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Printer’s Box, 1956
Terracotta, bronze finials, wood
Linday Bergman Collection
Chicago

The Family, 1969
Wood, plastic, neon, and glass
88 × 56 × 65 inches (223.5 × 142.2 × 165.1 cm)
Memphis Brooks Museum of Art, Memphis, TN
Commissioned for Brooks Memorial Art Gallery through 
a grant from the National Endowment for the Arts and 
matching funds from the Memphis Arts Council, Brooks 
Fine Arts Foundation, and Brooks Art Gallery League, 
69.5

On January 3, 1967, Robert McKnight, Director of the Brooks Memorial Art Gallery wrote 
to Marisol asking if she would consider a commission for a sculpture of the Holy Family. 
McKnight’s request may seem unusual. Why in the late 1960s would a municipal museum 
commission a sculptural rendition of one of Catholicism’s most sacred subjects from a 
female sculptor associated with Pop art? The proposal, however, was a sign of her fame 
during the 1960s and of the importance of the family in her body of work. 

Although Marisol never officially changed her name, she dropped Escobar very early in her 
career. The art press referred to her almost exclusively as Marisol, beginning with her first 
review in Art News in 1955. She gave various reasons for this over the years: that it was a 
means of drawing attention to herself, that she didn’t want to have anything to do with her 
father, and that her family name, Escobar, was too masculine.

Yet between 1954 and 1997 she produced over 35 sculptures relating to the family. It 
was a fertile subject for Marisol that opened up the possibility of considering art history, 
contemporary life, gender, social politics, as well as her own identity. Her approach varied 
from playful and whimsical to critical and satirical, sometimes within one sculpture.  

To date her earliest-known treatment of the family is in a series of printer’s type boxes that 
she filled with minature figures crudely modeled in terracotta. A large number of the groups 
clearly represent families with mothers and fathers embracing or carrying children. Marisol 
went on to address the subject in large scale sculptures such as The Family, 1967 (the 
sculpture commission for the Brooks Museum that inspired this exhibition).

http://soundcloud.com/brooks-museum-of-art/directors-welcome?in=brooks-museum-of-art/sets/marisol-sculptures-and-works
http://soundcloud.com/brooks-museum-of-art/directors-welcome?in=brooks-museum-of-art/sets/marisol-sculptures-and-works
http://soundcloud.com/brooks-museum-of-art/introduction?in=brooks-museum-of-art/sets/marisol-sculptures-and-works
http://soundcloud.com/brooks-museum-of-art/introduction?in=brooks-museum-of-art/sets/marisol-sculptures-and-works
http://soundcloud.com/brooks-museum-of-art/the-family-1969?in=brooks-museum-of-art/sets/marisol-sculptures-and-works
http://soundcloud.com/brooks-museum-of-art/the-family-1969?in=brooks-museum-of-art/sets/marisol-sculptures-and-works
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Escobar family photograph, ca. 1934

Family Portrait, 1961
Lithograph
29½ × 23½ inches (74.9 × 59.7 cm)
Artist’s proof
Collection Neuberger Museum of Art,
Purchase College,
State University of New York,
Gift of Jules Sherman,1976. 14.35

In 1961 Marisol created Family Portrait, a lithograph based on 
a photograph from her childhood. In the print the snapshot is 
reproduced almost exactly. Marisol places greater emphasis on the 
figures by removing the bench and the park setting. Her elegant 
parents also appear by themselves in a circle directly above the 
group, creating a progression from couple to family.

Surrounding both the rectangle and the circle encompassing the figures are multilple 
fragmented and overlapping hands and faces, a common motif in Marisol’s works on paper. 
The composition is tightly constructed with the cross-shaped dark areas in the center set off 
against the expanses of almost blank paper in the corners. Hands and faces seem to appear 
out of a fog, penetrating the enclosed spaces the figures occupy. The hands descending 
from the top pull the viewer’s eye to the focal point of the group. But the hands also shush, 
point, and signal; some of the actions seeming to threaten, point accusatorially, or tell the 
viewer to stop. The mood of the print is uncertain: it may be a celebration of her family 
or an image of menace. Regardless, it appears to be the only work that presents all of the 
Escobars at once.

http://soundcloud.com/brooks-museum-of-art/family-portrait-1961?in=brooks-museum-of-art/sets/marisol-sculptures-and-works
http://soundcloud.com/brooks-museum-of-art/family-portrait-1961?in=brooks-museum-of-art/sets/marisol-sculptures-and-works


Mary Cassatt, American, 1844-1926
Mother and Child (The Oval Mirror), ca. 1899
Oil on canvas
H. O. Haymeyer Collection, Bequest of
Mrs. H. O. Havemeyer, 1929, 29.100.47;
The Metropolitan Museum of Art, NY

Untitled, c. 1959
Crayon
13¾ × 19¼ inches (34.9 × 48.9 cm)
Collection of the artist

Untitled is part of a series of sketchbook drawings from the 1950s that have not been 
widely reproduced or exhibited and that demonstrate a disturbing brutality and eroticism. A 
nominally traditional depiction of three women, each holding a child to her breast, the work 
nonetheless has an unexpected degree of violence. The saturated colors, overlapping hatch 
marks, spiky forms, masklike faces, and abstracted bodies stretched into awkward shapes 
and poses create an undercurrent of menace. The children have pronounced genitalia, and 
in the figures at left the child’s and the mother’s genitalia are aligned. 
In all three groupings, the women’s breasts envelop the children’s 
heads in an unsettling manner that is far removed from a depiction of 
maternal protection. Her distance from traditional mother-and-child 
imagery is evident when the drawing is compared with a precursor, such 
as Mary Cassatt’s Mother and Child (c. 1899). Although Cassatt’s child 
is naked, the image is innocent. In contrast, Marisol’s drawing, which 
appears to be more personal, suggests a conflicted view of parent-child 
relationships.



In May of 1957, Leo Castelli included Marisol in a group show at his recently opened 
gallery. Along with Morris Louis, Robert Rauschenberg, and Jasper Johns, she was 
singled out for praise in the reviews. Castelli was so taken with her work that he 
mounted her first solo exhibition in November of 1957, before those of the better 
known Johns and Rauschenberg.

Composed of woodcarvings, terracottas, and welded sculptures, the exhibition was 
well received by the critics. Parker Tyler wrote in Art News that Marisol was: 

“[A] young, Paris-born Venezuelan who has recently impressed New York 
with tiny ritual-images in cubicles, [who] appears in full repertory for her first 
one-man show; in her case, this means a search for identity that experimen-
tally echoes both naïf and primitive arts. Modernist lay-figures of Paris–New 

York lineage take ‘family’ form out of heavy, crudely carved and painted 
wooden planks, the best of which seem private totem poles. Her previous 
manikins of terracotta (Aztec out of Lipchitz) now collect in larger groups; 

lately she has added abstract weldings to what can be termed a creative pur-
suit of spiritual ancestors.” 

Tyler identified themes that appeared consistently in reviews throughout her career: 
her international background, search for identity, wide diversity of sources of 
inspiration, and variety of media.

Poster for Marisol Exhibition at the 
Castelli Gallery, New York, 1957
Memphis Brooks Museum of Art; 
Gift of the Artist RS2012.1
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Queen, 1957
Wood and terracotta
29¾ × 13½ × 9 inches
(75.6 × 34.3 × 22.9 cm)
Collection Friends of the Neuberger Museum of Art, 
Purchase College, State University of New York, gift 
from the estate of Roy R. Neuberger

The Hungarians, 1955
Polychromed wood
37½ × 27¼ × 20¾ inches (95.3 × 69.2 × 52.7 cm)
Collection of the artist

George, c. 1958
Alabaster
23 inches (59.4 cm) high
Private collection

Marisol’s interest in portraiture began early in her career; so did the evidence 
of her wry sense of humor. The chubby, barely defined body of a young boy is 

topped with the head of George Washington, his famous hairstyle already in 
evidence. During this period she was experimenting with a variety of materials 

and the beautiful translucent quality of the stone contributes to the magical 
quality of George, the only sculpture she carved in alabaster. The details 

are minimal, a few scratches in the surface for his feet for example, yet she 
manages to convey the upstanding man Washington would become.

https://soundcloud.com/brooks-museum-of-art/the-hungarians-1955?in=brooks-museum-of-art/sets/marisol-sculptures-and-works
https://soundcloud.com/brooks-museum-of-art/the-hungarians-1955?in=brooks-museum-of-art/sets/marisol-sculptures-and-works


In 1958, Marisol moved to Italy. She had been celebrated in a solo exhibition at the important Leo Castelli Gallery, 
received excellent reviews, and sold works, but the attention scared her and she fled. While in Rome, she made a 
series of cast bronze sculptures. She wrote to Castelli about them saying: 

“I’ve done ten sculptures in bronze that look rather nice. They look like those boxes I used to do, 
full of little people. But, I think it is going to take me another year’s work to have a show. . . .”

The cast sculptures consist of figures and quirky shapes that in this case are stacked on top of a whimsical, 
wheeled cart. Untitled is like a circus car, peopled on the far left with personages that are similar to her first, pre-
Columbian inspired forms, as well as on the far right with fanciful figures that more closely resemble a surrealist 
fantasy. Overall, the scene is a riot of shapes and forms jockeying for attention.

Marisol’s work with metal was not unique; artists such as David Smith were recognized in the postwar years for 
their abstract, welded sculptures. Unlike them, however, Marisol was utilizing the more traditional technique of 
lost wax casting.

Untitled, 1960
Bronze
12 × 17 × 3¾ inches (30.5 × 43.2 × 9.5 cm)
Hirshhorn Museum and Sculpture Garden, Smithsonian 
Institution, Gift of Joseph H. Hirshhorn, 1966, 66.3349



Tea for Three, 1960
Wood, acrylic, and found objects
64 × 22 × 27 inches (162.6 × 55.9 × 68.6 cm
Collection of the artist

William King, American, b. 1925
Marisol as Hypnos, 1958
Plaster
Collection of Marisol
© William King

When Marisol returned from Europe, she stated: 

“The beginning of my real development, in my late 20s, started after I spent a 
year in Rome. There I stayed alone, trying to rid myself of the feeling society 
had given me. It was a feeling that I had to reject something in order to be a 

strong person, even to be myself; I was so used to the idea that I would become 
nothing if I didn’t. After a year I rid myself of this idea and, to my amazement, 
the contrary was true. It opened everything for me. I felt free and generous. I 

started doing my best work in 1960, after I came back to New York.”

Returning to wood, her sculptures were becoming larger, more complex spatially, and 
color was given a more prominent role, as seen here. Tea for Three is painted yellow, blue, 
and red, the colors of the Venezuelan flag. The heads are made from hat forms that Marisol 
painted, carved, and manipulated to give them a clown-like appearance. All three heads 
wear whimsical hats and have plaster mouths, evoking comparisons to American folk art, 
which she freely acknowledged as a source of inspiration.

Although Marisol had worked with plaster since the mid-1950s, it was after her return 
to the United States that she began making molds of her own face. Her interest in body 
parts was partially sparked by Jasper Johns and such works as Target with Four Faces 
(1955). It was Bill King, however, who taught her the technique of life casting. As part 
of a demonstration in 1958, he created Marisol as Hypnos, a cast of her face with hands 
substituting for wings.



606

Life magazine commissioned Marisol to produce a portrait of John 
Wayne for an article on cowboys and the movies in the December 20, 
1963 issue. The caption for the two page spread read:

In its far-ranging forays, the western has inspired some wild 
and, in this case, woody art. In this sculpture by Marisol, 
John Wayne makes a patriotic appearance in blue jeans 

and white saddle on a blazing red horse. Marisol, a young 
Venezuelan now living in New York, cut the 8-foot-long horse 
from plywood, stuck two boxes on top to serve as head and 

torso, added carved arm, legs and cowboy hat. She gave 
Wayne a variety of faces, pasting a publicity photograph on 
the front of the head and, on the back, drawing him as he 

appears in tuxedo at premieres. For the side views she drew 
him in his movie uniform. And, using plaster casts of her own 
hands, she gave him an extra hand to show he is the fastest 

draw even in her far-out West.

Life, December 20, 1963, p. 102-103

https://soundcloud.com/brooks-museum-of-art/john-wayne-1963?in=brooks-museum-of-art/sets/marisol-sculptures-and-works
https://soundcloud.com/brooks-museum-of-art/john-wayne-1963?in=brooks-museum-of-art/sets/marisol-sculptures-and-works
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Marisol and Andy Warhol had become close friends and frequently 
made the rounds of openings and parties together. The relationship 
was understandable. They were both quiet, allowing their silence—
or conversely, their brief, quirky, and often witty statements—
to inspire curiosity about them. They manipulated the public 
perception of themselves as exotics to generate interest in their 
work. She stated: 

“I think Andy Warhol started the whole thing. Part of it 
was to communicate, so people would notice you and 
then they notice your work. Otherwise, not so many 

people notice your work.” 

Like Warhol, Marisol adopted a persona. His, as a childlike savant, 
was a perfect foil for her chic, Audrey Hepburnesque sophistication. 
Her appearances in the society pages, however, obscured the 
serious artist who spent most of her time in the studio. She 
completed this portrait of him in 1962-63 and he included her in two 
of his films: Kiss (1963–64), with Harold Stevenson, and as one of 
the 13 Most Beautiful Women (1964).

Andy, 1962–63
Graphite, oil, and plaster on wood with 
Andy Warhol’s shoes
56½ × 17¼ × 22½ inches
(143.5 × 43.8 × 57.2 cm)
Guggenheim Abu Dhabi

https://soundcloud.com/brooks-museum-of-art/andy-1962-63?in=brooks-museum-of-art/sets/marisol-sculptures-and-works
https://soundcloud.com/brooks-museum-of-art/andy-1962-63?in=brooks-museum-of-art/sets/marisol-sculptures-and-works


Marisol took a printmaking class in 1957 at the Brooklyn Museum School. Her earliest 
known prints date from 1961, an example of which is Family Portrait in the first gallery. 
In 1964, Marisol was invited to visit Universal Limited Art Editions (ULAE), a fine art 
print work workshop on Long Island. While in residency there, Marisol completed five 
lithographs. Hand and Purse is characteristic of her stay at ULAE: an arm descending 
from the top of the page holds the purse that Marisol carried. Typically, she played 
with positive and negative spaces, as can be seen in the hands and the purse, which 
are rendered both through a simple outline surrounding the blank paper and complex 
shading developed through overlapping bands of hatching. Her focus on hands and 
personal objects links the print with her sculpture. The overall mood of these early 
lithographs is generally playful.

Hand and Purse, 1965
Lithograph on white wove paper
41 1/2 x 29 inches (105.4 x 75.2 cm)
Prints and Drawings Purchase Account, 
1982.828
The Art Institute of Chicago
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Women Sitting on a Mirror, 1965
Wood and mixed media on mirror
45 × 60½ × 60 inches
(114.3 × 153.7 × 152.4 cm)
Private collection
Hand and Purse, 1965
Lithograph on white wove paper
41½ × 29 inches (105.4 × 75.2 cm)
Prints and Drawings Purchase Account, 
1982.828, The Art Institute of Chicago

https://soundcloud.com/brooks-museum-of-art/women-sitting-on-a-mirror-1963?in=brooks-museum-of-art/sets/marisol-sculptures-and-works
https://soundcloud.com/brooks-museum-of-art/women-sitting-on-a-mirror-1963?in=brooks-museum-of-art/sets/marisol-sculptures-and-works
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Marisol’s 1965 print for The Paris Review is a reworking 
of Love, a sculpture she created in 1962.

Paris Review, 1967
Silkscreen
26 × 32½ inches (66 × 82.6 cm)
Gift of Page, Arbitrio and Resen, The 
Museum of Modern Art, New York

LBJ, 1967
Synthetic polymer paint and pencil on wood
80 × 27 × 24 inches (203.2 × 70.8 × 62.5 cm)
The Museum of Modern Art, New York.
Gift of Mr. and Mrs. Lester Avnet, 1968

In 1967 the London Daily Telegraph Magazine commissioned Marisol to 
complete a series of British portraits including The Royal Family and then prime 
minister The Rt. Honorable Harold Wilson. She agreed as long as she could 
include Charles de Gaulle, Francisco Franco, and Lyndon Baines Johnson. All 
were later exhibited as Figures of State.

Typically, the portraits can be read in multiple ways. LBJ’s head, for example, 
is a block of glued and laminated wood to which she attached large ears, nose, 
and chin. His sketched face is drawn and wrinkled, his brow furrowed. Perhaps 
a caricature, it also shows his age and the weight of office. In his hand, he holds 
Lady Bird Johnson and their daughters Lynda Bird and Luci Baines. They appear 
in the guise of gray house wrens, an obvious pun on the family nickname. 
According to Look, Marisol chose “wrens, nature’s busybodies, after turning 
down hummingbirds (‘too cute’) and crows (‘too interesting—because of Poe’).” 
LBJ cups them in his hand at chest level, just below his heart, in a gesture that 
can be read alternatively as protective or controlling. He is the only politician 
shown with his family, demonstrating the importance of the women in his life, 
as well as their celebrity. This duality can be ascribed to the portrait of LBJ 
himself, who may be seen as either just another overbearing politician or as the 
celebrated architect of civil rights legislation and the Great Society.

https://soundcloud.com/brooks-museum-of-art/paris-review-1967?in=brooks-museum-of-art/sets/marisol-sculptures-and-works
https://soundcloud.com/brooks-museum-of-art/paris-review-1967?in=brooks-museum-of-art/sets/marisol-sculptures-and-works
https://soundcloud.com/brooks-museum-of-art/lbj-1967?in=brooks-museum-of-art/sets/marisol-sculptures-and-works
https://soundcloud.com/brooks-museum-of-art/lbj-1967?in=brooks-museum-of-art/sets/marisol-sculptures-and-works
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Mi Mama y Yo, 1968
Steel and aluminum
73 × 56 × 56 inches
(185.4 × 142.2 × 142.2 cm)
Collection of the artist

Although Marisol appeared often in her sculptures—she cast her own face for many of the 
figures—she rarely treated her own family. Mi Mama y Yo, cast in steel and aluminum and 
painted in her characteristic saturated colors, presents Marisol standing on a bench next 
to her mother. Dressed in different shades of pink, they are literally and figuratively joined 
under the umbrella Marisol holds over them. In contrast to her mother’s smile, the young 
artist scowls, although her expression is softened by the presence of the fanciful blue-
and-yellow umbrella. This tension no doubt reflects her family history. The sculpture’s 
importance to Marisol is evident in the fact that she never sold it.

613

By late 1960s Marisol was an art world celebrity with accolades. Her work  had been in 
major museum group exhibitions, she received noteworthy commissions, and her solo 
shows saw thousands of visitors. The Whitney Museum of American Art acquired Women 
and Dog, a sculpture from 1964, for their permanent collection, although it was as unclear 
then as it is now if she was ever an American citizen.  She made a last appearance  at the 
1968 Venice Bienniale (representing Venezuela), before embarking on world travel. Part of 
this time was spent learning how to scuba dive in Tahita. 

Green Fish is part of a series of fish sculptures Marisol completed after she returned.

Green Fish, 1970
Wood, varnish, plastic, and plaster
18½ × 37 × 7½ inches (47 × 94 × 19.1 cm)
Collection of the artist

https://soundcloud.com/brooks-museum-of-art/mi-mama-y-yo-1968?in=brooks-museum-of-art/sets/marisol-sculptures-and-works
https://soundcloud.com/brooks-museum-of-art/mi-mama-y-yo-1968?in=brooks-museum-of-art/sets/marisol-sculptures-and-works
https://soundcloud.com/brooks-museum-of-art/green-fish-1970?in=brooks-museum-of-art/sets/marisol-sculptures-and-works
https://soundcloud.com/brooks-museum-of-art/green-fish-1970?in=brooks-museum-of-art/sets/marisol-sculptures-and-works


During Marisol’s second residency at Universal Limited Art Editions 
(ULAE) between 1970 and 1973, she completed sixteen lithographs 
and intaglio prints. Soon after she told Cindy Nemser that she was 
not interested in prints and that people talked her into it. This is 
ironic in that she took a printmaking class in 1957, several of her 
prints predate her first residency at ULAE in the mid-sixties, and she 
continued to make them for many years afterward.

With Catalpa Maiden About to Touch Herself, Marisol used leaves 
from the catalpa tree in two separate ways. First, she cut leaves 
to use as stencils to create parts of her arms, hand, and nose. 
Additionally, she substituted several whole leaves for her torso, 
essentially mimicking the manner in which she used boxes to stand 
in for bodies in her sculpture. In Marisol’s typical whimsical fashion, 
she inserted a three-leaf clover on her forehead.

Catalpa Maiden About to Touch Herself, 1973
Color lithograph on gray handmade wove paper
40 x 27 3/4 inches (102.6 x 70.5 com)
ULAE Collection acquired through a challenge grant of Mr. and Mrs. 
Thomas; restricted gift of supporters of the Department of Prints and Draw-
ings; Centennial Endowment; Margaret Fisher Endowment Fund, The Art 
Institute of Chicago



In order to produce Diptych, the printmaking studio at Universal Limited Art Editions 
was vacated so that Marisol could oil her body and lay down on two lithographic stones, 
successively. The complex print is a combination of the areas created by her body pressing 
on the stone and drawing done after the body print. There are passages of hatching that 
help delineate the legs, but there are also significant areas, such as the hair, where singular, 
curving lines seem to eddy across the surface like water. There are further contrasts: the top 
panel is printed in a silvery gray, the bottom in black; the top sheet is filled with torso and hair, 
the bottom largely blank, but for legs and feet. The image has painful elements, such as the 
seemingly squashed face with troubled expression, the cracked heart with an arrow through it, 
the arms that appear fractured and shriveled, and the growth extruding from her left foot. Yet an 
ever-present sense of humor is evident in the footprints at the bottom documenting the artist’s 
departure.

Diptych, 1971
Top section: Lithograph in gray on white wove paper
Lower section: Lithograph on white wove paper
48 × 32 inches (121.9 × 81.3 cm) each
ULAE Collection acquired through a challenge grant of Mr. and Mrs. Thomas Dittmer; restricted gift of supporters of the Department of Prints 
and Drawings; Centennial Endowment; Margaret Fisher Endowment Fund, 1982.836.1–2, The Art Institute of Chicago



In 1972 Marisol began a series of masks inspired by her visits to Venezuela. They are composed 
of casts of her face from which are suspended a variety of materials, such as beer cans, coke 
bottles, and casts of body parts. Self-Portrait (I Am Marisol) (1972, Banco Mercantil, Caracas) 
incorporates an assortment of objects cast in bronze including shells, dentures, an eye, and 
a light bulb. These objects resemble milagros, Latin American amulets that are dropped at 
shrines to ask for assistance. It is unclear whether they are intended as talismans to ward 
off problems or as milagros to ask for help with existing conditions, but they clearly evoke 
spirituality.

The foot that is suspended from the mask in Gus Key appears to have stepped on and mutilated 
the face. The mouth and nose have been squashed. The two keys attached to the foot have 
been pressed into the surface of the face as well, combining to create a grotesque portrait.

Gus Key, 1974
Plaster, rope, and metal
Collection of the artist



Lick the Tire of My Bicycle, 1974
Colored pencil and crayon
72 × 105 inches (183.1 × 267 cm)
Collection of the artist

612

The undercurrent of violence evident in Gus Key, 1974, and other masks made by 
Marisol at this time, also appears in colored pencil drawings of the same era. I Hate 

You is composed of contrasting areas of positive and negative space with horizontal 
bands of hatching and outlining. Multiple overlapping faces, hands, and feet make 
the image difficult to decipher. The figure in the center predominates, but Marisol 

collapsed the torso and extended the legs directly to the chest. The tone is set by the 
face in the lower left that appears to whisper in red pastel: “I hate you.”

I Hate You, 1973
Crayon and pencil on black wove paper

41¾ × 30 inches (106 × 76 cm)
Restricted anonymous gift, 1977.53, The Art Institute of Chicago

https://soundcloud.com/brooks-museum-of-art/lick-the-tire-of-my-bicycle-1974?in=brooks-museum-of-art/sets/marisol-sculptures-and-works
https://soundcloud.com/brooks-museum-of-art/lick-the-tire-of-my-bicycle-1974?in=brooks-museum-of-art/sets/marisol-sculptures-and-works
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Picasso was part of the series Artists and Artistes that Marisol worked on between 
1977 and 1981. The suite was an attempt to honor some of the legendary figures of 
the twentieth century whom she felt played a significant role in her creative life. Her 
subjects included Martha Graham, William Burroughs, Willem de Kooning, Marcel 
Duchamp, Louise Nevelson, Virgil Thomson, and Georgia O’Keeffe, whom she 
portrayed twice. With the exception of Picasso, she knew all her subjects; they were 
either close friends or at least acquaintances. Furthermore, they were all important 
to her artistic development either as role models or sources of inspiration. In several 
of the portraits she inserted herself through the inclusion of hands. De Kooning’s 
are plaster casts of his own hands, Picasso’s are casts of a friend’s hands, and 
Thomson’s and Burroughs’s are carved from wood. Unlike the sculptures from the 
sixties, there is little or no color, and the emphasis is placed on carving.Picasso, 1977

Wood and plaster
53 × 29 × 29 inches
(134.6 × 73.7 × 73.7 cm)
Sydney and Walda Besthoff Collection

https://soundcloud.com/brooks-museum-of-art/picasso-1977?in=brooks-museum-of-art/sets/marisol-sculptures-and-works
https://soundcloud.com/brooks-museum-of-art/picasso-1977?in=brooks-museum-of-art/sets/marisol-sculptures-and-works
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In a review, the New York Times art critic Grace Glueck questioned Marisol’s choice 
of Bishop Desmond Tutu as a subject by asking, “Was the work not something of a 
departure for the apolitical sculptor?” Marisol replied, “I’m interested in him. I like what 
he’s doing. And I think I’ve always been interested in politics.’” It seems an unusual 
question given Marisol’s earlier works such Three Women with Umbrella, which 
addressed the cost of the Vietnam War on mothers and children, or LBJ, which was part 
of her Figures of State series, among other political sculptures.

Marisol references the Bishop’s office through his staff, and emphasizes his heroism as 
a beacon of the antiapartheid movement through the literal light that pours out of the 
emblem on his chest. 
 
She said about the process of doing portraits: 

Bishop Desmond Tutu, 1988
Wood, stain, and fluorescent light
75 × 79 × 50 inches
(190.5 × 200.7 × 127 cm)
Collection of the artist

“I’m interested in people—how do you make someone look stately 
or sad, how can I capture their personality. The search to be truthful 
is very important to me. When I do all that carpentry, chiseling on 

scarred wood, it’s not joyful. You have to forget your own being, to go 
into another consciousness, a kind of trance—that’s when it comes out 

best. But it is painful. I see it later in my own face.”

https://soundcloud.com/brooks-museum-of-art/bishop-desmond-tutu-1988?in=brooks-museum-of-art/sets/marisol-sculptures-and-works
https://soundcloud.com/brooks-museum-of-art/bishop-desmond-tutu-1988?in=brooks-museum-of-art/sets/marisol-sculptures-and-works
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This large drawing is based on a photograph 
taken of Black Fox by Charles Milton Bell in 1874.

Black Fox, 1992
Pastel
54¾ × 43¼ inches
(139.1 × 109.9 cm)
Collection of the artist

Hoorace Poolaw is based on a shot taken around 1933 by the Native American photographer 
Horace Poolaw of his nephew, who was also named Horace Poolaw. It is part of a series of 
portrait sculptures of Native Americans Marisol completed in the nineties. Most of those portraits 
were based on late nineteenth and early twentieth century images taken by Edward Curtis and 
David Frances Barry, among others. These images depict Native people in a moment of crisis 
and transition: their populations, having suffered catastrophic losses, were confined to slices of 
marginal land, and their traditional cultures and languages were under assault by the policies 
of the Canadian and United States governments and missionary organizations. Importantly, 
photographic portraits of Indian people from this era document individuals and groups actively 
dealing with a changed landscape, presenting themselves as subjects, not merely history’s 
victims. It seems likely that Marisol was drawn to these images because of her lifelong 
compassion for the downtrodden—a side of the artist that is not always apparent in accounts of 
her career that focus on her ironic Pop portraits.

Pocahontas depicts the famous daughter 
of the Algonkian Chief Powhatan, who was 
captured during Anglo-Indian skirmishes in 
1613 and who died in England some years 
later. The print is based on the well-known 
1616 engraving by Simon van de Passe that 
depicts the indigenous woman from Tidewater 
Virginia who converted to Christianity and took 
the name Rebecca Rolfe, bearing the child of 
an English planter, John Rolfe. Rebecca later 
traveled to England, where she appeared in 
European-style dress, including a starched 
lace collar, and was introduced to society as 
a “civilized” Indian. In Pocahontas, colors are 
applied onto a black ground, emphasizing 
costume over wearer.

Horace Poolaw, 1993
Wood and mixed media
76 × 40½ × 32 inches
(193 × 103 × 81.3 cm)
Collection of the artist

Pocahontas, 1975
Lithograph
26 × 19¾ inches (66.4 × 50.2 cm)
Private Collection

https://soundcloud.com/brooks-museum-of-art/horace-poolaw-1993?in=brooks-museum-of-art/sets/marisol-sculptures-and-works
https://soundcloud.com/brooks-museum-of-art/horace-poolaw-1993?in=brooks-museum-of-art/sets/marisol-sculptures-and-works


“Whenever I looked at the news on TV they would flash for a second a photo of John at 
his father’s funeral. . . . When I made the sculpture from photographs I was touched by 
the expression in his face, a despair that usually children do not have. I did the funeral 

itself small because if one looks at something from a distance it looks small. Only in our 
memory do we know what size is.” 

Included in her 1998 exhibition at the Marlborough Gallery, the sculpture was a return to the 
Kennedys as a subject. In 1961, she completed The Kennedys. It is loosely based on the cover 
of the December 19, 1960 Life magazine published after the birth of John Jr. Rather than 
emphasizing the office of the president, she concentrated on the family unit.

Photograph by Stan Stearns,
first distributed by United Press International, 1963
© Bettman/CORBIS BE023766

The Funeral, 1996
Oil and crayon on wood
56 × 122¼ × 11 inches (142.2 × 310.5 × 27.9 cm)
Collection of the artist

Marisol stated about The Funeral: 
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The Surrealist artist Rene Magritte (1898-1967) was a logical choice of subject for Marisol. Known 
for his witty paintings of men with apples in front of their faces, or skies raining bowler-hatted 
men, his work has much in common with Marisol’s. She too made incongruous works—John 
Wayne has three hands. Her sculptures, such as Women Sitting on Mirror, leave the viewer 
delighted by the way she combines found objects, drawing, painting, plaster casts, patterns, and 
positive and negative areas in creating her wildly humorous sculptures.

Magritte IV, 1998
Wood, oil paint, plaster, charcoal, and cloth
70 x 41 x 36 inches
(177.8 x 104.1 x 91.4 cm)
Collection of Guy and Nora Barron

http://soundcloud.com/brooks-museum-of-art/magritte-iv-1998?in=brooks-museum-of-art/sets/marisol-sculptures-and-works
http://soundcloud.com/brooks-museum-of-art/magritte-iv-1998?in=brooks-museum-of-art/sets/marisol-sculptures-and-works
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