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In the photograph, at the cusp of a dense clutch of 

evergreen trees, a figure stands companionless. He looks 

oddly out of place: the branches of a nearby tree reach 

for him, obscuring his form as if to embrace him, even as 

his dark suit and tie mark him as an interloper here in the 

woods. Under a shock of white hair, his eyes shift to focus 

beyond the camera's searching lens. He carries his hands 

primly, uneasily, in front of him, his fingers interlaced in an 

imploring gesture, as if in prayer. Beyond him, the lilting 

topline of the trees yields to a flat, gray sky. Like this 

isolated man, we too remain captives w ithin the natural 

confines of the photograph, unable to see beyond the 
forest for the trees. 
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This lonesome, spectral figure is Andy Warhol, captured on film by photographer David 
McCabe in late 1964 during a visit to famed architect Philip Johnson's private residence, 
the modernist masterwork known as the Glass House. Warhol and Johnson were close 
friends; the artist regularly visited the architect here in New Canaan, Connecticut, just a 
train ride away from Warhol's infamous New York City studio, The Factory. The coolness 
of the photograph extends beyond its formal restraint: McCabe recalls arriving on the 
morning of "a cold, gray day" by invitation from Johnson to photograph Warhol at the 
Glass House, which the photographer considered "essentially another stage set.''
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other images from this series, Warhol appears alongside Johnson within the glass walls 
of the home, seemingly quite at ease behind his omnipresent dark sunglasses. Warhol 's 
demeanor inside the Glass House aligns with the identity that the artist successfully 
cultivated nearly everywhere else: apathetic, cool, detached. Such an attitude radically 
diverges from the uncomfortable figure we sketched above: outside of the security 
of the all-seeing house and thrust into the natural landscape, Warhol looks uneasy, 
exposed, even vulnerable. 

The push and pull of this photograph embodies Warhol's thorny relationship with the 
natural world, a subject to which he repeatedly returned over the course of his artistic 
career. Although best known for his responsiveness to popular culture and the language 
of advertising, Warhol simultaneously pictured nature in his work, depicting landscapes, 
flora, fauna, and other natural motifs in innovative and surprising ways. Rather than 
building a chronological history of Warhol's engagement with nature, this exhibit ion 
instead seeks to clarify certain commonalities among works t hat illuminate the various 
strategies Warhol deployed in his exploration of the natural world. The exhibition 
includes art from every decade of the Pop icon's long career-from his earliest drawings 
of bees and birds as a commercial illustrator through camouflage paintings made in 
the last year of his life. Considered together for the first t ime, this varied body of work 
across a variety of media illuminates an understudied, yet vitally important strain of the 
artist's thinking and aesthetic interests. 

In the summer of 1964, some six months before the photographs of Warhol at the 
Glass House, the artist began a series of paintings featuring a flattened, enlarged flower 
motif. This vibrant, colorful subject matter seemed to depart from the mostly restrained 
coloration and dark mood that had characterized his then-recent painting practice: 
Warhol's subjects of the previous year included race riots, electric chairs, and car crashes. 
In April of that year, immediately before the paintings of Flowers, the artist had installed 
his 13 Most Wanted Men on the exterior of the Philip Johnson-designed New York State 
Pavilion at the 1964 World's Fair. As a source for the large-scale silkscreened paintings, 
Warhol mined a 1962 pamphlet produced by the New York Police Department featuring 
photos of its 13 most-wanted criminals. The artist enlarged t he mugshots, silkscreening 
them onto four-foot-square canvases and arranging them in a grid. Just a few days into 
the installation, determining that it conflicted with the intentions of the fair, officials 
elected to obliterate the controversial images with silver paint, creating a monochrome 
square 20 feet wide. 13 Most Wanted Men, in its appropriation of potentially charged, 
popularly consumed photographs to deliver an open-ended field of images, falls squarely 
within Warhol's trajectory of production in t he early sixties. 

The Flowers series, then, represents a dramatic conceptual departure for Warhol, but also 
a technical continuation in this pivotal moment in his career. On one hand, the benign 
subject of flowers seems to break from the pointed and potentially subversive references 
to current events and politicized issues that marked Warhol's early sixties pictures. In fact, 
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the famed curator Henry Geldzahler later took credit for this seemingly upbeat shift in 
subject matter: "I said, 'Andy, maybe it's enough death now.' He said, 'What do you mean?' 
I said, 'What about this?' I opened a magazine to four flowers." 

2 
Warhol's method and 

treatment of this subject, however-clipping the image from a popular source, distilling 
and enlarging the image through mechanical means- procedurally connects the Flowers 
to the Death and Disaster images. This approach also links the Flowers to the 13 Most 
Wanted Men series, which Warhol was remaking using the same silkscreens he had used 
for the World's Fair mural the summer he was working on the Flowers. Warhol's source 
for the Flower paintings was a color photograph of hibiscus flowers by photographer 
Patricia Caulfield that appeared in the magazine Modern Photography in June 1964.3 In 
Warhol's original collage incorporating that source, his ultimate intentions for the image 
emerge through his manipulation of (and handwritten additions to) the magazine page. 
Though Caulfie\d's reproduced photograph featured seven hibiscus blossoms of various 
hues, Warhol screened out three of the flowers with collaged paper, resulting in a square 
format reminiscent of the format of 13 Most Wanted Men. His notations in pencil at the 
margins indicate the ultimate size-48 inches- he sought for the enlargement of the 
source image. 

Ultimately, Warhol produced the Flowers paintings at a variety of sizes and in a range 
of color. The orientation of the image varied from series to series, and sometimes from 
canvas to canvas. Numerous prints were also produced from this image. When displayed 
together, the sheer repetition of the flower motif assumes a pattern that approaches 
printed fabric or even wallpaper, an effect that prefigures Warhol's later screenprinted 
wallpapers using images of animals, such as his Cow Wallpaper. The artist returned to 
the floral motif regularly throughout his career, including later print runs of the Flowers 
and a project proposal-which was ultimately rejected-to cover the Tacoma Dome in 
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Washington with an oversized, Technicolor image of a daisy. The repetition and mediation 

of the original photographic source image constituted one of the seminal aesthetic 

decisions that defined Warhol's practice. But why the impulse to repeat? How does 

the mediation of the image change its reception and meaning? For art critic Hal Foster, 

Warhol's repetition worked toward a remediation of some underlying trauma that the 

artist saw in the images: "The Warhol repetitions not only reproduce traumatic effect~; 

they also produce them. Somehow in these repetitions, then, several contradictory things 

occur at the same time: a warding away of traumatic significance and an opening out to it, 

defending against traumatic affect and a producing of it." 
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The inherent trauma remains 

easy enough to locate in Warhol's images of electric chairs or the photographs of bodies 

maimed by automobile accidents. But what's so traumatic about a cluster of hibiscus 

blossoms or a cow's head that it must be repeated and relived hundreds of times? 

This exhibition argues that in Warhol's life and practice, nature (for which the Flowers 

here serve as an iconic example) must be controlled, manipulated, ultimately and finally 

fixed. The ambiguity of the exhibition's title-does it refer to Warhol's own inherent 

.nature or Warhol's treatment of nature in his work?-implies that one informs the other: 

that Warhol's conflicted understanding of his own nature necessarily informed his 

approach to the natural world beyond himself. In an oft-quoted line, the artist deferred 

outside attention from his own natural form to that of his creative work: "If you want 

to know all about Andy Warhol, just look at the surface: of my paintings and films and 

me, and there I am. There's nothing behind it." 
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But that surface everywhere remains 

one of rigid control alongside playful construction. He manipulated his own identity 

and physical form just as he did the surfaces of his paintings; through a series of self
inventions and studied manipulations, the boy born Andrew Warhola to a Slovakian

American coal miner in Pittsburgh evolved into the urbane and well-connected denizen 
of Manhattan known as Andy Warhol. 

The surface of the artist's body, too, became a site for editing, disguise, and control. He 

famously donned a series of white wigs to cover his baldness, caked makeup onto his 

face to conceal his blotchy complexion, and wore a girdle to smooth his lumpy silhouette. 

Such attempts to control the natural expression of his bodily form find their analogue 

in Warhol's artistic practice. In images like Self-Portrait (pg. 14), the artist deployed his 

method of screenprinting in much the same fashion as he had in his earlier Flowers or his 

portraits of celebrities. As in those earlier pictures, too, the primary tool of representation 

here is not the paintbrush but the silkscreen, a machine designed to reiterate the same 

image again and again. The eccentricities and glitches evident in the panel-the mottled 

expression of pigment in the lower left, or slight misalignment of the lower line of the field 

of black-arise not from the hand of the artist, nor even the artist's intention. Rather, 

such breaks result from random chance, effectively undercutting the primacy of the artist 

as accorded by Modernism, and effacing the unique expression of Warhol himself. Notably, 

the silkscreen is not the only machine figured here. The specter of the camera is here too: 

as in most of his paintings, Warhol's subject is a photograph of the artist, and explicitly 

not his body. Self-Portrait thus becomes legible as an image of an already-mechanized 

image-two steps removed from the lived-in flesh of the artist's body. 

And then there's the camouflage-audaciously painted in red, white, blue, and pink

that overlays the artist's face, referencing methods of disguise used by those seeking 

to recede into nature, such as the military and hunters of wild game. Warhol derived 

the organic, biomorphic line of the patterning directly from examples of camouflage 

fabric. But rather than concealing, this facsimile of camouflage serves only to highlight 
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the dynamic formal properties of the pattern. It resembles nothing so much as the 

all-over approach of midcentury gestural abstraction, the school of painters Warhol 

and his Pop contemporaries succeeded in the vanguard of American art. The Abstract 

Expressionists depended on a primordial trust in nature-especially the nature within

and the ability of the painted image to communicate it. As art historian Jonathan Katz 

has noted: "it was to nature that abstract expressionism appealed, and from which 

it sought support. Abstract expressionism had a lock on the natural, whether it was 

understood as the natural expression of emotion, the Greenbergian ideal of the nature of 

painting, or the Rosenbergian notion of an encounter between human nature and resistant 

materials."
6 

As Jackson Pollock famously and succinctly described his relationship to the 

natural world: "I am nature." 
7 

But quite unlike Pollock, Warhol seeks to control the image 

of nature through mechanical means by combining the facsimile of nature with his own 

visage. We might read such an embrace of mechanical reproduction as an example of 

the author-function advanced by Michel Foucault: an artist only owns a work so much as 

a machine owns a product. The gestural marks of Abstract Expressionism that sought to 

evidence the nature of the artist-the "signs referring to the author" as Foucault would 

have it 8-reduce here to reiterable gestures with therefore unidentifiable authorship. 

Other works on display in this exhibition further elaborate on Warhol's interest in 

gestures of control over the natural world: the domesticated (and even taxidermied) 

cats and dogs in his early drawings and later paintings, the simulated environments of 

his shiny inflatable Silver Clouds and his little-seen film Sunset, and his late paintings 

of endangered species all index the artist's pervasive efforts to corral nature into an 

intelligible and iterable form. The ensuing essays in this volume offer further insight into 

these bodies of work and Warhol's ongoing investment in circumscribing nature in an 

effort to hold it at bay. 

Let us return, then, to the image with which we began. It should now come as little 

surprise that Warhol seemed much more at ease inside the Glass House than at the 

periphery of its landscape. What is the Glass House, after all, if not a giant camera 

offering instantly framed views in every direction, providing its erudite occupants an 

all-seeing, all-knowing position of voyeuristic control over the natural world? "My favorite 

smell is the first smell of spring in New York,"9 Warhol once said. Of course it was: the 

aroma of spring in the city comes wafting from parkland bound and constricted on every 

side, a cultivated bouquet of freshly turned earth framed by the odors of hot dog carts 

and the exhaust of a taxicab leaving the park for drinks and dinner downtown. This, 

finally, is Warhol's nature: a circumscribed wild, a controlled chaos, a reluctant embrace 

of the elemental forces that drive us. 
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