Warhol &
Mapplethorpe
GUISE & DOLLS

The portraits created by New York artists Andy Warhol (1928 –1987) and Robert Mapplethorpe
(1946 –1989) challenge our notions of gender and sexuality. The title Guise & Dolls refers to the
ways in which identity— including gender— is a performance. Both Warhol and Mapplethorpe were
masters of this performance, and these portraits were their stage.

This exhibition, the first to consider the two artists together, examines specific groups of portraits
made in the 1970s and 1980s. This is the period that began with the Stonewall Riots and the launch of
the gay rights movement, and ended with the AIDS crisis. Both Warhol and Mapplethorpe took part
in the sexual freedom and gender fluidity of the new social climate. And both were affected by the first wave
of the AIDS epidemic, as the sense of personal and creative freedom changed to one of mounting anxiety.

In this exhibition you will see images of cross-dressing, gender ambiguity, disguise, alter-egos, drag
queens, and sadomasochistic personas. Portraits of Warhol and Mapplethorpe are presented alongside
other paintings, photographs, prints, films, and ephemera. Together, these works demonstrate the
artists’ engagement with gender, identity, sexuality, beauty, and performance.

Robert Mapplethorpe
Untitled, 1973
Six dye diffusion transfer prints (Polaroid) in painted plastic mounts and acrylic frame
Solomon R. Guggenheim Museum, N.Y. Gift, The Robert Mapplethorpe Foundation, 1993; 93.4276
This grid of Polaroids combines self-portraits of Mapplethorpe along the bottom, images of his lover
David Croland on the top, and photos of a marble sculpture, The Oath of Spartacus. The work is framed
in plastic storage cases painted by Mapplethorpe. Mapplethorpe and Croland’s poses mimic the forms of
the sculpted figures. Mapplethorpe’s hunched position echoes the collapsed body of the dying slave.
Croland’s stricken position emulates the young Spartacus. Gender is confused in these images.
Mapplethorpe’s and Croland’s genitalia are hidden and Croland’s face is obscured. In one photo,
Croland’s vulnerable tucked position, knee socks, and fishnet are strongly associated with sexual
fetishism.

Robert Mapplethorpe
Candy Darling, 1973
Four dye diffusion transfer prints (Polaroid) in painted plastic mounts and acrylic frame
Solomon R. Guggenheim Museum, N.Y. Gift, The Robert Mapplethorpe Foundation, 1995; 95.4306
Robert Mapplethorpe’s early work involved Polaroids, like these taken of Warhol’s transgender
superstar Candy Darling. Mapplethorpe probably met Candy at Max’s Kansas City, the night club
frequented by many of Warhol’s friends and collaborators. Showing the transwoman as she talks on the
phone, the group suggests a narrative of an everyday occurrence. The pastel-colored mounts highlight
Candy’s feminine persona.

Andy Warhol
Bob Colacello, 1974
Polaroid Polacolor Type 108
The Andy Warhol Museum, Pittsburgh; Contribution The Andy Warhol Foundation for the Visual Arts,
Inc., 2000.2.993
Bob Colacello, 1974
Polaroid Polacolor Type 108
The Andy Warhol Museum, Pittsburgh; Contribution The Andy Warhol Foundation for the Visual Arts,
Inc., 2000.2.994
Bob Colacello, 1977
Polaroid Polacolor 2
The Andy Warhol Museum, Pittsburgh; Contribution The Andy Warhol Foundation for the Visual Arts,
Inc., 2000.2.991
When the art dealer Luciano Anselmino proposed that Warhol create a series of portraits of
unconvincing drag queens, Warhol badgered his Interview magazine editor Bob Colacello to pose for
the trial shots. Colacello was the perfect test model because of his pronounced five o’clock shadow. Not
a cross-dresser, Colacello ultimately donned a wig and a halter top to ape for Warhol’s camera. In this
group of three Polaroids, we see Colacello traditionally dressed in a shirt and tie, then coyly turned

toward the camera in a blond wig and a visible beard. He leans forward suggestively, exposing his chest
hair.

Drag Queen Polaroids
Warhol’s drag queen models were primarily recruited from a seedy gay club called The Gilded Grape.
He took Polaroids of these drag queens and used the photos as source images for the Ladies and
Gentlemen prints and paintings. The 503 color Polaroids of fourteen drag queens are honest depictions
of the subjects. Some betray their male gender more than others with their masculine features, large
hands, and heavy makeup barely covering five o’clock shadows. Warhol transformed the Polaroids into
prints and paintings dominated by bright colors and the heavy black outlines of the portraits.
Drag queen Marsha P. Johnson, in the blond braided wig, is credited with starting the historic Stonewall
Riots. When the police raided the Stonewall Inn—a famous gay bar—she was the first to fight back.

Ronnie Cutrone, Andy Photographing a Drag Queen (Marsha P. Johnson), 1975. Photograph. Image
courtesy Skarstedt Gallery

Andy Warhol
Ladies and Gentlemen, 1975
10 screenprints
Wadsworth Atheneum Museum of Art, Hartford, Conn. Contemporary Art Purchase Fund, 1999.201.110
In this series Warhol applied flat planes of silkscreen ink in a way that suggests a collage of torn colored
paper. Warhol often juxtaposed pastel colors and jewel tones with various shades of brown in these
prints. The result tends to reduce each sitter to a caricature, emphasizing one or two feminized features,
such as lips, eyes, and hair.

Andy Warhol
Ladies and Gentlemen, 1975
Acrylic and silkscreen ink on linen
The Andy Warhol Museum, Pittsburgh; Founding Collection, Contribution The Andy Warhol
Foundation for the Visual Arts, Inc., 1998.1.162, 1998.1.169, 1998.1.173, 1998.1.175, 1998.1.177,
1998.1.178, 1998.1.180, 1998.1.181
Warhol emphasizes the painted elements in these silkscreen portraits. Notice how the broad strokes of
acrylic paint that remain visible under the silkscreened photographs create an abstract composition
sometimes at odds with the portrait. In certain cases the canvases could stand on their own as abstract
paintings.

Ladies and Gentlemen
Warhol produced 268 paintings for the Ladies and Gentlemen series in a span of two years. The
canvases range from one foot to ten feet tall and are exceptional for Warhol’s wild use of color and
dynamic brushstrokes. Notice for instance the blue and white patterns that form the backdrop for the
dark blue and brown figure of drag queen Wilhelmina Ross.
The original commission of about 100 paintings for Italian art dealer Luciano Anselmino was first
exhibited at the museum in Ferrara, Italy, in 1975. Left wing Italian journalists considered the Ladies
and Gentlemen series political and embraced it, writing that “Andy Warhol had exposed the cruel racism
inherent in the American capitalist system, which left poor black and Hispanic boys no choice but to
prostitute themselves as transvestites.” Warhol was speechless.
A single collector, Carlo Monzino of Lugano, Switzerland, bought the entire show, which stayed in
Europe. Warhol kept the rest of the series in his studio. They have rarely been exhibited in the United
States, even after his death in 1987.

Andy Warhol
Factory Diary: Andy Warhol Paints a Drag Queen, December 28, 1974, 1974
1⁄2 in. reel-to-reel videotape transferred to digital file; color, with sound Running time: 63 minutes
Camera by Vincent Fremont. With Andy Warhol and Vincent Fremont (voice), The Andy Warhol
Museum, Pittsburgh. Contribution The Andy Warhol Foundation for the Visual Arts, Inc.
This film shows Warhol painting one of five large-scale Ladies and Gentlemen canvases.

Robert Mapplethorpe
Patti Smith, 1975
Gelatin silver print
The Robert Mapplethorpe Foundation, N.Y.
Mapplethorpe photographed Smith for the cover of her debut album Horses. The gender-bending look
was the musician’s idea. Arista Records executive Clive Davis had pictured something “sweet and sexy”
and considered it “commercial suicide to place a black and white image of a sexually androgynous
woman on an album cover.” On the contrary, the simple design was a success, standing out from the
sexy and psychedelic competition. The groundbreaking album and iconic cover image are classics.

Robert Mapplethorpe
Patti Smith, 1978
Gelatin silver print
The Robert Mapplethorpe Foundation, N.Y.
Long hair has been an archetypal feminine trait for centuries; to cut it off is an act of defiance. In this
portrait by Mapplethorpe, Patti Smith appears as the rebellious rocker. With scissors in hand she
stoically prepares to cut her locks, a cat as her witness. The subject of cutting one’s hair has numerous
precedents in art history, including the powerful self-portrait by Frida Kahlo pictured below. In response
to her painful divorce from Diego Rivera, Kahlo chopped off the long tresses that her husband had loved
so much. Both Kahlo and Smith capture the underlying sense of rebellion in this seemingly innocent act.

Frida Kahlo, Self-Portrait with Cropped Hair, 1940. Oil on canvas; 15 3⁄4 x 11 in. The Museum of
Modern Art, NY; Gift of Edgar Kaufmann, Jr., 3.1943

Robert Mapplethorpe
Patti Smith, 1979
Gelatin silver print
The Robert Mapplethorpe Foundation, N.Y.
Four years after the release of Horses, Mapplethrope photographed Smith for another album cover.
Wave presents a very different persona from the androgynous portrait of Smith featured on Horses. The
highly feminine, almost doe-eyed Smith wears a soft white dress, balancing a white dove on each hand.
Regarding the change she stated, “I was deeply in love with Fred [American musician Fred Sonic
Smith], and I was becoming more modest in my performing. I didn’t have the desire to [provoke] the
audience anymore.”

Robert Mapplethorpe
Patti Smith, 1986
Gelatin silver print
The Robert Mapplethorpe Foundation, N.Y.
In 1986, Mapplethorpe photographed Smith for the cover of Dream of Life, her first album since Wave.
Smith, pregnant with daughter Jessie, displays a serene face and long, softly crimped hair. Her hand
delicately touches her chest in a gesture that evokes maternal compassion. Smith simultaneously
channels the Virgin Mary and Mother Earth. This image ultimately was not used for the album.

Robert Mapplethorpe
Still Moving/Patti Smith, 1978
DVD Running time: 13 minutes
Getty Research Institute, Los Angeles, Gift of the Robert Mapplethorpe Foundation
In Still Moving Smith appears as if possessed by a supernatural force. Mapplethorpe reportedly gave her
the drug MDA (with her consent) in order to capture his friend in “a state of total abandon.” During the
film, Smith wears a blindfold, stumbles around Mapplethorpe’s studio, recites excerpts from her poems,
and changes clothing in front of the camera. In the short film—a total improvisation—Smith performs
the struggle between good and evil.

Patti Smith Album Covers
Mapplethorpe was convinced that he couldn’t take a bad photograph of Smith. The two collaborated on
three of her album covers. The best known image is from her debut Horses, which was shot in the
apartment of art collector and curator Sam Wagstaff, Mapplethorpe’s longtime partner. The cover for
Horses emphasizes Smith’s more androgynous persona. She appears dressed in a man’s shirt with a
jacket thrown over her shoulder. The artist later photographed her for the covers of Wave (1979) and
Dream of Life (1988). In Wave, Smith is more feminine in a flowing white dress and longer hair. Dream
of Life was their last collaboration on an album cover. Smith is pregnant in this photograph; her braided
hair is a deliberate reference to the self-portraits of Mexican artist Frida Kahlo. Kahlo represented a
natural female persona who resonated with Smith as an expectant mother.

Frida Kahlo, Self-Portrait with Monkey, 1940. Oil on masonite; 21 3⁄4 x 17 1⁄8 in. Private Collection

Robert Mapplethorpe
Lady: Lisa Lyon, 1983
Viking Penguin, St. Martin’s Press, New York
Private Collection
The series of portraits that Mapplethorpe made of Lisa Lyon was truly a collaborative effort. Lyon’s
involvement behind the scenes secured the project’s success. In the fall of 1980, she convinced the
editor of the international art magazine Artforum to publish a number of these portraits. On the strength
of that publication, Lyon secured a book contract from Viking Press. Together Lyon and Mapplethorpe
worked for three years creating Lady: Lisa Lyon. This groundbreaking photographic book addresses
gender and identity while maintaining a sense of humor.

Robert Mapplethorpe
Amanda Lear, 1976
Gelatin silver print
The Robert Mapplethorpe Foundation, N.Y.
Artist, actress, model, and singer Amanda Lear was a phenomenon of self-invention. She became
famous for her association with Salvador Dalí as well as her image gracing the cover of English rock
band Roxy Music’s album For Your Pleasure. Every element of Lear’s identity was uncertain, from her
age to her gender. Mapplethorpe’s portrait slyly hints at this ambiguity by contrasting Lear’s femininely
tousled hair and large hoop earrings with the masculine angles of her leather and metal collar.

Roxy Music, For Your Pleasure, released March 23, 1973. Island Records. Photograph by Karl Stoecker

Robert Mapplethorpe
Aira, 1979
Gelatin silver print
The Robert Mapplethorpe Foundation, N.Y.
Aira, 1979
Gelatin silver print
The Robert Mapplethorpe Foundation, N.Y.
Aira, 1979
Gelatin silver print
The Robert Mapplethorpe Foundation, N.Y.
Symbols of femininity abound in these photographs: the long flowing hair, the dainty pillbox hat
decorated with a net and feathers, the full painted lips, and the bejeweled long-nailed fingers. And yet
the prominent jawline, overly heavy makeup, and concealed neck leave the sitter’s true gender
ambiguous.

Robert Mapplethorpe
Pat Dawkins, 1982
Gelatin silver print
The Robert Mapplethorpe Foundation, N.Y.
When Mapplethorpe was exploring possible themes for his work in the early 1980s, he considered
making a series of gender-bending portraits of small-breasted women. Pat Dawkins is one such
androgynous subject—masculine in her short cropped hair, flat chest, muscular arms, and mannish
trousers— and feminine with her trendy earrings and painted fingernails.

Robert Mapplethorpe
Lady, 1984
DVD Running time: 7 minutes
Getty Research Institute, Los Angeles, Gift of the Robert Mapplethorpe Foundation

Mapplethorpe directed Lisa Lyon in this campy film related to the photographic publication, Lady: Lisa
Lyon. As in the photographs, Lyon channels various personas in different costumes. Shot in the dramatic
Beaux-Arts interior of the Surrogate’s Courthouse in Manhattan (inspired by the Paris Opera), this
dreamlike film has no narrative. The most theatrical sequences display Lyon as a living sculpture—her
shimmering physique appears to rotate on a pedestal as she strikes a range of bodybuilding and classical
poses.

Andy Warhol
Self-Portrait, 1978
Acrylic and silkscreen ink on linen
The Andy Warhol Museum, Pittsburgh; Founding Collection, Contribution The Andy Warhol
Foundation for the Visual Arts, Inc., 1998.1.806
In this work, Warhol obscures his own face by superimposing multiple images of himself at different
angles. The resulting agitated self-portrait, with incongruous pastel colors and a textured surface,
maintains Warhol’s signature flat persona.

Andy Warhol
Robert Mapplethorpe, 1983
Synthetic polymer paint and silkscreen ink on canvas
Mugrabi Collection
Warhol layers and misaligns multiple silkscreen images to confuse the features of Mapplethorpe’s face.
Warhol deliberately obscures the identity of his sitter perhaps to suggest the many faces, or
personalities, we as individuals display.

Andy Warhol
Robert Mapplethorpe, 1983
Ink on board
Wadsworth Atheneum Museum of Art, Hartford, Conn. Contemporary Art Purchase Fund, 1998.16.1
The lurid red of Warhol’s portrait of Mapplethorpe immediately suggests a demonic quality, especially
given the subject’s intense, penetrating gaze.

Andy Warhol
Self-Portrait (Fright Wig), 1986
Polaroid Polacolor ER
The Andy Warhol Museum, Pittsburgh; Founding Collection, Contribution The Andy Warhol
Foundation for the Visual Arts, Inc., 1998.1.2898

Andy Warhol
Camouflage Self-Portrait, 1986
Synthetic polymer paint and silkscreen on canvas
Wadsworth Atheneum Museum of Art, Hartford, Conn. The Ella Gallup Sumner and Mary Catlin
Sumner Collection Fund, with a partial gift of The Andy Warhol Foundation for the Visual Arts, Inc.,
1994.12.1
Warhol famously wore a range of wigs as part of his public persona. In this self-portrait, the artist is
further disguised by a dark shadow, heavy glasses, and an overlay of camouflage pattern. Warhol seems
to disappear altogether behind the masked identity he created for himself.

Robert Mapplethorpe
Self-Portrait, 1983
Gelatin silver print
The Robert Mapplethorpe Foundation, N.Y.
Mapplethorpe often mined images from popular culture in his work. His inspiration for this self-portrait
is the 1974 press photograph of Patty Hearst, the heiress famously kidnapped and brainwashed by the
Symbionese Liberation Army (SLA). By this time, Hearst was a minor celebrity; Mapplethorpe had met
the heiress in San Francisco and was fascinated by her. Both Hearst and Mapplethorpe pose with a
machine gun in a highly staged image. Hearst takes an active stance as she aims her gun in front of the
SLA’s banner of a seven-headed cobra. But Mapplethorpe stands more casually, clothed in leather and
holding a Tommy gun. Instead of the SLA banner, Mapplethorpe poses before an upside down
pentagram, a symbol of evil.

Patty Hearst as “Tania,” c. 1974. Photograph: Bettmann Collection, Corbis

Robert Mapplethorpe
Self-Portrait, 1983
Gelatin silver print
The Robert Mapplethorpe Foundation, N.Y.
Mapplethorpe’s overly dramatic pose with a switchblade strikes more of a theatrical note than a
dangerous one. The photograph was inspired by the choreographed knife fight from the musical West
Side Story. Set in New York, a stage production of West Side Story had just returned to Broadway in
1980 and was a popular classic by that time.

Knife fight from West Side Story, directed by Jerome Robbins and Robert Wise, 1961. Photo by United
Artists/Courtesy of Getty Images

Robert Mapplethorpe
Self-Portrait, 1980
Gelatin silver print
The Robert Mapplethorpe Foundation, N.Y.
Self-Portrait, 1980
Gelatin silver print
The Robert Mapplethorpe Foundation, N.Y.
Mapplethorpe’s feminine self-portraits deliberately refer to an important art historical precedent. The fur
collar, pulled closely around his neck to conceal his Adam’s apple, was a pose borrowed from Man
Ray’s portrait of Marcel Duchamp in the guise of his female alter ego Rrose Sélavy. The hat Duchamp
sports is replaced with Mapplethorpe’s feathery curls, a popular hairstyle during the early 1980s.

Man Ray, Marcel Duchamp as Rrose Sélavy, c. 1920–21. Gelatin silver print; 8 1 ⁄2 x 6 13⁄16 in.
Philadelphia Museum of Art: The Samuel S. White 3rd and Vera White Collection, 1957, 1957-49-1

Robert Mapplethorpe
Self-Portrait, 1980
Gelatin silver print
The Robert Mapplethorpe Foundation, N.Y.
Self-Portrait, 1980
Gelatin silver print
The Robert Mapplethorpe Foundation, N.Y.

Mapplethorpe liked to play with the extremes of gender identity. In this pair of self-portraits we see the
feminine and masculine versions of the artist. The works were featured on the front and back covers of
his publication Certain People: A Book of Portraits (1985). On one side, clad in a black leather jacket
with an upturned collar, the artist plays “butch” with a pompadour hairstyle, furrowed brows, squinting
eyes, and a lit cigarette hanging from his mouth. Alternately, the “femme” version of Mapplethorpe
emphasizes the pale skin of his exposed torso, the soft waves of his hair, and a heavily made-up face—
punctuated by his wide eyes dramatized with eye shadow and his slightly parted lips accentuated with
lipstick.

Andy Warhol
Self-Portrait in Drag, 1981
5 Polaroid Polacolor 2
The Andy Warhol Museum, Pittsburgh; Founding Collection, Contribution The Andy Warhol
Foundation for the Visual Arts, Inc., 1998.1.2924, 1998.1.2929, 1998.1.2933, 1998.1.2915, 1998.1.2926
These color Polaroids illustrate the dramatically different effects achieved by two makeup artists—one
from the theater world, the other from the world of fashion. Warhol appears more comfortable and “in
character” hidden under the heavier theater cosmetics.

Christopher Makos
American, born 1948
Altered Image, 1981
5 black-and-white photographs
Wadsworth Atheneum Museum of Art, Hartford, Conn. Alexander A. Goldfarb Contemporary Art
Acquisition Fund, 2003.1.1-5
When Christopher Makos and Andy Warhol decided to collaborate on a series of cross-dressing portraits
of Warhol, it was only natural that they would turn to an earlier, art historically significant collaboration
between artists. A generation earlier Man Ray and Marcel Duchamp had already been playing with
gender lines. Not only was their collaboration famous, but both Warhol and Makos knew Man Ray
personally. Warhol had painted Man Ray’s portrait, and Makos had briefly studied under him.

Christopher Makos
3

A.W. A.I. Short Hair ⁄4 Bust, 1981, printed c. 2000
Custom gelatin silver print
Collection of the artist
Lady Warhol, 1981, printed 2011
Gelatin silver print
Collection of the artist
In this pair of photographs, Warhol appears in full theatrical makeup and wigs. The iconic Lady Warhol
depicts the complete and rather convincing transformation of Warhol, not so much from “man to
woman,” but from “Warhol to not Warhol.” His signature expressionless face has been reimagined with
the painted mask of a woman’s features.

Christopher Makos
Contact Sheets, 1981
Courtesy Christopher Makos Studio
A contact sheet is a piece of photographic paper printed with several strips of negatives from a roll of
film. An assortment of Makos’s contact sheets from the Altered Image photography sessions give us a
glimpse at the variety of shots taken by the artist. The individual sheets, marked up with blue, red, and
yellow grease pencils, illuminate the process of elimination and selection of images to print.
Workshop of Jack D’Arcell
Wig
Courtesy Christopher Makos Studio
Warhol donned this wig for Christopher Makos’s now iconic Lady Warhol photograph. It is one of many
different wigs that Warhol wore for the Altered Image photography sessions.

Andy Warhol
Factory Diary: Andy in Drag, October 2, 1981, 1981
3⁄4 in. videotape transferred to digital file; color, with sound Running time: 56 minutes Camera by
Vincent Fremont. With Andy Warhol, John Matthews, Christopher Makos, Rupert Smith, Jay Shriver,
and Bob Colacello (voice), The Andy Warhol Museum, Pittsburgh. Contribution The Andy Warhol
Foundation for the Visual Arts, Inc.

Robert Mapplethorpe
Andy Warhol, 1983
Gelatin silver print
The Robert Mapplethorpe Foundation, N.Y.
Andy Warhol, 1983
Gelatin silver print
The Robert Mapplethorpe Foundation, N.Y.
Warhol wears his signature blank expression in all four of the 1983 and 1986 portraits of him by
Mapplethorpe. Although 1983 was the first time Mapplethorpe had officially photographed Warhol, the
young artist had actually made a portrait of Warhol a decade earlier. In his 1972 portrait shown below,
Mapplethorpe uses a found image of Warhol as a smiling child. He then applied blue paint to the image,
leaving a negative space in the form of a phallus.

Robert Mapplethorpe, Andy Warhol, 1972. Mixed media; 11 x 8 9⁄16 in. Jointly acquired by the J. Paul
Getty Trust and the Los Angeles County Museum of Art. Partial gift of The Robert Mapplethorpe
Foundation; partial purchase with funds from The J. Paul Getty Trust and the David Geffen Foundation.
© Robert Mapplethorpe Foundation, 2011.9.6

Robert Mapplethorpe
Andy Warhol, 1986
Gelatin silver print
The Robert Mapplethorpe Foundation, N.Y.
The 1986 portrait session was intended for the publication 50 New York Artists, a who’s who
compilation of the New York art scene in the 1980s. Commissioned by Whitney Museum curator
Richard D. Marshall, the book was made in collaboration with Mapplethorpe, who photographed every
artist for the book, including himself.
Mapplethorpe printed two portraits of Warhol from this session. The image below was included in the
publication. The following year Mapplethorpe used this same photograph in a unique art work, also on
view in this exhibition.

Robert Mapplethorpe, Andy Warhol, 1986. Gelatin silver print. The Robert Mapplethorpe Foundation,
N.Y.
Robert Mapplethorpe
Andy Warhol, 1987
Unique platinum print on linen with four silk panels
Mugrabi Collection
Set in a cruciform frame with silk panels and bathed in a halo of light, Warhol appears almost saint-like
in this portrait. Both Mapplethorpe and Warhol had Catholic upbringings, making the religious
connotations of this portrait a fitting tribute. Or perhaps Mapplethorpe meant the religious overtones
ironically, as if to suggest that Warhol was no saint.

Robert Mapplethorpe
Ed and Melody, 1988
Gelatin silver print
The Robert Mapplethorpe Foundation, N.Y.
“If I hadn’t been gay,” Mapplethorpe said, “I would have picked a woman like Melody.” Instead,
Mapplethorpe played match-maker, setting up his brother Ed with Melody, a former dominatrix. The
artist was fascinated by Melody’s androgynous beauty, her emaciated body, short hair, and white skin.
He stated, “In full makeup, she looked like a young boy pretending to be a woman.” As for Ed,
Mapplethorpe nagged his younger brother about his long hair, telling him that he looked like a girl.

Robert Mapplethorpe
Grace Jones, 1988
Gelatin silver print
The Robert Mapplethorpe Foundation, N.Y.
Both Mapplethorpe and Warhol made portraits of Grace Jones, the gender-bending model and pop star
of the 1980s. With her close-cropped hair and muscular physique, Jones projected an androgynous
persona that could shift from feminine to masculine. Mapplethorpe’s photograph accentuates her
feminine beauty by adding a hooded cape and soft lighting. By contrast, Warhol’s portrait (below)
emphasizes Jones’s severe look in a more androgynous portrait with sharp edges and harsh color
contrasts, including the full red lips.

Andy Warhol, Grace Jones, 1986. Acrylic and silkscreen ink on linen; 40 x 40 in. The Andy Warhol
Museum, Pittsburgh; Founding Collection. Contribution The Andy Warhol Foundation for the Visual
Arts, Inc., 1998.1.588

