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In 1979, Robert Motherwell, speaking before a class at the New School, 
suggested that close analysis of the term “abstract”— derived from the 
Latin abstractus, meaning “to take from,” “to select from”— could yield 
a more open-ended definition of the genre. Postulating that all artists must 
undertake a process of selection, regardless of the realistic or non-figurative 
nature of their imagery, he explained: “[T]here is no communication, no 
work of art that’s not essentially ‘abstract’ by definition, abstracted for 
the purposes of emphasis.” Motherwell concluded that an artist’s imag-
ination might counteract the art-historical legacy of representation. By 
understanding an artwork through the lens of immediate experience, 
he argued, its dynamic sensory elements would emerge as its foremost 
qualities, underscoring its profound effects in real time and space.

Abstracting the Real brings together a range of artists who explore 
Motherwell’s expanded definition of the abstract. Focusing on the postwar 
years in America and Europe, this selection celebrates those innovators —
Josef Albers, Ellsworth Kelly, Wayne Thiebaud, and Andy Warhol among 
them — who transformed the ways in which artworks interacted with their 
physical frames. The formal constructions of each artwork profess concerns 
simmering just beneath the surface: adopting a heroic rhetoric and sweep-
ing scale, the New York School freed painting from its timeworn task of 
depiction, while Pop Art and Minimalism addressed the abiding influence 
of an artwork’s surroundings on both its content and the perceptual expe-
rience it affords. Together, these artists redefined art’s visual proximity to 
reality, asserting the artificiality of physical limitations to emphasize con-
creteness, immediacy, and sensation over the remove of description. 

Albers’ Homage to Square: Open D (1951) plays with the physical qualities 
of its Masonite support, generating a sense of depth through color and 
shape alone. Its carefully coordinated hues send vibrations into flat space 
and echo the painted surface of Kelly’s Sumac (1959), an allusion to the 
tree’s vibrant flowers, whose central form pulsates between foreground 
and background reminiscent of fluctuations in everyday sight. Chuck Close’s 
portrait of his daughter, Maggie (2005–06), similarly holds the traditional 
binaries such as figure and ground, image and form, in dynamic suspension. 
Hundreds of unique abstract compositions coalesce to illustrate Maggie’s 
face, imparting a philosophical thesis pertaining to the components-to- 
whole relationship in which the final result always manages to unite in a 
pictorial synthesis exceeding the sum of its parts. At once informed by 
and irreverent toward tradition, the works in Abstracting the Real expand 
the potential of pictorial space, operating against the strictures of the 
canvas and the page.

ABSTRACTING THE REAL

Previous page:
CHUCK CLOSE
Maggie (detail), 2005–06
Oil on canvas
102 × 84 inches (259.1 × 213.4 cm)
© Chuck Close, courtesy Pace Gallery

Opposite:
ELLSWORTH KELLY
Sumac, 1959
Oil on canvas
74 × 63 inches (188 × 160 cm)
© Ellsworth Kelly. Image courtesy
Tom Powel
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I chafe under the term realist; the work is, I suppose, about reality, 
but it’s also highly artificial. It’s the artificiality which really interests me,  
the fact that it’s the distribution of colored dirt on a flat surface.

— Chuck Close, interview with Lisa Yuskavage, BOMB no. 52 (summer 1995)

Working through a predetermined system designed to transfer a photo-
graphic image onto the space of the canvas with meticulous tonal exacti-
tude, Chuck Close began his mature career in the late 1960s with the same 
basic technical approach to painting with which he engages today. The 
compositional parts-to-whole relationship is a concern that has preoccupied 
the artist since the 1960s, when he established himself as a leader among 
the new group of artists emerging from the Yale School of Art. Close’s 
pictures most often take an I.D. photo format: the head faces forward, 
with the subject’s shoulders against an ambient or blank ground, subjected 
to the focal variations inherent to photographic images. His virtuosic 
draughtsmanship and use of monumental scale manifests a perceptual 
gestalt despite — or perhaps precisely because of — the cumbersome fea-
tures of the format, and transform it into a meditation on the performative 
nature of the self. As an investigation of both empirically-realist images 
relayed in photographic syntax and modern social documentation, Close’s 
portraits stage an intimate examination of the tension inherent to relaying 
individual likeness through a standardized formal configuration.

Close favored a broader chromatic range and looser brushstroke as his career 
progressed. The slick, airbrushed surfaces disclosing the epidermal details 
of his subjects, however unflattering they may be, gave way to the patterned, 
mosaic network that comprised his work of the 1980s. In the same decade, 
Close returned to oils after years of acrylic, graphite, and ink. His imagery 
began to eschew the overtly self-reflexive reference to the photographic 
medium in favor of a more direct experiment with the process of cognition 
and identity. After recovering from a collapsed vein that ultimately para-
lyzed him from the neck down, Close returned to painting in the late 1980s 
with a new sense of freedom. He developed a looser style defined by a 
complex, vivid palette and microcosmic blocks of painterly fluidity that 
never fail to coalesce into an authentic schema of recognizable features. 

The present work, Maggie (2005–06), depicts Close’s youngest daughter. 
The sitter’s relative anonymity is a holdover from previous decades, when 
the artist consistently chose friends, family, or arbitrary strangers as subjects. 
This tendency began to shift, however, in the late 1980s and early 90s, 
when Close began portraying more high-profile individuals. This image 

CHUCK CLOSE

CHUCK CLOSE
Maggie, 2005–06
Oil on canvas
102 × 84 inches (259.1 × 213.4 cm) 
© Chuck Close, courtesy Pace Gallery
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was painted alongside Close’s portraits of several eminent public figures, 
including former American President Bill Clinton and actor Brad Pitt. 
Maggie’s expression differs from the passport-style poses for which Close 
is most well-known. She gazes affectionately up and to the right, her lips 
pursed into a warm smile, evoking a playfulness unseen in Close’s previous 
portrayals of her. Produced as his daughter was on the cusp of young 
adulthood — she appears to be somewhat younger than 21 in the painting —  
one wonders if the portrait provided a nostalgic escape for the artist: 
Maggie would have been in her early 20s when the image was created, but 
her likeness appears to place her in a chronology closer to earlier oil-on-
canvas renditions, painted when the sitter was 12 and 14. Such an anach-
ronism complements the dichotomy between facture and fracture that has 
prevailed throughout the artist’s career, implicating the ubiquitous yet 
highly individual experience of reconciling one’s personal memory with 
the present reality — a process that is especially poignant when a parent 
comes to terms with the conclusion of a son or daughter’s childhood.

This page:
Detail of Maggie

Opposite:
Chuck Close working on 
Maggie in his studio, 2005.
Image courtesy Michael Marfione
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Robert Motherwell began his landmark Open series in 1967, taking up what 
he referred to as “a continual problem in painting,” namely, the struggle 
to unify the disparate elements of each painting into a coalescent whole. 
Influenced by the burgeoning Minimalist art movement, Motherwell began 
to reduce the structure of his paintings to a more basic formal language. 
The inception of the series arose when Motherwell observed his painting 
Summertime in Italy leaning against a large canvas painted a uniform ochre; 
attracted to the proportions of the arrangement, Motherwell outlined the 
smaller canvas with charcoal, composing three linear elements that resem-
bled a door, ultimately conceiving Open No. 1: In Yellow Ochre. After 
spending the summer making collages, Motherwell returned to the nascent 
series, deciding to invert Open No. 1 such that the rectangular element 
was shaped like a U (rather than a “door”), subsequently realizing that 
the painting was complete as it was. By the time Motherwell was on his 
ninth iteration of the Opens, he had begun to incorporate a vertical black 
bar on the edge of the painting, establishing a spatial tension between 
the “window” of the rectangular U and its surrounding area. Indeed, the 
Opens marked a distinctive shift within the artist’s practice, wherein 
emphasis was placed on the shape of the canvas and the color of the 
ground, imbuing the monumental canvases with a dematerializing effect. 
Motherwell further sought to instill the Opens with a distinct emotive 
content, one which evoked a personal connection with the viewer; as he 
wrote to Tate curator Ronald Alley in October of 1970, the Opens should 
be shown in reduced light, so that “they become objectless and mysteri-
ous . . . they are not hard-edge paintings, but romantic ones — essences.”

The present work is fairly unique within the series for the red arc that domi-
nates the middle space of the painting, seemingly in lieu of the rectangular 
U shape found in the majority of the Opens. Likely added circa 1977, after the 
ground was painted in 1970, the arc’s pointed shape resembles the central 
form of Summertime in Italy in Red (1967), suggesting that Motherwell was 
thinking of the inception of his series as he created the present work. A delib-
erate and contemplative painter, Motherwell often worked on canvases for 
years at a time; Elegy to the Spanish Republic No. 35 (Collection of The 
Metropolitan Museum of Art, New York), completed between 1954 and 1958, 
is one of many examples of his gradual speed. While the Opens is one of the 
archetypal series of Motherwell’s oeuvre, it is also, as Open No. 164 attests, 
greatly varied, revealing the dialectical manner in which Motherwell developed 
his practice. As Jack Flam observes, Motherwell, using only a few formal 
elements, created a series of paintings that use “the polarity between amor-
phousness and geometry to evoke both opposition and ultimate harmony, 
as between chaos and order, emptiness and creation, nature and culture.”

ROBERT MOTHERWELL

Robert Motherwell in his studio, 1970s. 
Image courtesy Robert Bigelow

ROBERT MOTHERWELL
Open No. 164, 1970–77
Acrylic on canvas
60 × 71 inches (152.4 × 180.3 cm)
Art © Dedalus Foundation / Licensed by VAGA, 
New York, NY. Image courtesy Tom Powel
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Ellsworth Kelly’s standout 1959 painting, Sumac, consists of an X-shaped 
form set within a monochrome field. Tinged with orange, its central shape 
appears to spring forth from its crimson surrounds, animating the compo-
sition with a palpable energy. Sumac takes its title from the plant of the 
same name, which features clusters of vibrant red flowers. Its abstract 
forms and palette thus find their anchor in nature: a balance of geometric 
rigor and figurative suggestion that defines the nearly seven-decade arc 
of Kelly’s career. An astute and patient observer, Kelly isolated and dis-
tilled details from everyday life, such as the slope of a chimney, the bend 
of a crushed cup, or, in the case of the present work, the lucid hues of  
a shrub in bloom. The world appeared to him as a reservoir of what he 
termed “already made” forms that he was free to excerpt and transform in 
his art. “The things I’m interested in have always been there,” he asserted, 
describing his abstraction as “closer to birds and beetles and fish than it 
is to De Stijl or the Constructivists.” Rooted in reality, Kelly’s abstractions 
open onto a rich realm of sensory impression that tempers their compo-
sitional and coloristic reduction.

The year of Sumac’s completion, 1959, was a decisive one for Kelly.  
It marked his inclusion in the landmark show “Sixteen Americans” at  
the Museum of Modern Art, New York, where his work hung alongside 
Frank Stella’s Black paintings, Jasper Johns’ Targets and Flags, Robert 
Rauschenberg’s Combines, and Louise Nevelson’s painted-wood assem-
blages. Having moved to New York from Paris in 1954, Kelly struggled to 
find an audience for his art, which differed sharply from the effusive, 

ELLSWORTH KELLY

Opposite:
ELLSWORTH KELLY
Sumac, 1959
Oil on canvas
74 × 63 inches (188 × 160 cm)
© Ellsworth Kelly. Image courtesy
Tom Powel

This page:
Ellsworth Kelly with Cité, Seine Quai 
Paris, 1953. Image courtesy Michel 
Grinberg / Ellsworth Kelly Archives
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ELLSWORTH KELLY
Black Curve (Radius 12’), 1976
Graphite and paper collage on paper
31 ½ × 47 ½ inches (80 × 120.7 cm)
© Ellsworth Kelly. Image courtesy 
Elisabeth Bernstein

gestural style of Abstract Expressionism then dominant on the New York 
scene. As he reflected: “I saw no art that was being ‘made’ like mine,  
and returning to the U.S., I found no one ‘making’ art that way either.” 
With “Sixteen Americans,” Kelly claimed his rightful place at the vanguard 
edge of American art. His distilled forms, sharp silhouettes, and bold 
colors anticipated the “Hard-Edge” painting and Minimal sculpture that 
would define American art in the 1960s. Though his work resembles  
certain currents in 1960s art, Kelly identified with no one movement, 
insisting on the creative autonomy of his aesthetic vision.

Critical to Sumac’s visual appeal are the slight irregularities of its central 
shape, whose contours are marked by a subtle asymmetry. Such nuances 
are typical of Kelly’s art. Committed to a felt rather than theoretically 
driven abstraction, he avoided a strict Euclidean vocabulary, producing 
forms that are lucid and emphatic, yet lack mathematical purity. Favoring 
eccentric polygons, attenuated ellipses, and elegant curves, he pursued a 
primary mode of perception freed from intellectualization. His approach 
to color was similarly intuitive. Rejecting preset theories, he selected 
and combined hues on the basis of his inherent sense of balance and 
contrast. His preference was for colors of “full intensity,” as he described, 
which he applied to the canvas in flat, unbroken planes. As in the case  
of Sumac, the resulting works seamlessly fuse color, shape, and surface. 
Covered edge to edge with successive coats of oil paint, Sumac lacks 
any trace of Kelly’s hand. It thus exemplifies his ambition to reduce the 
role of human subjectivity in his art. “Everything is beautiful but that 
which man tries intentionally to make beautiful,” he claimed. “The work  
of an ordinary bricklayer is more valid than the artwork of all but a very 
few artists.”
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This page:
JOSEF ALBERS
Homage to the Square: Open D, 1951
Oil on Masonite in artist’s own frame
Framed dimensions: 22 ½ × 23 inches 
(56.5 × 58.4 cm)
© The Josef and Anni Albers 
Foundation / Artists Rights Society 
(ARS), New York

Opposite:
FRANÇOIS MORELLET
2 trames de tirets 0° 30° 
(13 cm de haut chacun), 1971
Silkscreened paint on canvas
55 1⁄8 × 55 1⁄8 inches (140 × 140 cm)
© 2017 Artists Rights Society (ARS), 
New York / ADAGP, Paris

If, after 1950, it is true that my works “flirt” with space, then it is a very special 
kind of space, the space created by an absence of “nature.” [. . .] The raison 
d’être for these “denatured” works lies in the fact that they are in harmony 
with the world as I see it, which is “denatured” in itself and discarded God 
and his last remnant: the very idea of “nature.”

— François Morellet, from François Morellet by Serge Lemoine, Zurich 1986, p. 24
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If you want to know all about Andy Warhol, just look at the 
surface: of my paintings and films and me, and there I am. 
There's nothing behind it.  

— Andy Warhol, quoted in Gretchen Berg, “Andy: My True Story,”
Los Angeles Free Press (March 17, 1967)

ANDY WARHOL
Diamond Dust Shoes, 1980–81
Acrylic, silkscreen ink, and
diamond dust on canvas
90 × 70 inches (228.6 × 177.8 cm)
© The Andy Warhol Foundation for 
the Visual Arts / Artists Rights Society 
(ARS), New York. Image courtesy  
Tom Powel
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ROY LICHTENSTEIN
Ritual Mask, 1992
Enamel on tin plated bronze
51 1⁄8 × 26 × 11 3⁄8 inches
(129.9 × 66 × 28.9 cm)
Edition 1 of 6
© Estate of Roy Lichtenstein
Image courtesy Markus Haugg

Extending the artist’s painterly interests into the third dimension, 
Lichtenstein’s busts collapse the signifying motifs of several periods  
of modernist painting into a sculptural yet highly graphic form. Unified  
by their self-referential inclusion of the Ben-Day dot, Ritual Mask (1992) 
and Brushstroke Head III (1987) emphasize the 20th century’s progressive 
toppling of the cultural hierarchy of images — a system that would put pulp 
comics at the bottom and the pointillist paintings of Seurat at the top —  
as well as the history of cultural appropriation upon which much of 20th-  
century modernism’s major developments are based. A purveyor of signs 
and symbols, Lichtenstein’s busts dissect the clichés of modernist tradition 
to reveal the ambiguities inherent to representational semiotics.

In the context of Lichtenstein’s oeuvre, the African mask icon makes  
its first appearance in a 1991 painting titled Interior with African Mask  
(now in the collection of The Broad, Los Angeles), one of a series of works 
depicting banal domestic environments. Directly referencing the modern-
ist fascination with African tribal art — particularly among the Cubists —  
the compositional elements of which the mask is comprised are, as Hal 
Foster points out, meaningless when considered in isolation; i.e., the sig-
nifiers of eyes, nose, and mouth require an arrangement of formal and 
historical frameworks to be legible. In the lexicon of Lichtenstein’s mask, 
the Ben-Day dots become symbolic of the scarification often represented 
in the objects of the African tribal tradition. The symmetrical design and 
sleek steel surfaces of Ritual Mask likewise evoke the Art Deco tradition, 
a movement also known for its fetishizing of African sculpture. The open 
linear structure of the work necessitates its formal immersion into its sur-
rounds, unavoidably implicating the environment in which it is placed, 
another self-referential trope for an artist with a longstanding interest in 
temporality. In this way, Ritual Mask manifests a stratification of aesthetic 
narratives, an interweaving of art historical threads that follow the rise 
and cultural proliferation of the titular subject.

In his brushstroke heads, Lichtenstein uses his icon of Abstract 
Expressionism — the fluid, gestural, painterly mark — to construct a design 
that references the Cubist representation of multiple perspectives at once. 
The winking, smiling face of Brushstroke Head III makes a tongue-in-cheek 
jab at the Abstract Expressionist movement’s premise of dramatic heroism, 
while acknowledging the artwork’s place within the trajectory of 20th- 
century art history. Further, the brush sculptures materialize the problem 
of perspectival multiplicity by rendering the brushstrokes as planar elements 
that sit in opposition to each other in a lively contrapposto. Deepening 
the self-referential aspect of the work is the striped-brushstroke imagery 

ROY LICHTENSTEIN
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that comprises the foundational elements of the sculpture, as these ref-
erence the split-fountain brushwork technique of the artist’s early oil-on-
canvas paintings. As art historian Dave Hickey insightfully points out, 
Lichtenstein’s self-consciousness is amplified in his brushstroke works, 
as his motif recognizes the uniqueness of the mark’s significance in 
modernism’s fetishizing of spontaneity and authenticity, construed, as 
they were, as indications of resistance against the rising tide of mass- 
produced and -proliferated images. Rather than elevate the brushstroke 
to an aristocratic gesture, Lichtenstein lays bare the inevitability of high 
modernism’s democratization in the age of American mass-media culture.

ROY LICHTENSTEIN
Brushstroke Head III, 1987
Painted and patinated bronze
28 7⁄8 × 21 × 11 ½ inches
(73.3 × 53.3 × 29.2 cm)
Edition 5 of 6
© Estate of Roy Lichtenstein
Image courtesy Markus Haugg

Roy Lichtenstein with Forest Scene with Figures, Brushstroke Head III, and Brushstroke Head IV, 
circa 1988. All artwork © Estate of Roy Lichtenstein. Courtesy The Roy Lichtenstein Foundation 
Archives; Photography © Grace Sutton
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FRANÇOIS MORELLET

We are delighted to announce that the gallery will exclusively represent the estate of artist François Morellet 
(1926–2016) in the United States. Morellet, who spent his life and career in Cholet, France, was among 
the earliest postwar artists to embrace geometric abstraction. Never formally trained, he relied on a reduced 
vocabulary of lines and simple shapes such as circles, triangles, and squares. Insisting that “art is frivolous 
even when it takes itself seriously,” his work infused rigorous abstraction with a sense of playful irreverence 
and unpretentious humor. Balancing structure and spontaneity, he adopted mathematical systems and 
chance procedures in an attempt to remove his subjectivity from his art. Working with a wide variety of 
materials, many of which he was among the first to use, such as steel, neon tubes, iron, tape, wire mesh, 
and wood, he strove to produce an art that was accessible to all, unencumbered by messages and meanings 
beyond its immediate content. Morellet produced his first neon work in 1963, attracted to the material’s 
industrial qualities and luminosity. The first major exhibition of Morellet’s work in the U.S. in over 30 years 
is currently on view at Dia Art Foundation in New York City and in Beacon, NY.

NOW REPRESENTING

FRANÇOIS MORELLET
L'Avalanche, 1996
Thirty-six blue neon tubes, 
white high voltage wires
© Artists Rights Society (ARS), NY
Banque d'Images, ADAGP / Art Resource, NY

TERRY ADKINS

TERRY ADKINS
Akhenaten, 2013
Steel, glass, wood, and plaster
63 × 54 × 18 1⁄8 inches (160 × 137 × 46 cm)
Courtesy of the Estate of Terry Adkins and  
Salon 94, New York. © The Estate of Terry Adkins

UPCOMING EXHIBITION | NEW YORK
TE RRY AD KI N S: TH E S M O OTH , 
THE CUT, AND THE ASSEMBLED
JANUARY 10  –  FEBRUARY 17,  2018

We are proud to announce Lévy Gorvy’s representation of interdisciplinary artist Terry Adkins (1953–2014). 
Adkins, whose work masterfully intertwines the immaterial qualities of music with the physicality of sculp-
ture, died unexpectedly in February 2014 at the age of 59. Over the course of his three-decade career, 
he developed a body of work defined by hybridity, mythology, and the tension between metaphor and 
metonym. Adkins dedicated his practice to the spiritual renewal and reinvigoration of often-overlooked 
historical narratives, including those of performer Bessie Smith and writer Zora Neale Hurston. His site-specific 
performances, installations, videos, and photographs fostered the reconsideration of each figure’s narrative, 
usually highlighting its psychological implications, and promoted the revival of their story. Committed to 
furthering discourse on the work of this extraordinary artist through curated exhibitions, publications, and 
commissioned scholarship, our first exhibition of Adkins’ work — curated by artist, collaborator, and longtime 
friend Charles Gaines — will debut in New York in January 2018.
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CURRENT EXHIBITION

ILEANA SONNABEND AND ARTE POVERA: CURATED BY GERMANO CELANT
NOVEMBER 2  –  DECEMBER 23, 2017

NEW YORK

Image courtesy Tom Powel
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SOURCE AND STIMULUS: POLKE , LICHTENSTEIN, LAING
FEBRUARY 23 –  APRIL 21, 2018

SIGMAR POLKE
Freundinnen (Girlfriends), 1965/1966
Dispersion paint on canvas
59 × 74 ¾ inches (150 × 190 cm)
Froehlich Collection, Stuttgart © Estate of Sigmar Polke /  
Artists Rights Society (ARS), New York / VG Bild-Kunst, Bonn, Germany

UPCOMING EXHIBITIONS

LONDON

DAN COLEN
MAY –  JUNE 2018

NEW YORK

MARTIAL RAYSSE
FEBRUARY –  APRIL 2018

MARTIAL RAYSSE
Le Jour où Gilbert s'est noyé, 2012
Acrylic paint and oil on wood
56 5⁄16 × 35 7⁄16 inches (143 × 90 cm)
Collection Martial Raysse

Below:
Dan Colen in his studio, 
Germantown, New York, 2017
Image courtesy Jean-François 
Jaussaud



30 31

Adrian Piper, It’s Just Art, 1980. Documentation of the performance Wednesday, April 23, 1980 at the Allen Memorial Art Museum, Oberlin College, Oberlin, Ohio: performance poster, black and white print 
on paper, 10 13⁄16" × 14 ⅛" (27.5 × 35.9 cm), performance diagram, 8 ½" × 11" (20.9 × 27.9 cm), 15 black and white photographs, silver gelatin prints on baryte paper, marker, 11 13⁄16" × 8 ¼" (30 × 21 cm), 3 paper-text 
collages, marker on paper, 10" × 8" (25.4 × 20.3 cm), video of the reconstruction of the performance, DVD, 00:24:42. Photo credit for the black and white photographs: Ralph Neri. Photo credit for the 
installation view: Tom Powell. Collection of the Adrian Piper Research Archive Foundation Berlin. ©Adrian Piper Research Archive Foundation Berlin.

ADRIAN PIPER 

NEW YORK

GILBERT & GEORGE: THE GENERAL JUNGLE OR CARRYING ON SCULPTING

LONDON

RECENT EXHIBITIONS

PAT STEIR: KAIROS 

NEW YORK

VINCENZO AGNETTI: TERRITORIES

NEW YORK

Images courtesy Tom Powel and Stephen White
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Lévy Gorvy, formed by Dominique Lévy and Brett Gorvy in 2017, is devoted to the 
highest level of connoisseurship and collecting in the fields of modern and contempo-
rary art. The gallery’s cross-cultural program includes key figures of the European, 
American, and Asian postwar period, with particular emphasis on artists who cultivate 
and sustain revolutionary ideas, both formal and conceptual. The gallery works closely 
with artists and estates who embody rigorous experimentation, including Enrico 
Castellani, Pierre Soulages, Günther Uecker, the Estate of Yves Klein, the Estate of 
Roman Opalka, Adrian Piper, the Estate of Germaine Richier, the Fondazione Alberto 
Burri, the Alexander Calder Foundation, the Estate of Lucio Fontana, Fundación 
Gego, Senga Nengudi, the Archivio and Estate of Carol Rama, Karin Schneider, 
Pat Steir, the Estate of François Morellet, the Estate of Terry Adkins, Frank Stella, 
Chung Sang-Hwa, Dan Colen, the Willem de Kooning Trust, Gerhard Richter, Joel 
Shapiro, the Estate of Kazuo Shiraga, the Fondation Zao Wou-Ki, and Seung-taek Lee.

A globally respected gallerist, Dominique Lévy formed her eponymous gallery 
in 2012. Brett Gorvy was formerly Chairman and International Head of Post-War and 
Contemporary Art at Christie’s, and remains a leading tastemaker in the 20th-century 
art market.

Lévy Gorvy’s New York space comprises the entire landmarked building at 909 
Madison Avenue. We also maintain a gallery on London’s historic Bond Street, as well 
as an office in Shanghai. We produce a robust schedule of exhibitions while partici-
pating in major international art fairs.

Lévy Gorvy specializes in private sales of secondary market works by 20th-century 
masters and contemporary artists. The gallery’s advisory and collections manage-
ment services are inspired by the vision and tireless advocacy of legendary dealers 
Daniel-Henry Kahnweiler, Pierre Matisse, Leo Castelli, and Peggy Guggenheim. 

Lévy Gorvy commissions original scholarship for each exhibition, producing publi-
cations dedicated to educating the public. We also host a regular program of cultural 
events designed to expand the interdisciplinary platforms for modern and contemporary 
art while engaging a new generation of curators and collectors.

ABOUT LÉVY GORVY
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Louise Bourgeois
Alberto Burri

John Chamberlain
Joseph Cornell

Gino de Dominicis
Peter Doig

Jean Dubuffet
Lucian Freud

Alberto Giacometti
Arshile Gorky

Adolph Gottlieb
Philip Guston
Jasper Johns
Donald Judd

Ellsworth Kelly
Anselm Kiefer

Franz Kline
Jeff Koons

Yayoi Kusama
Fernand Léger

Roy Lichtenstein
René Magritte
Piero Manzoni
Brice Marden
Agnes Martin

Joan Miró
Piet Mondrian

Barnett Newman
Claes Oldenburg

Pablo Picasso
Sigmar Polke

Jackson Pollock

Richard Prince
Robert Rauschenberg

Ad Reinhardt
Anselm Reyle

Gerhard Richter
Mark Rothko
Ed Ruscha

Robert Ryman
Salvatore Scarpitta

Thomas Schütte
Richard Serra

Cindy Sherman
Clyfford Still

Rudolf Stingel
Cy Twombly
Andy Warhol

Tom Wesselmann
Christopher Wool

Estate of Terry Adkins
Vincenzo Agnetti
Alexander Calder
Enrico Castellani
Chung Sang-Hwa

Dan Colen
Willem de Kooning

Lucio Fontana
Gego

David Hammons

Estate of Yves Klein
Seung-taek Lee

Tsuyoshi Maekawa
Estate of François Morellet

Robert Motherwell
Senga Nengudi

Estate of Roman Opalka
Adrian Piper
Carol Rama

Martial Raysse

Peter Regli
Estate of Germaine Richier

Karin Schneider
Joel Shapiro

Kazuo Shiraga
Pierre Soulages

Pat Steir
Frank Stella

Günther Uecker
Zao Wou-Ki
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