




 “Having a bit of information, or a 
name, may stop our curiosity about 
what we are looking at.”

 “I’d prefer to remain a mystery;  
I never like to give my background 
and, anyway, I make it all different 
all the time I’m asked.”

 “I wanted to put painting once  
again at the service of the mind.”

 “This kind of art has to be worked 
out at the beginning; it has to start 
from the molding power of the 
thought as a sculptural means.”

 “They are recorded patterns of 
thought. Duplication is impossible 
without a camera. Repetition, 
without a camera (or machine)  
is not repetition.”

 “Repeat the same thing long enough 
and it becomes taste.” 



Peter Eleey

MoMA

STURTEVANT
DOUBLE

TROUBLE
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FOREWORD

The Museum of Modern Art is proud to present the first 
significant overview in America of the art of Sturtevant. 
Despite increasing interest in her work in Europe over 
the past decade, she has been largely and unduly 
ignored in the United States, her home country. Udo 
Kittelmann turned the entire Museum für Moderne 
Kunst in Frankfurt over to her art in 2004, and Bill Arning 
brought a version of that show to the MIT List Visual Arts 
Center in Cambridge, Massachusetts, the following year. 
But the artist’s 1973 exhibition at the Everson Museum 
of Art in Syracuse, New York, under its director James 
Harithas, remains the only prior institutional presenta-
tion of her work organized in the United States— 
a historical amnesia that may be partially, but not totally, 
explained by the fact that much of Sturtevant’s art looks, 
quite purposefully, like that of her peers. 
	 Best known for the repetitions of the work of other 
artists that she began in 1964, Sturtevant appears to 
mark an endpoint in the history of postwar art. This 
exhibition, however, provides a broader consideration of 
this maverick artist and her work’s provocative com-
plexity, which is belied by its apparent formal simplicity. 
Her longstanding concern with the political, economic, 
and cultural circumstances that underpin art’s cre-
ation and consumption is an essential part of her work. 
Sturtevant: Double Trouble draws attention to that 
aspect of her bold and groundbreaking practice, sug-
gesting that she opens the art history of her time—and 
ours—in new directions, challenging us to rethink many 
of our assumptions about what we see, how we value 
what we see, and the histories that our institutions per-
petuate. While not a retrospective in any conventional 
sense, the exhibition nevertheless includes almost 
every medium in which Sturtevant worked across the 
half-century of her career, including painting, drawing, 
photography, sculpture, film, and video. Having emerged 
in New York during the art world’s transition from 
Abstract Expressionism to Pop, Sturtevant prefigured a 
number of the major developments in art that followed 
over the subsequent decades of her career. While evi-
dence of the prescience of her thinking is visible among 
many artists working today, her articulation of what 
amounts to an ethics for art, and for those engaged with 
it, is perhaps her work’s most important achievement, 
and the source of its enduring power.
	 Following its presentation at The Museum of Modern 
Art, New York, Sturtevant: Double Trouble will travel to the 
Museum of Contemporary Art in Los Angeles. I appreciate 
the enthusiastic collaboration of our colleagues there, in 
particular director Philippe Vergne, and the generosity of 
the many lenders who have permitted their works to be 
shown in New York and also in Los Angeles. Our profound 

gratitude is due to the key supporters who understand 
the significance of this exhibition, and very generously 
underwrote its presentation at MoMA, including The 
Andy Warhol Foundation for the Visual Arts, MoMA’s 
Wallis Annenberg Fund for Innovation in Contemporary 
Art through the Annenberg Foundation, The Modern 
Women’s Fund, Lonti Ebers, Dorothy Lichtenstein, Virginia 
Dwan, The Contemporary Arts Council of The Museum 
of Modern Art, The Junior Associates of The Museum of 
Modern Art, and the MoMA Annual Exhibition Fund.
	 We hope that this exhibition serves as a kind of 
homecoming, but it is a celebration that Sturtevant 
sadly did not live to see. We remain deeply grateful both 
to Sturtevant for the opportunity to work with her on 
this special project, and to her daughter Loren Muzzey 
for her invaluable assistance and continuing support 
of the exhibition. Peter Eleey, Curator and Associate 
Director of Exhibitions and Programs at MoMA PS1, 
worked closely with the artist on the show, and it is 
an indication of his sensitivity and intelligence that 
Sturtevant trusted him to collaborate with her on this 
significant presentation of her work and the accompa-
nying catalogue. I applaud him and the diligent staff of 
the Museum, whose work ensured that an important 
artist might at last enjoy this overdue recognition in 
America, and that her work would find here the broad 
audience that it has long deserved.

	 Glenn D. Lowry
	 Director
	 The Museum of Modern Art, New York
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Sturtevant sometimes insisted that she had no curators 
on the museum exhibitions that she presented in the 
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and “energy” that she sought to create in the design of 
her shows were part of her art, and necessarily needed 
to be choreographed by her through the selection of 
works and their deployment in the galleries. Curators, 
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“You don’t do a show with me,” she once explained,  
“I do a show with you.”
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Ropac; the Julia Stoschek Foundation; Joel Wachs;  
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The extraordinary generosity of The Andy Warhol 
Foundation for the Visual Arts, along with that of MoMA’s 
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tion possible. I am exceptionally grateful for their gifts, 
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Women’s Fund, Lonti Ebers, Dorothy Lichtenstein, and 
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I benefited from the insights and scholarship of a 
number of colleagues who have worked with Sturtevant 
in various ways, including Bill Arning, Daniel Birnbaum, 
Connie Butler, Sylvia Chivaratanond, Stuart Comer, 
Anne Dressen, James Harithas, Fabrice Hergott, Udo 
Kittelmann, Mario Kramer, Fredrik Liew, Stéphanie 
Moisdon, Hans-Ulrich Obrist, James Rondeau, Beatrix 
Ruf, and Philippe Vergne. When we worked together at 
the Walker Art Center, Philippe suggested to me the 
idea of doing a Sturtevant exhibition—an idea I did 
not act on at the time, but never managed to put out 
of my mind. I am very pleased that the exhibition will 
travel at his invitation to the Museum of Contemporary 
Art in Los Angeles after its presentation in New York. I 
am grateful to Philippe and to my colleagues at MOCA, 
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Simpson, for allowing Sturtevant’s work to be seen in a 
city built on images, and also to Susan Jenkins for her 
support and supervision.

Bruce Hainley’s pioneering scholarship over the 
past fifteen years on Sturtevant’s work has helped 
to clarify the leaps, bumps, and jumps of her art, and 
inspired new interest—including my own—in her 
inimitable achievement. His dedication to the razzle-
dazzle of her thinking culminated in the first major 
historical monograph on Sturtevant in English, a deeply 
researched study published last year that is the defini-
tive text on her art. Bruce very generously shared his 
book with me prior to its publication, and it provided 
invaluable aid to my own thinking and research; my 
debt to his work is evident in the notes that accom-
pany my essay in this volume. Less obvious, but just as 
significant, are the effects of Bruce’s advice on earlier 
drafts of my text, his many fastidious contributions to 
our exhibition history and bibliography, and innumera-
ble conversations we shared about and with Sturtevant 
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over the years. I am lucky to count him as a colleague 
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fact; may this last exhibition to be organized during her 
lifetime, like so many apparent finales in her work,  
also be a beginning.

	 Peter Eleey
	 Curator and Associate Director of  
	 Exhibitions and Programs
	 MoMA PS1
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1.  Ethelred II. 1961

Oil on canvas with paint tube, 20 1⁄8 × 39 1⁄8" (51.1 × 99.4 cm)
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2.  Warhol Flowers. 1964 – 65 

Synthetic polymer screenprint on canvas, 22 1⁄16 × 22 1⁄16" (56 × 56 cm)
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3.  Johns 0 through 9. 1965

Encaustic on newsprint, 10 13⁄16 × 14 3⁄8" (27.5 × 36.5 cm) 
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4.  Study for Rosenquist’s Spaghetti & Grass. 1965 – 66

Oil on canvas, 40 7⁄8 × 40 1⁄8" (103.8 × 101.9 cm)



25
5.  Study for Muybridge, Plate #97: Woman Walking. 1966

Photograph, 7 3⁄4 × 8 1⁄4" (19.6 × 21 cm)



27
6.  Duchamp Man Ray Portrait. 1966

Gelatin silver print, 8 13⁄16 × 7 1⁄2" (22.4 × 19.1 cm) 



29
7.  Working Drawing Wesselmann Great American Nude Lichtenstein Hot Dog. 1966 

Pencil, felt pen, and collage on paper, 23 7⁄8 × 18" (60.6 × 45.7 cm) 



31
8.  Duchamp Coin de chasteté. 1967 

Bronze and dental plastic, 3 7⁄16 × 2 1⁄2" (8.8 × 6.3 cm)



33
9.  Oldenburg Store Object, Slip. 1967

Chicken wire, cloth, plaster, enamel, 22 1⁄16 × 16 1⁄8 × 2 3⁄4" (56 × 41 × 7 cm)



35
10.  Duchamp Relâche. 1967 

Photograph, 8 11⁄16 × 8 7⁄8" (22 × 22.5 cm) 



37
11.  Dechiravit after Duchamp. 1967 

Torn paper on paper, 12 × 9" (30.5 × 22.9 cm)
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