
literature I rel'er to. At other times these' terms have very particular
uses. This will abo account for the occasions where I deviate slightly
I'rom Foster's or Pollcck's terms of rererence.

As I have Indlcated. my parttcular concern here is to ldentll'v a critical
form of' postmodorn practlce In expresslonlat painting. I draw
predominantly on Foster's definition of 'critical'. In his ldentlf'lrntlun 0('

two distinct strands of postmodernlsrn - a postmndcrnlsm of reaction and
a postmodernlsm of resistance (which he also ref'ors to as critical
postmodernlsml 11(' atresses that this latter postmodornlsm II is
COIU'(,I'll('d with a critical deconstrucuon of tradition" which "Sl'{'l{s to

question rather than exploit culcural codes"] W8:~:xH) Fostor asserts
through these propositions that a fundamental reature of a critical
(resistant) art practice today 1:-; that it admils its own language to tlP
a set of' conventions. Critical postmo<iernlsm hero Indlcates a practkx-
which does not accept rcpresentatlon as natural. Instead, it
prohlematlsos representatlon in order to reveal its forms as thos« 0('

convention, us constructed, In this way critical postmoderntsm
undermlnes the Idea that any one form or system of representatlon has
the authorlty to "represent some authentic vlslon of the world'' (owens,
Hl83:!38). For FOHtm', "[cr ltlcal] postmodernlst art 'dlsentrcnches' its
given medium, not only as an autonomous actlvltv bu1 also as a modo or
rcpresentatton with assured !'C'fol'entiul value and/or ontologlcal
status",r

As noted, Fost('r, and others (Cnlig OW(,flS in partk-utar), see critical
nostmodcmtsm a~ an extenston and renegottutlon of a cortatn aspect of
avant-gardo modernlsm. By tho sumo token, they vlow (,I'itiml
postmodemtsm as a slmultanoous crlttqu« of tho modornlst tenots of'
authentlclty, Ol'lginality and disC'ipliIH'~SI)('('ifl(' purltv. Tht'y maintain
thal tho 'crltlcal side' of' modernlsm (In spilt' of' tlu: fad that modorntsm
in ((01wl'ul might have pm'l'<'tuatt'd cortaln myths around roprosontatlor- \
was concerned wlth a s('l('-erlti<'ailly whlch was connected to a rejection
of' traditlon. OwellH I'm' oxarnpk-, \'('1'(,1'8 to I.ho "radlcal Impulse- that
motivated mndorulsm It (1 !l!l~:1.17),

'l'ho undormlnlng of ttl!' dis('lplhll'msp('r~ifk Jllll'il~, whlch Is tho IH'PS('I'V(,

of modornlsm, und tllp breakdown of dlsclpllnr« whlch ('IHlt'uctPl'is('s
postrnodornlsm, Is ('(lmm()IlI~' It'r'mpc) pm:lmodl't'll Intortoxtualttv. Fostor
Bol('H In this l'('[~m'(l, thut III pOHtmo(]l'I'ulsm "UH' cu'Ul'acl IH lJIH'];\-' to be'
treated l('ss as i1 work in modernlst torms ~ 1l1l!<JlH', !'yml>ollc, \'Jsi()nCll'~'



Another PPl'SP('f'tlV(' nil postmoder nism whk-h is vory pt-rtluent to this
discussion is I hilI It has "Iso hl'I'Tl tI('fillf'd as an I'x[pnsiof) f)r tbr-
'cutting t'dg(" of modernism. This is [lOSI'<i as the mort' productlve (or
crttlrul) aspect of postmodernlsm. [ olahoratu OIl this point further on.

I'lWl'P is much to IH' said {'Ot' tilps(' cll'l'inlUons and Pl'I'SP(,C'tiv('s on
postmodernlsm. and I have' of IH'C'PSSity slmplltled them, For the purposes
of this research however, I I'pf('r predomlrtantly to Hal Fostpr's aud
Grist'lda Pollock's uSPS of tho terms (Foster W8G pt passim, Pollock
W8H). They posit the ('xistl'fl('p of' it partk-ular kind of' cr ltlcal
postmodernlsm whlch supports my propositions concernlng a space for
lnterve ntlon in oxpresskmtst painting, Foster proposes a crItlcal as
well as u reactionary postmodernlsm. 'rhls definition provides u l~erH'ral
conceptual rramework fot' my dlscusston and is of prlmar;v Importanc« to
the observations I make, Pollock 's comments OIl postmoderntsm are more
specifIc, and are most productlvo in terms 01' thelr crlttque of patntlng
us a product of a mascullnlst dtscourao.

rtowovor, PI)11(1l'h:'s J1,<'lleral derlntuon of' postmodernlsm Is also usvrul,
Shc' dnf'lnC's uostmodemtsm as "the socio-economic and Id('()l()f~[cal
Pl'O(,C'SS('S whtch currently dertne our horlznns".' Fostot"s use of the
term is similar. He sug~~(~sts that postmodorntsm is "a conflict of' new
and old modes" (1!)S:i:xl). In subseq lIent tpxts he bears this out, nottng
that postmodornlsm should "not ho rogarded as a mere stylo or gt'Und
eplatorno but as a heurlstlc term in the portodlzatlnn r)f lato capitalist
culture" (1992:7). I find these definitions useful as ttwy refloct
postmodernlsm as a g(,p(~l'al oultural phenomenon, and not only as
parttcular cultural praotlces 01' ror-ms, which is orten the way the term
Is used. Pollock's and Fostm"s def'lnltlons then. Include anything that
mdsts or Is produced within tho tlme perceived as postmodorn,e

These derlnlttons have tno kind of bread th that Is approprlute to my
exploratkm {although, of course, the way tlwy operate Is always framed
within the vm'y parttcular terms or my research). Throughout my
dlssortntton ! am bou nd, of' IW('('('ssity, to refer to many c-ultural
pra('tk(>s Or' forms. as w('11 as parttculsr' con tomporarv htstor'lcal
moments und soolnl phenomona that may Ill' purcelvod to 1)(' postmodorn.
Jl; Is orten dIfficult to rind tno appropriate term In eaoh context. In
<'(,l'lain lnstant'('''l, til(> lm'llIs post modern, posllllodt'l'nisl. postmodorn
culture/context may la' usod Intl'f'c'hant!,('ably us is ot'ton til<' ('asp In the
ltu-raturo I 1'(lI'm' to, At other times thoso tel'llIS IHlV(1 \('I'~' partk-ular
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Another perspnctlve Oil pnst morlornlsm which is V(,I'Y port.lnont to this
dlsr-usslon is thai it has also h('PIl dpr'inpd as an ('xt(,llsion 0(' til<'
'cutting edge' or modernlsm. This is posed as the more productive (or
('l'ilie-al) aspect of' postmodernlsm. r olabcrato on this point further' on.

TIWI'(' is much ttl 11(' said 1'01' l11('s(' dot'lnltlons and porspectlves on
postmodcrntsm, and I have of necessity slmpllrled them. For the PU1'[)()Ses
of this rvsoarch however, I t'('f'pr prodomlnantly to Hal Foster's and
Griselda Pollock's uses of tho terms (Foster Hl85 et passim, Pollock
H18t:j. They posit the ('xisleHC(l 0(' a particular kind of crItlcal
postmodernlsm which supports my proposltfons concerning 11 space for
intervention In expressionist painting. Foster P)'OPOSps a crtttcal as
well us a reactlonar; postmodornlsm, This definition provides a general
conceptual rramowork ('01' my }l4j('uHsion and is of primary importance In
the observations I make, Poliock's comments on postmodernlsrn are more
Hpedfic, nnd art' most productive in terms of their crttlque of painting
as a product of a mascullnlst dlscourse,

However, Pollock's g(mm'ul derlnltlon of postmoderntsm Is also useful.
She defines postmodornlsm as "the soclo-oconomlc and ldeologlcal
processes which currently define our horizons" ,1 Foster's use of the
term Is similar. He suggests that postmodernlsm is "a conflict of new
and old mo<it's"(1n8:3:xi). In subsequent texts he bears this out, noting
that postmoderulsm should "not be rngarded as a. mero style or grand
oplsteme but as a heurlsttc term in the per'lodlzatlun or late capitalist
culture" (1992:7). 1 rlnd those definitions useful as they reflect
postmodernlsm as a general cultural phenomenon, and not only as
parttcular cultural practices or i'm'nls, which Is often ',he way the term
Is used. Pollock's and Foster's dertnltlons then, Include arwth1ng that
exists or Is produced wtthtn the time perceived as postmodern.!

These dertntttons have the kind of bread th that is approprtate to my
oxploratlon (although, of' course, tho way they operatn is always reamed
within tho very particular [('t'ms of' my research). Throughout my
dlssertatlon r am bound, of' neccossttv, to refer to many cultural
practices or forms, as well as purtlcular contomporury historical
moments and soclal phenomena that may bp perceived to be postmodern,
It Is often dlff'lcult to find tho upproprtate tI't'm in oach context, In
cortaln Instances, tho lprms pnstrnodorn, postrnodernlst, poatrnodern
culturr-/eontext may 1)(' used lntorchungeably as Is of'ten tilt' caso In tho
llteruturu I t'efl'I" to. .:\t 01h, 'I' lImes t hPHP torms ha ve vr 'l'y par tlru lar
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and oqually necossarv and possible to reposltlon painting as a cr-ltleal
practice.

I need to emphaslso hore that in this dissertation the term neo-
oxprosalonlsrn, when used in lower cas«, has a doscrtpttve function. It
t'('{'PI'S to oxpresstontst painting af'ter' Expr('ssionism. ;>';('O-('X[l['('ssionism
when used in upper case, re{'t'rs to the rosurguncc of' expresslonlst
painting [deBUt'ind above, which characterises a particular f'orm of
postrnodern art practice of the 1080's. In terms of those distlnctlons.
my own painting could bt' seen to be neo-exprcsstonlst. It could also be
confused with Neo-expresslonlsrn (the movement), because of cortaln
formal aspects of the work.

r have mentioned that postmodernlat discourse has been def'lned in
relation to modernism. Even ~O, these d{'flnitions vary accordlru; to
different theoretical perspccttves.s There is the added complication
that postmodernlam by derlnltlon (paradoxically) eludes definition. As I
have lndlcatetl. my Interest in postmodernlsm fOCHSt'S on lssues arising
out of certain forms of' postmodernlst aesthetic practice (expresslonlst
painting) which emerged in the 1980's. It is important that I stress this
time period, as it has come to represent a 'high poln+' 1)1' postmodernlsrn.
Alex CulHnicos notes that "the LH80s woro a boom tlme for
postm()d{.~rntsm"(Hl8":!·1). It is relevant to note that "boom time" is a term
usually associated with popular (consumer) culture - also a growing
phenomenon in the 1980's.

indeed. postmodcrntsm is orten dertned as a cultural form which
oonflates popular (consumer) culture and high art. Modernism hy contrast,
has been defined by virtue of' Its separation of popular ('UltUI'O f'rom
high art. A classic formulation of this latter definition Is Greenberg's
Inrluentlal artlcle 'Avantgarde and KItsch' (HK39). The issue of hlgh ar t's
relationship to popular culture has been gIven much critical attention in
postmodernlst dlscourso. Fr('drle .Jameson's theorlos of the ('onVt\,'gt'I1C(,

of' postmodernlsm with consumerism and late capitalism are one such
('xample.(198~i. lOH2b) It is also signIficant to note that it Is not only
postmodernlsm that Is assoclated with consumer culture In prohlematlr;
ways. Modernism's posltlon in this regard is also quosttonod by SOIlW

critics. Calllnlcos and Tnrry Etl{/,leton note that modernism could not
rcslst cornmndlrleatlon , however much it posltloned itself' as ('lltlHt
(Calllnlcos UlH!l, Eagleton WHti). What Is commodlrled lwl'l' Is modernism's
'authentlclty'. OI'l~inal ~wstlll'al mark, artistic porsona, l't(\



framewor-k that I wish to position my l'('SIH)flS(' to tho way painting has
been prohlematlsed in postmodornlst discourse and the way it might be
re-Invested with crttlcal potentlal. I s('(' these notions (authontlclty,
orlgtnallty and dlaclplfne-speclt'Ic pur-ity) us particularly r"l('vant to my
discussion of neo-expresslontst painting. by neo-oxpresalonlst painting I
mean expressionist pain Ling whlch post-datos Expressionism, The tr-rm
Expressionism rorers to that pertod of' European palntlng prornlnen 1
between 1900 and the mid Hl20's whlch is commonly culled GpI'lnan
Expressionism. Abstract Expressionism, as formulated by Gl'('('ntwrg
(gerwmlly seen to r )eral(' rrom the early WtlO's to tho late H)G()'s) is a
partlcularly pertinent example' of (neojexpreaslontst painting, II could b('
seen to have developed out of tho movement of Expreaalonlsm, in a way
which purged Expressionism or its representational content. This purging
signalled a drIve to achieve a rerlnemont of' form, This rerlnoment of
form Involved the- Ideal of (liscipline-sppcif'k purity. A klnd of' formalism
resulted, In whlch tho modlu m was considered rundarnentul (1<', pain to
canvas, and the concommltant sIgns of' brushmark and rlatness).

Greenberg's formulation of Abstract EXP1'(~sslonism has, arguably become'
synonymous with tho 'high point' of' modernism (so much so as to he
commonly termed Greoub(wglun modernlsm - a form distinct from earlier
forms of modernism),

I need to relterate hero that whilst Gl'('{'nl)('t'I~ian modornlsm Is
slgnH'icunt, it is only in so far as It is uppropr-iate to crttlques 01'
painting ln a postmodernlst context that it will be explored in thls
dissertation. For examp1(', Just as dlsdplln<'-sppdfk put'lly 11;

rundamontal to modernlsm, imp1Jl'lt;v, vc-rv gPfl(,I'ull;\l, can 1)(' said to
charaotertzo postmudornlsm. In this way, moder-nist pulntinj; has come to
stand for tho dominant rorm of reprc sentatlon against which
postmodemlst palntlng. (If' a certain klnd, is dortned. This dl'finHion of
postmodernlsm becamo partlv sltuatod around tilt' l'mel'p;<'ncp, in the
Ul80's, of' N(,O~(,X(H'('Ssl()nis1 palntlng, This •movement , has also commonly
lwen termed tho Trans- avantgurdo, as woll as New Wild and N('(J-F!lllV(,,~

This phenomunon occurcd in Europe initially I and later t he United Slall's,

While Neo-exuresalontsm conf'trms tho problomattc ()f' palntlng. tho m(>l'(
ract of' its ('XistPIH'(' within H ()()slmodl'rnis1 context sugp;('sts that
pllinlin~ Is not t'ios('cl ofr as u potent lally vlabk- pracuco. It is
possible', and ind<'pd Il('('('SSat';v, to C'hUU(,lllW N('o-('XPI'PHsionisl claims,
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are reproduced and perpetuated. The 'Art and Language' group is well
known for this klno qf' work, An interesting example of the group's wor-k
is Portrait of V,I Lenin in July 1917 Disguised by a Wig and Working
Man's Clothes. in the Stylc of Jackson Pollock II, W80,2 This kind of
painting marks the opposite extreme to the unself'consloua use of
exprosslonlsm,

It is almost commonplace to say I:hat a crisis in representation
characterises postmodernlsm. Painting, arguably more so than other
disciplines, has been affected in this instance, not least because of' the
primacy ascribed to the practice within modernlam. This crisis in
representation is a complex notion in itself, It is often argued to be
(amongst other things) a result of developments in poststructurallst
theortes in which notions of fixity of slgntrlcatlon are challenged. with
beliefs in essences being displaced by Ideas of social and psychic
construction. Subjectivity (within this poststructurallst rrumowork) is
produced in and througl: language, constructed in Dud through discourse,
For poststructurallst theory, as Chris Weedon comments, "language is
not the expression of unique indlviduality"(1987:21), Subjectivity "is
neither unlrled not flxed"(1987:21), Thls notion of subjectivity as being a
construction, has of course had major consequences for the notion of
expressionism, whlch is predicated on ideas of artistic agency as being
able to be realised through all innate> (stable \ su hject.lvlty.

Postmodernlsm and poststructurallsrn have come to be (Inextr loahlv)
Ilnked, I<aty Deopwell for instance, actually connects them structurally,
as effectively one' and the same thlng; by her use of the term
"postmodern/post-structurallst" (1mm:G). This postmodern phenomenon
represents a break with the Enllghtenmont tradition, on which principle's
the modernist. project was developed, Concepts of' progress (which wore
connected to notions of a stable subjccttvttv) were lntrtnslc lo the
Enlightenment tradltlon, and becumo fundamental in defining a modernist
aesthetic of' the Clvantgarde.a Avuntgar dlst painting has taken many
f'orms historically, with a cor-tam kind of exprosslontst painting being Ii

major example, However. it is Clement (;t'(~enherg's notion of av ntgardlst
(Abstract Exprpssiollisl) painting which COIH'm'ns me In thls diss,~rtati()n·~
This is not so much modernist painting in and of Itself', bu l how its
lega('y has determtncd certain postmodernts' pruotlcos.

tvtotlm'nlst painting in this Gl'('('nbpl'glan rormulatlon. prlvlloges notions of
authentlclty, origirml!t;v and dlst'ipltIH'-Spedf'lc pur-Ity. It Is within thls
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CHAPTER ONE. INTRODUCTION.

This research was motivated by sceptlctsm I experlenced in my
undergraduate years concerning tne critical possibilities of a cer-tain
kind of 'expresslonlst" painting within a postmodern context,
Expressionist painting no longer seemed vl.ible as a crttlcal practice. It
appeared so heavily inscribed with dominant values emanating from an
essentially mascullnlst discourse - with its valo 't;atlon of the artist's
'mark', notions of genius. the masterpiece etc - that H. seemed
impossible (:0 engage with expressionist palntlng without reproducing
these dominant values.

However, as my ideas developed in my postgraduate years, I found
productive ways of dealing with the problematic which gave rise to this
scepttctsm. These ways of dealing with the problematic of expressionist
painting emerged through a particularly integrated exper-ience of the
practical and theoretical components of the degree. ThIs experience
convinced me that the most appropriate approach to the writing of this
dissertation was to use the concerns of my own painting as a framework
through which to explore the vast and complex field that constitutes
the problematic of painting within post modern discourse. Through this
approach I hope to find a way of working through the possibilities of
reinvesting painting with critical potential.

Painting in general. as a discipline, has been problematlsed in
postrnodern discourse. Expressioni~;t painting has come to be seen as a
particularly problematic form of postmodern painting within this context.
There are many reasons for this, some of which I explore In this
research. My area of concern is limited to particular forms L'
expressiontst painting - forms whtch are often seen (from certain
contemporary perspecttves) as being out-moded or regressive. It i...
important at this point to mention another example of postmodernis I

painting. I do this to In order to clarify the terms of my exploration
into painting In this dissertation. I need to draw attentlon to the way
the medium of paint has been used to critique the dlsclpllno of painting.
This latter example of palntlng uses paint in order to rellounce painting.
Here painting is I10t conceived of as a viable pracuce. It is seen as a
singularly oppressive ideological elItist practice th-ough which dominant
values inscribed in notions of universalism, masterv and artistic aura
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ABSTRACT.

Painting as a practice has been probk-matlsed in postmodern
discourse in many ways. Nee-expressionist painting has been seen by
certain Inf'luental critics as standing for a particularly regressive
form of painting. These critics argue- that Nco-expressionist painting
perpetuates dominant (mascullnlst) values.

This dissertation examines how these critiques of Neo-expresslonlsrn
might open up a space for a re-arttculatlon of painting. More
specifically, it proposes that painting may hp re-InscrIbed with
critical potential. This re-Inscr-iption is proposed as operating by
way of the adoption of cer-taln formal and conceptual strategies,
these being parody, metonymy and readvrnades. Whilst these strategies
have wider relevance in contemporary debates many of which
emanate from critiques of Neo-expresaionlsm - they are of also of
primary importance to a re-artlculatlon of painting within my own
practice.
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Ttl<' r4t'stm'al mal'l< is ('IHlfll'('tl'd, for UI(' '11oc}Pt'nisl painte-r', to the nut ion
of' arttsttc 'prosenrv'. Tilts notion of' 'presenc'c", it ran tiP at'~u('d,
omphaslses the :dl'a of' till' artlst as persona. The expressive, ('r'palivp
individual or per-sona, may be connected, culturallv, to notions of'
C'!'P(lUv(' gC'!liUH,

Th« ('otH'Ppt of' lhe IWIlius, ill turn, has come unrk-r parttcular uttack in
('t'IUm1 postmoder n dlscourse whilst tht' <'riliqul' of the concept of
uenlus has hoon U 11,('r1PI'al concorn i'm' f'omlnlst crttlcs, modernist
palntlnjr (especially) has como lo stand for a speclf'Ically male
suhjectlvlty.' IL is tlH' rorms anti claims of' moderntsm which can bt' said
to PIlc'ode malt' domlnanro. Pollock puts it that tlwsp forms and clatms
mark modernism as ;~ "... monologiral rnascullne discourse ... " (l!lHH: l:;n),
whlle I am spC'C'lfic'ally ('(I corned with the ('ffpet of modornlst dlscourse
on painting. It should tw noted that critics such as Pollock P<'l'('('iv('

tlw problems assoclnted with painting to be with patrlarchal sorlal
structures til P;PIlPt'ul. Put into very slmpl« tvrms, the argument tukes
the following mute'. Culture, I!,('nm'ally, Is defined and controlled by
masculine POWPl', and can thus be seen to represent masculinity, As Uw
"Ideolnglcal contralltv of painting" noted by Newman as a defining
reaturo of modernism, can also be seen to apply to W('st('['n culture in a
mort' I!,<merul Honse. painting, in western culture, is often seen as the
t'pilom(' of, or' central slgn for" this (masculine) culture, Paintlng, in
torms of this oquutlon. can bl! said, more than other art for ms, to bl' U

ntatertul and Idoologlral sign of patriarchal pOWHt" and as such, works to
affIrm and perpetuate such power, The painter and critic Hosu L('(~
comments for instance that women ar-tists In the W'lO's and early l!n~,)'s
avotded pain+lng, and used u ... 'alternatlve' rnedla which were d{'si~IUlt('d
as being more over-tly progresslve, less tainted by 'tradltlon' and tho
more patriarchal values and attitudes associated with It"(1987:1G). ThtH
fl(l['ception of paintin~ as t'ell,l't'sslv(' In relatton to other forms of'
representation, conttnues to charaetortze much crltlrul postmodern
practlce today.

Thero has been a shift whlch complicates matters here, Crttlcs and
arttsts such as PoUo('I{ and L('(' lH1V(' ['('c'('ntly proposed that painting,
howovor 'colonlzod', may stlll be It vlablo pract!('p ~ Oil!' which through
(IIrl'ol'puL rorms and stt'lll(l~~i('s,opens opportunltte» for women urtlsts.'
It Is t', vant to note Lee's asaertlon that eor-taln forms of abstract
paintln. an bp .;tt'at<'~I(' In this rnspoct. I.('(' dt('H for oxamplo, till'
cuso of tho IWitlsh p .• r11I'I' Tlwt'!'se Oulton. Oulrou's work (,IH~llgI'H IH,t
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Painting in moder nlsm has 1)('('11 valor lzod to tho point that it has become
11virtual sign of' modornlsm. whll« (irl'('nt)('r'p;'s wrlt lngx OIl modernism do
refer to other art rorms. his dlsrusslon hJ~~hJlghlspalnl lnu. 'I'll(' crttlc
Mlehul'l Npwman Bolt's that (,r'('('nlH't'rfs !noel('I Pl'O[lOS(,S all "I<lpological
centrality of' painting in tho dis('Olll'SP of art If (Hlf!O: 121), In an t'SSIl;\-' in
which Ill' oxamlnos lwy pO'itmo<1t't'll iHHU(,S, Nl'WmUIl makes pari kula!' note
of how thls !TIel('mist pl'lvHl'ging of' painliIlf!, has mam- it difl'!eult to
prouU('(' a ,lis('ur'sivl' pru('ti('E',

f.'l/ceol'd/IlU to JJ}o(/c'l'nism IIJ Ji8 Groonborulnn vorston,
tlio pr/ml1c:\ of' tuslntltu; rolntorccs tb» souaretn»: of
1I1(, ontology of '1.'1.;/011, from tho I'llistomo/CJUS' 01'
Innu uano 111 II It'tl,'V wliict: Mocks <lIl,V p()ssIMJit,"" /'0,.

01<' contrulliv 01' :1 Uu'(},'n[JC'illJ,V JIJ/~)r"l(lcJ crtttcnt
ntut iioconst I'll"! ivt: pmctk« ',.I

FostPl' ochoos Newman's vk-w that the ('(,lIlt'ality (If palntlng mu~ [)('
upposltlonnl to dlseurxtve, ('I'!tkal PI'lH'tlc'p, 11('1101l'S For oxamplo, that
the modernist will to pU1'it~ "afftrmB the Idea of' art as its own Issue,
nngend(,l'pd from a '1{It'C'ial hIHl()r~l" (1nSB: 1no).

It is perhnps relovant hero to rocus OIl this ISSlH' of' purltv, as Ihe
Issue is central to mcdernlsm. In hIs Inrluontful (\1'1kips "I'owards u
Nowor Laocoon' and 'Motim'nist Pulntlng' (HWl, HHm), (Jr'('(lnbc'l'l~ pr()pmll'S
that each art has Its own l)l'p[1,!v('nnaturo: "It qulckly l'rn(,l'~('d that till'
unique and proper art-a of mm(l('tl'rlc'(' of ('udl art ('olnddpC] with all
that was unlquo to tho nature of' IlB n1l'dium"(HHl(;:(iB). Basl'd Oil this
prl'mll;p, Gl'('<'nhpt'[1, al'~~\J('sthut "pur ltv" should hI' a ('('l1ll'(\1 concorm
"Purity in art" Gl'(I('nll('t'~ wdl('s, "consists In til(' lH'('('ptIlIlC'(" wll1lnf!,
accoptanc«, of 1IH' llrnltutlons of' til<' modlum or til<' srH'dflC'
url"(1()I10:(ln), Each aft rurm was to ollmlnat« !m~·thl11~~ that ml~~hl al1-;o
runctton as an attrtbun- of anulhor ur: rorm. In HlP ('ast' (J[' palnttnj;
this meant all ellmlnntkm (If' all elemeuts apart rrom ph~ml'nt, flutI1I'SS of'
HUI'f'at'(' and t he' shape dpl'lIwlj ll;\-' til(' NUP(Hll'l, (;!'l'('n II( '1'11:su g I];('St s t!lll I:
"[I.lo rt'slOfl' the Idpntlty 0(' 1Il art lh(' ()Pudl~' of' its modlum must Ill'
('tnphashwd" (W10:(Hl), It is lmportun t to noll' 1hal t h IH ()pl1('II~' was not
OIl(' which could be' c'vld('ll('pd throuuh llluslonlst!« 1'( ('I'lng,

In till' ('mw 0[' pulnunu. l'lllphnsising thl' modlum m.-nnt of' cours« all

(lmphasis (HI tilt' paint lts('II', Tilt' t'lIlphnHis OIl tht' pulnterl mark, 01' 0101'('

purt lculurlv OIl ~WHtUI'IlJ mark. has ma.inr sil_~t1!f'I('llIl(,(' I'm' Ihis l'('s('Hl'C'h,
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(,HAPTEH TWO. MOI)ERNISM/POSTMODEHNISM: PHOBLEMATICS OF PAINTING.

This chapter explores palnttng within a postmodern context. More'
specll'lcnlly it Focuses on inscriptions of power and gender in painting
practlce within neo-expresskmlsm.

Th« wrItlngs I roror to art' selected fm' the way thov t't'fl{'ct debates
relevant to the above iSHU(,S. My approach Is somewhat ('d(·C'ti('.! Whilst
I rerer to other wrtters, the views of' Fostpr, Pollock and Owens are of
primary importanro.

wish bri('f'ly to draw attontlon back to HlP dp;'initioHs of'
postmodernlsm presented in til<' tutroducturv chapter. I Ilotpd that in
th« context or thls dtssertatlon, pustmoderulsm Indtrates "a hvurIstk-
term" ruther than lin mel'l' styl(' or grand ppist('flw" (Fostor-, 1!Hl!.l:7), and
that in broad terms It may hp conceived as U "ronrllct of' Il{,W and old
modes" (Foster, waa:xi). As I hav« noted, in order to address problems of'
painting within postmndernlsrn, it is nocessarv to oxa-nlno rortaln
reaturos of modernist practice. It is lmposslble in this thosls to ('ngul-W
with modernism in anv depth, and th is Is In any caso not approprfnt«,
for as I have noted, my argument in relation to those concerns Is not
with modernlsrn per SP, but with the dpploynll'M (If particular moderntst
reaturos within certain postmodern painting which call tll' said to hp
either' regrosslvo and/or prop;r('sslv{'.

Pnstmoderntsm's ('ontinuittg rolattonshtp with modr-rnlsm has !I('!'!! slr'p"spd
b:r' IlHl£l~' writers •• Jonathan Al'(le, rot' oxarnplo, (l!lHO: 1) nOI('M thut must
crtttcal wl'lUng on tho Issue n'("ll'('ts a dilTkulty In d('t('r'minil1~~ wl1,'II1(,I'
postmode-rnlsm should Ill' S('Pfl HS H conttnuatlon of', 01' a hrr-ak wlth,
modorntsm. ThpH!' Wl'it!'l'S dol'ln« modornism l'rum ditTt'I'(':I1 !H'!'S[lP('t!V('s.

rocus on tilt' \\luy it is il('f'illl'd In rolatlon to (il'l'('nbl't'~'H thoork-s. As I
have strPHs{'d in ehapu-r 011(', thort- Hl'P tlH'(,(, IlHIl('('ls 0(' thls
Gl'(!PTlbt'!'glan model which ar« or spt'dal rvlovanre 11l'I'(': authontlcltv,
originality, and dlst'lplllH'-SPPI'I!'k purltv. In addition, two nthor
('pulm't's impUC'lt In llH'~w aspects I1t'(' HI~1nlf·IC'UI1I. Tilt'S!' ar« the'
nrlmacv whlch pall1lln~'. is il('('Ol'<!pd within thls modr-l, and {jI'(,(,llb(,I'~rS

p()sHI()1I1n~ of' lilgh urt a~uinst popular' cult urv.'
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Flg.l. V[t'~illlil ~1nli.~.;vm()w1('1'.. IUs lory of Art,
(()Ilg()III~~ s('l'ins)
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to note the terms here, as they serve to further describe popular conceptions of
this type of painting.
S For critical explorations of a number of these different perspectives, see
Appignanesi (1989) and Foster (1983).
7 (19~6:172\. Although I use this phrase to define the term
postmod~rni~m/postmodern context here, I should note that Griselda Pollock's use
of this phrase is in relation to the term post-modernity. She uses the term
postmodern to refer to "the cultural forms ~eneraterl in this larger social
transformation, which are the site for both affirmative and critical cultural
responses to post-modernity". Pollock' I definition is partially drawn from Hal
Foster's outline of the termti in his 'rhe Anti-Aesthetic: Essays on Postmodern
Culture (1983).
8 Postmodernism is usually held to take over from modernism in the early 60's,
although there nre conflicting views on this. Some would cite the late 30's as
already predominantly postmodern, while others argue that a strongly postmodern
sensibility and practice has only been in evidence since the late 60's or early
70's. A number of critics, such us Terry Eagleton, have suggested that the 80's
were what could be culled the 'heyday' of postmodernism (Eagleton, 1985).
9 (1984:76). Foster uses the term 'postmodern' to refer to a reactionary
(uncritical) practice, and the term 'postmodernlst' to denote criticality.
Although I use Foster's notion of a critical versus reactionary practice, I will
not be distinguishing between the terms postmodern and post.modernist.
10 The term master narrative can be deocrlbed as the "organizing story that a
philosophy of history tells, and that provides a framewor~ in relation to which
all historical events can be understood" (Childers and Hentzi. 1996:181). '1"'1>
CC1cept has been a point of much debate within postmodern discourse. Jean
Fr~ncois Lyotard, among others, has criticised the master narrative on the
grounds that it is regressive and idealizing (1984).



NOTES
1 For the purposes of this dissertation, a working definition of 'expressionist"
is necessary, While opinions on what constitutes the 'expressive' in visual artdiffer, certain formal qualities are, on the whole, agreed to be 'hallmarks' of
expressionist works, John Willet notes these as "distortion, fragmentation, and
the communication of overstresoed emotion"(198S:301). An emphasis on autographic
marlf.( such as gestural brushnark) is an important characteristic of works
commonly termed expressronist, Alan Tormey notes that It thick paint, spills,
drips, amplified brushstroke and the like" are the features most often present
in works popularly tprmed expressionist, or thought to be 'expressive' (1971:x).
The idea that these visual signs are natural, a spontaneous expression of an
innate subjectivity, is often connected to expressionist works. The idea of
expression as natural, and the importance of artistic presence through mark, are
major concerns in this diss~ 'tion.
2 Another example of this S0rt of painting is Virginia ~aksymowicz's History of
Art (fig.l). This ongoing work is made up of a series of photographs which
depict vnrious art historical images painted onto a cast of the artist's torso.
Art from classical greek vase painting to Jackson Pollock is represented in the
series. ~aksymowicz's images emphasise the history of painting as (\masculinist
discourse, by showing a female body very literally inscribed by the authorship
of the male artist, Gerhard Richter has also produced works which can be seen to
reflect critically on aspects of painting practice. In Uran I, 1989 for example,
Richter quotes certain tormal elements from the repetDire of the Abstract
ExpreSSionists. but problemutises the idea of unmediated expression by producing
his 'painting' through the qURsi-mechanical technique of screen printing.
3 In itr original context (from the late 1800's up until perhaps the 1940's or
1960's) the term avantgarde can be seen to indicate those cultural innovators
who are posed against Bourgeois values, and whose work "appeared most
inaccessible to public understanding" (John Willet, 1988:63). As many works
currently associated with the avantgarde are now supported by 'mainstream'
galleries and jnst.itutions one could describe them as being institutionalised ~
as being a Bourgeois commodity rather than standing in oppOSition to Bourgeois
values. The term avantgarde is therefore seen by a number of artists and critics
as an anachronism. Foster, for example, remarks that the (so-called) avantgarde
art of the 1980's functions as a "legitimation of the patron class" (1992:26).
Other writings which address this problematic pOSition of the avantgarde are
Peter Burger's Theory or the Avant-garde (1984) and Donald Kuspit's The Cultureof the Avant~Garde Artist (1993).
4 While I use Greenberg's writings to form my definition of modernism, I should
note that the views of the critic Harold Rosenberg, Greenberg's contemporary,
are also significant in relation to modernism, Greenberg is, however, morc
useful for my purposes as he theorises modernism more extensively than does
Rosenberg, and has, arguably, been more influental.
5 See for example Klotz (1991), The terms New Wild and Neo-Pauve are not as
widely used as Transavantgarde or Neo·expressioni~m, however I feel it relevant
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modernism and postmodr-r-nism, In a way, his wor-k could be seen 10

oxempllfy an aspect of the threshold condition I identify in my own
practice. I see metonymy as Fundamental in dcrlnlng thls threshold
condition. Lichtenstein's work, as noted, ralses some diff'erent issues to
.rohns's work. Parody is I'oregroundod in Llchtenstolu's work, especially in
the way it reflects on the relationship of hIgh art to popular culture.

Despite the diff<>t'pnc('s in Ow forms 01('s(> artworks take, I argue that
both .Johns and Lichtenstein reflect a self'-conscious concern w it.h the
Ianguag« of' painting, and most notably for my purposes hero t'('flect on
the notlon of the expressive in dU'{,pr('ntways. It is in this sense that
they can be seen to 1)(' relevant to contemporary postmodernist painting.

In chapter seven I analyse my own paintings in relation to the above
issues. Of particular Importance in this discussion is my concer-n with
creatlng a body of paintings which. while dlverse In Corm, is stronl~ly
Interrelated and Inter-dependent, Special attontlon is pah1 in this
chapter to tht' way that parody, metonymy and readyrnades might operuu-
collec'Uw']p as strategles to relnsnrIhe painting with critical potential.
I stress that these stratcgtes operate wlthln individual works as well
as in the relationships set up between differlmt works (within a given
SPU(X\ COl' example a gallery).

In my conclusion I reflect on questions emanating f'rom my dlscusslon and
try to bring toge'l.lwr what might at tlrnos appear to 1)(' quite' dlverse
threads of thought. I rorlect on how critiques of' neo-oxpresalonlsm
(neo -expresslonlsm Includes Neo-expresalonlsm) have determlned the
posslhlllttos for' palntlng In llH' WHO's.
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certain codes, rather' than an uncritical quotation or 'pastiche'. As
popular culture is lmpllcated in post. ..odern quotation, I explore
something of the relatlonshlp between popular culture and high art in
postmodernlsm. I refer to tilt' work of American artist .Jef'I' Koons as a
significant example of how popular culture might be parodied in high art
and how high art itself mlght be parodied. 'I'll" notion of 'rlou h1("
quotation becomes relevant hore. In this 'double' <}1" "lion, HlP process
of quoting is itself parodled.

Chapter four involves a dlscusslon of metonymy in visual art, I begln bv
defining my terms of reference. I go on to explore ways in w hlch
metonymic meanings may be produced, Ambivalence and multiplicity, belng
fundamental f'eaturos of metonymlc readings, are discussed as ways to
undermine stereotypical rccoptlons of images, I suggest ways in which
furmal and iconographic aspeots of artworks may 1)(' manipulated to
pm'our'age certain klnds of s{)('ctator response. T draw htavllv on Fred
Orton's observations on mvtonvmv. as Orton has made V(,l'~! pertlnen t
observations regarding the way motonvrny mav runctlon in visual art in
general. (1987) More specifically, I rind these observatlons to be most
relevant to readings of my own paintings,

Chapter five is an exploration or aspects of' the use of' roadvmades, and
how this use may open up possibilities for questioning authenticity,
originality and discipline-specific purity in painting. I roror to Mar'c('i
Duchamp's readymades in order to def'lne my usc of the term and
contextuallso my practice. I make distinctions between Lhls term
(readyrnades) and the term 'found object'. Pr-lrnary to m~' d('1'lnition 01' the
term readyrnados is the noLion of roadymados as til<' prr--glven lanuuag«
of painting. This definition would include' p;eslul'ul br-ushrnark HH a sign
for the 'exprosslve' in painting.

In chapter slx I oxamlne how tlw iSSIH's discussed thus Far may 1)(' seen
to bc' horne out In certain works by UlC' Amerfrnn arf lsts .Iaspcr Johns
and Hoy Llchtonsteln. whll« til(' work of' thoso t wo artists is In many
ways verv diffm'(lnl In Conn and In ('OCllS, the parttcular works I select
for discussion reflect in one way 01' another the slr'utep;i(\s por-tlnent
to my own pructlce. Diff('r('nl iSSIl('S are ralsod In ttl" case of each
artist. Nolt.hor artist is constdorod quintossontlallv postmodorn. 0/1 til('
other hand nelthor !ll't!sl !'its comrortabtv into catagortes of' modernist
art. .Johns Is particularly porttnont hor« rot' the way tha: his work has
been positloned by many wt'!ters as sttuatod OIl a threshold botwocn
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the term strategy <)uggests agency, which I see as par-ticular-ly
productive in relation to critical practice.

I have chosen these strategies since they seem to me to be the most
conceptually viable forms for re-Investing painting with critical
potential. To parody painting could be seen to question the notions of
authenticity and originality; to foreground the contiguity implicit in
metonymic readings can undermine fixed meanings: to use readymades
(mcludtng, in this context, readyrnade brush marks and surfaces) can be
seen to involve both parody and metonymy, by stressing representation
as preglven. QuotatioIl and repetition (often see-n as pr-imary
charactortstlcs of postmodern painting) are Interwoven in different ways
in all three of these strategies.

Whilst I deal with those three strategies independently in the
dissertation. this is for reasons of clarttv alone. I perceive them to be
a complex set of' relations which arc manlpulatr-d with the aim of
achieving the kind of tension I propose as facilitating a critical
practice. In other words they function collectively. not sinl~ly. For
example, whilst in some ways parody requires the cer talnty of a shared
(public) reference, metonymy may be seen in certain respects to imply
its opposite. Metonymy (amongst other things) is more to do with a
private language, albelt that this language may be placed in a public
domain). 'I'ho way the relatlonshlp between these two strategles is
negotiated, and their relation to the notion of readymades is
fundamental to the threshold condition rererrnd to earIler.

At this point a brief outline of' the structure of tho thpsis is
necessary. In chapter two, I expand on issues touched on in this
introductory chapter. Postmodorntsm iH rurtnor delineated in relation to
painting. Questions of gender and power are explored wit hln thls
framework. I relate these quostkms to both neo-cxpresstonlam and Nco-
expressionism.

In chapter three I discuss notions of parody, and how these might be
applloable to visual art. Th« iSSlH' of pluralism Is an important
consklerutlon hen'. 1 have round Linda Hutchoon's writing!', on parody
useful (lHHfi, 1989). SIll' provides a general dorlnttton of parody, and also
explores more spectrlcally, what might define a dlatlnctfvely postmodern
parody. I attempt to establish what constitutes parodic quotation of
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Women have. for the most part. been excluded rrom x. production of
master narratives. It is for this reason (rather than rea5011S based on
essentialist notions - for example that women by nature produce less
'aggressive' work), that painting becomes a potentially critical site for
women.

I need to address next how this critical space. as formulated thus far,
might be engaged in practical ways. To open up such a space I find it
necessary to identify and explore in this dissertation. certain
strategies which I use in my painting. Before discussing these. a brief
outline of primary aspects of' my practlcal research is necessary.

My practical research is dlverae. Beginning from what might be
considered 'orthodox' paintings (oil on canvas). my development has been
marked by an increasing use of readyrnades. These readymades range from
fast-food packaging to elaborate (holographic) giftwrap. Drawn from
consumer culture, these provide me with fields. already inscribed, for
painting. By painting onto these surraces I hope to mark the way the
so-called blank canvas too, is an already preinscribed field.

Whilst the iconography I use is varled, my choices of subject often
reflect gender stereotypes and vlolence - themes in which both popular
culture and high art are implicated. Here it becomes possible to look at
the painted mark Itself, more especially the expressive brushstroke, as
a sign wnlch, if it can not be considered gendered, can at least be seen
to embody a set of values caught in a network of po ....·er rr-latlons.

M~' use of these above-mentioned features - preinscrlbed surfaces,
particular iconography, and expressive brushmark - is intended to
problernatlse the idea of' painting. t'-lore specifically, wish to
problematise notions of authonttctty, originality and discipline-specific
purity connected to the expressive mode,

In order to engage with these problernatlcs, 1 hen,' identified three
forms of strategic intervention into the language of pi.lntlng - parody,
metonymy and readymades. I am all too aware that the three forms J
have ldentlrled here are of difl'er~mt orders, and r would not want to
connate them. Nonetheless, I apply the same term (strategy) to each
form, as I need a method which enables me to oxploro aspects of m;;-
practice within a more or less coherent frame of' rereronce, In addltfon.
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To [this] position, a wide range of art is natural
(what is thought more natural theu freedom of
expressions). But art is precisely unnatural
indeed, both art and freedom consist entirely and
only of conventions (1982b:9).

Owens' views are also relevant here. Like Poster, he tends to see forms
of representation other th.-n painting as holding greater possibilities
for critique. In his article 'Honour, Power and the Love of Women', Owens
argues that Neo-expressicnlsm works to perpetuate notions of male
mastery and genius (1992).

Pollock's position 'n this context is also userul. Like Foster and Owens,
she is known to have found painting problematic, particularly in her
earlier writing. However, in more recent texts she has made a case for
painting (1992:138-176). In these more recent texts, Pollock shifts the
terms of the debate somewhat, to concerns around questions of' master
narrative as critiqued by Foster and Owens, amongst others.tv Pollock
stresses the masculinist inscriptions of these master narratives,
focusing on issues of gender and power. Through debate around these
issues she demonstrates the very close and particular connections
between painting, power and gender. Her argument in relation to
expressionism directs us to the way particular reatures, such as the
implication of artistic presence through the use of gestural mark, can
be seen to encode masculine dominance. By focusing on Abstract
Expressionism, she highlights particular issues such as the masculine
aggression and vlrtllty encoded in expr slonlst painting.

[expressionist painting's] combination of gesture and
trace ... secure by metonymy the presence of the
artist. These inscribe a subjectivity whose value is,
by visual inference and cultural naming, masculinity
(1986:142).

Despite her identification of this problem, Pollock sees greater
possibilities for painting than does Foster, arguing that certain forms
of palntlnp might function as a critical intervention into masculinist
discourse. Pollock's writing is important here as it is paradigmatic of
the view that painting both should and can be reclaimed as a site which
affords critical agency. Her view has been supported by more recent
writings on the possibilities of painting for (especially) women artists.
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than as a text in a postmodernist sense - "already written",
allegorical, contingent" (Hl83:x). It is important for me to mark the term
intertextuality as it has emerged as a continuous thread in my own
painting. It represents for me an interesting and challenging notlor, for,
whilst everything and anything could be argued to be inter-textual. this
view doer. not imply for me total arbitrariness. My intention in my own
practice is one of resistance to an 'anything goes' approach. At the
same time, I recognise that intertextuality is invariably inflected with
problems of pluralism. The question that needs to be asked, is how might
criticality function in this context? For me this is a fundamental
question. A self-conscious deployment of a variety of texts, and
maintaining these texts In some kind of formal and conceptual tension,
might produce what I call a 'threshold' condition both in the production
and reccutlon 0f' my painting. This threshold condition may be realised in
a cornp. .....tgarn of both easily recognisable forms and those which are
less accesslbte. In certain ways, this condition could be seen as
emblematic of the formal and conceptual differences commonly perceived
as fundamental to modernist and postmodernist visual forms. In
maintaining this threshold con-tttion, I hope to achieve a play between
ambivalence and directed criticality. and in so doing perhaps realise the
potential to inscribe expressionist painting wlth a kind of productive
criticality.

At this point it is appropriate to turn the discussion back to painting.
More specifically, I need to reflect on issues around expressionist
painting within postmodernism. Much of the painting practice I engage
with in this discussion involves expressionism through the quotation or
expressive codes. While a certain kind of (self-conscious) quotation is
claimed by critics to give a work distance. expressionism is seen by
many of these critics as a particularly difficult set of codes to work
with critically. Foster argues this point in his dlscusslon of Nco-
expressionist painting. Foster proposes that expressionism is
particularly problematic in terms of producing a critique of
representation because "expressionism denies its own status as a
language - a denial that is necessary given its claim to Immediacy and
stress on the self as originary"(1982:60). Foster points out that In
denying its own status as language, expressionism claims itself to be a
natural means of representatton. He maintains that such a posltton is
false:
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wavs in which an ililpr'('<;:sloll of spontaneity is produced. The othr-r is tho
i'orcgr'oundlng of' artistic per.-onn. (Bn! h happen, as 1 havo discussed.
through tconographv as well as through manlpulatton of' material). II Is
their parttcular rolauonshlp in t hls work which S(,1'V(,S to rolnrorcr- the
image of male maslc'r;\',.l;;

Owens' vlews support this readlng, Hpf'errlng to Schnalx-l'x work in
fwrwral, OW('US has, for example, dt'sC'rit)pd his brushmark as
"vlolent"] WH2:1<1H), Owt'TlS gives far mort' attention than elm's Fosll'l' to
the ways In which rr-nresentutlon encodes a partlcularlv male'
suhjectlvlty. lIe (Jis('USS(lS ways in which this male sub,j('('Livll;v is
challenged through particular forms of' pt'Het!c!', whk-h eould be I()OH('I~'

spell as feminist. Many St·(, OWPIlS' comments OIl this Issue as a strong
critique of mascullnlst diSOUl'S(,. Let' hOW(,V(,l'. sees ()W('IlS' attention to
the Issue of f't'mlnism's rt-latlon to post.modernism ill' not unprohlornatlc.
SIl<' nt'f,lWH that jH' t'(ll('~at('s ['('mlnist iHSU(,S to a marulnal position in
relation to poslmo<ierniHm (mpaning that IH' S('('1-) I'omlntsrn as IHU'II~' u
response to postmodernlsm, rather than as central to its doveloprnont),
For Lee, UH' "crlsls of' cultural au Lhorlty " (for "cultural" one could
substltute 'pHtrial'chal' here) which dotorrnlnes postmodornlsm, iH a dlrect
result or feminist Intervontlons. These- Intnrventlons. are ror L('(',
II plainly tlw root cause of the postmodorn crlsl» or cultural au t hor ltv,
and not merely a racet of' lL"(1!lB7:10). (WhUp my rocus is not on llll'
extent to whloh ('ltlH'r OWC'flS 01' LC'('is rorroct. I <'il!' thelr ('0ll1111Pnts
as a moans of l'eflf'eting the complcxttles Involved in dC'I<'I'llllnin(.t how
issues of representation are hound up with Iss\lPfi of IHlW(Il' and t!,('IHIt'r).

It Is of' some' rok-vanr« In l hls context to Holt' that unlike U llUIlItH'I' 0['
other postmodern forms and movomnnts, NpO-t'XPl'('ssloIlist ill'(' I" art:
almost without t'X('('pUOfl mall'. "11(' New Spirit oxhlbltlon I'm' PX1I , P, did
not show the work of' OIl!' W()lI1aI. arlisLlb ThlH ract is II 11\01'('

Htl'i1dng glvon till' chaU!'IlfWs to mascullnls' tlhH'OU1'S(\ p., valent I'
post modern tH'l ()f' llw LImp,

WhUp my discussion of' t'xpl'PssiuniHI modes is IH'('('ssat't1y' ,'oc'usl'd
around high art, I should also llko to not« sorn« tssuos rr-Iatr-d to
P()PlJJar culture, PopullU' cult u 1'(' has adopted N'i>l'('SS tonlst art I1S a
Iuvour lto rorm of' 1'('PI'PSt'1l tatlon , 'l'hls wuuld S(,C'lII til HUPIHlI't t 11('
aruumoat that ('xpl'('ssionism ill th« postmodoi-n runtox; can no l(lIIlWI'

1'('pl'C's('nt il suhverslvo or cr lt k-al postt lon. nil' wa~'s III whk-h popular'
rulturo lnvolvos itHPli' with Ilil-th art HI'P man; and vurk-d. I dtsr-uss (lilt'
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of palntlng. Tho work in question, Exile, WHO (fiIVI), includes the
artist's ropresentatlon of' himself'. 'I'ho issue of setr-ropresentauon IH
important in this context. As was seen to 1)(' tho ('(1S(' in relation to
roprosentatlons (If' .lackson Pollock (Namuth's plctures ror examplo), OIl('

mav be able to read off tho representation to determine purtlcular
connecttons bot ween artla tic 'llE't'SOIHl', ~(,ll(l('r, and power. WhUp .lackson
Pollock's photos mop not selr-ropresentatton, thev can be seen in
relatlon to Schnabel's sclr-rcprr-s«: fallon, as t'C'fl('eling similar
dynamlcs.

In Exile, Schnabel Juxtaposos vartous '[C'xls' '0 quotations of dif'f'pt'<>nt
styles of' represontauon as well as round ob.k-cts. Crttles hav I'
commented to the effect that the artist presents "all of [l11('s(' texts)
as equal and OIl a hortzontal plcuw"(l\('nt. in Wood «t aJ (<,ds) Ilm:i:2:m),
This applles, it seems, ('VPIl to his IISP oC found oh,j('C'ts: it would 81'('01

that Schnabol's fuund ohjPcts m'p Hot Included in the palntlng in O!'d(,l'
to problematlso lS~1lPS oC represontatlon. Hallwr. as Charles Harrison
and Paul Woor] havt: noted f thew ar« llHl'd to "(\nl'rgiHt' tho surraco", and
as such, are purely nesthettc d('vict's.14 'I'hes« critics llnk thls omphasts
on the aesthetic dlrectly to tho productlon or certain st(,l'POlY[l('S
around urthHI' persona, Thoy comment for examplo that "scal«, g('stUl'l'.
('Om'gy, boldness, apparent convletion and HO rorth all H('t·VP to
relnrlato tho SNlSl' of IIlP artlst as 'vlslonary'" (JIarl'lson & Wood.
Hl93:2:i3). I('onography such as til(' lmagl' of' the artist 1}('[>i('l('1} In
clasalcal priestly gnt'h and UW (malo) prophot-Ilke fuel' in lilt' upper
right hand corner of' tho painting, relnf'orco thl~l notion,

Su('h Images can be H(,I'[1 to Ill' l'los('ly bound to Ih(' (,X[lI'C'sHionist
COl1{'(~pts of till' ar ttst as godlUw 1-wnius. WlLh l'pf('t'pf1('(' to thls
palntlng, Fost('!' commonts that S('hnalH'l's "martvr-rtgun-s'' (such I1H lilt'
m'tist/p1'i('Ht f'lguro) recall a romuntlc notion or tlu- "'lrUsl as
outslder". IIp prof' ';~mi that urt such us till., iH clll'('('Ll~' C'OIUl('('I('(! to
itll'tls of "the master work, til!' mast!'!' at'tisl "( 1!lH,1:77). 'I'h« notion 01' the
romantic, llnkml us it Is to tpl'ms HlH'1\ UH passlouat«, Impulslvo, wild.
may til' seen to signal spnntarwlty quito uver tly. TlwHo notlons h('('OOl(,
f'urthm- nat urallzud thruugh iC'()n()gI'a!lh~' such as HIP baskot Ill' I'lowe'l's
whlch Ul(' arttst holrl» ~ an OV('['! 1'1'1'('1'1'1)('('to naturo. ('1'11(' !'lOW('!'
urrangomont rnl~t,ht also IH'I'haps = iII that it alhul('s tu ('('I'lllin
'tradltlonnl' still UCI'S ~ 1)(' ,1 WilY of' t'v(lldng tho mast('l'll!(·('t'). Two
dlstlnct roaturo» 01' HKilp soom lmportunt horo, One' 11> til!' dilTpl'pnl
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'Innocently' reclaim for themselves. It is relevnn! lhat a position of'
illnoconce is connected hero to aggression, This sort of connection
seems to run along similar lines to Oliva's ('oIlnol'lion of' gentienpss and
violence. I would suggest that gentleness. here, could also lip read as
Innocence. Using the concept of' Innocence in relatlon to tho notion 01'
violence may well encourage 11 roadlng of violence as nut urul, Innate.

('1
J \
) ..

\

Flg.4 . Jullan S('hnabl'l. Hxil(~, Mbwd tvlt'dla, 1!lBO,

It may h(' usorul at this point to study a particular Non-oxprcsslonfst
work ill moro dotall. Tho AmorIcan palntor S('tlllai)(l} (lnoludod in tho New
Hpirit show) has 1)('l'1I 1l!110I1!!, l lu- mosl successrul 0(' (li(' Nt·()-

('xpr('s~lloIliHtB, and I UlW oru- of his works as emhlomutlc of thls 111011<'
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critiques the manner in which these' palnters represent themselves •.
namely through means which relnf'orce notions of the artist as Iwnlus
and revive the sort of aura which usually surrounded the modornlst
artist. In relation to Francesco Clomeute and Julian Schnabel, two
leading Nen-expreaalonist palnters. Ill' comments:

Cl('mNJu· poses OIl tlu: ('ov{'r of CUomo V()CJIJ(I and
Selmalwi Is promoted as lIu' l1l'lt' /unorican hero,
without ('VeIl tho restdue 01 lrony tluit 'lC'('omptwiC'cl
wartiol's crentton of' hlmsolt' lIS Cl bmw/ JUlT,!C' tor tlu:
output of')1Js 'Factory' (W8!J:114).

It is of some relevance to this dlssot-tatlon that both t ho New Spirit
curators and Oliva (desplte his comments III 1 '(!,onU('Il<'HS', clu-d par-lip!'),

identify violence as part of tho Neo-exprosalonls! lll\ll()s()[lh~',

Interestlngly t Ollva rolutes this vlolenco to lht;: Amertcar, f " ..'tract
Expresslc ..lists.

1'J)(~art of the trens-evant uardo, wblcl: embracc«
non-planning atui non-control, atu) l'(''/eds {my kind
of control or restraint, is lin expresston of
violence ... {IJt is not thn ttrst form of' art as
violence, Ifc' know of Ot]Wl'S, MUIU' ill tlils ('('11(11['\':

espresstonism for ins tan(,(" or so-calleti Amorirun
nbstraot espresstontsta (1fllJ2:137).

Oliva llnks 'non-control' ('til<' cxprosston of vlolenco') qult« dh'('c't!y to
creattvtty and genius. In this way ho rorward« vlolonce <1H (ttl Inn-In. lc
part of' UH' artrnaklng pro('('ss. Artrnaklng is of'fm'{'d as an U1'PIHl in which
the artist may enjoy fr(!(' play of (museu IIIH'I a~gl'('ssi()n and dominance.
J c mig:'1l be said in fuel that violence is encouraged hero as the
hallmark' of an artlstlc tomperamen t. Tho New Spirit cura tot's make
conncetlons to aggresalon through 11 sligh IJy diffl')'pnt channel, but Ilk:
Oliva, invoke past exprosslvo modes as Ideal models, TlH'~' mention HUm('

or Plcasso's late work as ornhlematlo of the tY(l(' of [H'llclle(' tlH'Y
support. Tlwy note that his "powerfully oxpresslve lah- work
reembodies the' spirit of It very young urt+: who giV<'H form to his
f)('l'C('[ltiOI\ of the world in i'l·('sh. unsulllod, uggl'('ssivt' tmng<'H"( 1!lHl:Hl).
The words 'Trnsh " and "unsulllod" In lhls context can 1)(' S('(>ll to l'C'f1t'et

tho notion of an Innate 1'01"11 of' rvprosontutlon .. ono which ur-tlsts mav
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Subj('('Uvlty is presented unproblomatlcaltv here. But, as Foster has
pointed out, attempts made to "reclaim a lost reallty through a Il(,W

Investment in su bjpctivityll may not be posslblo in the context or
contemporarv culture. This cult 111'(', Foster goes on to say, is one in
whlch "subjectivity is no more exempt from relrlcatlon and fragmentation
Limn objccttve l'ealily"(Hl!l2:'75).

Els('wlwt't' In the 'New Spirit' catalogue, W(' read that these are works
whlch are "full of expresslonlsm and devoid of mannertsmvt.Ioachtmedes,
Rosenthal, Serota, HlBl:l1). While uliva acknowledges the use (alhpil
Ulwl"~kal) of vartous already lnstltu tlonallsed styles In Neo-
oxpresslonlsm, the curators of tho New Splrtt exhibit loll seem to suggest
an art which is uninformed and unhampered by past conventtonts).
Expr('ssionism is not acknowledged 11('1'(' as a term which refl'rs to
prerormod styles and contexts. but is seen, rather. as 11 mode which
conveys an orlgiIHu'y selr, an "lndlvldual c['('atlv!ty" (Joachlmedea,
1981:15). As Fosler notes however, wllh rereronce to Neo-oxpresalonlsm,
"the very term signals that expresslonlam is a gestuary of largely self-
aware acts" (19B2:ml).

As in the case of' Oliva's Trans-avantuardo, the New Spirit presents its
artists as pnsltloned outside social concerns: "In the end". the curators
propose, "the only care \:'1 about the act of painting Itself"(1981:1a).

In his crltlquo or till' stance adopted by Neo-exprt-sstonlats, Owens
makes particular mentlo.. of crIttcs such as Oliva. 11(' ar-gues that tho
suggestion of t('SS(~IH'{" places the 'rruns-aventagarde in opposltlon to an
art which earl work to crltlquo and transrorm idem; of representation.
Li1w Foster, he argues that tho 'l'runs-uvantgurde artists reflect
tradition ruther than Ol'i~inallty (}\W:.!:lil::l-UiG).

111 "nooesurosstontsm" ... f'XPl'c'ssi(mism /s reduced to
('cm"~I'lltlan, i () II 8 ian ciaI'd 1'c[J('i olro of II hSi1'lWI,
strictly cadirtoa stun» tor oxprossion. H'I,'{'l:Vtl1ll1lf Is
I>nwiwtC'ci III quotetton marks: l18 a rosult. wluit WllS

(sllp[>os(lc1Jy) 81)(.'lJtCUU'OlJS('ongl',als into II slunlttor:
"sponiuuoitv"; "lmmodlscy" (W,C)fJ:14R).

In 11 broad dlscusslon or what Ill' IH',l'('<,lv('s to h(' postmodernlsm's
central fC'ulurps, Newman Loot highUghts till' nrt of til!' Trans-
avantgurde as prohlomatlc in tor-ms 0(' orttlcalltv. III partloular-, Newman
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its appeal on Ideological fixity, but dlssnlves in multldlmenslonal
dlgresston" (HJ82:2t1). Elsewhere in HlP same text. Oliva elaborates on tho
point:

A gentle su liject resides 1/1 th« plctoriel lnuuse of'
the' trans-r "1I1t gc'lrdc). (len tiC'IlC'SS, iJ1 this (,lise"

indicates en ldentlty that h;18 J10 J'('I1S0Il for strong
afflrmatJc)lJs in the social contest, and that
restores tlu: possibiJit;v for a non-tiecletnntarv
accent in 111't Bclecticism is ;1 turtlior
cbnrectertsik: of this gentle tdentit» of the artist,
who tends to neutrulize the fiiff(l]'('lJ('('s, to close'
tho {fap, between ditterent styles fwd tho dis tun co
between Pllst and present (1[182:72),

Purthor to this concept of 11 'neutral' uso of images which divorces
itself from ideology, consotontlsed art Is viewed by 011"a as selr-
punishing and represslvo (H)82:~'18).It could be argued that what 011va is
objecting to here is in fact the challenge made to the arttsttc (male)
subject, as genius, as visionary, and as master. (Oliva f'requently refers
to the 'I'rans-avantgarde artist as vlslonarv). These charactorlstk-s are
bound up wlth his assertion of an 'ortglnary self".

It may be useful 1101'(' to look at some other examples of Neo-
expresslonlst painting. In l~lBl an exhibition titled A New Spirit in
Painting, was shown at the Hnyal Academy of Arts in London, showcasing
predominantly Neo-expresslonist paintings. Ollva's Vil'WH are to a lanw
extent echoed in the t!'xt of the exhlbttlon catalogu«, in which the
curators error their readtng of thes« works, 'I'he problematlc rulsed ror
painting wlthln postrnodern dlscourse is larp;(lly ignor{'d or ref'utecl. It Is
sUAl~est{Hl that patntlng is the form found most valld 1'01' a sub.k-cttve
sort of expresslon:

The sulifectlv» ~'k'I~',tiu: croattvo tmuginntton, ),lIS

com» buck tnto Us ()1l'l1 and ls cvkiont III il lJ('I1'

approal'h to plll'nting. Artist», 110 lotutor snttsttod
witt: tno cic'lJhl'1'llWl,\' ol>,1('ctJV(' \'i<,lI', arc' lwgilwing
to rc'splJ1Hi to tliotr envtroumont, allow tnt; il/('.<;('

reacttons to he' (·....prf'ss(·c} 1'11 tJJ(> form of ln1{l/.f('s
(Joacnlmedos; WH1:14).
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modernist movement), ~)pcdfically, on those conventions which subject
unconscious impulses to th" laws of rorm and thereby rationalise' them.
transform them into images"( Hl02:14H).

In accordance with the above vlow, Foster sees the pluralism of' what he
might term reactionary postmodern art, as a klnd of corruption of'
modernist tonetH (19St!). Viewed in such away. Neo-expresslonlam can bo
seen to be posed against botb crltlcal moderrusm and a critical
posrmoderntsm.»

It seems necessary here to examine Neo-expr'esslunlsm mort' (~losdy.
Achille Bonita Oliva's concept of' the "I'rans-avantgar-de', as dellneatod in
his book 'l'ransavantgarde Lrternatlonal (11~82), 1') re!!~ll'dmi by many as
the supreme definition of NC'o-expressionism. Ol'va has champloned the
cause of' these painters and is popularly known us the 'Inventor: of the
Nco-expressionist movement. In rereronce to a number or Neo-
expresslonlstlo (or as no terms them 'l'rans-uvantgar de) works, Oliva
tells \IS that "here tho art of' the last generauon redlscovers the
pleasure of timelessness. which consists in part of' the recovery of
languages, positions and methodologtes pertaining to the past It (1982: 11/12).
In another passage he tntonos that visual language It Is taken up as a
style. in .....utch tho artist recovers the mark rather than tho
meanlng" (W82:20). It seems appropr-iate to relate this comment to
Foster's pr-iposltlon that a reactionary Or' unct-Itlcal pcstmodernlsm
occurs .....hen artists simply manlpulate stgnlrters within the forms they
quote' without consciously dismantling the' l()l~i(' of these rorms. This
contrasts to a critical use of "old signs ", where, lIS Foster remarks,
"[the artist] Is a rhetortclan .....ho trtuistorm« logl('''(H188:W4) (my italics).

Oliva notes that the numerous .juxlapos(·(] quotations of signs Ot· ('od('s
represent for tho Truns-avantgat-do, a "remastlcauon ()(' tilt' past, but
without hlorarchles"(1!l82:52). TIlt' stance of tho Neo-expresslonlst» then,
us represented in Oliva's text, is pluralist. For' F08t('[', this pluralism
bloel<s the posstblllty of a crtttcal praetle«. IIt' comments that "rnJs a
term, pluralism signif'ins no at-t spE'C'if'iclllly. Ruther, It iM a sttuatlon
that grants a kind of equlvalence: art of many sorts Is made to S{,PIl1

more or less equal - equally (un)importanl"(WD2:1G). Fosler' maintains
that as a gPIll'ra) rule "plurallam ll'IHIH to absorb aruumon til. rather
than ('nl-(ur.W it (l!l02:1:l). TI1<' vaUdll;v or t.hls vlew is 1'('f'lC'('L('d In tho
l'ollowlnr; stau-ment of' Oliva's, III whirh IH' pl'uisl's lin sor] of' mlldnoas In
[uro-expresslonlst] .....ork, w h loh no l()n~~('r's peaks perom Ptorfly, nor bast'S



represents a conscious deconstruction
appropriation. lle notes that:

of' tradlr.nn

In cultural politics toaas, a baste opposition oslsts
between a postmodernism which seeks to deconstruct
ntut resist the status quo, and II posimodornism
which repudiates the former to cele I rate the latter:
a postmodernlsm of 1oststence and a postmoderntsm
of resction (l983:xi/xiJ').

In a later text, Foster (190r;) related the above contention more
specifically to painting. Here Fosler wrote that:

recently ... 11'(' have witnessed [1 rcsurgetia» in
painting, not OIl}J' (l revival of old modes as if t/u',v
W('J'(l tWit', but also II retreat to old values as if
tlwJ' wert' IwcessarJ', Milch of tt is rogresstv» - or
rattier, d('/~lllsj'V(.' (W8B: W7).

Whilst these "old values" which Foster' crltlclses, are those whlch
charactcrlze modernism, Foster, as I noted earlier, does not rC'ject
modernism per so. He complicates matter s in this regard through his
Identlrlcatlon of a regressive side of modernism. This he notes as "the
impulse toward autonomy. the desire rcr pure presence in 111't, the
concept of negative commitment (Ie, , of' criticism b~' withdl'awal)"(lH8G:~n),
II(~ proposes that "these and other tenets must be rethought or
rojeoted II (1992:al). For Fostpl', Neo-expresalonlsm Is particularly
reprosentatlve of thes« regressive aspects, or moments, of modernlsm.
Neo~cxpr('.sslonlsm he argues, represents a modernlam which Is "rnonnllthlc
In its sclr-rererenualltv and official in Its <lutonomy"(19Bt1:7G),

On the other hand, the transgrosslve and progrosstvo spirit of' the
modernist project that Foster, Owens and others iclnnUfy, Is ('quall~'
important here, Thls splr-lt ran be summed up in Foster's torrn
"adversurlul"( lBH2:2G). lip rerors to lilt' "utopian and unarchtc
transgresstcns of the [moC](,1'l1ist ) avan tgarde" ( l!m2:2:~). Els('w here, he
asserts that "the critique of' represontatfnn is origInally u modernist
ImpC'ruttvp"(lmm:l!l:3). Owens ('dlot's these vlows in II comment dlr'('·('lptl at
ExpressionIsm in purtlcular - (hPl'l' his d<>t'inltIoCl 01' modernlsm lllC'ludoH
pel'iods pl'101' to Gr'('('nb(,l'~lun modornlsrn), "Expr(\ssionislTI" comments OW(,llS,
If was an attack OIl convcntton (this is what ('hllr'net('l'is('s it as a
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reasons). Tlwy serve to support her reading of ttl(' works by emphasising
virility, and more' sp<'dfkally aggrosslon, in relation to certaln
expressionist works. In an artlcle in which he supports .Jackson Pollock's
painting's as quintessentially Amertcan, Greenbor g calls upon the
"nativeness of such violence. exaaperatlon and stridency"(l9t17:1GG) - a
'nativeness' which he S('('S as both American and part of .rackson
Pollock's project. Greenberg again remarks on this aggreaslon, in his
review of an exhibition by .Jean Debuff'et and .Jackson Pollock. where he-
comments about tho latter artist and his work that (in comparison to
Debuff'et) "[Pollock] is American and rougher and more brutal"(Wt17:12G).
Here 'natlvenoss' is dearly connected to instinct, or nature.

The issues which (Griselda) Pollock raises around action painting and
notions of expressionism are particularly relevant to orltlquos of
postmodern painting today I especlally the resurgence of expressionist
COHe('I'IlS invoked by Nco-pxpressionist painting, This needs to be
addressed In some detail.

The resurgence of painting In the WHO's, came at a time when "the act
of' painting il!wIf had been declared anachronistic, derunct and
potentially reactionary" (Lee, Hl87:l'i), Like much modernist pain tlng, a
primary formal feature of this painting was the use of painterly,
gpstural, 'expressive' mark, Generally unllke moder-nist painting. tho
expressive was often ,juxtaposed with passages of other styles which
ranged from the very painterly to the more llnear or •graphlc'.' ~ The
difference clalmerl between Neo-expresskmlstn and other expressionist
movements. was the usc' of' various artistic styles f'rom the past, as
won as imag('s rrom popular cult 111'(', It should 1)(' stressed thut this
use of quotation was proposed a,.; constltutlng a radlcallty, in the Corm
or a selr-consclousncss apparently absent f'rum oar llor f'Ol'ms of
exp resslonts m,

On!' may at'gll!' hownver. that d('splh' its claims of' a new form of
('Xpression, Neo-pxprps:,!onlsm roponi« the values of' tho styl('s it
qUOlN;, and as such CUll 1)(' S('('1l as l'f'gressivl'. I.P(~ for' ()[W, has
t'('f"rred to thls [lI'OC't'SH of' quotation as an undire-cted sort of picking
"from out of th« htstortcal jamborer- hag"( lnH7:B). In this S('IlSH. Nco-
('XPI'PHs!on!sm can tH' 8('('rI to re-present Fosl('J"s roacttonarv
pnstmuder-nlsm, whtch Ill' Identif'los as the uncrttlca! approprfutlon or
('()(j(,H and Imagos, as opposed to his ('r'ttieal postmodorntsrn whlch

22



Pollock's movements around the canvas in the process of making the'
composition"(Hal'ris, 1!H):3:47). As the canvas is large, we may assume that
Jackson Pollock is not only walking around It but also bending or
stretching over it, - at! fairly expansive movements. In this way the
entire body of the painter is implied in the tracing of movement through
marl.., The arcs described by these lines could be seen to descr-Ibe, quite
literally I the size of the artist 's reach: to act as a measure of' his
physical stature and f'orce.

Fig.:3. .Jackson Pollock, Number 1 (19t18). lfltlH.
Oil and enamel on unpr lmcd canvas.

In the context of (GrIsolda) POUO('(.i.'H V{PWH rvgardlng gestlll'Hl mark as
gC'nd('r('d and ('[leodlng mascnllne vtrIlttv, particular comments 0('

<Jl'P('nbpt'p;'s in this rouar d aro Illumlnatlng (but ohvlously Cot' dllTC't'('nt
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She argues that painting's legacy of sexual hierarchy is as evident in
these action paintings, as it is in representattonal paintings where the
male activity of painting as opposed to the passivity of the female
sitter /rnodel, is pictured directly. (Pollock uses Matisse's The Painter
and hie; Model. 1917, as paradigmatic here) (1992:139).

Flg.2. Photograph by Hans Namuth, 1950.
-Jackson Pollock at Work

A closer look at one of Jackson Pollock's canvases may demonstrate how
gestural mark can be seen to inscribe the sort of physicality referred
to above,!' In Number 1 (19118), 1B48 (fig.:~) for example, the sweeping lines
or drips of paint may be read as arcs which suggest "a record of
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only with the problematic of painting, but with the more particular
problematic contained in Expressionism. Oulton paints what appear to be
'spontaneous' expressive passages, but are in I'act only signs f'or
conventional notions of expresslon. The forms are emptied of
iconography, and marks are pair+ '1 with mechanical regular lty.s

Gestural mark character lses sslonlst works from German
Expressionism to Nco-Expressionism. This mark has typically been judged
as direct, spontaneous and unrnediated - traces of artistic presence
and genlus.? This formulation is perceived as 'natural'v If taken as
such, and in relation to feminist crttlques, this 'natural' position could
logically be connected to the 'naturalizing' of a process of culture
which encodes male dominance. Gestural mark may be seen, through the
same logic, to be a sign of this dominance. In her article 'Painting,
Feminism, History'. Pollock critically examines Abstract Expresstonlst
Jackson Pollock's practice or action palntlng, .Jackson Pollock is
generally seen as the quintessential modernist artist. (Griselda) Pollocks
examines not only what she perceives his work to embody, but also the
way this work (and working process) has been represented. She
demonstrates this by drawing attention to a certain set of photographs
of the artist taken by Hans Namuth (fig.2).

These photographs emphasise the artists's physicality by focusing on his
activity as producer, as artist in action in the creative act, rather
than on the paintings themselves. Hepresentations such as t hp,",'
naturallse an idea of aggressive male physicality as a mark of
authority, both in the artistic process and culturally. (Griselda) POllOCK
takes Namuth's photographs as emblematic of both the way this sort of
work if enerally regarded, and the claims made for it. She proposes
that "Pollock 's practice was critically valor-ized in different ways, all of
.....hich celebrate, however su btextually, a colonizing masculine
mastery"(1992:142). This notion of mastery is implied through what we
could refer to as the artist's 'possossslon' of the canvas Jackson
Pollock can be said to possess the canvas in the sense that he treats
it (and/or is represented as treating it) as a clean slate, or 'virgin'
field which is natural. not culturally prclnscrIbed. Here the field is a
passive agent somehow. Namuth 's photograph, by focusing on the painter's
activity, omphaslser, this passlvlty. (Griselda) Pollock puts it that in
these plctures we see the canvas "supine OIl the floor', receiving I'rorn
his flurry of gestures till' marks and traces of' his presence and
actlon".»
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Fil!,.(l, .J('l'f' ((OOllS, Rabbit (Stainlpss SIppI),

In using oll,jeC'ts whlch havo ait'('ady t)('('[l ('ople' i so r'(lp()HI('<lI~-, 01' at'P

mass prod ucod to b('~in wit h, Koo(ls could (w <1('& ('I'Il)pd as d('a!Jn~~ \111111II
parody of' upproprlntton. Th« work has 1)('{,1l dl'!i('C'lb('d h;v 0111' (,1'llk, ror
oxamplo, as "coples of c'opi('s of' ('opi('s"(Smith. l!lt1g:b •./, Koons ,'('plicat('H.
or' quotes, those ob,j('('ts in thelr ont it'c'ly. While' I\O()IlH' PI'(l('PSS of'
maklng "c'opies of ('opj('s of' C'OpiPH" could bl' roud clH a crttlqur- 0['

st('l'('otYPI'H and till' values !H·(·()mpilll~·!rll'. mass prmlur-t lun, lllt'S(' wot'ks
are at tho sumo limp prublornatlr-,



The iSHUl'S arou nd parodv become more-
parodied, rosult.lng in a klnn ol' double
quotation rorlects Ihc- unstable nature of
the modernist parody which enacts u
(Newman, IHSB:l'II), is itsc>ll' thrown into

complex wht-n parodv its('lf' is
quotation, 'I'll!' use 0(' double
postrnodorn parody, ror !Wl'('

"displacement or' d('('('lltl'lll~~"

questfon. Issuus of' <It'ip;in and
autnentk-ttv b('com(' more complex through this pl'on'ss. Cortnin works b~'
U1l' American artist ,J('l'l' Koons are oxampk-s of lhis Corm (l(' parody,
llis 'Statuary' s('ri('s consist <; of' a group of staiI1l(,1-:s-s1('1'} 1'(1('101';\.'

east fip;ul'inm; and statuottt-s. SOnlP of 'h 'S(, mop t'opit's (If' IOllg lost
ol'Ip;lnal., - UlP French Coach Couple. H180 (fil~.()) for oxumpk-, b('illr~ an
t'urly 20th ('('ntuY'Y COllY or a porcelain Ho('()('() '~!allH'lt(' Inlllal!«
Intended as a lamp base, In other cases the SOUl'('1' is ('011 tompm'at';' •

This is the case with Itabblt, wan (fig.G), a ~ltnlnl{,Hs sIppI V('t'SiOIl of'
the lj'pC' of mass produced plastic Inflatable bunnies that urr- sold at
gas atattons or supormu. Iwts (l'Ig.7).

Flt~.n •• 1('1'1' Konns, Fl'mwh Coach Couple, 1!H!Ii.
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this lad. or IlOl'I11 is prohlurnat ic, Iur as lw points out. parody ,'('!iftS on
"that still latr-nt r('('lin~ Ihat tlu-r« ('xisls somothlng 1100'mal compared
to whlcl; what is b('in~ Imltutcd is rather comic" (1 !lH:i:11,1). Wlthout this
SPIlS(" .ramoson arjtuos, anv attompted parody rvads as hlank
appropriation (pasttche).

WhilE' I1utdWOIl Pl'O{lOHt'H that postmodern IHll'od~' h~' dpfilllUo[) (alhvlt
eomplleltnus] holds possihlllli('s I'or (,!'ltlqu(' (UH' 1(,I'm pa~tlt'lll' hpjn~
usod to dr-scrtbo an uncr lttcal q uotatlon), oth('l's have' {'pH a nood It'
<)(,{'iup what a sp('cifi('(llJ~' crtttcal pm'ody might br-, t>1at'l-wr!'t Hos(" in
her book Parody /M(~tarieli()n, comments OIl how crltlral parody should
operate, Slw {It'opos('s that this rorrn of' pm'()(ly should. in its adopt lon
01' llw values and (h'vkos of till' tarlwt toxt, lay them baro (1!l7H). To
what extent this laying ban' would lnvolvo a posltloned crltlqu« is
dlff!eull to dotormtnu,

Postmodernls; works, more orte-n than not, dlfTl't' Prom modornls! work» In
lhu d('gl't'(' to which, and lmw, this 'layin~~ baro' uf tho lat'~l't It'xl mi~ht
occur. In hls analysis of tilt' mu.lol' f<'uLm't.'s of postmodern practlc«,
Newman makes a clear dlstlnctlon between modern and pm.1 moder-n rorms
of' parody, 11('.regllrdH llw modern form as It parody whloh quos tlona lilt'
nssumpttot: of authority or origin, !1U that the parodic te-xt ('nHcls tl1('l2'
dlsplacomont or d(,C'Plltl'ing It, and poatmodorn parody as a parody "which
bogln« with the ussumptkm of the impossibIlity of uuthorltv, (wJgin, I'ull
prosonce and so on",' The Issue's of ori!1,in and authority arv important
l\Ol'(~. I S('(I an acknowledgment of tho imposHibl111y of' ol'il-tin and
authority as purtk-ularly relevant to a crltk-al neo-oxprr-sakmlst
palntlng, and f'undamontal to U l'pltiqu(' of N('o~(lXllJ'('sslonist painting.

Nowman utlmlts that lllt's(' ('!llngol'll's art' porhaps ()v(,I'··g('TlPl'allH('d, and
that Wl' may encounter mlxos and ('XC('pllOllS. Important hpI'(' Is his
proposal that Ihe parody Ill' deslgnetcs as pnstrnudorn is lNlS ('l'iUcal
than modernist pnl'ody. 110 vi('ws tho mov« from modern to postmodorn
parody as "marking a shirt rrom a stl'ong to a w('uk rorrn (If' nlhlltsm", n
nlhlllsm whloh can no lon~(\r act IlS a suhverslun of dominant values
(HlHB: 1ill). The weaker rorn, 11(\ assorts, artscs rrom a tI/IIIH8t'? tatro"
position in pnst.modorn culture a posltlon from which It makos no
dlff'Pl'(,IH'(' what un artist do('s, b('('uUS(' "(lV('I'ythlnL~ Is [l<'rmitt('d", and
thl'I'('f'm'p "uuthtnr; Is worth anylhillA"(1!lH!l:1.11). /\sp('('IS (1[' lhlH nihilistic
pOHltJon could also 1)(' lcJ<>nllrl{'1) with ulurullsm,



To dlstlngulsh b('tW(,Pll pastlche and parody within postmodern quotation
has, however, brx-omr- diff'kllll, and this dlf'f'kulty Is in fact part of' the
contradictory nature of postmndvrn pructlce. This Is most marked In
moru recent postmodern Pt'(!ct1('f'.

Hutcheon's d('f'inilion of pat'olly is usol'ul in relatlon to this point, ,\8 I
noted, she derlnes lHll'ocly as marking "dlffprl'll('\! rather than
similarity" (1U8li:()), The issue of <l1(,I'(lr('n('(' that Ilutchoon Includes 11, 11

determinant is Important hero in relation to N(,O=(,X[H'l'SHioIliHt painting.
In my discussion ot' the Trans-avnntgar-de (Neo-expt-osstonlst») In chapter
one, I noted that Oliva spes the neuetton of dlff('rpfl('p betweon old and
new texts as doslrable. Hutcheon's speeifimtloll of "dlffer(\J}('(''' then,
would seem to hlghllght the ract that the Neo-exprusalonlst uso of'
quotation is ('108('1' to pas tkhc> rather than parodv. For Itutcheon a
major dIfferenc(, Iwtw('eu parody and pastiche is that. unlike parody,
pastlcho is never II transformational" in relation to the quotud
tcxt(s)( Hl85:~~8).

The dIfficulty in (llstingulshlng parody from pastlche Is connected to
parody's paradox - namely, its compllclt nature, As noted, any parodic
quotation must. at tho same time It is crItlquelng. also be relnrorclng
the value 01' that whtcn It crttlques, Whethpr this paradox of complic'ity
In parody precludes a critical practice has been cause for much debute.
In her Pat'lier wrItlng. Hutcheon rerors ttl parody both as "target" and
as "tr lbute" (WBG). As Hutcheon comments. "complicity always attends its
('rlt1que"(Hl8G:26). By belng selected as subject matter, tho quoted text
is included where other representatlons are by necessity excluded
(thornby margtnallsed), and in this way is given authority. Ilutcheon in
fact rerors to parody as "authorlzed transgrosslon 11 (W8G:2G). It is
procisely this paradox of parody which critics such as {<'oslpl' rtnd
probtemattc, Hutcheon Pt'Op08e8 that postrnodern parody Is rar more
comp licit In nature than moderntst or pre-moderntst parody, Slw
suggests this ccmpllnlty is duo to tho postrnudernlst l'('.j('('tion of "the
resolvlng urge of moderntsm towards closure" (19S!l:m»). Thl!i
(postmodernlst) I'pJe('tion of closure can be understood In the unstable
rolatlonshtp between si~n and signified in postmodornlsm.s

In contrast to ltutclieon, Jameson (not unlike F\)s(.c'r) S(,HS pal'ody us
problemattc In the postmodern context, IIH ar'~lws that postmodorn
culture hUH become u 1'1('111oC "styUstie diversity and twtl'l'of,(,I1l'ity" In
\. :11<:hall sense of H t yllstk norm hUH (tisap [>('a1'('<1(lOB:I: 111\), For .Iamoson
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Krauss's comments are Focused on quotation's
function. Foster on lhe other hand. is more
potentially reactionary role it may play. Heferrinr;

potentially crlttcal
concerned with the
to visual quotation

in general, FOB tel' asserts that II [In [any artists borrow promlscuouxly
from both historical and modern art. But these ref'ermwmi rart'ly ( ,a~w
the S()U1'('(, - let alone tho present - deeply II ( lBH5:lG). lip dol'S however.
acknowledge that certain postrnodern artists tutv« engaged thl'SP
rererences in a way which Is crttlcal." Like Foster. Crimp has indicated
the need to determine a cr-Itical quotation (also ref'errcd to in this
text as a parodic quotation). For Crimp it iH the pervastvoness of'
quotation within postmodernlsm which d('termin{'s a problem. rot' as lu-
points out. "if all aspects 01' tho culture UH(, thls new operatlonal
mode, then the mode itself cannot articulate a Hll<'eifk rertectlon upon
that culturo"(1!l85:157). OIl<' might conclude from Crimp's comment that II

crltlcal form of quotation should not only parody its target text, but
should also parody quotation. At this point I wish to marl, tho I'm'! that
such u parody of quotation Is ('sp{'C'ial1~' perttnerrt to erItlquvs of N('()~
expresslonlst painting.

TIw quotation of exprosslonlst codes. as discussion in chapter one will
have indicated. is parttcularly prohlernatlc. In rolatton to tho question
of expresslvlty t Foster proposes that r'(lf('l'(lflCeri to expressionism may
become or itiGa 1 whore expresslonlsrn is t'('f~arded as "mo"!) than an
artlstlu styt<,,,, and is tr('atml as "an lcl(lol()glc:'Ul site where dtscoursos
of many sorts ml'{'t and may b(' caught ()ut"(lOfl2:71/72). To lmplnmont such
a practice, 11(' suggosts that a critique of notions of 'authentlcltv' Is
central. Notions of au thentleltv of ('OUI'S!' are' not ('out'IIIC'<! to the
oxprcsslvo (autugraphlc) brushatrok«. In postrnodern culture, kOf1ogr'apill~'
and forms from popular culture which strC'HS mnohanlcal procossos and
In\~dlution call bo ,just as "C'ific'd us tho ('X(H'<'HsioniBt 'slgnaturo' 0(' the
artist.

Tho debates sur-roundtng ll\)sl modornlsm {'Ol'('gl'ound a h('ighlpllC'd selr-
eonsclousnoss. WhUp sclr-consclouanoss is !ll'('('ssm'y for' parody. 1 would
ap;r(~(' with Fosto' when ho ar'gu('s that (,Vt'U in (·(UWS ",1\('1'(' quotutton i'i
consotoe Hly inlt'IHl('d as crltlquo, this does not Ill'('<'SSUl'lly mako fol' n
('l'iti<'n pruotlce, TIll' wrIttnus I havo rnadr- USI' of. sup;p;c'sl t hal an
ossontlnl point In <ll'v('l()p!n~ a (' Ilh al Pl',H'tlc'l IH tilt' ahlllt;v- 10
(IlStlH~ulHh hol Wl't'll parodic quotatlon and llaslklw. 'l'hls noods to bt'
Slt'PHHt'd as a pl'ill1Hl'" ('Ollt'('I'll.



While 1 t'ef'pr to Hutcheon's dortnlt ion of' parody in Ihis dlssertntlon in
a broad sense, my uso of th« term is somewhat more sp('dl'k and is not
always allgncd to hers. Hutcheon notes for oxamplo that "[ [lm'o(ly's 1
range of Intent is from respectful admlration to billn~ t'idicul(,l1( HlSri:Hl).
I, however, do not identify parody with 'rospectrul udmlratlon'. For' m£',
parody needs to emphaslse crttlque of an orIgtnal toxt. Whll(' 1
understand that critique is, arguably, never guaranteed giv('n
differences of context, presontatkm, vlowlng etc - 1 do want to stress
that parody needs to be more posltloned as targotlng the> original toxt
than as giving it tribute.

H(?petitlon is an integral part of' parodlo quotation. Parody nocessarllv
Involves the conscious repotltlon of' a roreront, and rcqulres that th~'
repetition of' the rerervnt, in whatever form, lw l'('cognIHl'd as such.
Fur: :1(>1' on in this chapter I discuss tho way In which Issues of'
repotltron become complicated within pnstmodm-nlsm.

The forms of' quotatlor. in question hero are varied, Foe example, a work
which contains the quotation of' a single reroront (as in Hoy
Llchtenstetn's quotation of entire paintings by other artists) can bo
dtsttngutshed rron WOI'IUl when? differ-em!. r'('{'<:'['onc(!s (whlch we can also
call texts) are juxtaposed, An oxampl« ()f' this latter form would 1>('
,]aspnt' .lohns's '.1S(' of' both goSt.UI'llJ mark and stencilled Images within a
sin~le work. Tbis juxtaposltloning of' lliff('t'pnt rcrcroncos is somctlrnos
tprmed brtcoluge. Newman notes that lH'icolagH has b('('11 used to dosertb«
" the eomblnatlon of' fl'a!~m(lnts of quotutlon from other' works in a slnglo
work or artlt(H)89:1:~2). While the term is more commonly IIS('<1 ;11 relation
to sculpture, it may also 1)(' appllod to palntlng, drawing. mixt':! modla
WOl'i~q or »ther vtsuat rorms whloh are composed of varlod l<'xts.
Hli",·l!tltl ;';I'"IISS dlsousses tH'[(,ola~(\ in terms of' ('ollug<', Slw sugg('sts
that ~lll usc' of' coUult,t' might II(' spell to oppose "modornlsm
{Iro per II ( 1985::38). She continuos b~' commerutng that "('ollltIW oporntes in
direct opposition to modernism'a search ror perceptual plenltude anti
unlmpoachahle setr-nrosence. Modernism's goal is to (}llj('CUf'y the formal
constltuents of a gtven modlurn, maklng thoso ... Lho oh,j('c'ts of' vlslon,
Colla!w prohlernatlsos lhal I~oal by s('l tlng up dlscours« in place of'
p,'mmIW('''( Imm::m),
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differen(x' rather than slmllarlty"." I use Hutcheon's analysis as a
wor-king definition of parody for my discussion. This is important as her
wr'Itlngs on parody are frequently refer' red to by others in the field.
However, I would suggest that parody is a more complex process than
Indicated through Hutcheon's definition. Her definition is curiously open
- so much so as to embrace pluralism. She equates parody with what
others might term pastiche," (I discuss pastlche further on in this
chapter).

In her book A Theory of Parody, Hutcheon addresses parody qulto
broadly, tracing its development hlstorlcally and dUng a number \)f' ways
parody operates. Those most important to this dlscusslon are the
functions of inverting and 'transcontextuallaing'{ 1985). The inversions and
transeontoxtuallsatlons Hutcheon identifies, refer to, for oxarnple, tho
way a particular text may be used against Itself. In other words, the
text is used in such a way that its original function, OJ' moanlng, is
reversed. 'I'ranscontextuallslng - basically a use of' different texts
within one W( - mule! also be interureted as a kind of int(!l'lextual1ty.
In relation to the term, Hutcheon comments that "[ p [arody's overt
turning to other art rorms implicitly contests Rornantfc singularity and
thereby forces a reassessrnent of the process of textual
production" (1985:5).

In a later text Hutcheon notes that postmodern parody dtffp1's from
modernist and pre-modernist parody in Important ways. Hutcheon
describes postmodern parody as less stable and mor.. umhlvalont than
previous parodic forms. As a result of this instability, Issues of
quotation become more complex. This ('ompl('xHy is explorud in he)' later
book The Polities of Postmoderntsm (Waf», whore sho shif'ts her position
somewhat to adopt a more' crtttca! stance, Despit<' this sh1ft he-r
position is still bastcattv pluralist. She maintains that most postmndern
use of parody is critical rather than reactionary. This posit Ion Is
expressed In her ~('nl'ral def'lnltton of' post modern parody, where sho
suggests that "postmodern parody is a value-problematlstng, de-
naturnllztng form of' acknowledging the hlstorv (and through irony, 1IH'
politics) of' representation" .1 This plurallst [lOS Ilion ad vanced by
Hutcheon as havln« crltkal potential, is not in llno with Foster's
conception of a orltlcul postmodornlsm. Nor Is it the same as Crfm p's
definitioIl of "pronroaslvo'' as opposed lo "l't'{l;l'('sslv(''' 1lPIH'O!)f'laUoIi.
Both Foster' and C)'imp question tho l,rf('('tivt'n('ss 01' pdrody us 'value-
[ll'ohlpOlnUs!ng' \~ithiIl postmodtu-nlsm,
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CHAPTlm THHEE: PAINTING PAH.ODIED.

To <1ea1 with tho problematlc of painting as articulated thus fat', in a
way which is pertinent to my own art practice, certain formal and
conceptual approaches have emerged as particularly usef'ul, 1 have
ldentlf'leu these approaches as parodic quotation, metonymk- roadlngs and
the lise of roadymades, Whilst these approaches difTl'l' in form and
function, I propose that they can be used in conjunction to l'aC'ilitat<' a
critical practice in painting,

To support my proposltlon 1 need to rrame these three approaches -
which from now on I term strategies - in slightly more general terms, as
well as reflect on how they may oporate in postmodern dtscourse.: In
this chapter I concentruto on parodk- quotation,

Parody is a complex term, Us use In vlsual art is not unrelated to that
of other dlsclpllnes. It basically Involves a conscious repetltlon of a
pre-existing text (image), or part thereof'. in a 'new' work, This
repetition can take many forms and is differently termed according to
context and \1S0, The term quotation is, arguably, till' torrn most
commonly used currently to descr-ibe this repetition. The terrns borrowlng
and approprlatton are also commonly used. t rn!1lw thr- term appropriation,
which orton has negative associations, quotation and borrowing aro
usually considered less value laden. Foster, however, seos quotutlon as
tn Itself (generally) problematic. This is reflected in llH' ract that,
unlike most critics (for Instance ()W(,IlS), Fostpr lIS('S LlH' t(,I'ms
appropriation and quotation Interchangeahly. Douglas Cl'lmp is 1lI10tlWt'

critic who uses tho term appruprtatton to r('f'('l' to quotauon, howovor
Crlmp, unlike most writc'ps, llS(,S the word in a mort- nt-ulrul 8('I1SI'. 11('
makes a dlstlnctlon hC'lW(,(,I1 "regrosslvo'' and "progrosslve" approprful lon
(198t3 ).

'l'here is much debate as lo when and how lll(' ropotltlon 0[' an imnt.w 01'

a text constttutos p«.. /' Most writ(,l's argue' that for' a toxt to II('
parodlc It should have' somo significant dtstance From, and ('l'!lkal
rolatton to, tho 'original' source. LInda II\!t ehoon has writ [I'll qullr-
broadly on parody, and 11('1'views are usoru! 11('1'(' in establlshlng ('('l'ldin
broad roatures of tho term as it appli<,s to postmodernlsm. llutcheon
dof'lnes parody as "ropotltlon with erItlcal dlstunce, which marks
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Yuppie's choice par excellence, and it is hardly a secret in the art world thatSchnabel's reputation in Europe was largely fabri~q~ed by the man without whom
the English New~Right might never have risen from their tubularMsteel armchairs:
Charles Santehi himself"(19S8:79).
16 Roberta Smith comments on this in her review of the exhibition: "One factor
which clearly mitigated against artists was being female. The nasty message
implicit in the complete absence of women painters from this show, a message
which also seemed to be reflected in the overblown canvases, is that painting isonce again 'man's work'" (Smith, 1981:75).
17 Lust for Life, a 1965 movie about Van Gogh, is perhaps one of the better
known examples. AI''.ilermovie which centres on the act of 'creating' is Jan
VriJ sman's 'I'he Rep .lty of Karel Appel.



~itchell's on 'the natural' are interesting here. ~itchell argues that ~the
notion of the image as a'natural sign' is, in a word, the fetish or idol of
Western culture. As idol, it must be constituted as an embodiment of the real
presence it signifies"(1986:90). I suggest that Abstract Expressionism might be
seen as an instance of ~itchell's assertion.
9 Some confusion may arise in this section of the dissertation, through the
similarity of names. In order to distinguish between Griselda Pollock and
Jacl(son Pollocl<, I have always included the first names of both individuals,
~nd in Griselda Pollock's case, have bracketed her name. Where the name Pollock
appears 1n the rest of the dissertation, the reference (unless othf't'wise
indicated) is tu Griselda Pollock.
10 Elizabeth Frank notes how the particulars of Jackson Pollock's physical
appearance within Namuth's photographs work to increase ideas of artistic
presence and genius: "Pollock's brooding appearance in the Namuth photos, his
cowboy boots and denim, and the ever~present cigarette dangling from his lips
or held nonchalantly between his fingers no doubt helped to deflect attention
away from his paintings and onto himself, ultimately feeding a popular view of
the artist as an inspired existentialist sBvage" (Frank, 1983:85),
11 (1992:142). The notion of ge~ture in Pollock's painting is not archetypally
expressionist in that there are no actual brushstrokes laid down. Artists such
as Willem de Kooning show more clearly the legacy of German Expressionism, and
form the aesthetic basis of postmodern Neo-expressionism. However, Pollock's
work is important here for the way that he has been represented, - the
particular ways that hfs painting activity reflects notions of physicality and
artlst's presence.
12 While a few examples of other disciplines are ci ted as part of the'Neo-
expressioonist project by its proponents (the bronze sculptures of the Italian
artists Sandro Chia, Enzo Cucchi and ~immi Paladino for instance), the
recuperation of painting can be seen as the core of the project.
13 Some have crttiqued the notion that a progressive postmodernism could be
aligned to the critical momen.ts of modernism. The critic Michael Newman for
example, writing in the late 1980s, argues that the modernist model of critique
is inappropriate in the present social context, and that a concept of critique
formed in oPPosition to Greenbergian modernism is now irrelevant (Newman,
1989:95w164).
14 (Harrison & Wood, 1993:233). Although I use the term readymade in relation
to other works, the ter~ found object seems more appropriate to Schnabel's
painting: the 'natural' objects (animal horns) which he makes use of here are
not readymades in the sense that a manufactured object is, nor are they mal'ked
by him in any way that suggests that he intends them to be read as pre-given.
16 In relation to the question of Schnabel (and Neo-expressionism in general)
as being somehow radiceI, it j,sinteresting to lool{at a comment made by Peter
Fuller on the issue. In response to the accusation that he shows conservatism
by rejecting Schnabel's work, he makes the following rather cutting observation
to point out that the exact opposite is ia fact the case. "Schabel was the
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NOTES
1 An eclectic approach is appropriate to and in keeping with my own painting.
This type of approach is also, not unproblematically, a feature of
pastOlar"'.rnfsm.
2 (Greenberg, 1965). The assertion of flatness is also a feature of Greenberg's
modernism. While it is not a primary consideration in this context, it is
implicated through the other issues, and needs to be noted.
3 Newman yuestions the usefulness of taking the Greenbergian model of modernism
as antithetical to postmodernism. He comments that this may be a W!i.r of
reinforcing the centrality that Greenbergian modernism accords painting. He also
questions the general relevance of this model to postmodern practice. For his
arguments around this point, see Newman (1989:32-50).
4 Christine Battersby pOints out that the modernist notion of genius, as
inherited from the Romantics, is based on a ~logic of exclusion", which serves
to reinforce, among other things, male/female divisions (1989:6).
5 (Pollock, 1992) (Lee, 19B7). I wish to stress that this position is not
essentialist. I should also mention that I do not see critical painting practice
as relevant to women artists alone.
6 According to Lee, Oulton produces abstract rather than figurative images not
"as a deliberately obscuring device, but in order to prevent the naming or
'fixing' of things", This strategy, she goes on to say, "is an intention which
is based on the view that the recognition of an object implies the colonization,
the possession of it"(1987:19). Other strategies, such as the production of
multiple meanings (through, for example, a deliberately ambiguous use of
iconography), which I discuss in more detail in further chapters, could also be
used with this intention in mind.
7 It is important for me to qualify what I mean b) gestural mark ill this
context, Here the term indicates not only the archetypal broad expressionist
brushstroke (evident in, for example, de Kooning's paintings), but also refers
to other types of (painted) mark which could be described as autographic, as
visible trace of the artist's hand. What is important here is the idea of the
mark as constituting ar~istic presence and authenticity.
8 I find it useful, in this context, to define the natural in relation to the
concept of naturo.lization. The Columbia Dictionary of Modern Literacy and
Cultural Criticism outlines this concept ~~ follows: "According to the concept
of naturalizaton, what is 'natural' in ary given society - what is accepted as
self-evidently and transt~nd.nt~lly 'true'- 1s actually historicallyconst ructert. '~~atural' knowlsdge ..as been naturalized; that is nade to seem
natural ll.:"i.Jlel".nsof ideoh1gy"(Cn:i.ldf:rs& Hentz!, 1995:202). The concept of
natural Izatinn (auld be saie tc UN)O!H! essentialism. Certain comments of W,J.T.
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example here, which 1 feel to be relevant to the notion of 'naturalness'
which is Implicated within (neojexpresstonlsrn. One of the ways in which
popular culture evlden-x-. this fascination with the spontaneity of
expressionist works, is LJ:,. concentrating on the actual moment. when the
outpouring of expression takes place. This has resulted, for example. in
numerous movies about artists in which the actual act of making is a
central feature of the movie." Philip Hayward is one critic who has
remarked on the point. He refers for example, to cinema's "extreme
rettsbzation of the actual moment of creation" (Hayward, 1988:8). This
focus on the production of the work is not at all the same as its
occurence in certain postmodern artworks, where production is made
transparent in order to dispel the mystique of the 'creative act'. Such
artworks often reveal that the work is produced in a real world, where
for example. the size \)f an artist's workplace or the type of space
where the work is exhibited. may play as great a part In determlnlng tilt'
end result as does 'creatlvlty'. (Popular) cinema on the other hand.
accentuates the 'making' process in order. arguably. to depict
'creativity' flowing from the artist and so emphasise the means of
representation as natural. Thinking of Pollock's method of action
painting. it might not be Inappropr-iate to see it as playing into the
hands of popular culture's 'fetishization' of the 'creative' act and the
commodification that come.i with it.

M~l intention in this chapter has been to frame some of the central
issues around expressionist painting in postmodern discourse. t4y aim has
been to set in motion a process whereby I am able to work through a
sot of assumptions about painting which I believe should be challenged.
This process may facilitate (both in the dissertation and in my painting)
a space for a re-ar-ttculatlon ~)r paint Ing in a way which tr-Ies not to
reproduce the values Inherent in these assumptions. Part of this
process, is to reveal that tho apparent naturalness of' the
expressionist mode is in I'act a construction. Here I would like to cite
Foster once more. Heferring to the' divide which he marks between
critical and reactionary post.moder nlsrn, he notes that:

whereas {rellciJonar:v J art ret'ers so as to ellcli <I

given response ntu) regards tho reference' as natural,
the return to hlstors: as certain, {critical] <11'(

reters to CJ lWSI10/J tho '1'11 til - value of' 1'('IJl'(\9NJ III UOI1

(W85:214).
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CI!APTEH FOt m. METONYMY.

In this chapter I ','xpIOl'(\ motonvmv its a stl'at('~y to l'udlilall' a
('l'ili<'al prllc'tiel' in ('xpl'('ssiollist palnt lng. llowovor. as 1 IHlVl' alrvadv
lndlcated, II is the way nu-tonvmv may function in relation to lilt' other
stl'al<'p;it's I have Idt'ntif'lpd (narnely pat'( l~. Hull roudvmades) whlrh makos
It It vlable pursuit, Bt'I'Ol'(' oxamlnlng som« of' tilt' I'ont Ul'PS 0(' motonvmv
rvlevnnt to this lliml('t'tatioI1, J lll'pd to makr- :1 fl'w IWtll'l'HI ('0111 111(-nts
(,()Il('(!t'ning mutonymy's rulatlon to parony, iH('l()n~'ll1Y's 1'('1111ion to
t'C'udymadps will IIt'comC' deal' through my dlscusston In dW.ptPl' f'lvr-),

As alroady noted, ror parody 10 fUllC! ion H1H'('('ssf'ully, ('('1't(1ill somantft-
t'oaturcs of till' parodlod Im(Jf~(' must 11(' ('vld('nt III (11'<)(lr' ror til!' VhWP1'

to make baste uasumptlons. ('I'll(' parodied image should b(' well-known,
('VP!l 'public knowledge'). ln postmodern pl'ueli('(', tilt' rorm of !'('PPl!l!oll

wceHsary fCII' parody is of'ten mllm} quotation (as noted). ~tJhilst
repetition (which may function us quotath tI) is a rl<'('('ssat'Y condition ror
parody. it is not U IlPc'pssary condltlon 1'01' motonvmv, This doP}' not
mean, however. that metonymy dOPH not (,Vt'I' Involve ('PI'luln rorma \If
l'ept'l ltlon.

Unllko parody, metonymy iE- not a Iormul W' coneoptual (il"vi<'t' tll'! 1(ly,'(1 in
'.11<' productlon of Imanes, One cannot, ror Instance, talk of 'm('l(lll~'I'l!zl11g'
an Imllp;(>, ClH 0111' oan talk of pc1l'odyiIlA an IIIlHAt', t-I(>lorlymy hus more: 10
do with tile {'(lodlng of an inmg(', This l'eudHlg is not guarunteod il~'
I'ortnal and iconographic ok-merus In Uw \vc;'k ll sell: llowovor. 1 HUgp;('st
that a cer tatn klnd of manlpulatkin of formal and i('()(iog mph 1(' ('1('111('111s
within Indlvklual wot'l<s, and in theso W01'l{s' rclatton "1 othe-r works In a
glvon physi('al spac«, can 'In<lI1('(" mpl<'nymic l'p(l(UnAH In lilt' sl)('('tatoI'.

As J havo Ill'Opos('d l'tH'liPl' ln m;v dlscusslon, Ilwlollym:>' as a strutvgv, In
relutlon to parody, is by way of (liul('cli<'al pructlco. It Is Important to
stl'('~lH IWI'(' that tho Ill<,lollymy IH'COI'ds lin kind of [l1'ivl1(,:>' to
hllll~lH1f,,(·II((}I'loll, 1!lB7:17~). whtch countvrpulnt« the shared ('UllUI'HI

exporlonco of sl~~lHi (of' ('amllial'il,\-' 01' til(' l'pf('I'<'III) whtrh ('IHu'!H'Lt'l'b,ps

parodv. Ht'toIlyml<' [·(\'ldlTlr...'; fOI'('I!,I'OUIHi rontluultv. f\ rr-sull of' this
(,()lIU~ul!;v Is till' 1l('I'pnluuUoll o( tll(' phvslcul r'l'lathlllships Ilf' thtugs.



trappings"(1992:76). These trappings might include a large canvas, traditional
framing (usually gilded, carved or heavy-Ioolting) and serious thematics, 0 ften
stressing the conventional 'artist-versus-society' crisis, which would includethe positioning of the artist as a romantic.
11 A foregrounding of repetition within postmodern art can be connected to the
\.,a~in which the mp.dintion of images (implicatip" mass production/ mass cul ture)
predominates postmodern culture in general.
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Foster has marked as particularly difficult to use critically. He comments that
"a Idnd of consummutivity is active in art that uses imagery from popular
culture"(1992:28).
6 It is necessary to define my use of the terms sign and code here. For the
purposes of this dissertation, sign is defined in accordance with Ferdinand de
Saussaure's linguistic sign system. Here the sign is "a two-part entity
composed of signifier and !dgnified, as distinct from the referent which is the'real thing referred to'''(Joselit, 1993:57), In linguistic terms, the signifier
is the "material word: its letters Bnd sounds: the signified is the concept it
represents"(Joselit, 1993:57), Pierre Gulraud puts it that codification can be
described as "an agreement among the users of a sign: they recognise the
relation between the signifier and the signified and respect it in
practice" (Guiraud, 1975:25). Codificntion can therefore be seen as necessarily
based on convention, Guiraud notes that "codification", is a process: usage
renders the sign more preCise nnel extends the convention. The more precise and
widespread the convention, the more the sign is codif!ed"(1975:25), A code then
can be defined as "a system of explicit social conventions"(1975:41), (In
chapter three, I discuss Roman Jakobson's theory of codification in relation to
metonymy. While Jaitob!1on's linguistic system differs from the Sassaurfun model.
this alternative conception of code is not, to my mind, in conflict with my use
of sign nnd code in the rest of this dissertation).
7 (Newman, 1989:141). ~jodern,ismin this context does not refer to Gt'eenberginn
modernism in particular, but is used as a heuristic term, (Modernism is
generally regarded as being the predominant cultural mode from about 1900 up
until (and including) the 1940's, It is course difficult to put exact dates onto
cultural movements, and critics differ widely in their opinion on these dates.
Some critics (for eKample Jurgen Habermns) have called modernism "nn incomplete
project", and insist that modernism is still the dominant cultural form
(1983:9),
8 It 1s worth noting a much earlier theory which deals, albeit in different
terms, with the aane issue, Here I refer to Wnl ter Benjamin's rhe Work of Art
in the Age of ~1cchnnical Reproduction, written in 1936, Benjamin ergues that the
idea of the creative genius, and the aura which surrounds 'high art' acquire
authority from the fact that the artwork is unique and handmade, Ife asserts that
the 'mechanics of reproduction' could be used to challenge this authority, and
expose the false nature of this aura (Benjamin, 1969). Benjamin's ideas become
complicated through postmodern1sm, where high art and popular culture becomeimplicated in similar proble~9,
9 (1988:30), Baudrillard's theory has been problematised by others. Unlike
Baudrillard, these critics do not propose reality as nn objective corc~pt which
can be separated from signs unprobtenat icul ly. Newman for example, asks "isn't
[BnudrillBrd's] model of realism u rather outdated one, a simple correspondence
of words or images (icons) with flfl external reality of things?" (Newman,1989;137) ,
10 (Foster, 1992:76), Some featurns of these works which work towards the
simulation of an authentic or original art, are w~at Foster calls "masterpiece
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NOTES

1 Malcolm Bowie refers to metonymy as IIa mode of connection wi thin the
signifying chainll(1979:129), Whilst I see metonymy in terms of a strategy in the
context of this dissertation, I roal ise that this is also problematic, t:nlilce
parody, metonymy is not always consciously produced, and may occur, rather, as a
result of n paticular use of other visual strategies, such as repetition,
Nonetheless. for my purposes here. the term strategy is approprJ.ate,
2 (Hutcheon, 1986:6), Hutcheon discusses ~arody as both a pragmatic strategy and
a formal structure, She remarks that lithe act und form of parody are those of
incorporation, its function is one of seperation and contrastll(1985:34). One of
the reasons that Hutcheon's concept of parody is appropriate to this context, is
that unlike certain other writers (for example ~nrgeret Rose, whose com .ents I
include in the chapter) she does not limit the term to the use of humour or
ridicule, Hutcheon sees the lIinsistence on the presence or comic effect~ as a
restrictive application of the term, in light of the range of contenpcrarv
parody (1986:20), Another reading of parody is interesting to look at here. Some
critics have examined quotation and parody in terms of allegory, as allegory
basically involves the reading of one text through another, FOI' Owens, the
I'allegorical impul!lpl'is a defining feature of postmodern culture (Owens,
1902:62 at p6ssim), Hutcheon proposes that the term parody may be substituted
for nllp~ory to describe postmodernism's reference to past texts (Hutcheon,
1989:96). Allegory needs to be mentioned here as it has been applied to a number
of postmodern texts: however in this dissertation t.he terms allegory and parody
will not be conflated.
3 Pastiche. like parody, involves the mimicking or repetition oJ: certain styles
or forms, But. as Jameson comments, 'fit is u neutral practice of such mimicry",
(Pastiche] is without IIparody's ulterior motive, without the satirical
impulsell(1983:114), For Hutcheon a maJor difference between parody and pastiche
is that. unlike parody. pastiche is never IItransformationalll in relation to the
quoted text(s)(199S:38),
4 (Hutcheon, 1989:94), As Hutcheon's comment saggests. parody usually involvessome degree of irony, In her enrl1(H' writ,'/.ng,Hutcheon in fact notes that I'irony
is the major rhetorical strategy deployed by Iplrody]P(1986:2B), Joseph Childers
and Gary Hentzi offer a definition of irony whict' is useful here: IIlrony is a
l'hetorieul trope that involves the creation of a meaning different from - and
often opposite to • the menning one would normally expect in a certain situation
or associate with a given word or phrase, According to this most basic
definition, to be ironic is to say one thing and mean anotherP(Childers &
Hentz!, 199&:160), For Hutcheon. as I noted. 'critical distance' between the
tBxt(S) being parodied nnd the new text, is fundamental to parody, She suggests
that it is irony which encoura~es the viewer to read this critical distance,
Owens notes that as a trope "irony is '" calculated to expose false
consciousnessH (1092:149), H~ suggests that in this respect, Neo-expressionist
paintings can be seen to preclude irony (1092:149),
6 Certain worlts by American artists Shel'rie Levine and Gretchen Beuder for
example. are Been by Foster to engage ref~rences in a critical way (1992:72/73),
Interestingly. both urtists often mc lude references from popular' cul ture , which
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the 'l'rans-avantgarde (Nl'O-PXpl'('ssionism), This, in an obvious way, would
constltute a double quotation and would in som« respects doubly
complicate notions of uuthenttchv and ortglnalttv, and in certain ways,
dtsclpllno-apcch'lc purity. Tprl'.r' Eaglpton in fad remarks that what
rpally constitutes postmodern parody is a "parody ()f' tho 20th Century
avan l-garde" (lnAG:(lO).
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engage Issues of dIff'Prt'IlCP and repet ltlon slmultaneouslv. Postmodern
parody used In thIs way can Ill' Important in contesting the production
of stereotypes, for as Owens notes "mass production and the social
lo~Ic of homogontsatlon whlch it entails wor-k to eliminate
dlCCe!'eClc('''(WH2:1 WI .

•Jameson argues that emphasising dlfCPt'('C1C(l may be> th€' only way to
produce a crttlcal (parodic) quotation. (As I noted earller. he views the
production of a parodic quotation as almost lmposslble within
postrnodernlaml .• Jameson's argument, expressed In his concept of' 'cultural
revolutlon' is viewed by Foster a!i rundamental to crttlcal pt'Helke)
(IH92:17f;~17B) .• lamoson's concept of 'cultural revolution' fOGUS('h on the
particular way in which quoted texts are used In relatlon to one
another, The central point of the concept tnvolves an insistence on
contlic: or tension as 11 necessary condition of the relation uotweon
dlCfnrent quoted texts. .iameson points to the fact that in any cultural
moment, several modes of production are happenlng slrnultaneouslv. Some
or these modes are vestlges, others are only emerutng. These modes
each represent the interests of different social groups within the
culture, and are ideologically in conflict. Jameson argues that practice
can only be te.rmed critical if p. serves to reveal this conflict. In this
way, dominant ideologies and . ~~resentutions (which speak only for some)
may b(~ challenged (Jameson, 1981). Foster writes that:

[Clutturel revolution stands for a crliicul llcti\lily
ihnt reactivates the conrltctual flist()I"Y of sign-
systems so {U; to break through tlu: (1li1fstol'ic<21)
logic of tilt' code lIS well as tho tormalts t
discourse of eauicmtc dlscipllnes (1.992:.177).

Within the concept of culu-ra! revolutlon, what Is finally Important Is
that we see a tension between modes and slgn-svstems, which Sel'VPS to
undermine the idea that any social moment Is total and absolute, Or'

that any stgn-eystem or mode of representatkm Is a natural one,

The intention to ('xpwm ('1 conflict or tonston between test» is of c('ntl'al
Importance to the question of parody. I hope that the vartous arguments
and approaches I have oxplored in thts chapter. also servo as a polntor
to discussion of my own painting, a Hl!~nlrknnt aapect of whlch Includes
a kind ot' postmoder-n parody that I will only hlnt at, at thin stag('. This
is the parody of the uvnnt-garde itself. Implied in this parody would be
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particularly problematic, The prilll(' example here perhaps. is the NC'o-
exprosstonlsts, who. by referring to various pro-oxlstlng artworks,
simulate authenticity and ot-Iglnallty ,I (I ilt' pruposes that to enaht»
critique. visual practice should also bp "orItlcal of simulation as a
mode" (Hl8li:BO),

A conscious manipulation of' repetition may provide' a I..ethod of dealing
with the problems which slmulatton raises, Hutcheon suggests that whe-n
the same nuotatlon (form, Icononography etc i ,. repeated, purodlc
quotation may function more ('ffectively as 'larg<'t' ,'·1· ner than 'tr-lhutr-',
The process pf' repeating the quotation, she proposes, challenges tho
authenticity of tho parodled or quoted tnxt so that parodic Intent
becomes cloar. View('d in this way, repotltlon might 1)(>seen as II way of
rorogroundmg the (,0<1<, or sign to the point that It bC'comC'sapparent as
a convention or construction, This could perhaps b(' compared to tho way
in which a word, t'<'[l(latpd ovor and over again, starts to los« Its
moaning and becomes obvlous as a sound. soeml- ' dlvorcod n-om any
particular' meaning, I SUgg(1st that because tho -ss is cI('lll){'1'llif',

this dislocation of the sign from its conventlona accepted meaning
Is different from tho 'uhlstorlcal', "'contt'xtllallsed sor-t of' quotation
which Fostnr finds incompatible with crltlque. Ensuring that the UH(, of a
certaln kind of repetition may fadlitntp critique, Involves of' course,
more than tho presence or absence of' dellberate Intent. I f('ol it
neressarv to develop the 188\,1(\ a little rurthor,

In postmodern practlce. repetltlon is {'or('gr()und(~d as u primary
charactortsttc.: \ It is Important to note that this happens In dl{'('('l'('nl
ways. Th("'" Include f'or example, the !'<'[ll'atinr, of' images wlthln UlP
pictorial rrame, and/or tho r('ppatlng or codes and I\wmals within a body
of' \\101')<' This may l)(' doscrlbod somoumos, as a sort of' sorta)
prod uctlon. An exam p1(' of' lhls sortal prod uctlon I-, til!' [lOS tmodr 'I'll

artist ('in1ly Sherman's st'r'i('s of photographic sclr-portralts In whloh
she adopts various romlnln« Si('l'('tltY[l('S In a sort 0(' masquerade. "Tho
.'llgnifk~m('(' or 11(>1'work", Owens notes, "resid('s In the porrnutattons of
identity I'rom one photo to the next" (W02: 110). WhUp ttl!' I'('pe'aied
handpalntod image rais('s sur,\(' <lll'f('rpni iSSlH'H to those l'ais('rl through
roj.otltlon by mochanlcal roproduotlon, It is orton usod to commont on
notlnns or uuthnntlclty and urtlstlr' aUI'<1 In much the same- wa~' that
llwclulllkally produced imU!J,('Bo[lC't'ull'. l\ ('O!lS('(llllS us« and manipulation
of' tlliH (rolatlvo) Inexacuu-s«, pI. h· .. ' ~.1 1;. ('!'!llc'all:>' comment Oil

Issues of' authontlcltv and spontunolty. S(·r·lallt~· Is of'tr-n llH('l) to



trnnstormetknu from wtui t 11(1 culls 'reallsm', to
'modernism ', ntui now to pos tmotiernlsm', For .!{WWSOI1,

'postmodernlsm' is till' I1t'h' 'cultural domliuin i' of' Iii tc>
capitalism (Harrlsor: & wood, J!J.Cl.'1:2.17).

'I'll(! particular WHYS that postrnodern cultural forms (for example,
painting, cinema) reflect these elements of consumer culture, reproduces
the Ioglc of this social moment. Thus, accordtng to .lameson's
formulation, the quotation of popular culture in postmodern artworks
would be problematic, perhaps impossible, as a means of critiquing
dominant values.

Using a somewhat different formulation to Jameson, Foster also I'pfers
to the way that postmodern practice lifts and ro-places (therefore
displaces) images, and what this means ror possibilities of' a critical
practice. Foster points out that particular problems U1'(' ralsod for
parody in the postmodern context because of the fact that our entlr«
culture gives prlvlloge to the sign, Here Jean Baudrtllard 's theory of
slmulatlon, in its broadest terms, Is of major relevanre (Baudrtllard,
198'), While BaudrIllard's vlews are not a central concern in this
dissertation, it is important to mention slrnulntlon as a stgntrtcant form
of' postmodor-i quotation OJ' parody, Simulated images (slmulacra). In
Baudrtllard's formulation, have no reroront in the r('al (matorful) world.
They reflect what, for Baudr-lllard, governs the postmodorn condition .,
a never-ending clrculatton of signIfior's. "'hls clrculatlon of' slgn!1'iPl's
rorms a sign system that is always (and only) l'('fm't'ing to itself"
Simulation dtff('t'!-i from the idea of' tho ('()[>~'. Unllko till' C'uPY, the
simulacrum (simulated Image) has no rC'f(,I'(,llt in the real (matortal) world,
It :, alwaya derIved from othor represcrrtattons. Baudr'llIll"d s('es III IH
sign system (01' slmulacra) as reprosentattve 0[' dominant id(lology, li('
notes that "[ij<ieology only ('orr('spOIHls to a bl'tl'llyal of renllty hy
slgns",r. Using Baudrillard'B rormulation, el'itiC'a1 ropresontutlon must
enrall challunglng the truth value 0(' the sign. Thus lh;' sign Itself must
be the obJ('ct. of' crltlque, Ilpl'(' W(' may be able to S('(' how quotatlon i:-;
Impllcated, I'm', as Fosll'1' puts it, "approprfatlon il('CUnWH prohtomatlc '"
because it is prodlcated on the logic' of' the sign, not H cr ltlquo of'
It"(IH92:11a).

Foster' sees a (,l'j'lain conscious uso of' slmulatlon as poton lially
crltlcal. l:ow('vC't" Iw alsl) notos Jnstanrr-s of' slmulatlun whlch are
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kind of metaphor. the oxper-tence of tho schlzophronlo individual to
describe the postmodorn hUIWHl condition. For Jameson, this schizophrenia
Inhlblts the development of a critical postmoder-nlam. In his view. certain
rorms of quotation are symptomatic of this schizophrenia. 11(' notes that
the schizophrenic' has no understanding of' temporal continuity. He 01' she
lives in "(1 p .rpetual present with which tho various moments (If' his or
her past have Iltt.le connection and for which there is no conceivable
future ... " (U)8:3: IlH). Our identity, Jameson points out, is made up of our
sense of our own personal history. The sohlzophrontc, in this rramowor«,
is 'rio-one'. in the sense of having no personal identity. He remarks that
"schizophrenic experience Is an experience of Isolated, dlsconnocted,
discontinuous material signifier's which fall to link up into a coherent
se ;mmcell(198:~:119). .lameson goes on to argue that tho sort of
poatmodernlsm which results from this state is at OIl(' with modern
consumer socletv. and it therefore II replicates or reproduces
reinforces the logic of' consumer capitalisrnll(1B8~~:12G).

His writing is emblematic of the concern in postmodern debates which
focus on the relationship between 'high art' and populur culture.
Commenting on "the erosion of' the older distinction bpi ween high culture
and so-called mass or popular culture" (198:3:112), .Jameson ar-gues that
this reaturo of postmodernlam is in most cases problematic. .rameson
relates his points to cultural forms such as popular movies (for example
'Star Wars' and 'Ralders of' the Lost Ark'). While llw features 11<'
examines in these particular works may not have direct relevance to my
arguments, what is significant here is tho fact of such texts (examples
of popular culture) being examined in the same conte ..ct as ht~h art. I
have noted this aspect. or his writings because or the way It rerlects a
major feature of postrnodern intertextuallty - "the effacement of some
key [cultural) boundark-s Of' s<!pm'atiorls"(.Jam('son, W8:i:112).

It is dear that for Jameson, mass culture and post.modernlsm need ~.o bo
discussed together .• Jameson wr-ites that "the emergence of' postmodornlsm
is closely related IO the emer-gonce of' ... consumer, 01' multinational
capitalism" (1nH:~:12G).

For t.tamceon I, iuet liS the productive h,IS(' of
capitnlism lias uiovod till ouut: dtrteront stagos, from
compeiltlvo capttnltsm, through monopoly cupltnlism,
to mnl'Inntlonnl (or 'Jilt!") cnpltnllsm, so flu' terms
of cult ural oxpresston Iuivo undorgono l'POcillli
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the original text is not, in the end, addressed is of course a point
that could apply to any use of parody. The question that could bt: askr-d
here is. is this • tr-rererentlalttv that different from the formalism of
modernism?

I now move on from the sort of parody of quotation (or 'double
quotation') which Koons' work exemplifies, to return to mort' general
questions around parodic quotation. I have noted thus far that Foster
sees quotation in general as deeply problematic for the production of a
critical practice. lie argues that this problem is compounded by till'
nature of pluralism, which ':S I noted ear-lier', posits all cultural
positions and cultural forms as generally equivalent. Foster' proposes
that "as pluralism is wtthr ut criteria of its own, old values arc
revived, ones necessary to a market based on taste and
connoisseurship, such as the unique, the visionary. tho genius, the
masterpiece" (~H92:17). Foster's point of the artist as vlslonary and the
artwork as unique, is particularly appropriate to problems of painting
explored in the previous chapter (exemplified by Neo-expresslonlst artist
Julian Schnabel's work Exile).

If it is true that all cultural positions and cultural forms are
equivalent from a pluralist perspective. then a practice of this sort
could lose the dimension of the soclal. This detachment from any
historical specificity is a phenomenon which Foster refers to as the
"ahlstorlcal" nature of much post modern practice (19H..:::16et passim). H"
argues that instead of engaging historical forms in order to
deconstruct them, postmodernlsm of this kind "tends to assume historical
forms - out of context and relfiedll(l992:16). This problem of 'uhlstorIcal'
practice as Foster sees It, is embodied in, and compounded by, certain
forms of quotation. Foster points ou t that when the quoted or
appropriated texts are placed outside of thelr original context (thereby
losing their connectedness to the relevant particular socIo-polltlcal
condition), there is a danger that they will be naturallzed.s

.lameson addresses this idea of the loss of context brought about
through the process of quotatlon, in a diffp('ont way, (Jameson's vlews
are userul hero as he examines post modornlam I'rorn a broader
perspective than tho other crIttcs refet'l'ed to so rar). In his essay
'Postmodernlsm and ('(HlS\lIllPI' Sot'i('ty' ho refers to what ho calls the
"snhlzophrnnh- oxpoi-lonre" in postmodernlsm (Hm:l:llH). .lamoson \1St'S as a
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In UWS(' two works (as with the rest of the works which make up the
Statuary ser-Ies), material seems lo be marked by Koons as important in
terms of parody. Its effeclivenpss in this respect is. however,
debatable. The stainless steel intensifies certain qualltles of the
copies which Koons uses as reference. A brief look at !":~ effects which
result from this use of' matertal may show why determining criticality in
these works is problematic.

In the case of' the French Coach Couple. the fluIdity and reflective
quality of the steel accentuates the florid style of the statuette,
while simultaneously serving to confuse the forms, so that the
generalised 'bad' casting, typical to cheap mass produced goods. is
emphasised. In the case of Rabbit, the steel accentuates in a different
way: reflection and fluidity intensify the taut. bland quality of the
(originally plastic) surface. In Itabbit, the steel seems to accord the
figure a sort of monumental quality. so that it could be read as a kind
l,f trophy. WhUp one might S(!(~ this as a parody of the transient, 'Junk'
status which the plastic rabbit actually has, and a crltlcal comment on
Amertca's elevation of its consumables to icon-like stature, a case for
collusion could also be argued. The intensification of the copied
figurines' features, coupled with the alluring visual quality of the
steel, might lead one to conclude that the overriding function of this
steel Is one of' seduction.

Koons has marie comments which Indicate that he may in fact want tho
viewer to be seduced, With reference to a series of works called
Banality (objects chosen for their 'kitsch' value'), he comments "I wanted
to remove their [the bour geols clasa's] guilt and shame about the
banality that motivates them and which they respond to ... so that they
can embrace' what motivates them and what they respond to" (Koons, in
Muthesius, 1992:28). This route which Koons sungests the viewer takes to
overcome a culture Which, as he put it, "debases" them (through
seduction), is at the V('l';V least, problematic. It would seem that
ultimately he invites the vk-wer to submit to consumer culture rather
than view it critically. Ilere, Uw viewer is made into 11 dupe of sorts.

Hose has sald of this sort of quotatk.n that: "the conscious usc of
parody to parody parody, may bo soon to lead the parodlst only deeper
Into a maze of fwlf-I'efel'(,Ilcp" ( lB7B:Hi<i). 'I'he danger then, from Hose's
point of vk-w, is that til(' valuos attached to the 'orlglnal' text (that
wh.ch is parodied), are IH'V('t' addressed or challenged. Tho danger that
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Fig.7. Jeff Koons, Inflatable f'lOWPI' and bunny.
(Tall yellow, Pink Bunny) Hl7(), (reroronce .or Itabblt),
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this context. is his Box in a Valise. IBn:3 (f'Ig.B), comprising a box and
various objects put out on display. Among these objects are
roproducttons of paintings. In grouping these painted images with a
collection of objects - all of which could be read as readvmades -
Duchamp produces the conditions whereby HlP painted image's may
..hemselves be spell to be readvmades.

[,' .•r'·

Fi!~,8. Marcel Duchamp, Box in a Valtse, 1Bn:l.
Mix('d Media (box with GSobjects).

Also significant 11('1'('are Duchamp's own comments l'('gal'dlng his IIS(' of
readvmades. 'l'hese comments r'efl('C't h Is vk-w t hal anvth [ng consttt utos
a potential roadymado. 'lhls could evou Include tho prncosaes of
consclous thought. that is. thought mat'lwei b~' 11 ('(,I'lalll kind of'
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CHAPTEH FIVE: REAIWMADES.

While I have identified the use of roadvmades as a strategy. I
propose that it is only in conjunction with the other conceptual
'tools' - parody and metonymy - that readymades come into ()P(lt'I~I.1()n

as such. By defining readymades in this context (as part of, ano in
relation to, parody and metonymy), it should become clear that 1 do
not perceive readymades as objects or formal devlces alone. I use
the term to rerer to both 'thing' and pr(H.~('SH, These could he
represented for instance, by 'expresslve' brushmark, and by the prt--
given fidd (canvas). I use the term readymados rather than found
ohject Or' obiot trauve for pat-tleular reasons, Or1<' reason is that tho
term readymades stresses tho sense that tho objects in q uestlon CU'('

manufactured rather than natural (a natural object, In thls context,
being for example a sea-shell). The term found object seems more
neutral in this respect, 'l'he stress on the manufactured quality of
the object is important in view of my concern with popular culture
and the notion of rep rod action. My other reason for the choice of the
term is that I use it to Indloato somothlng pre-glven or prerormod.
This mIght Include for example, pro-gtvon Images or 'readymado pre-
gIven surfaces.

The term readymades (or 'the readymadc') IH now part of Ow langua{.w
of art. Its uso rorteots critically on concepts of ot'lglnallly and
authentidty amd undermines tho apparent coherence of' dtsctpllne-
sp('.dflc purity of medlum. TIlt' notion of' roadymades has been S('('I\,

historically, to have ralsed questions around derlnlttons of art. It
would be inappropriate to discuss roadymades without !,pf'ening to llH'
work of Mareel Duchamp (18S7 - WnS). who I'lrat Introduced roadvmados
into till' Instltutlon or art. The most commonly citl'd of' those
readymades are his famous Bottlcrack ,H114, and Urinal, Ull7, But what
Is probably of mort' slgntf'kallC(! in til!' context of lhts rps('m'e'h, is
Duchamp's uso of' Images and l(!xls as r'(,(HIYlllad(~s, 11(')'1'I 1'('1'('1' 10 tho
Mona Lisa lmag(', L.I1.0.0.Q, WI!l, and a work cornpl'isinf,( his own words (n
copy, t;<y'pl'c1out by t.hr: tll'ti8t, or II Spp('('h made by him in Wfll) which
he titled Apropos or Readymadcs. HlGI. Another intt't'('stlng work. In

65



NOTES.
1 Por an extensive definition of metaphor see Childers and Hentzi, (eds) (1995).
2 the use of the word reading, in relation to postmodern art, may be conneeted,
among other things, to the shift wi thin postaodernisn from wort: to text, a shift
which reflects intertextuality. See for example Foster (1986).
3 Fislce interprets Jalcobson's writing on metonymy differently to critics such as
Fred Orton. Orton s~es this relation of part to whole as being only one 'type'
of metonymic relation.
4 Silverman notes that in a similar way, metaphor, paradigm and condensation may
be associat J for the fact that "all three derive from the perception of
similarityn~1983:87). For a detailed account of this, Bee 'Similar~ty and
Contiguity' in Silverman (1983).
5 While the relation between written text and image is not of central importance
in this dissertation, I feel it relevant to mention the point for the fact that
it highlights the (often) very textual nature of the serial form, as it is uqed
in postmodern art.
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Two aspects of metonymy seem to emergc> as Important hero. One is tho
relatlonshlps or clmtigulty which metonymy plays on. the other is llw
relative priv<l(:'r' of lar ,lHlW lmpllclt in motonymlc readings. whllo these
two aspects or runcttons are distinct, Uwy are also related: both of
them pluy a part in l'oregroundlng Intortextualltv,
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quote again a comment of Pollock's (prevtouslv cltod in the introduction).
She notes that "[expr-esskmlsm'a] comhlnatlon of g{'stllrp and tra('(~ ...
secure by metonymy the presence of the' artist "( W8G:142).

I touch on this problematic aspect of metonymy ror the sanu: reason
that I clte both Oliva's and Dtbosu's use of motonvmv. Namely, to
highlight the fact that no terms or sll'ate~i('s examined in this
research, metonymy Included, are viewed as in and of themselves
'frectiv(' - that is to SilY crttlcal ~ in absolu te ways, They aro 'open'
processes. It Is the parlkulal' ways in which processes are rnoblllsed
which produce the conditions for critical intervention.

At this point, r would lll«: to touch on certain aspectx 0[' repetltlon
which are orton Implicated in metonymy. One such form af l'epdition Is
scrlallty. Serlalit~· has f'requentlv been diSCUSS('d as a dovlce which can
ill' seen to place a certain modernist stn~ularity into questlon. Mal'~"
Kelly, in her text On Representatlcn, Sexuality and Sameness, addresses
seriality as a strategy which "breaks down moder-nlam's holy paradigm:
the single. essentially expressive and prefurably non-dlscnrstve
picture"(1987:102). I(elly sets metonymic 'readings' up in her own practice.
For example, in t1.w series of works which make up Postpartum Document.
1973 - 1979, she uses multiple representatlonul systems which Include
human traces ( In this case, the handprints of her' child, among other
things). This rerlccts her posltlon that "there's no single theoretical
discourse which is going to offm' an explanation for all f01'm8 of social
relations or for ('VPr,V mode' of political practkx-" (l(pUy, 1982:3:n.
Sm'iaUty In this form, lnterestlngly, often Includes written toxt as well,
Inclusion of wrttton text more orton than not Introduces a dlfC(,rtml
discursive f'ramowork into tho 'vlsualltv' ~('n('rally seen as prlmarv to
moder-nlst discourse. It also, lltcrallv, t'(>fi('('ts tntertextuallty. by
highlighting 'impurity' of' dlsclpllno.n

Mewnymy may
function. The
metonvmv, make

draw attention to seriality's potontlally dlscuralve
amblvalenco Or' multlplo meanings produced through
it, at'guahly, more productive than metnphor In sot Ling up

a pro('(\SS of questioning in the viewer. J n thIs way then, modernlst
dlsdpiirH'-spe<'ii'ic purItv may tw dHl.ll('fIg('d. Moc)Pt'IllsllI, as MidHl<'1
Newman puts it, blocks tho [l()s~;lbility of' a "thcorettcallv Inrormod
erh.lcnl and dcconstructtve pr.lc'tkp"(lCJ89:121).
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»ostmodern works is not n('c('ssat'il~' l'('gardt'(i, as it is by Orton, for'
example, as a means of challengiIlg notions of stereotype,

In referring to Dtbosa'« text r also emphasise the ('ffect1vit;~: of
metonymy in constructing particular subjectlvttk-s or Identities. While
Dlbosa takes examples which cons; »uct dominant Ideologies over and
over, I suggest that metonymy can be lJSHd as effectively to deconstruct
these Ideologles, thereby destablllslng the associated Ideutltles. In this
way, metonymy can work to reconstruct or recuperate a multiplicity of
meanings formally repressed.

At this point it is important to examlne metonymy which is used to
dlfferpnt pffer~. To see how this might function I: visual art, I need to
present. a case in which metonymy serves to pel tuate rather than
challenge dominant dlsourse. Oliva, who as I noted. championed the cause
of the Trans-avantgarde, uses the notion of metonymy as a kind of ullbl
for an 'anything goes' sort of pluralism, where the unf'lxlty of meaning
errecttvelv amounts to unaccountabtltty. For Oliva, metonymy has
relevance for its neutrallslng effect. This neutrality is important to
Neo-expresslonlst painting in that it reflects an apparently
Ideologically 'free' position in relation to quotation. Oliva writes that
metonymy is "free of symbolic capacity", and thus able to produce a
"neutrallzation of ... strong meaning"(1982:18). Oliva goes on to suggest
that the unstable meaning produced through metonymy has as Its direct
consequence, the dissolution of any "ideological flxity"(1982:24). My
conception of the posslbllltles orrered by metonymic readings is directly
opposed to Oliva's. I explore a form of metonymy that Is set up to
disturb certain helrarchles or values in a way which I perceive to be
critical. This is a wa~r which, unlike Ollva's, is determlned by a
particular position, In other words, where entities, forms or Ideas orten
Viewed as distinct, are (through metonymic Ilnks) shown to be related,
this connection Is acknowledged not to convey Ideological neutrallty, but
to reflect a subverston of' stereotypical notions of dIfferenco and
C'lltpgorlsation.

IlI!!'(' it seems Important to bear in mind that a par-tlcularly problematic
sort of metonymic reading exists in relation to expressionist painting.
By this I mean the connection that is conventlonally made between
autogrnphlc mark and artist's presence. I feel it approprtate here' to
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essocintlve chain to tue moment of its constttu itve
pro' 'UCUClll, which will, ill principal ell leus«, revenl
its meaning ami rererence"; 1087:172).

An alternatlve reading of metonymy can be found in Daniel Dibosa's
essay 'Metonymy: Obj('ct.s and the dlspossessod' (19n:i). In opposition to
the way metonymy is usually seen to function, Dlbosa suggests that
metonymy may be used to p 'y a central role in perpetuating the logic
of popular culture. Like Orton, Dlbosa sees metonymy as an important
part. of' visual representation and regards its linguistic function as
only one application. Dlbosa explores metonymy as a trope that is used
in postmodern popular culture' to construct identity through nssocatlons
with objects. He concentrates on televlsual udvertlslng and photo-
journalisrr ..

Dlbosa discusses the way that particular' sets of objects and scenarios
wIthin advertlsments and photographs are (metonyrnlcally) llnked to
particular Ideologles. In relation to television, he proposes that these
sorts of' associations construct a particular subjectivity (his example
being that of the fairly affluent white ~JUb.fect)(1993:139), He argues that

the processes by whicli
exclueioti of lmy other
SIJLJ,jectiv!ty. Advertising.

this Is done Involve' tile>
contesting notions of
with its deplovment of

l1wtcmymy and Us (~mpl(}.vml'nt of repetttion as [1 meens
of estnbllshtng coil oren ee' (the same' meionvmv ovc'r
and over agalrl), contlnually rc-inscrtbes ob.iecis
with, emotu; other things, 1'(1('i8 y cxolusivt.
stgnltiers, Meton,vmy as ;1 rhetorlcu! device wttbln
this must 1>(' clml1(mged (WEJ3:13!}).

The way postmodernlsm and popular culture are lmplv-atod, makes Dlbosa's
comments most relevant to my research. However, its applicability for my
purposes is also llmlted. It should bl' dear from my exploration of
metonymy thus far that Its function as d('fined in Dlbosa'a examples
(represontattor s which deC!r\(' identity through commodity) is only one
aspect of metonymy. My main reason ror drawing on the Ideas Dibmm
propogates, is to highlight the fact that the use of' metonvmy in cortaln
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and quite dlrect language of parody is disturbed by the more private
and ambiguous language of metonymy.

In this respect metonymy may be used to undermine the reproduction of
stereotypes. 1 argue that the ambiguity produced through a certain use
of metonymy can invert the logic through which stereotypes are created
and perpetuated. (In the case of my own paintings this would be
stereotypes relating to gender and sexuality). Baudrtllard ~w.ggests that
ambivalence may be the only way to produce CJ. critical practice, H(! sees
it as brlnglng about "a rupture of value"(1981:15Cl. Here I assume
Baudrillard refers l() dominant or popular values, as reprsented for
example, through mass media.

In relation to the stereotype, a view of .lakobson's which Orton notes,
is interesting here. Although used by .JakobSOil in relation to written
language, these comments reflect the way metonymy may be used as a
strategy to challenge stereotypes encoded in visual representation.

Jekobson noted tile aptness of metonymy for the
expression of repressed wishes and saw it at. work
in tile censored leiters of prisoners speaking about
their privation and deslre.i, {Metonymy1 represents
not tile object or thing or event or feeling which is
its referent but that. which is tied to it by
con titigent or associatlve transfers of meaning. In
this way mt'follymy permits the utterer to b.V[H1S8

obstacles 01' social C('llSUI'(' including those whlch
art" consciously or unconsctously self-lfllf)OS('d
(1!}87:172).

What Is important here in terms of the crIttcal poslttnn I propose, is
to emphasise that whlle metonymy may not operate in a publlo sense, it
is at the same time not closed to interpretation. As Orton notes

"there Cc1l1 be no such tidnt; [IS wlm)l,v 1'1'1\/;1[.('

language, uossesstng totells: tndividunlia-d ntui
isolated meenings, HV(lJl the most privntt: metonymv IS

public ttisomr <is 1'1 l8 ,1 lungunge, ;1 communication,
luis a history, It (,llIl thorerore hc' pursuott olonp; its
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Displacement suggests another text in which the displaced image or
meaning mav be located. Through this process of dlsplacernent, meaning in
the wor-k is rendered contingent, never complete because it is always
related to texts and ideas which exist outside of its apparent
boundaries or rrame. In this sense, texts may be perceived, in Kaja
Silverman's words. as "discursively adjacent"(19Sa:l05).

Orton's remar ks point to the Inter-textual readings which metonymy
accords through certain kinds of connections. These connections may
also be expressed in terms of contiguity. which as I noted, is a defining
process of metonymy. Silverman's writing is useful in relation to this.
Where Orton give~, attention to the conceptuel relations that are formed
through contigulty, she emphasises the plJysiml relations. She notes
that metony my may be associated with syntagm, because both involve the
principle of contiguity." She goes on to note about sv .tagm that "the
spatial disposition of objects in a painting or photogr .ph establishes a
syntagmatlc connectlon between them ... " (1983:106). Silverman refers to
'actual' physical space here, We may also think of these spatial
connections in terms beyond the relation of objects within a single
format. The connections between different. separate works in a particular
space are, arguably, just as strongly f'oregr-ounded through contiguity.

whlle metonymy's role in producing continuous links between texts is
important, it is necessary to note that these llnks. as Orton points
out. are often remote. This produces relations between signs that are
far less stable than Is the case with metaphor. This potential
remoteness of metonymy has implications for poatmodernlat dlscourse. As
noted, a defining feature of postmodernlsm is that (relative to
modernist & pre-modernist models) the sign is perceived as unstable.
This concept of the sign foregrounds possibilities for Intertextualltv in
that it reflects the notion that any text Is contingent. and open to
change (Foster, 1988:194). Ambiguity Is more often than not the result,
and a multiplicity of meanings is thus suggested. The text is therefore
subject to dlf'f'erent readings. I proposed earlier that this ambivalence
of meaning could be an important tool for crttlcal intervention when
used in conjunctton with quotation (where ttl<' 'original' textts) is
recognisable in some tor m). In this way the author-ltv of oach form of'
representation q uotod may be challenged. In this sense, metonymy and
parody can be> seen to function in relation to each other - the pu hllc
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difference: and determining metonymy is the externa relation of
continuity and remoteness" (1987: 171).

Orton explains the difference between the two very clearly. so I will
use his words again here to define the way metonymy operates in
visual terms: "Metaphor is based on a proposed slrnilar-lty or analogy
between the literal subject and a subject substituted for it
Metonymy is based on a proposed continuous or sequential link between
the literal object and its replacement by association or
refer ence" (1987: 171/172).

The important point here is the link through association that is created
with metonymy as opposed to the analogous relationship that signs are
given when metaphor is used. Metaphor could also be described as a
trope which implies comparison (Childers and Hentzl, 1995:186). Orton
notes that usually "a metaphor is eastly understood because the
metaphoric associations. the link between the literal subject and its
metaphoric substitute. are alive in culture"(1987:172). Metaphor then. is
a public or more open language. Unsurprisingly, metaphoric relations are
generally stable. They do not encourage ambivalence or multlpllcity of
meaning. Metonymic relations are potentially more obscure, less stable
than are metaphoric relations. There is no setting up of equivalents or
substitutes. Joseph Childers and Gary Hentzi offer' the following as
examples of metonymiC associations: the link between crown and monarch.
or between the ring and boxing (1995:187). While these are not examples
of a use of metonymy in visual art, one can see how this sort of
meaning production might be translated into visual terms.

Instead of equivalence or analogy. Orton puts it that the metonymic
processes are "reduction, expansion and assoclatlon". Synecdoche is a
particular sort of metonymic relation. in which the part is referred to
by the whole or vice versa, or where something omitted is referred to
by what is included. The relation of part to whole would include the
'reduction' and 'expansion' that Orton talks :.>b(;ut. The process of
referring to something which has been ,:L ltted, points to the
displacement and deferral which the metou; mic processes create. As
Orton remarks, metonymy is "the record of a lacuna. of a move or
displacement ... "(1987:173). The notion of displacement is especially
important here, in the way it may be implicated in Inter-textual i eadlngs.
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condition partly provided by the convergence of modernism and
postmodernism (1987:170-174). By this convergence I mean a use of both
modernist and postrnoderrilst elements within individual works. This may
set up a tension or dialectic.

Orton refers to .Iakobson's discussion of metonymy and metaphor as
these terms operate in the linguistic field. He demonstrates how an
understanding of the particular differences between these terms (and
through this to an understanding of metonymy's place in visual language)
is also necessary for the complete comprehension of visual language. As
,J<. kobsor: points out, language functions because of the association
between the participants in the speech event. The participants'
separation is overcome by the fact that Internal relations between
symbols used by the addresser are the same as those understood and
used by the addresee. No encoding or decoding of meaning can occur
without this "common code"(1987:171).

Orton points out that within the "language of art", the artist (or
producer of the work) and the viewer need to hold a similar set of
"preconceived possibilities" as regards meaning production (1987:171). Here
we can understand "preconceived possibilities" to refer to whatever
both the artist and vlewe- understand by certain visual signification.
(This would necessarily entail similar cultural backgrounds or visual
'educatlon'v. Both the artist and the viewer must hold an almost
identical set of possibilities of representations, and an almost identical
way of comprehending the relations set up within the representations
chosen (by the artist) from this given set. But, Orton notes, the
message cannot be understood just by knowing the code. That is to say,
we might know, when looking at a particular image, that a yellow disk
signifies and that blue wavy lines signify sea, but if we do not.
understand the cultural significance of sun or sea we will not
understand the 'message'. As Orton puts it "one needs to know the
context which provides the necessary area of associative reference
upon which intelligibility depends". He notes that this comprises two
relations. "The components of any message will be linked with the code
either by an internal relation of equivalence, or with context, by an
external relation of association. For .Jakobson, metaphor and metonymy
present the most condensed expression of these two basic modes of
relation. Underlying metaphor is the internal relation of similarity and
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This point is discussed in more detail later in the chapter. I wish to
mark it here however, before moving on, as it is central to my use of
metonymy in my own paintings.

In order to understand metonymy in its use as a strategy within
(neo)expressionist work, it is necessary to examine metonymy in its
broader theoretical context.

Metonymy is essentially a linguistic term. It has its roots in llterary
criticism, where it is regarded as a trope or figure of speech, Like
metaphor, metonymy works by way of association. However, there is a
fundamental difference between the two terms which should become
obvious as this chapter unfolds.'

Recently, metonymy has become increasingly invoked Lo account for
part! ular ly complex readings of visual art.2 As Daniel Dibosa remarks,
"[Metonymy] has, as a rhetorical device, been no less persistent within
the construction of visual methodologies of representation than it has
within verbal ones"(1993:137). I will suggest here that metonymy may be a
particularly appropriate strategy to use in the pursuit of a critical
visual practice.

At this point is it necessary to define metonymy in its more regular
use. John Fiske notes that "metonymy works by using a part or element
of something to stand for the whole.v Metonymy and metaphor are,
according to Roman .Jakobson, the two fundamental modes of communicating
meaning"(1984:181). Fiske goes on to say that "{m letonyms work
svntagmatlcally: we construct the rest of the 'story' from the part that
we have been given, in the same way that we construct the rest of a
sentence if a speaker finishes off in 'mid air' "(1984:181/182).

With respect to the use of' metonymy in visual art, and more specifically
in relation to my own painting. I have found Fred Orton's observations
Illumlnattng. While he explores metonymy in relation to .Johnss works, his
dlscusslon has broader relevance to metonymic meaning productlon in
visual art. I therefore quote or make reference to his writing
extenslvely here. He IS one of the few critics to have advanced
theories of metonymy in relatton to H particularly complex configuration
of visual art - one which may be represented in terms of the 'threshold:
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metonymy. Thill does not mean to say that parody and readymades are
not also features of' the works. In a similar vein. I use Lichtenstein's
works as exemplifying parody, especially a parody of painting, Again. this
does not imply that either metonymy 01' readymades are absent I'rorn
Lichtenstein's work. Llchtensteln's use of readyrnado 'expressive'
language, in the image of a brushrnark. is particularly useful here as an
example of a parodic or mocking painting.

The examination of selected artworks by .Johns and Lichtenstein should
be understood primarily as constituting a framework for discussion of'
my own practical work. I f'eel it Important to repeal the point that it is
strictly within these terms that I address the artworks. This
dissertation in no way claims to analyse the works in broader terms.

FirPO, ,Ja8p<'I' .Johns, Field Patntlng, Wna/Elil,
Oil on canvas wllh objects.
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CHAPTEH SIX. PAINTING REFIGURED AND CON'lESTED:
,JASPER ,JOHNS AND HOY LlCHTENf!TEIN.

Cprtain W()l'IUl by .Jaspr-r .Johns and Hoy l.lohtenstoln art' illuminating in
resnect of the strategies I have ldentlrled as appropriate to a crttlcal
painting practice within postmodorntst (IiSOlU'SP. Whilst [wither artist
can be said to be quintessentially postmodern, certain aspects of their
work rorlect a kind of 'Impurtty' (of both Iconography and f'orm) which
could be perceived as postmodern. Here I relate this to the notion of
lntertextuallty explored in previous chapters.

!t is slgnlrlcant to note l hat both .Johns and I.Ich tensteln have b('('(1
categorised as Pop artists. Pop art def'Ined itself largely against til<'
ideals of modernist - Abstract Expressionist ~ palntlng. Many Pop
artists reflected this by parodying high art. (As I noted in Chapter
Five, Pop art was also characterised by the use 0(' readytnades - both
readymade objects and readymade visual language).

ThE; works of dohns's and Lichtenstein's which I discuss here, have been
chosen for the way they bear ou t stgnlrlcan t as poets of parody,
metonymy and readymades. This is seen against a backdrop of a
problemattzatlon of the 'expressive', which is said to characterise both
artists' work. The artworks have also been chosen for the way they
I.light relate to the analysis of my own palntlng. This is of major
importance. As the artworks serve to contextuallze my own painting, my
exploration 0(' them In turn Is largely determined by particular needs 0('

my own practice. I need to emphasise that it is not the purpose of this
dlssertatlon to analyse works by Johns and Lichtenstein in their
broader art hfstorfcal context.

Parody, metonymy and readymades, all, arguably (through a particular
kind of reading), feature in the wor-ks I have chosen ror dlscusslon. They
reature in diffenmt ways and for different reasons. Mostly they occur
through processes of quotation and repetition. whne the works of both
artists have these' reatures In common, r have also ('hOS(,Il these
artists for the dif'feren('('s in thel works. The dtrrerence in d(~gt'ee and
kind of use of the stratcgles m(~"don('(l above, serves to hlghlight, in
tho oaso of each arttst, dlf'Ir-rent aspoct» of' my argument. For Instance,
r see .Johna's WIll'I<B as iwln,g mostly slgnlf'kant f'or an exploratkm of
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NOTES
1 In this instance I mean modernism as a time period rather than Greenbergian
modernism in particular.
2 In relation to Duchnmp, Joselit has suggested that his "puns, opaque
statements and allegorical demonstrations [may oe thought of] as a kind of
assisted rendymade".(1993:55) As in the case (mentioned earlier) where
intention is seen to be implicated in readymades. the artist's material
realisation of these verbal constructions is implied.
3 ~iyown paintings will also be considered in these terms. In these works, I
quote the sign of painting: quotations of expressive brushmarks and cartoon
images for example, are used to signify readymade or pre-given language. Wi th
my inclusion of fast-food boxes and gift-wrap paper as surfaces on which to
paint, I reflect on the canvas as a preinscribed field.
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NOTES
1 In this inutance I mean modernism as a time period rather than Greenbergian
modernism in particular.
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statements and allegorical demonstrations [may be thought of] as a kind of
assisted readymade".(1993:55) As in the case (mentioned earlier) whc"e
intention is seen to be implicated in readymades, the artist's materialrealisation of these verbal constructions is implied.
3 My own paintings wilJ. also be considered in these terms. In these works, I
quote the sisn of painting: quotations of expresaive brusbmarks and cartoon
images for example, ure used to signify readymade or pre"given language. With
my inclusion of fast-food boxes and gift-wrap paper as surfaces on which to
painL I reflect on the canvas as a preinscribed field.
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Fig.H. David Salle. Melancholy. wea, Mixpc] Mndla.
(Oil and acrvltc on canvas with umbrella).



Peter Burger's comments are useful horo. lIe suggests that readvmados
wuhln a postmodern context have little ability to function as a
strategy which critiques or subverts stereotypical notions of ar-t. In
his view, postmodern use of roadymades is In a way opposite to
modernist use. Ilo comments that Duchamp's Urinal is intended to
destroy art as an institution, including the destruction of
institutional forms such as museums, galleries and ('xhlbits)( HJ84:51/(2).
He goes on to argue that the opposite is true of a postmodern IISP

of readymades. Burger suggests that the postmodern artist. is simply
"adapting" to the art market, rather than "denouncing" it. The artist
is in fact, accordlng to Burger, asking to be accepted (1984:51/52).

Burger has a strong point here, Readymades, ill postmodernlst art,
could be seen in many lnstances, to be Included for their commodity
value. Readymades are used in many cases, to mark a work as avant-
garde, They have in away, become a sign for art in much th« same
way as gestural mark has. (1 would suggest that Neo-cxpressonlst
painter David Salle's use of readymades - flg.9 - is a case in point).
It becomes clear that to Identify (l critical use of readymades is
complex wlthln a postmodern context.

It seems appropriate to end thIs chapter with a comment of Umberto
Eco's, which expresses his general view of postmodernlsm. Here th«
postrnodern condltlon as H whole is seen to be accurateiv expressed,
oven governed, by the readymade concept. Eco sees everything within
poatmodernlsm as pre-given, already known, His comment iH «specially
appropriate to my dlscusslon of' readvmades us he uses tho example of'
pre-given language. While verbal language Is used in this instance, I
feel it a very apprcprlate example of the way in which visual language
too, may be readymade or pre-Iormed, for both ar-tls! and viewer.

I think of the uostmodern attitude as tim! oj' <'1

mall who loves II \!l't~l' cultivated woman and k 110WS
11(' cannot S;lJ' to lior, 'I low' J'Oll mndly', beraus«
lu: known that sill' know« (ntid that she )\[1011'8 that
hi' knows) that tlies» words Iuivo 11l]'{'wi,l , hl'l'll

written h,v Barbnru Cnrtlntut (Wl15:B7/ll8).
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most often reflects in its use of' readvrnades, is the fact that. in
accordance with Baudrillard's theories on C0I1S11IT'L'r culture and
simulation, our notion of the material world is constituted through,
and in some ways equivalent to, images.

lntertextuality is seen here as central to this critique, and
roadymades are particularly relevant in this respect. The inclusion of
ready made elements within 0. painting may operate in a number of
dlff'erent ways to break the modernist notion of' the painting as a
selr-surrlctent and dosed field, For this reason the readyrnades whloh
interest me are those used as a part of a work rather than as a
work in their own right (as f'or example is the case with works such
as Ducharnn's Urinal or Bottlerack),

I feel it important to note that the use of rcadyrnades within
paintings does not necessarlly result in a crltlcal practice, (As I
mentioned in relation to metonymy and parody, no strategy is in and
of itself critical). Headymades might in fact cause problems for
critique, The inclusion of mass produced objects or 'readymade images
and phrases (the wording from particular adverttsrnents for example).
may operate, as was seen to be the GDSe with parody, as "trlbuto"
rather than "target", in Hutcheon's words (1985), Their use also raises
problems of a dlf'rerent nature: for all that the use of' rcudymades
problematlzed art historically, and, some might argue, continues to do
so, it Is equally interesting to note' that as mediated as this
activity is (borrowing forms and representations from both 'non-art'
and art contexts)' the rhetoric surroundtru, it continues to Invoke
notions of the artist as genius, the work as some kind of masterpiece
(albeit a different sort of' masterpiece). Thus, 'aura' around the
artwork and the artist are maintained. (Here, Duchamp is again a good
example). In this respect it is interesting to note that Duchamp has
signed many of' his readymades. This applies even to the 'unassisted'
readymades which consist of only an object, whlch has not (save for
the change of the object's context) been manipulated in any way, Tho
artist's presence may now tw 'fell' by HI(' vlewor through lh('
presence 01' his slgnatur« rather than (as In th« CllSP or
exnresslontst works) through the painted mark. Thus, 'aura' Is,
ar'guablv, still an important part of' the artwork (albeit that In
Duchamp's case, the use of the algnature is intended as trontc).
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work of art [the painth<!;] as a ihlng exhibited in a plllC('''(Harrison &
Wood, 199:3:227) •

•Josellt discusses readymades in linguistic terms. Ile suggests that
their use disturbs conventional (modernist) visual signification .
•Joselit uses a linguistic model to e: ,,\in his view that the readvmade
may "unctlon to collapse the Sddsaul'iall model of the sign as
composed of a signifier and signified which are distinct from each
other. He uses a letter of the alphabet to demonstrate this point.
Joselit writes that "the letter 'a' for instance, is identical to what
it signifies: the letter 'a'." This is "a sign whose material signifier is
ldentical to its signified"(1993:58). In the same way, he suggests,
readymades may be read to be simultaneously signifi<'r and signified,
or as he puts it "a sign of itsell'''(WH3:58).

This reading of readymades is especially important for painting. In
what might be called a conventional reading of a painting, slgnlrler-s
such as expressive mark are seen to connote, for example, origlnallty.
authenticity and spontanelty. To reveal this association between
signifier and signified (expresslve mark as synonymous with
spontaneity, Instinct. etc) may be a way to draw attention to the
Image as convention rather than as 'natural'. How this happens is
quite complex and can take many forms.

Readymades, having the potential to collapse signifier and signlrled
into one, may effectively undermine an (assumed) stable corr-elation
between signif'j(~r and signified, that is, between expressive mark and
notions of authenticity and so on. In a critical painting practice
where gestural mark is used, this mark would not stand for originality
etc in an unproblematic: way, but instead would be understood as a
sign which signifies 'painting'.

This complication of' the sign could be related to simulation. One of
the issues of readymades which can be said to remain central in both
modernism and postmodernlsm, is tho desire' to deal with tho gap
between the material world and its image' (in the form or the artwork),
so that this relationship might be cr'Itlcally addressed. One of the
f'eatures of postmodernlsm connected to, and affecting this, is the
rolatlonshlp between 'high arl' and popular culture: what postrnodernlsrn
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of 'high art' versus popular culture. Rather, it can be soen to point
to broader concerns wilh representatlon in post modernist discourse.

Nco-expressionist painting has made much use of readymades as a
particularly relevant strutcgv for current pain ling practlce, The
notion of artistic presence is embodied in the way readymades art'
used in certain Neo-expressionlst works (here am thlnklng
particularly of certain works by Sell nabel). Readymadcs in these
instances, signify a kind of romance of the artist, in which everything
he touches turns to gold. Neo-expresslonlat claims of a direct
corrolatlon between the gestural brushmark and the artist's presence
can also, in this way, be seen to extend to readvmades. A more
crItlcal use of readymades would be one which comments critically on
notions of artistic presence, by signifying, Instead of' this presence.
the artist's absence.

The term readymades, as mentioned earlier (particularly in relation to
Duchamp) has been used to refer to a wide variety of forms. These
range from certain images and visual codes, to phrases, words, ideas,
01' other elements of a work, as well as objects, which are in some
way pre-given. (As mentioned before, this does also imply material
expression of these words, Ideas etc). This formulation of readymades
would include, well known catchphrases or images f'rom an estahllshed
visual or verbal repertolre.! Here I refer to visual and verbal
conventions such as the ,jIngles from adver-tlsments, the structure and
layout of COOlie strips, and proverbs or cliched sentiments. Painting
ilself - its popular image Of' sign - might 1)(' considered in these
terms, Here 1 mean for example, reproductions of well known high art
works, 01' paintings or' high art styles used in adver tlsrnents.
Readyrnades in this sense, have a direct connectlon til quotatlon.: In
Duohamps Box in a Valise (flg.B) I'or example, tho roproductlons of
paintings put out on display, could tl(' S('(I[1 as 'quotes' or high art.

As well us the conslderallon of certain verbal or visual cliches as
rnadvmados. the painllng IlS a whole could also be addressed in these
terms. This has been been made an iSSlH' or by cer-tain postmodern
artists (such as Daniel Huron). h;v f'orcgruundtng, through H vark-tv of'
methods, the ohjet.thood of' tlu- palntlng. Hprp the artist presents "the
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application reveals both a "contlnultv and "discontinuity" with a
modernist use of readymades (19B3:55).

Readymades have been used by many artists to disturb certain
modernist notions (albeit that some of these artists could be seen as
modernist). The notion of discipline-specific purity. as discussed in
chapter one, is arguably the feature of Gl eenber g'a modernism which is
most clearly challenged by a certain use of readymades, Greenberg, as
1 have noted. stresses the purity of the medium as an important point
for a valid art practice: "purity in art consists in the acceptance,
willing acceptance, of the limitations of the medium of the specific
art"(1940). In chapter two. the notion of this kind of media purity was
argued to have particular importance in relation to forms of
representation which are inscribed with masculinlst values - more,
specifically, a mascullnlty that can ill' read as aggressive or
dominant. By this token then, a certain use of readymades, could be
said to constitute a potential challenge to the type of monolithlc
rnascullnlst discourse usually associated with high modernism.

While modernist painting in general may be problernatlsed through a
certain deployment of' readymades. it is expressionist forms of
painting in particular which have come to be most =hallenged by
readvmades. Notions so primary to expressionist painting, such as
spontaneity and artistic presence - ~'oth of which accompany the
modernist notions of authenticity and originality - are particularly
vulnerable. These notions are problematlsed by the inclusion of
readyrnade manufactured arttclcs, as these articles show little
evidence of the 'hand-made' quality so in trtnslc to the artist's
painted mark. This is of course not to say that the very choice and
placement of the the manuractured artlcle by the artist might not
signif.v in some sense. creativity, a: .; s touch, genius etc. Clearly,
all these permutations would depr :u on the kind of readymades used
and in what context they were placed (be lhis within a painted 'frame'
or Isolated in space). The evocation of mass producllon in conjunction
with hand painted passages In II work makes an issue of the
relationship between high art and popular culture, However, as
discuss further on. the strategv is also morr- oomplox than thls Issue
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attained (19Fl4:52). Nonetheless, "he use of readymades can still be
provocative and can still challenge the terms of art practice.

For critic John Perrault, the function of readymades is to cause a
shift in the perception of the viewer. He describes this shift as
moving from "seeing something as non-art to seeing it as art"(1985:20).
While .~errault·s suggestion involves itself primarily with aesthetic
considerations - aimed at revealing the 'artistic' or aesthetic value
of the object in question, my use of readymades in my painting (as
further discussion will rev eal) is more pointedly directed at
questioning those very aesthetic considerations which Perrault refers
to.

Art historian David .Joseltt, views readyrnades in perhaps a more
complex way than does Perrault. Joselit points out that the precise
implications of readymades for art practice need to be considered in
terms broader and more intricate than those in which he feels many
critics have addressed the issue:

The apparent simplicity of the reedymade concept
has been exploited by critics and art historians
... to obscure the speciticity of its meanings in
different artistic or historical contexts. Too
often the strategy of appropriating objects is
seen a a simple indictment of the commodtred
nature of the artwork - as a monolltbic reduction
of' its status to that or an everydey product: a
reduction which, it is implied, operates in the
same way in 1913 as it dol'S in 1960 (1993:55).

.Josellt goes c·n to acknowledge that. the issue of the artwork as
commodity is in fact important, but stresses that this is only one
aspect of readymades' slgnif'lcance for art practice. This view reflects
my own concerns with readyrnades. For example my concern with
readyrnades is the potential offered to undermine notions of mastery
and genius. (I explore this further on in this chapter). .Josellt is
useful for my purposes as he explor es what might constitute a
particularly postmodern appllcatlon of readymades, In his view, this
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intention. In an interview wit,1 Pierre Cabanne, for instance, Cabanne
reminds Ducharnp that he has "compared the ready made to a sort of
rendezvous"(1971:49). Duchamp responds by commenting that III was
preoccupied with the idea of doing a certain thing in advance, of
declaring 'at such and such an hour I'll do this ... ' "(1971:49). This is
of course quite an extreme version of readymades, but it is its
extremtty which makes it useful to cite here. It marks the point at
which a form or thought might constitute art when it is framed in
terms of artworld 'language', or placed in a gallery context. This idea
of j he thought as constituting a ready made would of course, always
imply some form of materialization - that is, some physical action or
object. As with parody, readvmades need to be considered as both
'thing' or form, and process.

It is of particular interest to me to view the use of readymades as
mentioned above in relation to painting. Duchamp was rather sceptical
of 'expressive' painting (Cabanne, 1971i, but was more partial to Pop
Art. He noted that "they [Pop artists] borrow from things already
made, ready-made drawings, posters, etc"(Duchamp, in Cabanne, 1971:94).

Duchamp's conception of readymades form an important backdrop for the
exploration of readymades in a postmodern context. What needs to be
stressed at this point, is how the implications of readymades are
changed within a postmodern framework. The function of readymades in
postmodern practice is complex and diverse. In this (hap tel' I am
concerned only with those aspects of readymades which either reflect
or have implications for the notion of criticality as proposed thus
far, and which relate to Johns's, Lichtenstein's and my own palntln-t.

Within Duchamp's context, and within modernist painting, the use of
readymades amounted to a drastic attack on traditional ideas of the
gallery as well as the artwor-k.' In a postrnodern context, this is
changed. Pervasive use of readymades within I ostmodernlst (as well as
certain modernist) works suggests that readyrnades cannot be argued
to hold the same resonance today as in Duchamps time. Peter Burger
(writing in 1984) suggests that no matte!' what object an artist today
might exhibit as h readyrnade (he gives the example of a stove-pipe),
the intensity of' protest of Duchamps readymades can never be
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subvert notions of tIllthenticily and spontaneity. Hatlwr than marks of
expression, these brushstrol« "; are signs which Indicate I!,l'stul'al marie
Foster' has said 111' lhe brushstroke images that th('~' work to expose
"the gesture as a sign - a sign that docs not present the real or
register tho self so much as it refers to other sluns, other
gf'slures" (19B2:6:~).

Fig.Hi. Ho;_\-'Llohtonstoln White Hrushatroke, 1!H)[j.
Oil and magna OIl ('aIlVIlS.

Although, as Fos!('r assor-ts. these Images might mako us awar« or tt.C'
coding of llw so ('<111('<1oxprosslve urtwork, l.!c'hl('nsl<'ln's brushstrok«
works ar« ulso problomut k-, It could Ill' arglJl'd that lh('~' runcuon III
make Ihls ('o(ling sotluctlvo so that whll« Itl!' urushmark Is all obvious
parody of a 1'1'<11oll-pulnt brushmark, it oould ,lust as 1'!H,t1y wurk to
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consciously prc-rormed or prr--gfven, with till' slwt('hes, oporutlng in a
sense, as tomplatcs (not unllke the way ill which .Johns's stoncllled
Images operate).

1.'lr;.11, Hoy Llchtonstoln, 'Sh('t't 01' Slwtdws of' Brushstrokos'.
1!lBO, coloured pmH'lls on pupor,

In tlw ':·"l extrcmo uSPS 0(' brushmarks, l.ichtonsteln pruducos inla(~(,H

whnr« L1w only thlng rPt1t'('s('nl<'d is tho outslz« br-ushmar-k, aH ill While
Brushatroko, Wti(i, (t'i (!, , Hi), 'I'll<' 'm'lgillUll;v' palnior-lv Iwslur'al brushatroke,
Is !)()!'l.rayc\<l hor« in n rurtnon-llko slyle' which sl\()wH no ll'(lC'p (If' thp
artist's 'hand'. It app('m'H to \)(' meohattloallv ~(·rWt'atc·d. TIl<' ('xpr('sslv('
form and lilt' cartoon ('CWIt1 m'(' ('onl'lntC'd, It would sC'l'm, In OI'c\PI' to
[lI'olllpmntls(' C'OllC'('PlH In (modernist) h il!,ll urt, l.leh l('l\s tolu's IlI'usl, mar I{s
roulrl II(' d('sc'I'lb('<l as simulatiolls 01' ('}~[lI'(,HBi()nism, with tli(' lnlvnt to
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rather than being a "return to representation after Abstract
Expressionism, [Pop Art] was a turn to simulation, to tho serial
production of images without (wiglnals"(1H8b:8fl). The wa;v that simulation
operates in these works is at limps problematic as an l'f'fectivp
critique of representation. Lichtenstein manipulates both t.he language
of traditional high art and of mass culture, However, while his work
poses a challenge to certain notions of high art, some crtttcs, as I will
dlscuss here, have questlonod whether he actually challenges the' latter
at all.

Within the context of this dlscusslon, one of the most important
aspects of Lichtenstein's images is til<' significance given to mark, Hl'l't'

I do not necessarily mean painted gestural brushmark, but whatever mar-k
makes up the image which Llchtensteln uses as 1'('f'errr1ce. TIl<' use of
the benday dot is a commonly used 'mark', 'I'he bendav dottlng
characteristic of mechanlcally printed Images (such as those in comics
or newspaper-s] art: omphaalsed through enlargment, and through
manipulation of various 01her plctortal elements. As a result the marks
that we previously read only as tone and colour, are clearly evident as
a kind of patterning over tho surface, becoming shapes in the image in
almost the same way that, say, figures ar«. Tho constituent part» of
tho image can no longer he acceptod as 'natural' forms ()f'
representatton, but are evident as pictorial conventions. Llchtensteln's
use of' the benday dot takes the Imago even rurther rrorn tho tradltlon
of the handmade unique artwork. Llchtonsteln hims('if sees tho dots as
runctlontng in various ways In his work. In an lntervlow In In70 h:
comments:

... tno dots can Iw \l(l Il purely cit'C'ol'll tJW' moentnn, or
fJ1<',l-' can tnotin <Ill iudustrlnl WIl,l' of' osu-tutuu; tlu:
colo!', or 11111atntormniton, Of' f'iIWlJ,V. uiat tlu:
lmli!f(' ts Ii tnko. t1 Notulrian with a Silt of' dots Is
ol>viOU61.V II tuko nondrinn (Llcntonstotn. ill
lI(·lldl'Jcks()l1,l~JHH:.m).

In certain Instances Llchtenstoln's marks aro construotc-d from OUWf'

artworks or I't'On1 a ropotolr« of' (liI'l'et'pnl brushmarks whlch till' urtlnt
has hutlt up. IIp has In {'aet rnado up r'(l('('I'PII('(' sh(,pls or 'oxproastvo
01(11'1<~ S('(' 'Sheet 01' Skpldws of BI'usilHU'olws'. l!lHO (l'Ig.1tl). '1'11('notion
of' H('h'('lIn!~ his 'oxprosalvo' stt'olws I'rom a rC'f'(,l'(,IH'C' slu-ot would srx-ru
to Hu~~gest 11 1'(lll(linl~ or the-so marks as roadvmudos, Th('~' aro
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7'1)(' artlilctnl construction peaI'lc' tnukt: is tiuit
pntntitu; is not lntolloctunl, <111(J elm's not 111\'olv(1
much think tug, bu t involves ps:vcilic' or su bconsriou«
prossure« which (ll'(' roloasod through tlu: uc: of'
painting. nul I t11ill k [Jain tint; lll«: mino show s
obvious kinds of bestmtton {wei rrworklng IdllC'1J
people ossoctet» «ttb tbougtit (.JolJI1.'i, In Frunris,
W84:27),

This I'eature of .Johns's work is Important f'or the wa~' it C'Olltt'sts
assumptions about the immediacy and spontaneity of' (,X[ll'('SH;IIl~;st

painting,

Llohtenstoln addresses the language 0(' expresstonis.« in a wa;\' whlch,
formally, is in sharp contrast to .JoiHlH'H work. whllo .lohns ('Ugagt's
modernist forms in 01'<101' to crltique, Llchtensteln product'S his crlttqu«
through a language which (an 1)(' soon to stand in direct OPPOSition to
these forms, In Lichtenstein's work, both rorm and content 1'(,(111as V('l'~'

direct responses to lilt> modernist paradigm. The modernist tenets that
encouraged purity of medium, till' bolluf in and pursult of Indlvldual
style, the expresslon of tho personal and 0(' emotion through purdy
formal means, the emphasis on the work us subjecttve lntultlvo response,
art' all clearly challenged, and Abstract Expressionism in parttruiar is
problematlsed. Unllko the WIl:" that quotation g(,IH'l'ally (Jpt'I'ulps in
Johns's work, whore var-ious texts art' Juxtaposed within ,; slngl« work,
Lichtenstein, in most cases (apart rrom SO!l1<' of' his later works) quote's
a single roreront (f'or example one I'rumo from a comlc book, or' an l'ntil'('
pulntlng).' Within HIP rramo of' til(' lma/w, tile' sl~'lc' is coherent, and of'
tho same mode,"

As with virtually overv Pop ar tlst. hls work 1'l'f'l('C'ts u dlt'('el (,011<'('1'11

with the relationship between high art and popular or mass ('UllUI'P,'1

This relationship, as rof'loctod in Pop Art, is of tmportanco iII its
implications for the way that ropotltlon and quotation fUIlCl10Il in
pnstmodernlsm. As Pop Art's 1'('1'('1" 11l~ an- almost always roprudur-tkma
ruther than rof'Pt'pnls I'rom tho 'real' wor-ld, Ima~ws SUC'll as
Llchtonsteln's can lip said to simulate rather than ('OP:", Thc':" HI'(' alwuvs
'second ()l'<ipr' illlllgt'S, Foster comments of' Pop Art iII gl'Il(,I'ul that,
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and donlos Itself as a constructlon. In .Johns's case, the readymade
objects used seem chosen specifically ror the wa~' they can oppose' this
expressionlst logic. The ruler (as I discussed) can be seen as It sign of
measurement for material things, the body parts as parodic signs for
artistic presence (or absence), and Ute tools of his trade (cans and
brushes) as revealing perhaps tho reallty and act 0[' construction behind
the hrushstrokes. They signify the artist and llw process of artmaktng
in a manner which disrupts UlP coherence of the language of'
exprosslonlsm (and by implication, noo-exprosstonlsm) .

•lo1111S'S use of readymades goes further 'han this. I l has boon notr-d
that even the depleted images In his works allude to the found obJ('ct:
"what he make'S in his paintings retain a quality of the found: hence his
penchant for the' traced (or lndoxlcal) Imago, linked not to 11 styl« of
renderlnn, but +o ureal obJ('cl"(ShlfT, W87:HiO), Tho stencil ipUel'ing
whlch .lohns has ropuatod orton. as it occurs for example In Device
(f'ig,ll) is one example of thls. TIl(' forln of' th« l('ttc>rlng is dlctatod Il~'
the phvslcal border of the stencil till' 1('1(('1's were traced from, rather
than by any representational form or 'style that could be seen as part
of paintings's repetolre. As Johns has said of elements such as the
stencll lettering, "they seemed to bo pro-rormod, convontlonal,
depersonalised. ractuat, extertor olomcn ts'' (Joh ns, In Llvlngstone, HWI :tlH),
.Johns has also rererrod to the pre-formed elements 11(' uses as "thlngs
which the mind already knows-t.Johns, in Ltvlngstone, HHH:2Hl), I find this
comment Inter "BUng for its relation to [11(' notion of roadvrnados as
ldentlf'lablo through processes 0(' intention, (rather than through
physical objects atone) whlch I discussed ('adler III relatlon to Duchnmp.

The depicted stencilled l('Uering in Dovlce may be SP<'I) as readvmades
in much the same \\lay as om' might vlow tho 'real' ruler. This conrlatton
of depleted object and actual ol>.I<,,'t works to compllcat« Uw relation
between sign and signif'let"

Complicating this rurther-, Johns makes comments which Indloat« a vlow of
tho entire work in manv ('(1SPS, us a SOl'[ of' readvmauo, " .. .a Illl'g(' part
or my work has [wen Involved with till' pnlntlng as oll,j('cl, as a real
thing In lts('lf" (Johna, in l.lvlngstone, l!l!)O:4H).

Through tho uso of' lIH'S(' HPP1'OH('ht's, .Iohns makes palnt lnt; anparont as
11 PI'O(,('SS whlch Involves planning, doubt, and ('OHS('[Ot!S I'PTwgol!allorl of'
his own su b.k-ct.
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Moaning within HlP individual works seems almost lnaccesslble, but starts
to become clearer when we S(,f' the way that cer-tuln images and codes
are repealed in dIfferent ways or different combinations. We see in
this, the 'continuity' that Orton rorers to in his description of motonym,
As is the rnse in Target with Four Faces, meaning in Untitled,
1972,(fig.l:3) hi structured metonymlcallv not only in Itself', but also in
relation to a number 0(' Johns's other works, The work depicts f'ragmcnts,
patterned fields, portions of different ('real') surfaces (such as body
parts which are sometimes unidentifiable), and suggestions of vartous
other objects. A household iron for example. is sugp;ested through the
presence of a sort of imprint - made, it would seem, by the bottom of
the actual iron, which has been dipped into pigment.

I
!.1
f

\~1
I

Orton notes that "each pauern, o1>,j('ct, imprint, is tied by the
assoclatlon of ideas and values to something else: rel'lexlvely to .lohns'
own work, to events and ohjects in N('w York, and... to tho work 0['

other artists and other ideas and associations"(HlB7:172). The ('t'OSH

hatch pattern on the left of thl-: image is first evident in Scent, a
work which .Johns made as parody of' (or perhaps homage to) .rackson
Pollock, Untitled could therefore bt- understood, through metonymic
association, to also refer to Pollock. The important point hor« is the
link through association." Untilled is particularly Interestlng in relatlon
to the idea of a threshold position, On tho one hand the use of
crosshatchings may be seen as quintessentially modernist, ror lhl'J'
recall modernism's concern fclt' "tho physically lltoral mark that asserts
the primacy of the picture plarw"(Hosenthal, HlHB:14). Countering thls, IH
the assertion of many critics that .Johns 's uSP of the crosshatch motif'
may bo soon in terms of' both a sort of parody and as roadvmade visual
language. Barbara Hose for example, rorors to the paintings which
contain crosshatchings as "peeudo-ubstructlons - Imporsortattons of an
abstract stylp"(W77:14B). Repeated 'moves' in a c-rosshatch work, which
also appear in others, lndlruto a pro-plotted sysll'm whlch would seem
to su pport the notion that tho motif' can be road as an 'im P(,l'SOlH1U0I1'

of modernist tradluon.v

In chapter five I rorlccted on how readymados might be used to contest
tho logic' of the slgn, TIll' sort» of roadyrnado oh,j('('ts which .Johns
chooses. and HI(, WClj-' ho lISC S t hom can hc' a partk-u Im'l,Y ('I'f'('cUv('
slmtl'gy as 11 crltlquo of' oxprr-sslv« painting. ~1allY of' till' cIatms I'or
expreastonlem and Neo-oxprosstonism are that ll l'!,{'lpc'ls lilt' 'Inner
worl d (lhis holn p; awOl' ld of' 'ins tinct', un lnf'l uonrod hv sodal roall Ul's)
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through the connections between this work and Johns's other renderings
of the 'target' image. Parody, metonymy and readymade signs and objects
work together here to expose expressionism's claim to Immedlacy as
false.~

The idea of repetition or reproduction of the image is produced very
differently in .Johns's work to the way it will be seen to occur in
Lichtenstein's work. .Johns's repetition reflects a high degree of' self-
reflexivity. He repeats not simply the subject matter he has used
before (for example the ruler and HlP target), but also his own previous
representations of these elements. This self-reflexivity could bt' said
to subvert notions of spontaneity, in that elements in the work become
clear as part of an extended, considered and dellberate process in which
the artist objectifies hls own work. .Johna's sclf'-rerk-xlvlty is of
interest to me for Ute fact that while it is so prevalent, it is also
extremely subtle, which is at odds with a great deal of contemporary
post modern wor 1(.

I,'ig.l;-I, .Jaspor .Iohns, Untilled, Hl72. ~1b{('dMe(lia.
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asserted in relation to his own action palntlngs. In this way .Johns again
prohlernatlses notions of 'aura' and ar-tlstlc presence.

~'-~~,~,~
- ",~ , - j < ':\ -.' r,:", .4"~~~. w .:

" \, \.,

Fig.12, .Jasper .Johns, Target with Four Faces,
Hlli3, Nlxed Mpdia,

TIle' relations set up between the fcH'('S, lh(' target. and the
Juxtaposltlnn 0(' cll('('el'('nt codes can hI' 8('('n to he- motonvmlcallv
conceived. As the discussion above shows, thcso Iodations ar« both
continuous and multlptr, Associations through metonvrnv are e-xtended
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Device, 1961/62 (fig.ll) evidences similar gestural mark, and makes use of
a readymade object to comment on this mark so that we read it as
conscious quotation of gesture. In Device, the ruler, rather than the
paintbrush defines the kind of mark the artist makes. The gestural
autographic mark that the brush in the rest of the painting makes, is
replaced in the arc of' the ruler, by a mark which not only shows nothing
of the artist's 'presence' (the idea of' his trace in the form of mark)
but acts to obliterate such a notion of presence through the wiping
motion, which can be read as an erasure. The critic Michael Fried
proposes that Johns's use of the ruler in this particular way, works as
a "mechanical, ironic paradigm of' de Koonlng's dragging brush and smeared
paint texturetl(1963:61). The choice of the ruler itself is relevant. As an
object which is used to make measurements of real (material) objects, it
could be seen to refer to methods of judgement which are far more
prosaic than the terms in which the art object is evaluated.

In Target with Four Faces, 1955 (t'ig.12) .Johns comments on signs through
a metonymic connection between various texts and images. .Johns
juxtaposes variant texts in a way which problematlses the authority of
each of them. He places the plaster casts of four faces, each in its
own compartment, above a painted target. The slight hint of' a simulated
'gestural' brush mark is visible on the target. The quotation of gestural
mark here can be read as parodic. The paint itself is applied smoothly,
and it is rather the underneath layer of encaustic which creates this
slight activation of the surface. The faces, although they contain minor
dltferencs, appear to be of tne same person, possibly Johns hlrnself', The
inclusion of these faces could be argued to be a parody of the notion
of 'presence' ('presenc(~' of the artist). .Johns may be pointing to the
formulaic: nature of expressionism through the repetition of these faces.
The usc' of a cast, f'or the fact t hat It is a method of replicating, is
in itself an allusion to repetition. Significantly, the races are cut off
from just below the eyes, render-ing them blind. Absence is thus dou bly
stated. This occurs once through the absence of sight, and secondly,
and most relevant here, in the absence implied by the cast .. that Is to
say, the absence or tho object th€' cast was made I'rorn. However, while
this object may be absent, it also remains part of' the work, in that It
Is motonymlcally connected to tho work t hrough the cast. In till' absence
of the races implied by the casts, .Johns may Intend a dlroct paJ'ody of
the notion thai the artlst may I.Wl "Instdo" the work, which Pollock
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Fig.1I. .lasper Johns, Device. IB61/£l2.
Oil on canvas w IIh obje('ts.
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nuuiitestly artificial schemes'itmy emphasis) (Harrison
& Wood, 1£J93:185).

Although expressionist language is made an issue of in Johns's work. the
spirit in which he takes on this language. is not so much one of parodic
critique as in the work of artists such as Lichtenstein. Johns does not
pose himself gainst expressionism or subjectlv ity in the very strong
and ironic terms which Lichtenstein and other <) artists adopt. Rather.
the work-s serve to reveal expressionism as set of codes because
"they deal. often. with the problems specific to making paintings" (Francis.
1984:7).

Repetition, quotation and metonymy all operate in this process. Johns's
work is very appropriate for my purposes. as metonymy and repetition
are partlcula-ty closely connected in his work. as they are in my own
paintlng.e Johns will use the same image or subject repeatedly. but in
slightly different ways. Medium, mark. other images, all change the way
the same subje ....t can be read, and diverse interpretations are
suggested through this process. The diversity produced through a
shifting type of repetition problematises notions of 'transcendent' or
'essential' representational forms forms usually associated with
expressionist painting.

Johns will often quote the type of gestural brushmark that
characterises expressionist works such as de Koonlng's, and them disrupt
these expressionist forms through the inclusion of other features in
the work. Field Painting, 196~3/64 (fig.l0) is an appropriate example. This
work shows the use of cxpresstonlst marl, as objectff'k-d sign, and could
also be -ead as a dialogue between modernism and postmrdernlsm. One
could identify this dialogue in a quite- reductive way: modernism can be
seen as belng quoted in the 'expressive' mark on the len. postmodernlsm
in the flat 'inexpressive' paint on the right. These features work to
inhibit a modernist reading of the work in which the gestural mark would
be read as spontaneous, 'natural', a trace of the artist's presence. The
use or the word painting in the title could be read to signif~' both the
finished work that the viewer sees, as we!l as the actual acttvltv of
painting. It seems to reflect Johns's wish to draw our attention to the
work in terms of' its construction.
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Johns's work , arguably, represents some of the very earliest concerns
of postmodernism. and is usef'ul in this context for the way it can be
seen to illustrate aspects of the relationship between modernism and
postmodernism. While i is work engages critically with issues of
authenticity, original .d dlsclpllne-sper-lrlc purity, it does not
(unlike most Pop ar: ,':' se popular culture as its central subject.
Whereas the Pop artists, (,u varying degrees, clearly reject modernist
forms in order to formulate their critique, Johns can be seen to be In
a threshold position, which involves both critique and incorporation of
modernist forms. This threshold position, has been noted (bu t not in
terms of its critical value) by GI eenber g, who comments, with reference
to Johns's Target Paintings, (for example, Target with Four Faces, 1955
(fig.12) that his work entails a sort of "homeless
representation"(1962:365). Greenber-g's comment reflects ,Johns's interest
in problematislng conventional (modernist) notions of representation.

Although often lumped together with Pop artists, .Johns has mostly been
seen as situated within a 'pre-Pop' phase.' The work of his selected for
discussion here is important for the way that it relates to what Foster
calls the "fallacy" of the 'expressive' brushmark.i
have written about Johns's work argue that
inexpressive, Richard Shiff argues that:

Many of those who
he is consciously

Johns's art, hath early and late, signifies all
inexpressiveness that can be opposed to tiu- 111t1l'{'

cherecteristlc modernist mode of self-expression c tid
psyci1010gicaJ etigegemen t. This tnespres. iiveoess
provides access to an erttstic ettertuittve to
modernist practice (1987:149).

In this way .Johns can be seen to problernatlse the notion of' the work
as a register of the artist's inner selr, and offers us as alternative,
the expressionist language as an objectified code, it register of signs
that have their origin outside 01' the artist. As critics Charles
Harrison and Paul Wood put it:

[Johns] treated the ]egac.J· of Abstract
Bxpresslotitsm dif'il'rc'ntly, ,is if' tile' CO/Oil!',

texture brustistroko end so forth wet'£' no longer
concetveble as 'vohlcles of expression' hili twa to
he' treated as tho convontioruii components of
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styli.;j· Ii hybr-id. ant: Include more naturalistic elements. 'l'he
relation I Ip set up he-tween what might appear to bp two dlf'f'erent
approaches, and the way cer-tain f'orms of' painting are Inverted,
suggests that something is bl'ing parodied here (in this case, perhaps
expresslonls m),

While the Interdependertce of' these wm'ks is Impor-tant to tlle way I
intend them to be viewed, I need to address the works individually in
this chapter. This is not only f'or the sake of clarity. but because I
want to emphasise that this Interdependence does not necessartly dony
the lntegr lty of lndivld ual works.

Each work could be seen as a frngmen+ of a whole, so to speak. As
individual fragments they could be seen to rerlect a certain type of
metonymy, namely svnecdoche (a rolatlon ti;' fragment which ref<'l's to ttl<'
whole, or vice versa). Before looktng at these works in mot'!' detail, I
need to make a few gen(>l'al comments.

In all of my works, as with artts .. ~ .Iohns, form ts in fact content.
A self-conscious use of form (f(\1' example, ~estUl'al mark) is central to
my approach. There are however certain aspects of my practlce whlch
will also be ref'erred to G~ content, These are lconogruphtc features.
These (to a varying extent) reflect my roeus, which Is on pl'Obl(lms
around stereotyped gender roles and sexuality. Mort, specifically, my
concern is with the ways in which these stereotypes mlght be challenged
through the use of dIfferent representatlonal modes. Of par tlculur
importance within this system of representation Is the relationship
between gender stereotyping and violence. The idea. of violence us a
result oC certain gender stereotyping is, within my palnttngs, conceived
both within Cormal processes and as Iconography. In this way, l-oth
painted mark and image represent content.

In chapter one, 1 examt. ed ways in which certain Corms of painting (and
arguably painting pel' se) encode masculine presence, speC'it'lraUy
masculine vlrfllty and nastery, I also noted that slmllar Idt'HS can be
appHed to popular cultur- A valourtzatlon of male sub,ft'C'Uvlty
(aggl'(}sslvo 'macho' qualities are part of this) is conveyed through
various forms of popular culture (on tlm most obvious levol, rorms such
as movies, comics, telovislon, advertrstng). This Ceatur(> of' socioty as
perpetuated through popular culture Is so prevalent and obvtous as to
1)(' a truism. I thorefort- do not W" It to turn this chupter tnto an
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C'IIAPTEH SEVEN:
PAINTING i\FTEH NEO-EXPHESSlON.1l:it1 - SIGNS AND STHATmaES,

M~' oxplorutlon thus far will huporully have provldod a f'ramowork I'm'
UH' discussion of' my painting, In this chapter I discuss how the'
strategies of parody, motouymv and readvmade« may lw 1-;('('11 to opvrat«
in Illy own work 13('1'01'(' doing this, however. thoro aro SOITI<' points I iux-d
to make,

The readlng done f'or thls dlsH('rtation has made ITW think dlff'pl'pntly
about visual pructlc« in gC'IH'l'al. This has 1)('<'Il nroductlv« in mElI\~ wavs.
lluwovor. It bas meant t hat mv approach to m~' own painting has 1)('('0n1p
more complex, Consequently. I have ('()till.! it more dH'{ktlll to discuss mv
work in a manner ....hlch dot'S not deny this ('ornplt'xll:v',

Th« way I dlscuss my work should t'pfl('('t that the t'('iationshlp of singll'
works to other works is as Important us tho rolattonshlp between l'orrnal
and conceptual I'oatures within lndlvklual works. It is wlthln thls
rramework (which stt'(,HH('H the cor'rospondonces bet ween lndlvld ual ami
colleotlve features of the- works) that I {,(,pi tho slt'al('ll:il's I us« are
most (~ff('ctiv('. 1 suggost that this (If'(,('C'Uvlty is manifc'HI In H\('
tension that results lll'lw('('n Lilt' object ({lalnlln~O and lilt' vlowvr as
producer of moantngt»). Fm'(,~I'otlll(llng lntortoxtuullty IH part of' thls
process. 'I'll<' spUCC'of tho gUll(,I'~' !l('C'OIll(,H a Hpac'(' fop u('tiV(' view lll~,
As lIUt't'iHOIl and W(Jod (1 nn:!:!!2!l) comment in this l'('p;m'd, II [I hoso WOl'!\S 1
uddross 111('real HI>l1('(' lh('~' inhabit rather than tho llluslnnlsttr HPac~('

lnrernal h) Iradltlnnal and ~l()d(,I'ni~t paint Ing ullko".: Till' I'm'l 1hat
Lhl'sl' works may ill' vlowod as l'('lalIIl~~ to ono another ElCt'OSH the' (roal)
HI)(1('(' thev oceupv, can f'unctlon to disrupt til(' aura orton tlR('I'lIIC'e! (0

tho slnglo wor-k ~ tho auru HHs()('lat('d wllh till' mast(\t'pi(·('(l.

TIH' hody of work can, In stl'!C'll~' ('or IIIaI and ('hl'On()lol~lml u-rms. !)('
seen as comprising three parts, Tlw ('h'st compr-lsos a group of' (mort' 01'

I(,HS) orthodox ull on canvas works. tilt' socond part iH comp()s('d of a
sl'I'II'}l 1)(' 'f'ast-f'ood box' paintings, and t ho thlrrl Is mark: up or It s('1
0[' purtlnllv painted holoaraphlc 'r,U'l\Vl'ilP' WO;'i{1'l. Tilt' wor-k rruun-s rrom
larlW I'ormat paint iIlI"s 11m! adopt a d('H1'I~' ('XIH'('ssionlst mode, to small
sl'al(' wOl'IuI which ar« !<'SH t'xpr(,Hsionislk, Th(' lattor ar« more
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7 Although perhaps it goes without ~aying, I feel it should be stress~d that any
discussion of criticality in Lichtenstein's work is complicated by the fact that
much contemporary postmodern art (Neo-expressionist painting included) hasadopted the aesthetics of Pop Art images to the extent that they have become
almost neutralized.
8 There are a few exceptions to this. In Tomatoes & Abstraction, 1982, for
example, Lichtenstein's hard edge cartoon-like style is Juxtaposed with gestural
mark which is clearly made with a brush. It is interesting that this
Juxtaposition of styles should occur in Lichtenbtein's work during the same time
that Neo-expressionism - with i.a trademark juxtaposition of different modes -
experienced growing success.
9 For the purposes of this discussion I would like to suggest that Pop Art be
seen a10n/l the lines that Dan Cameron suggests, in his essay 'neo this, ncothat. approaching pop art in the 1980s. Cameron, instead of treating Pop as ~a
finite movement", considers it rather e? "a loosely organised vocabulary of
forms". He proposes that we view it as d tradition that has never really
dispersed, and which still provides continuing reference and a source of
concepts and formal devices (1991:261).
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NOTES
1 ~arco Livingstone notes that Johns ddliberately distanced himself from the Popart movement, Johns's motive, he comments, was "to preserve the ambiguity of hisworks"(1991:281) ,
2 (Foster, 1985:59) Johns himself is ambivalent in his responses to a reading of
his work as deliberately anti or in-expressive, His later statements where he
seems to identify more with the idea of personal 'expression', often conflict
with earlier statements, Nevertholess I suggest that his use of the deviceswhich I examine here, serves to disrupt modernist ideas of the expressive,
whether or not Johns is quite as deliberate as some claim he is, One couldperhaps argue that his seemingly conflicting positions on the pOint might in
itself constitute a method of disruption, in that this tactic foregrounds an'unfixing' of meaning,
3 As, in my own painting, I have been dealing (at least in part) with a critiqueof stereotyped sexuality, and have attempted to suggest ambiguous notions of
sexuality and gender, it was interesting for me to consider In what wu~s
metonymy in Johus' s work is used for the purpose of IlrticuJnting his ow"sexuality in ways which elude clear readings ,
4 I have been concerned here with interpretations which relate to the strategiesin question as critical devices. There arc however', as with most of Johns's
work, numerous interpretations for this image, These interpretations are varied,
and many of them are less concerned with Johns's critique of representation, and
more concerned with the work as a representation of Johns himself, Critics such
as Kenneth Silver and Brooks Adams have commented on Johns's sexuality as amajor point of interpretation, Shiff makes
an interesting com~ent about interpretation, in relation to Johns's
work in general: ~Since Johns creates conditions for the most active and
inexhaustible kind of interpretation, the only dependable 'meaning' that hisar t s t gnt r ies ts tn t e rnre tat fon t tso Lr " (1987:158), I find this comment
interesting in that it suggests to me the importance of the viewer in
determining meaning(s),
6 Orton co~nents that despite the privacy of the metonymic codes in Untitled,
thele are ways to open the work to interpretation, He suggests that "[one] can
undertake an enquiry which goes towards opening up the private code by
reconstructing the contextual field; to enquire into the significance ofhatchings, f1.agstone8, fragments, and imprints, and to establish conttgui ties
which match contexts of use to what can be learned of the wDrl~ in whin~ theyBrc used"(1987:174).
6 The scope of this discussion does not allow me to go into detail about these
moves, but they have been analysed at length by a number of cri Ucs, BarbaraRose umong them,
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order to read the work as a whole, may be seen as (1 dlruct challenge
to the modornlst notion of the sealed and selr-surrlctent work. In this
work, a type of self-reflexIvity Is produced which, I suggest, is
particularly successful in foregroundlng inter textual readings.

The production of Intertextual readings can he seen as central to both
-Johns's and Llohtensteln's crltlques of notions of expresslonlsm. In 11H'
following chapter I explore' ways in whioh such readings fIgur(' in my own
paintings.
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a crtttquo of' Pop Art. While Llchtonsteln Includes his PUl'liPl' imar~('s and
themes lwre, Kalina s('('s this later work as "anti 'Il()stalgk"( l!ln401·~:~).
TIl(' I'act that significant portkins of one painting art' hlocked out h;\-'
tho rerlectlon motlrs ill tho other. leads Kalina to conclude that "in
manv ways those paintings art' attempts not .lust to call un tho past
but to pras(' it" (lBH4: 1:~:~).

Fig.tH. Hoy Llohtonstoln, Three Hefledio(ls.(IPf'I. p11I\('I) HW:~.

Tn« dialogue' botwoon tho panels makes It lmposslhlo to gllin (1('(,(,<;S to
meaning In elthor Large Interlor 01' Three Hef'lediorlH, wlthou t Juoklng at
ln.Ih of' them. 'i nat lIw vk-wor is I'nrrx-d to ~W {'1'OIn one to the- other in
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"ig.17. Hoy Llchtensteln, Large Interior (right panel), tnn:i.

With this strategy, tho codes of' tho artlst'« own l'e{lI'{'iwntatlO[}s
become- implicated in debato and crltlque, Thls could \)(' an ('{'!'t'('Llv(' way
to undermlno modernist notions o{' the 'unlque so!!" and of' 111('artist as
ViSJOlHH'Y. Kallnu Pl'O[>OHPH th,lt this wor-k may to Hom!' extent coustltute
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works in terms of thelr crltlcal potential. The problem of perpetuatlng
the aura of the mechanically produced image is central to the more
general problems around perpetuating stereotypes of mass/popular
culture. Both popular culture & mechanical reproduction operate through
repetition (and work against the idea of the authentic 01' original).
lvlechanical production might well, through a certain use. lip a way to
contest the aura of the 'unique' artwork. However I would at'gup that
Hatc1iff's point above. concerning the clangor of' creating a new aura
around the mechanically produced image. seems more appropriate in
relation to some of LIchtenstein's work. In relation LO this point about
the perpetuation of aura it is
note that the heyday of Pop
elevated to arguably even
Expressionists.

Interesting (and perhaps paradoxical) to
art saw
greater

the notion of artlatlc persona
helghts than the Abstract

To return to the question of quotation. it is lntereetlng to s('(' how
Lichtenstein complicates his use of' repetltlon and quotation still
further in some of his more recent works. In one such example. Large
Interior with Three Ref'Iectinns, wea, Lichtenstein creates a dlaloguo
between two (physically) seperate paintings which works to produce an
Intertextuallty not previously present in his works. (fig.17 shows the
right hand panel of Large Interior, fig.18 shows the left halld panel d'
Three Reflections). Luge Interior. a mural-slzed painting containing
three panels, constltutos one half of the work. On the opposite wall
hangs Three Reflections, making up what we could S(,p as the other half'.
This second half of' the work is also mad" up of three panels. but unlike
the first, is actually, rather than only visually. split into zhreo. (I

reror to a 'second half' for the sake of clarlty. Nt~ltlH'l' tho way in
whloh the works 111'(' hung, nor' their relatlve size's tndk-ate to tho
viewer which one has priority. Only the tltles hint that tile (1Il('

necessarily precedes tho other). 'l'ho 'ref'lectlons' in this second image'
mirror the images in tho fJrst painting, hut the strips of Iwndny dottlng
and dlagonal 'shading' cor ruse this mirror Image. 'l'ho dots. which can lit'
seen t" represent UlP visual workings of commerr-lal images, are shown
') obscure or confuse a represented 'reality', whlcn Is also clearly
constructed of code'S. The benday dots have beon blown up to such a
scale, that as painter and ('I' It ie Hlehal'd Kalina comments, "t tI<·y read
not just us information but us Interfurence, statlc"] WBtI:H2).



forms ... Our new art seems to assume historical forms - out of context
and reified ... [I [t is a profoundly ahlstortcal enterprise" (UJn2: Hi). Foster
has put 1t thai reactionary postmodernlst thinking is by nature
ahlstorIcal. One of the reasons he gives, is that the "continuum [of
history] Is disavowed" (1992:lf3), We might then ask if this "game" of
Lichtenstein's denies history by denying actual chronology?

However, in more general terms I believe Lichtenstein's quotations of
paradigmatic artworks or styles have a critical function, His rendering
of images allows us to perceive the vast shift bet ween the social
context of the quoted image, and the social context that Lichtenstein is
a part of,

As I argued in chapter one. It seems central to a critical quotatlon or
parody that tension is created between the quoted texts. This tenslou
can work to throw tho authority of each text into question.
Lichtenstein's particular tension may be dependent on the extent to
which his forms challenge cortaln stereotyped modernist and pre-
modernlat notions ,){' the division between traditional 'high art' and
popular culture, The work dons however- raise some problems in its
r- 'atton to popular culture, It has helm argued by many critics that not
only do Lichtenstein's works reflect mass culture quite passively, but
that the typP of quotation present in these works of Llchteusteln's
serves to perpetuate the dominant values of postmodorn consumer
society. ,1(~rnmy Gilbert-Rolfe, for example, In his urtlcle 'Popular
Imagery'. has the following to say on tho poln t:

{T]ll(' muon-vaunted hlsti.vtcal COllsC'iOllSIJ('SS or ow'

C'l?ntur.:v Iins iJ('(1I1 turned into 11 curious kind or
consumortst l'C'iUt/OllSl!ip with modornlst hls{or:v,
wliero etvtos (i'c'l'lIlllf1 ll:\[)LY'Ss/onism. ltullan
/>1(·tllpl1.Ysiclli pllilJting, ('1('., otc. ~ n.rC' pJdwci lit

will ,1S ()IJ(' mtutit cnooso il verloi; of' clu'C's(\ ill ;1

supermark» (W8[i: 12,9),

A number of orttlcs have arguod tills point in terms of' Ltohtonsretn's
work (and Pop Art rn gC'rwrlll) - HUll It porp<'tuates til!' t:(lamour of
contemporary popular culture. Curtor Batdtr'l' hus looked In par-ttcular
at tho phenomenon of till' mochanlcallv produced imago. lip H!'gIWS that
the llll'.dullliC'ally produce-d lmago hUH lt~wll' got a particular aura, whlch
is porpetuatr«! by Pop art (WAH), 'l'hls f'aotor 011('(, agaln C'ompIJC'UWsthe
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Lichtenstein successfully challenges the authority of the images he
quotes. But, much like the 'brushrnar k' works, the' degree to which this is
effective - beyond the immediacy of a humourous sort of mimicry - is
debatable.

Complicating the process of quotation, l.Ichtenste-ln b,t, also used his
own works as reference material for quotation. As with most of his
quotation, his form of setr-rerlextvtty is very blatant. The challenge to
authorship is implicit in every work of Lichtenstein's to a greater or
lesser extent. The activity of repeating his own paintings, coupled with
the increasingly 'clean' graphic quality of his images which seem almost
machine generated, CH.n work to contest notions of the artists's own
'presence' in the production of his art. This gesture of Lichtenstein's
undermines the notion of the self as originary. By using his own
paintings as source (making the sign ortgtnary), he deliberately misuses
the notion of origin. This activity of returning to his own work becomes
a significant part of the meaning in the image, and as with Johns's work,
can be seen to problematlse not only modernist notions of authorship,
but also expressionist notions of spontaneity and 'naturalness'. Here we
may perceive both the self and the sign as "helonglng to a pre-existent
image repetolre" (1985:62).

A point has been made regarding the fact that when Lichtenstein quotes
hlmselr, he mixes up the time order of the respective works or styles.
li.s Carter Ratcliff puts it, he "rearranges hls own past". Ratcllf'f' has
argued that this "Is the most powerful of the artist's devices... for
making a game of history"(1989:115). This comment is interesting in
relation to Foster and Jameson's remarks cited earlier, where both
writers made points about the difficulty within postmodernlsm to situate
'the self' in history, and thus to critically address this history as
part of a cultural present.

't'here are two ways to read these works of Lichtenstein's, in reference
to Foster and .Jameson's views. On the one hand, we could take the way
Lichtenstein makes a "game" of history, as a means to a critical
practice, By subverttng his own history, he could be seen to allude to
the power that the artist has to subvert the 'major hlstory of
representation. On the other hand, we could also apply Foster's and
.Jameson'a arguments concerning the 'ahlstorfcal' to conclude that thls
gam(~ of Llchtensteln's makes for an uncritical practice. Foster (as I
noted in chapter one), comments that "Im[odern art ('I1gaged historical
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Llchtensteiu's quote of the work, serves only to reveal "the breadth of
a fissure that has opened up between the two images", Lichtenstein's
image, Deltcher argues, acts as a way of meusurIng his distance from
the tradition in which the original image was produced (198~~:87), In
relation to Houen Cathedral, Lichtenstein remarks "my series is supposed
to be times of day only because his were, and because' it'f: kind of sllly
and fortuitous and obviously not about daylight at all"(LichteClslpin, in
Hendrickson, Hl88:70),

Fig. Hi. Hoy Llchtenstein, Rouen Cathedral II (seen
at three different times of day), WE)!I, Magna on Canvas,

Doltcher comments on Iho way visual cocks operate to Iwing about this
distance In Lie .uenstoln's work, Here' he refer'S to Lichtenstein's
r'(,~drkI:l:~ of' a D(' Koonlng por-tralt , "[T'[h« savagery or tho originals is
npll~I'(l1isP,i, j'('Iltll'ri'<] ruthor comic by Llch tenstoln 's •dopk-tocl' brush work
- til{' llneur doscrtpuon of' puinl<'r'lr gesttH'p"(WB:3:BtI), i)('ilchC't"s us!' of
t 11(' words 'noutrallsod' and 'comic" suggost that in thes« works
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perpetuate the glamour and aura that accompanies 'high art' rather than
challenge it. This consequence of quotation is what I understand Foster
to be referring to when he wnr ns that quotation, even cuotation with
parodic intent, may perpetuate a "passton for the code"(19\)2:6). Here
then, the modernist painting, signii'i.{>j by the expressive brushmark, even
when entering postmodern d iSCOllI'Se, can in fact remain or become a
commodity.

There are a further issues at stake here. The large size of the
brush marks gives them importance, seductive colour is used, and no
other image or alternative text is introduced into the work as a way of
marking the problematic of painting. The first two factors might still
function as a kind of critique of painting, but this would depend on, for
example, the context in which the works are cxhlblted and the method of
reading (reception). However, it could be argued that an intervention has
already occured through the very fact that there is no rormal rupture.
Because the brush mark sits in isolation, decontextualised, (the rest of
the palntlng seeming to have disappeared) the viewer may be forced to
reconsider the mark as a mere formal device. Janis Hendrickson sees the
scale itself as having a somewhat c-Itlca! function. She comments that
II[TJhe monumental scale of' the petrified hrushstrokes makes them into
memorials commemorating the heroic medium of palntlnr; which literally has
fallen in Action II(1988:62), Hendrickson's comments highlights the
target/tribute dialectic that characterises parody.

Lichtenstein's quotes of particular artworks, such as those from
particular Surealist, Cubist and Expressionist forms, raise other
questions. These works are quoted more or less in their entirety. One
such exanple is his Houen cathedral (seen at Three Different Times of
the Day; II, 19m! (fig.lG). (It is perhaps relevant here that Llchtonsteln
chooses an image of Monet's which was realised in serial rorrn).

Here I would like to refer back to Hutcheon's definition of parody,
discussed in Chapter Two. It is useful to relate' these works of
Llchtenstelns' to Hutcheon'S assertion that parody (taken I'or granted in
her context as meaning critical quotation) marks "difference' rather than
similarity", and that it should set up a "distance" betweeen the old and
TWw toxt /s, The comment of' Hutcheon's is relevant in r-elatlon to certain
comments by the critic David Deltcher. Ill' remar-ks on thls issue of'
"difference", 1.1 relation to Llch ten stein s quotes of other' art works.
Delt ('11('1' suguests that a comparison botwr-en th« original and
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1"114.27.Untilled III, 19n5, Oil on Canvas,

Flg,:W, lIox('s, riO ~(j:~,Oil and Spl'UY Paint OIl ('Ul'dl)(llll'd,
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FIg.2n. Decoration. H)(lt1/Hri (DelnU).
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format as constituting a roadvmade, Scale is once again an opportunity
for vast dlt'ferencps in size and tYI>{' of' mark, As in Untitled II,
evidence of investment in the material, of a certain degree of labour,
is important. Here too, application of paint is very varied. It moves for
example, from thick impasto to belng sketchv or dlngramatlc.

Repetltlon is roregroundcd In this work, both through the regulating of
certain klnds of paint-work and through the 'overuse' of iconography.
Repetition of iconography is mostly featured through specirlc images -
in particular, the mllltary medals, and jewell(~ry, Th« use of' tho
jewelll~ry and the medals together', sets up an obvious dlalectlc, a
clear!"!' allusion to gender stereotylng than in previous works, I have,
however, tried to complicate this somewhat, to reflect the complex
relatlonshtps between form and content which are of primary concern in
these woi-ka, I attempt. to stres» the mark as Iconography, as holdlng as
much potential for meaning as tho reprnsentatlonal elements, This is
pat't!culllrly the CaS(1 in tho way I paint tilt' medals, and in tho broad
almost flat patches of colour appllod wlth very thlok strokes (th« blue
patch on the lower left and the purple patch on the right), Those point
to the painted mark as an autonomous element, an object or 'Plguro' so
to speak, which is loaded wltn as much meaning as tilt' depictions of
human figures or mllltary tanks, There are other Iconogruphlc elements
which nave U less stable meaning. These are various objects, as well as
human figures. Examples are, the I'lgur« wearing the snorkel (f'lg,2G), tho
almost obscured figure (rather vaguely described through a sort of
stlppleo mark )(fig.26), the little patches of land, or the cone-Ilko
object on the extreme Ipft of tho format.

Ttl(' vlewlng position in relation to this paint lng ie:; somewhat
dtsortentattng, This is perhaps accentuated by the lwlghl of' 11](' WOl'I{,

The vlf'wm' is faced with what In some ways appeara lo be patterns of'
mal'1<, which seem to have no logkul order' on tlw OIl(> hand, but OIl the
other suggest that some kind of system is at work. 'I'ho dlsortentatlon
Is emphasised by the way in whlch figUl'P (frugllll'nts) and ground compete
ror attention. In some places, areas that road us 'figure' could also i){'
road an grouud Elst'whor'o, individual obj('cts such as thl' military
medals [H'ollfm ).le, so as to hecomu tho ground through thelr l'C'p"tlllon,
Itowovor, dC'sp!l<' the spalia) dlsorlontutlon and tll(' conruston or
1'1I'.ul'<'II!,t'OUIHl. till' palntlng <lm's havo sorno kind of semantlc C'oll('r'('(lc'(>,
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Fig.2t1. Decoration. Wfltl/Hti. Oil and Enamel on Canvas.

Decoration, 19f14/ti (fig.2-1) was started whllo I was working (In Untitled II,
and completed subsequently, For mo, all Important aspect of this wor-k is
that 1 have taken it orr the stretcher rramos on whlch It was palntod,
and lrft it to hang llke 11 cloth. I have l(lft HlP cut udges quilt' UIH'Vl'Il,

('VPf) frayed in arous, just as they WOl'(, artcr I had cut the llaint1n~
rrom tho rramos." Thl'(/u~h this process I have' ulmod to roroground tho
palntlnr; as oll,f(let. in thIs way I could t'('fl('ct on ttlp modernlst notions
01' tho autonomous palnted wor-k, und OIl tho tdoa of llw oil on canvas

110



I
,j
I
·1

j
FIg.22. Untitled II. 19!M (Detail).
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Fig.2:i. Untitled II. 1D!)11(Detail).
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Here perhaps it is worth noting that Greenberg objecte-d to pattern
pain ling. Ill' saw this kind of repetition as 'death'. His 'achieved unity'
(which Involves a certain activation of the surface) was constt.ered the
ideal abstract form. In this shift between emphasising and denying
pattern 1 try to sltuate myself somewhere between the pattern painting
which Greenberg opposes, and the formalist achieved unity he proposes
as the most aesthetically viable form of painting.

The materiality of the painting is of importance here. In certain areas,
paint is applied fairly thickly and with large strokes, forming flat 01'

vaguely gestural mark (as I'or example in the yellow and red areas on
the left of the format). Objects or areas painted with very small mark
contrast with these passages, At times, paint. is applied thinly, almost
llke a wash, or in small punctuated marks which creates 'l sort of
webbing or meshing on the surface (almost Ilko camourluge). PaHsagps of
patterning transform into figurative elements. While these I'lgurutlve
forms are not illusionistically rendered, they have surrtcton t three-
dlmenslonalltv and separateness from the ground to disturb the logic' of
an abstrnv.ed, unified fi(~la.3 In one area (fig.22), paint Is syringed on
the su: . .e to define an object (a Iawnmowcr). This syringing process,
along with the Iconography of the lawnmower, is deliberately humourous.
(Humour, which is Included in different ways throughout the body of work.
Is one of the moans whereby a parodic intent Is hoperully realised by
the viewer). 4

Evidence of care and labour, an Investment in the matorlul, Is important
I'm' the type of' parudlc reading I wish to onrourage. It works, I hope,
to create a more complex sort of parody: through my use of dH'i'('I'(ml
modes, dlf'I'erentlatnd mark and purttcular iconography I cloarly parody
paln Ling, attempting to undermtno the authortty of' each mode, On the
other hand, I Invest the painted surface wlth too much care and over-lay
for parody to run=tton so directly. Hence, the complex conl'lguratlon of'
an nuthonttc Investment in the paint and a crtttcat stance OIl painting is
the axis around which my crltlquo revolves.
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However, while the work has pattern, it is at the same time not a
pattern, us it is not suf'f'lclently regulated. It is not only iconographic
detail but also colour which disturbs here. Saturated, high-key colour'
shapes contrast with passages of subdued earthy colours where tonal
values are very similar. It be- mes difficult for the eye to settle.
While this may be read, on one level, as a purely formal 01' aesthetlc
device, the combination of particular iconography and modes are Intended
to shift these terms of I'm' .,. 'e.

Fig.21. Untitled n. HlfM. 011 and Enamel Oil Canvas.
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style of painting. Each mode is so markedly different that its status as
convention is hlghlluhted. With this setting up of different modes.
quotation could be read as parodic. Parts of the palntlng, such as the
romantically painted 'braai' and surrounding landscape, signal something
perhaps more personal. something which (paradoxically) resists the
distance of parodic quotation. This is perhaps the first instance in
which the directness of parody tentatively begins to be shaped by the
more subtle forms which I suggest are associated with metonymic'
readings.

The demarcation of the format into different parts is important. as I
pick this device up again later - in the serialization of the fast-food
boxes which is a segmentation or demarcation of ,1 dlff'erent kind.

In Untitled II. 1991\ (fig.21) I continue with the USE' of dlff'eront modes of
representation. 1 also explore certain opportunities afforded by the
large scale. The painting was difficult for me in away. as I really felt
it to have the appearance of certain Nco-expressionist work. This was
both interesting and problematic. I wanted to facilitate a reading or the
work which made it difficult to position it as a Nco-expressionist work
despite the presence of certain formal f'eatures which are associated
with the movement. This work became a site for intensive exploration of
autographlc mark making as a conceptual vehicle. More specifically. thls
mark-maklng became something I could use against Itselr,

Different codes are emphasised by the larger scale, which allows me to
make vast changes in size and type of mark. The larg: r scale is
important for other reasons too. My Intention is that the scale servos
as a vague reference to largt~ seale history paintings (for example.
battle scenes). Although it does not have the llluslonlatlc f'orm
generally charnctertstlc of these paintings. the 'fppJ' of those patntlngs
is Invoked through colour. swlr'l'ng mark. as well as figuratlv(> dements
rorertng to military culture.

This painting seems more complex to road than nrevlous WOl'!tS Complcxlty
of reading occurs for a number 01' r('(lSOHS, MI,.ltly this in due to tho
conrlatlon of what can bp termed modernist I'Ield and postmodernlst
rupture of' thls field. This produces a disorientaUJ1A ('ff(·('t which
I'uncttons in flll'CPt'Plll ways. EVf'1I though a kind of' plotortal spnrx- is
produced. the work also reads as a spatiall~' vague, patterned domain.
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FIg.20. Untilled I. W93. Oil on canvas.

In Untitled It Hm:~ (flg.20) the formal and iconographic roatures aro much
more dearly marked as constructed. This pain ling shows a shirt away
from the unity of ground. Formal devices of segmentation or partiLiolling
charucterlzo this work - it could lx- seen as divlded into sovoral
segments. The I'r-acturfng of till' field. Is hlghllghted by different modes
of representatlon within each l'i('gmenL TlwHP dlff('t'pnl rr:)(k's of
representatlon. b~' WllY of contrast. soem to make It posstblo to
ernphaslso the gestural mark a1' a conscious construction. The modes
shift from large abstract shapes 0[' thick gl'SLU1'al mark, to dtagrummatlc
OJ' cartoon-Hl«- images. Lo a romantic naturallstlc or lrnprvsslonlstlc
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The earliest palntlnu in this body of work is thi canvas painting titled
Ground, 19B~3 (fig.tn). While other canvas works had been completed as
part of my research before this one, Ground seemed to be the first
work to show slgns of my engagement with expressive codes in a way
which pointed to a more productively critical approach to the
problematic of expressionist painting. However, while gestural
brushstroke is very consciously used as quotation and there is an
abundance of actlvlty on the surface which almost 'overflows' the image.
the work still conforms to a more or less conventional painting. It could
be argued to have the 'achieved unlty' characteristic of modernist
painting. A counter argument could of course be advanced In that HlP

surface of the painting registers too insistently a competition f(,r
attentlc , in terms of the almost equivalent activity 01 each mark.

1
I

Ground, J !In:l (D('laiJ).
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images and passages from my own works are also used as reference
material in later works. These quotations of my own painting are in some
cases quite obvious, but in other Instances disguised.

Although I have noted HlP point before, I feel it important to repeat
that a major concern for me in these works is the f'oregroundtng of' the
painted field (and the painted mark) as pre-given. This is articulated
most strongly in the later works.

Before continuing, I also feel it relevant to note that the paintings
which make up this body of work were selected from a larger group of
works. A major reason for selecting these works from the larger group
was my feeling that the kinds of inter-textual readings I could try to
set up by putting these particular works together, would best facilitate
the sort of tension I wanted.

Fig.t B. Ground. Hm~{, Oil and unumol on canvas.
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argument which validates the above statement. Rather I am cono-rned as
to how certain strategies of representation might serve to challenge
these stereotypes.

I have consciously used the language of' high art in conjunction with
images and codes I'rom popular culture to comment on this. 'I'hlx
conjunction Is of course, as I have noted, common within postmodern
practice, and is perceived by many critics as more of'ten problematic
than prngresslve.s It is my contentlon however, that a certain kind of
conscious combining of high art for ms and processes with forms and
processes from popular culture, can expose their respective languages
as convention. This becomes a way of' marking the 'natural' expressionist
artist's trace as a construction - one which Is Inscr-ibed with
maser Ilnlst values.

For me, the most obvious way to deal with these stereotypes seemed to
be through particular iconography. My depictions of military tanks and
medals, bombs, compotltlve sports activities and gory cartoons, stress
the aggressive 'image' of masculinst culture. However, the inclusion,
along with these aspects, of other iconography of another' more subtle,
almost obscure set of images and forms, is used to counteract a
reductive Ideological reading of the works. This does not mean that
ideology is suppressed. On the contrary I wish it to reflect that
ideology works in the subtlest of ways, But in addition to this I hope
to suggest that critique for me can not be based on blunt oppositions.
It is a radical unf'lxlty of positions that r propose as potentially
llberatory. Here the strategies of parody and metonymy operate best.
One strategy (parody) makes public a more or less easily read critique,
the otner (metonymy) undermines that very certainty. Again, I need to
stress that it is the tension between the two strategies which produces
a space for a critical reo .rtlculatlon ot' (neolexpresskmtst painting.

My reference material ror these works is deliberately very diverse.
Certain images are sourced from Journals such as military magazines,
'women's' magazines, wrestling magazines, and boys' annuals. Others are
from advertlsments for army toys which appear in comics, as well as
actual toys such as mass produced cheap plastic tanks. r have also made
use of' my own photographic documentation of military museums, army
camouflage, and household appliances. The cartoon images are drawn from
photog aphs I took of telovtsion Images, and from actual comic books.
TtWS(~ r'pferenc{'s point to dIverse t{'~.ua! Forms or types. Importantly,
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Images, In these I depict actions which might normally be done in f'ront
of a mirror (as, for example, in fig.:38). A mlrrored, or reflected image,
could be described as being simultaneously a repetltion and a revorsnl of
something. The use of these 'mirrored' deplctlons thus becomes a way in
which the painting might be read as parodic. These sorts of' connections
also constitute the remote but continuous links which racllltutv
metonymic readings.

Fi~p8. Impress No.4 (Detail).
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here through various optical operations caused by the convergence of
the painted mark and tho holographic sui-races. In certaln Instances, tho
painted Images appear transparent, wilh S('('UOIlS of the' hologruphk:
pattern emor-glng through, and subtly int('rf('rin(~ with, thuso Images." To
increase the difficulty ill reading curtain painted images, many of them
are palnted In vt'I'y muted ('OIOlll'H and with very slight tona: shins.
Those formal manipulations croat« a visual ('f'f('cl (an unf'lxab It' form)
which can be seen to s\lg~~est an unl'lxlty of' meaning. Wlwrptls in ear llor
works, camouflage is Included through actual deplctlons of' camouf'lago-
llke patterr+ng. in the hologruphlo works it is the idC'il of' camourtago
(convoyed through an optical dtsturbanco) which iH present.

As with the rast-rood boxes, the surface is pre- glven, hut in this ('IlH(',

there is also pre-given depth (the hologruphlc illusion of d('plh).H The-
fad that tho depth in the holographk- f'lt'ld is mochunlcally IWlwrale<!,
could be semi to hav« an Irnnlc connectlon to lilt' Illuslonlsm of'
'conventlonal' pulntlngs, '1'11<'relation set up hotwoon tho pro-gtvon depth
and t1H' painted images produces a a (,{!l'tain visual dynamic. Th is dynamic'
hopefully produces In the vlowor a need to partlclpato, in order to rind
tholr own methods or tackling potential meanings In the work,

The holographlc conrlgurattona make these Images vlsually unstable. WIth
the pattern shifting somewhat and changing colour cont lnually, depending
on the vi('wor's POSiUOll, this unstable Imago may he soon to r'('fl('('t Oil

multiplicity and ambIguity of' meaning. I have aimed to produce something
or this multlpllclty and ambiguity in the canvas works and till' rust food
boxes, hut in the holographtc sllt'Ca('('ri 11 Is the ground IU'it'll' whloh
pruduces a slgnlf'Ioant shift in vk-wlng and In pl'{)d\ldn~~mountng. From
some angles and in certaln light, tho painted ima~~('s soom very clear,
but vi('w('ti from a dlffnr(ml POSIUOIl tlwy almost bornrno
negalives/ubs('Ilet's or blank silhouettes wllhln llH' rormat, lrunlcnllv,
lilt' liund-palnted, naturalistkally rendered imug('s appeur at tlmes to
havo less depth than tho mcchank-al holographic' I'leld,

The rerlectlve \]uultly of lhmlt' holographic' surraces could Ill' associuL(',1
with the' Idea of mirroring. In a c'pr'luin position ill l'pillUOIl to til£'
works, till' vtowor is ref'locted In till' aurruce, III l'C!sp{'('1 of' this
mlrrortng, tho small st'ail' of' tim wor} s is Impor-tant. Coupled with HI<'
optlcal (,rfpc! or' the ('1('1<1(which I11lllw~; vlowlng dlff'kult) lilt' scalp
«ncourugos tlw vlowor to I'pad tho work from dw1!' lip. Tit!' SlIl'I'!l('(' HS

mirror Is aconntuutorl h;v my uso of' lilt' sl'll" portralts IlH palntnd



~1~'Interest in using roadyrnade surrnres, k-d m« to lise tho holographic
glflwl'ap paper for tho Impress sl'ril's, nHm (f'ig,:n), whlk- the canvas
works and th« rust-rood boxes disturb notions of spontuneltv and
(H'ji!lnlllit~l In diff(!r('nt WllYS. It is tilt' holographk- paintings which mav
1)(' spell to efi'('('l sueh 11 dlsturbunco most obviously. through the
,juxtapositioIl 0(' hanrl-pulntod Ima~~('with mechunlcallv IWlll'I'aipc! surrac«,
I would llk« HIP mochanlcal to stand ror an lnc-roasod dlstanco - a
distance that would not ho assoclated with th« sllh.l('('t1vit~· of
expressionism, This creates SOIlH' tonslon, glven that th('s(' surrar-os aro
HO visually unf'Ixabk-.

Fig,:~7. Impress, I " VI. Oil on hnlographlc wrapplru; pape-r.

Till' hologruphto sllI'fU('l' Int('I'('stH me Cot' U number of I'("isons. As with
Ul(' boxes, tll(' surturx- is ono which usually (Ill its convontlonal 01'

lntvndod UHP) ('OWl'S 01' hl<i('H somvthlnn. (In Ihls ('WW. it Is a gift).
t\lf,hin, a conru-ctlon Is lmullod hl'l'(, til till' l<i('ll (If' rarnouf'Iag«, whloh Is
roallsod In a dl{,f('l'('nl \vH~' til provlrms wOI'I,s,1i C'nnHlullalW is s\l~~(,SI('d
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Fig,:m & :In, Boxes, 50 ~63 (Dotalls).
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Fl~.:i:i (iop ), FiA.:3il (bottom). Boxes, 50 •. Ga.
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almost tonally 'dentlcal to the ground, so that it seems almost not to
be there at all. Paint moves f'rom thin washes on some of the boxes to
impasto on others (fig.33). There are shirts from figurative images to
abstract mark. The modes of these figuralive elements are very
different - some arc naturalistically painted, while others, (as in
flgs.34 & 35) arc treated in a cartoon-like way. 'Ihe more naturalistic'
modes I Include in certain boxes are set up against tho more
expresslonlstlc forms of painting as a weans of marking the Issue of
the artlat's 'trace', of artistic presence. Occasionally I use what I
would call 'bad' painting - that Is, painting which is deliberately awkward
- and play this off against areas which are very carerully painted, and
which are more tradltlonally aesthetic. The relationships produced
through the play between all these modes, points to the kind of parody
I wish to communicate - ,)O(~ which puts the vk-wer tn (l stat<' of
uncertainty. A parody which. to borrow Hutcheon's words, Is 1- owhat
"amblvnlont or eontradll'tor'y"(198B:l07).

Tho positioning of tho palnted Images within each box is Impor-t-mt, I
have deliberately made thls as dtrrorent as possible from one box to
the next. So, for example, in flg.32 the image is placed very centrally,
while in fig.:n the images sit on the very edge of the format - on a
purt of the box (a flap) which would usually bo a parllcularly
unotlceable area If the box was assembled.

The var-iance of tne iconography also plays a part in the sort of
tension I wish to l'rodu(x!. Tho deplotkms of contact sport, an atomic
bomb and a braal, for example, could each product' quite clear symbols on
thelr own when related to tlw [H'<,-glvPIl Iconography OIl till' surruco of
the boxes, other Images, or cnmblnatlons of Images are less obviously
~ymb()llcally loaded, and may appear private or even urbltrurv. Th«
comblnatlon of iconography suggests a system, but not a system which
bas resolution as its ond. ThC' play tJ('LW('(,Il a promise and a donlal of a
clear system, is part of the tension I wlsh to set up betwocn public
and private. The private meanings which could be descrfbod as a sort of
secret language, are played oCTngalnst tho pu bllc VOlC!' of mass culture
whloh tho boxes represent. Here notions 0(' the sterent ype and of the
indlvlrlual are brought into plav, ('ounterlng (HlP another.
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I found it interesting that the f'lattonlng out of the boxes (pl'('senling
them unfolded) makes them (initially at least) unrecognlsable as boxes,
and more speelrlcally, unrecognisable as 'Black Sl(,pr' fast-food
packaging. This Is despite the fad that tho whole box is visible (fip;.2B).
This 'disguising' of the boxes could be associated with the forms of
disguise or camouflage which J work with in tilt' canvas pnlntlngs, 'I'll"
particular use of mark, tone a'1<1colour occurtng mechanically across the
surface, accentuated this asscoclatlon with camouflage.

The boxes are presented about Gem away from tho wall. This manlpulatlon
of the boxes is done to lnf'or a three-dlmensfonalltv, to stress thelr
objecthood. This objecthood in way contradicts tho ract that they are
surfaces to be painted onto.

Tho boxes art' presented in a serial form, which may (having assoclatfons
\'r Ith the production llno) bp COIHH'('lpd to mass productlon. I IHlV(,

emphasised this connectlon by numbering the boxes as HO'S GO - (l:~,as
though they mlght be part of a much larger configuration. Serinlit;\'
rurther increases the tension set 11P between the' meohanlcal (commodity)
imprint and the hand-made trace of the aesthetlc. Although the boxes
are repeated in a way which has a 'production line quality', each one is
difforent in the way it has been painted on. Here repetition and
dlff'erence are constantly played off against each other. Serlallty i~; a
form of repetition which gives me HlP opportunity '0 repeat, but at tilt'
same time to incorporate diff(~r(>ncx) into this repetlrlon. By this I moan
that while all the bOXHS are themselves Identtcal, each <HW is affeclC'd,
or acted on. in dir1'prf'nt ways, In this respect, each box could
(paradoxlcally) be Sl'eI1 to cons tltute an 'original' oil pain 1ill~. Owens
comments that II [the 1 contrndlctinn between difrerelH'(' and ropetlt.lon is
Instrlnslc to the sel'1c1j modo of production II (1Bnf~:118). Inter'C'<.:lingly. ~H'

Htl~g('sts that It is within this contradltlon that tilt' crItk-a! l.,)tpntial
or the serial form lit'S (HlB2:118). What is also relevant about set'lality
for my purposes here, is that it contains the sort of ('ontlgult.y that
may bp associated with metonymic readings.

As the relations between the dlff<'l'ellL treatment of each surface is
important to meaning production horo I should J!lw to detail some
aspects of tho way I IVlV(, marked these surf'aces. A 1'('\1 of the boxes
art' almost completely covered UP. either with broad g('stu('nl mark 01'

flat lOIH' (fi~.:n). OUH'rs havo Ilrnlted ('OVPt', 01' depil'l objects which are
very Inobtrusfvo. In !'ig.:~2 for example, t he painted ob,lee! (L1w braal) is
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Flg.:n (top). Flg.:~2.(bottolll). Boxes, 50 - 6a.
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within Untitled III as a whole, is mediated). I repeat this image in OIl(>

of the holographic works. Through connection between Untitled III and the
holog:aphic works, I hope to create a tension between the handpal ited
field and the mechanically generated field (ground). Similar ideas apply
to the image of the computer screen in the block to the right of the
microphone.

Before I begin discussion of the> holographic and fast-food box works. I
need to note certain issues pertaining to the oil on canvas palntmgs,
Dur-Ing the time I spent painting these large canvas works, the idea of
gestural mark and well as other modes of representation as readvmade
language or codes, became increasingly apparent to me. The logical
consequence of this seemed to be to use actual readyrnade objects as
surfaces on which to paint. The canvas paintings, while they are in
certain ways parodic, do contain the trace of the artist throu '~h
metonymic connection to the gestural mark and the traditional '('I, on
canvas' field. I wanted to complicate these connections further.

I felt a need to foreground a more Intertextual reading of my work by
bringing other texts, physically (quite literally), into play. Most
especially, I wanted to comment on painting itself as being culturally
bound" and the canvases as pre-given. The use of mass-produced pre-
inscribed surfaces to reflect on painting as culturally bound, contrasts
with Untitled III. where a painted reference to nature (marked in certain
ways) constituted the field.

The conceptual tensions which arose out of the imposition of hand-
painted marks or images onto a pre-given (mechanical) surface offered
different critical possibilities. The patterned food boxes could be seen
to dlsturb the idea of the white virgin canvas. The pre-printed icons on
the boxes mark different representational modes as readymades, My
decision to use these particular boxes was based not only on the Fact
that they are (mechanically) pre-printed with repealed images. but on
the specific nature of some of these stereotypical 'masculine' images
(guns, cowboy-boots, spurs and medals). They present a 'field of
representation'. in some ways already quite llterallj. pre-inscribed. This
could be seen to ref'lect my own actlvlty as a painter' as b('ill~ already
to some extent pre-given, or pro-Inscr-Ibed.
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used in the self-portrait is of the type more often connected to a
greater objectivity than is gestural or painterly style. The handling o.
the paint in the self-portrait connects this work to the Impress
(holographlo) series.

Fig.30. Untitled III, lD95 (Detail).

The microphone image in the rectangle below the self-portrait suggests
expression in a different way. It implies expression as m~'1'aledo It
depicts the mechanisms of mediation here technolon- (This may
highlight the fact that all the 'expression' the viewer might assume
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The idea of nature is implicit in the ref'erence to land, but it is nature
that has been acted on in some way. One could say it is culturally
marked. The reference to nature, to the outdoors, can be seen to
conflict with the manufactured quality of the fast-food boxes and the
'holographic' paintings that follow. These later wor-ks could thus be seen
to operate as part of a lar-ger context of meaning production, one in
which metonymic links may be drawn between different works across the
space of the gallery. The reference to nature as culturally marked
reflects on the idea of painting itself as being culturally bound. I take
this point up again rurther on in the chapter.

.1

As in Untitled II and Decoration, both modernist field and post modern
disruption to this field. could be seen to operate. Apart from the
disorientation of viewing position. there are other elements which are
included to disturb the idea of the unified field. Impositions, in the
form of painted rectangles, are randomly scattered over the patterned
field. Those create an optical disjuncture. Most of the rectangles are
painted onto the surface as though there is no recognition of this
surface as already painted. Only the very small shape on the far right
of the format has what appears to be a shadow below it. This shape may
be read Illuslonlstlcally as a 'real' object floating above the surface of
the painting. All the other rectangles are spatially on the same plane
as the field they cover. This very subtle play with opticality hopefully
connects this work to the later Impress (holographic) series, where
opticallty becomes a primary concern.

The rectangles could be read in many ways - as signs, as presence, as
absence, or as small canvases or pages from a book. They could also be
seen to mark the rest of the painting as being itself made of elements
which are in different ways 'signs' for painting. The method of painting
in all of these rectan tles (particularly those which contain images) is
very careful and pn.,;!. This Is important. They need to be perceived
as valuable and meaningful. both as engaged labour and In terms of
iconography. For instance. the depictions of the microphone, section of
computer screen, and self-portrait, each connect to ideas of expression
in different ways. The self-portrait (fig.30) alludes to self-expression.
It could bel seen to comment on an automatic reading of' artworks as an
expression of artistic 'self'. Ironically. the Image in which r depict
myself is fat' less expresafonlst, in terms of handling of the medium,
than the rest of' the painting. Th» more 01' less blunt illusionistic style

I
i
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In Untitled III, 19R5 (fig.27) both iconography and treatment of paint
point to subsequent works - the fast-food boxes and the holographic
works. I repeat the attention to viewing position which was set up in
previous paintings, but here it is accentuated. On the one hand, there
is even more of an all-over patterning than is the case in the previous
works. On the other hand the work bears more reference to a 'real'
naturalistically depicted space. The green and earth colours seem to
imply a topographical terrain (fig.29). This is emphasised by the type of
mark making and patterning which covers most of the format. Marks ami
pattern cohere here to suggest an aerial perspectival view. This aerial
perspective is not, however. consistent. Certain elements, such as the
small figures (soldiers) in the top left cor-ner, or the side views of
grass or landmass, destabilise this perspective. In addition to this, the
viewing position or orientation of the spectator is potentially made
confusing due to the vast mark differentiation (form, type and size).

Fig.29. Untitled III, 1995 (Detail).
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Fil~.G7. (top) Untilled III (Dc-'ull).
FIg.GH. (bot tom) Impress. No.S, ([)('lall).
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Flg.3(;. Untltled II (Dotall},
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Fl~.:;·1, (top) Impress No,5 (Dr-tall).
Fig,riG, (bottom) Impress No.1 (I>!'tail).
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Fi~.('j2 (lop) Boxes. 50 -63 (Dotnll),
FI~.ri:i (bottom) Impross No.2 (Dotall).
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FIgs.50 & 51. Boxes, 50 - 6:3 (Details).
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FIAs.·1H & ·m. Deccratlon (Dotulls),
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FJi,~s.·1(; & ·17. Boxes, 50 - na.
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FiA.4t1. (lop) Impress N().2.
Fig.tiG. (bottom) Ground (detall),
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Fi~Vl:t Impress No.I.
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Plga.d l & 42. Boxes, 50 - 6a.
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The instability in the viewing of these works is underscored by the way
the photographic documentation taken of the works cannot be accurate,
despite the fact that photography Is itself a mechanical process. Two
photographs in exact light conditions but from slightly different angles
(or in identical positions but with altered light) will be radically
different (as can be seen in flgs.39 & 40). There is an irony to the facl
that the camera can make a better replication of the hand-painted
gestural artwork than of one which is partly mechanically produced. This
could be a way of calling into question the truth value of any mode of
representation, be it a photograph of a painting, or, more relevant
here, the painting Itself'.

The unf'lxable nature of these holographic images generally - which
features in different ways (sometimes to a lesser degree) in the more
orthodox works - can be seen as primary to my re-artlculatton of neo-
expressionist painting.
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Fig.:m.& Fip;.40. Impress No.5.
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final distinction between wtuit is present ill II or
absent from it ... lntorpretetion [ma,\" hI' taken] lIS

till' metonymic prolongntlon of' its ol>,/c'cl"(W!h7:22)
(IiI.V emphasis).

Melville: and Headings propose that this kind of lnter pretatlon is 11 sort
or "Interminable analysis, [which] relinquishes both the promlse 0('

.nimedlaoy and tile' comfort of critical distance" (IB!m:2:{).

It is on this point, articulated so eloquently hy Melville and Hplulings,
that I wish to conclude'. TIl(' "eriLl<~[lldistance" llwy rerer to, has I'or
me eft'l'etively done its ,job in crttlcal postmodernlst discourse. But this
dons not mean, as they quite cor-rectly infer, that a return to
"immediacy" should be the alternative. At the same time it should also
not mean that one is paralysed as an artist - 0101'(' speclricallv. as a
painter. Instead, the "critical dlstance", il' percolvod as common to
crttlquos of Neo-expresstontsm, can function to llberato palntlng as a
pructlce, (Here agaln, I must stress that some essentialist notlon of
painting is not intended).

This llberatlon of painting as a practice, comes from taking the
critiques seriously enough 1:0 see that the deconstruction of any
system is necessary for its reconstruction. EX[H'essionist painting, like
other forms of practice, is a system - a system which is not natural
but om~ or convention. Convention can be changed.
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struteglea whlch this research process has prompted me to consider for
use in future work. These would be' ror example, exhlbttlng paintings In
spaces other than galleries. presenting my palntlngs in conjunctlon with
video and photography. in book form. and as ob,jeC'ts which douhlo-u p as
f'unctlonal items. Thes« approaches would extend lll(' strat('glps 1 alr'pad;\'
employ.

Certain aspects of' this research SU!!,lwst f c 01<' the prvsenco of' Iwo,
in some ways dtstlnct, Issue». 'I'heso two Issues l'pf'l('('t I wo dH'f'Pl'('nt
aspects of' '.11(> problematk: of painting in postmoder-nlsm. Tho nne is tho
ISSUe! of the painting as commodity. (The theories of (,I'llies such as
Foster', Newman. Hatcllff' and other-s highlight this aspect). Tilt' other is
the issue of painting as reprosenttng mascullnlst dis('()ut'HP (thls iSSlH'

has been r('fk(~ted here in the writing of (,I'Hks such as Pollock and
Owens). The two issues are to some extent. as I said. dlstluct. hut th('~'
are also interrelated. It Is p('l'ilaps in till' l'(,C'()!~ldti(}n .)1' l!H'

Interrelatlon of these two Issues that U SP;I('(' felt' 11 ('ritit
postmodern palntlng practlce mlght hC' located. I have round thr: complex
notion of commodltv/mastery to be' of fundamental Importance to my
practice. This notion has boon for me, tho most Illuminating uspoct oj'
theories of painting within pos tmodorn discourse.

To conclude, I wish to 1'('1'('1' to a piec(' of' wrttlng which I have' found
particularly Interesting In relation to the position 0(' ('ritkality 1 have
suggested in this dissertation. Stephen Melville and Blll Headings mak«
some points regardlnr; the lnterurntatlon of visual art. Th(ls(' points
seem most approprlate in light of' my emphasls on 'open' moantng, OIl a
sort of arnblvalent parody. in which importance Is placed on the viewer
in establishing meaning, and in which a foregr()llndJnl~ of lntortoxtuallty
is seen as central. I quote extenalvely I'rom thts [('xt. as It s('('ms to
draw together many of tho threads which I have I'ollowod in this
dissertation.

1/Mc'anlna oxlst« nowhere ('/s(' I luut as it artse« III
tho net» of tntorprotnttan tiuit ll('('()fIlI)(W,\' 11[1(1

constitute ttu: p(}sslblllt,v of 1)(Il'C{'ptic)[I

ill torprotn tlon Is uai II move' bonttu! Of' /)('J'O/u/ tho
roprosontatton to Us lJic1dc'1J[ossonttul] mountnu: it
is ruthor II work of urolcuumtkn: of tilt' ob,/(l('l. Its
extotiston into OUWl' S [Hl('PB, other contexts, and as
HI}(']J 11 prolongnt ton It tim'S not 1111ml' of fill ('US.V or
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(The term avarrt-gar-de wlthln crlttcal post modern discourse is commonly
used in a sceptical or ncgativ« sense. Eagleton however. uS('H the term
avanr-garde to denote a critical practice). What is interesting about
Eagleton's comment is that it shows r'pgrc>sslv(' and progresslve (critical
and reaotlonary) postmodernisms, to not be' polarized posltlons,

I would llke tp touch on some issues around painting - painting as il
may b(' seen within a South African frumework. In this C'OIH('xl it is
purtfnent to reflect on a local artwortd phenomenon. At a recent debate
(1901j) in the .Johannesburg Art Gnllm'y titled 'Is Painting in a Crisis 7',
sp('nlwrs, who Licluded both painters and crtttcs, corveved n g('[wral
{'('cling that painting was indeed problematk- in rolatlon til thl' present
South Arrtcan situation. Interestinr,ly, on!' or the key issues proposed
in the programme, was Ih« dtsousslon of modernlst aesthotlcs III relation
to patnttng. 'Ihis d('bal(', wltH(' It helped to hlghlJght local J'('('lJng abou l
painting, dld not solve much. l':t'w crHlrul possibUlLit'H rot' pulntlng w('1'(,

not addressed as thoroughlv us were tho problems that painting cat'I'it'd

with lt,

I feel it necessary to mention this local situation as a way 01' marking
the f'act that a painting practice which alms to be critical IH'('<iS to
recognize local soclal sppcifklty as much as global concerns. II is also
important to me' that my iwn paintings be seen In rolatlon to and as
part of', this local context. ~1y painting is In some ways represontattve
of this context, hut also, I hope, presents a way or chalk-ngtng manv of'
the assumptions that are n.ade about palntlng locally.

What !W('IllS to have' b('<'n an Issue about palntlng in the uhovu-montloned
debate, is Its <icf'initiol1. Painting was rnnoelvod as being some-how PUI'C'
(palnt on canvas, a rramed selr-surrlclent unit. otc.). What lll(' debat«
did not lain' into account was the Interdlsoipllnurv charnctortstlcs of
postmodern practice, and how Intertoxtuul t'ngug(,l1lt'nls might Ill'
productive in doallng with tiw so-called "crtsla" ill painting locally.

I sec the i1artleular way in which Intertoxtualltv is borru- out In my own
paintings thus far, us lhl' stert of an ongoing pro('('SS, in whloh I mal«-
lncroaslng use of methods which roroground Inter-textual reudlnus. Thor«
aro IlUIl1t'l'OUS ways I wt:!. to go about this. While I'uturo works cannot
l'pally be called a part of tills research, I 1'(>('1that orw's lllOughls
about now \\'01']\ ar« all Importunt PHI't of' t'C'!w(ll'eh. Rosoaroh must aru-r
u11, lead somewhere, I theroror« f(·(·J it relevant to llst sorm- of' tho



expresslonlsm ill the 80·s). but usually these kinds of resur-gnnces arc
more complicated. Neo-expresstonlsm of' cour-se, has not '<l!PC!' in tho
rH'OCOSS of chango. and is still a signifieanl phenomenon. par-ticular-ly in
Germany. But as tho critic David Galloway has noted, as recently as
October last year (lmm), a different kind of palntlng now predominates.
He has referred to this ru.w work as marking "a 'renaissance of painting
in toduy's Germanyll(H)95:1~~8/n). IIp rerers to 11 number of recent
exhtultlons which have, as he puts it II lent rresh credence to HIP

assertion 'painting is dead. Long live painting! ... What they.' Ithe
exhibitions 1 had in common was u renewed belief in painting as an
Inexaustable field For creative activity, and a presumption that ttll'
vlcwer, however bombarded by new medla-Imagr-rv, is still capable of' a
sensuous perception of' the picture" (19BG: l:.lU). Galloway goes OIl to
compare this generation of painters to tho Neo-expresslunlsts, "I jnIH\('
the shrilly extroverted painters touted as the 'N(lW Fauves', thes«
artists have been able to develop their skllls 1'1'('(' from the paint or
perish syndrome of the boom y<'ars [the t'ightips)lI(l9!lri:l:m).

Galloway explains, to some extent, how exactly these painters might be
dlfff'rent. Jle notes ror example, a certain selr-cor.sclous use of paint
as sign, and a par-ticular use of banal, but significant Iconography. It
might however be argued that thoro Is still a s.rnln of' romanticism
which lim; behind this palntlng. The inevitable' question here of course
remains: how might one over erase those problems? - and f'urthr-r to
this, is it absolutely IWC('HSUl'y til erase all these problems to uchlove
a critical pructlee?

This brings me bad: to the tenston I spoke' or earller in thls chapter,
which is sot up bet ween vlewer and obJnct in relatlon to, and ClS rosult
of, the threshold condition. T('rry Eagleton Is helpful (In this point. LU('
Foster, EaglNon sees a def'lnlt« dl!'fl't'pn('(' between regrosslv« and
progresslvo postrnodorn pructlro, hut his lPl'l11S or 1'l'fl't'I'IW(' aro
dlff'(,l'ent.

Tlior« Is tl C/il'fl'l'PIlC,(' be! W('('T/ ilu:
'moontnulosenosn' f'os[('J'{'d h.~' SO/1l(' postmodornism, ntui
till' 'ml'llIlingll'SSJ1('S';' tiellbor« [('l,l'
trends of' avnnt-unrde culture
1l00'l1IillltJ' (W85:70),

in.iI'C'/('(] 11,\' SOliI('

11110 bou rueoi«



~Iy use of "ll>()~l'xtH'essi()nism as a term has related to painting which
falls within the pnstmodern period of the Ul80's. r have f;(,pll this N(~o-
oxprosslonlst practlcc as roactlonary, in Foster's SPflSt'. It Is a
painting practlce which, f'or all its claims, perpotuatos (umongs] other
things) a romantic 'artist as genius' position. n does not question its
own tradition or attempt to locate it socially. In spite of the alibi of
quotation (parodic 01' otherwise). Neo-expresslonlst painting reproducea a
hegemonic mascullnlst discourse. Feminist critic's have been useful as
regards this point. It is perhaps, as Owens has suggpst('d, ell the
intersection of fpminlst dlscc urse and postmodernlst discourse that the
critical edge' of art practlce can be most clearly fl'lt (Ul92:14:l-15(l). In
art whlch is informed by this meeting of discourses, what charactertzes
attempts at critkallty is gonerally the UHf' of strategies - strategies
which try to Intervene into the hegemonic discourse.

I hope that. the strategies I have chosen to explore are' equal to UH'
task of producing a crltlcal intervention into the rleld of normative
painting. To use parody in relationship to metonymy has been COt'me the
most effective and appropriate way to register tho relationship between
private and public signs. I have felt that both need to be recognized to
produce critical Intervention; to produce tension or conrltct between
stereotypes (expressed through publtc language) and alternattve or
marginalized subjeotlvitles (expressed through private language). In a
sense, my 'threshold' position is a way of expressing, or making
manifest. .Jameson's argument (discussed In chapter three) that conflict
between the texts within a work Is necessary ror criticality .

I have positioned parody and metonymy as (in some ways) In opposition.
It Is however, Important to bear in mind that parody Is not resolved Or'

stable even within its own terms. For all the recognition of public signs
that Is necessary for Its receptlon, it Is Itself fundamentally
ambivalent, or "two voiced" as Hutcheon puts it (lB85:£59). I see this
dlalectlc between parody and metonymy as part of the tension of the
threshold condltlon,

It Is IW(,CSSlll'Y to aHI<what all this might mean in the W90's. In this
regard it Is Interesting to not" that r'pcently In Em'opt' and elsewhere
there has been yvt another resurgence of painting. This might WI•.~U be
market related (as, It was argued, was the emergence of Noo-



In relation to maintaining this threshold condition, I should also like to
stress that meaning is as much trtg gerod by the materiality of paint
and surface, as it is by Iconography (or by the way paint signifies as a
sign for painting). This materiality - how something is painted or
presented - is aimed at holding the viewer, as much as the promls« of'
meaning through iconography. Of't<'I1 I have a.med to make the painted
Image seductive in quite conventional ways - in terms of' surface
quality - thlckne .s. colour, edge, detail, etc. But this seductiveness is
itself quite unstable in that thoro is always a certain ambiguity: is
this Investment in the material 'genuine' or is it a parody" This tension
Is important.

Writing on Johns's work has been partlcularly useful in holplng me frump
my questions on criticality in painting. Orton's metonymic readlnga of
.lohns's palntlngs have> been most significant. when I began work 1'01' this
degree, Johns was not part of' my motivation. Now, having roached til<'
end of my research, I have gained insight into a practlce which I I'eol
to be 0[' primary significance to mine. This slgnlrlcanco Is not so much
about Johns's work per se - it is rather about the way hls work can tH'
used as a model for a critical postmodernlst (neo-expresslonls t) pain ling
practice. Hore speclrlcally, I could relate ,1ohns 's wor k to my own needs
in painting. This is surprising, given that .Johns Is not usually t'('gm'c)ed
(as I noted) as a postmodern artist. But perhaps it Is not that
surprising, if one takes Foster's view that a critical poatmodernlsm is
an extentlon of critical modernism. 'l'hose vtews then would make .Johns
most relevant to postmodern practice. It would in Fact sllgg<'st that
there is not so much diffpreIlc<, between postmodern palntlng, and that
which comes after Duchamp, namoly modernism.

What then, OIl(, might ask, characterizes a critical postmouur-n palntlnu
practice'? It Is not (mly a sctr-consclousness of tho languag« of'
painting, as this would 1)(' more 01' less conslstent with Groonberglun
modernist painting. The kind of s{>lf-conslollsTWSS cl!arac!('rlsl!c 01'
crttlcal postmodernlsm is that tho dlsclpllne if\ not PUt'(', and that
ol'iglnality and authentlcttv aro not posslhlo In ttw \\lay claimed in
modernist painting. Here I clte Foster agaln:

lcrtticul] postmodornist ,11'1 'titsontroclios its givon
mod ill m, not olli,V as llll illl tonomous IWUVftJ', bu t nlsn
lIS II tnodt: or reinvsenmtton with assllr{'ci t'{'/'C'/'('l1I1ClJ
vnluc <wei/Of' OI1tolo[-fiCCllstntus (l,98.J:7[)).
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quote by way of a negative definition. (It is often easier to def'lne
certain practices in relation to what they are not).

In the multidimensional and slippery space of
postmoderuism, anything goes with enytlitng like a
game without rules. Floating images such as those 1V(1

Set' in the paintings of David Selle, maintain !lO

relationship with enythitu; at ell, and meaning
becomes detachable Itko the koy» OIl a lwyring.
Dissociated and decontextuelized the:v slkio pest
one enotlier, failing to link up into a coherent
sequence. Their t'luctuutlng but not reciprocal
interactions are unable to fix meaning (1987:3B).

'l'he notion of a paradigmatic pluralist postmodern painting which fails
lito link up Into a coherent sequence" in relation to its being "unable to
fix meaning II. needs to be reflected on here. Whilst a rundamental part of
my own practice involves questioning fixity of meaning (in relation to
both form and tconograpaphv), this practice is marked by complex
configurations rather than arbitrary juxtapositions. I need to emphasise
this point. even at the risk of sounding repetitive.

Whilst my work involves both forms or images which (arguably) are at
once easy and difficult to read. this very ambivalence - or, as I call
it. threshold condition - can produce a more than less coherent meaning.
albeit one which does not conform to the more conventional notions of
meaning. In this situation, meaning is produced by the viewer. It is not
intrinsic to the image. This is not to Hay, however. that till' Image is
not consciously manipulated to conditlon reception - to a certain extent
at least. What produces this threshold condition then, is the> dvnarnlc
set up between image and vlewer. In other' words. metonvmlc readings may
be seen to set the viewer on a 'hunt' for moaning. In this rrarnework
there are always sufficient cues and ChIPS to suggest 11 moaning or'
something menningtul, but never enough ovldonoe to find the meaning (the
fixed meaning). This keeps things on the threshold - the promise of
sense In images which are In some ways apparently 'non-sense'. It is
important to stress here that these clues are us evident wlthln Corms
and processes between works. as they are within Indlvldual works. In
this sense (as I have hopefully made dear' in the provlous chapter)
metonymic readings function across works in tho space of tho gallerv.
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CHAPTER EIGHT: CONCLUSION.

I started my research with a kind of' scepticism regarding the viability
of painting within postrnoder-n dlscour se. I hope 1 have reflected clearly
enough in this dissertation and through my own painting, that painting
is, even after crttlques of Neo-expresslonlsm (and more generally, IWO-

expressionism), a viable practice, a practice with critical potential. This
critical potential can and does offer a space for a re-artlculatlon of'
painting; a space which does not lock painting into a position of' being
an out-moded dlsclpllne governed by regressive not Ions of
transcendence. genius, the masterpiece and other inscriptions of
masculinist subjectivity. I have felt it necessary to underscore the
issue of criticality in this dissertation. I hope this has not resulted in
my having to sacrifice the Idea of complexity in relation to both the
process of making and of reading my paintings. For me. complexity is an
intrinsic component of the kind of critique I aim for Hl :: 1 practice.

As I have used my own paintings in this dissertation to explore aspects
of thIs criticality, I feel it relevant in this concluding chapter to
review some of the major points I have raised in this regard, with a
view to rerlectlng on the broader issues at stake in this research.

I should perhaps start by noting the fact that It was difficult to find
a dlscurslve mode or' framework for this research which could account
for all aspects of my practice. This is of course quite common In art
practice generally. Words and categories do not, arguably, cover all
permutations of visual art. As a means of exploring these pet-mutations
further, I feel it useful to reflect again on the sorts of processes I
have involved myself with in this research. What I found relevant and
exciting about metonymic processes or readings in particular, Is their
character of 'openness' - the kind of multiplicity of meanings they
potentially offer. As I have said, this does not imply an uncritical
pluralism of the sort that has (from a critical postmoderriist
perspective at least) generally become synonymous with Neo-
expressionist painting. The following quote by Suzi Gabllk from her
'Aesthetics of Duplicity' describes this uncritical pluralism. [ lISC' the
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7 The regulated patterning on these holographic papers is like a grid. This grid
could, through a certain reading, be taken as a parody of the surfaces of the
modernist grid.
8 Holographic images are produced by a very complex and exact scientific
process. This involves shining laser beam light from different directions onto a
photographic surface (su.'h as photographic paper) to make u~ the image. The
holographic image, once; !corded, can be reproduced from the negdtive onto other
photographic surfaces. Holographic technology has limited ryday use, but is
used for scientifir research of various kinds.
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NOTES
1 This comment was made in rela~
Charlton.
2 This issue has already been reflected through my exploration of the
interaction between popular culture and high art in particular artworks (for
example in Koons's 'Statuary' series and in certain works of Lichtenstein's). To
distinguish between imagery from high art and imagery from popular culture is of
course not easy in a postmodern context. Images and codes from high art have
become part of the language of popular culture. In fact, as Foster puts it "art-
historical images ... are so often reproduced as to be almost mass-
cultural~(1992:29).

, the work of the ~ritish painter, Alan

3 The play between an all-over essentially 'depthless' field on the one hand,
and a disturbance of this field through either iconography or a particular use
of material etc which cr~ates some sense of articulated depth, might appear to
be a singularly postmodern strategy. Interestingly though, a similar tension has
been found in certain modernist works. In a discussion of Pollock's Number ~
(1948), 1948, Jonathan Harris notes that while the marks of paint laid down are
essentially ~linear~, and while there may be no intention to refer to anything
~iconically~, this is not to say that the surface does not refer to a certain
kind of depth. He continues: ~Spatial illusions are created, through the
viewer's perception of the paint's chromatic and tonal variations. In addition
to this, the webbing of paint that constitutes the compositional form recedes
and dimin:lshes towards the four sides of the canvas, and the contrast between
the canvas underneath and the form Upo'.1it also creates a sense of depth and
recession~.(1993:47)
4 Sandy Nairne notes that ~cartoons and Jokes are one of the forms in whirh
stereotypes and images are circulated, but humour is a process through which
they can be unfixed II (1987:149). Humour as a critical device could be 'een as
particularly effective in relation to a critique of expressionism. Expressionist
(and neo-r 'ressionist) works are, more often than not, serious or 'heavy' in
theme, 01 .~ dealing with emotional extremes and notions of the sublime.
5 IJnfortunately, the fact that the edges of this work are cut, and deliberately
left slightly uneven, is not easily reflected in photographs. The fact that the
canvas hangs from the wall, rather than being stretched, is also nenied by the
photograph. This note serves vs a reminder that these features ~re fairly marked
when the viewer is in the saue space as the painting, that is when the painting
is seen in 'real' life.
6 The Collins Dictionary defines camouflage as "disguise, means of deceiving
enemy observation, eg by paint, screen. II (Grandison et al (eds) 1991:102). This
definition is interesting for the fact that it highlights the idea of paint as a
kind of deceit or artifice,
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