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or painting (as in Sun Woo).  
Sun Woo, as Cha might say, 

“paints broken”—her rogue 
combination of genres  
and surreal figuration conjure  
a bodily condition marked  
by perpetual, violent change. 
Sun Woo’s work displays  
the instability of domesticity 

—the home becomes a near- 
unrecognizable, tumultuous 
place where people and  
products are permeable,  
their porous boundaries  
shifting under pressure.  
In this way, Sun Woo offers  
a corporeal parallel to notions 
of displacement and migration. 
What first appears as an  
empty living room or rural  
landscape quickly becomes  
an expression of the body, 
which might manifest, too,  
as a threatening, dislocated 
household object: an unruly 
hairdryer, perhaps, or a laptop, 
slowly burning away.

1. Theresa Hak Kyung Cha, Dictée, 2nd ed. 
(Berkeley: University of California Press, 
2009), 161, emphasis original.

 Alex Da Corte’s works possess 
an irreverent goofiness. A 2021 
installation for The Met’s roof-
top, for instance, featured  
an introspective Big Bird sitting 
on a reinterpretation of a 
kinetic sculpture by Alexander 
Calder, while in his Bad Land 
(2017) videos, Da Corte imper-
sonates Eminem’s alter-ego, 
Slim Shady, eating cereal and 
nonsensically fiddling with 
video game controllers. Unlike 
an older generation of lewd 
provocateurs like Mike Kelley 
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and Paul McCarthy who also 
fixed their gaze on mass 
culture, sullying the innocence 
of well-known figures like 
Snow White and Heidi, Da 
Corte largely drains his work  
of transgression. For journalist 
Arthur Lubow, such lightheart-
edness belies the underlying 
anxiety that is often more 
covertly present for Da Corte. 
Da Corte’s work, he observes, 
is “soothing art [that] is also 
self-soothing,”¹ in that it  
inoculates the viewer against 
violence or perversion. In  
THE DÆMON, Da Corte’s  
most recent exhibition  
at Matthew Marks Gallery,  
he turned his object of study 
from character to atmosphere. 
Comprising paintings and 
sculptures centered on 
cartoonish renditions of  
1960s domestic interiors, the 
exhibition questioned the 
modernist promises of sleek, 
relaxed domesticity, infusing 
the home with unnerving,  
even supernatural forces. 

 Da Corte’s destabilization 
of the domestic—a sphere 
more often associated with 
warmth, comfort, and secu-
rity—began upon entry to  
the exhibition. A stark, bright 
light suffused the space,  
reinforced by the plush, white 
carpet floor and white walls 
that conspired to recall  
the padded rooms of psychiat-
ric hospitals. In the room’s 
center, Da Corte built a 
recessed conversation pit }
(The Conversation Pit, 2023) 
and filled it with unusually 
vibrant retrofuturistic  
furniture—curved loungers,  
standing globe lamps, and 
oversized pills that served  
as sculptural accents.  
The forms were modeled after  
the set design of Stanley 
Kubrick’s A Clockwork Orange 
(1971), a film that situates its 

58

depictions of graphic and 
brutal violence within hyper- 
stylistic interiors that mix  
nods to midcentury, retrofutur-
ism, and pop art. A cornerstone  
of midcentury interior design, 
conversation pits were 
marketed for their cozy inti-
macy and association with 
sleek hipness. In the exhibition, 
however, the living room  
setup was imbued with  
a sense of tension and clinical 
coldness, as though it were 
meant to be studied rather 
than lived in. Despite its plush 
and colorful surfaces, certain 
elements suggested foul  
play. A potted plant made of 
flock, foam, and wire-core 
urethane lay haphazardly  
on a mirrored coffee table, 
toppled over by some unseen 
force. Faux dirt sullied the  
pristine floor as a series of  
cat paw prints wandered off 
from the spill, then vanished 
mysteriously. Though the  
overall scene could be ripped 
from a high-end design  
catalog, The Conversation  
Pit included unsettling 
moments that complicated  
the associations with domestic 
space—a sense of unpredict-
ability and mystery shot 
through otherwise meticu-
lously arranged objects.

On the back wall, a set  
of black-and-white mixed- 
media paintings titled The 
Dæmon (2022) resembled  
a discombobulated cartoon 
strip. The non-sequential 
works depict a cat walking 
through a home, as well  
as scenes of a couple reading 
and conversing in their living 
space. The comic strip quality 
recalls Da Corte’s investment 
in playful popular culture,  
but the work’s nonlinearity 
reinforces the exhibition’s 
brooding sense of uncertainty. 
In the center left frame,  
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lously arranged objects.

On the back wall, a set  
of black-and-white mixed- 
media paintings titled The 
Dæmon (2022) resembled  
a discombobulated cartoon 
strip. The non-sequential 
works depict a cat walking 
through a home, as well  
as scenes of a couple reading 
and conversing in their living 
space. The comic strip quality 
recalls Da Corte’s investment 
in playful popular culture,  
but the work’s nonlinearity 
reinforces the exhibition’s 
brooding sense of uncertainty. 
In the center left frame,  

or painting (as in Sun Woo).  
Sun Woo, as Cha might say, 

“paints broken”—her rogue 
combination of genres  
and surreal figuration conjure  
a bodily condition marked  
by perpetual, violent change. 
Sun Woo’s work displays  
the instability of domesticity 

—the home becomes a near- 
unrecognizable, tumultuous 
place where people and  
products are permeable,  
their porous boundaries  
shifting under pressure.  
In this way, Sun Woo offers  
a corporeal parallel to notions 
of displacement and migration. 
What first appears as an  
empty living room or rural  
landscape quickly becomes  
an expression of the body, 
which might manifest, too,  
as a threatening, dislocated 
household object: an unruly 
hairdryer, perhaps, or a laptop, 
slowly burning away.

1. Theresa Hak Kyung Cha, Dictée, 2nd ed. 
(Berkeley: University of California Press, 
2009), 161, emphasis original.

 Alex Da Corte’s works possess 
an irreverent goofiness. A 2021 
installation for The Met’s roof-
top, for instance, featured  
an introspective Big Bird sitting 
on a reinterpretation of a 
kinetic sculpture by Alexander 
Calder, while in his Bad Land 
(2017) videos, Da Corte imper-
sonates Eminem’s alter-ego, 
Slim Shady, eating cereal and 
nonsensically fiddling with 
video game controllers. Unlike 
an older generation of lewd 
provocateurs like Mike Kelley 
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and Paul McCarthy who also 
fixed their gaze on mass 
culture, sullying the innocence 
of well-known figures like 
Snow White and Heidi, Da 
Corte largely drains his work  
of transgression. For journalist 
Arthur Lubow, such lightheart-
edness belies the underlying 
anxiety that is often more 
covertly present for Da Corte. 
Da Corte’s work, he observes, 
is “soothing art [that] is also 
self-soothing,”¹ in that it  
inoculates the viewer against 
violence or perversion. In  
THE DÆMON, Da Corte’s  
most recent exhibition  
at Matthew Marks Gallery,  
he turned his object of study 
from character to atmosphere. 
Comprising paintings and 
sculptures centered on 
cartoonish renditions of  
1960s domestic interiors, the 
exhibition questioned the 
modernist promises of sleek, 
relaxed domesticity, infusing 
the home with unnerving,  
even supernatural forces. 

 Da Corte’s destabilization 
of the domestic—a sphere 
more often associated with 
warmth, comfort, and secu-
rity—began upon entry to  
the exhibition. A stark, bright 
light suffused the space,  
reinforced by the plush, white 
carpet floor and white walls 
that conspired to recall  
the padded rooms of psychiat-
ric hospitals. In the room’s 
center, Da Corte built a 
recessed conversation pit }
(The Conversation Pit, 2023) 
and filled it with unusually 
vibrant retrofuturistic  
furniture—curved loungers,  
standing globe lamps, and 
oversized pills that served  
as sculptural accents.  
The forms were modeled after  
the set design of Stanley 
Kubrick’s A Clockwork Orange 
(1971), a film that situates its 
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depictions of graphic and 
brutal violence within hyper- 
stylistic interiors that mix  
nods to midcentury, retrofutur-
ism, and pop art. A cornerstone  
of midcentury interior design, 
conversation pits were 
marketed for their cozy inti-
macy and association with 
sleek hipness. In the exhibition, 
however, the living room  
setup was imbued with  
a sense of tension and clinical 
coldness, as though it were 
meant to be studied rather 
than lived in. Despite its plush 
and colorful surfaces, certain 
elements suggested foul  
play. A potted plant made of 
flock, foam, and wire-core 
urethane lay haphazardly  
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Alex Da Corte, The Conversation Pit  
(top: detail; bottom: installation view) (2023).

© Alex Da Corte. Matthew Marks Gallery,
Los Angeles, 2023. Images courtesy of the artist

and Matthew Marks Gallery.
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the black cat stands next to  
a floor lamp it has presumably 
just knocked over, recalling  
the toppled plant in The 
Conversation Pit. The cat 
seems as though it were  
a traveler between the sculp-
tural and flat artworks on  
a mission to disrupt domestic 
peace. In Greek mythology,  
a daemon is a supernatural 
being who works as a bridge 
between gods and humans. 
The show is coy about whether 
the cat is a daemon in the 
mythological sense, but  
it does use the animal in ways 
that toy with its association 
with the supernatural—cats 
are typically considered to  
be tranquil domestic compan-
ions (you can pet them, they 
are pleasant to look at) but 
here, the feline operates  
as the disruptive force that 
transcends mediums and 
artworks. Here resisting the 
self-soothing inclination artic-
ulated by Lublow, the artist 
takes prototypically soothing 
material—domestic spaces 
and animals—and makes  
them into disruptive forces.

The Grimalkin (2023),  
a digital photographic print  
on poplin and plexiglass that 
hung unusually high on the wall 
opposite The Dæmon, depicts 
a statuesque, dirt-covered 
man framed by a vibrant  
cerulean sky. “Grimalkin,”  
an antiquated term for a grey 
cat, was also a word used  
to refer to women suspected  
of witchcraft in the early 
modern era.² Witches, like 
daemons, straddle the physical 
and supernatural planes. 
Across the show, these cosmic 
interlopers (whether a cat or 
the gargoyle-like man pictured 
in The Grimalkin) strand  
the viewer in an atmosphere  
of strangeness. Shot from  
an extremely low angle, the 

source image for The Grimalkin 
was originally featured in  
a local Arizona news article 
about firefighters who rescued 
a young man who had been 
stuck in a chimney for several 
hours.³ For Da Corte, like  
the Arizona man, the longer 
one stays stuck inside the 
home, the more potential  
there is for unsettling transfor-
mation. Chimneys—the 
passageways of warmth,  
gifts, and good cheer—can 
also be claustrophobic tunnels 
filled with perilous ash and 
smoke. In THE DÆMON,  
Da Corte pulls back on his 
supposed impulse to self-
soothe and instead imagines  
a shifting world where one 
expects the pinnacle of  
stability but is often met with 
the unknown.

1. Arthur Lubow, “Alex Da Corte, Puppet 
Master,” The New York Times Style 
Magazine, June 16, 2021, https://www.
nytimes.com/2021/06/15/t-magazine/
alex-da-corte.html.
2. Oxford English Dictionary, s.v. 

“grimalkin (n.),” July 2023, https://doi.
org/10.1093/OED/1513517564.
3. Nicole Hernandez, “Man rescued from 
his chimney in Tucson,” The Arizona 
Republic, October 17, 2016, https://www.
azcentral.com/story/news/local/
arizona/2016/10/17/man-rescued-his-
chimney-tucson/92309632/.

Looking like a lace-and- 
leather-clad spirit, MUXXXE 
strutted around in massive, 
knee-high boots and a  
white zentai bodysuit that 
covered them from head  
to toe. Ferocious club-trap- 
reggaetón beats blasted 

through speakers, as the fully 
masked artist delivered 
Spanish rap lines, rapid-fire. 
This vibrant performance took 
place not in a dark club, but 
under the bright lights of the 
Long Beach City College 
(LBCC) Art Gallery as part  
of the artist’s recent solo exhi-
bition, SEMENTERIO. Despite  
the exuberance of the artist’s  
musical performance,  
the multimedia exhibition  
was structured as a funeral  
to MUXXXE’s past selves.  
A laser-cut epitaph affixed  
to one wall read, “En memoria 
al cuerpo que / alguna vez 
habité” (“In memory of the 
body / I once inhabited”) 
(MEMORIAL, all works 2023). 
The exhibition converted the 
gallery into a cemetery-like 
space in which the artist 
sought to shed masculine 
aspects of themselves through 
a series of performative rites. 
Throughout SEMENTERIO, 
MUXXXE’s work suggested 
that the rejection of internal-
ized machismo can invite  
a broader view of gender  
and selfhood.

Upon entering the gallery, 
visitors encountered the husk 
of a puffy plastic vest on  
the floor joined by a pair of 
detached sleeves (RESTOS 
[Remains]). Covered in ashes 
and concrete, these clothes 
were transformed into dusty 
remnants, arranged as if  
ceremonially cast off a body 
like a discarded skin (PURGE). 
Snippets of MUXXXE’s  
lyrics were displayed across  
a nearby gallery wall in vinyl 
text. “To lo que me jode / Lo 
mando al pasado” (“Everything 
that screws me / I send to  
the past”), reads one pointed 
couplet; “Borron, cuenta nueva 
/ De ti me he olvidado” (“Erase, 
and a fresh start / I’ve forgot-
ten all about you”), it continued. 
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