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Cecily Brown

2
Untitled (#11), 2006
Oil on linen
43.2 x 31.8 cm (17 x 12½ in)

3
Untitled (#19), 2006
Oil on linen
43.2 x 31.8 cm (17 x 12½ in)

4
Untitled (#22), 2006
Oil on linen
43.2 x 31.8 cm (17 x 12½ in)

5
Untitled (#20), 2006
Oil on linen
43.2 x 31.8 cm (17 x 12½ in)

6
Untitled, 2006
Oil on linen
43.2 x 31.8 cm (17 x 12½ in)

7
Untitled, 2006
Oil on linen
43.2 x 31.8 cm (17 x 12½ in)

8
Untitled (#95), 2006
Oil on linen
43.2 x 31.8 cm (17 x 12½ in)

9
Untitled (#60), 2006
Oil on linen
43.2 x 31.8 cm (17 x 12½ in)

10
Untitled (#86), 2006
Oil on linen
43.2 x 31.8 cm (17 x 12½ in)

11
Untitled (#96), 2006
Oil on linen
43.2 x 31.8 cm (17 x 12½ in)

12
Untitled (#97), 2006
Oil on linen
43.2 x 31.8 cm (17 x 12½ in)

13
Untitled (#98), 2006
Oil on linen
43.2 x 31.8 cm (17 x 12½ in)

14
Girl Eating Birds, 2004
Oil on linen, triptych
195.6 x 419.1 cm (77 x 165 in) overall

16
Suddenly Last Summer, 1999
Oil on linen
254 x 279.4 cm (100 x 110 in)

18
Aujourd’hui Rose, 2005
Oil on linen
195.6 x 139.7 cm (77 x 55 in)





	 	 2322 Hans Josephsohn



	 	 2524



	 	 2726



	 	 2928

Hans Josephsohn

23
Untitled, (Lola), 1998 
Brass. Edition of 6 + 2 AP
137 x 78 x 48 cm (54 x 30¾ x 19 in)

24
Untitled, 1985 
Brass. Edition of 6 + 2 AP
58 x 25 x 19 cm (22¾ x 9½ x 7½ in)

25
Untitled, 2004 
Brass. Edition of 6 + 2 AP
68 x 204 x 65 cm (26¾ x 80¼ x 25½ in)

26
Untitled, 2000 
Brass. Edition of 6 + 2 AP
29 x 88 x 30 cm (11½ x 34¾ x 11¾ in)

27
Untitled, (Lola), 1996 
Brass. Edition of 6 + 2 AP
143 x 80 x 76 cm (56½ x 31½ x 30 in)

28
Untitled, 1995/1996 
Brass. Edition of 6 + 2 AP
160 x 96 x 63 cm (63 x 37¾ x 24¾ in)
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42
Untitled, 2009
Oil stick on board
119 x 157 cm (47 x 61¾ in)

43
Untitled, 2009
Oil stick on board
119 x 157 cm (47 x 61¾ in)

44
Untitled, 2009
Oil stick on board
119 x 157 cm (47 x 61¾ in)

45
Untitled, 2009
Oil stick on board
119 x 157 cm (47 x 61¾ in)

46
Untitled, 2008–2009
Oil on board
119 x 90 cm (46¾ x 35½ in)

47
Untitled, 2008–2009
Oil on board
119 x 90 cm (46¾ x 35½ in)

48
My Yard, My Horse, 2007–2008
Acrylic on board
60 x 60 cm (23¾ x 23¾ in)

Shaun McDowell

33
Untitled, 2008
Acrylic on board
91.5 x 61 cm (36 x 24 in) 

34
Untitled, 2008
Acrylic on board
91.5 x 61 cm (36 x 24 in) 

35
Untitled, 2008
Acrylic on board
91.5 x 61 cm (36 x 24 in) 

36
Untitled, 2008
Acrylic on board
91.5 x 61 cm (36 x 24 in) 

37
Untitled, 2008
Acrylic on board
91.5 x 61 cm (36 x 24 in) 

38
Untitled, 2008
Acrylic on board
91.5 x 61 cm (36 x 24 in) 

39
Untitled, 2008
Acrylic on board
91.5 x 61 cm (36 x 24 in) 

40
Untitled, 2008
Acrylic on board
91.5 x 61 cm (36 x 24 in) 

41
Untitled, 2008
Acrylic on board
91.5 x 61 cm (36 x 24 in) 
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Katy Moran 

52
Salter’s Ridge, 2007
Acrylic on canvas
46 x 38 cm (18 x 15 in)

53
Sick Boy, 2006
Acrylic on canvas
46 x 38 cm (18 x 15 in)

54
Take me to Barbados, 2007
Acrylic on canvas
30.5 x 41 cm (12 x 16 in)

55
Lazy Wears Blue, 2007
Acrylic on canvas
46 x 38 cm (18 x 15 in)

56
Volestere, 2007
Acrylic on canvas 
38 x 46 cm (15 x 18 in)

57
Meeting in Love, 2007
Acrylic on canvas 
38 x 46 cm (15 x 18 in)

58 
Daniel, 2008
Acrylic on canvas
46 x 38 cm (18 x 15 in)

59
Nature Boy, 2007
Acrylic on canvas 
38 x 46 cm (15 x 18 in)

60
Ledger, 2008
Acrylic on canvas
38 x 46 cm (15 x 18 in)

61
Lady Things, 2009
Acrylic and collage on canvas (framed)
59.8 x 51.4 cm (23½ x 20 in)

62
Whistan, 2008
Acrylic on canvas
60 x 30 cm (23¾ x 11¾ in)
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Maaike Schoorel

66
Still life with flowers and tea lights, 2009
Oil on canvas
65 x 85 cm  (25¾ x 33½ in)

68
Emma-Louise on her Bed, 2008
Oil on canvas
135 x 186 cm (53¼ x 73¼ in)

71
Roger h., 2009
Oil on canvas
60 x 50 cm (23¾ x 19¾ in)

72
The garden, 2009
Oil on canvas
3 panels, each 185 x 127 cm (72¾ x 50 in)

75
Emma-Louise in front of her dressing mirror, 2009
Oil on canvas
190 x 140 cm (75 x 55¼ in)

76
Edwin in bed, 2009
Oil on canvas
70 x 65 cm (27½ x 25¾ in)
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Foreword

It is often said that contemporary art is difficult to un-
derstand. I wonder whether one should instead ask: 
how ought we dig deep into ourselves to understand 
our own feelings and sensations? 

Indeed, the increasingly frenetic pace of contem-
porary life and excessive attention to the superficial 
has to some extent dampened our curiosity about life. 
Maintaining a lively curiosity takes time, which makes 
it something of a luxury. Nowadays, we expect every-
thing to be readily available and consumable. In such 
a world, artists have become increasingly responsible 
for challenging us and for showing us fresh ways of 
perceiving reality. This might explain why contempo-
rary art can sometimes be difficult; it simply takes time 
to understand a work of art. Artists of today have be-
come astute and sophisticated readers of their environ-
ment. Even when they are apparently depicting reality, 
they have surely got something else in mind. It is pre-
cisely in this context that the exhibition Visible Invisible: 
Against the Security of the Real was conceived and executed. 
The work of the four younger painters – Cecily Brown, 
Shaun McDowell, Katy Moran and Maaike Schoorel – 
is shown alongside sculptures by Hans Josephsohn, 
an artist from an earlier generation. Seen together, these 
works elicit in us a need to take our time in looking at 
them, to think, and to consider them in other, if im-
probable, situations. 

I am indebted to all the artists, who so readily 
and enthusiastically accepted my invitation to show 
their works in this group exhibition. It has been a 
pleasure to work with each and every one of them on 
this energising project. 

My immense gratitude goes to the lenders, who 
kindly agreed to lend us their beloved works. Without 
their generosity this exhibition could not have come 
together. 

Tom Morton deserves a special note of thanks for 
his enthusiastic agreement to contribute his thoughts 

on this exhibition. His insightful essay offers us an 
expansive point of view in relation to the works and is 
itself a real enrichment of this publication. 

As the sole not-for-profit institution in this di-
verse area of London, Parasol unit’s roles and responsi
bilities have grown tremendously over the last few 
years. To accomplish all its duties to the highest possible 
standard, Parasol unit is increasingly dependent on 
the good will and generosity of other institutions and 
individuals. For this specific project, Parasol unit is 
grateful to the Embassy of the Kingdom of the Nether-
lands, and to the Mondriaan Foundation, Netherlands.

For their unfailing assistance on this project, I 
would also like to thank particularly Hannah Barry, 
Rebecca Sternthal from the Gagosian Gallery, Gregor 
Muir from Hauser & Wirth, Maureen Paley, Modern 
Art/Stuart Shave and Andrea Rosen Gallery, New York, 
as well as Annette Siever from Deichtorhallen, Hamburg 
and Aileen Agopian from Phillips de Pury, New York.

As always, Helen Wire’s editing skill was a great 
asset, and the design and its execution by Marc Kappeler 
and Markus Reichenbach has once again been both 
creative and flawless. I thank them for their continuing 
creations.

The devotion of the staff at Parasol unit is remark-
able and I am thankful to Rachel Assaf, Asha Burchett, 
Natalia Maria Pietrzak and Nick Sanders, as well as to 
our intern Alex Bellemore and the gallery assistants, 
all of whom ensure the experience of viewing each ex-
hibition at Parasol unit is a memorable one for visitors. 

Ziba Ardalan de Weck
Director/Curator
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Ziba Ardalan de Weck

Visible Invisible:  
Against the Security  
of the Real

1	 Deleuze, Gilles, Francis Bacon: The Logic of Sensation, 
New York and London: Continuum, 2003, p. 25. 
2	 Deleuze, Gilles, ibid, xiv.
3	 Merleau-Ponty, Maurice, and Jean Paulhan, 	
The World of Perception, London and New York: Routledge 
Classics, 2008, p. 41.
4	 Gasquet, Joachim, Cézanne, Paris: Bernheim-Jeune, 
1926, pp. 130–31.
5	 Braque, Georges Notebooks 1917–1947, trans. S. Appel-
baum, New York: Dover, 1971, p. 22.
6	 Klee, Paul, Deleuze on Music, Painting and the Arts, 
New York: Routledge, 2003, p. 44.

There are two ways of going beyond figuration (that is, beyond 
both the illustrative and the figurative): either toward abstract 
form or toward Figure. Cézanne gave a simple name to this way 
of the Figure: sensation.1

The French philosopher Gilles Deleuze (1925–
1995) elaborated on that by saying the figure acts on 
the human nervous system, which is of the flesh, 
whereas abstract form addresses the head, which is 
closer to the bone. But in his writings Deleuze aimed 
to draw parallels between the way Paul Cézanne and 
Francis Bacon both perceived and painted the world: 
painted sensation. Reflecting on this, we could say 
that although both Cézanne and Bacon painted seem-
ingly recognisable images, their works actually have 
abstract qualities. Indeed, Cézanne was acclaimed by 
some as a great abstract painter. Both Cézanne and 
Bacon masterfully maintained a fine line between fig-
uration and abstraction in their painting, something 
that probably was and still is what countless artists 
strive for. There is good reason for Deleuze, in his 
preface to the English edition of his book on Francis 
Bacon, to have written: The abandonment of simple figura-
tion is the general fact of Modern painting and, still more, of 
painting altogether.2 He was referring not only to artists’ 
subjective feelings, but also to the metaphysical forces.

A few decades earlier the French writer and lit-
erary critic, Jean Paulhan (1884–1968) had written: 
the space of Modern painting is space which the heart feels, 

space in which we too are located, space which is close to us 
and with which we are organically connected.3

As one of the most significant literary figures of 
the first half of the twentieth century, and a champion 
of Cubist painting, Jean Paulhan well knew what he 
intended to express in the above. He clearly meant that 
Modern painters were striving to capture on canvas the 
feel of perceptual experience in ways that would ulti-
mately allow viewers to participate in their discoveries. 
This was a departure from simply rendering the world 
according to the laws of geometrical perspective, as 
had been done in the past, which endowed paintings 
with a genteel and peaceful look but excluded both 
painter and viewer from becoming involved in the per-
ceptual experience. This is why contemporary painting 
is often difficult for viewers at large to understand and 
why the experience of discovering it can be both highly 
challenging and exhilarating. Cézanne said that the 
painter takes hold of a fragment of nature and: makes 
it entirely painting.4 George Braque stated that painting 
does not strive to: reconstitute an anecdote but rather to 
constitute a pictorial event.5 Paul Klee thought: the object 
of painting is not to render the visible – to reproduce visual 
entities – but to render visible, to make visible that which is 
not visible, the forces that play through the visible.6

The nineteenth-century invention of photogra-
phy was no doubt eventually instrumental in freeing 
painters from their often illustrative and documentary 
occupation. Artists were finally able to take on the 
challenge of the pictorial space of their canvas. Indeed, 
until the twentieth century, at no time in the history 
of art had artists tried and succeeded in breaking with 
figuration in such imaginative ways and, paradoxically, 
they often did so by elevating its status. The temptation 
to render figures has been and remains irresistible to 
artists. Cubism, Fauvism, Expressionism and Futurism 
all offered new opportunities for rendering the per-
ceptual world, and for some years the development of 
Abstract painting was a radical challenge to figuration, 
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but for the last few decades later generations of artists 
have revived and focused on it even more intensely. 
Artists in our own time are extremely sensitive to their 
surroundings; and as we all are they are inundated by 
imagery in their everyday life. Deleuze may have been 
right when he wrote: It would be a mistake to think that 
the painter works on a white and virgin surface. The entire 
surface is already invested virtually with all kinds of clichés, 
which the painter will have to break with.7

More than the invention of photography, artists 
were probably also influenced by the many changes in 
the perception of the world and in every field and as-
pect of life, such as advances in science, philosophy 
and psychology. One of the most important thinkers 
and creative philosophers of the twentieth century, 
Maurice Merleau-Ponty wrote that: In modernity, we have 
a representation of the world which excludes neither fissures 
nor lacunae, a form of action which is unsure of itself, or, at 
any rate, no longer blithely assumes it can obtain universal 
assent.8 This clear shift from the classical worldview is 
something that distinguishes our time and society 
from that of the past. Merleau-Ponty later elaborated 
that: one of the great achievements of modern art and philos-
ophy ... has been to allow us to rediscover the world in which 
we live, yet which we are always prone to forget.9

Since the beginning of the twentieth century, 
layman and artist alike have become acutely conscious 
of their senses. There is no doubt then that several im-
portant thinkers and philosophers have paid particu-
lar attention to the work of Cézanne. For him the act 
of painting was about sensing (le sentir) the visual ex-
perience and that is how Cézanne was able to show a 
new way of perceiving and rendering reality, where ob-
jects are not all visually attended to at one time, from 
one point of view. Rather, he saw the perceived world 
as structured by a plurality of overlapping perspectives 
within which different aspects are somehow all seen 
together as aspects of the one world. It is also thanks 
to Cézanne’s groundbreaking work that subsequent 
generations of artists could explore new ways of per-
ception that led to art movements such as Cubism, 
Fauvism, Expressionism, Futurism, and others. Later 
in the century Francis Bacon was heralded as the artist, 
who reassumed the entire problem of painting after Cézanne.10 
It is therefore in a similar vein that we need to see the 
work of artists such as Arshile Gorky, Willem de Kooning 
and Philip Guston, all of whom clearly searched for and 
found new ways of figuration. And along such lines 
of thought we ought also to consider the works of the 
five artists, Cecily Brown, Hans Josephsohn, Shaun 

McDowell, Katy Moran and Maaike Schoorel, shown 
in the exhibition Visible Invisible: Against the Security of 
the Real. 

None of the works by these artists represents 
perceived reality per se, rather by hovering somewhere 
between figuration and abstraction they open up new 
areas of possibility. While each artist’s inspiration and 
the resulting art works are distinctly different, seen 
together all these works share an indisputable material 
presence and exhibit an intriguing dynamism that 
not only intensifies the viewer’s sense of perception 
but also prompts an active exchange with them. In 
such an experience the artist and viewer go in different 
directions: the artist dissolves reality through their 
senses into signs that the viewer either has to put back 
together to recreate it or, better still, simply experiences 
the emotion expressed by the work. Also inherent in 
these works is that they sometimes appear to be the re-
sult of accident – a few touches of paint on the support 
or some gestures of hand on plaster might transform 
the work and open up other areas of feeling. All these 
characteristics add a temporal element or a perform-
ance mood to the works and prompt other layers of 
energy within them. 

Cecily Brown’s dynamic paintings are so eventful 
that they could almost be considered as happenings. 
They are informed and inspired by a perfusion of im-
agery, mainly from the art of the past, but also from 
everyday life. It has often been written that the source 
material for her work could be anything, from the 
fleshly erotic paintings by Rubens, Titian, Tintoretto, 
Poussin, Breughel, Boucher, Fragonard, Goya, Hogarth, 
Fuseli, Philip Guston, Willem de Kooning, to the por-
nographic and comic imagery in contemporary media. 
Brown’s large paintings are usually densely packed 
and layered with energetic brush strokes of vivid and 
saturated colours, frequently in hues of red and flesh 
tones that virtually burst out of the canvas. Her work 
is known to contain figures and, indeed, her earlier 
paintings were loaded with recognisable imagery in 
erotic poses. Appearing in the 1990s, these could have 
been considered as a continuation of the 1980s expres-
sive paintings of artists, such as Eric Fischl, David Sally, 
and to a certain extent Malcolm Marley, and perhaps 
of the German Neo-Expressionist paintings. However, 
in their more recent developments, Brown’s paintings, 
while maintaining a foothold in figuration, increas-
ingly approach the threshold of abstraction. In these 
works the most important and relevant issues seem to 
be the structure of the painting: the way Brown han-
dles the pictorial space, the relationship between the 
figure and background, her ability to deal with the 
ensuing tension and finally the balance between the 
sensation generated by various hues of a colour. Viewers 
tend to engage fully with this new paradigm, having 

7	 Deleuze, Gilles, Francis Bacon: The Logic of Sensation, 
New York and London: Continuum, 2003, p. 8. 
8	 Merleau-Ponty, Maurice, The World of Perception, 
New York and London: Routledge Classics, 2008, p. 78.
9	 Merleau-Ponty, ibid., p. 6.
10	 Deleuze, Gilles, Francis Bacon: The Logic of Sensation, 
New York and London: Continuum, 2003, p. xiii.
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little choice but to look and experience the world as 
expressed by Brown. Her paintings, constantly on the 
verge of tipping from abstraction into figuration, are 
a celebration of paint. To view them is to have an over-
whelmingly visceral experience. Of her concept of 
painting Brown has said: I think that painting is a kind of 
Alchemy ... the paint is transformed into image, and hopefully 
paint and image transform together into a third and new 
thing ... I want to catch something in the act of becoming 
something else, not in the sense of it becoming a leg or a tree or 
whatever, but something hard to name. Maybe that is why I 
am so inclined to stop short of letting things become a complete 
leg or tree, why I don’t want things completely described.11

Maaike Schoorel’s works are also inspired by existing 
imagery, but unlike Brown who builds on source im-
agery to create her paintings, Schoorel pares down to a 
minimum her source imagery – often photographs of 
people she knows – to create new and fresh images. Her 
paintings are characterised by an apparent blankness 
of the canvas on which a slight wash of pink, yellow or 
even white is just discernible and sparse touches of 
paint, often in the palest of pastel colours, alternate 
with areas of emptiness. Reading Schoorel’s paintings 
requires astute observation, because these dabs of col-
our barely hint at the form or outline of an object. This 
is particularly so in her recent paintings but, paradox-
ically, with prolonged viewing the image becomes legi-
ble. It is unlikely that the artist is concerned simply 
with obliging viewers to look at her work long enough 
to decipher it. On the contrary, by working in this way 
Schoorel comments on our sensibility to perceptual 
experiences which we have long taken for granted. 
Through this subtle and sophisticated manner of paint-
ing Schoorel forces viewers to take the time to slow 
down, to experience the painting, and to become aware 
not only of the materiality of paint but also of the many 
ways there are to render reality. In doing so, we are once 
again reminded that less can be more. 

Of her way of working Schoorel has said: The im-
ages in our contemporary visual culture have come to look 
very much alike. Our ability to distinguish them seems to be 
growing less and less important. ... I play with the phenome-
non of reduction, but at the same time, I also believe in a new 
image that stands in its own time, and in that sense, is no 
longer about loss.12

Katy Moran’s paintings are executed with such spon
taneous gestures of energy and fluidity that it is difficult 
to think that they have their roots in found imagery, 
even more so because these canvases are so small, most 
often 38 x 46 cm (15 x 18 in). Moran usually places these 

small canvases on the floor and works the paint on 
them until a form takes shape. These shapes may not 
represent anything real but they do excite the viewer’s 
curiosity. The intimacy and closeness to canvas makes 
the experience very like looking at a drawing in which 
the artist’s thoughts and emotions have been highly 
involved in the creative process. Looking at Moran’s 
paintings, I can well imagine that she uses source im-
ages purely as reference, because her brushwork is so 
strong and assured that the created image becomes to-
tally autonomous. In Moran’s paintings, as in those 
by other artists in this exhibition, there is a constant 
exchange between abstraction and figuration and the 
most successful works are those in which the tension 
between them is at its zenith. Moran’s paintings are 
extraordinarily expressive and despite their small size 
they have the commanding presence of much larger 
paintings and require large areas of wall space in which 
to breathe. Assertive and independent, each of her 
paintings strikes a bold and direct relationship with the 
viewer, while alluding to a scene, a situation, or a world 
of other active possibilities. For all their spontaneity 
Moran’s paintings also have a strong formal element: 
the imagery is usually centred on the canvas and the 
pictorial space usually resolved. To her credit she is able 
to balance all these elements and offer us a wealth of 
experience in the viewing of them.

Shaun McDowell works directly from the percepti-
ble world – either from a model or from nature – and 
tackles his medium- and small-sized boards with con-
siderable freedom, painting or drawing on them with 
acrylic or oil stick to create works that are often in-
spired by a situation. McDowell does not make pre-
paratory drawings and prefers to let himself be guided 
by sensations that come to him in response to some 
experience. The suggestive, freely drawn or painted 
lines make the works burst with a pulsating energy 
and often belie the considerable amount of time the 
artist spends working on them. At first glance one 
might see McDowell’s works as overall paintings be-
cause their imagery is spread like a firework across the 
whole support, but in reality they do have a formal 
composition or structure. The pictorial space often 
becomes a stage on which some situation or experience 
is played out. Light, too, seems to play an important role 
in McDowell’s paintings, as is clearly seen in his Untitled 
paintings (p. 42–45) from the series of works based on 
a nude in the landscape. In others, Untitled paintings 
(p. 33–41) such as the nine paintings that make the 
Confession and Love series, one recognises artificial indoor 
light. Each of these paintings, inspired by his relation
ship with his partner, seems to suggest an occurrence 
rather than a static depiction of the model, although 
the paintings contain no recognisable imagery. This 
degree of intimacy seems to be an important component 

11	 Correspondence between the artist and Dr Mac 	
Giolla Leith, 2005.
12	 Schoorel, Maaike. Ingrid Commandeur in Metropolis 
Magazine, No. 6, December/January 2006/7, p. 93.



	 	 9190

of the work and perhaps contributes to the less than 
formal composition of the paintings. McDowell’s paint-
ings seem to be a tangible expression of his feelings and 
the inspiration stimulated in him either by the model 
or the natural world. As viewers we undoubtfully par-
ticipate in the sensations emanating from them. 

Hans Josephsohn, too, works directly from nature 
or from a model to create not paintings but sculptures, 
and does so without preliminary drawings or photo-
graphic references. This has provided him with con-
siderable freedom and endowed his work, like those by 
McDowell, with a certain daring expressiveness. Again 
like McDowell, Josephsohn works from models, using 
people he knows or perhaps with whom he has a rela-
tionship. Such a degree of acquaintance allows him to 
make discoveries in his work during the making proc-
ess, which would not otherwise have been possible. 
Yet again and remarkably, the works of these artists 
does not always show recognisable individuals. 

Josephsohn’s oeuvre is rooted exclusively in his 
perception of the world around him and always deals 
with the human form, particularly that of women. 
The works refer to classical forms in sculpture, such 
as figures standing, walking, seated, or reclining, or 
simply include the torso and head. By their very nature 
they are endowed with a sense of eroticism, but they 
also have an existentialist element to them. One is not 
only impressed by the rough, unpolished and power-
ful presence of Josephsohn’s works, but also by the 
presence of the artist himself and his hands. We get a 
sense of him still being there, modelling and kneading 
the malleable material. Josephsohn is a born sculptor. 
To record his impressions, he does not make drawings 
but rather creates small, three-dimensional sketches in 
clay. Tableau-like, they usually represent some life situ-
ation, and are appropriately called Relief-sketch figures. 
Another group of works are called Semi-figure (p. 23, 27–
28) sculptures and are usually slightly larger than life-
size and are worked in plaster. While creating them, 
Josephsohn adds material to them where he considers 

it necessary to achieve the right balance in the overall 
form. Indeed, Josephsohn’s working method is the re-
verse of that of Alberto Giacometti, who commonly 
subtracted material to achieve the emaciated appearance 
of his sculptures. Once Josephsohn has finished a plas-
ter figure, he has it cast in brass. Externally, his works 
appear rough and unfinished, but in their proportions 
they are knowingly well considered and the relation-
ship of mass and volume is interestingly precise. 

Josephsohn’s semi-figure sculptures often have 
the appearance of primitive and boulder-like objects 
and have a timeless quality, almost as if they belong to 
an ancient civilisation and have only recently been re-
moved from an archaeological site and brought into 
the gallery. Their remarkable presence bears testimony 
to the artist’s intention to go beyond figuration pre-
cisely by elevating it. Their heavily charged look seems 
imbued with feelings that may at any moment burst 
into a discernible expression, while at the same time 
confining emotions within their indefinable and mys-
terious forms.

In accord with Deleuze’s statement at the begin-
ning of this essay, all the artists in this exhibition go 
beyond simple figuration in their work, either by em-
bracing abstraction or by elevating the possibilities 
within figuration. No matter what direction their work 
takes, they are all so fully engaged with it that whatever 
they paint or sculpt is an expression of the feelings and 
sensations they receive from perceptual experience. 
For them, therefore, the relationship of the viewer to 
their art and the experience of viewing it is of prime im-
portance; something that elevates the role of the viewer. 
Not irrelevant here is what Merleau-Ponty wrote about 
the experience of art: So in the presence of a painting, it is 
not a question of my making ever more references to the sub-
ject ... Rather ... it is a matter of contemplating, of perceiving 
the painting by way of the silent signals which come at me ...  
from its every part, which emanate from the traces of paint 
set down on the canvas ... to form a tightly structured arrange
ment in which one has the distinct feeling that nothing is 
arbitrary ...13

13	 Merleau-Ponty, Maurice, The World of Perception, 
New York and London: Routledge Classics, 2008, p. 72.
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Tom Morton 

I Am What You Are ...

Painted between 1425 and 1428, Masaccio’s fresco The 
Holy Trinity, with the Virgin and Saint John and Donors in 
the church of Santa Maria Novella in Florence is per-
haps the first work in Western art to make use of sys-
tematic linear perspective. In the lower portion of the 
fresco, a skeleton (identified by some art historians as 
that of Adam, the Biblical first man) lies atop a stone 
tomb, the words ‘I am what you are and what I am you 
shall be’ running parallel to its prone, boney form. In 
the upper section, symmetrically arrayed in front of a 
barrel-vaulted room, Masaccio’s patron Berto di Barto
lomeo del Bandeario and his wife kneel in prayer, 
while behind them Mary and St John flank the cruci-
fied Christ, and God the Father floats behind Him, as 
though to bear Him up to heaven. (It is notable that 
this levitating figure is the only one in the fresco that 
does not fully occupy the illusion of three-dimensional 
space. Ineffable deities, it is to be supposed, are mo-
tionless in mysterious ways.) The Holy Trinity is, by any 
measure, a work much concerned with accurate depic-
tion, something only underlined by Mary’s gesturing 
right hand, which invites us to observe the aching, 
all-too-human musculature of her dying son. But if 
Mary draws our attention to the empirical world, her 
companion at the cross’s base, St John, lost in contem-
plation of the mysteries of the Passion, points to a 
realm that’s much harder to comprehend, let alone to 
measure or to verify. Masaccio’s fresco is about the gap 
between the knowable and the unknowable, and how 
it might be bridged by human ingenuity – if today we 
might depict man with this degree of verisimilitude, 
it seems to ask, how soon might we know the mind of 
God? For all The Holy Trinity’s mathematical sophisti-
cation, however, great stretches of its painted surface 
(the front-facing casket, the altar, the plain wall that 
runs alongside the fluted pilasters) proclaim not the 
illusion of a three-dimensional space occupied by 
three-dimensional, naturalistically rendered figures, 
but flat panels of mottled, occasionally line-crazed 

colour. It’s easy, of course, to dismiss these elements 
of the fresco as playing nothing but the most modest 
of supporting roles in achieving the finished piece, 
and of being in all likelihood not the work of Masaccio 
himself, but of some dim-witted assistant, not even 
trusted to highlight the folds of the kneeling petition-
ers’ robes. To do this, though, would be to ignore their 
careful framing (each one occupies a carefully delineat-
ed rectangle), and the demands that realizing even such 
seemingly peripheral scenography places on the painter 
in terms of balancing tone, form and line. These panels 
are not representations of existing blocks of stone, and 
nor are they simply standardized ‘stone effect’, of the 
sort that might be printed on a roll of linoleum. Rather, 
they are in their own small way abstract compositions, 
resolved in themselves but also supporting a wider 
pictorial resolution. Reading again the fresco’s inscrip-
tion (set above the uncompromising two-dimensional 
frontage of the tomb), I idly wonder whether they might 
denote more than a familiar memento mori. ‘I am what 
you are and what I am you shall be’ – even in this icon 
of perspectival logic and the illusionistic rendering of 
reality, figuration and abstraction walk hand in un-
steady hand, into a shadowy future. 

Curated by Ziba Ardalan de Weck, the exhibi-
tion Visible Invisible: Against the Security of the Real brings 
together five contemporary artists whose works, as 
Ardalan de Weck has written, do not represent ‘per-
ceived reality per se [but ...] by hovering somewhere 
between figuration and abstraction [...] open up new 
areas of possibility’. Reading the title of the show, 
we’re struck both by its oxymoronic yoking together 
of the categories ‘Visible Invisible’ (which, we might 
note, correspond to the physical and metaphysical 
realms signposted by Mary and St John in The Holy 
Trinity), and by its ambiguous use of the word ‘security’, 
which summons up thoughts of on the one hand a per-
haps rather flat type of safety, and on the other of con-
trol, exclusion, and the erection of a mental perimeter 



	 	 9594

fence around perception. By ‘the real’, I suspect Ardalan 
de Weck is not referring to the anyway deeply problem-
atic notion of ‘the state of things as they actually exist’, 
but rather to a culturally specific tradition of empiri-
cism, perhaps best summed up in the following passage 
from James Boswell’s celebrated biography The Life of 
Samuel Johnson (1791): 

‘After we came out of the church, we stood talking 
for some time together of Bishop Berkeley’s ingenious 
sophistry to prove the nonexistence of matter, and that 
every thing in the universe is merely ideal. I observed, 
that though we are satisfied his doctrine is not true, it 
is impossible to refute it. I never shall forget the alacrity 
with which Johnson answered, striking his foot with 
mighty force against a large stone, till he rebounded 
from it – “I refute it thus!”.’

Visible Invisible is not an exhibition about per-
ceiving the world through the toe of one’s boot, but 
through the more sensitive instruments of one’s head 
and heart. If there is a commonality to the at times 
very different works on display here, it is that they 
each demand of the viewer an active piecing together 
and working through of an image or object. This is 
not an enterprise that offers security (what adven-
tures do?), but rather something far richer: the mak-
ing and remaking of a corner of the world anew. 

Based on photographs borrowed from family 
albums or (more often) taken by the artist, at first glance 
the Dutch painter Maaike Schoorel’s canvases might 
be mistaken for abstract compositions on pallid pastel 
grounds. Slowly, however, their faint washes, delicate 
brush marks, and occasional smears of thick, scumbled 
pigment resolve themselves into tangible motifs: still 
lifes, landscaped gardens, portraits of friends and fel-
low artists, family groups, male and female nudes. The 
temporality these works possess is not, then, that of the 
lens, with its flashing instantaneity, but that of paint-
ing itself. While Schoorel’s canvases disclose little more 
than the sparest of details – the swell of a belly or the 
curve of a back is not so much declared as rumoured, 
here – they are not an index of an ebbing memory, or a 
disappeared past. Muted shades and blotted marks 
are matched by notes of bright, hot colour and craggy 
passages of paint, and for every form that seems close 
to fading out of existence, there is another that is pre-
cisely articulated by a few strokes of the artist’s brush. 
The viewer doesn’t so much visually consume these 
paintings as participate in their assembly, a process that 
bypasses the traditional scopic politics of figurative 
painting and demands a more conceptually and emo-
tionally nuanced way of seeing. This ‘way of seeing’ 
is perhaps most interestingly elicited in Schoorel’s 
paintings of female nudes. Central to the history of 
Western painting, this motif has been employed by 
artists to many different and often contradictory ends: 
as a vehicle for allegory, erotic fantasy, formal experi-

mentation and political oppression and resistance. Far 
from being refugees from art history, the young women 
in Schoorel’s Nudes series – at home in their own apart-
ments, and lost in their own thoughts – belong to no-
where but right here, right now.

Each measuring 91.5 x 61 cm (36 x 24 in), the 
nine acrylic paintings on board in Shaun McDowell’s 
2008 exhibition Confessions and Love Pictures at Hannah 
Barry Gallery, London, were painted over the course of 
a love affair, with the artist’s girlfriend present in his 
studio, as though the work of art were a conduit through 
which the uneven intensity of a romance might flow 
back and forth, or a barrier between two people intent 
on making and keeping a connection. Overwhelmingly 
non-figurative, these works nevertheless feel as though 
they might at any moment tip over into an urgent type of 
representation, their daubed marks seemingly describ-
ing a proximate body, too close to see in its entirety, and 
too close not to touch. (I’m reminded here of Willem de 
Kooning’s Woman I, 1950–52, and how far away that 
chilly, chilling mash-up of ancient fertility goddess and 
fifties pin-up feels from the tenderness of McDowell’s 
approach.) In his preface to Lyrical Ballads (1802), William 
Wordsworth famously remarked that: ‘poetry [...] takes 
its origin from emotion recollected in tranquillity: the 
emotion is contemplated until by a species of reaction 
the tranquillity gradually disappears, and an emo-
tion, kindred to that which was before the subject of 
contemplation, is gradually produced, and does itself 
actually exist in the mind.’ McDowell’s Love Pictures 
dispense with Wordsworth’s first stage of solitary calm, 
creating a compelling index of masculine and artistic 
vulnerability. 

Excess is everywhere in Cecily Brown’s paintings 
– in their large scale, their thick, intensely worked sur-
faces, their often frankly sexual subject matter, and the 
grand larceny they perform on pop culture and the 
painting of the past. Announcing their ambition with 
breezy self-confidence (Take on Titian or Abstract Ex-
pressionism now, this late in the day? But then again, 
hey, why not ...), they aim for a response that at once 
acknowledges their playful art-historical gamesman-
ship, while also cleaving to their brazen attempts at 
painterly seduction. Their abundance of lushly applied 
pigment, however, is at odds with their pared down 
approach to figuration. As the artist has said: ‘I love 
the way Francis Bacon talked about the grin without 
the cat, the sensation without the boredom of its con-
veyance [...] I’ve always wanted to be able to convey 
figurative imagery in a kind of shorthand to get it across 
in as direct a way as possible. I want there to be a human 
presence without having to depict it in full.’ In the 
context of Visible Invisible, Brown’s work stresses the 
possibility of painting as a site not for pinning down a 
motif, as one might a butterfly to a board, but for its 
constant, fluttering becoming. 
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Brushy, layered, and characterized by a largely cool 
and earthy Walter Sickert-like palette occasionally re-
lieved by spots of hot colour, Katy Moran’s small-scale 
canvases and paintings on board appear to be forever 
on the brink of representation, without ever quite 
committing to it. What might be natural forms – nest, 
petals, waves, rock formations – remain unsubstantiated 
rumours, their ontological credibility further under-
mined by the names the artist chooses to give her works. 
Jaguar Nights (2008), Mrs E Blandy (2009), Short Legs ... I’m 
Coming (2008), Wasabi Without Tears (2007) – these might 
be respectively the title of a sweaty thriller and of a prim 
Edwardian portrait, an SMS message to a cutely nick-
named lover, and a revolutionary horseradish product. 
Whatever they refer to (and Moran remains tight-lipped 
on this subject), their oblique relationship to her swirl-
ing passages of acrylic is a neat joke on the reliance we 
often place on text when negotiating the visual. Lan-
guage, here, like paint, is not descriptive, but evocative, 
providing glimpses of possible worlds that we might 
not fully map, but whose strange force we cannot help 
but feel. 

The most senior artist featured in Visible Invisible, 
the Prussian-born Hans Josephsohn began studying 
sculpture in Florence in 1938 at the age of 18 before 
moving, ahead of the rising tide of anti-Semitism, to 
Switzerland where he lives and works today. Since the 

1950s, his principle subject has been the human form, 
something he conjures not from the stern stuff of 
stone, within which, as Michelangelo claimed, sculp-
tures await their liberation by the artist’s chisel, but 
from plaster (which is later cast in brass) – a material 
that, like paint, may be spontaneously removed and 
restored until the work reaches its resolution. Joseph-
sohn has described his sculptures as ‘self-enclosed fig-
ures’, and looking at them they seem to belong not to 
the present but to some dim and distant moment in 
pre-history. While they resemble archaic idols, they 
speak of a godless world, in which the human body – 
for the artist, the sole repository of truth – must bear 
all of life’s injuries, and in which dignity born of stoi-
cism is the only comfort on offer. 

Physiognomic detail in Josephsohn’s work is 
rough, blurred and bleary, and his sculptures seem 
always a step away from sliding back into inchoate 
matter – it is only by an extreme act of will, it seems, 
sustained second to second, that their humanity is pre-
served. But if they resist chaos, they also resist order, 
or in Ardalan de Weck’s formulation ‘the security of the 
real’. In this, they are not alone. As with the paintings of 
Schoorel, McDowell, Brown and Moran, Josephsohn’s 
sculptures require the viewer to negotiate their presenc-
es and absences, their guttering moments of figuration, 
to bring them to visible and invisible life. 
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List of Works in the Exhibition

Unless otherwise stated, all works are 
reproduced by courtesy of the relevant Artist.
Height precedes width precedes depth.

Cecily Brown

p. 2
Untitled (#11), 2006
Oil on linen
43.2 x 31.8 cm (17 x 12½ in)
Collection of Cecily Brown

p. 3
Untitled (#19), 2006
Oil on linen
43.2 x 31.8 cm (17 x 12½ in)
Collection of Cecily Brown

p. 4
Untitled (#22), 2006
Oil on linen
43.2 x 31.8 cm (17 x 12½ in)
Collection of Cecily Brown

p. 5
Untitled (#20), 2006
Oil on linen
43.2 x 31.8 cm (17 x 12½ in)
Collection of Cecily Brown

p. 6
Untitled, 2006
Oil on linen
43.2 x 31.8 cm (17 x 12½ in)
Collection of Cecily Brown

p. 7
Untitled, 2006
Oil on linen
43.2 x 31.8 cm (17 x 12½ in)
Collection of Cecily Brown

p. 8
Untitled (#95), 2006
Oil on linen
43.2 x 31.8 cm (17 x 12½ in)
Collection of Cecily Brown

p. 9
Untitled (#60), 2006
Oil on linen
43.2 x 31.8 cm (17 x 12½ in)
Collection of Cecily Brown

p. 10
Untitled (#86), 2006
Oil on linen
43.2 x 31.8 cm (17 x 12½ in)
Collection of Cecily Brown

p. 11
Untitled (#96), 2006
Oil on linen
43.2 x 31.8 cm (17 x 12½ in)
Collection of Cecily Brown

Shaun McDowell

p. 33
Untitled, 2008
Acrylic on board
91.5 x 61 cm (36 x 24 in) 
Courtesy of a private collection

p. 34
Untitled, 2008
Acrylic on board
91.5 x 61 cm (36 x 24 in) 
Courtesy of a private collection, London

p. 35
Untitled, 2008
Acrylic on board
91.5 x 61 cm (36 x 24 in) 
Courtesy of a private collection

p. 36
Untitled, 2008
Acrylic on board
91.5 x 61 cm (36 x 24 in) 
Courtesy of a private collection, London

p. 37
Untitled, 2008
Acrylic on board
91.5 x 61 cm (36 x 24 in) 
Courtesy of a private collection

p. 38
Untitled, 2008
Acrylic on board
91.5 x 61 cm (36 x 24 in) 
Courtesy of a private collection

p. 39
Untitled, 2008
Acrylic on board
91.5 x 61 cm (36 x 24 in) 
Courtesy of Collection SFA, Düsseldorf

p. 40
Untitled, 2008
Acrylic on board
91.5 x 61 cm (36 x 24 in) 
Courtesy of Collection SFA, Düsseldorf

p. 41
Untitled, 2008
Acrylic on board
91.5 x 61 cm (36 x 24 in) 
Courtesy of a private collection, London

p. 42
Untitled, 2009
Oil stick on board
119 x 157 cm (47 x 61¾ in)
Courtesy of Hannah Barry Gallery

p. 43
Untitled, 2009
Oil stick on board
119 x 157 cm (47 x 61¾ in)
Courtesy of Hannah Barry Gallery

p. 12
Untitled (#97), 2006
Oil on linen
43.2 x 31.8 cm (17 x 12½ in)
Collection of Cecily Brown

p. 13
Untitled (#98), 2006
Oil on linen
43.2 x 31.8 cm (17 x 12½ in)
Collection of Cecily Brown

p. 14
Girl Eating Birds, 2004
Oil on linen, triptych
195.6 x 419.1 cm (77 x 165 in) overall
Collection of Irwin and Joan Jacobs

p. 16
Suddenly Last Summer, 1999
Oil on linen
254 x 279.4 cm (100 x 110 in)
Courtesy of the Riccardo Rossi Collection

p. 18
Aujourd’hui Rose, 2005
Oil on linen
195.6 x 139.7 cm (77 x 55 in)
Collection of Cecily Brown 

Hans Josephsohn

p. 23
Untitled, (Lola), 1998 
Brass. Edition of 6 + 2 AP
137 x 78 x 48 cm (54 x 30¾ x 19 in)
Courtesy Hauser & Wirth

p. 24
Untitled, 1985 
Brass. Edition of 6 + 2 AP
58 x 25 x 19 cm (22¾ x 9½ x 7½ in)
Courtesy Hauser & Wirth

p. 25
Untitled, 2004 
Brass. Edition of 6 + 2 AP
68 x 204 x 65 cm (26¾ x 80¼ x 25½ in)
Courtesy Hauser & Wirth

p. 26
Untitled, 2000 
Brass. Edition of 6 + 2 AP
29 x 88 x 30 cm (11½ x 34¾ x 11¾ in)
Courtesy Hauser & Wirth

p. 27
Untitled, (Lola), 1996 
Brass. Edition of 6 + 2 AP
143 x 80 x 76 cm (56½ x 31½ x 30 in)
Courtesy Hauser & Wirth

p. 28
Untitled, 1995/1996 
Brass. Edition of 6 + 2 AP
160 x 96 x 63 cm (63 x 37¾ x 24¾ in)
Courtesy Hauser & Wirth
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p. 44
Untitled, 2009
Oil stick on board
119 x 157 cm (47 x 61¾ in)
Courtesy of Hannah Barry Gallery

p. 45
Untitled, 2009
Oil stick on board
119 x 157 cm (47 x 61¾ in)
Courtesy of Hannah Barry Gallery

p. 46
Untitled, 2008–2009
Oil on board
119 x 90 cm (46¾ x 35½ in)
Courtesy of a private collection 

p. 47
Untitled, 2008–2009
Oil on board
119 x 90 cm (46¾ x 35½ in)
Courtesy of a private collection 

p. 48
My Yard, My Horse, 2007–2008
Acrylic on board
60 x 60 cm (23¾ x 23¾ in)
Courtesy of Merrick d’Arcy-Irvine

Katy Moran 

52
Salter’s Ridge, 2007
Acrylic on canvas
46 x 38 cm (18 x 15 in)
Courtesy of a private collection

53
Sick Boy, 2006
Acrylic on canvas
46 x 38 cm (18 x 15 in)
Courtesy of The Mario Testino Collection

54
Take me to Barbados, 2007
Acrylic on canvas
30.5 x 41 cm (12 x 16 in)
Courtesy of the Zabludowicz Collection

55
Lazy Wears Blue, 2007
Acrylic on canvas
46 x 38 cm (18 x 15 in)
Courtesy of a private collection, London

56
Volestere, 2007
Acrylic on canvas 
38 x 46 cm (15 x 18 in)
Courtesy of a private collection, New York

57
Meeting in Love, 2007
Acrylic on canvas 
38 x 46 cm (15 x 18 in)
Courtesy of a private collection, New York

p. 76
Edwin in bed, 2009
Oil on canvas
70 x 65 cm (27½ x 25¾ in)
Courtesy Maureen Paley, London, and 	
Marc Foxx, Los Angeles

Self-portrait sitting on a bed, 2009
Oil on canvas
133 x 176 cm (52 x 69 in)
Courtesy Maureen Paley, London

58 
Daniel, 2008
Acrylic on canvas
46 x 38 cm (18 x 15 in)
Private Collection, San Francisco, 	
courtesy Anthony Meier Fine Arts.

59
Nature Boy, 2007
Acrylic on canvas 
38 x 46 cm (15 x 18 in)
Courtesy of Collection of Carlo 	
Bronzini Vender, New York

60
Ledger, 2008
Acrylic on canvas
38 x 46 cm (15 x 18 in)
Courtesy of David Roberts Collection, 
London

61
Lady Things, 2009
Acrylic and collage on canvas (framed)
59.8 x 51.4 cm (23½ x 20 in)
Courtesy of Katy Moran and Stuart Shave/
Modern Art, London

62
Whistan, 2008
Acrylic on canvas
60 x 30 cm (23¾ x 11¾ in)
Courtesy of Mark and Emily Goldstein

Maaike Schoorel

p. 66
Still life with flowers and tea lights, 2009
Oil on canvas
65 x 85 cm  (25¾ x 33½ in)
Courtesy Maureen Paley, London, and 
Galerie Diana Stigter, Amsterdam 

p. 68
Emma-Louise on her Bed, 2008
Oil on canvas
135 x 186 cm (53¼ x 73¼ in)
Courtesy of The Mario Testino Collection

p. 71
Roger h., 2009
Oil on canvas
60 x 50 cm (23¾ x 19¾ in)
Courtesy Maureen Paley, London, and 	
Marc Foxx, Los Angeles

p. 72
The garden, 2009
Oil on canvas
3 panels, each 185 x 127 cm (72¾ x 50 in)
Courtesy Maureen Paley, London, and 	
Marc Foxx, Los Angeles

p. 75
Emma-Louise in front of her dressing mirror, 
2009
Oil on canvas
190 x 140 cm (75 x 55¼ in)
Courtesy Maureen Paley, London 
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