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Malcolm Morley

Born in London in 1931, Malcolm Morley lived in
and around New York City from 1958 until his
death in 2018. He is acknowledged as one of the
earliest innovators of Superrealism, which
developed as a counterpoint to Pop Art in the
1960s. Over the course of his distinguished career,
Morley defied stylistic characterization, moving
by turns through so-called abstract, realist, neo-
romantic, and neo-expressionist painterly modes,
while being attentive to his own biographical
experiences. Morley studied at the Camberwell
College of Arts and the Royal College of Art.
Since his first New York show in 1964, he had
numerous exhibitions in Europe and North
America and participated in many international
surveys including Documenta 5 (1972) and
Documenta 6 (1977). His first retrospective,
organized in 1983 by the Whitechapel Art Gallery,
travelled to the Museum of Contemporary Art,
Chicago and the Brooklyn Museum. In 1984, he
was awarded the inaugural Turner Prize.

Subsequent noteworthy presentations of Morley’s

work include an exhibition of watercolors at Tate

Liverpool, which travelled to the Kunsthalle
Basel, Bonnefantenmuseum in Maastricht, and the Parrish Art Museum in Southampton, NY (1991-92); a
retrospective at the Musée national d’art moderne, Centre Georges Pompidou, Paris (1993); an exhibition
organized by Fundacion La Caixa, Madrid, which travelled to the Astrup Fearnley Museet, Oslo (1995-96);
a retrospective at the Hayward Gallery, London (2001); and the survey “The Art of Painting” at the Museum
of Contemporary Art, North Miami (2006). Other notable exhibitions include “Malcolm Morley in a
Nutshell: The Fine Art of Painting 1954-2012” at the Yale School of Art (2012), an exhibition exploring
the role of paper in Morley’s art-making process at the Parrish Art Museum (2012-13), and an exhibition
at the Ashmolean Museum, Oxford, organized in collaboration with the Hall Art Foundation (2013-14).
Most recently, the Hall Art Foundation’s Schloss Derneburg presented a solo exhibition of his work (2017-
18). In addition to the Turner Prize, Morley was awarded the Painting Award from the Skowhegan School
of Painting and Sculpture in 1992 and the Francis J. Greenburger Award in 2015. He was inducted into
both the American Academy of Arts and Sciences (2009) and the American Academy of Arts and Letters
(2011). Morley became a citizen of the United States in 1991. His work can be found in museum collections
worldwide. After his debut at Sperone Westwater in 1999, he had solo exhibitions at the gallery in 2005,
2009, 2011 and 2015.
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“In Memoriam: A Tribute to Malcolm Morley.” brooklynrail.org (The Brooklyn Rail), 3 August 2018.
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CRITICAL PERSPECTIVES OM ARTS, POLITICS, AND CULTURE

Portrait of Malcolm Morley, pencil on paper by Phong Bui.

Eric Fischl

Malcolm Morley In Remembrance
(1931 -2018)

One tends to think of our artistic
community, to some extent, as being
similar to a symphony, which requires
multitudes of instruments that each
have their own distinct and unique
sound, yet as a whole, they contribute
to the total orchestration of musical
experience. One can be certain that
Malcolm is more like a violin or a
piano rather than a viola or a celesta.

Anyone who has met or known
Malcolm would offer a similar view,
from up close the compelling details
are deliciously visible, while from afar
a broader perspective of the subject is
generously revealed. As the saying
goes, “there are those who read to
remember and those who read to
forget.” Malcolm, with great certainty,
belongs to the former.

The following is our tribute composed
by his friends and admirers.

I met Malcolm in 1976 when | visited his studio in NYC. The purpose of my visit was to invite him to
lecture at Nova Scotia College of Art and Design where | was teaching. NSCAD at that time was profoundly
and intransigently anti-painting and | thought that if anyone could change their minds about whether

painting could still be radical or not, Malcolm was the one to do it.

At the time of my visit he was nearing completion of a painting about a train wreck, and as we stood there
in front of it he explained his process to me. A friend had given him a shadow box with a model train
smashed up and set against black velvet. He decided to paint it but rather than work from a gridded off
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photograph of it like he’d been doing, he decided to paint it from “life.” He floated a string grid of thread
over the box and then cut cardboard to hide all but one square at a time. As if that wasn’t going to be
difficult enough, he decided to paint it backwards. When he finished the painting he realized that no one
would be able to tell that he had painted it backwards, and so he went back into it, adding the image of a
crumpled Russian newspaper on top of the wreckage and then added a border with Japanese calligraphy on
it. What didn’t occur to him until he’d finished it was that no one who didn’t speak Russian or Japanese
would be able to tell that they were also painted backwards!

Anyone who knew Malcolm will have stories and memories not unlike this one. Every painting Malcolm
created was a journey and an adventure. There was no one painting then or now who could make such a
laden tradition feel like a novelty. There hasn’t been anyone who can match his child-like whimsy, wonder,
and impish disregard for the weight and authority of painting’s own history. In his insistent deconstruction
of the language of imagery and process of painting, with all its attendant clichés and sentimentality, he
painted with an explosive energy that brought with it its own renewal.

Without Malcolm where do we go from here but carry on.

Malcolm Morley, Train Wreck, 1976. Oil on canvas, 60 x 96 inches. Museum Moderne Kunst/Ludwig Foundation, Vienna.
Courtesy the estate of Malcolm Morley and Sperone Westwater, New York.

Andy Hall

| first became aware of Malcolm’s paintings at Charles Saatchi’s gallery in Boundary Road, London, in the
1980s. These bold, colorful canvases, full of unlikely and anachronistic juxtapositions, had a dreamlike
guality with an unsettling hint of menace. They were hard to forget. Years later, as Christine and | became
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committed “collectors,” Malcolm’s work became a particular focus of our new obsession. We tracked down
works that spanned his whole fifty-plus-year career as one of the most innovative painters of his generation.
In the process we got to know Malcolm quite well and visited his Long Island studio on a number of
occasions. That Malcolm, like us, was an émigré from England (he came from the same unglamorous
suburbs of West London) probably resonated. But his deep understanding and knowledge of art history
combined with a quick and mischievous wit was what really made our encounters a stimulating and
memorable experience. On one occasion, we listened to Malcolm give a lecture about his work to MFA
students at Yale. Malcolm had illustrated his talk with slides of some of his better-known works replete
with the familiar Morley motifs including ships, model planes, toy soldiers, animals, motor cyclists and the
like, all executed in his signature palette of bright saturated colors. At the end of his talk Malcolm answered
guestions posed by the students. The first came from a young lady who asked if Malcolm “had ever engaged
the nude?” The then 80-year-old painter considered the question for a moment, narrowed his eyes and dead
panned: “Yes, on many occasions.”

Malcolm Morley, Cristoforo Colombo, 1966. Liquitex on canvas, 14 x 20 inches. Private collection. Courtesy the estate of Malcolm
Morley and Sperone Westwater, New York.

From his early days in New York, Malcolm befriended and hung out with other artists. It was Richard
Artschwager who told him to quit experimenting with sculpture and stick to painting ships. Supposedly
Malcolm, following this advice, lugged his easel down to Chelsea piers and tried to paint the ocean liners
that were docked there. He eventually gave up in frustration finding it impossible to fit the huge vessels on
his canvas at such close quarters. Instead he bought some post cards of these passenger liners from a nearby
newsstand and in his studio faithfully replicated the cheap four color printed images onto his canvases by
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using a grid. Thus was born his signature style and method along with a genre of painting dubbed
“photorealism,” as well as some early Morley masterpieces like SS Amsterdam in Front of Rotterdam and
Cristoforo Colombo. But Malcolm soon rebelled against being pigeonholed in this way. He defaced one of
his paintings—a copy of a South African tourist brochure of a horse racing track (the aptly titled Race
Track)—with a large red “X” the day before it was to be photographed for an article about him in Time
magazine. Thereafter he progressively subverted his own earlier works. His imagery became more and
more gestural to the point where by the early 1980s he was considered a leader of the neo-expressionist
wave. How many painters can be categorized as both a photo-realist and a neo-expressionist? Subsequently,
Malcolm successively synthesized these two polar extremes by painting gridded arrays of pure gestural
abstraction that at a distance resolve into photographic imagery (or as he preferred to call it) “super” realism.

About 10 years ago we were chatting to Malcolm at a dinner honoring him and some other New York based
artists—including a very well-known one with a famously large Manhattan studio and dozens of painter-
assistants. Malcolm motioned in this artist’s direction and mentioned that he had recently spotted a help-
wanted ad in the newspaper seeking “photo-realist” painters. He called the number and asked what they
were paying. Malcolm wasn’t too impressed with the rate and said he thought it should be more. He was
asked if he “could do photorealism?” to which Malcom answered breezily, “oh yes, | invented it.” We are
going to miss you Malcolm.

Malcolm Morley, Race Track, 1970. Liquitex on canvas, 67 x 86 2/3 inches. Ludwig Museum Budapest—Museum of
Contemporary Art. Courtesy the estate of Malcolm Morley and Sperone Westwater, New York.
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Robert Storr
A Working-Class Dandy is Something to Be

Some memories spring into focus with the unimpeachable clarity of first-hand experience and others flicker
around the edges of such clarity in such a manner as to suggest that they aren’t really one’s own
recollections but rather variable mental reconstructions of things one has heard, things that however second
hand nonetheless made so deep an impression that they feel first hand, earned. Years ago, when | was
teaching at the Studio School on Eighth Street, | seem to recall having crossed Washington Square and
noticing a man intently making $10 sketch portraits on a French easel of any and all comers.

It was the mid-Eighties and the man was Malcolm Morley at that time riding the crest of his second big
wave of art world fame as an emblematic elder statesman of what the Royal Academy called A New Spirit
in Painting. Such was the title of the RA’s 1981 survey show of post minimalism and new media art. In
1984 he was chosen the first winner of the newly inaugurated Turner Prize, further confirming his status as
a pivotal talent in the eclipse of the former avant-gardes of the 1960s and 1970s, all the while being
emblematic of some of them, most notably the advent of photo-mechanically based practices that would
morph into “anti-aesthetic” Post-modernist “discourses” of the 1980s. An expatriate Brit who brought his
working-class accent and a pugnacious style with him from the rougher parts of London where he grew up
during the Blitz as well as an avid enthusiast of early aeronautical exploits, Malcolm was the Wrong Way
Corrigan of Photorealism who became famous for his anti-expressive renditions of luxury liners,
contemporary interiors, race tracks and other “pop” culture subjects. By the 1980s all this had morphed into
vivid, deceptively awkward renditions of toy soldiers and other tokens of boyish fantasy that could not be
more pronounced, reminding one of Picasso’s statement that having been well trained in traditional skills
it had taken him years to learn how to draw like a child.

This transformation, as well as his academic training and official honors, speak to Malcolm’s dedication to
workman-like craft—as a practitioner of a medium that was officially dead he took the greatest pleasure in
declaring his devotion to “the fine art of oil painting”—in constant dialectical tension with his utterly
unpredictable playfulness which, Borstal boy that he had been before he found art, drove him to seek out
and study rules the better to break them. For me the excitement of looking at his work overall and still more
so example-by-example, was watching the tug of war between his drive to dazzle like the old masters and
his impulsive need to mess with the viewer’s expectations—and his own.

Early in my tenure as a Curator of Painting and Sculpture at MoMA, and less than a decade after A New
Spirit in Painting, | had occasion to acquire a looming, brushy painting of a fishing tub Michelle (1992)
and, later, as Dean of the Yale School of Art, | organized a compact retrospective of Malcolm’s work. At
Yale the one gallery synopsis of his career began with a conservative Euston Road-type landscape made
while he was a student (the motif was the studio/residence of Sir Joshua Reynolds which was then inhabited
by the British actor John Mills who came out to check on the person camped on the green outside his house
and bought the work on the spot)—to brand new installation works incorporating the facades of pubs and
other talismans of his childhood.

When I initially broached the issue of exhibiting his work Malcolm had just come through a life-threatening
illness and seemed rather fragile. However, except for the Brooklyn Museum which mounted a Morley
survey in 1982, the major New York institutions had generally neglected him, and thus despite his
vulnerability—or perhaps because of it—Malcolm was anxious to take these 3D paintings public. | was,
too. (In 2013 | organized a similar capsule retrospective for Alex Katz in the same space for the same
reason.) And so, the Yale School of Art showed them for the first time as the climax of a synoptic account



SPERONE WESTWATER
257 Bowery New York 10002
T+ 1212999 7337 F + 1212999 7338

\\’\\’\\’.SpCl“OI’]C\\VCSI\\/ZIICF.COI"H

of his career that began with the landscape mentioned above and encompassed major Photorealist canvases,
funky painterly montages and reliefs of the 1980s, watercolors and more, many of which featured his
preferred boy’s toys—akin to those of Chris Burden, prompting one to wonder what a Morley/Burden
exhibition might look like and what insights into “masculinity” it might offer—model planes, model boats,
toy soldiers, and wonderfully polychrome sculptural animals wild and domestic, as well as a life-sized
figure of a British marine. In the aggregate, they demonstrated a lifetime of empirical invention in many
media and many representational idioms.

For students hamstrung by the ideological strictures of post-modern discourses of numerous kinds
Malcolm’s object lessons in full-bore multifarious facture were liberating. They provided abundant
evidence that insouciant improvisation, betting on the long shot and choosing aesthetic anarchy over
decorum could bear spectacular results—so long as they found themselves at the disposal of fearless and
ceaselessly tinkering hands. A graduate of the school of hard knocks—in addition to reform school Malcolm
did time in prison for burglary—and of the Camberwell College of Arts in the then unglamorous South
London along with the tonier and more prestigious Royal College of Art nearer the center of the city,
Malcolm was an insatiable student of the Grand Tradition, whose late life passion for “swagger portraits”
of Admiral Nelson and other “heroes” of the British Empire would have cast him as an easy target for post-
colonial critique had his obvious, not to mention fertile, contradictions and irrepressible contrariness not
made him so engaging.

Image courtesy the author.

Moreover, Malcolm wore those contradictions like badges of honor. Or rather like a costume in his own
updated re-creation of the charming shit-stirrer Gulley Jimson from The Horse’s Mouth. Accordingly,
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Malcolm arrived at the opening of his exhibition at Yale wearing an elegant felt hat and a hyper-posh black
woolen overcoat from Saville Row, which he peeled off to reveal a fire engine red plaid suit set off by a
bright green tie. Then, having made his entrance, he worked the room for several hours, talking to students
and faculty not like an elder statesman resting on his laurels but like the restless, trouble-making maker that
he was, someone who could give the youngest of the young and the cheekiest of the cheeky a run for their
money. The gallery was abuzz with his images and with the effect that he had on all who came in contact
with them and with him. It was a great evening. The paintings remain and they will continue to startle the
eye and stimulate conversation long after the “verities” of late 20th and early 21st century critical chatter
have been rendered obsolete.

Robert Storr
Brooklyn, 2018

Richard Serra
Looking at Malcolm’s paintings

What it is

Is and is not

What it means

When | look at Malcolm’s paintings | mix my sensations and memories with my immediate perceptions. |
don’t know how to separate them, | don’t understand what comes from my recollection and what comes
from my perception.

Malcolm’s paintings converge with my memories even though their subject is Malcolm’s memories,
Malcolm’s sensations.

What you see and what you think you see are not always synonymous with what’s present which also
includes what’s absent; what’s in the gap, the caesura of perception.

In that gap | find cynicism that targets social progress, | find friction, collision, collapse and catastrophe.
The difference between one Morley and another is in the ideas they contain about painting which take me
beyond the visual.

Richard Serra
February 2005

Dorothea Rockburne
Dear, sweet Malcolm,

Damn! You know that I love you, love your sheer devilment! I’ll miss you, your art, and your ever inventive,
wonderful intelligence.

We met in the early 70s on Crosby Street. You were painting a street scene from your fire escape. Spotting
me you introduced yourself. Showing me your work, you explained that you painted upside-down. That
didn’t get a rise from me. You continued to chat it up telling me how you learned to paint... in prison. [Still
no desired effect from me.] How could you know | was partly English? | was raised in this rapport!
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Next, you explained in England you had been a second story man, a thief. You related how you would enter
a bedroom through the open window. Couples were either sleeping or fucking. You’d emulate their
breathing, go through their pockets, then escape. Caught and sent to prison you learned to paint and fell in
love with art. Only now can | tell you how amazed | was by your past, back then I simply nodded and said
hmmm!

The next hilarious Malcolm scene occurred when we were both in Xavier Fourcade Gallery in the 80’s.
Xavier had, against all odds, managed to clean up your bad habits. That freed you to paint. You were doing
well.

The summer of 1981 was hot in New York. | was working on the Large Angel Watercolor on Vellum Series.
Xavier and | were having fun with Angelology. On the phone daily from Bellport, he would translate archaic
angelic information for me from his French Library; often he would send a car on Sundays to drive me out
to Bellport for a welcome swim and lunch.

On one such occasion, Malcolm and his then new Brazilian wife joined us. We were sitting at the table
dawdling after lunch when Xavier suggested a game: If we were to die and be reincarnated as an animal,
which animal would each like to be and why? | was breathless waiting for your response. The question
went around the table with the usual answers—a giraffe, a lion, a bear, a cat, a dog, a tiger etc. until it came
to you. Carefully studying everyone’s face you stated (having just been married), “I would like to return as
awoman.” Silence reigned. It worked. They were shocked and | broke up in laughter. We had always loved
and understood each other.

Your social form of rebellious love will always remain in my heart.
Love,

Dorothea

Bonnie Clearwater

Malcolm Morley was a risk-taker. Pigeonholed as a photorealist early in his career (a term he rejected in
favor of “super-realism”), Morley defied categorization by frequently changing his work. As soon as a body
of work was successful, he felt compelled to take a new tack, remarking, “You only really succeed by taking
risks.” A child of war-time London, Morley lost his unfinished miniature model of the battleship HMS
Nelson when he left it to dry on his kitchen windowsill, only to be destroyed that night, along with part of
his home, in the blitz. This model became his “Rosebud,” representing the perfection he sought to achieve
throughout his career. The frequent changes in his work perplexed those who wished he kept making the
exquisite paintings of photographs of ocean liners that brought him fame in the 1960s, but his bold
experiments were hailed by other painters. In 2005, when | was organizing back-to-back solo museum
exhibitions for Albert Oehlen and Morley, Oehlen told me that Morley was the American artist who had
influenced him the most. Although I never asked Oehlen what he meant, his revelation propelled me to
remap Morley’s work as a missing link between a vein of modernism that fused abstraction with figuration,
and the artists of the postmodern generation. Painting gave Morley a sense of peace. Dividing his source
imagery into square sections on his canvas, his world became whichever quadrant he was painting at the
moment. His technique was democratic, no square was more important than the other. And when he reached
the last square, all the segments coalesced into a single brilliant image. | was fortunate to work with Morley
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when he was 74, and at the top of his form. By then he had the luxury of time to understand the consequences
of his actions and to find meaning and continuity in his work, as well as his place in art history.

Bonnie Clearwater
2018

Malcolm Morley, SS Amsterdam in front of Rotterdam, 1966. Liquitex on canvas, 63 1/2 by 83 1/2 inches. Private collection.
Courtesy the estate of Malcolm Morley and Sperone Westwater, New York.

Alanna Heiss

Malcolm was a rascal. No doubt about it. He was also a tormented, talented, ambitious visionary. He was
dangerous. Primarily self educated, he was a voracious reader and wildly over informed about a vast array
of subjects. His wit was quick and sharp and could be deadly. I was always quite careful around Malcolm
even when joking as | wanted to avoid exposing a lack of knowledge. | wanted him to respect and like me.

I succeeded, largely, in this goal. Malcolm frequently, and generously, referred to the importance of a show
of his work that | organized at the Clocktower in the “80s.
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I believe it was Klaus Kertess but it could’ve been any one of a number of (painter) friends who alerted me
that Malcolm both needed and deserved a show at the strange, exclusive, tower in the sky that | ran where
I exercised the extraordinary luxury of curating one artist shows in a space high above the Tribeca skyline
with a large clock on each side symbolizing both timelessness and timeliness. Called the Clocktower, there
had been since 1972 a run of wonderful shows each focusing on the special and sometimes strange quality
of artists’ dreams. This is where Carl Andre showed the poetry he wrote for his mother. This is where
Dennis Oppenheim did the famous piece with the German shepherd. This is where Lynda Benglis first
made her odd tied gelatinous bows, and this is where I invited Malcolm to develop a show that would
explain to his artist colleagues what he had been up to the previous five years.

We all knew Malcolm was a great artist, but we also knew Malcolm was troubled and from time to time he
would reject all around him, including his own work. He explained to me that he wanted this show to not
only prove a point but to prove several points, his position in painting, and his opinion about other painters.
Always optimistic, | suggested that we organize a panel with three other painters he admired to discuss their
positions. The painters we chose were Brice Marden, Robert Ryman, and Joan Mitchell. Knowing that
Malcolm was held in high regard, | thought that support from the great painters of the moment would
increase Malcolm’s confidence that he could follow his own path. Unfortunately all the painters rejected
this invitation. Brice told me he was too depressed to take part in the exercise. Joan Mitchell told me to get
lost, and Robert Ryman said he couldn’t speak in public. I made Ryman come because he is such a nice
guy that he couldn’t resist but true to his promise, he refused to say anything about painting except “uhm.
Uhm uhm.”

Malcolm and | had chosen a beautiful show of powerful new paintings which accurately reflected his
previous years of unseen work. The opening was mobbed by artists excited by the opportunity to see the
new work and to hear Malcolm explain his role as a painter in the cluster of the admired painters of the
moment. | was proud to be a part of the evening and to hear Malcolm speak with his customary
extraordinary abilities. The panel began and | introduced Ryman and Morley, and when I asked Morley to
speak he dived under the table and brought out a large paper bag from which he gleefully extracted handfuls
of torn up paper that he threw in the air! He then ran around the room throwing the paper in the air yelling,
“that’s all there is folks! That’s all there is! You can just tear up all your theories and throw them in the air,
it doesn’t mean anything!”

Although this was the time when performance was emerging as a viable exponent of art logic, this
performance failed miserably. Once again Malcolm was seen as a kind of discontent who put little value
on that which we valued so highly.

However the show itself was the argument and the only argument needed for Malcolm’s genius despite his
deliberate rejection of the opportunity to be a member of the club. It was clear and although Malcolm was
no club member and would never be, he was a real artist.

Les Levine was worried that Malcolm was a potential suicide. He told Malcolm, “if you think you might
do it, be sure to call me and I’ll come and take a last picture of you.” That’s how he came to take a picture
of Malcolm in Central Park sitting disconsolately on a bench. We used that photograph, of a lonely and sad
Malcolm for the poster of the show.
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Peter Krashes

Malcolm liked a perhaps apocryphal story
about a conflict between Alexander Calder and
Frank Lloyd Wright. In Malcolm’s telling,
Wright was forced to accept a Calder mobile in
the atrium of the Guggenheim so he stipulated
it be solid gold. Calder assented as long as the
gold was painted black. Malcolm saw
gamesmanship as a natural outcome of creative
convictions. He called it “historic ambition.”
He took on his own actions as well as figures
like Picasso and Cézanne and Turner who
loomed large in his creative life.

I think the bold suits Malcolm wore in public,

and the hand-striped overalls he wore in the
Gridded eyeglasses assembled by Malcolm Morley. Image courtesy ~ studio were a product of his deep self-
the author. identification with being an artist, and more
specifically with painting as a practice. He wore and painted the same colors. At varying points in his career
he performed as a painter in public and created surrogates for himself inside his work. | don’t think he
believed there should be much separation between his dream-life, what happens in the studio, and life in
public. This lack of boundaries produced uncontrolled outcomes, (he painted phalluses while collecting
containers in the studio—we called it “The Search for the Perfect Container”) and startlingly fine-tuned
insights. It also enabled him to set aside his own inhibitions, whether with brush or career. It was good if
an action evoked opposition, especially his own.

As vivid as his imagination was, his painting was nearly always grounded in observation. Not just his
painting. He always looked around for better ways to do things. If a tool he needed didn’t exist, he made it.
Perhaps the single tool he made that best captures him was a pair of gridded eyeglasses. They help break
down what you are looking at as long as you don’t move. Malcolm was generally on the move.

Sir Norman Rosenthal

As | write this short tribute to the memory of one of the greatest painters of the last half-century, Malcolm
Morley, | happen by chance to be sitting in the middle of an outstanding group of his works belonging to
Andy and Christine Hall. The Halls, particularly independently-minded collectors, were great friends and
supporters of Morley since the nineties. This group of paintings is housed in Schloss Derneburg, near
Hanover in Germany, formerly occupied for many years as a studio by Georg Baselitz, but now brilliantly
transformed by the Halls into a museum accessible to visitors—a place also of true romance.

This coincidence means much to me personally, as Malcolm was the poster artist for what was by far the
most significant art show | ever co-curated, A New Spirit in Painting, which opened at the Royal Academy
of Arts in January 1981. | collaborated on A New Spirit with Christos M. Joachimides, who too passed away
earlier this year, and Nicholas Serota who went on to stage a great show of Malcolm’s works at the
Whitechapel Art Gallery where he was then director.
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In the early 1980s, Malcolm was making those extraordinarily dense expressive paintings of parrots,
camels, cowboys, and native Americans that evoked exotic, even lost “fantasy” child-like colonial worlds.
They matched, nonetheless with their very own style and mood, the new painterly expressionism of his
European contemporaries, such as Baselitz himself, as well as newer, younger artists on the scene, such as
Julian Schnabel and Francesco Clemente. But the fact is that Malcolm had much earlier already led the
world of new painting by literally inventing Hyper-Realism, largely in a great series of ocean liner paintings,
which in their time served as a great antidote to Pop Art while at the same time being a kind of necessary
and vital sub plot to that world.

Malcolm was, of course, born into a British working-class family, but became a quintessential great
American painter. His style of painting was constantly evolving as it conjured various motorized sports
vehicles—bikes and cars, airplanes, but also horses. But with the evolution Malcolm always conveyed the
profundity and even necessity of holding onto a certain child-like innocence. He was, indeed, immensely
widely read, especially in matters pertaining to the human mind. However, it is touching, at least to me,
that his last paintings present us with richly colored fantastical worlds of medieval castles: the knights that
joust in shining armour were all based on toys that littered his house and studio. And yet through it all
Malcolm was the most modern of painters, not say of individuals.

Malcolm was a marvelous man indeed, one of huge artistic achievement against many odds!

Derneburg
July 2018

Nancy Hoffman

It has been many years since | have seen Malcolm, and while we lost the thread of connection, he was never
far from my mind—especially his energy. | marveled at his willingness to go out on a limb and stay there,
allowing in dream-like images, which became part of his work. His daring was undeniable, his mash up of
subjects was uniquely his. He was not a “photo realist” like others in that movement, though he often used
postcards and photos as reference.

He was a renegade presence in SoHo in the “70s and “80s, peripatetic in his connection to galleries. Nancy
Hoffman Gallery had the good fortune of working with him during a particularly fertile, rich,
adventuresome period of his life in the *70s when he was experimenting with wide ranging imagery.

In the summer of ‘78, while at the Venice Biennale, | came upon his spectacular L.A. Phone Book page
painting, real yet raw, pulsing with life. | decided to send him a postcard to tell him that he stole the show,
and plucked a card of Guardi’s Bucintoro from a postcard vendor, never thinking it would turn in to a
painting. Lo and behold, months later Malcolm completed The Ultimate Anxiety with Guardi’s image
painted in his muscular fashion, and through the center of the painting he placed a toy train from the Lewis
catalogue, recalling his London youth, referencing the shape of Venice bridges and disrupting what would
otherwise have been a classic image of the ship that protected Venice.

That was Malcolm then, the brilliant disrupter. He and his genius will be sorely missed.

Nancy Hoffman
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Brooks Adams

Malcolm Morley needed me in the “90s. That is, he needed a younger American critic to write an essay for
his 1995 retrospective at Fundacion “la Caixa” in Madrid, organized by the European poet, curator, and
former museum director Enrique Juncosa. All the subsequent catalogue essays for galleries were a terrific
chance. Do you know how exciting it is to get a first crack at deciphering dense new paintings, and the
occasional sculpture, by an eccentric, quixotic genius?

In person, during our studio visits, Malcolm was often flirty and gallant, lacing his comments with the
occasional “dear” or “darling.” What did it signify? It seemed a throwback to an older, English lingua franca
of difference—a strange survival in his now more established, though still quirky, individual style of
speaking.

In the late *50s and “60s, was he an Angry Young Man or more of a Joe Orton type? There was that criminal,
Jean Genet-esque aspect of his youth. Was he a bohemian tough, like one of those scrappy, Fitzrovian artist-
pickers and their hangers-on in Anthony Powell’s multi-volume novel, A Dance to the Music of Time?

New York, February 2011. It was cold. | was staying in a hotel on the Upper East Side, took a cab to Penn
Station, then a train to Bellport where Malcolm met me at the station, seemingly still in his pajamas, an
overcoat thrown over them. | had come from Europe as he had, long ago. The conversation in the car was
polite. He was reading a biography of J.D. Salinger, a strange choice | thought at the time. We were floating
through the winter landscape of Long Island. I realized with some shock that Malcolm was driving and that
I was going to be spending the night at his house.

Brookhaven. July 4th weekend, 2018. Around the pool at Tom Cashin and Jay Johnson’s, down the road
from where Malcolm had lived and worked in a converted church, Lida Morley mentioned that Malcolm
was once a redhead.

Greece, July 2018. It was hot. | was sitting in the Pirate Bar in Hydra, looking at the boats. One with an
electric blue stripe on a red hull. Another caique painted a dull dark blue with a feeble yellow stripe. The
white crests of water from speedboats, wakes crisscrossing, when we had earlier arrived by ferry from
Metochi: all of it was Malcolm.
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Malcolm Morley in his studio in Bellport, New York, in 2009. Courtesy Sperone Westwater, New York. Photo: Jason Schmidt

Gian Enzo Sperone
Dear Malcolm,
For many years I’ve been unable to classify your painting: fathers, mothers, grandparents, etc.

It isn’t that | haven’t tried. The thing is, you were—and are—an unusual painter whose originality doesn’t
reveal any underlying influence.

One of my obsessions in my youth was the problem of influences in art. That subsided in the early ‘70s
with Harold Bloom’s book, The Anxiety of Influence, but it does explain why I’ve always found your work
mysterious and undefinable; precisely because it’s rather rootless.

Your work isn’t this and isn’t that, doesn’t derive from this and doesn’t derive from that, respects the norms
but at the same time violates them: consequently, it forms a page of true independence and extravagance in
the history of painting.
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In a context punctuated with the triviality of phoney and often unimaginative anarchists, your intuitions—
yours and yours alone—are prized material.

Your friend and dealer
Gian Enzo Sperone

Ken Miller

I first met Malcolm Morley at one of Alanna Heiss and Fred Sherman’s famous summer paella parties.
Malcolm was probably already in his seventies, |, headed in his chronological direction. Sitting down over
plates of delicious rice, beans, shrimp, and clams, lovingly prepared by Alanna’s paella specialist, Charley
Balsamo, we bonded over a mutual life-long love of marijuana. | sensed that Malcolm’s wife Lida was
becoming increasingly nervous as the conversation lingered on that subject, and then it reached the point
where he asked with a gleam in his eye “Are you holding?” My wife, Lybess, pinched me and nodded her
head in the direction of Lida who was frantically waving me off.

We subsequently met many times at their studio/home in Brookhaven and at ours on 17th Street in
Manhattan where hangs a particularly nice Morley, an ocean liner with a life-boat dangling off its side.
There’s a lamp strategically placed so as not to obstruct the view but to protect the escape vessel from hands
which might carelessly knock it from its moorings.

Once he admired a Moroccan fez | had donned on a lark, and after I took it off right then and gave it to him,
it remained on his head for days, the white on his rice. The conversations we have had about art, philosophy,
human nature, and our pasts—often punctuated by laughter—resonate as some of the more honest and
essentially human exchanges it’s been my privilege to experience.

Requiescat In Pace, Malcolm. Juvenile delinquent. Borstal boy. Bricklayer. Three dimensional artist.
Multidimensional man. Truthspeaker. Deepseer. Lifelover. Friend.

Ken Miller
Enrigue Juncosa

I met Malcolm Morley as | curated a retrospective of his work for Fundacién “la Caixa” in Madrid. The
show opened towards the end of 1995 and travelled the following year to the Astrup Fearnley Museet voor
Moderne Kunst in Oslo. Malcolm was a great person to work with: he was an enthusiast, incredibly bright,
and had a terrific sense of humor. He was also very generous. | was a freelance curator at the time and had
not organized that many shows yet, but he seemed happy with anything I suggested or wanted to do. He
also loved to talk, from old time stories and gossip about the art world, to serious reflections about his art
and that of other artists he admired, like Picasso or Cézanne. He talked about painting as if it was a matter
of life and death. He also liked to travel, especially by ship. He loved boats and aeroplanes—their shapes
but also their suggestion of adventure. | remember Malcolm enjoyed meeting an admiral, who for some
reason attended his opening in Madrid. He did my portrait while we were having a drink in the terrace of a
bar, and later gave me a wonderful watercolor depicting a waterfall in Jamaica. When we were in Oslo,
everything was covered with snow and it was freezing. We had dinner in one of the houses of Mr. Fearnley.
He had a room furnished with Viking furniture, and also an indoor swimming pool and a ping-pong table.
Malcolm was very good at this game. Mr. Fearnley also enjoyed big game hunting and there were heads of
large antelopes hanging all over the walls. Later on, | bought one of Malcolm’s paintings for the collection



SPERONE WESTWATER
257 Bowery New York 10002
T+ 1212999 7337 F + 1212999 7338

\\f\\f\\’.SpCl“OI’]C\\VCSI\\/ZIICF.COI"H

of the Museo Reina Sofia. Later on | visited Malcolm and Lida at Bellport. It really suited him to live by
the sea. Malcolm’s work is greatly admired by other painters, and | remember having spoken about him
with Terry Winters, Cecily Brown, Miquel Barcel6, Francesco Clemente or Philip Taaffe. Morley’s work
was central to the art debates that dominated the art world in the ‘70s and “80s. After that, his work became
more and more personal, like perfect material for psychoanalysis. It would be great to see his work in depth
in New York very soon.

Robert Hobbs
Pre-Imaging and Painting Discrete Bits of the Visual Spectrum

Unlike other Brooklyn Rail contributors offering telling anecdotes about their friendship with Malcolm
Morley, my association with him was strictly professional. In 2004 Angela Westwater invited me to write
an essay on Morley for a May 2005 exhibition of his work at Sperone Westwater. | then spent an afternoon
with Morley, who had been profoundly affected by a breakdown several years earlier that had left him
speechless for six months, resulting in a return to his 1960s super-realist painting practice. This episode no
doubt made him regard each interview as an opportunity to set the record straight about his ongoing effort
to pre-image a single cell in a gridded photograph in order to transform it into painterly equivalents, and he
was consequently very forthcoming.

Morley felt the need to be as faithful as possible to the discrete, small cutout blocks of photographic imagery
that he would take from a chosen photograph in order to carefully analyze each one in an attempt to pre-
image it in terms of the tones he would then transpose to his canvas. Even after undertaking these
precautions to ensure painting a primary role in the conceptualization and actual production of individual
cells, he realized that slight, yet critical, qualitative gaps or breaks would intervene.

Although this process has often been attributed to Chuck Close’s efforts to break down photographic images
into discrete bits of visual information, Morley started doing it two years before Close, who was one of his
fellow teachers at the New York School of Visual Arts. Even though Morley worked with photographs, he
was far less interested in analyzing photography’s ways of warping vision through the necessary licenses it
takes with depth of field than in understanding how he as an artist was able to perceive the world. For all
their drama—and certainly Morley’s subjects of sports and news events in his later works are highly
dramatic—his own acts of pre-imaging, followed by his transposition in paint of the resulting images, is
the very human stage comprising his stirring paintings.

In my opinion Morley’s approach has definite antecedents in the English picturesque tradition of
envisioning actual landscapes as equivalent to works of art before actually painting them. His tactic also
resonates with Cézanne’s heroic efforts to understand a selected motif in nature before transposing it to
watercolor and oil paint. | view Morley’s pre-imaging as an acceptance of Kant’s a priori that precludes
any direct understanding of the world since it is always mediated in terms of space, time, and the causes
one might attribute to it; but Morley does so while still countering this transcendental means of knowing
through the most rigorous empirical means possible.
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“Malcolm Morley (1931-2018).” www.artforum.com (Artforum), 2 June 2018.

ARTFORUM

Malcolm Morley in front of his painting Thor, 2008. Photo: Xavier Hufkens and Sperone Westwater.

The London-born and New York-based artist Malcolm Morley, a self-described “super-realist” known for
his paintings of ocean liners and airplanes modeled after paper-made kits, has died. The galleries that
represented him, Xavier Hufkens in Brussels and Sperone Westwater in New York, confirmed his passing.

The artist was eighty-six years old.
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“With a career spanning over six decades, Morley developed a highly individual and expressive style of
painting,” Sperone Westwater said in a statement. “This placed him at the heart of the contemporary debates
about painting, its authenticity and surface, and the validity of figuration versus abstraction. Morley defied
stylistic characterization, moving through so-called abstract, hyperrealist, neo-romantic, and neo-
expressionist painterly modes, while being attentive to his own biographical experiences.”

Born in London in 1931, Morley had a troubled childhood. When he was twelve his home was destroyed
by a “Doodlebug,” or an early cruise missile called a V-1 bomb, during a Nazi blitz. The artist recalled
lying in his bed before the explosion that destroyed the shoe store below his family’s apartment and caused
the wall of his bedroom to collapse. During psychoanalysis therapy years later, Morley would come to
realize that a model of a ship that he had been working on for months had been lost in the bombing. The
unfinished vessel would drive the artist to create countless compositions featuring battleships, tankers, and
other boats as well as other references to World War I1.

Shortly after the loss of his childhood home, Morley would attend a Naval boarding school in Surrey.
However, his plans for the future were derailed after he was arrested for petty theft and sentenced to three
years in jail. While behind bars, the artist learned about Vincent van Gogh in Irving Stone’s novel Lust for
Life, 1934. The book inspired him to make art.

Morley was released from prison at the age of twenty. His parole officer arranged for him to study at the
Camberwell School of Arts and Crafts in 1952. He went on to take classes at the Royal College of Art,
where he met artists Peter Blake, Frank Auerbach, Joe Tilson, and Richard Smith as well as his mentor
Carel Weight, a year later.

Fueled by a Tate exhibition of American art, and a girl he met on the number 37 bus, Morley moved to
America in 1957. He married the girl, but the union didn’t last, so he eventually made his way to New York,
where he brushed shoulders with Willem de Kooning, Salvador Dali, Barnett Newman, Andy Warhol, and
Roy Lichtenstein, who would help him find teaching jobs. He would live in and around New York City for
the rest of his life.

Considered at the forefront of photorealism in the 1960s, Morley preferred to be called a “super-realist,”
which is derived from Russian avant-garde artist Kazimir Malevich’s notion of suprematism. Morley would
paint images of horse races, beaches, and royal pageants by making use of the grid system, dividing his
canvases into squares in order to ensure each area of the work received equal attention. By the 1970s, he
tired of photorealism, claiming that it was being overdone, and he adopted a more abstract and expressionist
painterly style. He pinpoints this transition to the work titled Race Track, 1970, a depiction of a South
African horse race, which he painted a large “X” over.

In 1984, Morley became the recipient of the first Turner Prize. He was recognized for an exhibition staged
at Whitechapel Gallery, which was organized by Nicholas Serota. He was also the winner of the 1992
Skowhegan School of Painting and Sculpture’s Painting Award.

Morley’s work has been featured in a number of exhibitions in Europe and North America including the
Guggenheim Museum’s landmark survey “The Photographic Image” (1966), Documenta 5 (1972) and
Documenta 6 (1977), and the Royal Academy’s pivotal group show “A New Spirit in Painting” (1981). He
has also had solo shows at various institutions including the Museum of Contemporary Art, Chicago (1984);
the Centre Pompidou, Paris (1993); the Fundacion La Caixa, Madrid (1995); the Hayward Gallery, London
(2001); and the Schloss Derneburg Museum, Derneburg (2017-2018).
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“Malcolm Morley, inaugural Turner Prize winner — obituary.” www.telegraph.co.uk (The Telegraph), 17
June 2018.

The Telegraph

Morley in 2012 in front of his painting Icarus CREDIT: NEW YORK TIMES / REDUX / EYEVINE

Malcolm Morley, who has died aged 86, was a British expat painter and former jail bird who won the first
ever Turner Prize in 1984, after making his name in America.

It was while serving three years for breaking and entering in Wormwood Scrubs that Morley first began
painting. After moving to the US in 1958, he emerged in the 1960s as a pioneer of “photorealism”, with
paintings based on postcards and holiday brochures. In 1970, however, he executed an abrupt change of
direction, symbolised by his painting a huge red “X” across “Race Track”, a painting of a horse race in
apartheid South Africa.

He had not intended to deface the painting, he explained later, but he had just gone to see Costa-Gavras’s
film Z, about the fascist military junta that overthrew the Greek government in 1967: “I came out of that
movie wanting to kick a cop in the balls or something, and the only thing | had was this painting.”

Morley then embarked on what he called a “catastrophe” phase, with apocalyptic paintings of disaster and
destruction that contained elements of abstraction and surrealism. The ocean liners which he had depicted
in his photorealist phase sailing past the Statue of Liberty were now found beached on top of a New York
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skyscraper. “You paint a photorealism of the consciousness, and
| paint a photorealism of the unconscious,” Salvador Dali once
told him.

Though there were recurrent themes in his work — ships were a
constant — Morley continued to experiment, defying
categorisation as he explored styles variously described as
abstract expressionist, neo-expressionist, neo-romantic, post-
pop — even, on occasions, performance art.

In 1983 the Whitechapel Gallery held a retrospective of his
work, put on by the gallery’s director Nicholas Serota, and on
| the strength of this he won the Turner a year later. No doubt
gratifyingly for the organisers of the award — granted in
recognition of a major new contribution to British art — the
announcement provoked a storm of rage from some critics
unable to accept that candidates who practised their art in
Britain — Richard Deacon, Richard Long, Howard Hodgkin,
Gilbert and George — had been overlooked in favour of someone
living in America.

Morley himself was somewhat queasy about accepting the
award. “I think it’s disgusting,” he told a journalist. “The way
Malcolm Morley in 2001 CREDIT: JACK they’ve conducted the giving of this prize: it’s like blood sport.”
MITCHELL/GETTY IMAGES But, he admitted later, “I didn’t have the strength to turn it

down.” And besides: “I saw it as a signal to go ahead and be
more myself. And, in a funny way, | felt Britain didn’t let me down.”

It was difficult to imagine Morley painting the way he did had he stayed in England, yet his work was full
of references to the Britain of his youth — particularly in his later years, when model ships, soldiers, aircraft
and toys became regular parts of his repertoire of imagery.

In an interview with The Guardian in 2001 Morley claimed that everything in his turbulent life — prison,
multiple divorces, drugs, depression, psychoanalysis —was driven by one devastating childhood event — the
night his home in London was destroyed by a V-1 flying bomb and with it a balsa wood model of a navy
battleship which he had been working on.

“Years later, when | was in psychoanalysis, a memory of the bombing came up and I realised that all those
ships 1I’d done had to be to do with me trying to paint that battleship | never finished ... It doesn’t matter
how much | try to paint the perfect picture,” he said, “it never can be that ship that got lost.”

Malcolm Morley was born in Stoke Newington, London, on June 7 1931. He never knew his father, and
when his mother married a Welshman he was brought up under the name Evans.

It was not a happy childhood. His stepfather was violent and he was sent to a naval boarding school aged
six. “There were all these homes and things in between. | kept on running away from all these schools.
When the doodlebug arrived, we were refugees in a sense, billeted in other people’s houses. And then | just
wandered the streets from a very early age. | was a loner.” He took refuge in making model boats.
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In 1945, aged 14, Morley left to be a galley boy on an ocean-going tug, but was violently seasick and
jumped ship in Antwerp, where he joined the ranks of hustlers struggling to keep their heads above water
in postwar Europe, posing as an American sailor so that he could steal things to sell from an American
military canteen.

It was not long before he was caught by the
military police and sent back to England where,
on his 16th birthday, he was found guilty of
housebreaking and ended up at a borstal near
Birmingham. Back in trouble after his release,
he ended up in Wormwood Scrubs. There,
inspired by reading Lust For Life, Irving
Stone’s novel based on the life of Vincent van
Gogh, he enrolled in a correspondence course
in painting.

Released after two years, Morley spent some
time as a hotel waiter in the artists’ colony at St
Ives, Cornwall, and while he was there his old
parole officer arranged for some art schools to
see the work he had produced in prison.

Morley was offered a place at the Camberwell

School of Arts and Crafts in 1952. A year later

he moved to the Royal College of Art where his
Family Portrait, 1968, acrylic & oil on canvas, by Malcolm Morley fellow students .mCIUded Reter Blak.e’ Frank
CREDIT: BRIDGEMAN Auerbach, Joe Tilson and Richard Smith.

In 1957 he moved to New York after meeting “an American girl on the number 37 bus”. He would not see
his mother for another 26 years. He married the girl, but the marriage (the first of five) soon broke down.
By the time it did Morley was finding his way in the US art world, hanging out with such figures as Willem
de Kooning, Jackson Pollock, Roy Lichtenstein, Salvador Dali and Barnett Newman.

At first, he dabbled with abstract expressionism, but it was his dramatic move to photorealism that made
his name. His initial efforts at painting ocean liners docked in New York were too big: “So | got a postcard
and divided it into a grid, a technique we’d used in art school but I’d forgotten about when | was busy being
an abstract expressionist. ... It was the total opposite of abstract.”

Yet, behind the slick imagery, there was always an undercurrent of disquiet. In one picture, featuring an
all-American family, tanned and jaunty, enjoying a day on the beach, the sea is turquoise, the sands are
silver and there is no cloud in the sky. On closer inspection, however, the fixed smiles appear jarringly
false, while the face of the blonde daughter is twisted into a grotesque leer.

Richard Dorment in The Daily Telegraph found these and other images to be “cruel pictures painted by a
person emotionally cut off from the possibility of enjoying the ordinary pleasures portrayed in them”. The
uneasiness would become more explicit after Morley’s move away from photorealism.
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In the early 1970s Morley taught art at Stony Brook University where, often high on cocaine and LSD, he
would turn up to lectures dressed in bizarre assortments of women’s clothes. By 1973 he was splitting from
a third marriage.

Malcolm Morley in 2007 CREDIT: PATRICK MCMULLAN VIA GETTY IMAGES

Psychoanalysis and the grid technique seem to have led Morley’s art in several new directions, ending with
his rediscovery of his boyhood joy in model-making. He continued to paint seven days a week until his 80s
and became an American citizen in 1991.

Morley’s work is found in museum collections around the world, and he was the subject of several
retrospectives including at the Hayward Gallery, London in 2001 and at the Ashmolean Museum, Oxford,
in 2013.

After four marriages ended in divorce, he found happiness with his Dutch-born fifth wife, Lida Kruisheer,
whom he married in 1989 and who survives him.

Malcolm Morley, born June 7 1931, died June 1 2018
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Genzlinger, Neil. “Malcolm Morley, Dynamic Painter of the Real and Surreal, Is Dead at 86.” The New York
Times, 12 June 2018, p. B12.
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Greenberger, Alex. “Malcolm Morley, Pioneer of Photorealist Painting, Dies at 86.” www.artnews.com
(ARTnews), 2 June 2018.

Malcolm Morley in front of his 2008 painting Thor. Courtesy Xavier Hufkens and Sperone Westwater

If there is one common thread that runs through Malcolm Morley’s output, which spans the gap between
Photorealism and surrealist tableau, it’s ships. Vessels sit in port, float through open seas, explode mid-
air, zig-zag through choppy waters, and sail forward in his canvases, creating compositions that, depending
on the mood of the picture in question, are either energetic or decidedly somber. Morley often ascribed his
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interest in ships to battles he used to create between toy models. But, he sometimes cautioned, the ships
were “more than toys”—they became tools for him to explore issues related to scale and size.

Fittingly, Morley’s painting was a rigorous form of play that lasted the whole of his career. Morley has died
at age 86, Brussels’s Xavier Hufkens and New York’s Sperone Westwater galleries, which represented the
artist, confirmed today. In a statement issued by both galleries, they wrote, “Morley defied stylistic
characterization, moving through so-called abstract, hyperrealist, neo-romantic, and neo-expressionist
painterly modes, while being attentive to his own biographical experiences. Thank you Malcolm, for your
captivating art that broke new ground, your unique character, your exceptional knowledge and your
friendship.”

Morley is often discussed in relation to the Photorealist movement, which sought to strip any sense of
authorship from the act of painting through the creation of carefully worked images that mirror their
photographic sources. However, Morley said he preferred the term “super-realist” to describe his work,
because it aligned it with Suprematism, the early 20th-century Russian avant-garde that sought to distill
painting to its most basic forms.

Morley’s method often involved dividing a canvas into a grid—a technique he had borrowed from his friend
Richard Artschwager—and intricately copying postcards of ships. “It was the total opposite of abstract,”
Morley said of the “excruciating” style in an interview with the Guardian. The results of Morley’s labor
were extraordinarily detailed images of vessels that are quaint and strange, and also a little drily funny,
since they are so clearly reproductions.

But only a few years after he began creating these works, Morley began moving away from a Photorealist
style. He said that he considered his final work in this mode to be Race Track (1970), an image of just that
with a big red X superimposed on top of it. The work is at once a protest (Morley was acting in defiance of
apartheid in South Africa, where the race track was located) and an abandonment of Photorealism (he was
crossing out a picture made using the style).

In the decades that followed, Morley, whom Salvador Dali once labeled one of the best contemporary artists
of his era, began working in a mode that drew on various Surrealist strategies. One painting-cum-
performance involved visiting an auction house in Paris where a work of his was to be sold, with plans to
shoot paint via a water pistol at the picture. The auction house was made aware of Morley’s plans, and they
covered the painting in plastic; Morley nailed the gun to the work, instead. These sorts of gestures, Morley
said, were inspired by the writings of Antonin Artaud.

Morley’s later work has sometimes been seen as a freeing-up of his earlier style, due to changes in his body
resulting from old age. Planes swoop in from the sky, while ships sail through harbors and trains chug
toward unknown destinations. The perspective is deliberately distorted, as though Morley was emphasizing
the fact that he was no longer using the grid method; the compositions are bombastic and full of energy.
(Other recent subjects included athletes.) Sometimes, he affixed objects to his canvas, so that the pictures
branched out into the third dimension. He also crafted cryptic installations—one paired a reproduction of a
Jacques-Louis David painting with a cannon tied to it. In a 2015 essay about late-career painters for
ARTnews, the artist David Salle wrote of these pictures, “Morley’s work is almost punishingly dense,
demanding, uningratiating; he dares us to imagine the act of sustained concentration that goes into its
making.”

For Morley, this repeated emphasis on objects related to war—fighter planes, naval vessels, guns—came
from his childhood, which he was able to recall vividly after having underwent psychoanalysis for years.
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Morley was born in 1931 in London. His childhood home was partly wrecked during World War 11 by a
German bomb, creating a longtime fascination—or, perhaps, obsession—with conflict.

Morley was sent to naval school, but a three-year jail sentence for petty theft derailed that career route.
While imprisoned, he read Irving Stone’s 1934 novel Lust for Life, about the painter Vincent van Gogh,
which convinced him that he could become an artist. He was let out early, and his parole officer got him
into the Camberwell College of Arts in London. Shortly afterward, he transferred to the Royal Academy of
Art. In the late 1950s, he moved to New York, where he fell in with a Downtown crowd that brought him
into contact with various avant-garde strategies, principal among them Abstract Expressionism and Pop.
(His first mature paintings were abstractions.)

Among the various accolades Morley won over the course of his decorated career was the first Turner Prize,
in 1984, awarded to a distinguished British artist by Tate. He was also the 1992 winner of the Skowhegan
School of Painting and Sculpture’s Painting Award. Morley was included in the 1966 Guggenheim Museum
exhibition “The Photographic Image,” a landmark survey that explored the relationship between
photography and other mediums in contemporary art, and the fifth and sixth editions of Documenta in
Kassel, Germany, in 1972 and 1977, respectively. His work was the subject of retrospectives in 1983, at
the Whitechapel Gallery in London (it later traveled to the Brooklyn Museum and the Museum of
Contemporary Art, Chicago); in 1993, at the Centre Pompidou in Paris; and the Hayward Gallery in London
(2001).

Morley’s work is sometimes credited with having helped spur on some artists associated with Neo-
Expressionism, principal among them Julian Schnabel and Salle. But it’s not difficult to imagine that
Morley’s paintings could be motivating the move toward figuration within the medium right now. If his
influence was something Morley thought about, he didn’t speak much about it. In 2015, he told ARTnews,
“I never look back.”
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Cyphers, Peggy. “Flying Aces: Malcolm Morley at Sperone Westwater.” artcritical.com (Artcritical), 24
May 2015.

artcritical

the anline mnguzina of art and ideas

Installation view, “Malcolm Morley,” 2015, at Sperone Westwater. Photo courtesy Sperone Westwater, New York.

Turner Prize-winning painter Malcolm Morley is currently exhibiting a striking new body of paintings and
installation works at the Sperone Westwater. An accompanying monograph has also been published by the
gallery. Throughout his expansive 60-year career, Morley has deftly surfed between rigid art-world
categorizations such as abstraction, Pop art, photorealism and Expressionism. Ignoring such strictures has
allowed Morley to stay true to his subjects — most recently his fascination with military histories and
vintage paper models of planes — and, in the process, reveal hints of his own life story and obsessions.

The artist’s fascination with war harkens back to his boyhood in London. During World War Il enemy
forces bombed his family’s home. The family hurriedly left the house that night, never to return and Morley
was deeply affected by this tragedy. During my recent visit to his Long Island studio, he revealed that his
last, most poignant memory of home was the distinct image of his newly painted model airplane left sitting
on the windowsill of his bedroom.

In these recent works, Morley scripts his color-laden fighter planes, battleships, forts and cannons into
raucous, nonsensical battle scenarios — combinations of events and timelines plausible only from a child’s
point of view. His recurrent lexicon of war imagery, adapted from vintage toys and model kits, once again
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resurfaces here. They evince a subtle but important shift

in technique, towards a more expressionist brush mark, a

loosening of the underlying grid, and a distortion or

abstraction of surface. Buttery, sensuous brushstrokes

compete with more textural applications of paint.

In  Freighter with Primary Colors and B2

Bombers (2013), paint is applied as physically articulated

marks, both dry-brush and juicy, in stippled applications.

The textural elements indicate splashing waves and

bombs dropping. Meanwhile, deftly modeled tones of

blue and white create poetic transitions in the sky and

clouds. The bands of color that make up the deck of the Installation view, “Malcolm Morley,” 2015, at Sperone
sea \_/ess_el are slab-llke marks that create tension and |y ectwater. Photo courtesy Speron‘e Westwater. New
physicality as abstraction, a merger of historical fact and vork.

pure artistic license. The B2 bombers in this painting are

decorated with a variety of stripes and patterns borrowed from aircraft insignia used to guide pilots in
recognizing allied aircraft and sea vessels more effectively in the era before advanced radar and radio
technologies took over. In the painting Dakota, (2015) the carnivalesque battle engages military forces of
historical implausibility. With exaggerated, child-like renderings, history hits the blender as a Viking ship,
lighthouse, train and German fighter plane are orchestrated across a silky cobalt green expanse. Although
he is depicting naturalistic imagery, Morley does so by magnifying the abstract nature of his materials and
subjects.

A number of works in the show incorporate paper
assemblage and mixed media installation. In The
Searchers (2014) two hand-decorated model
airplanes are physically affixed to the cloudy blue sky
of the painting plane at oblique angles. Morley
explains he attaches the planes as such “to create
shadows.” In the largest and most ambitious work in
the show, Napoleon Crossing the Alps with Cannon
(2014), painting and sculptural components merge
into a theatrical, diagrammatic installation. The artist
renders Napoleon on horseback, his equestrian pose
borrowed from the famous painting by Jacques-Louis
David. A paper-and-encaustic cannon, replete with a
stack of cannonballs, occupies the floor space in front
of the painting, the weaponry aimed directly at the
portrait. They’re a commanding presence, seemingly
attacking Napoleon’s portrait and the regal militarism
for which it stands.
Installation view, “Malcolm Morley,” 2015, at Sperone
Westwater. Photo courtesy Sperone Westwater, New York. Twisting military fact with fiction, Morley’s illogical
narratives can sometimes bewilder beyond patient
observation. But the vintage model airplanes, now a primary component of his illusionist reliefs, expand
our experience beyond the nostalgia of his biography into a critique of dominant culture’s obsession with
militarism. More importantly, their presence on and around the painted image allows for a heightened
experience of time and place, both real and imagined, by creating a theatrically staged experience of
Morley’s underlying narrative.
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“The Lookout: Malcolm Morley.” artinamericamagazine.com (Art in America), 30 April 2015.

Art in America

While the U.S. government aims unmanned drones at human targets in faraway lands, Malcolm Morley’s
paintings of World War Il-era bombers and other quaint weaponry of yesteryear point to the ongoing
absurdity of war. This exhibition of recent works—all dating from 2013 to 2015—comprises 15 paintings
and two watercolors. In Aircraft on a Yellow Plane a jumble of toylike red, blue and gray propeller planes
is arrayed against a yellow ground, with all the aplomb of Wayne Thiebaud pastries. Other works are
painted with more exacting detail and recall the narrative obsessions of certain self-taught painters like
Horace Pippin. Against an expansive sea, a green plane nose dives towards a medieval turret in Dakota.
Nearby, a couple of vaguely militaristic boats and a Viking ship, helmed by a bearded warrior decked out
with a sword and goofy horn helmet, cruise the waters. A train putters along the horizon.
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Ebony, David. “David Ebony’s Top 10 New York Gallery Shows for April.” news.artnet.com (Artnet
News), 22 April 2015.

1. Malcolm Morley at Sperone Westwater

The Napoleonic Wars are still raging—at least in
several recent works by Morley in this terrific show.
Armed conflict has long been a central theme in works
by legendary painter Malcolm Morley. He uses
children’s toys, especially airplanes and warships, as
models for elaborate war narratives that seem
incongruous, played out in clashing historical periods,
and unlikely geographical settings. This exhibition is
no exception.

Napoleon Crossing the Alps with Cannon (2014)
features a striking painting-installation, featuring a
large canvas that mimics Jacques-Louis David’s heroic
equestrian portrait commemorating Napoleon’s foray
into Austria in 1800. As a matter of historical fact,
Napoleon actually rode a donkey and lugged a cannon
through the mountains, which Morley humorously
conveys here with 3-D elements, including a realistic-
looking cannon and a pile of cannon balls, all made of
paper covered in black encaustic. Elsewhere, Admiral Lord Nelson and the Duke of Wellington strike
dashing poses in Trafalgar-Waterloo (2013), with their portrait panels separated by a life-size cannon barrel
rendered in low-relief.

Malcolm Morley, Napoleon Crossing the Alps with Cannon
(2014). Photo: Courtesy Sperone Westwater, New York

Morley culls most of the images in the show from his childhood memories of World War Il. He witnessed
his toy ships and airplanes being blasted from their shelves as his family’s London apartment was bombed
in the Blitz. The family survived, though their material possessions vanished in a flash. There is sorrow and
joy in that story, just as in each of the seventeen works on view here

The Turner Prize winner, now 83, manages to imbue his poignant war tales with touches of humor, and
delivers them with masterful, painterly panache. At the show’s opening, my friend and colleague Walter
Robinson likened the works in this exhibition to late Picassos, and the analogy seems apt. After an
extraordinary career spanning nearly six decades, Morley today produces works whose childlike freshness
conveys more than ever an exuberant outlook on life, despite all of its conflicts and mayhem.



SPERONE WESTWATER
257 Bowery New York 10002
T+ 1212999 7337 F + 1212999 7338

\\’\\’\\’.SpCl“OI’]C\\VCSI\\/ZIICF.COI"H

Chiaverina, John. “Heavy Atrtillery: At 83, Malcolm Morley Is Still Doing Battle.” www.artnews.com
(ARTnews), 21 April 2015.

“I never look back,” the legendary 83-

year-old British ex-pat artist Malcolm
Morley said Thursday. Morley—who
at different points in his distinguished
career has been at the forefront of
movements like Photorealism and
Neo-Expressionism—was speaking to
me on the afternoon of his opening at
Sperone Westwater, his fifth solo
exhibition for the gallery.

We sat down on folding chairs and
talked inside of a room that houses a
striking new mixed-media installation
called Napoleon Crossing the Alps
with Cannon (2014). The work
remakes  Jacques-Louis  David’s
painting of Napoleon galloping on a
horse (which includes a great painted
faux-wood frame) and tethers it to a
handmade cannon via what the artist
calls *“a very physical rope.” Adjacent
to all of this is a stack of cannonballs

Malcolm Morley, Napoleon Crossing the Alps with Cannon, Courtesy Sperone ~ attached to wheels. The whole piece
Westwater, New York feels ready for battle.

“The painting was made first, and the idea of building a cannon developed,” Morley said. “The cannon was
built later. Linking the painting up with the cannon was a kind of inspired idea, really. Is the cannon pulling
the painting or is the painting pulling the cannon?”

(Morley was dressed quite dapperly in a houndstooth blazer and colorful scarf. He was wearing a hat that |
want to call a trilby but | can’t be sure—my brimmed-hat knowledge is pathetic. This wasn’t his opening
outfit, however. He told me that later on he would be changing into a tailored black suit.)

Morley’s past includes a childhood spent enduring the Nazi Blitz and a brief tenure in prison for theft,
which actually led to his career as an artist. After moving to the States, he first gained wide notice in the
1960s for his grid-based Photorealism works (which he prefers to refer to as superrealism) before ditching
associations with the style after it became diluted by art school students around the country.

The 1970s saw him delving into more expressionist work that would open the door for artists like Julian
Schnabel and also pulling some art-world pranks of his own: once, as an act of protest, he nailed a squirt
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gun to his own canvas at an auction house. In 1984 he was the first ever artist to receive Britain’s prestigious
Turner Prize.

Morley’s new show at Sperone Westwater marks a procedural departure for the artist: a handful of the
paintings on display were created without the use of a grid, which has been somewhat of a hallmark for him
throughout the years.

Morley said that the poetic novel Les Chants de Maldoror by Comte de Lautréamont (a favorite of the
Surrealists), in which a passage describes “the chance meeting on a dissecting-table of a sewing-machine
and an umbrella,” was a giant influence on his new grid-less paintings.

“These new paintings without a grid were painted by just starting off with one single object, be it a bomber
from World War Il, and after that was completed it would suggest another object, which would be a
lighthouse,” Morley explained. “So then the bomber, then the lighthouse, and that would suggest another
object. So the paintings were made by adding on.”

When taking about this free-association painting process, Morley might have been referring to Dakota,
which contains all of the above and more. The lighthouse in the work has an almost faux naif quality to it,
the bricks all skewed in a way that brings to mind the drawings of the late outsider artist Wesley Willis.

The scale of each object in Dakota is unrealistically proportional, as if the artist has been painting from a
couple of toys next to each other. This was not a coincidence: the genesis of much of the work on display
stems from a large cache of paper-made model airplane kits that the artist keeps in his studio, a byproduct
of his longstanding interest in English war history.

(An employee from the gallery showed me photos of work from the exhibition packed tightly in Morley’s
studio, a converted church on Long Island. Among these was a large shelf full of paper models.)

“The rule is that all of these images have to come out of these paper-made kits,” Morley explained. Some
of the models show up on actual canvases, as in The Searchers, in which two paper airplanes are attached
to a sky-and-water landscape, painted with oil on linen. The effect is a three-dimensionality that feels like
a real-space version of Morley’s photorealistic paintings. This feeling is compounded when viewing the
work through the lens of a book or computer screen.

The artist spoke of “picking subjects that have a larger human scale to it,” which has in the past included
everything from motorcycle jumpers to distinguished war heroes. There’s a sense of pop-culture heroism
to a lot of these images that spans history and traditions. Cromwell was painted from a DVD box of the
1970 movie of the same name.

“l guess what connects them is I’ve made a choice based on the idea of the painterly possibilities in each
instance,” Morley said, “and that varies a great deal.”
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McDermott, Emily. “Malcolm Morley and the Self.” www.interviewmagazine.com (Interview), 20 April
2015.

Wﬁw—

Transitioning between various mediums and styles since he
began painting in the 1960s, New York-based artist Malcolm
Morley’s most recent body of work explores his chosen
iconography through sculptures made of paper and oil paintings
on linen. The 15 new pieces, which are now on view at Sperone
Westwater in New York, expand upon motifs previously seen in
Morley’s work—fighter planes, Viking ships, lighthouses,
medieval castles, and more—through surrealistic compositions
created with the vibrancy of pop imagery. One might be led to
believe that his childhood in London amidst the tumultuous
years of World War Il is the root of such subject matter,
however, upon speaking to Morley, it becomes clear that his
source material is much simpler: an ever-growing, yet relatively
untouched stack of model airplanes, castles, trains, and other
various objects, unassembled, still in their original boxes.

For the last 30 years, Morley has collected model sets, but it
wasn’t until now, inspired by Comte de Lautreamont’s image of
a “chance meeting on a dissection table of a sewing machine and
an umbrella” in his 19th-century poetic novel Les Chants de
Maldoror, that he put the collection to use. In the works, Morley
often depicts many of the unmade objects through paint, although he also built a few of the models,
psychically imposing them upon the surface, bringing the two-dimensional forward, into the viewer’s space.

Malcolm Morley in New York, March 2015.
Portraits by Christian Hogstedt.

When Morley moved from London to New York in 1958, he was painting with an abstract expressionist
aesthetic, but soon adopted—and arguably caused the creation of the term—photo-realism. Despite leading
this painterly movement, Morley does not consider his older works photo-realistic, instead preferring the
term “super-realism.” He has since dabbled in other movements and styles, including sublime watercolors,
and exhibited solo shows around the world at establishments that include the Pompidou in Paris, Hayward
Gallery in London, the Museum of Contemporary Art in Miami, and the Parrish Art Museum just outside
of New York City.

Before the opening of “Malcolm Morley,” we met the artist and spoke about everything from the exhibition
to his experience with psychoanalysis, dreams, and alter egos.

EMILY MCDERMOTT: For the most recent works, it’s a lot of war imagery, like planes, castles, and
trains. There are all sorts of recurring elements. When did you first begin this new series and what sparked
it?

MALCOLM MORLEY: First, | don’t think of them as series, because | have no idea after one painting
what painting comes next, so it surprises me. Over the years I’ve collected a stack of model ships that come
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in cardboard packages with instructions on how to construct it. They were sitting on a shelf for years without
me doing anything much about it, but as of late, I’ve gone to use what’s available in the stack.

They’re three-dimensional objects that I look at, and the emphasis is very much on the idea of looking at. |
paint them from the way in which 1I’m looking at them, which is really from the point of view of sensations.
| feel the sensation of it, and pre-imagine it made of paint. As an exercise, whatever is in front of you, you
can imagine what it would look as paint. This is determined by the amount of references you have already
to how paint looks; it’s an accumulation of experiences that enrich the current sensation, [like] looking at
that glass of water, not as a glass of water, but as paint on a two-dimensional surface. So it’s not just a
question of looking, but of doing, in relation to this, in relation to that, in relation to the space between
things. In a way, it’s very classical.

MCDERMOTT: Do you consider painting everything you
see?

MORLEY: No, it has to be specific. Lately it’s become
iconic. What I’m painting right now is a Trojan horse, which
is from a kit. So | have this actual horse, which is very
realistic, made of cardboard, and I place it, and | paint it.

MCDERMOTT: How do you determine what you want to
make three-dimensional?

MORLEY: | want to say it’s a question of time, in the sense
that | have hundreds of these things and only picked a couple.
But the way in which the painting gets constructed is that |
paint one single object and see what it suggests as a second
object. In this case, | paint the fighter bunk first, and then the
lighthouse.

It comes from an influence of a writer called Lautréamont,

) who wrote a famous book called [Les Chants de] Maldoror

Photography CHRISTIAN HOGSTEDT and it became the mantra for the surrealists. In it was the

statement of a sewing machine with an umbrella on a

dissecting table. For me, | picked up on that in so much that sewing machine doesn’t relate to an umbrella

on a dissecting table, but when all three of them are together, that’s the relationship. That was really helpful

to me to go about how the paintings add on. He was a very young man, this Lautréamont. He died at the

age of 24 and had written this book, and a couple of other books, that became classics. It’s a very cruel,
nasty book.

MCDERMOTT: When did you first come across it?

MORLEY: I’ve had the book itself without reading it for years. But I have a friend, who is also a mentor,
who lives in Paris, Jean-Claude Lebensztejn, he was telling me about Maldoror. [It’s] hard reading. For
example, there’s one part where he’s talking about a cat that jumps on his neck and wants to injure him,
and you realize that he drowned the cat’s kittens in boiling oil. It really was founded of the theater of cruelty.
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MCDERMOTT: | know reading about other artists is
something you often do. The first thing that really
brought you to art was Lust for Life, the book on Van
Gogh, so it’s interesting to see that idea of violence still
coming through.

MORLEY: Well, when | was a young man, | was
actually in jail, as you probably know. I think that’s one
of the books that came through then. It was a perfect
setting to read it... There were reproductions in this
book, and whatever idea | had about art had been from
my grandmother, who’s idea of an important artist is
somebody who is an RA—a Royal Academy
admission—with very slick finishes, something that
would be very hard to do. So when I looked at the Van
Gogh, it seemed that it was something | could do,
because they were crude. There was something about it
that was very primal.

MCDERMOTT: | know some other artists you admire
are Cézanne and Vermeer, but their styles are so
different. How did you become interested in them?

Malcolm Morley, Air Battle over Medieval Castle, 2015. MORLEY: | very soon caught onto the idea that there’s
QIIPOF? 't'”.eg W'tg metla' a”dtpaperfattrt]acmt‘?etms-d% x40x3 3 progression in painting, that it progresses. Not that it
. F0%0. Tom FOWe', courtesy ot the artist and sperone— nacessarily gets better or worse, but it changes and what
Westwater, New York s ,

changed with Cézanne was an enormous step for
moving away from linear perspective into painting from sensations.

MCDERMOTT: Which is what you do.

MORLEY: Right, so it seemed to be a step forward. Cézanne was definitely the man, but before that there
was Manet, and one of my most favorite painters is Velasquez, who still is involved with the idea of the
world as paint.

When you look at Velasquez, they look like [globs] that he’s flicked on the canvas, and you stand back, it’s
this astonishing diamond. It’s from that family of painterly-ness that has been a base, but the recent
developments have been much more involved with an idea of subject matter, such as the Trojan horses, or,
the last painting that | made was the Alamo. It’s the last painting and it’s an American icon.

These were a bunch of Texans that had revolted against the Mexicans, because they were in Mexico. That
was Mexican, the Alamo, but it allows me to think about Davy Crockett, Jim Bowie, and what happened to
them.

MCDERMOTT: You reference the war in Britain and Greek history, but now you’re also referencing
American history. How do you balance the difference?
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MORLEY: It wasn’t as American history; | wanted to bring in these images made from these kits, so that’s
the actual stimuli. What affected me a great deal as a boy was World War Il; there were air raids and things
like that. I’m very much a child of World War II.
MCDERMOTT: I’ve read that a lot of articles that refer to you as a British-born American artist, which |

find interesting given the often British subject matter and the fact you were raised in England. What do you
make of that label?

Malcolm Morley, Trafalgar-Waterloo, 2013. Qil on linen and encaustic on paper with rope, mounted on aluminum panel. 37 x 82
x 9 in. Photo: Tom Powel, courtesy of the artist and Sperone Westwater, New York.

MORLEY: | don’t consider myself, period.
MCDERMOTT: You don’t consider yourself, ever?

MORLEY: No, but the idea of the self interests me a great deal. What is the self? And finding yourself, and
which self? In a way, we’re more than one self, but you somehow try to get to a rock bottom self.

MCDERMOTT: I know you’ve done a lot of psychoanalysis. Is that all to find the self?

MORLEY: Very much so. One of the things is making friends with your unconscious life. That’s a great
source of energy.

MCDERMOTT: Would you consider yourself friends with your unconscious self? What have you
discovered through that?

MORLEY: Yes, [and] intense dreaming—remembering dreams, writing them down.

MCDERMOTT: What did you dream last night?
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MORLEY: Actually I didn’t remember dreaming last
night. [laughs] I very often have dreams about alter egos,
like Jasper Johns, who | am very fond of.

MCDERMOTT: You would consider Johns one of your
alter egos?

MORLEY: Yes, | would.

MCDERMOTT: So what would you do if you lived in his
shoes for a day?

MORLEY: [laughs] Well, what he’s been doing, recently,
is painting Picasso paintings. It’s always going through
my mind, and very often, it is, “What would Picasso do?”

MCDERMOTT: How long have you been doing
psychoanalysis?

MORLEY: Forever, but I’ve stopped now, actually. My
shrink threw me out. | had a dream about him. | forget

what it was, but he said, “I think it’s time for you to Malcolm Morley, Dakota, 2015. Oil on linen. 50 x 40 in.
leave.” Photo: Tom Powel, courtesy of the artist and Sperone

Westwater, New York.

MCDERMOTT: And you haven’t tried to find another one? Do you want to?

MORLEY: No... [Psychoanalysis] comes down to the process itself—the self, and life. | think I can say
that I’m friends with the unconscious life, but I’ve never tried to make a painting directly from a dream.
The paintings have a lot to do with the idea of seeing and doing, and the relationship between your hand
and your eye, and the object. Cézanne said that he felt his eye would bleed when he took it off of one spot
and moved it over to the next piece. Isn’t that fantastic? Like his eyes are suction cups.

MCDERMOTT: It’s really discovering yourself, yet you said you don’t question or consider yourself.

MORLEY: In some areas, yes, | do. I’ve done a lot of bad things in the past, and that troubles me, so | keep
going over that, for example. It is often before I could say I was a self.

MCDERMOTT: Do you want to talk about anything you did when you were younger?
MORLEY: [pauses...shakes head]

MCDERMOTT: You came to America in 1959, after the end of the war. What was it like working alongside
all of the pop artists in New York?

MORLEY: It was wonderful. I became friends with Roy Lichtenstein and Ivan Karp. Ivan Karp had worked
with Leo Castelli and was the person who brought the pop art thing into being. He discovered Andy Warhol,
[James] Rosenquist, and I met all of those guys, but they were a little bit before me. When I first came over
here | was doing abstract expressionist paintings, but that didn’t feel right.
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MCDERMOTT: That’s when you adopted photo-realism, or “super-realism.”

MORLEY: I’ve been campaigning that the earlier paintings are paintings, not photographs, but when you
see them in reproduction, they look like a photograph. At a dentist office, they stay on the page, whereas a
Picasso painting looks like a painting [in a photo]. My whole thing was to make a painting that didn’t look
like a painting [from far away or in reproduction], although when you look at the surface, they’re very
painterly. And that was the hidden...

MCDERMOTT: Subtext. What brought you away from photo-realism?

MORLEY: By the end of the year, there were 100 guys doing this. One was specializing in racehorses,
another one was doing diners. | felt pushed from behind. They used airbrushes, and critics were saying,
“When you look at a Morley, they’re quite ugly. The brush strokes are ugly.”

In a sense, the painting that pushed me over the edge was the painting of the South African racetrack. |
made the painting of the racetrack from a poster. | had gone to see a film that night, this political film about
the Greek colonel and he gets assassinated. [| was] so mad when we came back from the movie, | went
down to my studio and put an X on the racetrack. It became “Malcolm’s X;” it was a pun that I couldn’t
have invented—talk about three tiers of the unconscious. That’s how this X became a very famous painting,
how this X got on the racetrack! And that was pushing me away. It was apartheid as well as anti-
photorealism in one shot. When | experienced the power of unconscious life and going with it, it was a
great revelation.

MCDERMOTT: Your painting and work on a whole have gone through so many changes. Would you say
you have a philosophy toward art?

MORLEY: It’s a great means of self-discovery. One of the things that appealed to me in the beginning was
that it was a great way to get girlfriends. [laughs] Girls seemed to like artists! | felt very drawn to the idea
of power, really, and doing painting as a power trip, in a sense. This idea of power has always driven me.
MCDERMOTT: To this day?

MORLEY: To this day, to this second. And, will.

MALCOLM MORLEY IS ON VIEW AT SPERONE WESTWATER IN NEW YORK THROUGH JUNE 6.
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Baumgardner, Julie. “Now in His 80s, Malcolm Morley Is Still Finding New Ways of Looking.”
tmagazine.blogs.nytimes.com (T Magazine), 15 April 2015.

T THENEW YORK TIMES STYLE MAGAZINE

The artist Malcolm Morley in his studio in Bellport, New York, in 2009.Credit Jason Schmidt

Malcolm Morley has gotten off the couch. A longtime champion of psychoanalysis, the 83-year-old British
artist “finally got thrown out” by his therapist, he says. But that doesn’t mean the self-described “super-
realist” painter has been relieved of that foundational psychoanalytic catch: He is still fixated on his
childhood. “I have been able to, as one person put it, “‘make friends with your unconscious life,” says
Morley, who was quite famously a child of neglect with a disregard for the system. But a stint as a petty
thief, and then one in prison, straightened him out — though naturally, it was painting that truly saved him.

With a new group of paintings showing at Sperone Westwater, his fifth solo exhibition at the gallery, the
octogenarian Morley is finally returning to those early struggles that “I didn’t have the means to deal with
at the time,” he says. “It’s good when an artist can see into himself for heavy emotional experiences that he
hadn’t been able to resolve as a small person. It’s the adult person who resolves that initial experience.”
Though he is well known for exacting photorealist portraits, tragic-satiric images that capture the banality
and fragility of life, “I’ve always been fascinated by evolution and one’s self-evolution,” he says. These
works are brighter, looser in brush and certainly don’t stick to the script of reality. One of the paintings
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depicts a British Douglas C-47 plane nearly crashing into a red-and-white-striped lighthouse, while a Viking
ship sails around its basin. History never saw such an event, nor previously would have Morley. The new
works “have to do with the idea of layering, a form of excavation, leading me to a different scale of thinking
about what 1’ve been doing,” he says, “It’s rather like a big, huge lasagna.”

Morley’s “Dakota,” 2015 Courtesy of the artist
and Sperone Westwater Gallery

“The Island of the Day Before Regained,” 2013
Courtesy of the artist and Sperone Westwater
Gallery

Morley hasn’t abandoned World War Il bombers or tankers as
subjects — rather, he’s just reoriented what he does with them.
“The layers are moving in a particular direction, towards large
world wonders,” he says of the technicalities involved. “The
themes got bigger.” The famously traditionalist curators Robert
Storr and Norman Rosenthal waxed wistfully on that change in
the essay they wrote for recent exhibitions they both staged for
him (at Yale and Oxford’s Ashmolean Museum, respectively),
chalking it up to a product of his aging body failing him. (In the
2012 show catalog, Storr wrote of artists in their elder years,
“Painting is most seriously endangered by the congenital
weaknesses compounded by old age.”) And Morley does owe
his new approach, at least in part, to a physical event. “Quite
recently, in the last year, | had taken a bad fall that shook me up
quite a bit,” he confesses. “I had been in slumps before, and a
slump is a good indication of running out of stuff and being open
to the idea of the new. | think that was part and parcel of this
recovery.”

But such a narrative can’t fully explain the 15 paintings
Morley’s been crafting over the last two years. “I felt very lucky
| got to a point when it all come to a stop. There’s always
agonizing in the stop,” he confides. “Then this new thing started,
and | started making these paintings in a much more open way.”
Instead of wallowing in the woe, Morley’s new works have a bit
of a surrealist edge, indirectly inspired by Comte de
Lautréamont’s “Les Chants de Maldoror,” a cruel novel
considered foundational to André Breton’s poetic experiments
that helped to found the pre-war psychoanalytic movement. “I
don’t really think about the Surrealists as a deciding factor in
what | do,” he explains. “My eyes look at an object and translate
it into what | call “painterliness,” which is pre-imagining the
object has already been painted in my mind. It’s a continuous
rehearsal of looking at the world as if it’s made of paint.” So
while critics may chalk his new kind of vision up to failing
eyesight, it’s actually far more simple — and profound. “It’s a
great game to play wherever you are,” Morley says, “and the
experience of turning it into paint is very much based on how
much experience you’ve already had turning other things into
paint.” Who ever said the mind doesn’t sharpen with age?

“Malcolm Morley” is on view April 16 through June 6 at Sperone Westwater, 257 Bowery, New York,
speronewestwater.com. Morley will also be the recipient of a Francis J. Greenburger Award on April 21

at the New Museum.
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Black, Paul. “Malcolm Morley At The Ashmolean: Paintings and Drawings from the Hall Collection.”
www.artlyst.com (Artlyst), 16 October 2013.

artlyst

Malcolm Morley. Cristoforo Colombo, 1965, acrylic on canvas, 45 x 60 in., Hall Collection, © Malcolm Morley

A retrospective of fifty years of the artist’s work on loan from the Hall Foundation, curated by Sir Norman
Rosenthal, and tracing the career of the first artist to win the Turner Prize.

Malcolm Morley’s paintings share a connection with Pop Art - but he isn’t a Pop Artist. He created his
work using methods similar to the Photo-realists — but he isn’t one of them. The artist just does not fit into
any one particular genealogy; this connection to Photorealism, or Super-realism - as he named it - was
discarded by the artist in favour of a more expressive method of painting — that critics deemed a kind of
Neo-expressionism. But as the artist has stated, with a wry quip; once a movement is named it’s dead.

Morley is hard to place, difficult to categorise and therefore hard to kill, and because of this, critics don’t
quite know what to make of him.

In an art historical desire to pigeon-hole with a finely chosen “ism’; It is harder to quantify what Morley is;
than what Morley is not.
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He is not a Photo-realist. Morley’s painting can convey a Photo-realist quality when reproduced in
publication, but to the eye of the viewer there is a subtle yet conscious energy to the paint; there is covert
mark-making in Morley’s Super-realist works. If an ‘ism’ was to be found it was in the artist’s self-
categorisation - before discarding the method and the category of Super-realism in order to follow an
expressionistic route — a route already alluded to in that surreptitious energy.

As Morley stated; the paintings in reproduction appear as Photo-realist, but upon inspection of the actual
work a strange phenomenon occurs and you see the physical reality of the surface, and it seems to work
through your central nervous system.

As Morley focused his attention on “area’ [the surface of the canvas as opposed to any exploration of
background or foreground] he worked in grids, painting each section of his canvas one at a time, and
applying the equal values of a mathematician, or an artist of the Renaissance, to every segment of the image.

In fact Morley expressed an interest in Malevich’s suprematism, where the object is rendered meaningless
to feelings engendered by geometry and form. Morley was making his objects quietly flat, and his canvas
democratic.

An idea reflected in the artist’s work ‘The Theory of Catastrophe’ — a bird’s eye view of a motorway pile-
up, where, upon inspection of the Photo-realist energy and violence of objects, the painting gives way to an
equality of form and surface

The act of a Photo-realist painter - or in this instance; the Super-realist painter — is still, in and of itself,
controlled and methodical. Yet Morley juxtaposes this restraint by delving into his own subconscious to
find his subject matter, and there is a frequent exploration of chaos and destruction as an almost ‘counter
weight’ to the artist’s equipoise of paint.

The leitmotif of the ocean liner is a recurring image for the artist. Originally Morley attempted its likeness
by painting the real thing from pier 57 in New York, only to discover that he couldn’t take in the scale of
these vessels. So instead he resorted to a postcard — with this decision; Morley’s Super-realism was born,
and a plethora of ocean liners followed in its wake.

Only many years later in the depths of psychoanalysis did the artist remember a balsa-wood model of HMS
Nelson waiting to be painted, left overnight on a windowsill — destroyed by a German V1 bomb, along with
his childhood home - with this memory Morley realised that all the ships that he, the artist, had painted in
his career had been an attempt to complete that model.

The story is possibly a conceit similar to that of Joseph Beuys’ story of the origins of felt and fat in his
work; yet it is an exemplifier of Morley’s need to inject an element of chance and the random into the highly
structured format of his Super-real.

The exhibition has been curated by Sir Norman Rosenthal and is situated in one of the lower galleries of
the Ashmolean Museum. This is not a white cube space in the sense of a contemporary art gallery, as the
exhibition shares this location with a small number of permanent artefacts from antiquity. A fantastical
hybrid creature rests between Morley’s paintings in the form of an Assyrian ‘Winged Genie’ Relief carved
from a slab of gypsum, a minor deity that rests its eyes upon ‘Pamela Running before the Wind with a
Dutch Lighthouse’ — it’s an unfortunate relationship thankfully not destined to last - yet Morley’s oeuvre is
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certainly arresting enough to draw the eye away from this inadvertent juxtaposition, and that of Sir Henry
Cheere’s 18th century statuary.

In fact Morley has not been overpowered by old or indeed new media, his painting from postcards
transcended that of the Photo-realists in that it never dismissed a sense of the painterly. But in this Malcolm
Morley has far more in common with George Seurat than he does with Roy Lichtenstein.

Malcolm Morley at the Ashmolean Museum Oxford, Paintings and Drawings from the Hall Collection —
until 30 March 2014
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Wroe, Nicholas. “Malcolm Morley: “The moment anyone said my work was art, | had this block — I took
a long time to find myself.”” www.theguardian.com (The Guardian), 4 October 2013.

‘New work is always early work’ ... Malcolm Morley in his Studio. Photograph: Jason Schmidt

The Turner prizewinner talks to Nicholas Wroe about therapy, model ships and how love on a bus led him
to New York

When the British-born artist, and inaugural Turner prize-winner, Malcolm Morley became an American
citizen in 1991, the presiding judge at his ceremony gave a short speech. “They always want to say
something about what it is to become an American,” recalls Morley. “And this judge spoke about how
diversity worked better than the status quo. It really stayed in my mind because diversity is something the
art world has always had a problem with, but only for a while. Then time goes by and they catch up with
what’s new or what’s different.”

Morley’s life — which has included prison, psychoanalysis and five marriages — has not been one much
troubled by the status quo, and the accompanying diversity in his career has seen him along the way
associated with the Euston Road school of painting via Cézanne, abstraction, abstract expressionism, neo—
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expressionism and post-pop. “But it’s always worth remembering that as soon as a movement is named you
know it’s over,” he laughs. “Picasso didn’t call those paintings cubism. He was just trying to get to another
layer of realism.”

The “ism” most closely associated with Morley is what critics have called photo-realism, but he prefers to
describe it as super-realism, “not because I’m saying the art is super, but because it reminded me of
Malevich’s suprematism”. Morley’s intricately accurate 1960s paintings of postcard images range from
horse races to beach scenes, royal pageants and, most characteristically, ocean liners. And at a time when,
as Norman Rosenthal, curator of a new retrospective of Morley’s work at the Ashmolean museum in
Oxford, puts it, “issues concerning the democratisation of art and life became ever more central to the
intellectual and political discussion on both sides of the Atlantic”, Morley’s work was both democratic in
its use of postcard images, and also in its method of production.

By dividing the original image and his canvas into corresponding grids, Morley systematically painted the
work one tiny area at a time. “l discovered there’s no such thing as space in painting, only what a
mathematician would call ‘area’,” he says. “So each section receives the same attention, has the same value
and you get away from the idea of foreground and background. And then a strange phenomenon occurs: if
you see a reproduction of the painting it does looks like a photograph, but when you see the physical reality
of the surface it seems to work on you through your central nervous system. Paradoxically, a sort of
stereoscopic feeling emerges even though | painted every section equally. You find yourself in a strange

mind-set.”

Despite his success with super-realism, it is just one of the styles that feature among nearly 50 years’ work
on loan from the Hall Foundation, his most comprehensive collector, in the Ashmolean show. “Some of the
changes I’ve been through do seem to have confused people,” he acknowledges, “but there was no other
option. There’s big Malcolm who makes the work. But there’s also little Malcolm who lives here” — he
gestures at his sternum — “and who is really in charge. Sometimes big Malcolm takes on something that
little Malcolm doesn’t like and that is the end of it. A valve shuts down and suddenly I lose the wherewithal
to do it. It can be traumatic. One minute you’re going along being successful and satisfied, the next you are
falling off a cliff and thinking you’re finished. Then something happens and work starts again, but I don’t
take it for granted. It always feels more like a lucky break.”

The 82-year-old Morley’s latest preoccupation is a series of paintings inspired by his interest in the 18th
century (“I fell in love with the period, which was a great one for the British”) and his Long Island studio
is adorned with his portraits of Wellington and Nelson, toy soldiers as well as models of cannons,
homemade cannon balls and man-of-war gun ports. “I’m currently reading up on Nelson and it turns out he
was a total son-of-a-bitch,” he says. “Schoolboys are brought up on his heroism, but in fact he was a real
nerd.” More than 50 years after Morley left the UK he says its influence on him remains strong, but he also
confesses that as a young man his thoughts were less on the likes of Nelson and more on his own
predicament. “Things were so fucked up | didn’t really have a wider view. The strongest feeling I had was
that | was nobody, and that | wanted to be somebody. Real Marlon Brando On the Waterfront stuff. ‘I coulda
been a contender. | coulda been somebody.’*

Morley was born in Stoke Newington, London, in 1931. He never knew his father, and when his mother
later married a former Welsh miner Morley was brought up under the name Evans. The definitive memory
from a troubled childhood was of making a balsawood model of the navy battleship HMS Nelson. “I loved
making models and 1’d just finished this one and put it on a windowsill overnight ready to paint in the
morning. That night we were blown up by a German V-1 bomb, a doodlebug, the whole of the wall was
blown away and, of course, the model was lost, as was our home. Years later, when | was in psychoanalysis,
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a memory of the bombing came up and I realised that all those ships 1’d done had to be to do with me trying
to paint that battleship I never finished.”

Malcolm Morley’s Man Overboard (1994). Photograph: © Malcolm Morley

Morley was evacuated to Devon and then sent to a naval boarding school in Surrey. By the age of 14, with
what family life he had in some disarray, he left to be a galley boy on a transatlantic tug. Returning to
England he became a petty thief, and a period in reform school was followed by a three-year prison sentence
for burglary. He eventually served two years in Wormwood Scrubs before being released, aged 20, on
parole. It was in prison that he began to paint.

“There was little or no art in my early life beyond my grandmother saying that anything neat looked like it
had been done by ‘a Royal Academician’. But then in jail I came across Vincent van Gogh in Irving Stone’s
novel Lust for Life that had been made into the Kirk Douglas film. Van Gogh’s art struck me as crude,
although of course it was not crude at all, but more importantly it seemed something | could do. | could
draw, and the idea that you could make something of yourself through art was very strong.”

After leaving prison Morley spent some time as a waiter in the artists” colony in St Ives, Cornwall. “And
although it wasn’t really the plan, | got to meet artists and there was such a sense of friendliness that | guess
| turned the art world into my family. It was quite a conscious thing. | was very aware of that feeling of
acceptance, as well as the fact that if you were an artist you could get good girlfriends. That was part of it,
too.”
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Meanwhile, in London, his parole officer had arranged for some art schools to see the work he had produced
in prison and Morley was offered a place at the Camberwell School of Arts and Crafts in 1952, “where |
discovered art history and rushed to this idea that other people before me had done this thing”. He moved
to the Royal College of Art a year later, “sort of through the back door because I didn’t have the schooling.
But I’d been taken up by one of the owners of Lyons tea houses, Julian Salmon, a big patron of the arts,
who paid my fees.” At the Royal College fellow students included Peter Blake, Frank Auerbach, Joe Tilson
and Richard Smith. “I felt very naive next to someone like Dick Smith, who was so sophisticated, but people
took to me and | had a great time, although I didn’t produce that much work. The moment anyone said it
was art, | had this block and | took a long time to find myself.”

Despite his lack of productivity, Morley enjoyed a prestigious introduction to the art market when an early
painting of a grand house on Richmond Hill — which he later discovered had been built for Joshua Reynolds
— was bought by the house’s then owner, the actor John Mills. Years later Morley bought the painting back
from Mills’s daughter, Hayley, and it now hangs in his American home. That early work was signed Evans,
but Morley returned to his birth name just a couple of years later when he had to apply for a passport for
his move to America in 1957. His enthusiasm for the place had been fired by an important Tate exhibition
of contemporary American art, but the more immediate reason for his emigration was “a girl I met on the
number 37 bus”.

Malcolm Morley, Cristoforo Colombo, 1965, acrylic on canvas, 45 x 60 in., Hall Collection, © Malcolm Morley
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He followed her back to her home in America and they got married. “It didn’t last long, a year or so, but I
knew 1’d stay.” Gradually he worked his way into the New York art world and began to hang out at the
Cedar Street Tavern where Willem de Kooning — “very modest, very nice to younger artists” — Jackson
Pollock and Franz Kline had drunk. He became close to Roy Lichtenstein, who later arranged teaching jobs
for him, and met Salvador Dali and Andy Warhol - “shy, polite, treated me like an elder statesman” — as
well as Barnett Newman, who gave him early encouragement.

Morley lived in lower Manhattan when Spring Street was under the direct control “of a notorious mafia
boss and was therefore one of the safest place in the city. But artists are city planners. They go to an area
that is broken down and when some of them become successful the Wall Street guys think it’s cool to follow
because they can seduce girls better in a loft. Then the boutiques move in, then the restaurants ...

Arriving at the tail end of abstract expressionism he had little in common with the younger generation still
aping the style, yet with his friend Lichtenstein owning the territory of comic books, “and the coke bottle
also occupied, all that seemed left to me was ships”. His initial efforts at painting ocean liners at pier 57 in
New York failed because they were simply too big to take in. “So | got a postcard and divided it into a grid,
a technique we’d used in art school but 1’d forgotten about when | was busy being an abstract expressionist.
My friend Richard Artschwager used grids and | learned a lot from him and felt that this was somewhere |
could go. It was the total opposite of abstract.”

He says the laborious process made the works “excruciating to paint, and | couldn’t find brushes small
enough. But getting to that end result was so important to me. When | had this conversation in analysis
about being bombed in the war it did make sense and was almost like having a genie in the lamp. All | had
to do was rub that memory for the genie to appear.”

Morley describes himself at the time as “very neurotic. Constantly acting out in dramas to do with the other
sex. Going into analysis was a big commitment, but | went for it big time.”

After four previous marriages he has been with his Dutch-born fifth wife, Lida Kruisheer, for the last 26
years, enjoying unexpected contentment in their home/studio about an hour-and-a-half’s drive from New
York City.

Back in the early 1970s it was a sense of anger that led him to move away from super-realism, even though
it had established his reputation. “There was a guy in New York who worked in a gallery and travelled
round America to art departments showing slides of these paintings, and within a year there were 100 guys
doing versions of them: race horses, diners. | felt totally eclipsed and as if something had been taken away
from me.”

The painting most identified with the end of this phase of his career is Race Track (1970) on to which
Morley applied a large red cross over a super-realist depiction of a South African horse race. “It was simply
a gesture of frustration, but that’s where the unconscious comes in. Here was Malcolm’s X on a South
African subject entitled Race Track. | wasn’t thinking politically when I did it, but it precisely reflected my
emotions and my views.”

In subsequent years his brushstrokes became larger, he painted nature and made use of toys he described
as “archetypes of the human figure”. He won the first Turner prize in 1984 following an exhibition at the
Whitechapel gallery put on by a long-term supporter, Nicholas Serota. “It wasn’t so hot back then, and |
got the smallest amount of money they’ve ever given out.” There was considerable criticism that the prize
had been given to someone living in America. “Some of it was over the top, and while | sometimes get
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upset at criticism, my attitude is usually ‘if you don’t like that, just wait until you see the next thing. You
really won’t like that.”

He has viewed with interest developments in the UK, and says he liked the way that the YBASs “somehow
found a way of reinventing themes. When Damien Hirst first appeared | thought this was the real thing. But
I’ve never seen anybody go down so fast, and | was rather saddened because | really thought he had
something to offer.”

Morley’s own productivity increased into his 60s and 70s. Ships, model soldiers, aircraft, toys all became
regular parts of his repertoire of imagery, but whatever the ostensible subject matter, there was also a
remarkable degree of consistency in his approach. “lI was once on a boat trip in England and was asked
what | did. I said | was a natural scientist, and was then asked what did that entail. “Well,” | said, ‘I study
contours, mass, tone, colour, edges.” And that has stayed much the same.”

He says Robert Rauschenberg once told him about an important collector visiting his studio and saying how
much he liked his early work. “Bob pointed at what he was doing that day, and said, ‘This is my early
work.” And he was right. New work is always early work. And so seeing work from a long time period
together is pleasurable because not only do you see the diversity, you also see some fidelity. It’s something
| arrived at after a long time of trying to pare things down to their essentials. Things change, but they are
still true to something. And with that you’ve got it. Diversity and fidelity.”
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Sheets, Hilarie. “Not Off the Grid, but Often in Flight.” www.nytimes.com (The New York Times), 21
November 2012.

Elhe New York Eimes

The artist Malcolm Morley with his “Flight of Icarus,” from 1995. Credit Kirsten Luce for The New York Times

For Malcolm Morley the drama of the London blitz during his boyhood has provided a lifetime of imagery
to work with.

“We would go on top of roofs and watch Messerschmitts and Spitfires have dog fights and bet marbles on
who was going to shoot who down,” said Mr. Morley, the 81-year-old painter, leading a tour through the
studio that adjoins his house here on eastern Long Island.

He showed off a model of a German V-1 flying bomb that he recently constructed out of watercolor paper,
scaled up from a standard kit. He loved model making even as a child and spent six months in 1944
assembling a battleship from balsa wood. He finally set it down on his windowsill, ready to be painted, just
hours before a V-1 ripped open the outer wall of his bedroom in the night. His ship vanished, and his family
was displaced.

Seven decades later, gracious and dapper, surrounded by a lifetime of paintings and with his wife of 23
years nearby, Mr. Morley seemed sustained by a domestic stability that eluded him in youth. But he is no
less fascinated than he ever was by the machinery of disaster and speed.
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The models of planes and lifeboats he makes
today, “three-dimensional watercolors” as
he calls them, often are affixed to canvasses
already buzzing with his depictions of
aircraft and ships, racecars and daredevils,
sometimes in  surreal mash-ups or
spectacular collisions. “People don’t see
them as models, and then get a shock when
they realize that it’s three-dimensional,” said
Mr. Morley, who has spent the last five
decades pushing the potential of painting to
deliver ajolt. “It’s heightening the realism of
the painting and the sensation of the viewer’s
experience.”

Credit: Gordon M. Grant for The New York Times
The fluid interchange between his oil
canvasses and works both on and of paper since the mid-1980s is explored in “Malcolm Morley: Painting,
Paper, Process,” the first exhibition at the new, Herzog & de Meuron-designed home of the Parrish Art
Museum in Water Mill on Long Island. The show, which like the museum opened this month, includes
paintings based on Mr. Morley’s own watercolors — works in oil in which he creates the illusion of
transparent washes, as in “Icarus” (1993), which also has paper model planes attached to its atmospheric
sky. In “Flight of Icarus” (1995) he fashioned a monumental paper model, extending more than nine feet
from the wall, of the three-winged, bold-red aircraft flown by the World War | German pilot Manfred von
Richthofen, the Red Baron. That same plane reappears among a flurry of others in the 1990 watercolor “Air
Circus Over Maine.”

“It’s like a labyrinth he goes back through, and every time he comes out he might take a different path,”
Alicia Longwell, chief curator at the Parrish, said of how Mr. Morley translates images from one medium
to another with “protean ambition.” She said that as an internationally recognized artist living “right in our
own backyard,” Mr. Morley was an obvious choice for the inaugural exhibition.

He can lay claim to jump-starting two art movements. His dazzling
hyperrealist paintings of ocean liners from the 1960s spawned the term
“Photorealism” (which he always hated) and legions of followers. His
highly gestural scenes populated with exotic animals and figures from
the late 1970s and 1980s presaged “neo-Expressionism,” which took off
in the *80s with Eric Fischl, David Salle and Julian Schnabel (once Mr.
Morley’s assistant).

If at points he has felt misunderstood or eclipsed by others in the art
world, his work has reverberated with younger artists. Richard Phillips,
whose own hyperrealist paintings were recently on view at the Gagosian
Gallery, remembered first seeing paintings of Mr. Morley’s like
“Farewell to Crete” (1984) at Pace Gallery in New York when Mr.
Phillips got out of art school.

“The Art of Painting” (2008), one of He _se_e_med W|II|_ng to do anything ywth_pamt ar_1d take it to ,t’he f_urthest
the works in the show. Credit: James E.  POssibilities, which made a massive impression on me,” said Mr.
Cottrell & Joseph F. Lovett Collection  Phillips, who recently met Mr. Morley when they both sat on a panel at
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“S.S. Amsterdam in Front of Rotterdam,” from
1966. Credit; Collection of Norman and Irma
Braman, Miami Beach/Sperone Westwater

the Museum of Contemporary Art North Miami (where a large
survey of Mr. Morley’s work was mounted in 2006). “To hear
the stories from David of Malcolm’s impact on all of them —
he was just putting them to shame in terms of how far out there
he would go.”

Mr. Morley always took chances. His teenage ambition to be a
master thief in the mode of Cary Grant got him sentenced to
reform school and then to three years in prison. It was in jail that
he attended his first art classes, and his parole officer arranged
for him to go to the Camberwell School of Arts and Crafts in
1953. A year later he was accepted to the Royal College of Art,
from which he graduated in 1957. After meeting a girl on a bus
in London, he followed her to New York in 1958 — she was the
first of five wives — and stayed.

He had his first show of horizontally structured abstract paintings, influenced by Cy Twombly, at Kornblee
Gallery in New York in 1964. That same year he visited the New York studio of Richard Artschwager and
was struck by his use of the grid. Having tried to paint an end-to-end view of a cruise ship at Pier 57 on the
West Side of Manhattan, but unable to organize the image within his field of vision, Mr. Morley realized
he could just overlay a grid onto a postcard of a cruise ship. Using a magnifying glass and tiny brushes, he
spent months meticulously transposing the postcard picture, square by square, onto canvas at a larger scale.
“It was worth the excruciating effort for the end result,” he said, adding that he realized later, during
psychoanalysis, that he had been trying to recover his lost battleship.

He prefers the term “superrealism” to “Photorealism” to describe the verisimilitude of these early canvasses
based on reproductions from postcards, advertisements, travel brochures and magazine covers. “My intent
was to make a painting,” he said, as opposed to a copy. “I turned a ready-made into a handmade.”

The grid has remained at the heart of
his process, even as he radically
increased the scale and looseness of his
brush strokes in hallucinatory paintings
of crumpled ocean liners or distorted
versions of old master paintings. In
later years he moved away from using
reproductions and instead stretched a
framed wire grid — in the tradition of
Albrecht Durer — between himself and
scenes he staged with toy figurines,
animals and vessels against the
backdrop of his own watercolors. Since
2001 he has returned again to working
from photographic images, drawn to
high-velocity  action  shots  of
racehorses, athletes and car crashes.

Mr. Morley at work in his studio. Credit: Laurie Lambrecht

“Theory of Catastrophe” (2004), for instance, first exhibited at the Sperone Westwater gallery in New York
(which has represented him since 1999), shows an overhead view of a multivehicle crash with a
simultaneous sense of depth and flatness — what Mr. Morley calls “stereoscopic space.”
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“What appealed to me about the photo was the configuration of the trucks,” he said. “It reminded me of
Cubist painting. There’s a curse that | have of feeling the obligation to paint imagery. 1I’d rather be an
abstract painter, although I feel I am.”

Looking at a canvas in progress in his studio, a visitor can easily see why he said that. He now cuts up his
source image into small squares that he numbers, focusing on one individual cell at a time and painting

from top to bottom in rows.

“Icarus,” from 1993, incorporates model airplane wings. Credit: Monica and Richard Segal, Rye, NY/Sperone Westwater

“It’s very democratic because everything gets treated equally,” he said. “There’s no concept of background
or foreground. It’s all upfront. My god is really Cézanne, who introduced the idea of seeing as a sensation
rather than a sense of knowing. | know behind you the wall continues. But | don’t see it, so therefore from
a painterly thing it doesn’t exist. Everything is patches joined together.

“l don’t have the anxiety of the whole. I’ve turned the whole into parts. | can walk around all day just
thinking about those two tones. For me | can’t find a better way of painting.”
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Ebony, David. “A One-Man Movement: Q+A With Malcolm Morley.” www.artinamericamagazine.com
(Art in America), 14 April 2011.

Art in America

Malcolm Morley Bomber Strafing the Water, 2010 oil on canvas 45 1/2 x 58 inches

The legendary London-born New York artist Malcolm Morley turns 80 this year, on June 7. The
irrepressible Gemini has been a leader of at least two art movements. His precise paintings of ocean liners
defined Photo-Realism in the 1960s; in the late 1970s and ‘80s, his exuberantly deconstructed imagery
paved the way for the Neo-Expressionists, such as Julian Schnabel and David Salle. Morley was the
recipient of the Tate Gallery’s inaugural Turner Prize, awarded in 1984. Since then he has maintained a
unique and rather exalted reputation as both a modern master and a cult figure.

Morley, who grew up in the midst of World War 11, has vivid memories of the Blitz that destroyed his
childhood home. No wonder he often returns to the subject of war in his art. Morley revisits the theme in
his latest efforts. After a long and serious illness last year, he made a heroic recovery and painted the
powerful group of works in “Malcolm Morley: Rules of Engagement.” The show, on view through Apr. 30
at Sperone Westwater, New York, is accompanied by a catalogue with an essay by Brooks Adams. Morley’s
latest paintings of battle scenes and modern day warriors could well launch a new, one-man movement—
Heroism.
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Among the highlights of the exhibition are the action-packed images for which Morley is well known-here
they include aerial scenes of dogfights and planes exploding midair or on runways. Many, however, are
haunting portraits of notable pilots from various wars, immortal folk heroes to some, villains to many, from
legendary figures like the Red Baron to others long forgotten.

On the occasion of the exhibition, Morley met at the gallery with Art in America’s David Ebony to explore
the artist’s triumphant but not unproblematic art-world odyssey spanning more than five decades. The
conversation has been condensed and edited for clarity.

DAVID EBONY: You’re turning 80 soon, and you’re looking dapper as ever. You are a survivor personally
and professionally. Tell us about your regimen.

MALCOLM MORLEY: Yes. | work out three days a week—pushups, weight training. I am no good in the
mornings, so I go to the studio midday and work until dinnertime. | go back to the studio after dinner until
around 10 PM or so. Then | go watch a movie on TV.

EBONY:: Has your routine changed over the years?

MORLEY: Yes, it did when | married Lida 23 years ago. Prior to that | was a roving lunatic, painting
mostly at night.

EBONY: Early on in your career Salvador Dali recognized you as one of the best and most important
contemporary painters. He made a great show of support for your work. But he also predicted that one day
you’d wind up trying to assassinate painting. Have you done that?

MORLEY: No. I saved painting. There’s the great line of Clement Greenberg where he’s talking about
Pollock and he quotes Mir6 saying that he wanted to murder painting. He was talking about a certain kind
of attitude about painting.

EBONY: Dali said that in the late 1960s, during the heyday of Photo-Realism. You were at the pinnacle of
the movement. But not long after, you were the first of the Photo-Realists to sort of deconstruct the genre,
making more expressive paintings and textural kinds of works that undermined Photo-Realist methodology.

MORLEY: | always preferred the term Super-Realism because it is related to Suprematism. Malevich is
one of my favorite painters. The end of Photo-Realism for me came about from a very emotional experience
after seeing the movie Z, directed by Costa-Gavras, with Yves Montand. | was with Tony Shafrazi, and we
went back to my studio after seeing the film. | had just finished a painting of a South African racetrack
[Race Track, 1970] and Ivan Karp was coming to photograph it the next day. We were so revved up from
the movie, | thought I had to “X” out the image. But | didn’t just paint an “X” on the canvas. | got a sheet
of Mylar and put red paint on it so that when pressed against the surface it would leave a red “X.” We did
a number of tests and the “X” got thinner and thinner. Finally, we pressed it hard on the canvas. It came out
like a perfect “X”; lo and behold, I became Malcolm X. [Laughs.] Racial issues were already implied in the
painting. Also, at that same moment, | was X-ing out Photo-Realism.

EBONY:: That painting does seem to mark the end of an era.

MORLEY: Even before that, critics would say that my brushstrokes were kind of ugly, not neat and tidy
like Goings or Estes. My painting style really comes from my childhood, when | was painting model boats
and airplanes. | had spent six months on a model of a big ship when | was about 12. One night the
neighborhood was bombed by a “Doodlebug,” which is what we called a V-1 guided missile. | was lying
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in my bed sleeping when suddenly there was a big
bang and the entire wall of my bedroom collapsed.
The shoe store downstairs exploded and the street was
filled with shoes. My model disappeared. We had to
leave the building and my family and I were basically
refugees. Anyway, eventually, through
psychoanalysis, | made the connection between my
paintings and trying to recover the boat that
disappeared-the beloved lost object. | guess | should
thank the Germans for that!

EBONY: Your early works were abstract. You
painted Minimalist compositions. Who and what
inspired you early on?
Malcolm Morley Beautiful Explosion, 2010 oil on linen 45 . :
1/2 x 58 inches MORLEY: My first show in New York, at Kornblee
Gallery, was of abstract compositions. | came here
around 1960, and New York was still a hotbed of Abstract Expressionism. I used to go to The Club where
people would rant and rave at each other. De Kooning and Milton Resnick and everybody would scream at
each other. | was most attracted to Cy Twombly’s early work. | made paintings with bands, using a pastry
gun, with some added pencil marks. In the end, the paintings have the feel of the structure of an ocean liner,
with rows of windows, for example.

EBONY: | saw some of them from the early ‘60s in your Hayward Gallery retrospective in London [2001].
It was the first time | had seen any of the abstract works in person.

MORLEY: At the time, they were a big breakthrough for me. | studied at the Royal College of Art with
Carel Weight, a figurative painter who was my mentor. When | discovered Matisse and started doing
Matisse-like nudes, Weight accused me of being a modernist. But my classmates at the school included hip
artists like Richard Smith, Peter Blake and Robyn Denny. | was like the Grandma Moses of the bunch. Not
cool. At least not in the studio. At night we’d all twist the night away at the Peppermint Lounge.

EBONY: Do you get nostalgic for those times?
MORLEY: Not really. I recently discovered that the Latin root of nostalgia means “disease of the past.”

EBONY: Early on in your career, you became known for some provocative incidents, like when you
attacked a painting of yours at an auction as it came up for sale.

MORLEY: That was at an auction in Paris. It was a painting of Buckingham Palace | did in 1970 that had
been commissioned by the flower company F.T.D. [Buckingham Palace with First Prize]. There were a
number of artists also commissioned, and | decided to give myself first prize, and stuck the ribbon in the
corner. Around that time | was very taken in by Artaud and when the painting came up for auction a few
years later, | developed a performance piece. | asked friends to come to the auction, and let them know that
I was going to do this event and maybe shoot paint at the canvas with a water pistol. The auction house was
tipped off about it and when the painting came out they had it covered in plastic. | was dressed in a tuxedo
with long tails. I had hired a violin player. She started playing and | spouted off a speech | wrote about how
God means the painting not to be a fake, or something like that. | went up to the painting and nailed the
water pistol onto the canvas. The audience was beside itself, shouting and laughing, and the auctioneer
stopped the sale. The painting was eventually bought by a Swedish collector, and now it’s in the Pompidou
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collection—with the water pistol still attached. The whole thing was filmed. But I left the film with someone
who | paid $1,000 to edit it, and it disappeared.

EBONY:: Have you done other films?

MORLEY: | made a film called Vincent the Ballroom Dancer. It never really got it off the ground, so |
don’t want to go into it too much. But that one is lost, too. Someone stole it.

EBONY: Are you interested in new media or new technology?

MORLEY: My only interest is in using Photoshop to rev up the images. My assistant helps me with it. I’'m
not that good at it.

EBONY: You often use 3-D elements in your work. Your previous New York show featured a rare
freestanding sculpture—of a motorcyclist jumping through a flaming hoop.

MORLEY: My paintings sometimes have objects attached to them that you don’t notice at first. In a sense
they are eye tests. It is only when you look around the painting that you notice them, like the paintbrush
attached to the canvas near one of the jet’s firing machine guns in Rules of Engagement [2011]. | was trying
to say here, “make art, not war!”

EBONY: What is the difference in your approach to sculpture and painting?

MORLEY: One thing | would say is that with painting you are kind of outside the action but with sculpture
you’re always in it. You think as you go with sculpture. But with painting, | already have the script pretty
much set out.

EBONY: Your new works are closely related to one another in terms of scale and subject matter.

MORLEY: That’s what the series calls for. | was more involved in the works as a set from the beginning.
I had a show in Brussels a couple of years ago and a young painter gave me a book with old illustrations of
fighter pilots. The moment I saw it, | knew this would be my next series. It brought back memories of being
a kid, when we used to watch the fighter pilots battle it out in the sky at night. And I never doubted that this
series would be everything | wanted to do now. Many of them are portraits. David Sylvester once asked
me, “Why don’t you paint people?”

EBONY: You have painted figures over the years.

MORLEY: Yes, but these are really more like portraits.
EBONY: In the way of a Graham Sutherland portrait, maybe?
MORLEY: His portrait of Winston Churchill was amazing.

EBONY: You chose historical figures that relate in a more general way to current events, especially armed
conflicts in the world. You have also painted have quite a few images of well-known sports figures.

MORLEY: They are all related. The sports paintings have to do with heroes. And the new ones are heroes
too. That is the link. | came across a book about early Rothko, and he talked about mythology and how
strong that is as a theme. Mythology always needs a hero and a hero always needs danger. And | thought
about what a hero means to an American. | went to the local deli and listened to the guys talking about a
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football game from years ago. They remembered every detail of the game. | realized that this is their
mythology; these are their heroes.

EBONY: In your work, you often juxtapose images
of violence and pleasure, a jarring dichotomy. What
wins out in the end?

MORLEY: Neither. There is no end.

EBONY: | guess | meant to ask, are you an optimist
or a pessimist? Is humankind about to self-destruct?
Or will we be OK?

MORLEY: | have that dichotomy within myself. |
feel that we are pretty pathetic as a species, yet there
are grand ideas. Personally, | feel that life in itself is
a good thing. It is not good for most people, though,

Malcolm Morley Ring of Fire, 2009 Courtesy Sperone I think. I am always conflicted about the idea of god,
Westwater, New York if god exists.

EBONY: It makes me think of the Woody Allen quip, that if god does exist we should mount a class-action
lawsuit.

MORLEY: He got it right on the head.

EBONY: There is something spiritual about your work, in the sense that you convey some core beliefs
about the infinite greatness of humanity and the world.

MORLEY: I have a friend who says that what we call spiritual is just a certain configuration of particles.
There’s no denying that it’s spiritual, but it is just another bunch of particles. | never thought that someone
would be able to have a spiritual experience like that through my work. | feel it mostly in music.

EBONY: Maybe what | am getting at is a kind of emotional intensity | find consistent in your work. The
painting Macaws, Bengals and Mullet [1982] has that kind of impact.

MORLEY: If you look closely at the center of that composition, you will see a kind of crucified Christ
figure, a torso appears in the tree trunk.

EBONY: What’s your next project? What paintings are you planning?

MORLEY: Babies and English pubs. Babies because | want to paint all of those beautiful plastic toys. A
big baby with all those toys; it would look like a horror story.
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Hanna, James Chad. “Painting for Glory: Malcolm Morley on the World War Il Origins of His High-
Flying Art.” www.blouinartinfo.com (Blouin Artinfo), 1 April 2011.

BLOUINARTINFO

Malcolm Morley, Rat Tat Tat, 2001, Courtesy Sperone Westwater

“Often times people say, ‘What do you paint?” and | say, ‘Adventure paintings,” and that ends it,” Malcolm
Morley explains with a playful smile. One of the pioneers of Photorealism (also known as Superrealism),
Morely, 79, grew up in London and came to New York City in the mid-’60s and made a hame for himself
painting highly realistic images typically based off photographs or postcards, often adding self-referential
marks to recast the source image in a more political or social light — one of the most famous examples of
this being his “Racetrack” from 1970. A multifaceted painter, Morley’s style became more expressionistic
for a time, but in the “‘90s he returned to his realist roots. Morely is a longtime enthusiast of planes and
ships, and these machines frequently find their way into his work. This is the case again with his most recent
solo show at Sperone Westwater, titled “Rules of Engagement” and running through April 30, in which 12
new works portray classic fighter planes and the men who piloted them.

Your style has been so diverse over time. I’m interested in how your artistic progression evolved.

The word itself, style, is interesting. It roots from stylus, the tool used for carving, and essentially you could
only tell the differences between one carver and another by the mistakes they made. So if you’ve made a
perfect “O,” it was without style. So, | think that language has got pretty sloppy, and I’m very keen to get
it into another context. Does God have style? Although, | do understand how it’s used today — it’s really
a mode of recognition, and you bring out this idea of these shifts and changes. It seems like that to me too,
but what’s odd about it is that although there seems to be a very abrupt gap between one thing and another
at the time, when you see them all together in a retrospective they flow — it’s a strange phenomenon. |
seem to be more circular than linear. Like the metaphor of throwing a huge stone at the middle of a pond
— the velocity of the throw, and scale of the stone, which | feel is kind of pain-based. So the evolution is
more circular than linear.
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Malcolm Morley, Strafing, 2010, Courtesy
Sperone Westwater, NY

Malcolm Morley, English Fighter Pilot (Ace),
2010, Courtesy Sperone Westwater, NY

Malcolm Morley, Major M.J.A. Morley of the
266 Squadron, 2011, Courtesy Sperone
Westwater, NY

How did you get your start?

It’s funny, you know, because in the beginning — well my very
first show in New York was at a gallery called Jill Kornblee
which is a very historic gallery — and they were abstract
paintings. | was very taken by Cy Twombly and it was sort of
my own version of abstract expressionism. They tended to have
the feeling of the superstructure of ships, cruise ships, these sort
of bands and things. But | always felt this wasn’t really me.
Whatever that is, the changing me. And | was taken over to visit
to Richard Artschwager, and he was working with grids and that
reminded me very much of the sort of thing I did at art school,
which was on grids. Although at that time | hadn’t seen that the
grid was simply a means of getting the drawing, and then that’s
the end of the grid. So I actually went down to the 57th Street
Pier and there was a liner — they called them liners then — and
attempted to make a painting of it, which was impossible, you
know? One end of the ship was down there and the other end
was over here. So | got a post card of it, and made a painting of
that, on a grid. And that was the first beginnings of what, very
unkindly, was called Photorealism.

Why unkindly?

Lawrence Alloway’s wife, whose name was Sylvia Sleigh,
came from a sort of very upper-class English background, and
when she saw them, she coined it Photorealism. Basically it was
based almost on the idea that the upper class believed that the
man in the street’s appreciation of art is a painting that looks as
close to a photograph is possible. And it was meant as a put
down.

Yet it seems like this style of painting would require an
immense amount of effort and time.

Compulsion. Yeah.
Is there a term you prefer to Photorealism?

I always go toward Superrealism. Not that I thought it was
super, but I wanted to associate it with Suprematism. Because
my interest was on a much bigger issue than so called
“copying,” and | would always cringe when “copying” would
come up — because | always thought of it as an interpretation,
of translating the thing into a painterly invention, you know, and
so forth. What’s really interesting about it is that the very first
paintings were these spectacular meticulous looking liners,
cruise ships and stuff. When | was a boy | used to build models,
and one night we were blown up by WWII — we had been
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blown up by what was called a V1, that was a jet-
propelled bomb. And I’d been building this model
battleship out of balsa wood, and the turrets turned and
the lifeboats came down, quite spectacular. The idea
was to paint them and photograph them. And then you
couldn’t tell the difference. | was going to start painting
it the next day, but after the bomb the wall completely
disappeared and so did the boat — just completely
disappeared. And we lived on top of a shoe shop. And
the whole street was littered with shoes — very surreal.
And smoke. And | had really not made a connection,
but through psychoanalysis, it came up: that really |
was trying to paint that original boat.

And how old were you at that time when the bomb
hit?

About 12. And nobody ever mentioned it when it
happened. It just disappeared. We were sort of refugees
staying in other people’s houses and stuff. Anyway so
that was the end of my modeling career then. So | was
rather thrilled to make the link why | would go through
it. Because it’s quite an ordeal to paint them. It’s
because of the end result that I’m willing to do it. You
know and a strange phenomenon would occur that | call
the stereoscopic space — it would appear through just
painting these flat tones against each other and yet
illusionistically — | suppose going through your
central nervous system. You have this illusion of space,
and of course there is no space in painting.
Mathematicians would call it an area. You know in the
‘60s all you heard was space in paintings. Anyway
that’s something else. So then, Ivan Karp, he was a very
prominent in introducing Pop Art and so forth, he was
a very, very close friend, and he went all over America
with these slides — to various art departments and at
the end of the year there were 100 people doing it. And
I really claim to be the originator of what was known
then as Photorealism. Although there were others who
were also doing something parallel to that at the same
time like Richard Estes. There were three of us you
know. But so, you know, one would specialize in
dinners, another one would do racehorses, and you
know.

Tell me about the origin of Race Track.

Malcolm Morley, Russian Fighter Pilot (Ace), 2010,
Courtesy Sperone Westwater, NY

Malcolm Morley, Rules of Engagement, 2011, Courtesy
Sperone Westwater, NY

Malcolm Morley, Crash Landing, 2010, Courtesy Sperone
Westwater, NY

The painting of the racetrack was really the jump. It’s an interesting story. 1I’d gone with, actually, Toni
Shafrazi, a very close pal, to see a movie called “Z.” Yves Montand plays a Greek politician in the time of
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the colonels in Greece, and he get assassinated. And in the meantime | had finished the racetrack. And Ivan
Karp had arranged for Time magazine to come and photograph it on Monday. That was Friday. So Tony
and | were so pissed when we came out of the movie — you come out mad — and so | got this idea of
putting an X on the racetrack. And instead of just taking some paint and poom-poom, making an X, we got
sheets of plastic and put them on the painting and rehearsed the X, and it got thinner and thinner. Because
the painter didn’t really want to totally destroy the painting, you know. So it was really quite a thin X. And
then we reversed the plastic, printing the X on the painting. And low and behold it was Malcolm’s X on a
racetrack in South Africa. And because that was a pun that came out afterward, which sadly Lawrence
Alloway claimed as his own discovery — but anyway, writers do this. So that was the beginning of the end.
Not only was | exing out racetrack, but | was exing out Photorealism at the same time. And I'm a
tremendous believer in the unconscious as an activity and have been devoted to psychoanalysis for most of
my life. And although I think that neurotic art is interesting, 1 think conscious art is much more interesting.
And so, you know, psychoanalysis is a way of making friends with your unconscious life and so it becomes
one thing rather than a divided thing. People always think of us as icebergs with very little showing on top
and a lot underneath.

How did the critics receive your work?

You know, actually 1 think there were one or two critics who were like, “This Morley guy, he’s not so
realist, when you look at them close they’re really quite ugly.” Now you take Ralph Goings, you know —
smooth airbrush. And so | was always involved with the idea of painting, to put in a nutshell, really in a
classic tradition. But at the same time wanting to do something new. Actually, you paint — whether or not
it occurs to sit in the pantheons of the greats — for glory, you know. I mean, it’s nice to go to the back, but
that’s not the end of it, you know? So | got that part of it straight. And so really | never left — well, once
or twice | left the grid — but really | couldn’t find a better way to organize it. And actually the grid is quite
democratic because you’re treating the background and the foreground the same. They are equal. And that’s
the paradox of this illusionistic space thing that occurs. It’s a mystery to me really. It’s very digital. If you’re
trying to paint a figure in space, a sort of corniness starts to occur, | suppose. And so then | could paint
them up. There’s no right way out for them, in terms of a small square. For a long time | didn’t cut up the
square, so | was always losing my place. This way | could just run around all day thinking about a quarter
tone against a half a tone. And nothing else. | got rid of the burden of carrying the whole around
simultaneously. So that in a nutshell is it.

So tell me about your new paintings. | understand you’ve been meditating on this idea of the hero.

That started some time ago. | had come across this book Rothko had written. It was a notebook, and he
wrote it before he was Rothko essentially, and | was quite taken with it. He was talking about all those guys
like Barnett Newman who were all involved with mythology, and myths need a hero and a hero needs to
face danger, et cetera. And that appealed to me because | feel the modern painter faces danger if he’s looking
at the whole picture, and | started thinking, “Who is the modern hero?” And | went down to the deli one
day and there were two guys talking about a baseball game that had been played years earlier, and they
remembered every detail of it. | thought, it’s the sportsman that is the hero that takes the risk. So that’s what
got me into the that series of paintings. | did an ice hockey guy and I did Souza, the baseball player, you
know, things like that. And so that’s how that happened. It’s as if I’m always looking for a bigger subject
you know?

Tell me about your new body of work.
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So these new paintings came about because | was doing a show in Belgium a year and a half ago or so, and
as | was leaving a young painter gave me a small pamphlet sort of thing. And there were illustrations of
these fighter pilots from WWI and WWII, and | was very taken by them — when | saw them | knew that
was it. That’s such a great feeling when you get that. And it was so tied up with my earlier life, you know,
completely. So | started out doing it with a tremendous belief, a stronger belief than | had had earlier. All
the pilots are different nationalities. The jet propelled bomb I spoke of earlier, the tail of it came in my
bedroom. And there was a swastika and a number stenciled on it. And the metal was hot. Now, I’m not a
Nazi, but in painting the German pilot | painted these swastikas, so this idea of painting on the word
classified came into my mind as a means of distance. | did that and I liked it so much, just the plastic visual
look of it that | put it up on all the pilots. It also makes for another level. Because the word classified stands
between you and that. It turns it into something that could be a document, it’s hovering over all of those
levels. And I like to say that some people buy paintings, collect paintings, that are pictures, and some people
buy paintings because they’re paintings. And some people buy paintings because they’re pictures and
paintings. So it’s a kind of a test, this word classified.

And this continues the exploration of the hero concept?

Yes it does. The titles of them have the nationality, like “The Italian Pilot” (ACE), so they’re all aces.
They’re oil paint on canvas, not oil paint on oil paint. When you build up too much paint on paint it becomes
dull. So this is wet on wet — it’s all close to the canvas. You know, throughout my work the color in my
work has never been discussed. It’s like the imagery takes over more strongly. And yet they are colored
pigment on canvas. That’s essentially what they are.

What are your work habits like?

I’ve got a routine. I’m not so good in the mornings — | putter around — and it’s as if | take a hundred-yard
warm-up to dash ten yards. | usually start midday and carry on until dinner., and very often go back after
dinner and work until about 10. It’s a seven day a week thing for me. It’s harder for me not to work. With
these, conviction drove it. Painting was always problematic. But | never had any doubt about these.

You were mentioning this idea earlier about a stone being cast into the water and rings circularly
going out. And mentioned that the velocity with which the stone is thrown is determined by pain. Can
you tell me a little bit more about that?

It happened to be a very painful early life. So this idea of throwing the rock... or another idea is that of the
oyster. The size of the pearl is determined by the size of the grit. The irritation. The greater the irritation,
the greater the pearl, supposedly. It’s a metaphor anyway. And | was very fortunate really because | was
taken up by people and ended up going to the Royal College of Art. And | didn’t have the scholastics.
Actually that was part and parcel of what was known as the angry young man syndrome during the time of
“Look Back in Anger.” The root of that was that after WWII men were coming back from the battle field
and, just based on their merit, were getting into Oxford or Cambridge with Cockney accents. And the upper
classes would not accept them. Still won’t, you know. So there was this kind of resentment. John Osborne
the playwright wrote his famous play “Look Back in Anger.” The president of the Royal College was a
very enlightened guy. All I wanted to do was join in — | wasn’t really rebellious. | wanted to belong. And
the great thing about New York was that | was always sort of accepted by other artists. And, so, | turned
that into my family really. So I got away from that whole English class thing. | moved out from painting
sort of from the point of view of reaction into a point of view of action. Which has a lot more to do with
loving. And it’s a stronger quality, the acting. And so I’m a very happy man.
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Robinson, Walter. “Malcolm Morley: Rules of Engagement.” www.artnet.com (Artnet Magazine), 1 April
2011.

Malcolm Morley, Rules of Engagement, 2011, Sperone Westerwater Gallery

The brilliant British-born New York pop realist Malcolm Morley (b. 1931), back in the studio after
something of a dramatic health scare, presents a dozen new paintings of World War Il aerial combat.
Dynamic and sophisticated in color, the new works are spectacular scenes of soaring dogfights, Spitfires
and Messerschmitts outlined against a bright blue sky.

A group of portraits of fighting aces are based on illustrations from Morley’s youth, when he would watch
the soaring aircraft above a field near his home, an experience of “bliss.” Two of the new paintings are self-
portraits that place “Major Morley” in a World War | Sopwith Camel.

Close observation of the dogfight depicted in Rules of Engagement (2011) reveals a small brush attached

to the surface, right in the muzzle blast of the plane’s guns. “I wanted to represent ‘Make art, not war’,
Morley said.

The Paris-based art critic Brooks Adams wrote the essay in the accompanying catalogue.
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Malcolm Morley at Sperone Westwater, New York, Mar. 31, 2011

“Malcolm Morley: Rules of Engagement,” installation view of Rat Tat Tat (2001) from the mezzanine at
Sperone Westwater Gallery, New York
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Ayers, Robert. ““Three cheers for the unconscious!” Robert Ayers in conversation with Malcolm Morley.”
www.askyfilledwithshootingstars.com (A Sky filled with Shooting Stars), 25 May 20009.

Many years ago, back in the early 1980s, | used to write for a
little British art magazine called Artscribe. We published in
black and white, scraping by from issue to issue, but we were
an earnest little group who felt that our opinions might actually
shape the future of contemporary painting. Of course that meant
that we had our disagreements. One of the biggest arguments
that occurred, I remember, was over the award of a then-
unheard-of trophy by the name of the Turner Prize to a guy
named Malcolm Morley.

He had had a retrospective at London’s Whitechapel Gallery in
1983, which charted his development out of his own brand of
superrealism into an early and particularly effusive kind of
eighties neo-expressionism. The next year he was given the first
Turner Prize for making the most important contribution to
British Art in the previous twelve months, despite the fact that
he had lived here in New York since the late 1950s. It certainly
set the cat among the pigeons and | genuinely believe that the
arguments about Mr Morley winning that first Turner Prize not
only secured its future, but also established its reputation for
controversy. The British art scene might have been a rather
different place, in other words, had it not been for Malcolm
Morley.

Malcolm Morley, Ring of Fire (2009)

Malcolm Morley, Farewell to Crete (1984)

Mr Morley has never lost his taste for controversy, constantly twisting and turning his own painterly
development — with occasional forays into sculpture — as though deliberately trying to keep his audience
guessing. His current show at Sperone Westwater (through June 20) looks as much as anything like a group
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Malcolm Morley, photo: (c) 2005 Daniel Moss

Malcolm Morley, The Art of Painting (2005)

show of several different artists making their own Morley-esque
mash-ups of the same subject matter. The stand-out work in the
show is a life-size paper sculpture of a motocross rider leaping
through a ring of fire.

To confuse matters further, Mr Morley repeatedly stakes a claim
for the traditionalism of his art. He insists that his real subjects
are not the sports stars that have dominated his recent paintings,
for example, but the art of painting itself. He cites artists as
various as Velasquez, Manet, Cézanne, and Picasso in talking
about his work, and in an essay called “Spectacle” that he has
written to accompany his present exhibit he offers himself as a
contemporary version of Baudelaire’s painter of modern life. He
also stresses the importance of psychoanalysis to his art, and
suggests links between his painting and ancient mythology. So
when | spoke to him last weekend | wanted to get to the bottom
of some of these issues.

Malcolm, I’m interested in this essay that you’ve written.
That’s not something that you usually do. Why did you feel
it was appropriate this time around?

Well, the ideas behind it were surfacing a bit when | had my last
show at Sperone Westwater, which was a show of all the big
sports heroes. The idea derived from Mark Rothko’s book, “The
Artist’s Reality” [published in 2006]. All of those guys, Rothko,
Newman, and the rest of them, were all involved with
mythology — it was a very big thing for them — and Rothko
makes the point that in the ancient world mythology wasn’t
something in the past. It was lived on a day-to day basis.

One day | was in the deli buying a cup of coffee and I heard
these two regular guys talking about a baseball game that had
been played years before, and they remembered every possible
detail about it. And | decided that this was contemporary
mythology, and the sports stars were the heroes. To be a hero

you have to take a risk, so of course the best ones are those that risk their lives — NASCAR drivers and

people like that.

Of course, it’s not that painting heroes is the only thing | do. It isn’t a permanent thing, necessarily. But it’s
especially apropos in terms of the current state of affairs. | certainly don’t think that you can identify the
contemporary soldier as a mythic hero: all he wants to do is get home in one piece, basically. Whereas the

stars of sport live these mythic lives.

I’m interested to hear you mention Barnett Newman there. As | understand it, he was one of the more
important influences on you when you first came to New York City in 1958.

Yes, very much so. | was working in a restaurant, waiting on tables, and he was one of my customers. He
asked me what | was doing there and | said, “I’m a painter, I’m just working here to pay my bills,” so he
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gave me his phone number and asked me to call him. He came down to my studio and at that time | was
doing my version of abstract expressionism — rather a la Cy Twombly — and he told me this great thing. He
said, “You know, all the guys here in New York are involved in the bullfight, and sticking in the stiletto,
whereas I’m interested in the myth of Excalibur, and removing the sword from the stone.” Then he’d talk
about “emptying renaissance space.” | hadn’t come across that scale of thinking before. It was quite a
revelation.

Malcolm Morley, Cristoforo Colombo (1965)

In fact, when I had my first show of the cruise ships, | felt very embarrassed that I’d betrayed Newman. So
I didn’t show up for my own opening until it was almost over, only to be told that he’d been waiting for
me, and he absolutely loved the paintings! You see, he didn’t like people who painted Newmans. He told
me, “You know, the hardest thing in the world for me to do is to paint a Newman. But the easiest thing for
anybody else to do is to paint a Newman.” So | had a wonderful metaphysical mentor there.

Of course the other guy, at the other extreme, was Salvador Dali. | was living in the Chelsea Hotel, and one
Sunday morning there was this funny little voice on the phone. It said, “Malcolm Morley? This is Salvador
Dali.” And I thought it was a friend playing a joke, so | said, “Well fuck off!” and hung up. Of course he
loved that and called back. He became quite a champion of my work, and he liked to say that he painted
photographs of the unconscious, whereas | painted photographs of the conscious. When you were in a one-
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to-one relationship with him he was really great, he only went into that gobbledygook when there were
people around. So between Newman and Dali | had plenty of room to maneuver.

Malcolm Morley, Ring of Fire (2009) (detail)

I’'m fascinated by the sculpture in the current show. What is
it that keeps you coming back to sculpture?

Well, one of the things is that it can be made. That whole piece
is made of watercolor paper, very heavy watercolor paper with
an armature of plastic plumbing piping. You can do a lot of
things with paper. | always think of sculpture as something in
two dimensions that’s folded.

Even the mud that’s splashed on it seems to be made of
papier maché.

The mud? Oh that was something else. The piece was finished.
It was pristine. | live in a building on the corner of a road with
traffic going past it. We took it outside, and | got hold of the
toilet brush. You know those big brushes for cleaning the toilet?
| mixed up a paint with papier maché so that it looked like mud
and started swishing it on from a distance. And the traffic
stopped. People were saying, “What the hell? It’s a lunatic.”
And that’s how it went on. It was literally splashed on to get the
velocity.

You know, although I’ve followed your career for years, I’m never quite sure of who Malcolm Morley
is. On the one hand there’s the audacious character who seems to delight in having people ask, “What

the hell?”...

Well, upping the ante is what it is ...

... but then on the other hand, there seems to be
a deeply traditional streak to your art.

Oh yes. The way | see it is that the whole history of
the arts is like a huge river that moves forward in
one direction. And you want to be in the middle of
that river, even if sometimes you have to fight
against the current. Now that river also has little
tributaries and pools of stagnant water. Lots of
artists start out tremendously, right in the center,
but then they get trapped in the stagnant water. To
me it’s all a question of character, and having lots
of nerve.

Where do you see yourself, in the mainstream or Ring of Fire in Malcolm Morley's studio. (Photo: Joseph Thaler)

the backwaters?
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Well what do you think? Of course | think I’m out there,
being what you might call contentious or on the cutting
edge of things.

But as you say, | also have this very strong connection
to the whole history of painting. Sometimes people ask
me, “How long did it take you to paint that?” And I’ll
say, “Sixty thousand years!” Because I’m starting off
with cave painting and | have incorporated all of that
into what | do. I’m very proud of my facilities. |
rehearse them | practice them. | feel as though I belong
to an ancient guild.

You sometimes talk about “historical ambition”.

Oh, I’'m glad you brought that up. The idea of historical
ambition is that you want to sit in the pantheon of the
greats. Whether or not that happens is something else.
It’s for time and history and other people to decide. But
| do have this deadly ambition, this deadly drive that
never seems to stop.

Where does that ambition derive from? You’ve
talked a lot in the past about the importance of
psychoanalysis to your art.

Yes, I’m very interested in unconscious life. One way
of putting it is, “to make friends with your unconscious
life.” I’'ma great believer in this. And that’s what I think
the ancients did, in a sense, when they lived with
mythology on a day-to-day basis. If you can come to
terms with your own unconscious life, you can find a
huge well that goes deep enough down to tap in to the
collective unconscious. And that’s where it’s at. That’s
what | feel happens in what | do. Three cheers for the
unconscious!
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Kley, Elisabeth. “Gotham Art & Theater.” www.artnet.com (Artnet Magazine), 20 May 2009.

Malcolm Morley, Ring of Fire, 2009,
Sperone Westwater

At 77, Malcolm Morley is as enthralled by daredevil destruction as a
little boy crashing his toy trucks. In fact, an elaborate warship model
destroyed by a German bomb during the WWII London blitz may
have inspired his entire body of work. Early paintings of ocean liners
copied from postcards and travel brochures seem to recreate the lost
toy boat, and recent depictions of colliding racing cars and half-
demolished buildings could be flashbacks to the 1944 explosion.
Morley’s latest images of motorcycle racing, another method of
courting danger, are on view at Sperone Westwater Gallery, Apr. 16-
June 20, 2009.

The showstopper is Ring of Fire (2009), a mud-splattered life-sized
sculpture of a man on a motorbike jumping through a burning hoop.
Constructed from heavy watercolor paper and supported by a
framework of steel, he resembles an over-sized toy soldier with a
tubular body and flat paper lips. Colorful logos cover his clothing,
and every detail of the bike is painstakingly reproduced, including the
treads on the wheels. The orange flames are beautifully painted in
loose watercolor washes.

Blue Boyz (2008), the phantasmagorical relief tucked away in a back gallery, is another contender for
stealing the exhibition. Bouncing over mountainous brown terrain with the texture of actual dirt, ten painted
motorcyclists rush from all directions towards the viewer, led by a fully three-dimensional paper rider
bursting from a hole in the center of the canvas. Small paper flags are pasted here and there, and a tiny
balloon floats in a sky that is rapidly shifting from day to night, accompanied by fluffy white clouds, a
crescent moon and a sprinkling of stars.

The rest of the paintings seem hyper-real from a distance,
but close-up they are engagingly handmade. Methodically
representing chaos, Morley copies photographs from sports
magazines and transfers them to his canvases with grids.
By turning the paintings upside down, he can lovingly paint
every detail, square by square, without getting bogged
down in representation. The image materializes by itself
when the canvas is turned right side up.

Summoning up a vision of a motorcycle crash, Hubris
(2008) is a two part vertical painting that features a pair of
racers making a sharp turn, placed above a still life of
fragments of the original magazine photo after it was torn
apart by a dog. In Thor (2008), a single racer appears above
more painted bits of paper, but this time the boundaries
between whole and torn images disappear, as if the subject

Malcolm Morley, Blue Boyz, 2008, Sperone
Westwater
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is literally disintegrating from the bottom up. The penciled grid left bare at the edges undercuts Morley’s

photorealism, and an actual racing glove pinned to the painting’s lower right corner also draws attention to
the racer’s immateriality. Prices range from $250,000 to $400,000.

Malcolm Morley, Hubris, 2008, Sperone Westwater Malcolm Morley, Thor, 2008, Sperone Westwater
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SPEED AND MOTION: Jockeving for Position.is a 2005 work by Malcolm Morley, a mercurial, but always painterly, pop-influenced artist.

BY ELISA TURNER
elisaturn@aol.com

The energy-animating
color, form, and idea — the
big three of the visual arts —
at the Museum of Contempo-
raryArt in North Miami con-
tinues to impress,

Malcolm Morley: The Art
of Painting is the first U.S,
museum survey of this pop-
influenced and tough-to-clas-
sify artist since 1984, Morley
straddles two countries: Born
in London in 1931, he settled
in New York in 1958, and
became a U.S. citizen in 199L

The show, organized by
MOCA and curated by
MOCA director Bonnie

Clearwater, brings together

more than 30 paintings gath-
ered from private and
museum collections in the
U.S. and Europe. )
Documented with a hand-
some catalog, the show
charts the circuitous journey

that this mercurial, but:

always painterly, artist has
taken. It goes from the early
classic Ship’s Dinner Party in
1966 to the beautifully exe-
cuted paintings of volatile,
even lethal, speed in action,
such as Death of Dale Earn-

hardt and Jockeying for Posi--

tion of 2005. In the late 1960s,
Morley drew attention with

his meticulously execuied.

paintings of photographic
sources, such as the color-
printed brochures that cruise
lines published for the tourist
industry. But his wasn't a
household name among art
lovers like others of the era,
such as Andy Warhol and
Roy Lichtenstein. .
Clearwater hastens to
stress that these 1960s paint-
ings do not look so much like
actual photographs, but like
color offset reproductions.
Morley's paintings make a
point of showing the crisp
white border that framed the

colorful brochures. It's a way
to further stress the painterly
artifice of what he’s done,
and also emphasizes that he
is using sources from popular
culture, as Warhol did with
his famous soup cans.

Giving this show an added
art historical edge, Clearwa-
ter links this exhibit with two
other shows she has curated
for the museum in past sea-
sons, a solo show for Lichten-
stein in 2001 and one for
Richard Artschwager in 2003,

She shows how all three

artists knew each other at
about the same time in the
1960s, They continued on
similar but divergent paths,
as all made distinctive paint-
ings adapted in different
ways from photographic
sources. )

‘Although Morley's late
1960s paintings, including S8
Amsterdam in front of Rotter-
dam, seem to look “realistic,”
and he likes to describe them
as “super realistic,” they hold
our eye with more than a few
strange moments.

First we see that unex-
pected white border —
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Artist’s paintbrush is like a camera
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. where would you find something
quite like that in art history? And
then Morley’s intricate manner of
working provides us with a strange
sense of proportion. Somehow the
perspective does not seem quite
right in these “super realistic” paint-
ings. '

Morley typically paints by using a
very old-school method: He scores
his source and his canvas into a pre-
cise grid. Next, he cuts the source
into tiny squares, and temporarily
tapes each square to the canvas
before he paints it. Then he paints
one square at a time, focusing solely
on that particular square. Each
square becomes a tiny abstract com-~
position, a minute section of mosaic.
In this way, distortions created in
the color reproductions are some-
how magnified. In Ship’s Dinner
Party, the woman’s black-gloved
hand holding a champagne glass
stands out awkwardly from the
painting’s middle ground, a scene of
well-dressed diners laughing in a
cruise ship’s elegant dining room.
The black-gloved hand has a jarring
effect in this vision of affluent gai-
ety, and emphasizes the elaborately
staged artifice of what we are seeing.
In the fourth edition of the classic
art history text, H.H. Arnason’s His-
tory of Modern Art, it has been noted
that although Morley has always dis-
counted the notion that political
commentary may be embedded in
his painting, he does have a pen-
chant for showing the upper class at
leisure during years of political tur-
moil. A work from 1970 is known for
its more overt political reference, as
Clearwater points out in her catalog
essay. :

Not in the show, but reproduced
in MOCA's catalog, is Morley’s 1970
painting Race Track. Once again,
Morley has used a tourist brochure

as a source; this time it’s one used
for promoting tourism in South
Africa during the country’s notori-
ous apartheid years.

Marked over Morley's white-
framed scene of a gloriously emer-

" ald-green race track, labeled “South

Africa,” is a red-painted X. The X is
painted in a typically neat,
restrained fashion. Its polite, British
decorum makes this painting of lei-
sure activity in a racist society all the

more vivid as an expression of out- .

rage.

Especially given this background,
it’s interesting to learn that the pho-
tographic source that brought Mor-
ley out of a nervous breakdown, in
which he could not paint for six
months, was a New York Times pho-
tograph of an man and boy running
from military clashes in wartime
Afghanistan, as Clearwater further
explains in her essay. That painting,
Man, Boy, and Donkey of 2002, is
also reproduced in the catalog.

High-powered speed and crashes,
either of man-driven modes of trans-
portation or the implicit crashes of
cultures, become the fluid, power-
fully rendered subject of his most
recent works, Those modes of trans-
portation may be cars or horses; he’s
previously been intrigued by ships
and planes as modes of transporta-
tion, which can refer to wartime bat-
tles in implicit or overt ways.

His previous works in the exhibit,
produced after the 1960s and before
the most recent ones, show how
Morley experimented with tech-
niques and three-dimensional
devices. In the peculiar but graphi-
cally grabbing painting Nieuport of
2000, he creates a composition by
showing the various unfolded pieces

. for making a model airplane. Appar-

ently Morley can imagine a collector
cutting up the painting to create a
plane, but the MOCA catalog doesn’t
say if this has actually happened.
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What: Malcolm Motiey: The Art
of Painting and Ragib Shaw:
Garden of Earthly Delights ,
Where: The Museumn of !
Contemporary Art, Joan ]
Lehman Building, 770 NE 125th
St., North Miami

When: 11a.m.-5 p.m.
Tuesday-Saturday, noon-5
p.m. Sunday; open 7-10 p.m.
the last Friday of each month,
through April 16

Cost: $5 for adults, $3 for
seniors and students with ID;
free for members, North Miami
residents and City of North
Miami employees, and children
under 12

Info: 305-893-6211 or
wWwWWw.mocanomi.org

Nieuport is part of a series painted
from cards in kits for assembling
World War T and World War II
fighter planes. This work seems to
be a warm-up for the beautifully
shocking paintings that take your
breath away at the end of the show.
You see Morley enthralled with the
way graphically designed modes of
swift transportation are distorted by
a clashing impact.

The crumpled black Chevy and
yellow Pontiac in Death of Dale
Earnhardt are inspired by an AP
photograph of the car crash that
killed NASCAR legend Dale Earn-
hardt in 2001 at the Daytona 500.

This painting is painted with
Morley’s trademark grid. But as his
source has no white border, you
don’t see one here. This current
work makes the paintings echoing
travel brochures look almost con-
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THE ARTIST: Malcolm Morley stands in front of The Oradé, a 1992 work thaf is included in Malcolm Morley: The
Art of Painting.
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Mills, Malcolm. “Return of the Malc.” www.browardpalmbeach.com (New Times Broward), 16 February
2006.

“Malcolm Morley: The Art of Painting,” now at the Museum of
Contemporary Art in North Miami, is the final installment in a trio of
exhibitions surveying the careers of painters who are very different yet
also very similar, and what a smashing conclusion it is. Think of the series
as MoCA'’s Lord of the Rings, with the Morley show as its triumphant
Return of the King.

The trilogy began in 2001 with “Roy Lichtenstein: Inside/Outside,” then
moved on to “Richard Artschwager: ‘Painting” Then and Now” in 2003.
As satisfying as those two exhibitions were, they could hardly prepare us
for the scale and bombast of “The Art of Painting.”

Almost 40 paintings are included, most monumental in size, and the range
of subject matter is vast, from cruise ships and their passengers to athletes
in action to tribal figures to planes and boats and cars. And Morley has
approached or sometimes, it seems, attacked his raw material using
equally varied styles and techniques. As you move through the galleries
in a roughly chronological progression, you may need to remind yourself

that this is indeed the output of a single artist. Morley’s superrealism is back in new
paintings Theory of Catastrophe

i L . d Backstrok
Morley’s medium of choice is oil, supplemented (especially early on) by and Backstroie

other paints such as acrylic, watercolor, Liquitex, and Magnacolor. An early preference for canvas seems
to have been replaced over the years by a yen for linen. He has consistently but sparingly used such accents
as wax, gold leaf, and objects of wood and plaster. And in the past few years, he has even incorporated such
things as diamond chips, glass beads, and worn-out paintbrushes into some paintings, always subtly and
effectively.

Although Morley has lived in the United States since 1958 and became a citizen in 1990, he was born in
London in 1931 and was influenced by the traditions of English maritime and landscape painting, to which
he applied his own characteristic twists. The exhibition begins with a handful of 1960s works in a style
generally described as photorealism. The artist himself prefers the designation “superrealism,” although he
also likes “fidelity painting.”

Regardless of what you call them, some of these paintings still astonish. His famous SS Amsterdam in front
of Rotterdam, painted in 1966 from a photographic reproduction, portrays an oversized ocean liner slicing
the canvas diagonally against the backdrop of the Dutch city. From several feet away, the image really does
look like an enlarged photo, only to reveal its painterly qualities as you move closer. Castle With Sailboats
(1969) has a similar impact.

For other superrealistic pictures from this period, Morley worked from slick promotional materials such as
brochures, resulting in the glamorous staged tableaux, complete with actor Jerry Orbach, of Ship’s Dinner
Party (1966), and Diving Champion (1967), taken from a page of a Goodyear calendar, with corporate logo
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faithfully re-created below an almost impossibly perfect snapshot of a male in mid-dive as a coyly posed
female looks on from the platform.

In Coronation and Beach Scene, from a year later, Morley juxtaposes two contradictory, elaborately
composed scenes, one piled atop the other: a horse-drawn carriage conveying Queen Elizabeth Il and a
cluttered waterfront cafe, with sunbathers in the foreground and the ocean in the distance. The wealth of
detail in both scenarios is simultaneously overwhelming and exhilarating, and this uneasy combination
gives the image a weird grandeur in which the whole is much greater than either of its parts.

It should be noted that while Morley almost always works from reproductions rather than from life photos
for the earlier paintings, watercolors for the later ones he usually divides his source material into a grid and
inverts it. He then tackles the grid square by square in a methodical manner. This distance allows him to
concentrate on translating the square’s contents to paint. As MoCA director and exhibition curator Bonnie
Clearwater puts it in her long, illuminating catalog essay: “Each element [is] thereby reduced to its abstract
essence. Morley has described this technique as a democratic way of constructing a painting. All parts are
equally important.”

Morley continued with this technique even after he started using larger, more vigorous brushstrokes in the
early 1970s. In his 1972 reinterpretation of the Raphael masterpiece School of Athens, he got so caught up
that he didn’t notice until later that a whole row of grid squares in the center of the image were slightly off-
register, so that tops of heads seem to hover in space a few inches away from where they should be. The
effect might be comical if it weren’t so jarring, and | suspect that Morley was so pleased with this accident
that he left it rather than correcting it.

School of Athens hangs about midway through the show, in a gallery surrounded by four large canvases
that seem willfully bizarre. Christmas Tree (The Lonely Ranger Lost in the Jungle of Erotic Desires) (1979)
is a closeup of the titular tree wildly overdecorated with such things as a cowboy brandishing a dildo at an
Indian, a derailed toy train, tropical birds, shapely but disesmbodied female legs, cacti, and snakes. The large
vertical Macaws, Bengals With Mullet (1982) features a similarly congested composition layering birds,
tigers, and fish, while Arizonac (1981) is a much sparer mix of two ornately costumed Indian figures against
a desert Southwest backdrop, with a tiny Indian on horseback (misidentified as a cowbaoy in the text panel
and catalog) in one corner.

It’s the grandly surreal Farewell to Crete (1984), however, that most captivates. This nearly 7-foot-by-14-
foot concoction has echoes of Picasso and Dali, among others, in its jumble of distorted imagery, which
includes horses, nude sunbathers, statuary, and other elements suggestive of a Mediterranean setting. Like
other paintings from this period, these derive not from photos but from drawings and watercolors Morley
made, sometimes while traveling by barge as a member of an amateur watercolor society.

But what’s most striking about the pieces in this gallery is Morley’s abrupt abandonment of superrealism
for his own idiosyncratic variation on expressionism. The dramatic dislocations and disruptions of scale
and continuity are the exhibition’s most forceful reiterations of its premise that Morley is, and has always
been, in love with painting itself. While it’s easy to admire the artist’s early “fidelity paintings” for their
clarity and technical mastery, you have to be able to appreciate his pure pleasure in making marks on
surfaces to make much sense of Farewell to Crete and its companions.

I can’t really say | like some of the ‘80s and “90s paintings, especially the ones dominated by ship and
airplane imagery. But | admire the rigor and vigor with which he appears to be wrestling with his own inner
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demons. There’s not room here to go into Morley’s turbulent personal life, although the wall text panels
provide a good sense of it.

The exhibition concludes with a handful of recent paintings that have never been shown in the United States,
and they mark a thrilling return to superrealism. Like the car-crash images that kick off the show Death of
Dale Earnhardt (2003) and The Art of Painting (2005) these are action paintings in the most literal sense,
portraying such things as athletes caught in performance, a chain-reaction highway pileup, and Afghan
horsemen playing the ancient game buzkashi. (The latter is taken from a New York Times photo but also
bears an uncanny resemblance to the foreground of The Battle of Tetuan by Dali, who knew Morley.)

Morley comes full circle and then goes beyond with these works, which only confirm his mastery of a
medium he so clearly adores and whose possibilities he finds almost infinite. For him, the act of painting
and the art of painting are one and the same.
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MALCOLM MORLEY

Biography

1931
2018

Education:

1953
1957

Born London, England, 7 June
Died Bellport, New York, 1 June

Camberwell School of Arts and Craft, London, England
Royal College of Art, London, England, ARCA

Selected Honors/Awards:

1984
1992
2009

2011
2015

Turner Prize, Tate Gallery, London, England

Skowhegan School of Painting and Sculpture, Painting Award

Inductee, American Academy of Arts & Sciences, Class IV: Humanities and Arts,
Section 5: Visual and Performing Arts—Criticism and Practice

Elected as Member, American Academy of Arts and Letters

Francis J. Greenburger Award

One Person Exhibitions:

1964
1967
1969
1972

1972-73
1973
1974
1976
1977
1979
1980
1981
1982

1983-84

“Malcolm Morley,” Kornblee Gallery, New York, 17 October — 5 November

“Malcolm Morley,” Kornblee Gallery, New York, 4 — 23 February

“Malcolm Morley,” Kornblee Gallery, New York, 15 February — 8 March

“Malcolm Morley,” Galerie de Gestlo, Hamburg, Germany, September — October

“Malcolm Morley,” Gallerie Ostergren, Malmd, Sweden

“Malcolm Morley,” Galerie Art in Progress, Zurich, Switzerland, October — November

Time Magazine Building, New York

“Malcolm Morley,” Steffanoty Gallery, New York, October

“Malcolm Morley,” Galerie M. E. Thelen, Cologne, Germany, April

“Malcolm Morley,” Steffanoty Gallery, New York, 1 — 31 August

“Malcolm Morley,” Galerie Gérald Piltzer, Paris, France, 21 November — 20 December

“Malcolm Morley,” The Clocktower, Institute for Art and Urban Resources, New York, 7 — 30
October (catalogue)

“Malcolm Morley,” Galerie Jollenbeck, Cologne, Germany, July — August

“Malcolm Morley,” Galerie Jurka, Amsterdam, Netherlands, October — November

“Malcolm Morley,” Nancy Hoffman Gallery, New York, 21 April - 31 May

“Malcolm Morley,” Susanne Hilberry Gallery, Birmingham, MI, 13 October — 10 November

“Matrix 54,” curated by Lawrence Alloway, Wadsworth Atheneum, Hartford, CT, January —
March (booklet)

“Malcolm Morley: New Paintings and Watercolors,” Xavier Fourcade Inc., New York, 3 April -9
May

“Malcolm Morley: Paintings & Watercolors,” Xavier Fourcade Inc., New York, 2 — 31 December

“Malcolm Morley: Paintings,” Akron Art Institute, OH

“Malcolm Morley: Paintings, 1965-82,” Kunsthalle, Basel, Switzerland, 22 January — 27 February
1983; Museum Boymans-van Beuningen, Rotterdam, Netherlands, 17 April — 29 May
1983; The Whitechapel Art Gallery, London, England, 22 June — 21 August 1983
(organizer); Corcoran Gallery of Art, Washington, DC, 9 September — 6 November 1983;



1984

1985

1986

1986-87

1988-89

1990

1991

1991-92

1992
1993

1994

1995-96

1996

1997

1998

1999
2000

2000-01

2001
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Museum of Contemporary Art, Chicago, 19 November 1983 — 22 January 1984; The
Brooklyn Museum, Brooklyn, NY, 18 February — 15 April 1984 (catalogue)

“Malcolm Morley at Fabian Carlsson Gallery,” Fabian Carlsson Gallery, London (catalogue)

“Malcolm Morley: Aquarelle, Zeichnungen und Farbradierungen,” Galerie Nicoline Pon, Zurich

“Malcolm Morley: Watercolors, Drawings and Graphics,” Ponova Gallery, Toronto

“Malcolm Morley: New Paintings, Watercolors and Prints,” Xavier Fourcade Gallery, New York
(catalogue)

“Malcolm Morley,” Fabian Carlsson Gallery, London

“Malcolm Morley,” Galerie Georges Lavrov, Paris

“Malcolm Morley: New Paintings and Watercolors, 1984-86,” Xavier Fourcade Gallery, New
York, 29 November — 30 December (catalogue)

“Malcolm Morley: Prints and Process,” Pace Prints, New York, 28 November 1986 — 17 January
1987

“Malcolm Morley: New York,” Pace Gallery, New York

“Malcolm Morley: Recent Drawings, Lithographs and Watercolors,” Temperance Hall Gallery,
Bellport, NY

“Malcolm Morley: Paintings, Sculptures and Watercolor,” Anthony d’Offay Gallery, London

“Malcolm Morley: Sculpture,” Bonnefantum Museum, Maastricht, Netherlands

“Malcolm Morley: Recent Paintings and Sculptures,” Pace Gallery, New York

“Malcolm Morley: Watercolours,” Bonnefantum Museum, Maastricht, Netherlands, 10 March — 1
May 1991; Kunsthalle Basel, Switzerland, 8 June — 4 August 1991; Tate Gallery
Liverpool, England, 23 August — 1 October 1991 (organizer); The Parrish Art Museum,
Southampton, NY, 22 November 1991 — 2 February 1992 (catalogue)

“Malcolm Morley,” Galerie Montenay, Paris

“Malcolm Morley,” Mary Boone Gallery, New York

“Malcolm Morley,” Musée national d’art moderne Centre de création industrielle, Centre Georges
Pompidou, Paris, France, 2 June — 19 September; Centre Régional d’Art Contemporain
Midi-Pyrénées, Labége-Toulouse, France, 15 October — 31 December (catalogue)

“Malcolm Morley,” Baumgartner Galleries, Washington, D.C.

“Malcolm Morley: Recent Paintings,” Daniel Weinberg Gallery, San Francisco, CA, 23 July — 27
August

“Malcolm Morley,” Mary Boone Gallery, New York, 6 May — 24 June

“Malcolm Morley,” Fundacién ‘la Caixa,” Madrid, Spain, 19 September — 12 November 1995;
Astrup Fearnley Museet for Moderne Kunst, Oslo, Norway, 18 January — 28 April 1996
(catalogue)

“Malcolm Morley: Drawings,” Michael Klein Gallery, New York, 21 November 1995 — 6 January
1996

“Malcolm Morley: A Selections of Watercolors, 1976-1995,” The Arts Club of Chicago, Chicago,
IL, 24 January — 22 March (catalogue)

“Malcolm Morley, Recent Paintings,” Sidney Janis Gallery, New York, 4 May — 8 June

“Malcolm Morley,” Galerie Daniel Templon, Paris, France, 29 April — 18 June

“Malcolm Morley, Africa: Watercolors,” Baldwin Gallery, Aspen, CO, 4 July — 4 August

“Malcolm Morley: The Flight of Icarus,” Baumgartner Galleries, Washington, D.C., 18 October —
28 November

“Malcolm Morley,” Galleria d’Arte Emilio Mazzoli, Modena, Italy, 26 September — November
(catalogue)

“Malcolm Morley,” Sperone Westwater, New York, 20 February — 20 March (catalogue)

“Malcolm Morley,” Art Dealers Association of America Art Show, Sperone Westwater Booth,
New York, 23 February — 28 February

“Malcolm Morley, Recent Paintings,” Gallerie Xavier Hufkens, Brussels, Belgium, 7 December
2000 — 27 January 2001

“Malcolm Morley,” Hayward Gallery, London, 14 June — 27 August (catalogue)

“Malcolm Morley, Rat Tat Tat,” Gagosian Gallery, London, 18 June — 28 July
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2010

2011
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“Malcolm Morley,” Galleria Cardi & Co., Milan, 8 April — 30 May (catalogue)

“Malcolm Morley: The Art of Qil Painting,” Sperone Westwater, New York, 5 May — 25 June
(catalogue)

“Malcolm Morley: The Art of Painting,” Museum of Contemporary Art, North Miami, FL, 20
January — 16 April (catalogue)

“Malcolm Morley,” Art Dealers Association of America Art Show, Sperone Westwater Booth, 23
February — 26 February

“Malcolm Morley,” Sperone Westwater, New York, 16 April — 20 June

“Malcolm Morley: Seven Paintings,” Xavier Hufkens, Brussels, Belgium, 4 March — 10 April

“Malcolm Morley: Rules of Engagement,” Sperone Westwater, New York, 31 March — 30 April

“Malcolm Morley: Another Way to Make an Image, Monotypes,” Sue Scott Gallery, New York,
11 January — 19 February

“Malcolm Morley in a Nutshell: The Fine Art of Painting 1954-2012,” Yale School of Art, New
Haven, CT, 31 January — 31 March

“Malcolm Morley: Painting, Paper and Process,” Parrish Museum of Art, Southampton, NY, 10
November 2012 — 13 January 2013

“Malcolm Morley at Galerie Aveline Antiquaire,” Galerie Aveline Antiquaire, Paris, 22 October —
22 November (catalogue)

“Malcolm Morley at the Ashmolean: Paintings and Drawings from the Hall Collection,” curated
by Sir Norman Rosenthal, Ashmolean Museum, University of Oxford, Oxford, UK, 8
October 2013 — 30 March 2014

“Malcolm Morley,” Sperone Westwater, New York, 16 April — May (catalogue)

“Malcolm Morley: History Painting,” Xavier Hufkens, Brussels, 18 November — 17 December
(catalogue)

“Malcolm Morley: Works from the Hall Collection,” Schloss Derneburg, Holle, Germany, 1 July
2017 — 20 May 2018 (brochure)

“Malcolm Morley: Tally-ho,” Sperone Westwater, New York, 12 September — 27 October 2018
(catalogue)

Selected Group Exhibitions:

1955
1956
1957
1959
1964
1966

1967

1968

1969

“Young Contemporaries,” London (as M.J. Evans)

“Young Contemporaries,” London (as M.J. Evans)

“Young Contemporaries,” London (as M.J. Evans)

“Art in the USA,” Sun Gallery, Provincetown, MA

Franklin Siden Gallery, Detroit, Ml

Sun Gallery, Provincetown, MA

“Sound, Light and Silence,” Nelson-Atkins Museum of Art, Kansas City, MO (catalogue)

“The Photographic Image,” Solomon R. Guggenheim Museum, New York (catalogue)

“Personal Preference: Paintings and Sculpture from the Collection of Mr. and Mrs. S. Brooks
Barron,” University Art Gallery, Oakland University, Rochester, MI, 3 October — 12
November

“Environment USA, 1957-1967,” Biennale de So Paulo, Sdo Paulo, Brazil

“Preview 1968,” Widener Gallery, Trinity College Hartford, CT

“Realism Now,” Vassar College Art Gallery, Poughkeepsie, NY (catalogue)

“Patriotic Images in American Art,” American Federation of the Arts, New York

“Directions 2: Aspects of a New Realism, Two Critical Essays,” Milwaukee Art Center, WI;
Contemporary Art Museum, Houston, TX; Akron Art Institute, OH; O.K. Harris Gallery,
NY (catalogue)
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“Biennial Exhibition of Contemporary American Painting and Sculpture,” Krannert Art Museum,
University of lllinois, Champaign, IL (catalogue)

“Pop Art,” Hayward Gallery, London (catalogue)

“22 Realists,” Whitney Museum of American Art, New York (catalogue)

“Aspects of a New Realism,” Milwaukee Art Center, WI

“Wirklicher als Wirklich,” Galerie M. E. Thelen, Cologne, Germany

“American Art Since 1960,” The Art Museum, Princeton University, Princeton, NJ (catalogue)

“Directions 70, Part 11, The Cool Realists,” Jack Glenn Gallery, Corona Del May, CA

“Kunst um 1970,” Neue Galerie der Stadt Aachen, Aachen, Germany (catalogue)

“Painting from the Photo,” Riverside Museum, New York (catalogue)

“Kunst der 20 Jahrhunderts,” Freie Berufe Sammeln, Stadtische Kunsthalle, Dusseldorf, Germany

“Radical Realism,” Museum of Contemporary Art, Chicago, IL

“Shape of Realism,” Deson Zaks Gallery, Chicago, IL

“Neue Amerikanischer Realkisten,” Galerie de Gestlo, Hamburg, Germany

“Each is His Own Way,” The Museum of Science and Industry, Chicago, IL

“Art for McGovern,” New York

“Gallery as Studio,” University Art Gallery, State University of New York at Stony Brook, Stony
Brook, NY

“Amerikanischer Fotorealismus,” Wurtenbergischer Kunstverein, Stuttgart, Germany; Frankfurter
Kunstverein, Frankfurt, Germany; Kunst und Museumverein Wuppertal, Wuppertal,
Germany

“Documenta V,” Kassel, Germany (catalogue)

“Colossal Scale,” Sidney Janis Gallery, New York

“Contemporary American Painting,” Whitney Museum of American Art, New York

“Sharp Focus Realism,” Sidney Janis Gallery, New York

“Freunde des Museums Sammeln,” Museum Folkwang, Essen, Germany

“Amerikanska Superealister,” Lunds Konsthall, Lunds, Sweden; Gallerie Fabian Carlsson,
Goteborg, Sweden

“Werkelijkheid is Meervoud: realisme uit de Verzameling, Ludwig, Neue Galeire Aken,” Museum
voor Stadt en Lande, Groningen, Netherlands

“Photo Realism 1973: The Stuart M. Speiser Collection,” Louis K. Meisel Gallery, New York;
Herbert F. Johnson Museum of Fine Art, Ithaca, NY; Memorial Art Gallery, University
Rochester, Rochester, NY; and other venues in the United States (catalogue)

“Mit Kamera, Pinsel und Spritzpistole,” Ruhrfestspiele Recklighausen, Recklinghausen, Germany;
Stadtische Kunsthalle, Mannheim, Germany

“Amerikanska Realism,” Gallerie Ostergren, Malmd, Sweden

“American Art: Third Quarter century,” Seattle Art Museum, Seattle, WA

“American Sharp Focus Realism,” Galleri Lowenadler, Stockholm, Sweden

“The Super-Realist Vision,” De Cordova and Dana Park Museum, Lincoln, MA

“Zeichnungen Sommer 1973,” Galerie Thelen, Cologne, Germany

“Image, Reality and Superreality: Prints Bought for the Arts Council Collection by Edward Lucie-
Smith, 1972-73,” Arts Council, London, England

“Ein Grosses Jahrzehnt Amerikanischer Kunst: Sammlung Ludwig KdIn/Aachen,” Kunstmuseum,
Lucerne, Switzerland

“Ekstrem Realisme,” Louisiana Museum of Modern Art, Humlebaek, Demark

“Photo-Realism: paintings, Sculptures and Prints from the Ludwig Collection and others,”
Serpentine Gallery, London, England

“Amerikanischer Fotorealismus,” Kunst und Museumverein Wuppertal, Wuppertal, Germany

“Hyperrealisme,” Galerie Isy Brachot, Brussels, Belgium

“Grands maftres hyperrealistes americains,” Galerie des 4 mouvements, Paris, France

“Art Conceptuel et Hyperréaliste: Collection Ludwig, Neue Galerie Aix-la-Chapelle,” ARC,
Musée d’art moderne de la Ville de Paris, Paris, France

“Aachen International 70-74,” Festival Exhibition, Royal Scottish Academy, Edinburgh, Scotland
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“Imagist Reaslim,” Norton Gallery and School of Art, West Palm Beach, FL; Merriewold West,
Far Hills, NJ

“25 Years of Janis,” Sidney Janis Gallery, New York

“Kunst bleibt Kunst: Projekt ‘74. Aspekte internationaler Kunst am Anfang der 70er Jahre,”
Wallraf-Richardtz Museum, Kéln, Germany; Kélnischer Kunstverein, Kéln, Germany;
Kunsthalle KéIn, Koln, Germany, 6 June-8 September (catalogue)

“Hyperréalistes americains, réalistes européens,” CNAC, Paris, France; Museum Boymans-van
Beuningen, Rotterdam, The Netherlands (catalogue)

“Dealers’ Choice/Choice Dealers,” The New York Cultural Annex, New York

1975 “Watercolors and Drawings: American Realists,” Louis K. Meisel, New York
“Portrait Painting, 1970-1974,” Allan Frumkin Gallery, New York
1976 “New York in Europa: Amerikanische Kunst aus Europaischen Samlungen,” Nationalgalerie,

Berlin, Germany; Louisiana Museum, Humlebaek, Denmark
“New York, Downtown Manhattan: Soho,” Akademie der Kunst, Berlin, Germany; Berliner
Festwochen, Berlin, Germany
“American Family Portraits,” Philadelphia Museum of Art, Philadelphia, PA
1977 “Kunst um 1970, Sammlung Ludwig, Aachen,” Kunstlerhaus Wien, Vienna, Austria
“Gerard Laing/Malcolm Morley,” Max Hutchinson Gallery, New York
“Illusion and Reality,” Australian National Gallery, Canberra, Australia; Western Australian Art
Gallery, Perth, Australia; Queensland Art Gallery, Brisbane, Australia; Art Gallery of
South Australia, Adelaide, Australia; National Gallery of Victoria, Melbourne, Australia;
Tasmanian Museum and Art Gallery, Hobart, Australia
“Second Biennial, Works on Paper,” Louis K. Meisel Gallery, New York
“Malerei und Photographie im Dialog von 1840 1840 bis Heute,” Kunsthaus, Zurich, Switzerland
“Documenta VI Kinstler,” Galerie de Gestlo, Hamburg, Germany
“Documenta VI,” Kassel, Germany
“British Painting, 1952-1977,” Royal Academy of Arts, London, England
1978 “Art for Collectors,” Toledo Art Museum, Toledo, OH
“Things Seen,” Sheldon Memorial Art Gallery, University of Nebraska, Lincoln, NE (catalogue)
“Artists Look at Art,” Helen Foresman Spencer Museum of Art, University of Kansas, Lawrence,
KS, 15 January — 12 March (catalogue)
“Cityscape: 78,” Oklahoma Art Center, Oklahoma
“Landscape, Cityscape,” Brainerd Hall Art Gallery, State University College, Postdam, New York
“Hallwalls,” Buffalo, NY
1978-79 “Art about Art,” Whitney Museum of American Art, New York; North Carolina Museum of Art,
Raleigh, NC; Frederick S. Wight Art Gallery, University of California, Los Angeles, CA;
Portland Art Museum, Portland, WA (catalogue)
1979 Cedar Rapids Art Center, Cedar Rapids, |A
Edward Thorp, New York
“Bill Elrod, Rafael Ferrer, Malcolm Morley, Joseph Raphael: Recent Works on Paper,” Nancy
Hoffman Gallery, New York

1979-80 “Neue Galerie, Sammlung Ludwig,” Ausstellung der Stadt Aachen in der Landesvertretung
Nordrein-Westfalen, Bonn, Switzerland
1980 “American Drawings in Black and White, 1970-1980,” Brooklyn, NY

“Figuration,” University Art Museum, Santa Barbara, CA

“A Penthouse Aviary,” Museum of Modern Art, New York

“One Major New York Each,” Xavier Fourcade Gallery, New York

“Elizabeth Murray, Jacques Lipschitz, Malcolm Morley, Alex Katz, Joel Shapiro,” Suzanne
Hilberry Gallery, Birmingham, Ml

“Janet Fish, Georgia O’Keefe, Robert Zakanitch, Malcolm Morley,” Robert Miller Gallery, New
York

“Malcolm Morley, Charlotte Moorman, Al Hansen: Current Work,” Hansen Gallery, New York

“Linda Benglis, Ron Gordon and Malcolm Morley,” Texas Gallery, Houston, TX



1981

1981-82

1982

1983

1984

1985

SPERONE WESTWATER
257 Bowery New York 10002
T+ 1212999 7337 F + 1212999 7338

www.speronewestwater.com

“Painter’s Painters,” Siegel Contemporary Art, Inc., New York

“Late Twentieth Century Art from Sydney and Frances Lewis Foundation,” Richmond, VA
(catalogue)

“Permanent Collection: Recent Acquisitions,” Museum of Contemporary Art, Chicago, IL

“Painter’s Painters,” Siegel Contemporary, New York

“The Image in American Painting and Sculpture, 1950-1980,” Akron Art Institute, Akron, OH

“Drawings,” Sperone Westwater Fischer, New York, 19 September (opening date)

“Westkunst,” Messehalle, Cologne, Germany

“Contemporary American Realism since 1960,” Pennsylvania Academy of the Fine Arts,
Philadelphia, PA

“A New Spirit in Painting,” Royal Academy of Art, London, England, 15 January — 18 March
(catalogue)

“Malcolm Morley and Susan Rothenberg, Dialog Exhibition,” Akron Art Museum, Akron, OH

“Super Realism from the Morton G. Neumann Family Collection,” Kalamazoo Institute of Art,
Kalamazoo, MI; The Art Center, South Bend, IN; Springfield Art Museum, Springfield,
MO; Dartmouth College Museum, Hanover, NH; De Cordova Museum, Lincoln, MA;
Des Moines Art Center, Des Moines, 1A (catalogue)

“Selection from the Permanent Collection,” Museum of Contemporary Art, Chicago, IL

“Contemporary Painting/Figuration,” University of California at Santa Barbara, Santa Barbara,
CA

“The Expressionist Image,” Sidney Janis Gallery, New York, 9 — 30 October

“Zeitgeist,” Martin-Gropius-Bau, Berlin, Germany, 15 October — 19 December (catalogue)

“Thirty Painters: Given and Promised,” The Metropolitan Museum of Art, New York

“Issues: New Allegory 1,” Institute of Contemporary Arts, Boston, MA

“Painting and Sculpture Today 1982,” Indianapolis Museum of Art, Indianapolis, IN, 6 July — 15
August (catalogue)

“Landscapes,” Robert Miller Gallery, New York

“Mitchell, Morley, Rockburne: New Prints and Works on Paper,” Xavier Fourcade Gallery, New
York

“Realist Watercolors,” The Visual Arts Gallery, Florida International University, Tamiami
Campus, Miami, FL, 21 January — 25 February

“The First Show: Painting and Sculpture from Eight Collections, 1940 to 1980,” The Museum
of Contemporary Art, Los Angeles, CA (catalogue)

“International Art Since 1960, Budapest,” The Ludwig Museum of Modern Art, Vienna and
the Austrian Ludwig Collection, Vienna, Austria (catalogue)

“In Honor of De Kooning,” Xavier Fourcade Gallery, New York (brochure)

“New Art,” The Tate Gallery, London (catalogue)

“Contemporary Art in the Collection of Mr. and Mrs. S. Brooks Barron,” Meadow Brook Art
Gallery, Oakland University, Rochester, Ml (catalogue)

“Modern Expressionists,” Sidney Janis Gallery, New York, 10 March — 7 April

“El Arte Narrativo, Pintura Narrativa Mexicana,” Museo Rufino Tamayo, Mexico City
(catalogue)

“Exhibition Candidates for the First Annual Turner Prize,” The Tate Gallery, London, England

“An International Survey of Paintings and Sculpture,” The Museum of Modern Art, New York
(catalogue)

“American Paintings, 1975-1985, Selections from the Collection of Aaron and Phyllis Katz,”
Aspen Art Museum, Aspen, CO (catalogue)

“American Painting and Sculpture: Selections from the Permanent Collection,” Museum of
Contemporary Art, Chicago, IL

“Pop Art, 1955-70,” Museum of Modern Art, New York; Art Gallery of New South Wales, South
Wales, Australia, Queensland Art Museum, Queensland, Australia; National Gallery of
Victoria, Melbourne

“The First Exhibition — Dialogue on Contemporary Art in Europa,” Lisbon, Portugal (catalogue)
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1985 Carnegie International,” The Carnegie Museum of Art, Pittsburgh, PA (catalogue)

“Selections from the William J. Hokin Collection,” Museum of Contemporary Art, Chicago, IL,
20 April — 16 June (catalogue)

“In Honor of John Chamberlain, Willem De Kooning, Dan Flavin, Jasper Jones, Donald Judd,
Malcolm Morley, Frank Stella,” Xavier Fourcade, New York (catalogue)

“Focus on the Image, Selections from the Rivendell Collection,” Phoenix Art Museum, AZ;
University of Oklahoma Museum of Art, Norman, OK; Munson-Williams-Proctor
Institute, Utica, NY; University of South Florida Art Galleries, Tampa, FL; Lakeview
Museum of Art and Sciences, Peoria, IL; California State University Art Museum, Long
Beach, CA; Laguna Gloria Art Museum, Austin, TX (catalogue)

“Europa/Amerika,” Museum Ludwig, Cologne, Germany, 6 September — 30 November
(catalogue)

“Origins, Originality and Beyond: The Biennale of Sydney,” Art Gallery of New South Wales,
Sydney, Australia, 16 May — 6 July (catalogue)

“An American Renaissance in Art: Painting and Sculpture Since 1940,” Ft. Lauderdale Museum
of Art, FL

“The Barry Lowen Collection,” Museum of Contemporary Art, Los Angeles, CA

“Selections from MOCA'’s Barry Lowen Collection,” Mandeville Art Gallery, University of
California, San Diego, CA

“A propos de dessin,” Galerie Adrien Maeght, Paris, France

“Two Hundred Years of American Art, The Munson-Williams-Proctor Institute,” Montgomery
Museum of Fine Arts, Alabama, GA; R.W. Norton Art Gallery, Shreveport, LA; Tucson
Museum of Art, Tucson, AZ; Sunrise Museums, Charleston, W. VA; Oklahoma Museum
of Art, Oklahoma City, OK (catalogue)

“Englische Kunst im. 20.Jahrhundert,” Royal Academy of Arts, London, England, 15 January — 5
April; Staatsgalerie Stuttgart, Stuttgart, Germany, 9 May — 9 August (catalogue)

“Art against AIDS,” New York (catalogue)

“Pop Art America Europa dalla Collezione Ludwig,” Forte di Belvedere, Florence, Italy

“Art of Our Time: The Saatchi Collection,” Scottish Royal Academy, Edinburgh, Scotland
(catalogue)

“Berlinart, 1961-1987,” Museum of Modern Art, New York, 4 June — 8 September 1987; San
Francisco Museum of Modern Art, San Francisco, CA, 22 October 1987 — 3 January
1988 (catalogue)

“Exhibition Road: Painters at the Royal College of Art,” Royal College of Art, London, March-
April (catalogue)

“Drawing on the East End, 1940-1988,” Parrish Art Museum, Southampton, NY, 18 September —
13 November (catalogue)

“Recognizable Images, 1969-1986,” Museum of Contemporary Art, Los Angeles, CA

“Fifty-Second National Midyear Exhibition,” The Butler Institute of American Art, Youngstown,
OH

“Recent Acquisitions,” The Museum of Modern Art, New York

“Masterworks of American Art from the Munson-Williams-Proctor Institute,” Munson-Williams-
Proctor Institute, Utica, NY

“Figurative Expressionism and New-Expressionism: Selections from the Permanent Collection,”
Museum of Contemporary Art, Chicago, IL

Garden Hall, Museum of Modern Art, New York, 25 September — 17 October

“El Arte Narrativo, Museo Rufino Tamayo,” Museo Rufino Tamayo, Mexico City (catalogue)

“Sculpture by Painters,” Pace Gallery, New York

“Constructing a History,” The Museum of Contemporary Art, Los Angeles, CA

“The 1980s: Prints form the Collection of Joshua P. Smith,” National Gallery of Art, Washington,
DC, 17 December 1989 — 8 April 1990 (catalogue)

“Cornell Collects: A Celebration of American Art from the Collections of Alumni and Friends,”
Herbert F. Johnson Museum of Art, Cornell University, Ithaca, NY (catalogue)
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“The Times, the Chronicle, the Observer,” Kent Fine Art, New York

“... A Room with a Soutine, Neel, Hockney, Freud, Ensor, Guston, Morley, Bacon, Kossof,
Basquiat, and a De Kooning,” Robert Miller Gallery, New York

“Art for Artists’ Sake: A Salute to Project Rembrandt,” The Galleries of the Fashion Institute of
Technology, New York

“Portrait of an American Gallery: The Pace Gallery, New York” Galerie Isy Brachot, Brussels,
Belgium

Garden Hall, Museum of Modern Art, New York, 24 October 1990 — 29 January 1992

“Selections from the Permanent Collections: 1975-1991,” Museum of Contemporary, Los
Angeles, CA, 25 August — 15 December

“Realism, Figurative Paintings and the Chicago Viewpoint,” Museum of Contemporary Art,
Chicago, IL

“New Acquisitions: The MCA Collects,” Museum of Contemporary Art, Chicago, IL

“Group Show,” Pace Gallery, New York

“Drawings,” Gallery North, Setauket, New York

“Portraits on Paper,” Robert Miller Gallery, New York

“Summertime,” Tony Shafrazi Gallery, New York

“Recent Acquisitions, 1989-91,” Hirshhorn Museum of Sculpture Garden, Smithson Institution,
Washington, D.C., 8 October 1991 - 5 January 1992

“Bestande Onnasch,” Museum Weserburg, Bremen, Germany

“Both Art and Life: Gemini G.E.L. at 25,” Newport Harbor Art Museum, Newport Beach, CA, 22
September — 29 November

“Contemporary Masterwork,” Feigen Gallery, Chicago, IL

“Recent Acquisitions: Selected New Works in the Permanent Collection,” Museum of
Contemporary Art, Los Angeles, CA, 9 February — 17 May 1992

“Selections from the Permanent Collection,” Museum of Modern Art, New York, 3 September
1992 - 21 February 1993

“Images: Selections from the Lannan Foundation Collection,” Lannan Foundation, Los Angeles,
CA

“Drawing the Line against AIDS,” Benefit for AMFAR International, Venice, Italy, 8 — 13 June
(catalogue)

“Image: New York/Chicago,” Phyllis Kind Gallery, New York, 14 September — 31 October

“Opening Exhibition: Astrup Fearnley Museum of Modern Art,” Astrup Fearnley Museet for
Moderne Kunst, Oslo, Norway, October 1993 — April 1994

“New Traditions: Modern Art in Savannah Area Collections,” Telfair Academy of Arts and
Sciences, Savannah, GA (catalogue)

“Malfiguren,” Museum Moderner Kunst, Stiftung Ludwig, Vienna, Austria, July — September

“Under Development: Dreaming the MCA’s Collection,” Museum of Contemporary Art, Chicago,
IL (catalogue)

“Images of an Era: Selections from the Permanent Collection,” The Museum of Contemporary
Art, Los Angeles, CA, 15 October 1995 — 23 June 1996

“Beyond Print-Masterworks from the Ken Tyler Collection,” Dr. Earl Lu Gallery, LaSalle-SIA
College of the Arts, Singapore, 24 October — 21 December (catalogue)

“Realism After Seven A.M.: Realist Painting After Edward Hopper,” The Hopper House, Nyack,
NY, 27 October — 1 December (catalogue)

“Birth of the Cool,” Deichtorhallen, Hamburg, Germany, February — April 1997; Kunsthaus
Zirich, Switzerland, 18 June — 7 September 1997 (catalogue)

“Artificial,” Museu d’Art Contemporani, Barcelona, Spain, January — March

“Wounds: Between Democracy and Redemption in Contemporary Art,” Moderna Museet,

Stockholm, Sweden, 14 February — 19 April (catalogue)

“Sea Change,” The Parrish Art Museum, Southampton, NY, 13 September — 15 November

(catalogue)
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“The Virginia and Bagley Wright Collection,” Seattle Art Museum, Seattle, WA, 4 March — 9
May

“Group Exhibition,” Sperone Westwater, New York, June 18 — 30 July

“Twenty Years of the Grenfell Press,” Paul Morris Gallery, New York, 8 July — August

“Reality and Desire,” Juan Mir6 Foundation, Barcelona, Spain, 22 September — 7 November

“Loaf,” Baumgartner Galleries Inc, 6 November — 8 December

“78th Exhibition of Artist Members,” The Arts Club of Chicago, Chicago, IL, 22 November — 23
December

“Arte Americana; Ultimo Decennio,” Museo d’Arte della Citta di Ravenna, Ravenna, Italy, 8
April — 25 June (catalogue)

“Bluer,” Carrie Secrist Gallery, Chicago, IL, 8 September — 28 October (catalogue)

“Locating Drawing,” Lawing Gallery, Houston, TX, 20 January — 24 February

“Collector’s Choice I1” Contemporary Art From Central Florida Collections,” Orlando Museum of
Art, Orlando, FL, 9 September — 29 October

“The Sixties, 1960-1969: Selections from the Permanent Collection” Museum of Contemporary
Art, Los Angeles, CA, 10 September — 31 December

“Luci in Galleria. Da Warhol al 2000. Gian Enzo Sperone: 35 Anni di Mostre fra Europa e
America/Lights in the Gallery: From Warhol to 2000, Gian Enzo Sperone: 35 Years
Between Europe and America,” Palazzo Cavour, Turin, Italy, 6 October 2000 — 14
February 2001 (catalogue)

“Fresh: Recent Acquisitions,” Albright-Knox Art Gallery, Buffalo, NY, 8 September — 21 October
(online catalogue)

“Painting on the Move,” Kunstmuseum Basel, Basel, Switzerland, 26 May — 8 September
(catalogue)

“178™ Annual Exhibition, National Academy of Design, New York, 2 May — 15 June

“Hyperréalismes USA, 1965-75,” Musée d’Art Moderne et Contemporain de Strasbourg,
Strashourg, France, 27 June — 5 October

“Defying Gravity: Contemporary Art and Flight,” North Carolina Museum of Art, Raleigh, NC, 2
November — 7 March

“War (What is it Good for?),” Museum of Contemporary Art, Chicago, IL, 18 January — 18 May

“North Fork / South Fork: East End Art Now, Part One,” The Parrish Art Museum, Southhampton,
NY, 23 May — 18 July (catalogue)

“Co-Conspirators: Artist and Collector, The Collection of James Cottrell and Joseph Lovett,”
Orlando Museum of Art, Orlando, FL, 24 July — 31 October 2004; Chelsea Art Museum,
New York, 21 April — 29 May 2005

“Covering the Real; Art and the Press Picture from Warhol to Tillmans,” Kunstmuseum Basel,
Basel, Switzerland, 1 May — 21 August

“The Other Side,” Tony Shafrazi Gallery, New York, 5 May — 30 June

“The Painting of Modern Life,” The Hayward, London, England, 4 October — 30 December 2007;
Castello di Rivoli, Museum of Contemporary Art, Turin, Italy, 6 February — 4 May 2008
(catalogue)

“German and American Paintings from the Frieder Burda Collection,” Museum Frieder Bruda,
Baden-Baden, Germany, 20 October 2007 — 6 January 2008

“Turner Prize: A Retrospective,” Tate Britain, London, England, 2 October 2007 — 6 January 2008

“Bad Painting Good Art”, Museum Moderner Kunst Stiftung Ludwig Wien, Vienna, Austria, 6
June — 12 October 2008 (catalogue)

“History in the Making: A Retrospective of the Turner Prize,” Mori Art Museum, Tokyo, Japan,
25 April — 13 July (catalogue)

“Summer Exhibition,” Royal Academy of Arts, London, England, 9 June — 17 August

“Maritime: Ships, Pirates & Disasters,” Contemporary Art Galleries, University of Connecticut,
Storrs, CT, 20 October — 5 December

“Accrocage: Art of the 60s to 80s,” Galerie Joellenbeck Michael Nickel, Cologne, Germany, 21
November — December
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“Exhibtion of Musee National d’Art Moderne du Centre Pompidou,” Seoul Musem of Art in
Korea, Seoul, Korea, 22 November 2008 — 22 March 2009 (catalogue)

“Oranges and Sardines: Conversations on Abstract Painting with Mark Grotjehn, Wade Guyton,
Mary Heilmann, Amy Sillman, Charline von Heyl, and Christopher Wool,” Hammer
Museum, Los Angeles, CA, 9 November 2008 — 8 February 2009(catalogue)

“Shock of the Real: Photorealism Revisited,” Boca Raton Museum of Art, Boca Raton, FL, 16
December 2008 — 11 March 2009
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- 10 May
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Museum of Art, Ithaca, NY, 4 April — 5 July (brochure)

“Slough,” curated by Steve DiBenedetto, David Nolan, New York, 28 May — 24 July

“Your History is Not Our History,” Haunch of Venison, New York, 5 March — 1 May (catalogue)

“Realismus: Das Abenteuer der Wirklichkeit,” Kunsthalle Emden, 23 January — 24 May;
Kunsthalle der Hypo-Kulturstiftung, Miinchen, Germany, 11 June — 5 September
(catalogue)

“Merry Christmas Mr. Ordover,” Leslie Tonkonow Artworks + Projects, 1 July — 3 September

“Inside the Painter’s Studio,” MassArt (Massachusetts College of Art and Design), 25 January — 2
March

“Surrounding Bacon & Warhol,” Astrup Fearnley Museum for Moderne Kunst, 5 May — 2
October

“National Academicians: Then and Now,” National Academy Museum & School, New York, 16
September — 31 December

“Perfect Man I1,” curated by Rita Ackermann + Parinaz Mogadassi, White Columns, New York,
10 September — 15 October
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