THE PROCESSES OF PAINTING

ABSTRACTS

CONVERSATION 1: The painting that is better than it should be

INITIATOR: JEFFREY DENNIS       (RESPONDENT: KATRINE HJELDE)

This discussion examines the issue of ‘intentionality’ within painting.  Certain approaches to painting allow, within the process, radical re-working and re-thinking, perhaps taking the painting a long way from its original trajectory.  Whereas this kind of radical realignment would, in other fields of creativity (architecture, science-based research or design) tend to leave the project hopelessly compromised, painters can be set up terms for their work in such a way that the painting is enriched by the complications that ensue.

I will speculate on the relationship to time that is embodied in such working practices, and the implications of diversion; in terms of entertainment or ‘getting lost’.  I will explore the challenge that this kind of working practice offers to the institutional structures of research in fine art universities, where the first threshold must be negotiated by a written proposal that sets out intentions and expected outcomes.

This presentation builds upon a short conversation with Merlin James in 2005, when he mentioned how the long process of revisions and amendments, evident in his paintings (some having been worked on from 1987 – 2003) helped free them from ‘over-prescriptive intentions’.

CONVERSATION 2: Painting as tableau. Tableau as process. 

INITIATOR: MICK FINCH         (RESPONDENT: MARIO ROSSI)

This position paper initially takes Jameson’s figuring of his idea of the waning of affect by the gestalt distinction between depth and surface as a way of opening up a further distinction between painting and tableau.  This is to at first challenge oil painting as a dominant but narrow model of painting that excludes accounts of wider contemporary and historic painterly practices and their processes.  The broader model implied here can be thought of as the tableau; as the operational aspects of pictorial representation where the rhetorical and syntactical structures of the image are immanent to the material working of a painting.  Furthermore the discursive space of an image and the archival spaces between images are arguably important sources for practices and processes in an inter-textual sense of painting.  Here particular senses of appropriation, transcription and contextualization can be seen to be at work at the level of the tableau within painterly practice.  The idea of the tableau sketched out here can be thought of as a counter movement to the so called ‘expanded field in painting’.  The paper proposes that the idea of tableau proposed here is more akin to an infra-thin than a literal colonizing of three dimensional space by the painterly and the pictorial.  

CONVERSATION 3: Before one’s foot falls

INITIATOR: DANIEL STURGIS        (RESPONDENT: STELLA CAPES)

Process: “a series of actions or steps taken in order to achieve a particular end”

“a natural or involuntary series of changes : the aging process.”

My presentation will look principally at three artists work, two historic and one contemporary, Myron Stout, Lee Lozano and Richard Roth. I will examine the processes these artists developed NOT to make paintings. By focusing on artists – who all described themselves as painters – but who all employed ‘delaying tactics’ to arrest the creative process - I hope to address the problematic position of their process. By examining these artists work I will not try to build any grand theory, rather introduce aspects of three artists work – through their individual processes -  and this may tangentially say something about the way I build a critical framework for my own practice and the way idiosyncratic examples of art are ineptly subsumed into current practice. 

CONVERSATION 4: Has painting lost its mojo?
INITIATOR: DERECK HARRIS     (RESPONDENT: KATIE PRATT)

If it is a given that the intention and interpretation are interdependent partners in the production of meaning in Contemporary Art, then the space between these two has become an axis and a site of exchange between maker and viewer. After a brief look at the range of critical and academic mechanisms that traditionally interpret this exchange, I will move on to consider the limitations that may have resulted - particularly in the case of Painting and it’s loss of Mojo. As a medium Painting is constituted of inert pigment suspended in a range of binding oils and compounds. My short paper will contest that the flow and form of a painter’s intention is synthesized in and through the medium, and that the conflation of concept, strategy, and sensory intuition can result in a transformative process in and of itself, that is to say the substance as: the materiality of paint - is the embodiment and realization of a theo-alchemical transformative process (as Elkins proposes). When we consider painting; what does the transformation of substance into process mean?

I would like to propose a new authenticity – a Hypostatic Expressionism where uncontrolled (de-skilled) painting processes endure, making no claims for purity of self-expression. Instead, they explore the transformative powers of paint as a substance: substance as process (Elkins). If substances do not speak clearly to us it is because they are mute, dumb, inarticulate materiality, meaning is a projection of the viewer’s moods and thoughts. As Elkins says: ‘…painters have to work in a morass of stubborn substances’ and ‘substances are like mirrors that let us see things that we do not quite understand’.  In painting there is the hypostatic feeling of the artist (maker) infused into the surface too: is it possible to interpret the painter’s hypostatic feelings in the paint used for pictorial depiction? Or are we bound instead by the need to privilege traditional tools of interpretation; the determinants of criticality in order to make meaning?

[James Elkins, What Painting Is, Routledge, 1999]

CONVERSATION 5: Magenta Pool 
INITIATOR: MIKEY CUDDIHEY (RESPONDENT: PAULA KANE)

Coming back to painting after a long time spent writing; I embraced the things I'd missed.  (I found) it was at once exhilarating and terrifying.  This led me to think about painting in these terms:

Fear of Painting

Imagining Painting

Remembering Painting

and ... 
Intimacy and Distance

I am interested in how the painters I admire, although diverse in their outcomes, all use strategies of intimacy, of  'being in' their work when they paint.  I want to look at the way image is imbedded in their process, and how this process is inextricably linked to the body. In this context, I will discuss the paintings of Elizabeth Magill, which 'appear as if they have been summoned up out of the painted ground' Janaina Tschape (Vik Muniz’s essay on watching her paint); the work of Ellen Gallagher (who lays paper down on canvas, 'like a skin'); and Laura Owens who says, 'A painting should fit into your day'.

I will ask:

How does one keep that intimate relationship with the subject (the painting) while at the same time, standing away from it?

What value does this approach bring to the painting, to the viewer when the painting is finished; when it's all over?
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