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Introduction
Grange Hotels are very keen to showcase works of art and to provide an environment 
for new artists to show large and ambitious works in public spaces. We are pleased 
to support Plastic Propaganda’s initiative to display their work in our hotels, thereby 
providing the artists with an opportunity to reach mass audiences who would 
otherwise not see their works.

'LVSOD\LQJ�¿QH�DUW� LQ�DQ�DOWHUQDWLYH�VSDFH�FDQ�RIWHQ�UHIRFXV� WKH�ZRUN�E\�SODFLQJ�
it in a different context. It also provides an unusual yet stimulating backdrop for 
hotel guests and corporate professional clientele using the hotel’s facilities. The 
essence of the hotel’s public spaces reproduces the large white cube environment 
of a gallery that reacts directly to the artwork being shown here.

The particular spaces chosen for the artworks give them the chance to breathe and 
to be contemplated at leisure. It is a surprise to encounter original contemporary art 
in this modern hotel arena. The cultural implication of the paintings and sculptures 
gives viewers an opportunity to escape from their expected activity into an existence 
outside the hotel environment and the everyday.

We want our guests to enjoy and be stimulated by these works of art and feel that 
their presence enriches the overall environment of the hotel.

Grange Hotels, March 2012

Among the distinctive changes of the late 1980s and in the initial years of the decade 
which followed, was the shift towards the use of new curatorial and exhibition 
venues. What became the nucleus of the so-called ‘YBAs’ – the Young British 
$UWLVWV���ZKRVH�ZRUN�GH¿QHG�WKH�FXOWXUDO�VHQVLELOLW\�RI�DQ�HUD��RULJLQDWHG�LQ�WKH�XVH�
of vacant, post-industrial dockland spaces.  In the decade which followed, much of 
London’s gallery infrastructure re-located from the West to the capital’s East End, 
forced out by punitive rents and an art market which had begun to register the 
aftershocks of mass unemployment and social dislocation. 

Over twenty years on, after a long bull market, a post-industrial UK again confronts 
economic recession. Faced with funding cuts to colleges, art schools and state 
SDWURQDJH�� DUWLVWV� KDYH� UHVSRQGHG�ZLWK� LQQRYDWLRQ�� ÀDLU� DQG� SUDJPDWLVP�� 6RPH�
work in collectives or self-curate. The doubling or collectivising of artistic agency, 
demonstrated, for example, by Claire Fontaine, KennardPhillips, Pil and Galia 
.ROOHFWLY�DQG�683(5)/(;��XQGHUOLQHV�D�VKLIW�WR�PRUH�ÀH[LEOH��SRVW�)RUGLVW�PRGHV�
of cultural production.

William Henry and Angus Pryor’s latest exhibition of work has been installed at the 
*UDQJH�7RZHU�%ULGJH�+RWHO��7KHLU�¿UVW��DW� WKH�:HVW�:LQWHUJDUGHQ��&DQDU\�:KDUI�
�������ZDV�VWDJHG�DW�WKH�KHDUW�RI�/RQGRQ¶V�¿QDQFLDO�GLVWULFW��7KH�GHOLEHUDWH�FKRLFH�RI�
ERWK�YHQXHV�VLJQL¿HV�D�EURDGHU�FRQVWHOODWLRQ�RI�OLQNDJHV�EHWZHHQ�FXOWXUDO�SURGXFWLRQ�
and a more expansive engagement with audience and viewing communities for 
FRQWHPSRUDU\� DUW�� ,Q� WKH� ����V�� WKH�6LWXDWLRQLVW� ,QWHUQDWLRQDO� FRLQHG� WKH� LGHD� RI�
‘détournement’ to describe the use of urban spaces for appropriation and critique. A 
half century on, a post-conceptual generation of artists are exploring new locations 
for showing and situating their practice within a culture industry which has proven 
equally as responsive and resilient.

'U�*UDQW�3RRNH�)56$��6FKRRO�RI�$UWV��8QLYHUVLW\�RI�.HQW

Foreword
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Interview by Grant Pooke, History & Philosophy of Art Dept., University of 
Kent,  February 2012.

GP: How long have you been making work?

WH:  I’ve been making 3D work from the very beginning of my formal art education 
DW�WKH�8QLYHUVLW\�RI�.HQW�LQ�������,�UHPHPEHU�WKH�YHU\�¿UVW�GD\�±�VXGGHQO\�PRYLQJ�
from a linear dimensional representation straight to expressing the same but in 3D. 
,W�VHHPHG�WKH�PRVW�QDWXUDO�WKLQJ�LQ�WKH�ZRUOG�IRU�PH�WR�GR��6XGGHQO\�,�IHOW�IUHH�DQG�
in control – making choices for me.

GP: Why the preference for three dimensions?

WH: I use 3D as a relational aesthetic within the real world. For example, Matta-
Clarke had his inside/outside buildings which changed perception of their relationship 
to the surrounding environment. Also, Grenville Davey enlarged everyday objects, 
throwing perception into confusion by creating industrial equivalents of Greek 
pediments.

GP: Do you approach the selection and manipulation of motifs in a pre-
planned way, or is the making process more free-form and intuitive?

WH: Yes, there is a degree of pre planning – there has to be. I’ve always been 
systematic and had to be in a former professional life. However through expressive 
means, I’ve let chance play a role in my work by creating an image through form.

GP: Is there any particular artist you identify with? Why?

0DUFHO�'XFKDPS��RI�FRXUVH��IRU�VR�YHU\�PDQ\�GLIIHUHQW�UHDVRQV��5DFKDHO�:KLWHUHDG�
�IRUP���%ULDQ�7ROOH��EULQJLQJ�D�VHQVH�RI�ÀXLGLW\�LQWR�DQ�LQDQLPDWH�REMHFW���(UZLQ�:XUP�
�VKDSHV�DQG�EHQGV���'RULV�6DOFHGR��VHQVH�RI�ORVV�DQG�PHPRU\�WKURXJK�WKH�XVH�RI�
objects – the missing) and Gabriel Orozco. 

GP: You are on record as describing your work as being ‘fabricated from 
readymades.’ These references to the Duchampian tradition were explicit in 
the Canary Wharf show back in 2010.  Firstly, how would you characterise the 
work completed for the latest installation?

WH: I have tried to continue that tradition where the objects have been distorted 
again by a process. The starting point is always the same, and the object will have 
a personal connect with me, but the end result can be unexpected. 

William Henry: Perspectives on Practice
GP: Duchamp’s readymades were noted for their apparent contingency. Many 
of the objects he selected seemed pretty random, but looking at several of 
the pieces showcased here, there is an appreciably musical theme. The 
analogies made by formalist critics like Clement Greenberg and Michael Fried 
of the visual art they liked to musical composition are well known. Is this 
connection the reason behind your own, more literal choice of motif?  If not, 
what has determined your selection of instruments to cast? 

WH: No I don’t pick an object at random. I consider, reject, and choose with purpose, 
in the same way a painter makes a choice of colour or brush size. Music has played 
a strong part in my upbringing. I remember labouring hard with the clarinet; my 
EURWKHUV�SOD\HG�ERWK� WKH�YLROLQ�DQG�ÀXWH��EXW� ,�VHH�D�QDWXUDO�GHYHORSPHQW� WDNLQJ�
SODFH� IURP�P\�VKRZ�DW�&DQDU\�:KDUI�ZKHUH� WKH� ¿QDO� SLHFHV� ,� FUHDWHG� LQFOXGHG�
Strung Out (2010).  The instruments are objects of beauty which, in the wrong 
hands, can produce awful sounds. This is an area I want to continue to explore – a 
journey into the world of music where not just the instruments are distorted to create 
an artefact but perhaps the idea of sound itself.                                                                                   

*3�� *LYHQ� VRPH� RI� WKHVH� GLVWLQFW� LQÀXHQFHV�� GR� \RX� SHUFHLYH� D� WHQVLRQ�
between a post-Duchampian, concept-lead aesthetic, and a more formalist 
LQÀH[LRQ�WR�\RXU�SUDFWLFH"��

WH��7KDW¶V�D�JRRG�TXHVWLRQ��,¶P�FRQWLQXDOO\�WU\LQJ�WR�¿JKW�ZLWK�ERWK�±�WKH�FRQFHSW�LV�
very important to me and I want to describe or show it in many alternative ways. The 
key for me is that the new object is recognisable from its origin but shows distinctive 
new characteristics which are different or even better perhaps.

GP: Can we look in detail at one of your installed pieces; the triptych of 
cell phones. One, still attached to its base, has folded over and has almost 
collapsed in on itself. The casting process and the melting heat of the 
blowtorch, has made the object seem organic. Can you take us through the 
various technical processes involved in making these and similar pieces? 

WH: 6XUH��)LUVWO\��,�SUHSDUH�WKH�UHDG\PDGH��PDNH�D�VLOLFRQH�RU�YLQ\O�PRXOG���WKHQ�
make a cast of wax, apply heat and/or manipulate, allowing it to solidify. I create a 
IXUWKHU�VLOLFRQH�PRXOG�DQG�DJDLQ�D�¿QDO�UHVLQ�RU�ZD[�FDVW�

GP: Although the phones are among the smallest individual pieces on 
show, they share an interest in seriality and repetition. They reminded me of 
Minimalist and post-Minimalist practice, although your motifs are clearly not 

abstract. Were you conscious of these antecedents in any way?

WH:�<HV�GH¿QLWHO\��,�¿QG�FRPIRUW�LQ�VHULDOLW\�DQG�UHSHWLWLRQ�±���EURWKHUV�±���FKLOGUHQ�
±�DOO��WKH�VDPH�EXW�YHU\�GLIIHUHQW�LQ�HYHU\�ZD\��2QO\�WKH�VH[�LV�WKH�VDPH�±�D�¿QJHU�LV�
D�¿QJHU�DQG�DQ�H\H�LV�DQ�H\H�EXW�HDFK�SDUW�LV�GLIIHUHQW�DQG�HDFK�ZKROH�LV�GLIIHUHQW���
better maybe, but that’s subjective - and that’s the point I feel.

GP: More generally, with this exhibition, it seems to be a new dimension to 
your practice.  How do you account for the shift? 

WH: My Canary Wharf show demonstrated the link to Minimalism and post-
Minimalist practice and these works continue to do so.  Any shift highlights a 
practice development, perhaps becoming more thematic with a desire to explore 
deeper and with more thoroughness. 

GP: In recent years, repetition and permutation have been given a more 
macabre and subversive edge within contemporary practice. In one striking 
comment a couple of years back, you described your work as emblematic of 
‘personal illness’ and as ‘metaphors for broken-ness’. Do you still perceive 
your practice in this way                                                                                                      

WH: Yes very much so.  The sculptures shown here at Grange Tower Bridge 
Hotel, function as the object they represent, but also as a metaphor for the human 
FRQGLWLRQ��7KLV�ZRUN�UHÀHFWV�WKH�VWDWH�D�SHUVRQ�JHWV�WR�RQFH�WKHLU�LQLWLDO�FRQGLWLRQ�
changes, whether the cause is physical, mental or debilitating in another way. I am 
like many in the artworld, expressing life experiences through my art, focusing on 
WKLQJV�JRRG��EDG��HYHU\GD\�DQG�RQ�REMHFWV�RI�LPSRUWDQFH�DQG�VLJQL¿FDQFH�WR�PH�

GP: One implication might be that making art is in some way cathartic. 
Personally, do you judge this to be the case? If so, how is this manifested 
itself in relation to your own experience.

WH: The work is not therapeutic, although it might have been eight years ago. It’s 
about how we react to people. Do we react as if they are broken, or should we 
see them evolving or metamorphosing into a new dynamic persona? I explore the 
poignancy in that change through an aesthetic presence – one of beauty!

GP: Staying with this association, your sculptures are blowtorched and 
melted; forms are distorted, made mutable and organic. For example the three 
white mounted clarinets  lean over like wheat in winter.  Do you recognise 
characterisations of your work as evocative of a kind of stasis and entropy?

WH: 2K�\HV�GH¿QLWHO\��YHU\�PXFK�VR���,W¶V�WKH�YHU\�HVVHQFH�±�WKH�TXHVWLRQV�SRVHG�±�
are they being blown or pushed by an external force or is it strength from within that 
is forcing them to straighten? It is this inner strength that is more important to me.

GP: Does your work have a social or political dimension?

WH: Political – no, social maybe, but it’s more a facet of the human condition and 
our responses to each other, particularly society’s reaction to people with both 
SK\VLFDO�DQG�PHQWDO�GLVDELOLWLHV��6RPH�PLJKW�EH�EURNHQ�EXW��WKDW�GRHV�QRW�UHQGHU�
WKHP�XVHOHVV�DQG�IURP�DGYHUVLW\�FRPHV�VWUHQJWK���6WUHQJWK�GRHVQ¶W�UHVLGH�LQ�KDYLQJ�
never been broken, but in the courage required to grow strong in the broken places.  
There can be beauty in this, but derived from a readymade.

GP: Galleries are essentially commercial showrooms where people go 
VSHFL¿FDOO\�WR�EX\�DUW��$OWKRXJK�WKH�SUR¿W�LPSHUDWLYH�PD\�EH�WKH�VDPH��KRWHO�
chains exist to serve other needs. Whilst there are precedents for this, do you 
perceive that there is a danger that art exhibited in this context might run the 
risk of being relegated to decoration or interior design? If so, in what ways do 
you feel that your work circumvents this possibility?

WH:  No far from it. My work is for people to see. In Canary Wharf we had 500 people 
an hour going past the show in a public thoroughfare and here the viewing numbers 
will be big too – so  much more than being tucked away in a gallery where only art 
purists visit.  There is a real opportunity to seek a blend of contemporary art in a 
modern hotel space. This hotel environment provides an eclectic mix of users who 
utilise the space in differing ways, for business, meetings, rest, entertainment and 
relaxation etc. The art can provide an opportunity for contemplation or discussion; 
a form of common ground or an ice breaker.  

GP: Do you have any plans for the medium and longer term development of 
your practice?

WH:   Yes, plenty, some of which are happening quicker than anticipated.  The 
practice is growing - my work is being seen by wider audiences.  The works are now 
going abroad to Taiwan next month and to India in the autumn.  Longer term there 
are plans for New York so the outlook is bright.  The work is for people to see not 
just for those visiting art galleries!  

Grant Pooke’s Contemporary British Art: An Introduction was published by 
Routledge in 2011.
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Charcoal, 2012, plaster Three Trumpets, 2012, brass, copper 
and paint

Strung Out, 2010 ceramic and wire

Knights Lounge Unplugged, 2010 plasterFrench Horn, 2012 brass and paintKnights Lounge

Euphonium, 2012 brass and paint
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Interview by Mike Walker, Grange Tower Bridge Hotel, January 2012

Dt͗��ŶŐƵƐ͕�ŐŽŽĚ�ƚŽ�ďĞ�ŚĞƌĞ͕�ŝŶ�ƚŚŝƐ�ǀĞƌǇ�ĮŶĞ�ŚŽƚĞů͕�ƐƵƌƌŽƵŶĚĞĚ�ďǇ�ǇŽƵƌ�ǁŽƌŬ͘�zŽƵ�ǁĞƌĞ�
ƚĞůůŝŶŐ�ŵĞ�ĞĂƌůŝĞƌ�ƚŚĂƚ�ƚŚŝƐ�ŝƐ�ŵŽƌĞ�ǁŽƌŬ�ƚŚĂŶ�ǇŽƵ͛ǀĞ�ĞǆŚŝďŝƚĞĚ�ŝŶ�ŽŶĞ�ŐŽ�ĨŽƌ�Ă�ǀĞƌǇ�ůŽŶŐ�
ƟŵĞ͕�ŝĨ�ĞǀĞƌ͘ ��ŶǇ�ďŝŐ�ƐƵƌƉƌŝƐĞƐ͍���

AP: I suppose the surprise is seeing the hang and from when I made them. Having a 

ƌĞůĂƟŽŶƐŚŝƉ�ǁŝƚŚ�ƚŚĞŵ�ŝŶ�ƚŚĞ�ƐƚƵĚŝŽ�ŝƐ�ǀĞƌǇ�ĚŝīĞƌĞŶƚ�ĨƌŽŵ�ǁŚĞŶ�ƚŚĞǇ͛ƌĞ�ĐƵƌĂƚĞĚ�ŝŶ�Ă�ƐƉĂĐĞ͘�
/͛ǀĞ�ďĞĐŽŵĞ�ǀĞƌǇ�ĚĞƚĂĐŚĞĚ�ĨƌŽŵ�ƚŚĞŵ�ʹ�/�ĚŽŶ͛ƚ�ĨĞĞů�ůŝŬĞ�/�ŽǁŶ�ƚŚĞƐĞ�ƉĂŝŶƟŶŐƐ�ĂŶǇŵŽƌĞ͘

Dt͗�dŚŝƐ�ŝƐ�Ă�ŐƌĞĂƚ�ƐƉĂĐĞ�ǁĞ͛ƌĞ�ŝŶ�ŚĞƌĞ͕�ďĞĐĂƵƐĞ�ǇŽƵ�ĐĂŶ�ƐĞĞ�ƚŚĞŵ�ĨƌŽŵ�ƐŽ�ŵĂŶǇ�ĚŝīĞƌĞŶƚ�
ƉůĂĐĞƐ� ĂŶĚ� ƚŚĞǇ͛ƌĞ� ŐĞƫŶŐ� ƐŽ� ŵƵĐŚ� ŶĂƚƵƌĂů� ůŝŐŚƚ͘� /� ŚĂǀĞŶ͛ƚ� ďĞĞŶ� ůŽŽŬŝŶŐ� ƌŽƵŶĚ� ĂŶĚ�
ƚŚŝŶŬŝŶŐ͕�͚ŽŚ͕�ƚŚĂƚ͛Ɛ�ƚŽŽ�ŚŝŐŚ͛͘ �/Ŷ�ĨĂĐƚ͕�ŵǇ�ŵĂŝŶ�ƚŚŽƵŐŚƚ�ŝƐ�ŚŽǁ�ŐƌĞĂƚ�ŝƚ�ŝƐ�ƚŽ�ŐĞƚ�ĚŝƐƚĂŶĐĞ�
ĨƌŽŵ�ƚŚĞƐĞ�ƉĂŝŶƟŶŐƐ͘�/Ŷ�ƚŚĞ�ƌĞƐƚĂƵƌĂŶƚ�ƚŚĞǇ͛ƌĞ�ƌŝŐŚƚ�ĂǁĂǇ�ĨƌŽŵ�ǇŽƵ�ĂŶĚ�ƚŚĞǇ�ŬĞĞƉ�ƚŚĞŝƌ�
ĐůĂƌŝƚǇ͘

AP͗�zĞĂŚ͕�ƚŚĞǇ�ŚĂǀĞ�Ă�ďŝŐ�ŝŵƉĂĐƚ�ŝŶ�ƚŚĞƌĞ͘��tŚĞŶ�ǁĞ�ǁĞƌĞ�ĮƌƐƚ�ǀŝĞǁŝŶŐ�ƚŚĞ�ƐƉĂĐĞ�/�ǁĞŶƚ�ŝŶ�
ƚŚĞƌĞ�ĂŶĚ�ŚĂĚ�Ă�ŬŝŶĚ�ŽĨ�ZŽƚŚŬŽ�ŵŽŵĞŶƚ͊�DǇ�ŚĞĂƌƚ�ǁĂƐ�ƐŝŶŬŝŶŐ�ĂŶĚ�/�ǁĂƐ�ƚŚŝŶŬŝŶŐ�͚tŚĂƚ�
Ăŵ�/�ĚŽŝŶŐ͍͛�ďƵƚ�ƚŚĞŶ�/�ƋƵŝƚĞ�ůŝŬĞĚ�ƚŚĞŵ͘

Dt͗�zŽƵ�ĐĂŶ�ĐŽƉĞ�ǁŝƚŚ�ƉĞŽƉůĞ�ĞĂƟŶŐ�ŝŶ�ĨƌŽŶƚ�ŽĨ�ƚŚĞŵ͕�ƚŚĞŶ͍

AP͗�zĞƐ͕�/�ǁĂŶƚ�ƉĞŽƉůĞ�ƚŽ�ĞĂƚ�ŝŶ�ĨƌŽŶƚ�ŽĨ�ŵŝŶĞ͘�/͛ŵ�ŶŽƚ�ƚŚĂƚ�ƉƌĞĐŝŽƵƐ�ĂďŽƵƚ�ŝƚ͘�/�ůŝŬĞ�ƚŚĞŵ�
ƚŽ�ďĞ� ůŽŽŬĞĚ�Ăƚ͘�dŚĞǇ͛ƌĞ�ŶŽƚ�ĂůƚĂƌƉŝĞĐĞƐ͘�WĞŽƉůĞ�ŚĂǀĞ�ďĞĞŶ�ĐŽŵŝŶŐ� ŝŶ�ĂŶĚ�ŚĂǀŝŶŐ�Ă�ǀĞƌǇ�
ŐŽŽĚ�ƌĞĂĐƟŽŶ�ƚŽ�ƚŚĞŵ͖�ƉĞŽƉůĞ�ĐŽŵŝŶŐ�ŝŶ�ŽŶ�ƚŚĞ�ĮƌƐƚ�ĚĂǇ�ǁĞ�ŚƵŶŐ�ƚŚĞŵ�ĂŶĚ�ƐĂǇŝŶŐ͕�͚dŚĞƐĞ�
ĚĂƌŬ�ƉĂŝŶƟŶŐƐ͙ƚŚĞǇ͛ƌĞ�ƌĞĂůůǇ�ďůĞĂŬ�ĂƌĞŶ͛ƚ�ƚŚĞǇ͍͛���ŶĚ�ƚŚĞǇ�ĂƌĞ͘��^Ž�ƚŚĞǇ͛ǀĞ�ƉŝĐŬĞĚ�ƵƉ�ŽŶ�
ƚŚĂƚ�ƐƚƌĂŝŐŚƚĂǁĂǇ͘�/�ĨŽƵŶĚ�ƚŚĂƚ�ƋƵŝƚĞ�ƌĞĨƌĞƐŚŝŶŐ͘��/ƚ Ɛ͛�Ă�ƌĞĂůůǇ�ŵŝǆĞĚ�ďĂŐ�ŽĨ�ƉĞŽƉůĞ͖�ŐƵĞƐƚƐ͕�
ƚŽƵƌŝƐƚƐ͕�ďƵƐŝŶĞƐƐ�ƉĞŽƉůĞ�ĂŶĚ�ĐƌĞĂƟǀĞƐ͘�/Ŷ�Ă�ƐƚƌĂŶŐĞ�ǁĂǇ�ƚŚĞ�ƉĂŝŶƟŶŐƐ�ůŽŽŬ�ŽƵƚ�ŽĨ�ƉůĂĐĞ�ĨŽƌ�
ƚŚĞ�ŚŽƚĞů͕�ƐŽ�ƉĞŽƉůĞ�ǁŽŶĚĞƌ�ǁŚĂƚ Ɛ͛�ŐŽŝŶŐ�ŽŶ͘

Dt͗�dŚĂƚ�ůĞĂĚƐ�ƚŽ�ŽŶĞ�ƋƵĞƐƟŽŶ�ƚŚĂƚ�/�ǁĂŶƚ�ƚŽ�ĂƐŬ�ǇŽƵ͘�,Žǁ�ŵƵĐŚ�ĚŽ�ǇŽƵ�ŵĂŬĞ�ŐƌŽƵƉƐ�
ŽĨ�ƉĂŝŶƟŶŐƐ͍�,Žǁ�ŵƵĐŚ�ĂƌĞ�ǇŽƵ�ƚŚŝŶŬŝŶŐ�ĂďŽƵƚ�ŐƌŽƵƉƐ�Žƌ�ƚŚĞŵĂƟĐ�ůŝŶŬƐ͍

AP͗�DŽƐƚ�ŽĨ�ƚŚĞ�ƟŵĞ͊��^Ž�ǁŚĞŶ�/�ƐƚĂƌƚ�Ă�ƐĞƌŝĞƐ�ŽĨ�ƉĂŝŶƟŶŐƐ�/�ŶĞǀĞƌ�ƐƚĂƌƚ�Ă�ŽŶĞͲŽī�ďƵƚ�ƐƚĂƌƚ�
ƚŚŝŶŬŝŶŐ�ĂďŽƵƚ�ŵƵůƟƉůĞƐ�ĂŶĚ�ƚŚĞ�ƌĞůĂƟŽŶƐŚŝƉ�ďĞƚǁĞĞŶ�ŽŶĞ�ƉĂŝŶƟŶŐ�ƚŽ�ĂŶŽƚŚĞƌ͕ �ŽŶĞ�ŝŵĂŐĞ�
ƚŽ�ĂŶŽƚŚĞƌ͘ �^Ž�ƚŚĞƌĞ Ɛ͛�Ă�ŬŝŶĚ�ŽĨ�ƐĞƋƵĞŶƟĂů�ŶĂƌƌĂƟǀĞ͕�ŶŽƚ�ŶĞĐĞƐƐĂƌŝůǇ�ƚŽ�ƐŚŽǁ�ƚŽŐĞƚŚĞƌ͕ �ďƵƚ�
ƚŚĂƚ Ɛ͛�ŵǇ�ŝŶƚĞůůĞĐƚƵĂů�ƉƌŽĐĞƐƐ�ŽĨ�ŵĂŬŝŶŐ͕�ŽĨ�ŚŽǁ�/�ƚŚŝŶŬ͘�^Ž�/�ǀŝƐƵĂůŝƐĞ�ƐƚĂƌƟŶŐ�ƉŽŝŶƚƐ͕�ŶŽƚ�
ĞŶĚ�ƉŽŝŶƚƐ͘��tŚĞŶ�/�ŵĂŬĞ�Ă�ƉĂŝŶƟŶŐ�/͛ǀĞ�ŐŽƚ�ŶŽ�ŝĚĞĂ�ǁŚĂƚ�ŝƚ Ɛ͛�ŐŽŝŶŐ�ƚŽ�ůŽŽŬ�ůŝŬĞ͘�^Ž�/͛ůů�ƐƚĂƌƚ�
ĂŶĚ�/͛ŵ�ŶŽƚ�ƐƵƌĞ�ǁŚĂƚ�/͛ŵ�ĚŽŝŶŐ�ǁŝƚŚ�ŝƚ�ĂŶĚ�/�ĞŶƚĞƌ�ŝŶƚŽ�ƚŚŝƐ�ŬŝŶĚ�ŽĨ�ƚŚŽƵŐŚƚ�ƉƌŽĐĞƐƐ͕�ůŝŬĞ�Ă�
ũŽƵƌŶĞǇ�ƚŚƌŽƵŐŚ�ƚŚĞ�ƉĂŝŶƟŶŐ͘�/�ŬĞĞƉ�ƚŚŝŶŬŝŶŐ�/͛ŵ�ŐŽŝŶŐ�ƚŽ�ŵĂŬĞ�ƚŚŝƐ�ƉĞƌĨĞĐƚ�ƉĂŝŶƟŶŐ͘

Angus Pryor: Personal Narratives, Disguised Narratives
AP:�/�ůŽŽŬ�Ăƚ�Ăƌƚ�Ă�ůŽƚ͘��/�ƵƐĞ�ŚŝƐƚŽƌǇ͘�/Ŷ�Ă�ƉŽƐƚŵŽĚĞƌŶ�ĂŐĞ�ǁŚĞƌĞ�ǁĞ�ƚĂůŬ�ĂďŽƵƚ�ĐƵůƚƵƌĞ�ƌĂƚŚĞƌ�
ƚŚĂŶ�ŚŝƐƚŽƌǇ͕ �/�ũƵƐƚ�ƌĞĨĞƌ�ƚŽ�ďŽƚŚ͘�/�ƐĞĞ�ƚŚĞŵ�ĂƐ�ƚŚĞ�ƐĂŵĞ�ƚŚŝŶŐ͘��/�ƌĞĨĞƌ�ƚŽ�ƚŚĞŵ�ŝŶ�ƚŚĞ�ƐĂŵĞ�
ǁĂǇ͘�̂ Ž�/͛ůů�ŐŽ�ƚŽ�sĞŶŝĐĞ�Žƌ�ƚŽ�EĞǁ�zŽƌŬ�ĂŶĚ�/͛ůů�ƵƐĞ�Ă�ƌĞĨĞƌĞŶĐĞ�ƚŽ�ƚŚĞ�ĐŝƚǇ�ǁŝƚŚ�Ă�ƌĞĨĞƌĞŶĐĞ�ƚŽ�
DKD��Žƌ�ƚŚĞ�DĞƚ͘�/�ƚƌǇ�ĂŶĚ�ŵĂŬĞ�ƚŚĞƐĞ�ǁŽƌŬƐ�ƐŽ�ƚŚĞǇ͛ƌĞ�Ăůů�ĐŽŶƐƵŵŝŶŐ͘�^Ž�ŝƚ Ɛ͛�ůŝŬĞ�ƐĞĞŝŶŐ�
ĞǀĞƌǇƚŚŝŶŐ͕�Ăůů�Ăƚ�ŽŶĐĞ͕�Ăůů�ƚŚĞ�ƟŵĞ͘�dŚĂƚ Ɛ͛�ǁŚĂƚ�/�ǁĂŶƚ�ƚŽ�ŐĞƚ�ƚŚƌŽƵŐŚ�ƚŚĞ�ƉĂŝŶƟŶŐ͘��/ƚ Ɛ͛�ůŝŬĞ�
ůŝƐƚĞŶŝŶŐ�ƚŽ�ŵƵƐŝĐ͘�/�ůŝƐƚĞŶ�ƚŽ�Ă�ůŽƚ�ŽĨ�ĐůĂƐƐŝĐĂů�ŵƵƐŝĐ�ǁŚĞŶ�/͛ŵ�ŵĂŬŝŶŐ�ƉĂŝŶƟŶŐƐ͘��/�ĂůƐŽ�ůŝƐƚĞŶ�
ƚŽ�ĨŽŽƚďĂůů͘�^Ž�/�ƚŚŝŶŬ�ŽĨ�ŝƚ�ůŝŬĞ�ƚŚĞ�ƌĞůĂƟŽŶƐŚŝƉ�ďĞƚǁĞĞŶ��ĞĞƚŚŽǀĞŶ�ĂŶĚ��ŚĞůƐĞĂ͘�^Ž�ƚŚĂƚ�
ŬŝŶĚ�ŽĨ�ǁŽƌŬ�ĂŶĚ�ƚŚĞ�ŝŵĂŐĞƌǇ�ƚŚĂƚ Ɛ͛�ŐŽŝŶŐ�ŽŶ�ǁŝƚŚŝŶ�ƚŚĞ�ƉĂŝŶƟŶŐƐ�ĂƐ�/͛ŵ�ĚŽŝŶŐ�ƚŚĞŵ͕�ŶŽƚ�
ŶĞĐĞƐƐĂƌŝůǇ�ĚĞůŝďĞƌĂƚĞůǇ͕ �ďƵƚ�/͛ŵ�ǀĞƌǇ�ĂǁĂƌĞ�ƚŚĂƚ�/͛ŵ�ƵƐŝŶŐ�ŝŶŇƵĞŶĐĞƐ͘�/͛ŵ�ŶŽƚ�ďŽƚŚĞƌĞĚ�ďǇ�
ŝƚ�Žƌ�ŚƵŶŐ�ƵƉ�ďǇ�ƚŚĞ�ŝĚĞĂ�ƚŚĂƚ�ǇŽƵ͛ƌĞ�ƚƌĂŶƐĐƌŝďŝŶŐ͘

Dt͗��ĂŶ� /� ƚĂŬĞ�ǇŽƵ�ďĂĐŬ� ƚŽ�ƐŽŵĞƚŚŝŶŐ�ǇŽƵ�ƐĂŝĚ�Ăƚ� ƚŚĞ�ďĞŐŝŶŶŝŶŐ�ŽĨ� ƚŚĂƚ͕�ĂďŽƵƚ�ǇŽƵƌ�
ŵŽĚĞ�ŽĨ�ǁŽƌŬŝŶŐ�ĂŶĚ�ŚŽǁ�ǇŽƵ�ƐƚĂƌƚ�ƚŚĞ�ƉĂŝŶƟŶŐ�Žī�ĂŶĚ�ƐƚĂƌƚ�ďƵŝůĚŝŶŐ�ŝƚ͘�zŽƵ�ǁĞƌĞ�ƚĞůůŝŶŐ�
ŵĞ�ĞĂƌůŝĞƌ�ĂďŽƵƚ�ƚŚŝƐ�ƉĂŝŶƟŶŐ�ĂďŽǀĞ�ƵƐ͕�Doliphilia͘��ĂŶ�ǇŽƵ�ƚĞůů�ŵĞ�ŚŽǁ�ǇŽƵ�ǁĞŶƚ�ĂďŽƵƚ�
ŵĂŬŝŶŐ�ƚŚŝƐ�ƉĂŝŶƟŶŐ͍

AP͗�dŚŝƐ�ƉĂŝŶƟŶŐ�ƐƚĂƌƚĞĚ�Žī�ĂƐ�ƚŚĞ�ďĂƩůĞ�ŽĨ�ŝĚĞĂƐ�ʹ�ŝƚ�ǁĂƐ�ƌĞĂůůǇ�ĂďŽƵƚ�ĂŶ�ĂƌŐƵŵĞŶƚ͕�ĂďŽƵƚ�
ƚǁŽ�ƉĞŽƉůĞ�ŚĂǀŝŶŐ�ĂŶ�ŝĚĞĂ�ĂŶĚ�ĐŽŵŝŶŐ�ĨƌŽŵ�ƚǁŽ�ĐŽŵƉůĞƚĞůǇ�ĚŝīĞƌĞŶƚ�ƉĞƌƐƉĞĐƟǀĞƐ�ŽŶ�ƚŚĞ�
ŝĚĞĂ͘�WĞŽƉůĞ�ŐĞƚ�ǀĞƌǇ�ŝƌĂƚĞ�ŝĨ�ǇŽƵ�ĚŝƐĂŐƌĞĞ�ǁŝƚŚ�ƚŚĞŵ�ĂŶĚ�ƚŚĞ�ŝĚĞĂ�ŽĨ�ƚŚĞ�Ăƌƚ�ŽĨ�ĂƌŐƵŵĞŶƚ�
ŝƐ�ďĞĐŽŵŝŶŐ�ĞĐůŝƉƐĞĚ�ďǇ�ƉŽůŝƟĐĂů�ĐŽƌƌĞĐƚŶĞƐƐ͘�^Ž�/�ƐƚĂƌƚĞĚ�ƚŚŝƐ�ƉĂŝŶƟŶŐ�ƚŚŝŶŬŝŶŐ�ĂďŽƵƚ�ƚŚŝƐ�
ǁĂƌƌŝŶŐ�ĨĂĐƚŽƌ�ǁŚĞƌĞ�ǇŽƵ�ƐĞĞ�ƚǁŽ�ĂƌĞĂƐ�ĐŽŵŝŶŐ�ƚŽŐĞƚŚĞƌ�ĂŶĚ�ŝŶ�ƚŚĞ�ŵŝĚĚůĞ�/�ǁĂƐ�ƵƐŝŶŐ�ƚŚŝƐ�
ŝĚĞĂ�ŽĨ�Ă�ĚŽŵĞƐƟĐ�ƐĐĞŶĞ͘�zŽƵ�ŬŶŽǁ͕�ǇŽƵ�ĐĂŶ�ŐŽ�ƚŽ�Ă�ĚĞďĂƚĞ͕�ǇŽƵ�ĐĂŶ�ŐŽ�ƚŽ�Ă�ƐǇŵƉŽƐŝƵŵ͕�
ǇŽƵ�ŐŽ�ŝŶƚŽ�Ă�ƐƚƵĚŝŽ͕�ǇŽƵ�ŐŽ�ŝŶƚŽ�Ă�ĐůĂƐƐƌŽŽŵ͕�ǇŽƵ�ƚĞĂĐŚ�ĂŶĚ�ƚŚĞŶ�ǇŽƵ�ŐŽ�ŚŽŵĞ�ĂŶĚ�ǇŽƵ�ƉƵƚ�
ƚŚĞ�ƚĞůůǇ�ŽŶ�ĂŶĚ�ƚŚĞ�ǁĂƌ�ŝŶ��ĨŐŚĂŶŝƐƚĂŶ�ŝƐ�ŽŶ�ƚĞůĞǀŝƐŝŽŶ͘�/ƚ Ɛ͛�ŬŝŶĚ�ŽĨ�ƚŚĂƚ�ƌĞůĂƟŽŶƐŚŝƉ�ĂŶĚ�
ĂŐĂŝŶ�ŝƚ Ɛ͛�Ăůů�ĞŶĐŽŵƉĂƐƐŝŶŐ͘�/Ĩ�ǇŽƵ�ĚĞƐĐƌŝďĞĚ�ǇŽƵƌ�ĚĂǇ�ƚŽ�ƐŽŵĞďŽĚǇ͖�ĨŽƌ�ĞǆĂŵƉůĞ͕�ǇĞƐƚĞƌĚĂǇ�
/�ǁĂƐ�ŝŶ�ƚŚĞ�ƐƚƵĚŝŽ͕�ƚĞĂĐŚŝŶŐ�ƚŚŝƌĚ�ǇĞĂƌƐ͕�ĂŶĚ�/�ǁĂƐ�ƚĂůŬŝŶŐ�ĂďŽƵƚ�ĐĞŶƐŽƌƐŚŝƉ͕�ŵĞŵŽƌǇ�ĂŶĚ�
ƉŽƌŶŽŐƌĂƉŚǇ͘�dŚĞŶ�/�ǁĞŶƚ�ŚŽŵĞ�ĂŶĚ�/�ƉƵƚ�ƚŚĞ�ŬŝĚƐ�ƚŽ�ďĞĚ͘�/�ƌĞĂĚ�ďĞĚƟŵĞ�ƐƚŽƌŝĞƐ�ĂŶĚ�/͛ŵ�
ƚŚŝŶŬŝŶŐ͕�͚'ŽĚ͕�ƚŚĞ�ĚĂǇ Ɛ͛�ƌĞĂůůǇ�ŽĚĚ͕͛ �ĂŶĚ�/�ƚƌǇ�ƚŽ�ĞŶĐŽŵƉĂƐƐ�ƚŚĂƚ�ŝŶ�ƚŚĞ�ƉĂŝŶƟŶŐ͕�ǁŚĞƌĞ�ǇŽƵ�
ƐƚĂƌƚ�ƚŽ�ƚŚŝŶŬ�ĂďŽƵƚ�ĞǀĞƌǇƚŚŝŶŐ͕�Ăƚ�ŽŶĐĞ͘�/Ĩ�ƚŚĂƚ�ŵĂŬĞƐ�ƐĞŶƐĞ͍

Dt͗�^Ž�ƚŚĞƌĞ͛Ɛ�Ă�ŬŝŶĚ�ŽĨ�ƐƚƌŝǀŝŶŐ�ƚŽ�ŐĞƚ�Ă�ĐŽŵƉůĞƚĞ�ĞǆƉĞƌŝĞŶƟĂů�ƚŚŝŶŐ�ŝŶ�ƚŚĞƌĞ͍

AP͗��ďƐŽůƵƚĞůǇ͕ �ƚŽ�ĂďƐŽƌď�ĞǀĞƌǇƚŚŝŶŐ͕�Ăƚ�ŽŶĐĞ�ĂŶĚ�ƚŚĞŶ�ƚŚŝŶŐƐ�ĮůƚĞƌ�ŽƵƚ�ƚŽ�ǇŽƵ�ĂŌĞƌǁĂƌĚƐ͘�
^Ž�ƚŚĂƚ Ɛ͛�ƚŚĞ�ŝŵƉĂĐƚ�ŽĨ�ƚŚĂƚ�ƉĂŝŶƟŶŐ͖�ƚŚŽƐĞ�ĐŽůŽƵƌƐ͕�ƚŚĞƌĞ Ɛ͛�Ă�ƐŽůĚŝĞƌ͕ �Žƌ�Ă�ƌĂďďŝƚ͕�Žƌ�Ă�ŐŽƌŝůůĂ�
ƚŚƌŽǁŝŶŐ�ĨƌƵŝƚ�ʹ�ǁŚĂƚ�ĚŽĞƐ�ƚŚĂƚ�ŵĞĂŶ͍���ŶĚ�ƚŚĞŶ�Ăƚ�ƚŚĞ�ŶĞǆƚ�ůĞǀĞů�ŽĨ�ĐŽŶƐĐŝŽƵƐŶĞƐƐ͕�ǇŽƵ�
ƐƚĂƌƚ�ƚŽ�ƚŚŝŶŬ�͚�ĐƚƵĂůůǇ͕ �ǁŚĂƚ�ŝƐ�ŐŽŝŶŐ�ŽŶ�ŚĞƌĞ͍��tŚĂƚ�Ăŵ�/�ƚŚŝŶŬŝŶŐ�ĂďŽƵƚ͍��tŚĂƚ�Ăŵ�/�ĚŽŝŶŐ�
ǁŝƚŚ�ŝƚ͍͛��^Ž�ŝƚ Ɛ͛�ůŝŬĞ�ƚŚĂƚ͘��ĂĐŚ�ƉĂŝŶƟŶŐ�ŚĂƐ�Ă�ĚŝīĞƌĞŶƚ�ŶĂƌƌĂƟǀĞ�ǁŝƚŚŝŶ�ŝƚ͕�ǁŚŝĐŚ�/͛ŵ�ƚĞůůŝŶŐ�Ă�
ƐƚŽƌǇ�ƚŚƌŽƵŐŚ͘��Ƶƚ�ƚŚĞŶ�/͛ŵ�ůĂǇĞƌŝŶŐ�ĚŝīĞƌĞŶƚ�ŶĂƌƌĂƟǀĞƐ�Ăƚ�ŽŶĐĞ�ƐŽ�ƚŚĞǇ�ĐŽŵĞ�ŝŶƚŽ�ĐŽŶŇŝĐƚ�
ʹ�ďƵƚ�ƚŚĂƚ Ɛ͛�ƚŚĞ�ůĂŶŐƵĂŐĞ�ŽĨ�ƉĂŝŶƟŶŐ͘

Dt͗�/Ɛ�͚ĚŝƐŐƵŝƐĞĚ�ŶĂƌƌĂƟǀĞ͛�ǇŽƵƌ�ƚĞƌŵ�ĨŽƌ�ƚŚŝƐ�Žƌ�ĚŝĚ�ŝƚ�ĐŽŵĞ�ĨƌŽŵ�ƐŽŵĞďŽĚǇ�ĞůƐĞ͍

AP͗�/�ĐĂŶ͛ƚ�ƌĞŵĞŵďĞƌ͘ �/�ƵƐĞ�ŝƚ�Ă�ůŽƚ͕�ďĞĐĂƵƐĞ�/�ƚƌǇ�ƚŽ�ŵĂŬĞ�ŝƚ�ƵŶĐŽŵĨŽƌƚĂďůĞ�ĨŽƌ�ŵĞ͘�/�ĚŽŶ͛ƚ�
ŵĂŬĞ�Ă�ƉĂŝŶƟŶŐ�ƚŽ�ďĞ�ƐŽŵĞƚŚŝŶŐ�ŽĨ�ďĞĂƵƚǇ͕ �ƐŽ�ŝƚ Ɛ͛�ŶŽƚ�ĂďŽƵƚ�ĂŶ�ĞǆƉĞƌŝĞŶĐĞ�ƚŚĂƚ�ŝŶ�ƚŚĞ�ĞŶĚ�
ŝƐ�ĂĞƐƚŚĞƟĐ͘� /͛ŵ�ĂĐƚƵĂůůǇ�ƚƌǇŝŶŐ�ƚŽ�ĚĞĂů�ǁŝƚŚ�ƐƵďũĞĐƚƐ�ƚŚĂƚ�ĂƌĞ�ĚŝĸĐƵůƚ͕�ǁŝƚŚ�ƉĂŝŶƚ͕�ǁŚŝĐŚ�
ŝƐ�ƉƌŽďůĞŵĂƟĐ͘�^ŽŵĞ�ŽĨ�ƚŚĞƐĞ�ĐĂŶǀĂƐĞƐ�/͛ǀĞ�ŵĂĚĞ�ĚĞůŝďĞƌĂƚĞůǇ�ďŝŐ�ƐŽ�ƚŚĂƚ�ƉŚǇƐŝĐĂůůǇ�ǇŽƵ�
ĂƌĞ�ĐůŝŵďŝŶŐ�ŽǀĞƌ�Ă�ƉĂŝŶƟŶŐ�ƚŽ�ƉĂŝŶƚ�ŝƚ͘��Ɛ�ĨĂƌ�ĂƐ�ǇŽƵ�ĐĂŶ�ƌĞĂĐŚ�ŝƐ�ǁŚĞƌĞ�ƚŚĞ�ŵĂƌŬ�ŐŽĞƐ͘�
zŽƵ�ŚĂǀĞ�ƚŽ�ƵƐĞ�ƐƟĐŬƐ�ĂŶĚ�ǇŽƵ�ŚĂǀĞ�ƚŽ�ƚŚƌŽǁ�ƉĂŝŶƚ�ƚŽ�ŐĞƚ�ƚŽ�ƚŚĞ�ŽƚŚĞƌ�ƐŝĚĞ͊�/�ĚŽ�Ăůů�ƚŚŽƐĞ�
ƚŚŝŶŐƐ�ƐŽ�ƚŚĂƚ�/͛ŵ�ĐŽŶƐƚĂŶƚůǇ�ĐŚĂůůĞŶŐŝŶŐ�ǁŚĂƚ�/͛ŵ�ĚŽŝŶŐ�ŝŶ�ƚŚĞ�ƉĂŝŶƟŶŐ͘�/�ǁŝůů�ŽŌĞŶ�ƉĂŝŶƚ�
ŽŶ�ƚŚĞ�ŇŽŽƌ͕ �ƐƚĂŶĚ�ƚŚĞ�ƉĂŝŶƟŶŐƐ�ƵƉ�ĂŶĚ�ŶŽƚ�ƌĞĐŽŐŶŝƐĞ�ǁŚĂƚ�/͛ǀĞ�ĚŽŶĞ�ĂŶĚ�ƐƚĂƌƚ�ĂŐĂŝŶ͘�/͛ůů�
ƉĂŝŶƚ�ƚŚĞŵ�ŽƵƚ�ďĞĐĂƵƐĞ�/�ĐĂŶ͛ƚ�ƐĞĞ�ǁŚĂƚ�ŝƚ�ŝƐ͕�ŝŶ�ŵǇ�ŚĞĂĚ͘�/͛ǀĞ�ŵĞŶƟŽŶĞĚ�ƚŚŝƐ�ƚŚŝŶŐ�ƚŚĂƚ�ŝƐ�Ă�
ůĂŶŐƵĂŐĞ�ĂŶĚ�ŝĨ�/�ĚŽŶ͛ƚ�ƵŶĚĞƌƐƚĂŶĚ�ƚŚĞ�ůĂŶŐƵĂŐĞ�/͛ůů�ŐĞƚ�ƌŝĚ�ŽĨ�ŝƚ͘��/͛ŵ�ĐŽŶƐƚĂŶƚůǇ�ƌĞͲƉĂŝŶƟŶŐ�
ĂŶĚ�ƐĐƌĂƉŝŶŐ�Žī�ĂŶĚ�ƐƚĂƌƟŶŐ�ĂŐĂŝŶ͘�/ƚ Ɛ͛�Ă�ůŽŶŐ�ƉƌŽĐĞƐƐ͘

Dt͗�tĞ�ŚĂǀĞŶ͛ƚ�ƚĂůŬĞĚ�ĂďŽƵƚ�Munich�ďƵƚ�ŝƚ�ƐĞĞŵƐ�ƚŽ�ĞŶĐĂƉƐƵůĂƚĞ�ƋƵŝƚĞ�ǁĞůů�ƐŽŵĞƚŚŝŶŐ�
ƚŚĂƚ�ǇŽƵ͛ǀĞ�ƚĂůŬĞĚ�ĂďŽƵƚ͕�ǁŚŝĐŚ�ŝƐ�ǇŽƵƌ�ƉĂŝŶƟŶŐƐ�ďĞŝŶŐ�ĚŝƐĞĂƐĞĚ�ʹ�͚ƉƵƐƚƵůĞƐ�ŽĨ�ƉůĂŐƵĞ͛�
ʹ�ĂŶĚ�ǇŽƵ͛ǀĞ�ƵƐĞĚ�ǀĂƌŝŽƵƐ�ŬŝŶĚƐ�ŽĨ�ƉŚƌĂƐĞƐ�ƚŽ�ƐƵŐŐĞƐƚ�ƐŽŵĞƚŚŝŶŐ�ƵŶƉůĞĂƐĂŶƚ�ƵŶĚĞƌ�ƚŚĞ�
ƐƵƌĨĂĐĞƐ�Žƌ�ĞƌƵƉƟŶŐ�ƚŚƌŽƵŐŚ�ƚŚĞ�ƐƵƌĨĂĐĞƐ͘��^Ž�/�ǁĂƐ�ŐŽŝŶŐ�ƚŽ�ƉƐǇĐŚŽĂŶĂůǇƐĞ�ǇŽƵ͘�tŚĞƌĞ�
ĚŽĞƐ�ƚŚĂƚ�ĐŽŵĞ�ĨƌŽŵ͍��tŚĂƚ͛Ɛ�ǁŽƌŬŝŶŐ�ƚŚƌŽƵŐŚ�ƚŚĞƌĞ͍

AP͗�dŚĂƚ�ĐĂŵĞ�ĨƌŽŵ�ŵǇ�ůŽǀĞ�ŽĨ�Įůŵ�ʹ�ĨƌŽŵ�KǌƵ�ĂŶĚ�<ƵƌŽƐĂǁĂ͘�/�ǁĞŶƚ�ƚŽ�Ă�ƐĞĂƐŽŶ�Ăƚ�ƚŚĞ�
�&/�ĂŶĚ�ǁĂƚĐŚĞĚ�ĞǀĞƌǇ�ƐŝŶŐůĞ�ŽŶĞ�ĂŶĚ�ũƵƐƚ�ďĞĐĂŵĞ�ŽďƐĞƐƐĞĚ�ǁŝƚŚ�ƚŚŝƐ�ŬŝŶĚ�ŽĨ�ŝĚĞĂ�ŽĨ�ƚŚĞ�
ƵŶĚĞƌďĞůůǇ͘�ZĞĨĞƌƌŝŶŐ�ƚŽ�<ƵƌŽƐĂǁĂ�ĂŶĚ��ĂǀŝĚ�>ǇŶĐŚ͕�ƚŚĞƌĞ Ɛ͛�ƚŚŝƐ�ŐƌĞĂƚ�ƚŚŝŶŐ�ŐŽŝŶŐ�ŽŶ�ŝŶ�ƚŚĞ�
ǁŽƌůĚ͖�ĚŽŵĞƐƟĐ�ďůŝƐƐ�ĂŶĚ�ǁŽƌŬ�ĂŶĚ� ůŝĨĞ�ĂŶĚ�ĐŚŝůĚƌĞŶ͘��ŶĚ� ƚŚĞŶ� ƚŚĞƌĞ Ɛ͛� ƐŚŝƚ�ƵŶĚĞƌŶĞĂƚŚ�
ŝƚ� ĂŶĚ� ǇŽƵ� ƚŚŝŶŬ͕� ĂĐƚƵĂůůǇ͕ � ƚŚĂƚ� ŚĂƉƉĞŶƐ� ƚŽ� ĞǀĞƌǇŽŶĞ͘� � hŶĚĞƌ� ĞǀĞƌǇŽŶĞ Ɛ͛� ĨĂĕĂĚĞ� ƚŚĞƌĞ Ɛ͛�
ĂůǁĂǇƐ�ƚŚŝƐ�ŽƚŚĞƌ�ƚŚŝŶŐ�ƚŚĂƚ Ɛ͛�ĐŽŵŝŶŐ�ƚŚƌŽƵŐŚ͕�ƐŽ�/�ƚŚĞŶ�ƐƚĂƌƚĞĚ�ůŽŽŬŝŶŐ�Ăƚ�ĂƌƟƐƚƐ�ƚŚĂƚ�ŚĂǀĞ�
ĚĞĂůƚ�ǁŝƚŚ� ŝƚ͘� /� ƵƐĞ�DŝĐŚĞůĂŶŐĞůŽ�ĂƐ�Ă�ŐŽŽĚ�ĞǆĂŵƉůĞ͘�The Drunkeness of Noah is where 

The Deluge�ĐĂŵĞ�ĨƌŽŵ͘�/Ŷ�ƚŚĂƚ�ƉĂŝŶƟŶŐ͕�EŽĂŚ�ŝƐ�ĂƐŚĂŵĞĚ͕�ĚƌƵŶŬ�ĂŶĚ�ŶĂŬĞĚ�ĂŶĚ�ŝƚ Ɛ͛�ŝŶ�ƚŚĞ�
^ŝƐƟŶĞ��ŚĂƉĞů͘�/ƚ Ɛ͛�ŽŶĞ�ŽĨ�ƚŚĞ�ŵŽƐƚ�ŚƵŵĂŶŝƐƚ�ƚŚŝŶŐƐ�ǇŽƵ͛ůů�ĞǀĞƌ�ƐĞĞ͘��dŚĂƚ Ɛ͛�Ă�ǀĞƌǇ�ŝŶƚĞƌĞƐƟŶŐ�
ĚŝĂůŽŐƵĞ� ĂŶĚ� ƋƵĞƐƟŽŶ͘� /ƚ Ɛ͛� ƉƌŽƉĞƌůǇ� ƐŚŽĐŬŝŶŐ� ƚŚŽƵŐŚ͕� ƚŚĞ� ƉĂŝŶƟŶŐ͕� ďĞĐĂƵƐĞ�ǁŚĞŶ� ǇŽƵ�
ƐŚŽǁ�ƚŚĞ�^ŝƐƟŶĞ��ŚĂƉĞů�ƚŽ�ƉĞŽƉůĞ� ŝƚ Ɛ͛��ĚĂŵ�ďĞŝŶŐ�ĐƌĞĂƚĞĚ�ĂŶĚ�ǁŚĞŶ�ǇŽƵ�ƐŚŽǁ�ƚŚĂƚ�ďŝƚ�
ƚŚĞǇ�ŐŽ͕�ĂĐƚƵĂůůǇ͕ �ǁŚĂƚ Ɛ͛�ƚŚĂƚ͍��dŚĞ�ĐŚŽŝĐĞ�ŽĨ�DŝĐŚĞůĂŶŐĞůŽ�ƚŽ�ĐŚŽŽƐĞ�ƚŚŽƐĞ�ƐĞŐŵĞŶƚƐ͕�The 
�ĞůƵŐĞ͕�dŚĞ��ƌƵŶŬĞŶĞƐƐ�ŽĨ�EŽĂŚ͕�dŚĞ�^ŚĂŵĞ͕�'ŽĚ��ƌĞĂƟŶŐ�>ŝŐŚƚ�ĂŶĚ��ĂƌŬ͕�dŚĞŶ��ǀĞ�ďĞŝŶŐ�
�ƌĞĂƚĞĚ�ĂŶĚ�dŚĞ��ǆƉƵůƐŝŽŶ�ĨƌŽŵ�ƚŚĞ�'ĂƌĚĞŶ�ŽĨ��ĚĞŶ͘�dŚĞǇ͛ƌĞ�ďůĞĂŬ͘

Dt͗� /Ŷ�The Drunkeness of Noah,� ŝƚ͛Ɛ� ŚŝƐ� ƐŽŶƐ͕� ŝƐŶ͛ƚ� ŝƚ͕�ǁŚŽ�ĮŶĚ�Śŝŵ� ŝŶ� ƚŚŝƐ� ƐŚĂŵĞĨƵů�
ƐƚĂƚĞ� ĂŶĚ� ŚĞ͛Ɛ� ŶĂŬĞĚ͘� ^Ž� ƚŚĞƌĞ͛Ɛ� Ă� ŐƌĞĂƚĞƌ� ĨĂŵŝůǇ� ŝŶƟŵĂĐǇ� ĂŶĚ� ƐŚĂŵĞ� ƚŚĞŶ� ǇŽƵ�
ǁŽƵůĚ� ĞǀĞƌ� ǁĂŶƚ͘� dĂŬŝŶŐ� ƵƐ� ďĂĐŬ� ƚŽ� ƚŚĞ� ĚŝƐŐƵŝƐĞĚ� ŶĂƌƌĂƟǀĞƐ͕� ǇŽƵ� ƚŽůĚ� ŵĞ� ĞĂƌůŝĞƌ�
ĂďŽƵƚ� ƚŚĞ� ĨĂĐƚ� ƚŚĂƚ� ƚŚĞƌĞ� ĂƌĞ� ďŽĚŝĞƐ� ŝŶ� ŚĞƌĞ͕� ŝŵƉƌŝŶƚƐ� ŽĨ� ďŽĚŝĞƐ͘� ^Ž� ǁŚĞƚŚĞƌ� ǇŽƵ�

ǁĞƌĞ� ƉƌĞƐĞŶƚ� Žƌ� ŶŽƚ͕� ƚŚĞƌĞ͛Ɛ� ƐŽŵĞƚŚŝŶŐ� ǀĞƌǇ� ŝŶƟŵĂƚĞ� ŝŶ� ƚŚĞƐĞ� ƉĂŝŶƟŶŐƐ� ĂƐ� ǁĞůů͘

AP͗��ĞĮŶŝƚĞůǇ͕ �ǀĞƌǇ�ŝŶƟŵĂƚĞ͊�^Ž�ƚŚĞǇ�Ăůů�ƐƚĂƌƚ�ǁŝƚŚ�Ă�ŬŝŶĚ�ŽĨ�ƉĞƌƐŽŶĂů�ĂŐĞŶĚĂ͖�ǁŚĞƚŚĞƌ�ŝƚ Ɛ͛�
ŵĞ�ƚŚŝŶŬŝŶŐ�ĂďŽƵƚ�ƉĂŝŶƟŶŐƐ�Žƌ�ůŝƚĞƌĂƚƵƌĞ�Žƌ�ŵƵƐŝĐ�Žƌ�ĞǀĞŶ�ŵǇ�ŽǁŶ�ƉĞƌƐŽŶĂů�ůŝĨĞ͘�^Ž�/͛ǀĞ�ŐŽƚ�
Ă�ƉĂŝŶƟŶŐ�ĐĂůůĞĚ�The Marriage�ƚŚĂƚ�ŝƐ�ĂďŽƵƚ�ŵǇ�ŵĂƌƌŝĂŐĞ�ĂŶĚ�The Family ŝƐ�ŵǇ�ĨĂŵŝůǇ�ĂŶĚ�
^ƚĂĐŬ� ŝƐ�Ă�ƉĞƌƐŽŶĂů�ĐŽŵŵĞŶƚĂƌǇ�ŽŶ�ƌĞůĂƟŽŶƐŚŝƉƐ͘�^Ž�ƚŚĞǇ͛ƌĞ�Ăůů�ŬŝŶĚ�ŽĨ�ƵŶŝǀĞƌƐĂů�ƚŚĞŵĞƐ�
ƚŚĂƚ�ƌƵŶ�ƚŚƌŽƵŐŚ�ƉĞŽƉůĞ�ŝŶ�ƚŚĞ�ƐĂŵĞ�ǁĂǇ�ƚŚĂƚ�ƚŚĞ�ĚĂƌŬ�ƐŝĚĞ�ŽĨ�ƚŚŝŶŐƐ�ƌƵŶ�ƚŚƌŽƵŐŚ�ƉĞŽƉůĞ͘

Dt͗��ŶĚ�ŽďǀŝŽƵƐůǇ͕�ďǇ�ƚŚĞ�ŶĂƚƵƌĞ�ŽĨ�ĚŝƐŐƵŝƐĞ͕�ƚŚĞƌĞ͛Ɛ�ŽŶůǇ�ŐŽŝŶŐ�ƚŽ�ďĞ�Ă�ĐĞƌƚĂŝŶ�ĂŵŽƵŶƚ�
ŽĨ�ƚŚĂƚ�ǁŚŝĐŚ�ŝƐ�ƉŝĐŬͲƵƉƉĂďůĞ͘���ƌĞ�ƚŚĞƌĞ�ƐŽŵĞ�ƉĂŝŶƟŶŐƐ�ǁŚĞƌĞ�ǇŽƵ�ŬŶŽǁ�ǇŽƵ͛ƌĞ�ůĞƫŶŐ�
ŵŽƌĞ�ŽĨ�ŝƚ�ƚŚƌŽƵŐŚ�ĂŶĚ�ŽƚŚĞƌƐ�ǁŚĞƌĞ�ǇŽƵ�ŬŶŽǁ�ǀĞƌǇ�ůŝƩůĞ�ŽĨ�ŝƚ͛Ɛ�ŐŽŝŶŐ�ƚŽ�ĐŽŵĞ�ƚŚƌŽƵŐŚ͍

AP͗�zŽƵ�ŬŶŽǁ͕�/�ĚŽŶ͛ƚ�ƚŚŝŶŬ�ŽĨ�ŝƚ�ůŝŬĞ�ƚŚĂƚ�Ăƚ�Ăůů͘�/�ƚŚŝŶŬ�ŽĨ�ƚŚĞŵ�ĂƐ�ƉĂŝŶƟŶŐƐ͗�/�ƚŚŝŶŬ�ŝĚĞĂƐ�
ĂƌĞ�ŝĚĞĂƐ�ĂŶĚ�/�ƚŚŝŶŬ�ƉĂŝŶƟŶŐƐ�ĂƌĞ�ƉĂŝŶƟŶŐƐ͘���ŶĚ�ŝĨ�ƚŚŝŶŐƐ�ƐŚŽǁ�ƚŚƌŽƵŐŚ�ŝƚ Ɛ͛�ďĞĐĂƵƐĞ�ƚŚĞ�
ƉĂŝŶƟŶŐ�ŚĂƐ�ĚĞŵĂŶĚĞĚ�ƚŚĂƚ͕�ƌĂƚŚĞƌ�ƚŚĂŶ�ŵĞ�ĚĞŵĂŶĚŝŶŐ�Žƌ�ƐŚŽǁŝŶŐ�Ă�ƉŝĐƚŽƌŝĂů�ŶĂƌƌĂƟǀĞ͘

Dt͗�dŚĞ�ƉĂŝŶƟŶŐ�ďĞĐŽŵĞƐ�Ă� ƚŚŝŶŐ� ŝŶ� ŝƚƐĞůĨ͘ � /ƚ�ĂůŵŽƐƚ�ĚŽĞƐŶ͛ƚ� ƌĞĂůůǇ�ŵĂƩĞƌ� ƚŽŽ�ŵƵĐŚ�
ĂďŽƵƚ�ƚŚĞ�ǁĂǇ�ǇŽƵ�ŐŽƚ�ŝƚ�ƚŚĞƌĞ͍

AP:�EŽ͕�ŶŽƚ�Ăƚ�Ăůů͘�dŚĞ�ũŽƵƌŶĞǇ Ɛ͛�ŝƌƌĞůĞǀĂŶƚ�ŝŶ�ƚĞƌŵƐ�ŽĨ�ƚŚĞ�ŶĂƌƌĂƟǀĞ͘�tŚĞŶ�/�ůŽŽŬ�Ăƚ�ƚŚĞŵ͕�
ĂŶĚ� /� ƚŚŝŶŬ�^ƚĂĐŬ� ŝƐ� Ă� ŐŽŽĚ� ĞǆĂŵƉůĞ͕� ƚŚĞ� ǀĞƌǇ� ƉĞƌƐŽŶĂů� ŽŶĞ�ŶĞǆƚ� ĚŽŽƌ͘ � /� ůŽŽŬ� Ăƚ� ŝƚ� ŶŽǁ�
ĂŶĚ�/�ũƵƐƚ�ĐĂŶ͛ƚ�ƌĞŵĞŵďĞƌ�ǁŚĂƚ�ŝƚ�ŵĞĂŶƐ͘�^Ž�/͛ŵ�ƚŚŝŶŬŝŶŐ�Ăƚ�ƚŚĞ�ƟŵĞ�/�ǁĂƐ�ŐŽŝŶŐ�ƚŚƌŽƵŐŚ�
ƐŽŵĞƚŚŝŶŐ͕�ďƵƚ�ƚŚŽƐĞ�ƚŚŝŶŐƐ�ƉĂƐƐ͘�>ŝŬĞ�ŚŽǁ�ŽŶĞ�ŵŝŐŚƚ�ƌĞŇĞĐƚ�ŝŶ�Ă�ĚŝĂƌǇ�ǁŚĞƌĞ�ǇŽƵ͛ƌĞ�ǁƌŝƟŶŐ�
ĂŶĚ�ŝƚ Ɛ͛�ǀĞƌǇ�ƉĞƌƐŽŶĂů͘�;dŚĞŶͿ�ƐŽŵĞŽŶĞ�ĞůƐĞ�ƌĞĂĚƐ�ŝƚ�ĂŶĚ�ŝƚ Ɛ͛�ƚǁĞŶƚǇ�ǇĞĂƌƐ�ůĂƚĞƌ�ĂŶĚ�ƚŚĞǇ͛ƌĞ�
ŐŽŝŶŐ�ǁŚĂƚ�ĚŝĚ�ƚŚĂƚ�ŵĞĂŶ͍���^Ž�ǇŽƵ͛ƌĞ�ŬŝŶĚ�ŽĨ�ƌĞĐŽƌĚŝŶŐ�ƚŚŝŶŐƐ�ƚŚƌŽƵŐŚ�ƚŚĞ�ůĂŶŐƵĂŐĞ͕�ƚŚĞ�
ŵĞĚŝƵŵ͕�ĂŶĚ�ƚŚĞŶ�ǁŚĞŶ�/�ŐŽ�ďĂĐŬ – ŽƚŚĞƌ�ƉĞŽƉůĞ�ŬŶŽǁ�ƚŚĞ�ǁŽƌŬ�ďĞƩĞƌ�ƚŚĂŶ�/�ĚŽ͘���ĂŶ�ǇŽƵ�
ƌĞŵĞŵďĞƌ�ǁŚĞŶ�ǇŽƵ�ĚŝĚ�ƚŚĂƚ͍��/�ũƵƐƚ�ĐĂŶ͛ƚ͘��/͛ŵ�ǁŽƌŬŝŶŐ�ŽŶ�ƚĞŶ�ƉĂŝŶƟŶŐƐ�Ăƚ�ŽŶĐĞ͕�ƐŽ�ǇŽƵ�
ŬŝŶĚ�ŽĨ�ũƵŵƉ�ĨƌŽŵ�ŽŶĞ�ƚŚŝŶŐ�ƚŽ�ĂŶŽƚŚĞƌ�ʹ�ǁŚĂƚ Ɛ͛�ŝŶ�ŵǇ�ŚĞĂĚ�Ăƚ�ƚŚĞ�ƟŵĞ͘�/�ŬŝŶĚ�ŽĨ�ǌŽŶĞ�ŝŶ�
ĂŶĚ�ĂƐ�ƐŽŽŶ�ĂƐ�/�ĮŶŝƐŚ�ƚŚĞŵ�/�ǌŽŶĞ�ŽƵƚ͘�^Ž�/�ůŽŽŬ�Ăƚ�ƚŚĞŵ�ǁŝƚŚ�ĨƌĞƐŚ�ĞǇĞƐ�Ă�ůŽƚ�ŽĨ�ƚŚĞ�ƟŵĞ͖�
ƚŚĂƚ Ɛ͛�ĂŶ�ŝŶƚĞƌĞƐƟŶŐ�ŵĂƌŬ͘�/�ǁŽŶĚĞƌ�ŚŽǁ�/�ŵĂĚĞ�ƚŚĂƚ͍��/�ĚŽŶ͛ƚ�ƚŚŝŶŬ�ƚŚĞǇ͛ƌĞ�ůŝŬĞ�ŵĞ�ƐŽ�ƚŚĂƚ Ɛ͛�
ƋƵŝƚĞ�ŽĚĚ�ĂƐ�ǁĞůů͘

Dt͗��Ž�ǇŽƵ�ǁĂŶƚ�ƚŽ�ƐĂǇ�Ă�ůŝƩůĞ�ďŝƚ�ĂďŽƵƚ�ǁŚŽŵ�ǇŽƵ�ĚŽ�ƌĞƐƉŽŶĚ�ƚŽ͍

AP͗�'ĞƌŚĂƌĚ�ZŝĐŚƚĞƌ͘ �/�ƚŚŽƵŐŚƚ�dŚĞ�dĂƚĞ�ĞǆŚŝďŝƟŽŶ�ǁĂƐ�ǀĞƌǇ�ŐŽŽĚ�ĂŶĚ�/�ůŽǀĞ�ŚŝƐ�ǁƌŝƟŶŐ͘�,Ğ�
ǁƌŝƚĞƐ�ǀĞƌǇ�ĞůŽƋƵĞŶƚůǇ�ƐŽ�ŚĞ�ŬŶŽǁƐ�ǁŚĂƚ�ŚĞ Ɛ͛�ĚŽŝŶŐ͘�DŝŶĞ�ĂƌĞ�ĚĞůŝďĞƌĂƚĞ�ƉĂŝŶƟŶŐƐ͖� /͛ŵ�
ĚĞůŝďĞƌĂƚĞůǇ�ĚŽŝŶŐ�ǁŚĂƚ�/͛ŵ�ĚŽŝŶŐ͘�/͛ŵ�ŶŽƚ�ĐŚƵĐŬŝŶŐ�ƚŚŝŶŐƐ�ĂƌŽƵŶĚ�ĂŶĚ�ŚŽƉŝŶŐ�ƚŚĂƚ�ŽƚŚĞƌ�
ĨŽƌĐĞƐ�ǁŝůů�ĐŽŵĞ�ŝŶƚŽ�ƉůĂǇ�ŚĞƌĞ͕�ƐŽ�/�ƌĞƐƉŽŶĚ�ǀĞƌǇ�ǁĞůů�ƚŽ�ƚŚĂƚ͘
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Dt͗�^Ž�ŝƚ͛Ɛ�ďŽƚŚ�ƉŚĂƐĞƐ�ʹ��ǆƉƌĞƐƐŝŽŶŝƐŵ�ĂŶĚ�EĞŽͲ�ǆƉƌĞƐƐŝŽŶŝƐŵ͘

AP͗��ĞĮŶŝƚĞůǇ͕ �ǀĞƌǇ�ĚĞĮŶŝƚĞůǇ͊� /�ĂůƐŽ�ĚŽ�ƚŚŝŶŬ�ƚŚĞƌĞ�ĂƌĞ�ƉĂƚŚǁĂǇƐ� ŝŶ�Ăƌƚ�ŚŝƐƚŽƌǇ�ƚŚĂƚ�ǇŽƵ�
ƌĞƐƉŽŶĚ�ƚŽ͘�dŚĞƌĞ Ɛ͛�ƚŚĞ��ƵĐŚĂŵƉŝĂŶ�ƉĂƚŚǁĂǇ�ʹ��ƵĐŚĂŵƉ�ƚŚƌŽƵŐŚ�ƚŽ�tĂƌŚŽů�ƚŽ�WŽƉ��ƌƚ�
ʹ�ǇŽƵ�ĐĂŶ�ƐĞĞ�ƚŚĂƚ�ƉĂƚŚǁĂǇ�ǀĞƌǇ�ĐůĞĂƌůǇ�ĂŶĚ�/�ĚŽŶ͛ƚ�ƚŚŝŶŬ�/͛ŵ�ƉĂƌƚ�ŽĨ� ŝƚ͘� � /�ƚŚŝŶŬ�/͛ŵ�ƉĂƌƚ�
ŽĨ�Ă�ĚŝīĞƌĞŶƚ�ƉĂƚŚǁĂǇ�ǁŚŝĐŚ�ŝƐ�'ĞƌŵĂŶ��ǆƉƌĞƐƐŝŽŶŝƐŵ�ƚŚƌŽƵŐŚ�ƚŽ��ďƐƚƌĂĐƚ��ǆƉƌĞƐƐŝŽŶŝƐŵ�
ƚŚƌŽƵŐŚ�ƚŽ�WŽƐƚͲ�ŽŶĐĞƉƚƵĂů�ƉĂŝŶƟŶŐ͘�̂ Ž�/�ƐĞĞ�ŝƚ�ŝŶ�ǀĞƌǇ�ĐůĞĂƌ�ĐĂƚĞŐŽƌŝĞƐ�ĂŶĚ�ƚŚĞŶ͕�ǁŚĞŶ�ǇŽƵ�
ƐƚĂƌƚ�ƚŽ�ĐƌŽƐƐ�ŽǀĞƌ͕ �ǇŽƵ�ƐƚĂƌƚ�ƚŽ�ŚĂǀĞ�ƐŽŵĞƚŚŝŶŐ�ŶĞǁ͘��

Dt͗��ŶĚ� ŝƐ� ƚŚĞ�WŽƐƚͲ�ŽŶĐĞƉƚƵĂů�ƉĂƌƚ�ŽĨ� ƚŚĂƚ�ĂďŽƵƚ� ƚŚĞ� ĨĂĐƚ� ƚŚĂƚ�ǇŽƵ�ĂƌĞ�ƵƐŝŶŐ� ƚŚĞƐĞ�
ƌĞĂĚǇŵĂĚĞƐ͕�ƚŚĞƐĞ�ŝŵƉƌŝŶƚƐ͍

AP͗�zĞƐ͘�/͛ŵ�ĐŚĂůůĞŶŐŝŶŐ�ƚŚĞ��ƵĐŚĂŵƉŝĂŶ�ŝĚĞŽůŽŐǇ�ƚŚĂƚ�/͛ŵ�ƐƵƌƌŽƵŶĚĞĚ�ďǇ͘�^Ž�ŝĨ�ǇŽƵ�ƚĂŬĞ�Ă�
ƌĞĂĚǇŵĂĚĞ�ĂŶĚ�ǇŽƵ�ƉĂŝŶƚ�ǁŝƚŚ�ŝƚ͕�ǁŚĂƚ�ŝƐ�ŝƚ͍��/Ɛ�ŝƚ�Ă�ƌĞĂĚǇŵĂĚĞ͍��/Ɛ�ŝƚ�Ă�ƉĂŝŶƟŶŐ͍��tŚĂƚ�ŝƐ�
ƉĂŝŶƟŶŐ͍��/Ɛ�ƉĂŝŶƟŶŐ�ƐƚĂŶĚŝŶŐ�Ăƚ�ĂŶ�ĞĂƐĞů�ǁŝƚŚ�Ă�ďƌƵƐŚ�Žƌ�ŝƐ�ŝƚ�ƉĂŝŶƚ�ŽŶ�ĐĂŶǀĂƐ͍�/Ɛ�ƉĂŝŶƟŶŐ�
ƚŚĞ�ĞŶĚͲƉƌŽĚƵĐƚ�Žƌ�ŝƐ�ŝƚ�ƉƌŽĐĞƐƐ͍��

Dt͗�/͛ŵ�ŶŽƚ�ƐƵƌĞ�ǁŚĂƚ�ŝƚ�ŝƐ͘��/�ǁĂƐ�ĂůƐŽ�ƚŚŝŶŬŝŶŐ�ĂďŽƵƚ�tŝůůĞŵ�ĚĞ�<ŽŽŶŝŶŐ͘

AP͗��ŶĚ�WŚŝůŝƉ�'ƵƐƚŽŶ͘���ŽƚŚ�ƚŚŽƐĞ�ƚǁŽ�ĂƌĞ�ŝŶƚĞƌĞƐƟŶŐ�ƚŽ�ŵĞ�ŝŶ�ƚŚĞ�ĞǆƉĞƌŝŵĞŶƚĂů�ŶĂƚƵƌĞ�
ŽĨ�ǁŚĂƚ� ƚŚĞǇ�ǁĞƌĞ� ĚŽŝŶŐ� ĂŶĚ� ƚŚĞ� ĐŚĂůůĞŶŐĞƐ� ƚŚĞǇ� ƚŽŽŬ� ƵƉ͘� /Ĩ� ǇŽƵ� ƚŚŝŶŬ� ŽĨ� ĚĞ� <ŽŽŶŝŶŐ�
ŐŽŝŶŐ�ĨƌŽŵ�ƚŚŽƐĞ�ďůĂĐŬ�ĂŶĚ�ǁŚŝƚĞ�ƉĂŝŶƟŶŐƐ�ƚŽ�ĮŐƵƌĂƟǀĞ�ƉĂŝŶƟŶŐƐ�ĂŶĚ�'ƵƐƚŽŶ�ŐŽŝŶŐ�ĨƌŽŵ�
ĂďƐƚƌĂĐƟŽŶ�ƚŽ�ĮŐƵƌĂƟŽŶ�ʹ�ƚĞƌƌŝĮĐ��ũƵŵƉƐ͊��tŚĂƚ�Ă�ďƌĂǀĞ�ƚŚŝŶŐ�ƚŽ�ĚŽ͘

Dt͗�DŽƌƚŽŶ�&ĞůĚŵĂŶ�ǁŽƵůĚŶ͛ƚ�ƚĂůŬ�ƚŽ�'ƵƐƚŽŶ�ĂŌĞƌ�ŚĞ�ĚŝĚ�ƚŚĂƚ͘

AP͗�EŽ͘�/�ŬŶŽǁ͘�,ŽƌƌŝĮĐ͘�WĞŽƉůĞ�ƐĂǇŝŶŐ�ŚŽƌƌŝĮĐ�ƚŚŝŶŐƐ͕�ďƵƚ�ĚĞ�<ŽŽŶŝŶŐ�ǁƌŽƚĞ�ƚŽ�Śŝŵ�ĂŶĚ�
ƐĂŝĚ�͚ tĞůů�ĚŽŶĞ͕�ŵĂƚĞ͛͘ �dŚĞƌĞ�ǁĂƐ�Ă�ĐŽƌƌĞƐƉŽŶĚĞŶĐĞ�ďĞƚǁĞĞŶ�ƚŚĞŵ͘�dŚĞǇ�ƵŶĚĞƌƐƚŽŽĚ�ǁŚĂƚ�
ƚŚĞǇ�ǁĞƌĞ�ĚŽŝŶŐ͘�dŚĞǇ�ǁĞƌĞ�ĐŚĂůůĞŶŐŝŶŐ�ƚŚĞŵƐĞůǀĞƐ�ĂƐ�ǁĞůů�ĂƐ�ƚŚĞ�Ăƌƚ�ǁŽƌůĚ͘��/�ůŝŬĞ�ƚŚĂƚ͘�dŚĞ�
ĂďŝůŝƚǇ�ŶŽƚ�ƚŽ�ŐŽ�ǁŝƚŚ�ƚŚĞ�ŶŽƌŵ�ĂŶĚ�/͛ǀĞ�ƐƚƌƵŐŐůĞĚ�ǁŝƚŚ�ŝƚ͘�/͛ǀĞ�ĂůǁĂǇƐ�ďĞĞŶ�Ă�ƉĞƌƐŽŶ�ǁŚŽ�
ĚŽĞƐŶ͛ƚ�ŐŽ�ŽŶ�ƚŚĞ�ƉĂƚŚ�ǁŚŝĐŚ�ŝƐ�ĨĂƐŚŝŽŶĂďůĞ͘

Dt͗�tĞůů͕�ǇŽƵ͛ƌĞ�Ă�ƉĂŝŶƚĞƌ�ĨŽƌ�Ă�ƐƚĂƌƚ͘�^ŽŵĞ�ƉĞŽƉůĞ�ŶĞǀĞƌ�ƐĞĞŵ�ƚŽ�ƋƵŝƚĞ�ŐĞƚ�ƚŚĞ�ƐŚĞĞƌ�
ƚĂĐƟůĞ�ƉůĞĂƐƵƌĞ�ĂŶĚ�ďƌŝůůŝĂŶĐĞ�ŽĨ�ƉĂŝŶƟŶŐ͘�/ƚ͛Ɛ�ŶŽƚ�ŝŶ�ƚŚĞ�ĂƌĞŶĂ�ĨŽƌ�ƚŚĞŵ͘��ůů�ƚŚĞǇ�ƐĞĞ�ŝƐ�
ƚŚĞ�ŝŵĂŐĞ�ĂƐ�ŝŶĨŽƌŵĂƟŽŶ͘�

AP͗� /� ƚŚŝŶŬ� /͛ŵ� Ă� DŽĚĞƌŶŝƐƚ͕� ǇŽƵ� ŬŶŽǁ͘� /� ƚŚŝŶŬ� ƚŚĞ� ƚƌĂĚŝƟŽŶ� ŝƐ� DŽĚĞƌŶŝƐŵ͕� ǁŝƚŚŽƵƚ�
ƋƵĞƐƟŽŶ͕�ĂŶĚ�ǁŚĂƚ Ɛ͛�ǁƌŽŶŐ�ǁŝƚŚ�ƚŚĂƚ͍��/�ůŝŬĞ�ŝƚ͘�dŚŝƐ�ŝĚĞĂ�ƚŚĂƚ�ŝƚ�ƐƚŽƉƉĞĚ�Ăƚ�ƐŽŵĞ�ƉŽŝŶƚ�ƚŚĞŶ�
ƉŽƐƚŵŽĚĞƌŶŝƐŵ�ĐĂŵĞ�ŝŶ�ĂŶĚ�ƚŚĞŶ�ǁĞ͛ƌĞ�ŝŶƚŽ�ƐŽŵĞ�ŽƚŚĞƌ�ŬŝŶĚ�ŽĨ�ƉŚĂƐĞ͘�dŚĞƐĞ�ƚŚŝŶŐƐ�ƌƵŶ�
ŝŶ�ƉĂƌĂůůĞů�ĨŽƌ�ƚĞŶƐ�ŽĨ�ǇĞĂƌƐ͘

Dt͗�/ƚ͛Ɛ�ŝŶƚĞƌĞƐƟŶŐ�ƚŚĂƚ�ŝƚ�ƌĞƋƵŝƌĞƐ�ĐŽƵƌĂŐĞ�ƚŽ�ƐĂǇ�ƚŚĂƚ͘��/�ƌĞŵĞŵďĞƌ�ŚĞĂƌŝŶŐ�^ĞĂŶ�^ĐƵůůǇ�
ƐƉĞĂŬ�ĂŶĚ�ŚĞ͛Ɛ�ƵŶĂƉŽůŽŐĞƟĐĂůůǇ�ƌŽŵĂŶƟĐ͘͘͘ǁŚĂƚ�ŚĞ�ĚŽĞƐ�ĂŶĚ�ŚŽǁ�ŚĞ�ƐĞĞƐ�ŝƚ�ĂŶĚ�ŝƚ�ďĞŝŶŐ�
ŝŶ�ƚŚĂƚ�DŽĚĞƌŶŝƐƚ�ƐƚƌĂŝŶ͘

AP͗��Ƶƚ�/͛ŵ�ĂůƐŽ�ŝŶĐŽŶƐŝƐƚĞŶƚ͘�/͛ŵ�ƋƵŝƚĞ�ĨĂŵŝůŝĂƌ�ǁŝƚŚ�ƚŚĂƚ͘�/͛ůů�ƐƚĂŶĚ�ƵƉ�ĨŽƌ�Ă�ƉĂŝŶƟŶŐ�ŽŶĞ�ĚĂǇ͕ �
ƐĂǇ�ƐŽŵĞƚŚŝŶŐ�ĂŶĚ�ƚŚĞ�ŶĞǆƚ�ĚĂǇ�/͛ůů�ƐĂǇ�ƐŽŵĞƚŚŝŶŐ�ĞůƐĞ͘�/ƚ�ŚĂƐ�ƌĞǀĞĂůĞĚ�ŝƚƐĞůĨ�ŝŶ�Ă�ĚŝīĞƌĞŶƚ�
ǁĂǇ�ĂŶĚ�/�ĨĞĞů�ĚŝīĞƌĞŶƚůǇ�ĂďŽƵƚ�ŝƚ͘��

DŝŬĞ�tĂůŬĞƌ�ŝƐ�Ă�WŚ��ƐƚƵĚĞŶƚ�ŝŶ�ƚŚĞ�,ŝƐƚŽƌǇ�ŽĨ�WŚŝůŽƐŽƉŚǇ�ŽĨ��ƌƚ�Ăƚ�ƚŚĞ�hŶŝǀĞƌƐŝƚǇ�ŽĨ�<ĞŶƚ͕�
�ĂŶƚĞƌďƵƌǇ͘

Doliphilia, 2009/2010, oil based media, plasticine on canvas, 8.5m x 2.5m
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The Deluge, 2007, oil & caulk on canvas, 2.4m x 2.4m
Love & Death, 2009, oil, caulk and plasticine on canvas, 2.4m x 4.8m

Venice, 2006, oil on canvas, 0.91m x 0.6m

Detail of The Marriage, 2007, oil & caulk on canvas, 2.4m x 2.4m Detail from The Garden of Earthly Delights, 2011, oil, caulk, plasticine & readymade, 9m x 2.5mStack, 2009/2010, oil, caulk & plasticine, 14m x 3m

The Garden of Earthly Delights, 2011, oil, caulk, plasticine & readymade, 9m x 2.5m

MAD, 2008, oil & caulk on canvas, 2.4m x 2.4m
The Marriage, 2007, oil & caulk on canvas, 2.4m x 2.4m
Canterbury Giant, 2008, oil & caulk on canvas, 2.4m x 2.4m
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