconic masterpieces from the history
of art to preparatory sketches, or
source material for Levine’s own work.
Bachelors: 1-6 (1991), one of
Levine’s earliest sculptural ventures,
consists of six three-dimensional
objects based on the “Malic Molds” in
Marcel Duchamp’s The Bride Stripped
Bare by Her Bachelors, Even (The
Large Glass) (1915-23), an enigmatic
work widely considered the artist’s
masterpiece, which depicts a kind
of machine whose components suggest
the erotic dimension of industrialized
production and society. The forms
in the lower half of The Large Glass,
the “Bachelors,” represent various
modes of what Duchamp identified as
masculine occupations (ranging from
a policeman to an undertaker’s
assistant) and, more symbolically, male

Fountain (Madonna), 1991. Cast bronze, 15 x 15 1/2 x 25 in. (38.1 x 39.4 x 63.5 cm).
Private collection. © Sherrie Levine. Image courtesy Simon Lee Gallery, London, and
Paula Cooper Gallery, New York



Crystal Skull: 1-12, 2010 (detail). Cast crystal, 5 1/2 x 7x 4 1/2 in. (14 x 17.8 x 11.4 cm).
Private collection; courtesy Jablonka Galerie, Cologne. © Sherrie Levine. Image courtesy

Paula Cooper Gallery, New York. Photograph by Davina Semo

sexuality. For her own work, Levine
translated six of these forms into
bronze objects (other versions are
rendered in glass and iron) and
presented them collectively, but with
each in its own vitrine. Levine’s bronze
sculptures are both mechanistic (in
appearance and because of their
infinite reproducibility) and sensual
(due to the allure of the bronze). They
bring to mind objects to be played

on a game board or shiny fetishes,
and they can be seen as variations

on a theme, both formally and
conceptually: they are similar but
different, suggesting the possibility
for unique functions, even while visibly
linked. Levine’s use of casting

and Duchamp’s own use of the word
“molds” implies the possibility of
endless repetition; however, each

of Levine’s “Bachelors,” given its material
permanence and preciousness,
possesses a value of its own.

In 1990, Levine made La Fortune
(After Man Ray), a sculptural
manifestation of a billiard table found
in the eponymous Man Ray painting
from 1938 (on view in the exhibition
Real/Surreal on Floor 2), in which the
object appears in a bleak, distended
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landscape and a sky filled with
multicolored clouds. The four iterations
of Levine’s La Fortune in this exhibition
exemplify Levine’s practice of giving
images physical form. In the case
of this sculpture, she used wood, felt,
and billiard balls to make an object that
seems to exist simultaneously inside
and outside of the landscape of Man
Ray’s painting. Yet if Man Ray’s work
is a Surrealist piece par excellence
in its depiction of the pocketless table
used in a type of billiards, Levine’s
installation of her four La Fortunes also
reinserts a kind of realism into the
equation (even as the repetitions
create a cool sense of the Surreal) by
suggesting nothing less than a simple
pool hall. By repeating La Fortune
within one installation, Levine creates
a three-dimensional environment
of illusion that allows viewers
themselves to traverse the space
between reality and art.

The following year, Levine made
her Fountain (Madonna) (1991),
another work after Marcel Duchamp.
Duchamp’s Fountain (1917) was a
readymade (a commercial urinal that
the artist removed from its functional
context and presented as art), while

Levine, for her part, cast a urinal
similar to Duchamp’s in bronze. The
high value of the bronze that Levine
used in this work—as well as in

the later version Fountain (Buddha)
(1996)—and the highbrow associations
that material has within the history

of sculpture suggest that the radical
nature of Duchamp’s work has

now become an accepted part of

the history of art. Levine’s material
transformation, the creation of a
gleaming, polished surface that calls
viewers’ attention to the form of

the object, also underlines the organic,
almost feminine contours of the

urinal, subverting the functional
connotations of an item used almost
exclusively by men.

Levine’s Crystal Newborn (1993)
and Black Newborn (1994) were made
after a famous Constantin Brancusi
sculpture of 1915—an abstract shape,
yet one that is deeply evocative of
human anatomy (a simple ovoid, it has
often been discussed as an egg or a
child’s head). Levine cast her Newborn
first in crystal in 1993 and then, the
following year, in black glass. Brought
together they act as exact doubles but
also as opposites—positive and
negative—that create a pair, whose
binary logic Levine has explored
throughout the 2000s with other
sculptures. The forms of Newborns are
displayed on grand pianos (instead
of a traditional pedestal), a placement
that Levine initiated after seeing a
photograph of the interior of the British
collector H. S. Ede’s home, in which
a Brancusi sculpture was displayed
atop a piano. Evocative of a scene
removed from the clean, white cubes
of modern museum displays, the grand
pianos in this installation underscore
the cultural stratification embedded
in art. For some, art may not only
be viewed but also owned and lived
with, an idea that also calls up
associations of how class structure
dictates aspects of domesticity,
design, and “good taste.”

In the 2000s Levine began to
make sculpture based on objects she
found in antique stores and flea
markets, including some forms that
refer to the natural world. One such
object is False God (2008), a cast-

bronze two-headed skeleton of a calf,
a sort of Janus figure (the Roman
god often depicted with two faces
looking in opposite directions)
that suggests that the present acts as
a hinge between the future and the
past. Animals with two heads are
extremely rare and typically have a
short life span, yet Levine’s use of
bronze for this sculpture transforms the
skeleton into a permanent icon. The
title of Levine’s sculpture False God
further points to associations of
iconography and idolatry, such as the
story in Exodus of the idol, a golden
calf, that the Israelites worshipped
in Moses’s absence. The empathy that
might be prompted by the freakishness
of the natural form is balanced by
the gold color that also suggests
references to desire, fetishes, or the
worship of money and material goods.
Crystal Skull: 1-12 (2010), the
most recent sculpture in this exhibition,
is based on a small model of the
human skull. Twelve identical cast-
crystal skulls are presented together,
each encased in a separate vitrine. The
translucent crystal lends a timeless
quality to the works, but they still call
to mind the ghostly finality (and
inevitability) of death. Levine’s skulls
transform seeming organic matter
into otherworldly objects. The beauty
and symmetry of this installation
is tempered with an undercurrent
of chaos, with the quiet procession of
skulls extending into the past and
alluding to unknown and uncontrollable
things yet to come.

—Johanna Burton, guest curator, and

Carrie Springer, senior curatorial assistant
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