literature I refer to, At other times these terms bave very partioular
uses. This wiil also account for ithe occasions where [ deviate slightly
from Fosler's or Poliock's terms of reference,

As 1 have indicated. my particular concern here {8 to {denlify a critical
form of postmodern  practice In expressionist  palnting, 1 draw
predominantly on Fosler's detinition of ‘critical’. In his identification of
two distinet strands of postmodernism ~ a2 posimodernism of reaction and
a postmodernism of reslstance (which he also refers 1o as crideal
pustmodernism) ~ he stresses  that this  latter postmodernism  “is
concerned with a critical decopstruction of tradition" which  "seeks to
question rather than exploit culwural codes®(1983ixil). Foster assoerts
through these propositlons that a fundamental feature of a crftical
{resistant) arl practice today Is that it admits ts own languapge to boe
a get of convenions, COritteal postmodernism here indicates a practice
which does  not  accept  representation as  natural,  Instead, U
problematises rvepresentation (n order Lo reveal s forms as those of
convention, as  constructed, In this  way coritical postmodernism
undermines the ldea that any one form or gystem of representation has
the authority to "represent some authentic vision of thoe world"(Owens,
1983:58), For Foster, "[oritlcal]l postmodernist art 'disentrenches’ Hs
given medlum, not only as an autonomous activity bul also ag a mode of
representation with  assured  referential  value and/or  onlological
status®.?

As noted, Foster, and others (Cralg Oweng o particular), see orltical
postmodernism as an exlension and renegotiation of 4 certaln agpeet of

gvani-garde nodernism. B8y the  same  token, they  view  oritleal
poeimodernlsm as o simullaneous oritique of the modernist tenets of

atthentieity, originality and diseipline=specific purity. They malntain
thal the ‘eritical side' of modernism (In spite of the fael that modernism

in general might have perpetuated certain myths around representationm
was concerned with a self-criticallly which was connected 1o a rojection

of traditlon. Oweas for cxample, refers to the "radical impulse thal

motivated moderntam®{1892:147),

The undermining of the diseipline-speciffe purily which s the prosorve
of woadernlsm, and the breakdown of  disclplines which  characterises
postmodernlsm, s commonly lermed  postmodern  interlextualily. Foster
notes in thig regard, that In postmoederndsm "the artifact s lkely (o be
treated less as a work In modernist torms - unigue, symbolle, vislonary



Another perspective on postmodernism which s very pertlnent to this
diseusgion s that # has also been dofined as an extonsion of the
‘vutting edge’ of modernism. This s posed as the more produetive (or
eritical) agpect of positmodernism, 1 elaborate on this polnt further on.

There s much Lo be sald for these dofinftions and perspoctives on
postmodernism, and | have of necessity simpiified them, For the purposes
o' thls regearch bhowever, ! refor predominantly to Hal Foster's and
Griselda Pollock's uses of the terms (Foster 1985 et passim, DPollock
1986). They posit the exdstenee of a partleular Rind  of  eritleal
postmodernism which supports my propositlons concerning a space for
fntervention in expressiondst painting., Foster proposes a critical as
well as a reactionary postmodernism. This definltlon provides a general
concepiual framework for my discussion and is of primary importance to
the obgervations I make, Pollock's comments on postmodernism are more
gspecifie, and are most productive in terms of thele eritique of  painting
as a product of a masculinist discourse,

Howoever, Pellock’s general definllion of postmodernlsm is algo useful,
she  deflnes postmodeenism  as  "the  socio-economic and  {deological
processes which currently define our hortzonsg®! Foster's use of the
term s simiiar. He sugpgests that postmodernism s "a conflict of now
and old modes"{1983:x1), In subsequent texts he bears this out, noting
that postmodernism should "not be regarded as a mere style or grand
eplsteme but as a heurtstic term in the perlodization of late capltalist
culture"(1992:7), 1 find these definltions useful as they reflect
postmodernism as a gereral cultural phenomenon, and not only  as
particular cultural practices or forms, which ls often the way the term
Is used. Pollock's and VFoster's definitlons then, include anything that
exists or 18 produced within the time perceived as postmodern,?

These definitons have the kind of breadth thal s approprigte fo my
oxpleration {although, of course, the way they operate ls always framed
within the very particular terms of my rescarch). Throughout mny
dissertation [ am bound, of neccesslty, to refor to many cultural
practives or  forms, a8 well as  partleular contemporary  historical
moments and soclal phenomena that may be peeceived to b postmodern,
It iy often difficult to flnd the appropriate term In cach context. In
cortaln  Instanves, the lerms postmodern,  postmodernist,  postmodern
culture/context may be used interchangeably as 18 often the case In the
Hterature T relfor to. Al other {imes these terms have very particular
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conceptual framework for my liscussion and s of primary importance lo
the observations I make. Poliock's comments on postmodernism are more
specific, and are most productive in terms of thelr oritique of painting
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and oqually necessary and posstble to repositlon painting as a eritteal
practice.

I need to emphasise hoere Lthat [n this dissertation the term  neo-
exprossionism, when used In lower case, has a descreiptive function. It
refers to expressionist painting after Lxpressionism. Neo-expressiondsm
when used in upper case, refers to the resurgance of expressionist
painting tdentifird above, which characterises a partieular form of
postmodern art pracilee of the 1980's. In terms of these distinctlons,
my own painting could be seen to be neo-expressionist. It could also be
confused with Neo-expressionlsm  (the movement), because of certain
formal aspects of the work,

I have moentioned that postmodernist discourse has been defined in
relation to modernism. Even so, these definltions vary according o
different theoretical perspectivest There is the added complication
that postmodernism by definitlon (paradoxically) eludes definition, As I
have Indicated, my Interest in postmodernlsm focuses on lssues arising
oul of certaln forms of postmoderntst aesthetle practice (expressionist
painting) which emerged {n the 1980's. It is imporiant that I siress this
time period, as it has come to represent a ‘high point” of postmodernism,
Alex Callinleos noteg that “the 1880s were & boom  time  for
nostmodernism*(1983:1), It is relevant to note that "boom time" Iy a term
usuglly assoclated with popular (consumer) culture - alsp a growing
phenomenon in the 1980's,

Indeed, postmodernism is often defined as a cultural form which
conflates popular (consumer) culture and high art. Modernism by contrast,
hay been defined hy virtue of s separation of popular culture from
high art. A classic formulation of this latter definition ls Greenberg's
influential article *Avantgarde and Kltseh' (1939), The {ssue of high art’s
relationshlip to popular culiure has been given much eritlesl attention (n
postmodernigt discourse, Fredrie Jameson's theories of the convecgence
of postmodernism with consumerism and late caplialism are one such
example. 1883, 1982b) It {8 aiso significant to note that tt ts not only
postmodernism that is associnted with consumer culture In problematic
ways, Modernism's posttion In this regard lg also questioned by some
eritles. Callinfeos and  Terry Eagleton note that modernism could not
resist  commodification, however much it positioned Ilxzelf as  elitist
(Callinlecos 1988, Fapleton 1985), What 18 commodifled bere s modernism's
‘authentleity’, original gestural mark, artistic persona, ofe,
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framework that I wish to position my vesponse (o the way palnting has
been problematised In postmodernist discourse and the way it might be
re-lnvested with critfeal polential. 1 see these notions (authenticiiy,
originallty and discipline-specific purily) as particularly relevant to my
discussion of neo-expresslonist painting. By neo-cxpressionist painting 1
mean expressionigt painting which post-dates Expressionism. The term
Expressionism refers to that period of Huropean palnting prominent
between 1900 and the mid 1020's  which is commonly called CGerman
Expressionism, Abstract Bxpresglonism, as Tormulated by  Greenborg
{genoerally scen to @ erate from the early 1940's to the late 19650's) 1s a
particularly pertinent example of (neo)expressionist painting. T eould be
seen to have developed out of the movement of Exprossiondsm, in a way
which purged Expressionism of its representational content. This purging
algnalled a drive to achieve a reflnement of form. This refinement of
form Involved the Idea) of discipline-specific purity, A kind of Formalism
resulted, tn which the medium war considered fundamental (le. paint,
canvas, and the concommitant signs of brushmark and flatness),

Greenberg's formulation of Abstract Bxpressionlsm has, arguably, become
synonymous with the ‘high point' of modernism ($0 much so ag to be
commonly termed Greenberglan modernism - a form distinet from carlier
forms of modernism).

[ need to relterate here that whilst  Greenbergtan  moderonism s
slgnificant, it is only In so far as {t 18 appropriate to oritigues of
painiing in a postmodernist context that L will be explored In this
digsertation, For  example, Just as  discipllne-gpecific  purily I8
fundamental to modernism, fmpurtty, voery generally, can be sald to
characterize postmodernism, In this way, modernist painting has come to
stand for the dominant form  of reproyenlation  against  which
postmodernist painting, of a certaln kind, s defined, This defioition of
postmodernism  bhecame  partly  slwated around  the emergence, in the
1680's, of Neo~expresslonist painting. This ‘movement' hag also commonly
been tormed the Trons-avantgarde, as well as New Wid and Neo-Fauves
This phenomenon occured in Buvope Inftially, and later the Unlted States.

While Neg-expressionism confirms Lhe problematie of palnting, the merm
facl of its existence withiln g postmodernist context suggests  that
painting ls noit closed off as a8 polentlally viable praciiee. I s
pogsible, and Indeed necessary, to challenge Neocexproesstonist  cloims,



are reproduced and perpetuated. The "Art and lLanguage' group is well
known for this kinu of work. An interestlng example of the group's. work
is Porlralt of V.I Lenin In July 1917 Disguised by a Wig and Working
Man’'s Clathes, in the Style of Jackson Pollock II, 1980.2 This kind of
painting marky the opposie extreme to the unselfconsious use of
expressionism,

It is almost commonplace to Say that a corisis In  representation
characterises postmodernism, Palnting, arguably more so than other
disciplines, has been affected in this instance, not least because of the
primacy ascribed to the practice within modernism. This crisls In
repregentation {8 a complex notion in itsell, It Is often argued to be
(amongst other things) a result of developments in poststructuralist
theories in which notions of fixity of signification are challenged, with
bellefs In essences belng displaced by ideas of soclal and  psychie
construction, Subjeclivity (within this poststructurallst framework) s
produced fn and through language, constructed in and through discourse.
For poststructuraiist theory, as Chris Weedon comments, "language is
not the expression of unlgue individuality*(1987:21), Subjectivity "is
neither unified not fixed"{1987:21). This notion of subjectivity as belng a
congtruction, has of course had major consequences for the notlon of
expressionism, which {8 predicated on Ideas of artistic agency as being
able to be reallsed through an innate (stable’ subjectivity.

Posimodornism and poststructurallsm  have come to be (Inextricably)
linked. Katy Decpwell for instance, actually connects them structurally,
as effectively one and the same thing, by her use of the term
"postmodern/post-structuralist*(1906:6), This  postmodern  phenomenoen
represents a break with the Enllghtenment tradition, on which principles
the modernist project was developed, Concepils of progress (which were
connected to notlong of a stable subjeclivily) were intringle to the
Enlightenment tradition, and bhecame fundamental in defining a modernist
acsthetie of the avantpgarde® Avanigardist painting has taken many
{forms higtorically, with a certain kind of expressionist painting belng a
major example, However, It I8 Clement Greenberg's notlon of av nlgardist
{Abstract Bxpressionist) palaling which concerns me in this dissoartationd
Thig 18 not 80 much modernist painting in and of lsell, bul how Hs
legacy has determined cortaln postmodernis' practices.

Modernist painting in this Greenberglan formulatlon, privileges notlons of
authentielty, originallly and discipline-spectfic purlly. 1t Is withln thig
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CHAPTER ONE, INTRODUCTION,

This research was motlvated by scepticlsm [ experlenced In my
undergraduate years concerning tie coritical possibilities of a coertaln
kind of ‘'expressionist”  painting within & posimodern  context,
Expressionist palnting no louger seemed viible as a criticsl practice. It
appeared so heavily inseribed with dominant values emanating from an
essentlally masculinist discourse - with lts valo ‘zatlon of the artist's
‘mark', notlons of genlus, the masterplece etc - that it seemed
impossible to engage with expressionist palnting without reproducing
these dominani values.

However, as my ldeas developed In my postgraduate years, I found
productive ways of dealing with the problematic which gave rise to this

seepticlsm. These ways of dealing with the problematic of expressionist

painting emerged through a particularly integrated experience of the
practical and theoretical components of the degree. Thlg experlence

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 problemsatic of palnting within postmodern discourse. Through this
appreach I hope to find a way of working through the possibilities of
réinvesting painting with critical potential.

Palnting in general, as a discipline, has been problematised in
postmodern discourse. Expressionist palnting 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
expressionist painting - forms which are often seen (from certain
contemporary perspectives} as belng out-moded or regressive. It Is
important at this point to mentlon another example of postmodernis:
palnting, I do this to In order to clarify the terms of my exploration
into painting In this digsertation. I need to draw attention to the way
the medium of paint has been used to critique the discipline of painting,
This latior example of painting uses paint In order to renounce painting.
Here palnting 18 not concelved of as a viable practwe. It I8 seen as a
singularly oppressive ldeological elitist practive through which dominant
values ingeribed in notlons of universalism, mastary and artistic aura
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ABSTRACT.

Painting as a practice has been problematised in postmodern
discourse in many ways. Neo-expressionist paintlng has been seen by
certain influental critics as standing for a particularly regressive
form of painting, These critics argue that Neo-expressionist painting,
perpetuates dominant (masculinist) values,

This dissertation examines how these critiques of Neo-expressionism
might open up a space for a re-articulation of painting, More
specifically, it proposes that painting may he re-inscribed with
critical potentlal. This re-inscription is proposed as operating by
way of the adoption of certaln formal and conceptual strategios,
these being parody, metonymy and readymades. Whiist these strategies
have wider relevance in contemporary debates - many of which
emanate from oritiques of Neg-expressionism - they are of also of
primary importance to a re-articulation of painiing within my own
practice,
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The gestural mark Is conpected, for the moderalst palater, to (he notion
aof artistie "presence’. This notion of ‘presence’, {8 ecan be argoed,
omphasises the idea of the artisl as persona. The expressive, crealive
individual or personda, may be connected, cuiturally, to natlong of
creative goenlus,

The coneept of (he gonlus, In tuen, hay oome ander parieular attack i
erittead postmodern discourse, Whilst the erftigue of the concept of
genfus has been a general concern for femindst critles, moderolst
painting (especlally} has come (0 stand for a specifically male
subjectivity.! IL is the Fforms and clalms of modernlsm which can be sald
to encode male dominance, Pollock puts 1t that these forms and ciaims
mark mexlernism as s "L, monological mascullne discourse ,." (19B8:188),
wWhile 7 am specifivally co cerned with the effect of modernist discourse
on painting, 1L should he noted that orities such as Pollock percetve
the problems assoclated with palnting to be with patriarchal soclal
structured in general, Pul into very simple toems, the argument takes
the Pollowing route. Culture, generally, is defined and controlled by
masculine power, and can thug be seen to represent masculinity. As Lhe
"tdeologiral centrality of palnting" noted by Newman as a defining
feature of modernism, can also be seen o apply to Western culture in a
more general sense, palnting, In Western culture, {s often seen as the
epitome of, or central sign for, this (masculine) culture. Palnting, in
termg of thig equation, can be sald, more than olher art Forms, to he a
material and ideclogical sign of patriarchal power, and as such, works to
affirm and perpetuate such power. The painter and coritie Rosa Lee
comments for Instance that women artists In the 1970’s and ecarly 1880's
avolded painting, and used “... ‘altornative’ media which were degignated
as being more overtly progressive, less talnted by ‘traditlon’ and the
more patrlarchal values and attitudes assoclated with 1E"(1987:16), This
perception of painting as regressive (o relation to other forms of
representation, continues to characterize much coritieal postmodern
practice today.

There has been a shift which complicates matcters heve, Critles and
artists such as Pollock and Lee have recently proposed that painting,
however 'eolonlzed’, may still be a viable practice - one which through
different forms and strategles, opens oppoertunfiles for women artists.?
It I8 » vant to noto Lee's agsertion that certain forms of abstract
paintin:  an be ateateple (n this respoct, Loe cites for example, the
cage of the Iettish pa ater Therese Gullon, Qulton's work engages not
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Painting in modernism has been valorlzod to the poind thal it has become
a virtua! sign of modernism. While Greenborg's weillngs on modernism do
refer to other ar! forms, by discussion highlighls patnilng, The orltice
Michaol Newman nofes that Geeonhoerg's modoel proposes an  "ldeologleal
contrality of palnting in the discourse of art"(1889:121), In an cssay In
which he examines koy postmodern {ssues, Nowman makes parifeular note
of how this mocsrnist privileging of painiing has made U diffleull to
proouce a Jdiscursive practice,

[Aleeording 1o modornism In its Greenhorglan version,
the primacy of painting reinforees the separation of
the ontology of vision, from the eplstomologs of
langzuage In a way which blocks any puossthility for
the centralily of & teonticslly informed evltfeal
and decoastructive practioes?

Foster echops Nowman's view  that the coutrality of palnting may be
oppositional to discurstve, eritleal practice, e notes For example, that
the modernist will o purity "affirmg the idea of art as [ty awn Issue,
engendered from a special history" (1988:190),

It 18 perhaps roelevant here (o foeus on this fssue of purlly, as the
issue I8 central to modernlsm, In his Influential arifeles “Towards a
Newer Laocoon' and ‘Modernist Patnting' (1940, 1868), Greenborg proposes
that each art has its own progiven nature: "I gquickly omerged that the
unique and propor area of competence of cach art colnekied with all
that way unlque to the nature of ts medium*(1065:68). Based on this
premise, Greenberg argues that "purity" should be a ceniral concern:
*Purity In art" Greoenboeg wreltes, "consists In ihe acceptance, willing
acceptance, of e imitations of  (he medlum of  the  specifle
ar{*(1940:648). Each art form was o ollminale anything thalt might also
function as an attribute of anslhoer art form. tn the ecase of palnling
this meant an eliminatfon of all clements apart fram pigment, Platness of
surface and the shape doflned Ly the support. Greenboerg sugeests that:
"Iijo restore the ldentity of an art the opacity of Bs medium must be
emphasised"(1940:60), It Is lmportant to note that this opacly was no
one which could be ovideneod through Hlusiondstie ro ering.

In the case of palnlng. comphisising (the medlun meant of course an
omphasts on the palnt Uself, The omphasis on the painted mark, or more
particularly on gestural mark, has major stgollfleance or thls rescarch,
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CHAPTER Tw(, MODERNISM/POSTMODERNISM: PROBLEMATICS OIF PAINTING,

This chapter explores painting within a postmodern  context,  More
specifically it focuses on Inscriptions of power and gender in painiing
practice within neo-oxpregsionisn.

The weltings I refer to are selected for the way they rofiect debates
relevant to the above Issues, My approach is somewhat eclecties Whilst
I refer to other writers, the views of Foster, Polloek and Owens are of
primary importance.

I wish brieily to draw attention back to  the delinitlons  of
postmodernism  presented in the introductory chapter. T noled thatl In
the context of this dissertatlon, postmodernism Indicales "a hoeurlstle
term® rather than "a meee style or grand eplsteme{Fosler, 189207, and
thal In broad terms [t may be conecelved ayg a "vonfliot of new and old
modes*(Foster, 1983i). As T have noted, in order to address problems of
painting  within postmodernism, i I8 necessary Lo oxanine  cerlain
features of modernist praciiee. 1t I Impossible In this thosis to engage
with modernism In any depth, and this s in any case not approprlate,
for ag T have noted, my argument in relation to these concerns s not
with moderndsm per se, but with the deployment of partioudar modernist
features within certaln postmodern painting which ecan be sald 1o be
either regressive and/or progroessive,

Postmodernism's continiting relatifonship with modernism has heoen strossed
by many writpes, Jonathair Arac, for example, (1986:1) noles that most
eritical writing on the issue wflects a difffculty in determining whothor
postmoderndsm should be seen ws a4 conldnuatlon of, or a bhreak with,
moderntsm. These wrlters define modernism from differeni perspectives, 1
focus on lhe way it is defined In relation {o Greenherg's theorles, As
have stressed in chapler one,  there are throe aspeets of  this
Greenberglan model which ave of special relevance heres authentlicity,
originallty, and discipline=gpeeific purity. In  addltion, two olher
features Impleft In these aspeets are  signifleant, These are  thoe
primacy which painting is aceorded within this model, and  Greenborg's
positioning of Ligh ad agalngl popular cullures
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Fig.1, virgluia Maksymowiez, [Hslory of Art.
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to note the terms here, sy they serve to further describe popular conceptiong of
this type of painting.

8 For critical explorations of & number of these different perspectivey, ses
Appignanes! {1989) and Feater (1983).

T (16%6:172), Although I use this phrage to define the term
postmodarniam/postmodern context here, I should note that Grlgelda Pellock's usge
of this phrase is in relation to the term post-modernity. She uses the term
postmodern to refer to "the cultural forms generated in this larger social
transformation, which are the site for both affirmative and eritical cultural
regponses to post-modernity”. Pollock - definition is partially drawn from Hal
Fogter's outline of the terms in his The Antl-Aesthetlc: Bapays on Postmodern

Culture (1983},

B Postmodernism i3 usually held to take over from modernism in the early 60's,
although there are conflicting views on this. Some would cite the late 30's as
already predominantly postmedern, while others argue that a strongly postmodern
sensibility and practice has only been in evidence since the late 80's or early
'8, A number of eritics, such as Terry Eagleton, have suggested that the 80’s
were what could be called the ‘heyday' of postmodernigm (Eagleton, 1885).

9 (1684:78). Foster uges the term 'postmodern’ to refer to a reactionary
(uncritical) practice, and the term '‘postmodernist’ to denote criticality.
Although I use Foster's notlon of & critical versus reactionary practice, I will
not be distinguishing between the terms postmodert and postmodernist.

10 The term master narrative can be described as the “organizing story that a
philosophy of hlatory tells, and that provides a framework in relation to which
all historical events can be understood" (Childers and Hentzl, 1995:181}, T*e
ceneept has been & polnt of mych debate within posimodern discourse. Jean
Frungols Lyotard, among others, has criticised the msster marrative on the
grounds that it ls regressive and idealizing (1884).
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NOTES

1 For the purposes of this dissertation, a working definition of ‘expressionist’
18 necegsary. While opinions on what constitutes the 'expressive’ in visual art
differ, certain formal qualitien are, on the whele, agreed to be ‘hallmarks' of
expresilonist works, John Willet notes these as "distortion, fragmentation, and
the communication of overatressed emotlon"(1988:301). An emphasis on autographic
mark { such as geatural brushmark)} is an lmportant characteristic of works
comuonly termed expressionist, Alan Tormey notes that "thick paint, spills,
drips, amplified brugshstroke and the like" are the features most often present
In works popularly termed expressionist, or thought to be 'expressive’ (iB71:x}.
The idea that these visual signs are natural, a spontaneous expression of an
innate subjeativity, is often connected to expressionlst works, The idea of
axpression 28 natural, and the importance of artistic presence through mavk, are
major concerns in this diss~ -tion,

2 Another example of this surt of painting 1s Virginia Maksymowlcz's History of
Art (fig.1). This ongolng work is made up of & series of photographs which
deplet various art historleal Iimages palnted onto a cast of the artis¢’s torso.
Art from classical greek vase palnting te Jackson Pollock ls represented in the
gerles, Maksymowicz's imapges emphsslse the history of painting as a mageulinist
discourse, by showing a female body very literally inscribed by the authorship
of the male artlist, 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 certaln formal elements from the repetoire of the Abatract
Bxpressionists, but problematises the idea of unmedlated expression by producing
his 'painting' through the quasi-mechanical technique of screen printing,

3 In 1ts original context (from the late 1800's up until perhaps the 1940's or
1850'9) the term avanitgarde can be seen to indicate those cultural innovators
who are posed against Bourgeols valuea, and whose work "appeared most
inaccessible to publie understanding* (John Willet, 1988:63). As many works
currenily assoclated with the avantgarde are now supported by 'mainstream’
galleries and Institutlons one could deseribe them as being institutlonalised -
a8 belng a Bourgeols commodity rather than standing In opposition to Hourgeols
values. The term avantgarde is therefore seen by a number of artists and critics
asd &n anachronism, Fodter, for example, remarks that the (so-called) avantgarde
art of the 1980's functlons as o "legitimation of the patron clags" (19982:28),
Other writings which address this problematic position of the avantgarde are
Peter Burger's Theory of the Avent-garde {1984) and Donald Kuapit's The Culture
of the Avapt-Garde Artist (1993),

4 While I use Greenberg's writings to form my definition of modernism, I should
note that the views of the critis Harold Rosenberg, Greenberg's contemporary,
are also gignificant in relation to modernism. Greenberg is, however, more
useful for my purposes ag he theorises modernism more extensively than does
Rogenberg, and has, arguably, been more influental.

§ See for exemple Klotz (18981), The terms New Wild and Neo-Fauve are not as
widely uged ag Transavanigarde or Neo-expressionium, however I feel it relevant
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modernlsm and postmodernism. In a4 way., his work could be seen 1o
exemplify an aspect of the threshold condition @ identify in my own
practice, 1 see metonymy as (undamental in defining {his  threshold
condition. Lichtenstein's work, as noted, raises some different isgues to
Johns's work, Parody is foregrounded in Lichtenstein's work, especlally in
the way il reflects on ihe relationship of high art {0 popular culture.

Degpite the differences In the forms these artworks take, T argus that
both Jubns and Lichtenstein reflect a self-consclous concern with the
language of painting, and most notably Tor my purposes here, reflect on
the notion of the expressive In different ways, [ 1s in this sense that
they can be scen to be relevant to contemporary postmodernist painting,

In chapter seven 1 analyse my own palntings In relation to the above
issuesg. Of particular importance in this discussion Is my concern with
creating a body of paintings which, while diverse in farm, is strongly
Interrelated and  interdependent.  Speclal atlention {8 pald in  this
chapler to the way that parody, metoaymy and readymades might operate
collectively as strategles o reinscribe painting with coritical potential,

I stress that these strategies operate within individual works as well
a5 in the relationships set up between different works (within a glven
space, for cxample a gallery).

In my conclusion I reflect on questions emanating from my discussion and
try to bring together what might at times appear to be quile dverse
tiireads of thought, I reflect on how critiques of neo~exproesslonism
{neo -expregsionism  includes  Neo-expressionlsm)  have delermined  Lhe
possibllities for painting In the 1990's,
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cortain  codes, rvather than an uncritical quotation or ‘pastiche’. As
popular culture is implleated in  posteodern  quolation, [ explore
something of the relationship between popular culture and high art In
postmodernism. I refer (o the work of American artist Jefl Koons as a
significant example of how popular culture might be parodied In high art
and how high art itsell might be parodied, Th» notion of ‘double’
guotation becomes relevant here. In this ‘double' qi - ation, the process
of quoting i{s itself parodied,

Chaptor four Involves a discussion of motonymy in visual art. 1 begin by
defining my terms of reference. 1 pgo on to explore ways In which
metonymic meanings may be produced. Ambivalence and mulilpliofty, being
fundamental features of metonymic readings, are discussed as ways 1o
undersine stercotyplical receptions of images. I suggest ways In which
formal and iconographic aspecls of artworks may be manipulated to
encourage certatn kinds of spectator response. I draw hoavily on Fred
Orton's observations on metonymy, as Orion hag made very pertinent
observations regarding the way moetonymy may function In vigual art in
general.(1987) More specifically, I Cind these observations Lo be most
relevant to readings of my own paintings.

Chapier five ls an exploration of aspects of the use of readymades, and
how this use may open up possibililies for questioning authentieity,
originality and discipline-gpecific purity In painting, [ refer to Marcel
Duchamp's readymades In order to define my use of the term and
contextualise my praciice. I make distinetions between Lhis  term
(readymades} and the term ‘found object'. Primary to my definition of the
term readymades is the notion of readymades as the pre-glven language
of painting. This definition would include gestural brushmark as a sign
for the 'expressive’ in palniing,

In chapter six I examine how ihe lysues discussed thus far may be seen
to be horne out In certaln works by ithe Ameriean arlists Jasper Johns
ardd Roy Licllensteln, While the work of Lhose two arllsls Is in many
ways very different In form and In focus, the parilcular works T select
for discussion reflect In one way or another the stratogios pertinent
to my own practice, Different issues are ralsed In the case of each
artist. Nefther artdst s considered quintessentially postmodern. On the
other hand nefther arist s comfortably into catagories of modernist
art. Johns {s particulariy pertinent here for the way thal hls work has
been positioned by many writors as situated on a threshold beiween

11



the term strategy suggests agency, which 1 see as  particularly
productive in relation to critical practice.

1 have chosen these strategies since they seem to me to be the most
conceptually wviable forms For re-lnvesting palntlng with  orilleal
potential, To parody painting could be seen to question the nolions of
authenticity and originality; to foreground the contiguity Implicit in
metonymic readings can undermine fixed meanings; to use readymades
(including, in this context, readymade brushmarks and surfaces) can be
geen to involve both parody and metonymy, by sirescing representation
as pregiven. Quotation and repetition (often seen as  primary
characieristics of postmodern painting) sre Interwoven in different waoys
in all three of these strategies.

Whilst T deal with these three strategies independently in  the
disseriation, this s for reasons of clarity alone. I percelve them to be

a complex set of relations which are manipulated with the aim of
achjeving the kind of tenglon T propose as facilitating a critleal
practice. In other words they function collectively, not singly. For
example, whilst In some weys parody requires the rerlainty of a shared
(public) reference, metonymy may be seen in ceriain respects to lmply
its opposite. Metonymy (amongst other things) is more to do with a
privatie langusage, albeit that ihis language may be placed in a public
domain). The way the relatlonship between these two sirategles is
negotiated, and thelr reletion {0 the notlon of readymades is
fundamental to the threshold condition referred to carlier.

At this point a brief outline of the structure of the thesis s
necessary. In chapter two, I expand on lssues touched on in this
Introductory chapter, Postmodernism is further delineated in relation to
painting. Quesiions of gender and powoer are explored within  this
framework., I relale these questions to both neo-expressionism and Neo-
exprassionism,

in chapter three I discuss notions of parody, and how these might be
applicable to visual art. The Issue of pluralism 15 an  Important
conslderation herc. 1 have found Linda Hutcheon's writings on parody
usceful (1986, 1969), She provides a general definiiion of parody, and also
explores more specifically, what mlght define & distinetively postmodern
parody. 1 allempt 1o establish what constitules parodic quotation of
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women have, for the most part, been excluded from i{. - production of
master narratives. It Is for this reason (rather than reasoas hased on
egsentialist notions - for example that women by npature 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 prectical ways. To open up such a space I find it
necessgary to identify and explore In this dlssertation, certain
strategles which I use In my painting. Before discussing these, a brief
outline of primary aspects of my practical research ls necessary.

My practical research is diverze. Beginning from what might be

considered ‘orthodox' paintings (oll on canvas), my development has been
marked by an increasing use of readymades. These readymados range from
fast-food packaging to eclaborate (holographie) giftwrap. Drawn from
consumer culture, these provide me with fields, already inscribed, for

painting. By painting onto these surfaces I hope to mark the way the

so-called blank canvas too, is an already preinscribed fleld.

Whilst the Iconography 1 use I8 varied, my choices of subject often
reflect gender siereoctypes and violence - themes in which both popular
culture and high art are implicated. Here it becomes possible to look at

the painted mark itsell, more espectally the expressive brushstroke, as
a sign which, if it can not be considered gendered, can ai leasi be seen
to embody a set of values caughi (n a network of power relations,

My use of these abgve-mentloned features - preinseribed surfaces,
particular iconography, and expressive brushmark - is Intended to
problematise the idea of painting., More specifically, I wish to
problematise notions of authonticiiy, originality and discipline-specific
purity connected to the expressive mode.

In order to enpgage with these problematics, 1 have dentified three
forms of sirategic Intervention into the language of puinting - parody,

metonymy and readymades. I am all too aware that the three forms 1
have identiffed here are of differeni orders, and 1T would not waevt to
conflate them. Nonetheless, 1 apply the same term (strategy) to ecach
form, as I need a meibod which enables me to oxplore aspects of my
practice within a more or less coherent frame of refercnce. In addition,



Te fthis] position, a wide range of art I3 natural
(what Is lhought more natural than freedom of
expressfon?). 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 Foster, he tends to see forms
of representation other then painting as holding pgreater possibilities
for critique. In his article 'Honour, Power and the Love of Women', Owens
argues that Neo-expressionism works to perpetuate notions of male
mastery and genius {1992).

Pollock’s position ‘n this context is also useful. Like Foster and Owens,
she is kpnown 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, Poliock shifts the
terms of the debate somewhat, to concerns around questions of master
narrative as critigued by Foster and Owens, amongst others.!? Pollock
stresses the masculinist inscriptions of these master narratives,
focusing on issues of gender and power, Through debate around these
Issues she demonstrates the wvery close and particular connections
between painting, power and pgender. Her argument In relation to
expressionism directs us to the way particular features, 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 virility encoded In expr -sionist palnting.

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

Despite her Identification of thls problem, Pollock sees greater
possibilities for painting than does Foster, arguing that certain forms
of painting 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 reclalmed as a site which
affords critlcal agency. ller view has been supported by more recent
writings on the possibilities of painting for (especially) women artisis.



- than as a fext in a posimodernist sense -~ "already written®,
allegorical, contingent”(1983:x). 1t 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 notiop, for,
whilst everything and anything could be argued to be infertextual, this
view does not Imply for me total arbitrariness. My intention In my own
practice {8 one of resistance to an ‘anything goes' approach. At the
same time, I recognise that intertextuality is invariably inflected with
problems of pluralism. The guesition that needs to be asked, is how might
criticallty function in this context? For me this is a fundamental
question. A self-conscious deployment of a wvariety of {fexis, 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 reccotion of my painiing. This threshold condition may be realised in
a comp. igam of both easily recognisable forms and those which are
less accessible. In certain ways, this condifion could be seen as
emblematic of the formal and conceptual differences commornly perceived
as fundamental to modernist and postmodernist visual forms. In
maintaining this threshold coudition, I hope to achieve a play between
ambivalence and directed critlcality, and in so doing perhaps realise the
potential to inscribe expressionist painting with 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 1 engage
with in this discussion involves expressionism through the quotation of
expressive codes, While a certain kind of (self-consclous) quotation is
claimed by critlcs to give a work distance, expressionism is seen by
many of these coritics as a particularly difffcalt set of codes to work
with crlijcally. Foster argues this point in his discussion of Neo-
expresgionist painting. Foster proposes that expressionism s
particularly problematic In terms of producing a critique of
representation  because “expressionism  denies 8 own status as a
language -~ a denial that Is necessary given Ils claim to Immedlacy and
siress on the self as originary"(1992:60), Foster points out that 'n
denying its own status as language, expressionism claims itself to be &
natural means of representation. He maintains that such a posiion Is
falge:



ways In which an fmpression of spontanelty Is produced. The other is the
foregrounding of artisiic persona. (Both happen, as 1 have discussed,
thraugh iconography as well as through manipuiation of materlal), It is
their particular relatlonship In this work which serves to reinforee the
image of male mastery,) s

Owensg' views support this readlng, Referring to Schnabel's work in

general, Owens  has, for  oxample, described  his brushmark as
"violont"{1892:148). Owens gives far more attenton than does Foster to
the ways in which  representation  encodes o partlendarly  male
subjectivity, He dlscusses ways In which ihis male subjectivily s
challenged through partieular forms of practice, which could be loosely
seen as feminist, Many see Owens' comments on this lssue as a strong
critlque of mascullnist disourse. Lee however, sees Owens' atiention o
the fsgue of femindan's relalion Lo postmodermsm as nol unprobloamatic,
She arguos that he relegatey feminist dgsues to a margingl position In
relation to postmodernism (meaning lhat he sees feminism as pacily «
response to postmodernlsm, rather than as cenfral o 18 development),
For Lec, the "erisls of cultural authorlty™ (for "eculturst" one could
subgthute 'patrlarchal’ here) which determines postmodernism, 18 a direet
ogult of  Feminist  Interventions, These interveotlons, are for  lee,
"plainly the root causce of the postmodoern corisis of cultural authorily,
and not merely a facet of H"(1987:10), (While my focus is nol on the
oxtent to which elther Owens or Lee is correct, 1 oelte thelr comments
a8 a moans of reflecting the complexities Involved In detesmining how
issues of representation are bound up with Issues of power and gendoer),

It Is of some eelovanece In this context 1o note that unllke a numbes of
olher posimodern forms and movements, Neg-expresslondst oael” e are
almost withoul exceptlon male, "he New Spirll exhibition for oxa | e, did
not show lhe work of one woman artisioé This facl Is w o fnore
steiking plven the challenges o masculinist discourse  p.oovalent b
postmodorn art of Lhe Ume,

While my dscussion of  expressiontst modes s necessarily focused
around  high arl, I should also ke to note some issues related o

populiar cullure. Popular culture has adopted exproesslonist art as a
favourlte form  of represemtation, Thigs would seem {0 suppart  the
argument that expressiondsm in the postmodern context oan no loanger
reprosent o subversive or erltleal position, The ways In wlileh popular
cutlure involves itself wih high art are many and varlod, 1 discuss one
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aof palniing, The work in question, Dixile, 1980 (fig.4), Includes the
artist's representation of himgel, The issue of self-ropresentaiion i
important In this context. As was seen to be the case In relation to
reprosentations off Jackson Pollock (Namuth's pletures for example), one
may be able to read off the representation 1o determine partleular
connections between artistic ‘persona’, gender, and power. While Jackson
Pollock's photos are nol Self-ropresentation, they can be seen In
relation {0 Schnabel's  self-represe tation, as  refleeting  simblar
dynamics. )

In Exile, Schnabel juxtaposes varlous texts’ - quotations of different
styles of repregentation as well ag found objects, Crities  have
commenied to the effect that the artist presents "all of [these textis)

as cqual and on a horizontal plane'(Kent, in Wood et al {eds) 1993:235),
Thisg applivs, it scems, oven to his use of found objects: It would seem
that Schnabel's fuund objeels are not Included in Lthe painting in order
to problematise Issies of repregentation. Rather, as Charles Harrison
and Paul Wood have noted, they are used to "energlse the surfacet, and
as such, are purely acsthetie devices.!t These crities link thls emphasis
on the aesthetic directly to the production of certaln stercotypes
around artistie persona. They comment for example that "scale, gesture,
energy, bholdness, apparent  conviction and so forilt all serve to
reinflate the sonse of the artist as  ‘visionary'"(Harrison & Wood,
1993:233), Iconography such as the Image of the artist dopleled 1a
clussical priestly garb and the (male) prophet-like face in the upper
right hand corner of the palnting, reinforce this notlon,

Such Images can be seen to be closely bound to the exproessiondst
concepts of the arlist s podllke goentus, Wilh reference to o this
painitng, Foster comments that Sehnabel's "maciyr-flgures" (such as thoe
artist/pricst  fgure) recall a romantle notlon of the “artsl as
outsider®. He prop-~es that arl such as thiy 1s direelly connected Lo
Ideas of "Lhe master work, the master artlst"(1984:77), The notlon of the
romantie, linked ag 1t is lo terms sueh as passionate, inpualsive, wild,
may he seen o signal spontanelty quite overtly., These notlons bhecome
furthor naturaltzed through leonography such as the baskel of flowers
whieh the artlst holds = an over! reference {o nature. {The Cflower
arrangement  might  also perhaps - In that 0 alludes (o ecorlaln
"traditional® stlll Hfes - be 8 way of ovoking the masterpleces), Two
distinet features of Exile seom important hore, One is the different
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‘innocentlyt reclalm for themselves, It is relevand ithat a position of
Innocence is connected here 1o aggression, This sort of connectlon
seems o run along similar Hnes to Oliva's connection of genlleness and
vivlence, 7 would suggest that gentleness, here, could also be read as
innocence. Using the concepl of innocence in relation to ithe notion of
violenee may well encourage a reading of violence as natural, innale,

Fig.4, Jullan Schnabel, Exile, Mixed Medla, 1984,

It may bhe usefal at this polnt to study a particular Neo-expressiondst

work In more detail, The American palnter Seanabel (Included in the New

Spirit show) has been among  the moslt  succesgsful of the  Neo-
oxpressionists, and 1 uke one of his works as emblematfe of (his mode
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ceritigues the manner In which these palnters represent themselves -
namely through means which preinforee notions of the artist as genfus
and revive the sort of aura which usually surrounded (he modernist
artist. In relation to Francesco Clemente and Jullan  Schnabel, two
jeading Neo-expressionist palnters, he comments:

Clomente poses on the cover of L'Uomo Vogue amnd
Schnabel s promaled as fhe new American  hero,
without even the resldue of frony that aecompanfed
Warhol's creation of himself as a brand nane for the
output of his 'Factory' (1989:114).

It is of some reolevance to this dissertation thal both the New Spirit

curators and QOliva (despite his comments oua ‘genilencss’, elled ocarlier),
identify violenot as part of  the  Neo-expressionist  ohilosophy,
Interestingly, Oliva  relates this violence to the Amerfcan Ahetract
Expressicalsts,

The art of the trans-avapigarde, which embraces
non-planning and non-control, and rejects any kind
of comtred or restraint, & an expression of
violence .. [IJt Is not the first form of arl as
violence, We kpow of others, some in this centurs:
expressionism for iInstance, or so-called American
abstract expressionism (1982:137).

Olva links '‘non-control’ (‘the expression of violence') quite directly to
creativity and genius. In this way he forwards violence as an Intrin. ic
part of the artmaking process. Artmaking is offered as an arena in which
the artist may enjoy free play of (mascullne) aggression and dominance.
Jo might bhe sald in fact that violenoe s encouraged here as the
hallmark® of an artisile lemperament, The New Spirit curators make
connections to aggression through a slightly different channel, but Iike
Ollva, Invoke past expressive modes as (deal models, They mentlon some
of Pleasso's late work as emblematic of the type of practice they
support, They nole that his  “powerfully oxpressive  late work
reembodies the spirit of a very young arti~t who gives form o his
norcoption of the world In fresh, unsullled, apggreossive lmagoes"(1981:16),
The words "fresh" and "unsullled" In this context can be seen o0 refleod
the notion of an innate form of representation - one which artists may



Subjectivity Is presented unproblematically here. But, as Foster has
pointed out, attempts made to "reelalm a lost reality through a new
investment In subjectivity® may nol be possible in the context of
contemporary culture. This cullure, Foster govs on to say, Is one In
which "subjectivity i no more exempl from reification and fragmentation
than objoctive reallly"(1992:75).

Blsewhere In the 'New Spiril' catalogue, we read that these are works

which are "full of expressionism and devoid of mannerism®(Joachimedos,

Rosenthal, Serota, 1981:11), While Oliva acknowledges the use (albell
unertical) of  various already  Instltutionalised  styles  in Neo-
oxprassionism, the curators of the New Spirit exhibitfon scem to suggest

an art which is uninformed and unhampered by past  convention(s),

Lxpressiontsm I8 not acknowledpged hoere as a term which refoers to
preformed styles and contexts, but I8 seen, rathor, as a mode which
conveys an  originary solt, an "Individual cieativity” (Joachimedes,
1981:15), As Foster notes however, with reference to Neo-expressionism,
"ihe very term signals thal oxpresgionism s a gostuary of largely self-
aware acts"({1892:59).

As in the case of Olive’s Trans-avanigarde, the New Spivil presents its
artists as positioned outside social concerns: "in the end”, the curators
propose, "the only care is aboui the act of palnting fself"(1981:13).

In his critique of th~ stance adopted by Neo-expresstonlsis, Owens
makes partleular meniio,. of erilics such ag Oliva. lie argues that the
suggeation of ‘essence' places the Trans-avaniagarde [n opposition Lo an
art which can work to critfque and transform Ideas of representation.
Like Foster, he arpgues that the Trans-avanlgarde artists refloct
traditlon rather thao oviglnallty (1992:143-158).

In "neoexpressiopism" ... exprossionlsm s reduced to
convention, o a standard repeloire of abstract,
gtrietly coddlod signs for oxpresston. Everything 15

bracketed In quotation marks: as a result, what was
(supposedly) spontanepus congeals into a signifier:
“spontancily " "tmmodiaesy® (1892:148),

In a brogd discussion of what he pereelves to be  posimodernism’s
coentral features, Newman top, highlights the art of the Trans-
avantgarde as problemalic in lerms of eritleality. In parilcular, Newman
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its appeal on  ldeologlcal Fixity, but dissolves In  multidimenslonal
digression"(1982:24), Elsewhere In the same text, Oliva elaborates on the
points

A pentle subject resides In the pictorial image of
the trans-r unigarde, Gentleness, In  this  oase,
Indicates an ldentity that has no reason for strong
affirmations In the social context, and that
restores  the possibility for a non-declamatory
accent in art .. Eoleeticlsm is a further
characteristic of this gentle identity of the artist,
who tends to neutralize the differences, to olose
the gap, between different styles and the distance
hetween past and prosemt (1632:72),

Further tn this concept of a 'neutral' use of images which divorces
itaelf from ldeology, conscientised art s viewed by Oliva as solf-
punishing and repressive (1882:38), It could be argued that what Oliva Is
objecting to here s in fact the challenge made to the artistic {(malp)
subject, as genlus, as viglonary, and as master. (Oliva frequently refers
to the Trans-avantgarde artist as vislonary). These characteristics are
bound up with his assertion of an ‘originary seir*.

It may be useful here 0 look at some other oxamples of Neo-
expressionist palnting, In 1981 an exhibition titled A New Spivit in
Palnting, was shown at the Royel Academy of Arts in London, showeasing
predominantly Neo-expressionlst pailntings, Olive's views are to a large
extent echoed in the text of the exhibition catalogue, In which the
curators offer thelr reading of these works. The problematic ralsed for
palnting within postmodern discourse Is largely ignored or refuted, U s
supgested that painting s the form found most valld for a subjective
sort of expression:

The subjfective view, the ecrcalive imagination, Las
come back fnto fts own and fs ovident In oa new
appropch to painiing, Artists, no lenger satisfiod
with the doliborately objoctive view, are bheginning
o respond  to  helr  onvironment, allowing  these
reactions to be expressed In the form of Images
(Joachimedes, 198114},



modernisi movement), specifically, on those conventlons which subject
unconscious impulses to the laws of form and thereby rationallse them,
trangform them Into Images"(1992:148),

In accordance with the above view, Foster sces the plurallsm of what he
might term reactionary postmodern art, as a kind of corruption of
modernist tenets (1984). Viewed 1n such a way, Neo-expressionism can be
seen to be posed agalnst both  oritical modernism and a  coritleal
postmodernism,

It seems necessary here to examine Neo-expressionlsm more closcly,
Achille RBonita Olva's concept of the "Trans-avantgarde', as delneated in
his book Transavantgarde Laternational (1982), is regarded by many as
the supreme definktion of Neo-expressionism. Olvae hag champloned the
cause of these painters asnd Is popularly known as the ‘lnventor' of the
Nep-expressionist  movement, In reference to o number of  Neo-
expresslonistic (or as he terms them Trang-avanigarde) works, Oliva
tells us that "here the art of the last generetlon rediscovers the
pleasure of timelessness, which consists in part of the recovery of
languages, positions and methodologles pertaining to the past™(1982:11/12),
In another passage he intones that visual language "is taken up as a
style, In which the artist recovers the mark rather than  (he
meaning"{1082:20), It seems appropriate to relate this comment 10
Foster's proposition that a resctlonary or uncritlical postmodernism
pecurs  when artists simply wanipulate sigoifiers within the forms they
quote without consclously dismantling the logle of these rorms, This
contrasts {0 8 criiical use of "oid signg", where, as Fosier remarks,
"the artist] is a rhetoriclan who transforms logle"(1988:104) (my {talics).

Oliva notes that the numerous juxlaposed quotations of slgns or codes
ropresent for the Trang-avanigarde, a "remastication of the past. bul
without hicrarchies"(1982:562). The slance of e Neo-expressionists then,
a8 represented In Qllva's text, s plarallst, For Poster, this pluralism
blocks the possibility of a orilical practice. IIe comments that "[als &
term, plurallsm signifies no ert specifically. Rather, H 18 a sttuation
that grants a kind of equivalence; arl of many sorls Is made to scem
more or less equal - equally (undimportani"(1992:168), Foster malntaing
that as a goeneral rule "pluralism tends 1o absorb argument". rather
than engape [ (1688:13), The wvalldily of thls view I8 roflecled In the
following statement of Oliva’s, In which he pralses "o sort of mtldness In
fueo-expresstonist) work, which no longer speaks peremptorily, nor bases
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represents a consclous  deconstructlon  of  tradition through
appropriation, He notes that:

In cultural politivs loday, a basic opposition oxists
betweepn a postmodernism which seeks to deconstrucot
and resist the status quo, and a postmoedernism
which repudiates the former fo cel¢'rate the latter:

a postmoderpism of 1esigtance and a posimodernivm
of reaction (1983:xi/xit}).

In a later text, Foster (1988) related the above contention wmore
specificaily to painting. tHere Foster wrote thati:

recontly .. we have witnessed a resurgence In
painting, not only a revival of old modes as if they
were pew, but alse a retreal to old values as if
they were necessary, Much of it js regressive - or
rather, defensive (1588:187),

Whilst these Pold wvalues" which PFoster coriticises, are those which
characterize modoernism, Foster, as I noted earlier, dees not rejoect
modernlsm per sc. He complicates matters !n this regard through his
identification of a regressive side of modernism. This he notes as "the
impulse toward autonomy, the desire fer pure presence in art, the
concept of negative commitment (le., of criticlsm by withdrawal)*(1885:31).
fle proposes that "these and oiher tenels must be roethought or
rejected"(1992:31),  For  Foster, Noo-expressionfsm s particularly
represontative of these regressive aspects, or moments, of modernism,
Neo-cxpressionism he argues, ropresents a modernlsm which s "monotithile
in Its self-referentiallily and official in s autonomy”(1984:75).

Gn the othor hand, the transgressive and progressive spirit of the
modernigt project that Foster, Owens and oihers ldeniify, {8 equally
Important here. This sgpirit ran be summed up in Foster's lerm
Yadversarial"(1062:25)., e refers to the "utoplan  and  anarchic
transgressions of the [modernist] avantgarde"(1982:23),  Hlsewhere, he
agserts that "the eoritique of roepresentalion s originally a modernlst
Imperative(1688:103). Owoens echoes these views in a comment directed at
Expresslonfsm {n particular - (here his definttion of modernlsm ncludes
perfods prior to Greenberglan modornigm), "Lixpressionism" comments Owens,
"was an  attack on conventlon (this s what characlerises 1t as a
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reasons). They serve lo support her reading of the works by emphasising
virility, and more specifically aggression, in relation o certain
expressionist works, In an article In which he supports Jackson Pollock’s
painting's as quintessentially American, CGreenberg calls upon the
"nativeness of such violence, exagperation and stridency®{1947:166) - a
‘nativencss' which he sees as both American and part of Jackson
Pollock’s project. Greenberg again remarks on Lhls aggression, in hig
review of an exhibition by Jean Debuffet and Jackson Pollock, where he
comments about the latler artist and his work that (in comparison to
Debuffet) "[Pollock] ls American and rougher and more brutal(1947:125),
Here 'nativeness' I8 clearly connected {o instinet, or nature,

The issues which (Grisclda) Pollock ralses around action painting and
notions of expregsionism are partleularly relevant to coritiques of

postmodern palniing today, especially the resurgence of expressionist
concerns  invoked by  Nueo-expressionist palnting, This needs o be
addressed In some detail.

The resurgence of palnting In the 1080's, came at a time when "the act
of painting itself had been declared anachrondstie, defunct and
potentially reactionary”(lee, 1987:5), Like much modernist painting, a
primary formal feature of this painting was the use of painterly,
gostural, ‘expressive' mark. Generally unlike modernist palnting, the
expressive was often Juxtaposed with passapges of other siyles which
ranged from the very painterly to the more linear or ‘graphle’.? The
difference clalmed between Neo-exprogsionism and other  expressionist
movements, was the use of varlous artistic styles from the past, as
well ag Images from popular culiure, [E should  be gtressed that thiy
use of quotatlon was proposed as constituting a radicallly, in the form
of a self-consclousness apparently  absent from  earller forms  of
expressionism,

One may argue however, Lhat desplte s colaims of a new form of
expression,  Noeo-expressionism repeats the valueg of  the styles b
quotes, and ag such can be seen as regressive, Lee for one, has
roeferred Lo this process of quolatlon as an undirected sort of  picking
from oul of the histovicsl Jjamboree bag"(1987:6). In this sonse, Neo-
expresslontsm can be  seen o represent Foster's  reactlonary
posimodernism, which he identifies ag the uneritieal appropriation of
eodes  and  Images, as opposed {0 his eritical  postmodernism which
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Pollock's movements around the canvas in the process of making thoe
composition™{Harris, 1993:47). As the canvas is large, we may assume that
Jackson Pollock I8 not only walking around it but also bending or
siretoching over i, - all fairly expansive movements. In this way the
entire body of the palnter is implied in the tracing of movement through
mark, The arcs described by these lines could be seen to describe, quite
Mierally, the size of the artlst's reach: to act as a measure of his
physical stature and force.

g, 3, Jackson Poliock, Number 1 (1948}, 1048,
Ol and enamel on unprimed canvas,

In the context of (Griselda) Pollock's views rogarding gestural mark as
gendered  aud  encoding maseollne  virlity,  particuiar  comments  of
Greenherg's in this rogard are fHuminating (bul obviousty Por diflerent
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She argues that painting's legacy of sexual hierarchy is as evident in
these action palntings, as it is in representational paintings where the
male activity of painting as opposed to the passivity of the female
sitter/model, is plictured directly. (Pollock uses Matigse's The Painter
and his Model, 1817, as paradigmatic bere) (1992:139).

Fip.2. Photograph by Hans Namwuth, 1950,
Jackson Pollock at Work

A closer look at one of Jackson Pollock’s canvases may demonstrate how
gestural mark can be seen to insoribe the sort of physicality referred
10 above.! In Number 1 (1948), 1948 (flg.3) for example, the sweeping lines
or drips of palnt may be read as arcs which supggest *a record of
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only with the problemalic of palnting, but with the more particular
problematic contained in Expressionism. Oulton paints what appear to be
‘apontaneous’ expresslve passages, but are in fact only signs for
conventional notions of expression, The forms are emptied of
iconography, and marks are pairt 2 with mechanical regularity.t

Gestural mark characterises :o:o ssionist works -  from  German
Expressionism to Neo-Expressionism. This mark has typically been judged
as direct, spontaneous and unmediated - traces of artistic presence
and genius,? This formulation s perceived as ‘natural'd If taken as
such, and In relation to feminist critiques, 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 Expressionist
Jackson Pollock's practice of action palnting, Jackson Pollock s
generally seen as the quintessential modernist artist. (Griselda) Pollock®
examines not only what she perceives his work to embody, but algo the
way this work (and working procesg) has been represented. She
demonstrates this by drawing attention to a certain set of phoiographs
of the artigt 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. Representations such ag thes:
naturalise an idea of aggressive male physicality as a mark of
authority, both in the artistic process and culturally. (Griselda) Pnliock
takes Namuth's phutographs as emblematic of both the way this surl of
work is :enerally regarded, and the claims made for it. She proposes
that "Pollock’s practice was critically valorized In different ways, all of
which  celebrale, however subtexiuvally, a colonizing masculine
mastery"(1992:142). This notion of mastery is implied through what we
could refer to as the artist's ‘possesssion' of the canvas Jackson
Pollack can be sald to possess the canvas in the sense that he treats

it {(and/or 1s vepresented as treating it) as a clean slate, or ‘virgin’
field which {s natural, not culturally preinscribed. flere the fleld is a
passive agent somehow. Namuih's photograph, by focusing on the painter's
activity, emphasiscs this passivity, (Grisclda) Pollock puts it that in
these plotures we see the canvas "supine on the loor, receiving from
his flurry of gestures the marks and traces of his presence and
action",®
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Fig. 6, Joif Koong, Rabbit {Stalnlesg Steel).

In using objects which have alrecady been cople i so repesledly, or are
mass produced to begin with, Koons could be desortbhod as dealing with a
parody of appropriatlon, The work has been dosertbed by oone eorflie, Tor
oxample, as "copled of coples of coples®(Smith, 19298:6..,. Koons replicates,
ar quotes, those obJeets In thelr entirely, While Kaons' process of
making “eoples of copies of coples” could be read as a orltique of
stereotypes and the values accompanying mass proaductlon, these works
are at the same time problematice,



The {ssues around parody bocome more complex when parody fiself s
parodied, resulilng in & king of double guotation. The use of double
quolation reflects the unstable nature of postmodern paredy, for here
the modernist parody which enacts a “displacemeni or decontring
(Newman, 1989:141), Is ltsell thrown into guestlon. Issues of oripin and
authentieity become more complex through this process, Certain works by
the American artist Jeff Koons are examples of Lhis Torm of parady.
lifs 'Statuary' serles consists of a group of stalpless-stee] factory
cast figurines and statuettes. Some of ‘hose are copies of long lust
orlginal, - the French Coach Couple, 1986 (fig05) for example, belng an
carly 20th century copy of a porcelaln Rococo  statuette  Indtiall -
Intendod as o lamp base. In other cases the source Is contemporary,
Thig Is the case with Rabbli, 1988 (fig.8), a otalnless steel version of
the lype of mass produced plastie inflatable bunnies that are sold at
gas stalions or supermavkets (f1g.7).

Flg G JofT Koons, French Coach Couple, 18986,
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this lack of norm ig problematie, for as he points oul, parody relles on
"that i3} latent feeling thal there exists something normal compared
tn which what I belng Imlated I8 rathor comic"{(1983:114), wihout this
gense,  Jameson  argues,  any  attompted  parody  reads  as blank
appropriation (pastiche).

WhHe Hutcheon proposes that postmodern parody by deftnition  (albedt
complicitous) holds possibilitics for eritique (the term pastlehe being
psed {0 deoscritbe an unerflical quelation), others have foll a need e
define what a spectfieally oritieal parody mighi be. Margoere! Hose, In
her bouk Yarody/Metalficlion, comments on how eriical parady  should
operate. She proposes that this form of parody should, In lts adoptlon
of the valwes and devices of the target text, lay them bare (1970). To
what oxtent this laying bare would involve a postiloned eritique s
diffleult to deiermine,

Posimodornist works, more often than not, differ from modernis! works In
Lthe degree to which, and Low, this laying bare’ of the targed lext might
oceur. In hls analysis of the major fealures of posimodorn practice,
Newman makes a olear distinetion between modern and postmodern forms
of parody. He regards he modern form as "parody which questions thoe
assumption of authority or origin, s0 that the parodie text enacts thelr
displacement or decentring®, and postmedern parody as a parody “whlch
boeging with the assumpticn of the impossibility of authority, origln, full
prissence and 50 on".?! The issues of origln and autharity are important
here, 1 see an  ecknowledgment of the impossibility of origin and
authorfily as particularly relovant to a  oritical neg-cgpressionist
palniing, and fundamental to a erltigue of Neo-expressiondst palnting.

Nowman admits that Lhose calagorles are perhaps over-generallsed, and
that we may encounter mixes and exceptions. Importent here s his
proposal ihal the parody he designetes as postmodern is less erltical
than modernist parody, He views the move from modern to postmodern
parody as "marking a shift from a strong to a weak form of nibillsm", a
nthillsm which can no longer acl as a subversion of dominantl values
(196t1141), The weaker furm, he asserts, arlses lrom oo "kisses falre®
posttlon In postmodern culture, a positlon from which U makes no
difference what an artist doos, beeause "overvthing s permitted®, and
therefore "nothing I8 worth anything"(1980:141), Aspoels of (his nihitistic
podition could also be Identifled with pluraliam,
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To distinguish between pastiche and parody within postmodern quotation
has, however, become diftieult, and this difftealty 18 in fact part of the
coniradletory nature of pustmodern practice, This s most marked [n
mote recent postmodern practice,

Hulcheon's definfifon of parody s useful in relatlon to this peint, As 1
noted, she deflnes  parody as  marking  "difference  rather  than
simitarity"(1985:6). The Issue of dlfference that lutcheon nelwles as a
determinant Is important here In relation (0 Neo-oxpressionist palnting.
In my discussion of the Trans-avantgarde (Neo-expression(sts) in chapter
one, I noted that Olva sces the negation of difference between old and
new texts as desirable. Hutcheon's specification of “difference® then,
would seem to highlight the fact that the Neo-expressionlst use of
quotatton {8 ecloser to pastiche eather than parody. For Hutcheon a
major difference between parody and pastiche 1s that, unlike parody,
pagtiche 18 never “transformational” in  relation 1o the quoted
toxt(a){1985:38).

The diffienlty In Jdistinguishing parody from pastiche s connected to
parody's paradox - namely, s compliclt nature. As noted, any parodic
quotation must, at the same time It is critiquelng, also be reinforeing
the value of that which it eritlques, Whether this paradox of compliclty
in parody precludes o crltleal practice has been cause for much debate.
In her ecarlier writing, Huicheon refers to parody both as "target" and
as "tribute"(1086). As Hutcheon comments, "compilleity always attends kg
eritique” (1985:26), By belng selected a8 subject matter, the quoted text
is Included where other roepresentations are by necessity exeluded
{thereby marginalised), and In this way is glven authority, [utcheon In
fact refers ko parody as "authorized transgression"(1885:86), It s
precisely this paradox of parody which critics guch as Foster find
problematic. Hutcheon proposes that postmodern paredy s far more
compileit In nature than moderntst or  pre-modernist parody. She
suggests this complicity Is dne to the positmodoriist rejection of "tho
regolving urge of modernism  towards  closure"(1988:99),  This
(postmoderafst) rejection of clegsure can be understood in the unstable
relatlonship Letween sign and signified in postmodernism.t

In contrast to Hutcheon, Jameson (not unlike Fuster) sces parody ay
problematte In the postmodern context, He argues that postmodern
culture hay become a tield of “stylistio diversity and heterogeneity” In

wulch all gendge of stylistie norm has disappearced (1983:114). For Jamoeson
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Krauss's comments are focused on quolation's  potentially  oritical
function. Foster on the other hand, Is more concerned with  the
potentially reactionary role it may play. Referving to visual quotation

in general, Foster asgerts that “[mlany artists borrow promiscuously
from both historical and modern art. Bul these references rarely ¢ Lage
the source ~ let dlone thoe presenl - deeply"(1985:16). lUe doeos bhowover,
acknowledge that cerialn posimodern  artists  have enpgaged these
reforences in a way which s critleal’ Like Fosler, Crimp has indlcated
the need to detormine a eritical quotation (also referred to in this
toxt as a parodic quotation)., For Crimp U is the pervasiveness of
quotation within postmodernism which determines a problem, for as he
points out, "if all aspects of the culiure use this new operatlonal
mode, then the mode itself cannot articulate a speeille reflection upon
that cullure®(1985:157). One might conclude from Crimp's comment that a
critical Term of gquotatfon should not only parady its target text, but
ghould also parody quolation. At this point T wish to mark the faet that
such a parody of quotation ls especially pertinent to ceritiques of Neo-
cxpresslonist palnting.

The quotation of expressionist codes, as discussion In chapter one will
have Indicated, Is parileularly problematic, In relation to the question
of' expressivity, Foster proposes that references to expressionism may
became critienl whore expressionlsm Is regarded as "more than an
artistic style”, and Is treated as "an ldeological shte where discourses

of many sorts mect and may be caught out"{(1992:71/72), Toe implement such
a practice, he suggests that a orftiqgue of notlons of ‘authentletty’ Iy
central, Notlons of authentleity of course are not confined t  the
oxpressive (sutographle) brushstroke. In postmodern cultuee, leonography
and formg from popular cullure which stress mechanical processes and
mediation can be just as reifled as the expressionist ‘signature’ of the
artist,

The debates surrounding  postmodernism  foregroupnd a helghtened  self-
consclousness, While self-consclousness s necegsary for parody, 1 would
agree with Foster when he argues thal oven In cases where quotation s
consclovsly intended as orlilque, this does not necessarily make for s
critica. practive. The writings I have made use of, suggest that an
essential polot In developing a ¢ tlical practiec I8 the abllily 1o
dlstingulsh belween parodic quotatlon and pastiche. This neods to be
stressed as a primary  concern,
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while 1 refor o Hutcheon's definflion of parody In i{his dissertation in
a broad sensd, my use of the term {8 somewhal more speeifle and 18 not
always aligned to hers. llutcheon notes for example that "[parody’s]
range of Intent Is from respectful admivation to biting ridloule"(1985:16).
I, howover, do not {dentify parody with ‘respectful admiration’. For me,
parody needs 1o emphasise orligue of an original toxt, While 1
understand that coritique s, arguably, never guaranteed - glven
differences of context, presentation, viewing ete - 1 do want to stress
that parody needs {0 be more posilioned as targoling the original text
than as giving it tribute,

Repetition 1s an Integral part of parodie quotation, Parody necessarily
Involves the conscious repetition of a referent, and reguaires that the
repetition of the referanl, In whatever form, be recognised as such,
Furiher on In this chapter T disecuss ihe way In which lssues of
repetition become complicated within postmodoernism,

The forms of quotatden In question here are varied, For example, a work
which coutaing the quotation of a single roferent (as In Roy
Lichtenstein’s quotation of entire paintings by other artists) can be
distinpguished fron works where different roferences (which we can also
call texts) are Jjuxtaposed. An example of this laiter Form would be
Jaspor Johng's ase of both gostural mark and sienellled images within a
single work., This Juxtapositioning of different references s somotimes
termed bricolage. Newman notes thal bricolage has been used 1o deseribe
* the comblnation of fragments of quotation from other works In a single
work of art"(1988:132), While the term {8 more commonly used o relation
to soulpture, I may also be appled to painting, drawing. mixed media
worke or other wvisual forms which are composed of varled  toxts,
Reenlingd awiss discusses bricolage in terms of collage, She sugpests
that i use of collage mighl be seen to oppoge  "modernism
proper’(1985:38). She continues by commendng that "collage operates in
direct opposition to modernism's search for perceptual plenftude and
unimpeachable self-presence, Modernlsm’s goal {8 to objectiy the formal
constituents of a given medhim, making these .. the objeets of wvision,
Collage problematises that goal by setling up digcourse {n place of
presenee" ( 1985:38),
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difference rather than similarity®.? 1 use Hutcheon's analysis as a
working definition of parody for my discussion, This is Important as her
writings on parody are frequently referred to by others in the fleld.
However, T would suggest that parody Is a more complex process than
indicated through Hutcheon's definition, Her definition is curiously open
- 50 much 30 as to embrace pluralism. She cequates parody with what
others might term pastiche? (1 discuss pastiche further on in this
chapter).

In her book A Theory of Parody, Hutcheon addresses parody qulle
broadly, tracing its development historically and citing a number of ways
parody operates. Those most important {o this discussion are the
functions of inverting and ‘transcontextualising’(1985). The {nversions and
transcontextualisations  Hutcheon ldentifies, refer to, for example, the
way a partloular text thay be used against {tself, In other words, the
text i8 used in such a way that Hs original Punction, or meaning, Is
reversed. Tronhscontextualising - bagically a use of different toxts
within one wi. ~ - could also be interoreted as & kind of Intoriextuality.
In relation to the term, Hutcheon comments that "[{plarody's overt
turning to other art forms implcitly contests Romantie singularity and
thereby forces a reasscssment of the process of  texiual
production"(1985:5).

In & later text Hutcheon notes that postmodern parody differs from
modernist and pre-modernlst  parody In important ways. Hutcheon
describes postmodern parody as less stable and more ambivalent than
pravious parodic forms, As a result of ihis instability, Ilssues of
quetatlon become more complex. This complexily I8 explored in her later
book The Politics of Postmoderniam (1988), where she shifts her position
somewhat to adopt a more critlcal stance. Degpite this shift her
posiiion s still basically pluralist. She maintalng that most postmodern
use of parody I8 corlileal rather than reactionary. This positlon Is
exproessed In her pgoneral definltion of postmodern parody, where shoe
sugrests that "postmodern parody {8 a  value-problematising, de-
naturalizing form of acknowledging the history (and through Irouy, the
polities) of representation”t This plurallst  postlion advenced by
Hutcheon as having critical potentind, is not in line with Foster's
conception of a coritical postmodersism. Nor 18 1L the same as Crimp's
definitlon of "progressive” as opposed Lo "regressive”  appropriatlon,
Both Poster and Ceimp guestion the offectiveness o parody as 'value-
problematising' within postmodornism,
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CHAPTHR THREE: PAINTING PARODIED.

To deal with the problematic of palnting as articulated thus rar, in a
way which is pertinent to my own art practice, certaln formal and
vonceptual approaches have emerged as  particularly useful. 1 have
identiffeu these approaches as parodie quotation, metonymic readings and
the use of readymades. Whilst these approaches differ in form and
function, I propose that they can be used in conjunction to lacilitate a
oritical practice in painting,

To support my proposttion { need to frame these three approaches -
which from now on I term strategies - in slighily more general terms, as
well as reflect on how they may opeorate in posimodern discourse.! In
thig chapter 1 concentrale on parodic quotaifon,

Parody lg a complex term. I8 use In visual art 18 nol unrelated to that

of other disclplines. It baslcally Involves a consgcious repetition 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 use. The term guotation is, arguably, the lerm  most
commonly used currently to describe (his repetitlon. The terms borrowing,
and appropriation are also commonly used. Unllke the term appropriation,
which often has negative associntions, quotation and borrowing are
usually considered less value laden, Foster, however, sees quotation as
In Itself (generally) probiematic, This is reflected in the lact that,
unlike most oritics (for  Instance Owoens), Fogster uses e terms
appropriation and quotation interchangeably, Douglag Crimp is anoiher
critic who uses the term appropriatlon Lo refer to quotatlon, howoever
Crimp, unlike most writers, uses the word In a more neulral sense, e
makes a distinction between "regressive" and "progressive” appropriation
(1985},

There s much debate as to when and how the repetltlon of an image or
a foxt congtlitutes pa.- 0 Mogt wreilers argue that for a text to be

parodic it should have some  gignificant distanee from, and  critical
relation Lo, the ‘original’ source, Linda Huicheon has  wreitien  quile
broadly ou parody, and her views are useful here tn establishing certaln
broad features of the term as it applies 1o postmodernism. Hutcheon
defines  parody as  "repelillon  with  coritfeal  distance, which marks



Yupple's choice par excellence, and it 1s hardly & secret in the art world that
Schnabel's reputation In Europe was largely fabri~ated by the man without whom
the English New-Right might never have rigen f{rom their tubular-steel armchairs:
Charles Saatchl himsel £'(1988:79).

16 Roberta Smith comments on this in her review of the exhibition; "One factor
which ¢learly 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 reflectad in the overblown canvases, is that painting is
once again 'man’'s work'" {Smith, 1981:78).

17 Lust for Life, a 1965 movie about Van Gogh, is perhaps one of the hetter

known examples. Ar ' .ner movie which centres on the act of ‘creating’ is Jan
Vrijsman's The Ree.ity of ¥arel Appel.
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Mitchell's on ‘the natural' are interesting here., Mitchell argues that "the
notion of the Image as a'natural sign' Is, in & word, the fetish or tdol of
Western culture, As idol, 1f must be constituted as an embodiment of the real
presence it signifies"(1986:90), I suggest that Abstract Expressionism might be
geen a9 an instance of Mitchell's assertion.

8 Some confusion may arise in this section of the dissertation, through the
gimilarity of names. In order to distinguish between Griselda Pollock and
Jackson Poellock, I have alweya included the first names of both individuals,
and in Griselda Pollock's case, have bracketed her name. Where the name Pollock
appears In the rest of the dlssertation, the reference (unless otherwise
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 appemrance In the Namuth photos, his
cowboy boots and denim, and the ever-presen{ cigarette dangling #rom his lips
or held nonchalantly between his fingers no doubt helped to deflect attention
away Prom his palntings and onto himself, ultimately feeding a popular view of
the artist as an inspired existentialist savage"{PFrank, 19§3:88).

11 {1982:142), The notion of gesture in Pollock's painting is not archetypally
expressionist in that there are no actual brushstrokes laid down, Artists such
ag Willem de Kooning show wmore clearly the legany of Germen Expressionism, and
form the aesthetic basis of postmodern Neo-expressionism, However, Pollock's
work is important here for the way that be has been represented, ~ the
particular ways thet his peinting activity reflects potions of physicality and
artist's presence,

12 While a few egxamples of other disciplines are clted as part of the Neo-
expressioonist project by its proponents (the bronze sculptures of the Italian
artists Sandro Chia, Enzo Cucchl and Mimmi Palsdino for instance}, the
recuperation of painting can be seen as the core of the project.

13 Some have critigued the notlom that & progressive postmodernism could be
aligned to the critical moments of modernism, The eritlc Micheel Newman For
example, writing in the late 1880s, argues that the modernlat model of critigue
is inappropriste In the present social context, and that a concept of critique
gg;gegsigag§position to Greenbergian modernism ls now irrelevant (Newman,

H - .

14 (Harrison & Wood, 1993:233). Although I use the term readymade in relstion
to other works, the term found object seems more appropriate ic Schnabel's
painting: the ‘natural’ ohjects (animal horns) which he mekes use of here are
not readymades in the sense that a manufactured object 1s, nor are they marked
by him in any way that suggests that he intends them to be read ay pre-given.

18 In relation to the questlon of Schnabel {and Nec-expresslonism in general)
as being somehow radical, 1¢ ia interesting to look at & comment made by Peter
Fuller on the {ssue. 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 exect opposite ls ia fact the case., "Schabel was the
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NOTES

1 Ap eclectic approach is appropriate to and in keeping with my own painting.
This type of approach is also, not unproblematicslly, & feature of
postmol.rnism,

2 (Greenberg, 1965). The assertion of flatness 1s also a feature of Greenberg's
modernism. While it 1y not a primary consideration in this context, it is
implicated through the other izsues, and needs to be noted.

3 Newman yuestiona the usefulness of taking the Greenberglan model of modernism
as antithetical to postmodernism, He comments that this may he a way of
reinforcing the centrality that Greenbergian modernism accords painting. He also
questlions 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 genlus, as
inherited from the Romantics, 1s based on a "logic of exclusion”, which serves
to reinforce, among other things, male/female divisions (1888:6).

5 (Pollock, 1992) (Lee, 1987). I wish to stress that this position is not
esgontialist, I should also mention that I do not see c¢ritical painting practice
as relevant to women artlsts alone.

6 According to Lee, Oulton produces abstract rather than figurative images not
"as & deliberately obscuring device, but In order to prevent the naming or
'flxing' of things", This strategy, she goes on to say, "is an intention which
1g based on the view that the recognition of an object implies the colonization,
the possession of I1t"({1987:19). Other strategles, such as the production of
nultiple meanings (through, for example, a deliberately ambiguous use of
iconography), which [ discuss in more detail im further chapters, could also be
uged with this intention in mind,

7 It is important for me t¢ qualify what I mean by gestural mark io this
context, Here the term indicates not only the archetypal broad expressionist
brughstroke {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 1s the idea of the
mark as constituting artistic presence and authenticity.

B 1 find 1t useful, in this context, to define the natural in relation to the
concept of naturglization, The Columbia Dictionary of Modern Literacy and
Cultural Criticism outlines this concept 49 follows: "According to the concept
of naturalizaton, what 1s ‘maturul’ in ary given society - what 1s accepied as
gelf-evidently nand trsnscend neally  'true’'-  Is  actually  historiecally
construeted, “Natural' Knowledge oas heen natwralized; that is mede to seem
natural %, means of ldeclogy”{Childers & Hentzd, 1996:202), The concept of
natural ization could be sald to uppose essentialism. Certain comments of W.J.T.
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example here, which I feel to be relevant to the notion of 'naturalness’
which is implicated within (neo)expressionism. One of the ways in which
popular culture evideoewsr this fasclnation with the spontaneity of
expressionist works, {s 4y concenirating on the actua! moment when the
outpouring of expression takes place. This has resulted, for exemple, In
numerous movies about artists in which the actual act of making is a
central feature of the movie!? Phillp Hayward Is one critic who has
remarked on the point. He refers for example, to cinema's "extreme
fetishzatlon 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 slze of an artist's workplace or the type of space
where the work is exhibited, way play as grealt a part in determining the
end result as does ‘creativity’. (Popular) cinema on the other hand,
accentuates the ‘making' procesg in  order, arguably, to depict
‘creatlvity' 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 Inappropriate to see it as playing into the
hands of popular culiure's ‘fetishization’ of the ‘creative’ act and the
commodification that comes with I,

My intention in this chapter has been to frame some of the central
issues around expressionist painting in postmodern discourse. My alm has
been to set in motion a process whereby I am able to work through a
sot of asgsumptions aboul painting which I belleve should be challenged.
This process may facllitate (buth in the dissertstion and In my palnting)
a space for a re-articulation of palnting in a way which tries not fo
reproduce the wvalues Inherenl in these assumptions, Part of this
process, is to roveal that the apparent unaturalness of  the
expreasionlst mode is In lact a construction. Here I would like to cite
Foster once more. Referring to the divide which he marks between
critical and reactlonary posimodernism, he noles that:

whereas [reactlonary] art refers so as to elicit a
given response and regards the reference as natural,
the return (o history as certain, f[eritical] art
refers to guegiion the ‘ruth-value of representation
{19856:214).
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CHAPTER IFOUR. METONYMY.

In thin chapler 1 oxplore melonymy as a4 stratepy o faciliiate a
eritical practice In expressiondst palnting. iflowever, as 1 have already
indicated. 1 Is the way metonymy may funclion in relation ta ithe other
strateples 1 have Wentifled (mamely parc 'y and readymades) which makoes
it a viable pursult. Before oxamining some of the features of metonymy
relevant to this digserlation, 1T need to make 4 fow general comments
concerning  metonymy's  relation to parody,  (Melonymy's  relation (o
readymades will become cloar through my discusslon In chepter fivel,

As dlready noted, for parady to funcibon suceessfully, certain semantie
features of the parodied mege must be evidenl in order for the viswoer
to make basle assumptions. (The parodied image should be well=known,
even ‘public knowledge'). tn postmodern pracltice, the (orm of repetition
woeessary  for parody I8 often calied quolation (as  noted).  Whilst
repeiftion {which may function as quotath o) is a neeessary condition lor
parody, it I8 not a necessary condltion for metonymy, Thig does nol
mesn, however, that metonymy does not ever involve cortaln forms of
repoetition.

Unllke parcdy, metonymy Is not a formal o conceptual deviee decloyad in
‘he productlon of images. One canpot, for instance, talk of 'melonymiaing'
an imape, as one can lalk of parodying an Image. Metonymy has more Lo
do with the reading of apn image. Thls reading Is nol guaranleed by
formal and lconographic olements in Lthe werk fiself llowever, 1 suggoest

that & certain kind of manipulation of formal and leonogreaphie elemends

within Individual works, and [n these works' relation o other warks o a
glven physleal space, can ‘lnduce’ metenymle readings in Lthe spoctator,

As T have proposed carller in my diseussion, melonyny as o sirategy, [
relation 1o parody, I8 by way of dlalectical practice, 1L s important o
stress here  thal  the metonymy accords "a kind of  privacy Lo
language" (Orton,  1887:172),  which  counterpoindg the  shared  collural
experlence of signs (of famillarily of e referent) which charactorises
parody. Metonymie  readings  foreground  contigully, A vesull of  thiy
contigully Is the accentuation of the physical relationships of things,
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trappingg"(1982:76). These trappings might include a large canvas, traditlonal
framing (unsually gllded, carved or heavy-looking) and serious thematics, often
stressing the conventional ‘artist-versus-gsociety' erisis, which would include
the positioning of the artist as a romantic,

11 A foregrounding of repetition within postmodern art can be connected to the
way in which the medistion of lmeges (implicatin~ mass production/ mass culture)
predominates postmodern culture in general,



Foster has marked as particularly difficult to use critically. He comments that
"g kind of consummativity is active in art that uses imagery from popular
culture®(1892:28),

§ 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
Sausssure's linguistic sign system. Here the gaign is "8 two-part entity
composed of gignifier and signified, as distinct {rom the referent which is the
‘real thing referred to'"(Josellt, 1883:67). In linguistic terms. the signifier
is the "material word: its letters and sounds: the signified is the concept it
represents”(Josellt, 1993:87). Plerre Guiraud puts it that codification can be
degcribed as "an agreement among the users of a sign: they recognise the
relation between the signifier and the signified and respect 1t in
practice®{Guiraud, 1878:2B), Codificatlon ean therefore be seen as necessarlly
based on convention. Guiraud notes that "ecodiflcation ... is & process: usage
renders the gign more precise and extends the convention. The more precise and
widespread the convention, the more the sign is codified"{1875:25), A code then
can be defined as "a system of explielt soeial conventions®(1975:41). (In
chapter three, I discuss Roman Jakobson's theory of codification in relation to
metonymy. While Jakobson's linguistic aystem differs from the Sassaurian model,
this alternative conception of code is not, to¢ my mind, in conflict with my use
of sign and code in the rest of this dissertation),

7 (Newman, 1989:141}, Modernism in this context does not refer to Greenbergian
modernism in particular, but i used as a heuristic term. (Modernism is
generally regarded as being the predominant cultural mede from about 1960 up
until (and including) the 1940's., It 1s course difficult to put exact dates onto
cultuial movements, and erities differ widely in their opinion on these dates,
Some eritles (for example Jurgen Habermas) have called modernigm "on incomplete
?rggecs", and insist that moderniam is still the dominant cultural form

1983:8).

8 It iy worth noting & much earlier theory which deals, albeit in different
terms, with the same issua, Here I refer to Walier Benjamin's The Work of Art
in the Age of Mechanical Reproduction, written in 1936, Benjawin argues that the
ldea of the creative genius, and the aura which surroundg 'high art' noquire
suthority from the fact that the artwork I8 unique and handmade. He asgeris that
the ‘mechanics of reproduction’ could be used to challenge this anthority. and
expose the false nature of this aura (Benjomin, 1969). Benjamin's 1dsas become
complicated through postmodernism, where high art and popular culture become
impliicated in similar problems,

8 (1986:30). Beudrillard's theory has been problematised by others. Unlike
Baudrillard, these critics do not propase reality as an objective corcept which
can be separated from signs unproblematically. Newman for exemple, aska “isn’t
[Baudrillard's] model of realism v rather outdated one, & simple correspondence
ggsdwqgg% or images (lcons} with an external reality of thinga?" (Newman,

10 (Foster, 1882:76). Some featur~s of these works which work towards the
gimulation of an authentic or original art, are what Foster cells "masterplece
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NOTES

1 Malcelm Bowle refers to metonymy as "a mode of connection within the
signifying chaln®(1979:129), Whilat I see metonymy in terms of a strategy in the
context of thls dissertation, I realise that this 1s also problematlc, Unlike
parody, metonymy is not always conscilously produced. and may occur, rather, as a
result of & paticular use of other visual strategies, such as repetition.
Nonetheless, for my purposes here, the term strategy is appropriate.

2 (Hutcheon, 1886:6). Hutcheon discusses parody as both a pragmatic strategy and
a formal structure. She remarks that “the act and form of parody are those of
incorporation, Its function is one of seperation and contrast"{1985:34). One of
the reasons that Hutcheon's concept of parody 1s approprlate to this context, 1s
that unlike certain other writers (for example Margeret 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 "insistence on the presence of comin effect” as a
restrictive application of the term, In light of the range of gontemporary
parody (1086:20). Another reading of parody Is interesting to look at here., Some
eritics have examined quotation and parndy in terms of allegory, as allegory
hasically involves the reading of one text thvough another. For Owens, the
*nllegaricel Impulse" is a defining feature of postmodern culture (Qwens,
1992:52 et psssim). Hutcheon proposesa that the term parody may be substituted
for pllecory to describe postmodernism's reference to past texts (Hutoheon,
19088:98), Aliegory needs to be mentioned here as it has been applied to & number
of pogtmodern texts; however in this dissertation the terms allegory and parody
will not be conflated,

3 Pagtiche, like parody, involves the mimicking or repetition ol certain styles
or forms. But, as Jameson comments, "It is a neutral practice of such mimicry...
(Pastiche] 1s without "parody's ulterior motive, without the satirical
Imgulse"(1683:114), For Hutcheon a major difference between parody and pastiche
1s that, unllke parody, pastiche is never “"transformational” in relation to the
quoted text(s)(1DB85:38).

4 (Huteheon, 1989304}, Aa Hutcheon's comment suggests, parody usually lnvalves
some degree of irony. In her earlier writing., Hutcheon in fact notes that "irony
is the major rhetorical straiegy deployed by [parody)"({1965:28). Joseph Childers
snd Gary Hentzl offer a definition of irony whieh is useful here: "Irony ls a
rhetorical trope that involves the creation of a meaning differeat from - and
often opposite to « the meaning one would normally expect in a certain situation
or asgoclate with o given word or phrase. According to this most basic
definition, to be ironie is to say one thing and mean another"({Childers &
Hentzi, 1866:160), For Hutcheon, a8 I noted, ‘critical distance' between the
text(s) being parodied and the new text, is fundamental to parody. She suggests
that it is irony which encourages the viewer to read this critical distance.
Owens notes that as a trope "irony is ... caloulated to expose false
congclousness” (1982:148). He suggests that in thls respect, Neo-expressionist
paintings can be seen to preclude lrony (1992:148),

§ Certaln works by American artists Sherrie Levine and Gretchen Bender for

example, are seen by Foster to engage reforences in a critical way (1992:72/74).
Interestingly, both artists often include references from popular culture, which
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the Trans-avantgarde (Neo-expregstontsm), This, In an obvious way, would
congtitute a  double quotation and would In some respects  doubly
complicate notlons of authenticliy and originality, and in certain ways,
discipline=gpecifie purity. Terry Hagleton In Facl remarks that what
really constitutes postmodern parody 18 a “parody of the 20th Century
avant-garde! (1985:60),
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engage lIssues of difference and repetition simultaneously. Postmodern
parody used in this way can be lmportant in contesting the production
of stereelypes, for as Oweng notes "mass production and the soclal
logic of homopenisation which B enialls  work to eltminate
differencem{1992:119),

Jamegon argues that empbasizing  difference may be the only way to
prodice a coritical (parodic} quotation. {As [ noted parller, he views the
production of & parodic gquotation as  almost  Impossible  wlhthin
postmodernism). Jameson'’s argument, expressed fn his concept of ‘cultural
revolution' {8 viewed by Fuster as fundamental to coritical practlee
(1992:176-179), Jameson's concept of ‘cultural revolution' focuses on the
particular way In which quoted texts are used In relation o one
aniother. The central point of the concept (nvolves an (nsistence on
confifct or tepsfon as a necessary condition of Lthe relation between
different quoted texts. Jamesun points to the fact that (n any cultural
moment, several modes of production are happening simultaneously. Some
of these modes are wvestlges, others are only emerging, These mades
each represent the interests of different social groups wlithin the
culture, and are ideologlcally in conflict, Jameson argues that practice
can only be termed coritical IF [+ serves to reveal this conflict. In this
way, dominant ldeologies and ..presentations (which speak only for some)
may be challenged (Jameson, 1981). Foster writes that:

[0luitural revolution stands for a orftical activity
that reactivates the conflictual history of sign-
systems so as tp break through the (ahistorical)
logle of the coode as well ag  the formalist
discourse of academic disciplines (1982:177).

Within the concept of cullrral revolution, what Is finally Important Is
that we see a tension between modes and sign-systems, which serves to
undermine the idea that any social moment {8 total and absolute, or
that any sign~system or made of representation s ¢ natural one,

The inienilon to expose a conflict or teasion bhetween texts s of central
importance to the question of parody. [ liope that the varlous arguments
and approaches I have explored in this chapter, also serve ag o polnter
to discusslon of my own painting, a significani aspeet of which includes
2 kind of postmodern parody that 1 will only bhint at, at this stage, This
Is the parody of the avant-garde itself. Implied In this parody would be
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particularly problematie. The priwe example here perhaps, s the Neg-
expresgionlsts, who, by referring lo  various pre-eeisting  arlworks,
simulaie authenticity and originality,'t He proposes ithat to onabbhe

critique, visual practice should also be "oritieal of simulation as a

mode" (1986:90),

A consclous manipulatfon of repelition may provide a wothod of dealing
with the problems which simulation ralses. Huicheon suggests that when
the same aquotatfon (form, fcononography etcr o repeated, parodic
quotation may funciion more effectively ag ‘larget’ soper than 'tribute’,
The provess of repeating the gquotation, she proposes, challenges the
authenticity of tie parodicd or quoted text so that parodic intend
becomes clear, Viewed in this way, repetition might be seen as a way of
foregrounding the code or slgn to the point that it becomes apparent as
a convention or constraction. This could perhaps be compared to the way
in which a word, ropeated over and over apgaln, staris to lose s

meaning and bocomes obvious as a sound, seemi ” divoreed from any
partlcular meaning. I suggest that because the . s8 (s deltberate
this dislocation of the sign from its conventiona: = accepted meaning

is different from the ‘ahistorical’, ‘econtextuallsed sort of quotation
which Noster rinds incompatible with critique. Easuring that the use of a
certaln kind of repetition may faclliiate oritique, involves of course,
more than thoe presence or absence of deliberate intent. T feel it
necessary to develop the issue a little Purthoer,

In postmodern practice, repetillon iy foregrounded as a  primary
characterigtie)! It s important to note that this happens In different
ways, Thoe» Include for example, the repoating of images within the
poterial frame, and/or the repeating of codes and formats within a body
of work. This may be descoribed sometimes, as a sort of  serlal
production, An example of this serlal production { the postmodern
artiat Cindy Sherman's serles of photographle selfeportealts n which
she adopls various feminlne stereotypes In a sort of masguerade. "The
significance of her work®, Owens notes, "resides In the permalations of
[dentity Crom one photo 1o the nexi"(1992:118), While the rvepeaied
handpalnted fmage ralses sumo differont Ssues 10 those ralsed fhrough
ropetition by mechanteal reproduction, [ ig ofton used to comment on
notlons of authenticlly and artistie aura {n much the same way that
mechanically produced images operale. A conseious use and manipulation
of this (relattve) Inexaciness, e e cood e erltieally  comment on
fasues of uutl-wht.loil.v and dpontaneity.  Sorlallty s ofton wsed to
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transformation: from what he calls  ‘reallsm’, o
‘moderaism!, and now o postmodernism’. For Jameson,
‘nostmodernism’ s the new ‘cultural dominant' of late
capftaltsm (Harrison & Wood, 1993237},

The partioular ways thal pesimodern  coltural forms  (for  example,
painting, cinema) reflect these clements of consumer culture, roproduces

the logic of thls social moment, ‘Thus, according to  Jameson's

formulation, the quotation of popular cultwee In postmodern artworks
would be problematie, perhaps Impossible, a8 a means of corftiquing
dominant values,

Uslng a somewhat different formulation to Jameson, Foster also vefers
to the way that postmodern practice lifts and re-places (therefore
digplaces) images, and what this means for possibilities of a critical
practice. Foster points out that particalar problems are ralsed for
parcdy in the postmadern context hecause of the fact that our entive
culture gives privilege to the gign, Here Jean Baudrillard’'s theory of
simulation, In its bhroadest terms, iv of major relevance (Baudrillard,
198}, While Boudrillard's views are not a central coneern in this
digsertation, it 1s important to mention simulation as & signiticant form
of postmodorn gquotatfon or parody, Simulated images (simulacra), In
Baudrillard's formulation, have no reforent In the real (material) world.
They reflect what, for Baudrillard, governs the posimodern condition -
a never-ending circulatfon of signifiers. This circulation of signifiers
formy a sign system that I8 always (and only) referring o [tself
Stmulation  differs from the fdea of the copy. Unifke the copy,. the
simulacrum (simulated Image) has no referent in the real (material) world,
It o always derived from other representations, Baudrillard sees this
sign system {of slmulacra) as representative of  dominani deology. e
notes that “[ijdeology only corrvesponds to a betrayel of veallty by
stgns".5 Using Baudridard's roemulation, crfical ropresenlatlon  must
entall challonging the truth value of the sign. Thus the sign itsell must
be the object of crlilque. Here we may be able 1o see how quotation i
{mplicated, for, as Foster puts {it, "appropriation becomes prabiomatie ..
because it 18 predicated on the logle of the sign, not a oritique of
it (1802:123).

Fosler sees a cerlaln congelous  use  of  simulation as  potentially
eritlesl,. However, he alsn notes  Instances of  simudation which  are

47



kind of metaphor, the experience of the schizophrenle indbividual to
describe the postmodern human condHion. For Jameson, thls schivophrenia
inhibits the development of a coritical postmodernism. In his view, certaln
forms of guotation are gymplomatic of thls schizophrenia, le notes that
the sehizophrenie has no understanding of temporal continuity, He or she
lves in "a prpetual presenl with which the varlous moments of his or
her past have Hitle connection and for which there Is no concelvable
future .."{10883:119), Our Ildentity, Jameson polnts out, {s made up of our
senge of our own personal history. The schizophrenie, in this framework,
is 'mo-one’, In the sense of having no personal identity, He remarks that
"gehlzophrenic experlence Is an experience of Isolated, disconpeocted,
discontinuons material signifiers which fail to link up into a coberent
se juence'(1983:119), Jameson goes on  to  argue ihat the sort of
postmodernism which resulls from this state I8 al one with modern
consumer soviety, and [ therefore "replicatos or reproduces -
reinforces the logic of consumer capitalism*(1983:125).

His writing iz emblematie of the concern fn postmodern debates which
foous on the relatfonship between ‘high art' and nopular cullure,
Commenting on "the erogion of the older distinction between high culture
and so-called mass or popular culiure"(1983:112), Jameson argues that
this feature of postmodernism is in most cases problematic, Jameson
relales his points to cultural forms such ag popular movies (for example
‘Star wars' and 'Ralders of the Lost Ark')., While {he features he
examines In these particular works may not have direct relevance to my
arguments, what Is significant here s the faet of such texis (examples
of popular culture) being examined in the same context as high art, 1
have noted {his aspect of his writings because of the way It reflects a
major fenture of postmodern intertextuaiity - "the effecement of some
key [cultural]l boundaries or separatlons"(Jameson, 1983:112),

It is clear that for Jameson, mass cullure and postmodernism need Lo be
digcussed together, Jameson writes that "the emergence of postmodernism
is closely related to the emergence of ... consumer, or multinational
capitalism®{1983:125),

For [Jameson], just as the productive basce of
capltalism has moved (hrough different stages, from
competitive caplialism, through monopoly capitalism,
o mul'inational (or ‘late’) capltalism, so the {erms
of  ocultural oxpression  have  undergone  epochal
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the origlnal text s not, in the end, addressed Is of course a point
that could apply to any use of parody. The question that could be asked
here is, is this . IP-referentlality thai different from the formalism of
modernismn?

I now move on from the sort of parody of quotation {(or ‘double
quotation') which Koong’ work exemplifies, to return to more general
questions around parodic quotation. I have noted thus far thal Foster

sees quotation in general as deeply problematic for the production of a

critical practice. He argues that this problem is compounded by the
nature of pluralism, which ~s I noted earlier, posits all cuoltural

positions and cultural forms as generally equlvalent., Foster proposes

that "as pluralism s withr at criteria of its own, old wvalues are

revived, ones necessary to a market  based on  taste  and

conuoigseurship, such as the unique, the visionary, the genius, the
masierplece™(1992:17). Foster's point of the artlst as vislonary and the

artwork as unlque, is particularly appropriate to problems of painting
explored In the previous chapter (exemplified by Neo-expressionlsi artist

Jullan Schnabel's work Exile).

If it is mrue that all cultural positions and cuoltural forms are
aquivalent from a pluralist perspective, then a practice of this sort
could lose the dimenslon of the soclal, This detachment from  any
historical specificity Is a phenomenon which Foster refers to as the
Yahistorical" nature of much postmodern practice (1994:16 el passim)., He
argues that instead of engaging historical forms in  order Lo
deconstruct them, postmodernism of this kind "tends to assume historlcal
forms - cut of context and reifled"(1992:16), This problem of ‘ahisiorical’
practice ag Foster sees i, Is embodled in, and compounded by, certain
forms of dquotation, [Foster points out that when Llhe quoled or
appropriated texts are placed outside of thelr original context (thereby
loging thelr connectedness to the relevant particutar socio-political
condition), there 1s a danger that they will be naturallzed.¥

Jameson addresses this idea of the loss of context brought about
through the process of quotation, in a dlffsrent way, (Jameson's views
are useful here as he eoxamines postmodernism  from a  hroader
poerspective than the other corities referred to 50 lar), In his cssay
TPostmodernism and Consumer Society’ he refers to what he calls the
"schizophrenfe experience" in postmodernism {(1983:118). Jameson uses 48 a
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In these two works (as with the rest of the works which make up the
Statuary series), material seems to be marked by Koons as important in
terms of parody. s effectiveness in  this respeect is, however,
debatable, The stainless steel Intensifles certaln  qualitles of the
copies which Koons uses as reference, A brief look al ' 2 effects which
result from this use of material may show why determining eriticality in
these works is problematic.

In the case of the PFrench Coach Couple, the fluidity and reflective
quallty of the steel accentuates the [lorid style of the statuette,
while simultanecusly serving to confuse the forms, so that the
goeneralised ‘bad' casting, typical (o cheap mass produced poods, Is
emphasised, In the case of Rabbit, the steel accentuates in a different
way: reflection and fluldity intensify the taut, bland quality of the
(originally plastic) surface. In Rabbit, the steel seems to accord the
figure a sort of monumental quality, so that it could be read as a kind
of trophy. While one might sce this as & parody of the transient, 'Junk’
status which the plastic rabbit actually has, and a critical comment on
America’s elevation of its consumables 1o icon-like stature, & case for
collusfon could also be argued. The Intensification of the copied
figurines' fealures, coupled with the gliuring wvisual quality of the
steel, might lead one to conclude that the overriding function of this
gteel is one of seduction,

Koons has marde comments which indlcate that he may in fact want the
viewer to be seduced, With reference 10 a serics of works called
Banality (objects chosen for thelr ‘kitsch' value), he commenis "I wanted
t¢ remove their [the bourgeols colass's] gullt and shame sbout the
banality thot motlvales them and which they reospond to ... 8o that they
can embrace what motilvates them and what ihey respond to“(Koons, in
Muthesiug, 1992:28). This route which Koons supgpests the viewer takes to
overcome a culture which, as he put t, "debases" them (through
seduction), is at the wvery least, problematlc. It would scem that
ultimately he invites the viewer to submit to consumer culiure rather
than view It critically. Here, the viewer is made into a dupe of sorts.

Rose¢ hag said of this sart of quotation thet: "the conscipus use of
parody to parody parody, may be seen to lead the paredist only deeper
Into a maze of self-reference{1979:156). The danger then, from Rose's
point of view, is thal the values attached to Lhe ‘origihal’ text (Lhat
which is paradied), are never addressed or chailenged., The danger thatl
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Fig.7. Jeff Koons, Inflatable Hlower and bunny.,
{Tall yellow, Pink Bunny) 19879, (reference .or Rabbit).
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this context, is his Box In & Valise, 19683 (fig.8), comprising a box and
various objects put oul on display. Among these objects are
reproductions of paintings. In grouping these painted Images with a
collectlon of objects - all of which could be read as readymades -
Duchamp produees the conditions whoereby the painted images may
ithemselves be seen to be readymades,

Fig.8. Mareel Duchamp, Box in a Valise, 1963,
Mixed Media (box with 68 objects),

Also significant here are Duchamp's own comments regarding his use of
readymades, These comments reflect bhis view thal anything constitutes
a potential readymade. This could even inelude ithe processes of
oungcious thnu'ght. that s, thought marked by & certan kind of
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CHAPTER FIVH: READYMADES,

While 1 have Identificd the use of readymades as a stratogy, |
prapose that it s only In conjunction with Lhe other coneeptual
tools' -~ parody aid metonymy - that readymades come into opoeralion
as such. By defining readymades {n this conlext (as part of, and in
relation te, parody and metonymy), I should become clear that 1 do
not perceive readymades as objeets or formal devices alone. I use
the term to refer to both ‘thing' and process, These could be
repragsented for instance, by ‘expressive’ brushmark, and by the pre-
glven fleld {canvesg)., I use the term readymades rather lhan found
objoct or objot frouve for particular reasons, One reason is thal the
ferm readymades stresses the sense that the obfects In questlon are
manufactured rather than natural (a natural object, In thls conlexi,
belng for cxample a sea-shell), The term {ound object seems more
neutral in this respect, The stress on the manufactured qualily of
the object is important In view of wy concern with popular culture
and the notion of reproduction, My other reason for the cholee of the
term is that I use i 1o indleate something pre-glven or preformed,
Thls might Include for example, pre-given images or ‘readymade’ pre-
glven surfaces.

The term readymades (or 'the readymade') 4 now part of the language
of art. Its use reflects oritically on concepts of originallly and
autheniicity amd undermines the apparent coberence of discipline-
specilfic purity of medium. The notion of readymades has been scen,
historlcally, to have ralsed questions around dofinftions of art. I
would be inappropriate to discuss rcadymades without referving Lo the
work of Marvel Duchamp (1887 - 1068), who first introduced readymades
Into the ipstitution of art. The most commonly cited of these
readymades are his famous Bottlerack ,1914, and Urival, 1917. Bui what
is probably of more signifleance in the contost of this rescarch, is
Duchamp’s use of Images and texis as readymades, lere T refor Lo the
Mona Lisa [mago, LILOWOQ, 1918, and a work comprising his own words (a
eopy, typed out by the artlst, of a speech made by him in 1861) which
he tliled Apropos of Readymades, 1961, Another Interesting work, in
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NOTES,
1 For an extensive definitlon of metaphor see Chllders and Hentzl, (eds)} {1995).

2 The uge of the word reading, in relation to postmodern ar{, may be connected,
among other things, to the shift within pogtmodernisa from work to fext, & shift
which reflects intertextuality, See for example Foster (1985).

3 Fiske interprets Jakobson's writing on metonymy differently to critics such as
Fred Orton. Orton sees this relation of part to whole as being only one 'type’
of metonymic relation.

4 Silverman notes that in a similar way, metaphor, paradigm end condensation may
be assoclat 4 for the fact that *all three derive from the perception of
gimilarity";1983:87). For a detalled account of this, gee 'Similarity and
Contiguity' in Silverman (1983).

§ While the relation between written text and image 19 not of central importance
in this dissertation, I feel it relevant to mention the polnt for the fact that
1t highlights the (often) very textual nature of the serial form, as 1t I8 used
in postmodern art.
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Two agpects of metonymy seem to emoerge a8 Important here, One is the
relationships of condigulty which metonymy plays on, the other is the
relative privacy of lar ,uape implielt In metonymic readings, wWhile thege
two aspeets or functions are distinet, they are also related: both of
them play a part In foregrounding Intertextualitv,
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quote again a comment of Pollock’s (previously chted In the Introduction),
She nntes that "[expressionism's] cowbination of gesture and irace ...
socure by melonymy the presence of the artist"(1986:142),

I touch on this problematle aspect of metonymy for the same reasoen
that I cite both Oliva’s and Dibosa's use of metonymy. Namely, to
highlight the fact that no lerms or  strategles cxamined (n o this
regsedarch, metonymy  included, are viewed a3 in and of  themselves
Jlective - that {g to say oritical - In absolute ways, They are ‘open’
processes. I Is the parteular ways In which processes are mobillsed
which produce the condltions for critical interveniion,

At this point, T would like to touch on certaln aspects of repetition
which are often implHeated In moetonymy. One such form of repotition s
seriality, Serlality has frequently been discussed as a dovice which can
be seen 1o place a certain moderndst sinpgularity tnto question. Mary
Kelly, in her toxi On Representation, Sexuallly and Sameness, addrosses
serlality as a strategy which "breaks down modeenism's holy paradigm:
the single, essontially expressive and  preferably  non-digcursive
ploture”(19687:102), Kelly sets metonymic ‘readings' up in her own practice.
For example, In the series of works which make up Postpartum Document,
1873 ~ 1979, she ugses multiple represendational systoms which Include
human traces { In this case, the handprints of hor child, among other
things). This reflects her position that "there's no single theorelical
discourse which {s going to offer an explanation for all forms of soclal
relations or for every mode of politfeal  practice®(Kelly, 1982:33)
Serdality in this form, Interestingly, often Includes weitten toxt ag well,
Inclusion of wrltten text more often lhan not lotroduces a  differont
discursive framowork into the 'visuality' generally seen as primary 1o
modernlst  discourse. It also, lerally, refleets  intertextuoality, by

highlighting ‘Impurity’ of disciplinge,s

Meionymy may draw  attention to seriallty's potentially  discursive

functlon, The ambivalence or  mulliple meanings  produced  throupgh
metonymy, make it, arguably, more productive than melaphor In setting up
a process of questioning in the viewer, In this way thoen, modernisi
digelpline-gpecitic purlty may be challenged. Modernlsm, as Michael
Nowman puts {t, blocks the posstbilily of a "theoretically (nformed
eritleal and deconstructive practice*(1980:121),
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nostmodern works Is not necessarily repgarded, as It 1s by Orton, f(or
example, as & means of challengiug notions of stereotype.

In referring to Mhosa's text [ also emphasise the offectivity of
metonymy In constructing particular subjectivitles or [dentities. while
Dibosa takes examples which consgiruct dominant Idenlogles over and
over, T suggest that metonymy can be used as cffectlvely to deconstruct
these ideologles, thereby destabilising the assoclated ldentlties. Tn this
way, metonymy ¢an work (o reconstruct or recuperate a multipliclty of
meanings formally repressed.

At this point 4 Is Important to examine metonymy which is used to
different effert. To see how thlg might function {* visual art, 1 need to
presenl & case in which metonymy serves to per - tuate rather than
challenge dominant disourse. Qliva, who a8 [ noted, championed the cause
of the Trans-avantgarde, uses the notion of metonymy as a kind of alibl
for an ‘anything goes' sort of pluralism, where the unfixity of meaning
effectively amounts to unaccountability. PFor Oliva, metonymy has
relevance for its neutralising effect. This neutrality is ilmportant to
Nep-expressionist  palnting In that it veflects an  apparently
ideclogically ‘free’ positlon In relatlon to quotation. Oliva writes that
metonyny (8 "free of symbolle capaciiy", and thus able to produce a
"neutialization of ... strong meaning"(1982:18), Oliva goes on to suggest
that ihe unstable meaning produced through metonymy has as Ilts direct
consequence, the dissoluifon of any ‘“ideological Flxity"(1982:24). My
conception of the possibllitles offered by metonymic readings Is dlrectly
opposed to Ollva’s, I explore & form of metonymy that {8 set up to
disturb certaln heirarchles or values in a way which I percclve to be
critical. This s a way which, unlike OQOliva’s, s determined by a
particular pusition. In other words, where entltles, forms or ideas often
viewed as distinct, are (through metonymic links) shown to be related,
this connection ls acknowledged not to convey ideological neutrality, but
io reflect a subversion of stereotypica. notions of difference and
calegorisation,

Hove it seoms tmportant to bear In mind that a particularly problematio
gort of metonymic reading exists In relation to expressionist palniing.
By this I mean the connection that I8 conventionelly made between
autographle mark and artist's prosgence, 1 feel it appropriate here to



assoclative chain to the momeni of Its constitutive
pro-'uction, which will, In principal at lea=st, reveal
Ity meaning amnd reference”( 1987:172).

An  allernative reading of metonymy can be found In Danlel Dibosa's
casay ‘Metonymy: Objects and the dispossessed’ (1993). In opposition to
the way mewonymy is usvally seen to function. Dibosa suggests that
metonymy may be used to p -y a central role In perpetuating the logic
of popular culture, Like Orton, Dibosa sees metonymy as an Important
part of wvisual represeniation and regards s lnguistic functlon as

only one application, Dibosa explores metonymy as a trope that is used

in postmodern popular culiure to construct identity through assocations

with oblects. He concentrates on televisual advertising and photo-

Journalism..

Pihosa dlscusses the way that particular sets of objects and scenarios
within advertisments and photographs are (metonymically) Unked to
particular ideologies, In relatlon to television, he propeses that these
sorts of assoclations construct a partfcular subjectivity (his example
being that of the fairly affluent white subject){1993:138). He argucy that

the processes by which this Is dome involve the
exclusion of any other vcontesting notions of

subjectivity., Advertising, with {ts deployment of
metonymy and its employment of repetition as a means
of establishing coherence (the same melonymy over
and over again), continvally re-inseribes objects
with, among other things, racia y  exclosive

signifiers. Metonymy as a rhetorical device wiihin

this must be challenged (1993:139),

The way postmodernism and popular cullure are impboated, makes Dibosa's
comments most relevant to my rescarch, However, lts applicability for my
purposes Is also limited, It should be clear from my expioration of
metonymy thus far that ks fupctlon as defined In Dibosa's examples
(repregentationrs which define ldentity through commodity} Is only one
agpect of metonymy, My main reason for drawing on the fdeas Dilosa
propogates, is to highlipht the fact that the use of metonymy in coertain
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and quite direct language of parody is disturbed by the more private
and amhiguous language of metonymy.

In ihis respect metonymy may be used to undermine the reproduction of
stereotypes. I argue that the ambiguity produced through a certaln use
of metonymy can invert the logic through which stereotypes are oreated
and perpetuated. (In the case of my own paintings this would bhe
stereotypes relating to gender and sexuality). Baudrillard svggests that
ambivalence may be the only way to produce a crilical practice. He sees

it as bringing about "a rupturc of value"(1981:150). Here I assume
Baudrillard refers o dominant or popular wvalues, as reprsented lor
example, through mass media,

In relation to the stereotype, a view of Jakobson's which Orton notes,

is Interesting here, Although used by Jakobson in relation to writlen
language, these comments reflect the way metonymy may be used as a
strategy to challenge stereotypes encoded in visual representation.

Jakobson noted the aptness of metonymy for the
expression of repressed wishes and saw it al work
in the censored letters of prisoners speaking about
their privation and desire... [Metonymy] represents
not the object or thing or event or feeling which Is
lts referent but that which fs tled to & by
contingent or assoclative transfers of meaning., In
this way metonymy permits the utterer to  Oypass
obstacies of social censure lncluding those which
are consciously or unconsciously  self-imposed
(1587:172),

Wwhat Is important here. In terms of the crillcal position 1 propuose, is
io emphasise that while metouymy may not operate In a public sense, it
Is at the same time not closed {o interpretation. As Orton notes

"there can bo no such thing as wholly privale
language, possessing  totally  Individualtzed and
Isolated mesnings, Kven the most private metonymy 's
publiv fasorar as It v a language, a communication,
hag a history. It can therefore be pursued along s
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Displacement suggests another text in which the displaced Image or
meaning may be located. Through this process of displacementi, meaning In
the work is rondered contlngent, never complete because i is always
related to texits and {deas which exist outside of s  apparent
boundaries or frame., In this sense, texts may be perceived, In Kaja
Silverman's words, ag "discursively adjacent"(1983:108).

Orton's remarks polnl to the intertextual readings which metonymy
accords through certain kinds of connectlons. These connections may
also be expressed in terms of conliguity, which as I noted, is a defining
process of metonvmy. Sllverman's writing is useful in relation to this,
where Orton glves attention to the concepiual relations that are formed
through cnntiguity, she emphasises the physical relations. She notes
that metonymy may be associated with syntagm, because both fnvolve the
principle of conliguity.1 She goes on to note about sv tagm that "the
spatial disposition of objeclts In a painting or photogr .pli establishes a
syntagmatic connection between them ..."{1983:106). Silverman refers to
‘actual' physicel space here, We may also think of these spatial
connections in terms beyond the relation of ohjects within a single
format. The connections between different, separate works in a particular
space are, arguably, just as strongly foregrounded through contiguity.

while metonymy's role in producing continuous [nks between texts s
important, it is necessary to note that these links, as Orton points
out, are often remote. This produces relations between signsg that are
far less stable than is the case with metaphor. This potentlial
remoteness of melonymy has implications for postmodernist discourse. As
noted, a defining feature of postmodernism is that (relative to
modernist & pre-modernist models) the sign s perceived as unstable,
This concepl of the slgn foregrounds possibilities for interlextuality in
that it reflecis the notlon that any text is contingent, and open to
change (Foster, 1088:184). Ambiguity is more ofien than not the result,
and a multiplicity of meanings is thus suggested. The text 18 therefore
subject to different readings. I proposed earlier that this ambivalence
of meaning could be an important tool for critical interventlon when
used (0 conjunction with gquotation (where the ‘orlginal' lext{s) Is
recognisable In some form). In thls way the authority of cach form of
repregsentation quoted may be challenged. In this sense, melunymy and
parody can be scen to functlon in relation to cach other - the public
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difference: and determining metonymy is the externz relation of
continuity and remoteness"(1987:171}.

Orton explains the difference between the two very clearly, so I wiil
use his words again here to define the way metonymy operates In
visual terms: "Metaphor is based on a proposed similarity 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 associatlon or
reference®(1987:171/172}.

The important polint here is the HUnk through associaiion thet ls created
with metonymy as opposed to the analoegous relationship that signs are
Elven when metapher 18 used, Metaphor could also be described as a
trope which Implies comparison (Childers and Hentzl, 1995:185). Orton
notes that usually "au metaphor is easily understood because the
metaphoric assoelations, 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 multiplleity of
meaning. Metonymic relatlons are potentfally more obscure, less stable
than are metaphoric relatlons. There is no setting up of equivalents or
substitutes. Joseph Childers and Gary Hentz{ offer the foliowing 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 wvisual art, one can see how this sort of
meaning production might be translated into visual terms.

Instead of equlvalence or analogy, Orton puts it that the metonymic
processges are "reduction, expansion and assoclation". Synecdoche is a
particular sort of metonymic relation, in which the part ls 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 »bcut. The process of
referring to something which has been : sitted, points to the
dlsplacement and deferral which the metonswmic processes create. As
Orton remarks, metonymy is "the record of a lacuna, of a move or
displacement ..."(1887:173). The notion of displacement is especlally
important here, in the way it may be impllcated in [ntertextuai +eadings.

57



condition partly provided by 1he convergence of modernism and
postmodernism (1987:170-174). By this convergence 1 mean a use of  both
modernist and postinodernist elements within Individus! works, This may
set up a tension or dialectic.

Orton refers to Jakobson's discussion of metonymy and metaphor as
these terms operate in the linguistic fleld. He demonstrates how an
understanding of the partlcular 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
Jekobsor: points out, language functions because of the assoclation
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 undersiood and
ugsed by the addresee. No encoding or decoding of meaning can occur
without ihis "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 (1387:171}). Here
we can understand "preconceived possibilities" te refer to whatever
both the artist and viewe~ understand by certain visual signification.
(This would necessarily entall similar cultural backgrounds or visual
‘education’t. 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
gignifles <+ - and that blue wavy lines signify sea, but if we do not
understand the cultural significence 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 thls 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
exlernal relation of association. For Jakobson, metaphor and metonymy
present the most condensed expression of these two baslc 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. T 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 Ils use as & strategy within
(nec)expressionist work, it is necessary to examine metonymy in its
broader theoretical context.

Metonymy is essentially a linguoistic term. It has its roots in Mterary
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
chvicus as this chapter unfolds,!

Recently, metonymy has hecome increasingly Invoked Lo account for
parti ularly complex readings of wvisual art? As Daniel Dibosa remarks,
*[Metonymy] has, as a rhetorical device, bheen no less persistent within
the construction of visual methodoiogies 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
vigsual practice.

At this point is it necessary to define metonymy in its more reguiar
use. John Fiske notes that "metonymy works by using a part or element
of somothing to stand Ffor the whole.d Metonymy and metaphor are,
according to Roman Jakobson, the two fundamental modes of communicating
meaning"(1984:181), Fiske goes on to say that “"fmletonyms work
syntagmatically; we construct the rest of the ‘story’ from the part that

we have been given, in the same way thalt 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 {n visual art, and more specifically
in relation to my own painting, I have found Fred Orton’s obsgervailons
flluminating. While he explores metonymy in relation to Johns's works, his
discusslon has broader relevance to metonymic meaning production In
visual art., I therefore quote or make reference io his writing
extensively here. He is one of the few critics to have advanced
theories of metonymy in relation to & particularly complex configuration
of visual art - one which may he represented In terms of the ‘threshold’
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metonymy. This does not mean to say that parody and readymades are
not also Ffeatures of the works., In a similar vein, I use Lichtenstein's
works as exemplifying parody, especially a parody of palnting. Again, this
doos not Imply that elther metonymy or readymades are absenl from
Lichtenstein's  work. Lichiensteln's use of readymade  C‘oxpressive’
language, in the image of a brushmark, 1s particularly useful here sz an
example of a parodic or mocking palnting,

The examination of selecled artworks by Johns and Lichtenstein should
be understood primarily as constituting a framework for discussion of
my own practical work. I feel it important io repeat the point that ft s
strictly within these terms that 1 address the artworks. This
dissertation in no way claims to analyse the works in broader terms.

Iig,10, Jasper Johns, Rield Painting, 1963/64,
(il on canvas wlih objects.
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CHAPTER SIX. PAINTING REFIGURED AND CONYESTED:
JASPER JOHNS AND ROY LICIHTHNSTEIN.

Certaln works by Jasper Johns and Roy Lichtenstedn are luminating in
rogpect of the strategies [ have ldentifled as appropriate to a ceritical
painting practlice within postmodernist disourse. Whilst nelther artist
can be sald to be quintessential'y postmodern, certaln aspects of their
work reflect a kind of ‘impurity’ (of both feonography and form) which
could be perceived as postmodern, Here I relate this to the notion of
[ntertextuality explored In provious chaptors.

It is significant to note that both Johnsg and Lichtensteln have heen
categorised as Pop artists. Pop art defined itself largety against the
ideals of modernist - Abstract Expresslonist - palnting. Many Pop
artists reflected this by parodying high art. (As [ noted (n Chapter
Five, Pop art wasg alse characterised by the use of readymades - both
readymade objects and readymade visual language).

The works of Johns's and Lichtenstein's wilch [ discuss here, have heen
chosen fur the way they bear out significant aspects of parody,
metonymy and readymades. This is seen agalngt a backdrop of a
problematizatlon of the ‘expressive’, which i3 sald to characterise both
artists' work. The artworks have also been chosen for the way thoy
might relate to the analysis of my own painting, This s of major
importance, As the artworks serve to contextualize my own painting, my
exploration of them in turn s largely determined by particular needs of
my own practice. I need to emphasise that it is not the purpose of this
dissertation to analyse works by Johns and Lichtensteln {n  their
broader art historicdl context,

Parady, metonymy and readymades, all, arguably (through a partlcular
kind of reading), feature in the works 1 have chosen for discusgsfon. They
feature in different ways and for different reasons, Mostly they octcur
through processes of quotation and repetitfon, While the works of both
artists have these features In common, I have also chosen these
artlats for the differences in thet works, The difference In degree and
kind of use of the strategles me.doned above, serves to highlight, In
the ecase of cach artdst, different aspects of my argument, For instance,

I see Johns's works as being wmostly signiflcant for an exploration of
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NOTES

1 In this instance I mean modernism as a time period rather than Greenbergian
modernisn in particular,

2 In relation to Duchamp, Joselit has suggested that his "puns, opaque
statements and allegorical demonstrations [may ve thought of) as a kind of
ggsisted readymade®.(1993:55) As in the case (mentioned earlier) where
intention is seen to be implicated in readymades, the artist's material
realization of these verbal constructions is implied.

3 My own paintings will also be conaidered in these terms. In these works, I
gquote the algn of painting: quotations of expressive brushmarks and cartoon
images for example, are used to signify readymade or pre-given language. With
my inelusion of fast-food bhoxes and gift-wrap paper as surfaces on which to
paint, I reflect on the canvas a5 a preinscribed field.
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NOTES

1 In this inutence I mean modernism as a time period rather than Greenbergian
modernism in particular.

2 In relation to Duchamp. Joselit has suggestsd that his “puns, opague
gstatements and allegorical demonstrations [may be thought of] as a kind of
asslsted readymade”.(1993:55) As in the case (mentioned earlier) wheve
intentlon is seen to be implicated in readymades, the artist's materisl
realisation of these verbal construcilons is implied.

3 My own paintinge will also be considered in these terms. In these works, I
guote the sign of painting; quotations of expressive brushmerks and cartoon
images for example, are used to slgnify readymade or pre-given language., With
ny Inclusion of fast-food boxes and gift-wrap paper as surfaces on which to
painy I refiect on the canvas as a preinscribed fleld,
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Fig.9, David Salle, Melancholy, 1983, Mixed Modia,
(01l and acrylic on canvas with umbrellal.

\_1: L
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Peter Burger's comments are useful heroe. He suggests that readymades
within a posimodern context have Uitle ability to function as a
strategy which critiques or subverts stereotypical notlons of art, In
his wview, postmodern use of readymades s In 2 way opposite o
modernist use, e comments that Duchamp's Urinal is  intended to
destroy art as an Institution, including the destruction of
institutional forms such as museums, galleries and exhibits){1984:51/52).
He goes on lo argue that the opposite is true of a postmodern use
of resdymades. Burpger suggests that the postmodern artist s simply
"adapting” to the art markel, rather than "denouncing" it. The artist
is In fact, according to Burgoer, asking to be accepted {1984:51/52).

Burger has a strong point here. Readymades, n postmodernisi art,
could be seen in many Instances, to be included for thelr commodity
value., Readymades are used In many cases, Lo mark a work as avanl-
garde, They have in a way, become a sigh for art in much the same
way as gestural mark has, {I would sugpest ihat Neo-expressonist
painter David Salle's use of readymades -~ fig.9 - 15 a case in point).
It becomes clear that to identify a critical use of readymades is
compiex within a postmodern context,

It seems appropriate to end this chapter with a comment of Umberto
Foo's, which expresses his general view of postmodernlsm. Here the
postmodern condition ag &8 whole is seen to be accurately expressed,
even poverned, by the readymade concept. Eco sees overything within
postmodernism as pre-glven, already known, His comment is especlally
appropriate to my discussion of readymades as he uses the example of
pre-given languape, While verbal language Is used in thiy Ingtancs, 1
feel it 2 very appropriate cxample of the way In which visual lenguage
too, may be readymade or pre-formed, for both artist and viewer.

I think of the postmodern atiftude as that of a
man who loves a very cultivated woman and knows
he cannot say to ber, T Jove you madly’, becgusoe
he knows that she knows tand that she knows ihat
he knows) that these words bhave already bheen
weitten by Barbara Cartland (1985:67/08).
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most often reflects in Ity use of readymades, Is the fact that, in
accordance wilth Baudrillard's theories ot consuror  culture and
simulation, our notion of the material world is constituted through,
and in some ways equivalent to, images.

Intertextuality Is seen here as central to this coritique, and
readymades are particularly relevant in this reqpect. The Inclusion of
readymade elements within s painting may operate In a number of
different ways to break the modernist notlon of the palnting as a
selt-sufficlent and closed field, For this reason the readymades which
Interest me are those used as a part of a work rather than as a
work In their own right (ag lfor example s the case with works such
as Duchamp's Urinal or Bottlerack).

I feel it importanli 1o note that the use of readymades within
paintings does not necessarily result In a coritlcal practice. (As 1
mentioned In relation to metonymy and parody, no strategy is In and
of itself coritical). Readymades might in lact cause problems for
critigue. The ipclusion of mass produced objects or ‘readymade’ images
and phrases (the wording (rom particular advertisments for oexample},
may operate, as was seen to be the case with parody, as "iribute"
rather than "target". In Hutcheon's words (18985). Thelr use also ralses
problems of a different nature: for all that the use of readymades
problematized art historlcally, and, some might argue, continues to do
g0, it Is equally interesting to note that as medlated as thig
activity Is (borrowing forms and represeniations Crom both ‘non-art’
and art contexts), the rhetorie surrounding it contlnues to invoke
notlons of the artist as genius, the work as some kind of wasterplece
(albeit a different sorl of masterplece). Thus, 'aura’ around the
ariwork and the artist are malntained. (Here, Duchamp s agaln & good
cxample), In this respect it is Interesting to note that bDuchamp has
slgned many of his readymades. This applies even to the ‘unassisted’
readymades which consist of only an object, which has not (save for
the change of the object's cuntext) been manipulated in any way., Tho
artist's preschce may now  be felt' hy the viewer Lhrough the
presence of his  slgnature rather than {as In the case of
expressionist  works) through the painted mark. Thus, ‘aura” s,
arguably, still an {mpovtant part of the artwork (albelt that in
Duchamp's case, the use of the signature {s intended as ironle),
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work of art {the painti~¢] as 2 thing exhibited In a place"(Harrison &
Wood, 1993:227).

Joselit discusses readymades In lnguistic terms, He suggests that
their use disturbs conventional (modernist) wvisual signification.
Joselit uses a linguistic model to e win his view that the readymade
may “unction to collapse the Sassaurian modet of the sign as
composed of & signifler and signified which are distinet from each
other, He uses a letter of ihe alphabet to demonstrate this point,
Joselit writes that "the letter ‘a’ for Instance, is identival to what

it signifies: the letier 'a'." This {8 "a sign whose material signifier is
identical to s signifled"(1993:58). In the same way, he sugpests,
readymades may be read to be simultancously signifler and signified,
or ag he puts ft "a sign of ftsell"(19973:58).

Thiz reading of readymades is cspecially Importani for painting. in
what might be called a conventiona! reading of a painting, signifiers
such as expressive mark are seen Lo conneote, for example, originality,

authenticlty and spontaneity. To reveal this assoclation between

signifier and signifled (expressive mark ag synonymous with
spontanelty, instinct, ete) 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 inany forms.

Readymades, having the potentlal to collapse signifier and signified
{nto one, may effectively undermine an (assumed) stable correlation
between signifier and signified, that Is, between expressive mark and
notions of authenticity and se on. In a critical painting practice
whare gestural mark is used, this mark would not stand for originality
et¢ in an unproblematic way, but instecad would be understood as a
sign which signifies *painting’,

This complication of the sign could be related to simuletion. Qne of
the Issues of readymades which can be sald to remaln central in both
modernism and postmodernism, Is lhe desire to deal with Lhe gap
between the material world and Its image (In the form of the artwork),
so that this relationship might be critleally addressed. One of the
features of postmodernism connecled to, and affecting this, 18 the
relationship between ‘high art' and popular culiure: what postmodernism
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of 'high art' versus popular culture. Rather, it can be seen to point
to broader concerns with representation in postmodernist discourse,

Neo-expressionist painting has made much use of readymades as a
particularly relevant strategy for current palniing practice. The
notion of artistic presence Is embodied in the way readymades are
used In certain  Neo-expressionisl works (here 1 am  thinking
particularly of certain works by Schnabel). Readymades in  these
instances, signify a kind of romance of the artist, In which everything
he touches turns to pgold. Neo-expresslonist claims of a direct
corrolation between the gestural brushmark and the artist's presence
can also, In this way., he seen t0 extend to readymades. A more
criticai use of readymades would be one which commentis crilically on
notions of artistic presence, by signifylng, Instead of this presence,
Lhe artist's absence.

The term readymades, as mentioned earlier (particularly in relation to
Ductiamp) has been used to refer to a wide wvarlety of forms. These
range from certain Images and visual codes, to phrases, words, ideas,
or other elements of a work, as well as objects, which are in some
way pre-~glven, {(As mentloned before, this does also Imply material
expression of these words, {deas etc), This formulation of readymades
would Inciude, well known catchphrases or images from an estahlshed
vigual or wverbal repertoired flere 1 refer to visual and verbal
conventions such as the jingles from advertisments, the steucture and
layout of comice strips, and proverbs or cliched sentiments. Palnting
itself - {ts popular tmage or sign - mighi be considered In these
terms, lere 1 mean for example, reproductions of well known high art
works, or palntings or high art styles used In advertisments.
Readymades in this sense, have a direct connectlon io quotations In
Duchamp’s Box in a Valise (fig.8) lfor example, the reproductions of
palntings put out on display, could be scen as '‘quotes’ of high art.

As well as the consideration of certain verbal or visual cliches as
readymades, the palnting as a whole rould also be addressed In these
terms. This has been been made an Issue of hy certaln postmodern
artlsts (such as Danlel Buren), by faregrounding, through a variely of
methods, the objecthood of the peinting. lere the artist presents "the
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application reveals both a "contlnuity and "discontinuity" with a
modernist use of readymades (1993:55).

Readymwades have heen used by many artists to disturb certain
modernist notions (albeit that some of these artigls could be seen as
modernist). The notion of discipline-specific purity, as discussed in
chapter one, is arguably the feature of Gieenberg’s modernism which 15
most clearly challenged by a cerialn use of readymades. Greenberg, as
1 have noted, stresses the purity of the medium as an important point
for & valld art practice:r "purity in art consists In the acceptance,
willing acceptance, of the limitations of the medium of the specific
art"(1940), In chapter two, the aotion of this kind of media purity was
argued to have particular importance in relation {0 forms of
representation which are inseribed with masculinist values - more,
specifically, a masculinity that can be read as apgpgressive or
dominant. By this trken then, a certaln use of readymades, could be
sald to constitule a potential challenge to the type of monolithle
masculinist discourse usually associated with high modernism,

While modernizst painting In general may be problematised through a
certaln deployment of readymades, it Is expressionist forms of
painting in particular which have come to be most ~hallenged by
readymades. Notions 50 primary to expressionist painting, such as
spontaneity and artistic presence -  hoth of which accompany the
modernist notlons of authentieity and origlnality - are particularly
vulnerable, These notlons are problematised by the inclusion of
readymade manufactured articles, as these articles show  little
evidence of the ‘hand-made’ gquality 8o Intrinsic to the artist's
painted mark. This is of course nol to say that the very cholce and
placement of the the manufactured article by the artist might not
signify In some sense, creatlvity, a.!.s. 8 touch, genius eic. Clearly,
ali these permutations would deprc on the kind of readymades used
and in what context they were placed (be this within a painted 'frame’
or lsolated in space)., The evoeation of mass production in conjunction
with handpainted passages In a work makes an  issue of  the
relationship between high art and popular culture, However, as 1
discuss further on, the strategy 15 also more complex than ihis issue
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attained (1984:52). 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 seelng it as art"(1985:20).
While Jerrault’s suggestion involves itself primarily with aesthetic
considerations - aimed at revealing the ‘artistic’ or aesthetic value
of the object in guestion, my use of readymades in my painting (as
further discussion will rev=al) s more pointedly directed at
questioning those very aesthetic conslderations which Perrault refers
to,

Art historian David Josellt, views readymades in perhaps a more
complex way than does Perrauit. Joselit polnts oul that the precise

implications of readymades for art practice need to be considered in

terms broader and more Intricate thar those In which he feels many
¢ritics have addressed the issue:

The apparent simplicity of the readymade concept
has been exploited by critics and art historians
... o obscure the specificity of its meanings in
different artistic or historical contexts. Too
often the strategy of appropriating objects Is
seen a. a simple Indictment of the commodifed
oature of the artwork - as a monolithic reduction
of its status to that of an everyday product; a
reduction which, it Is implied, operates In the
same way in 1813 ag it does in 1860 (1993:55),

Josellt pgoes on to acknowledge that the issue of the ariwork as
commodity 18 in fact Important, but siresses that this is only one
aspect of readymades’ significance for art practice. This view reflects

my own concerns with readymades. For example my concern with
readymades is the potentlal offered Lo undermine notions of mastery
and genius, (I explore this further on In this chapter). Joselit is
useful for my purposes as he explores what might constlitute a
particularly postmodern application of readymades. In his view, this
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intention. In an Interview wita Pierre Cabanne, for instance, Cabanne
reminds Duchamp that he has "compared the readymade to a sort of
rendezvous"(1971:49). Duchamp responds by commenting that "I was
preoccupied with the idea of doing a certaln 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 iis
extremity which makes it useful to cite here. It marks the polnt at
which a form or thought might constitute art when it s frawmed in
terms of artworld 'language’, or placed in a gallery context. This idea
of the thought as constituting a readymade would of course, always
imply some form of materialization - that is, some physical action or
object. As with parody, readymades 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. Puchamp was rather sceptical
of 'expressive’ painting (Cabanne, 197ij, but was more partlal 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 functlon of readymades in
postmodern practice Is complex and diverse. In this chapter ! 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 palntin<g.

Within Duchamp's context, and within modernist painting, the use of
readymades amounted to a drastic atiack on traditional ideas of the
pallery as well as the artwork.' In a postmodern context, this Is
changed. Pervasive uge of readymades within postmodernist (as well as
certain modernist) works sugpests that readymades cannot bhe arguoed
to hold the same resonance today as in Duchamp's time. Peter Burger
{writing in 1984} sugpgesis that no maiter what object an artist today
might exhiblt as o readymade (he gives the example of a stove-pipe),
the Intensity of protest of Duchamp's readymades can never be
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subvert notions of authenticlty and spontaneity, Rather than marks of
expression, these brushstrokes are signs which Indleate gestural mark,
Foster has sald of the brushstroke Images that they work o oxpose
"the gesture az a sign - a sign that does not present the real or
register the self so much as It refers to other signs, other
gestures"(1992:63).

Fig.16. Roy Lichienstein. White Brushstroke, 1963,
Ol and magna on ranvas,

Although, as Foster asserls, those Imapes might make us aware of the
coding of the so calied oxpressive artwork, Lichtenstein’s brushstroke
works are also problematle, 1 ocould be argued that they funcilon o
make ihls coding scductive, so that while the broshmark §8 an obvious
parody of a real oll-paint brushmark, #t could just as casily work Lo
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consclously pre-formed or pre-given, with the sketehes, operating in oa
gense, ag tomplates (ool unlike the way in which Johns's stencllled
Imapes operato).

. o

Fig.14, Roy Lichtenstetn, 'Sheet off Sketches of Brushstrokes',
1880, coloured poncils on paper.

It the 8L extreme uses of brushmarks, Lichiensteln produces images
where the only thing represenied s the outsize brushmerk, as In While
Brushstroke, 1863, (Mlg.15). The ‘originally’ palnterly gestural brushstroke,
I8 portrayed here in a cartoon-like siyvie which shows no vace of the
artlst's "hand’. 1t appears to be mechanfeally gonerated. The oxpregsive
form and the cartoon form are conflated, N would seem, in order to

problemative concepls In (modernis) bhigh art, Llehiensteln's bhrushmarks

could be deseribed as simulations of expressiondsm, with the inlent to
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rather than being a "return to  representation  after  Abstract
Expressionism, [Pop Art] was a turn to simulatlon, to the serial
production of images without originals"{1980:89), The way that simulatlon
operates in these works iz at times problematic as an  effective
critlque of representation. Lichtensteln manipulales beth the langusge
of traditional high art and of mass culture. fowever, while his work
poses a challenge to certain potions of high art, some critles, ag 1 will
discuss here, have questioned whether he actually challenges the latter
at all

within the context of this discussion, oneg of the most important
aspects of Lichtenstein's fmages is the significance given to mark, Here

1 do not necessarily mear painted gestural brushmark, but whatever mark
makes up the Image which Lichtenstein uses as reference,  The use of
the benday dot is a commonly used ‘'mark’. The benday dotilng
characteristic of mechanically printed Images (such ag those In comics
or  newgpapers) are  emphasised  through  enlargmemn, amd  through
manipulation of wvarious other pictorial clemeuts. As & result the marks
that we previously read only as {one and colour, are clearly evident as

a kind of patterning over the surface, becoming shapes in the image in
almost the same way that, say, flgures are. The constitvent parts of
the Image c¢an no  longer be accepted as  ‘palural’  forms  of
representation, but are evideni as pletorial conventlons, Lichlenstein's
use of the benday dot takes the Image even further i'vom the teadition
of the hendmade unique artwork. Lichtenstein himscll sces the dots as
functioning In wvaricus ways In his worlk. In an Interview in 1970 he
comments:

W dots can Blave o purely decorative meaning, or
they can mean an industrial way of cylomding the
color, or data information, or finally. that the

Image 18 g Fake. A Mondrian with a sof of dots Is
ohwviously a fake Mondrian (Lichtenstoeln, In
Hemdriokson, 1988:48),

In certain Instances  Lichienstein's marks are constructed from othor
artworks or from a repetolee of different brushmarks which the artist
has buil up. He has In fact made up reference sheots of ‘oxproesstve’
mark - see 'Sheet of Sketehes of Brusbstrokes', 1080 {Tg.14), The notlon
of selecting his ‘expressive’ strokes from a referenee sheet wonld scem
to supgest a reading of those marks as  readymades, They  are
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The artificfal  construction  peaple  make s that

painting fs got Intellectudl, and does not involve

much thinking, but Involves psyelile or suboopselous
pressures  which are relrased through the act of
painting, But 1 think painting lke mine shows
obvious kinds of hesftation and reworking whivh
people  assoclate  with thought (Johns, In Franels,

1984:87)

This feature of Johng's work I8 importamt for the way It contests
assumptions about ihe Immediacy and spontaneity of  oxpressaonist
painting.

Lichtensteln addresses the language of oxpressionfsw n g way which,
formally, is in sharp contrast to Julns's work, While Johns cengages
modernist forms In order to oritique, Lichlensteln produces his eritique

through a language which can be seen to stand in direct opposition to
these forms, In Lichtenstein's work, both form and content read as vorsy
direct responses to ihe modernist paradigm. The modernist tenots that

encouraged purity of medium, the bellef In and pursult of Indlvidual
style, the expression of (he personal and of emotion through purely

formal means, the emphasls on the work as subjective intultive response,

are all clearly challenged, and Abstract Hxpressionism in particolar is

problematised. Unllke the way that quotation gencrvally operates in
Johns's work, where varlous texts are juxtaposed within & single work,
Lichtensteln, in most cages (apart from some of his lator works) quotes

a single referent (for example one frame from a comic book, or an ontire

palnting).? Within the frame of the fmage, the style ks coherent, and of

the same moded

Ag with virlually overy Dop arilst, his work roflecty a dlreel concern
with the relationship between high art and popular or mass culiured
This relationship, a8 reflected In Pop Art, {8 of Importance in its
Implications lor the way that repotition and quotation Cfunction In
postmodernism. As Pop Art's refer ats are almost always reproductions
rather  than  referents from  the  Creal'  world, images  such  as
Lichtenstein’s can be sald to slmualate rather than copy. They are nlways
‘second  order' Images, Foster comments of Pop Art In general that,
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and donles Iisell as a construction. In Johns's case, the readymade
objects used seem choseh specifically for the way they can oppose this
exprogsionist logle. The ruler (as I discussed) can be seen as a sign of
measurement for material ihings, the body parts as parodic slgns for
artistle presence (or absence), and the tools of his trade (cans and
brushes) as rovealing perhaps the reallly and act of construction behind
the brushstrokes. They signiCy the artist and the process of arimaking
In a manner which disrupts the coherence of the language of
exprogsionlsm (and by implication, neo-expressionism),

Johas's use of readymades goes furlther *han this, It has been noted
that even the depleted Images In hig works allude to the found objleet:
*what he makes in his paintings retain a quality of the found; hence his
penchant for the {raced {or indexical) Image, linked nol 1o a style of
rendering, but {0 a real objeet"(Shiff, 1987:15(0). The stenell letlering
which Johng has repeated ofien. ag it ocours lfor example in Device
(Fig.t1) is one oxample of this., The form of the lettoring 1s dictated by
the physieal border of the stencil the letters were traced from, rather
than by any representational form or ‘style' thal could be seen as part
of paintings's repetoire. As Johns has sald of slements such as the
stencll  lettering, "they seemed to be  pre-formed, conventional,
depersonallsed, factual, exterior clements”(Johns, in Livingstone, 1991:48),
Johns has alse referred to the pre-formed elements he uses as "things
which the mind already knows"(Johns, In Livingstone, 1001:281), 1 find (his
comment Interosting Por s relatfon 1o the notion of readymades as
jdentiflable  through  processes of  intention, (rather than  through
physieal objects alone) which I discussed carlier in relation to Duchamp,

The depicted stencilled letterlng in Device may be secen as readymades
in much the same way as one might view the 'real' ruler. Thig conflation
of deploted oblect and actual object works to complicate Lhe relation
bhetween sign and signifier,

Complicating this further, Johng makes comments which Indicate a view of
the entire work in many cased, ag a sorl of readymade. "..a large part
of my work has been Involved with the painting as object, as a real
thing in fself"(Johns, tn Livingstone, 1080:48),

Through the use of these approsches, Johns makes palnting apparenl i

a process which Involves planning, doubt, and consclous renegotiation of
his own subject.
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Meaning within the individual works seems almost inaccessible, but staris
10 become clearer when we see the way that certain images and codes
are repeated In different ways or different combinations. We see in
this, the ‘continuity’ that Orton refers to In his desceiption of metonym.

As Is the ease in Target with Your l'aces, meaning in Uniitled,
1972,(Fig.13) is structured metonymically not only in itself, but also In
relation to a number of Johns's other works. The work deplets fragments,
patterned flelds, portions of different (‘real’) surfaces (such as body
parts which are sometimes unidentifiable), and suggestlons of various
other objects. A household ifron for example, is suggested through the
presence of a sort of {mprint ~ made, It would seem, by the bottom of

the actuval iron, which has been dipped into plgment.

Orton notes that "each patwern, object, imprint, s tied by the
assoclation of Ideas and values to something else; reflexively to Johns'
own wark, to events and objects In New York, and ... 1o the work of
other artists and other Ideasn and associations"(1087:172). The coross
hatch pattern on the left of this Image is first evident In Scent, a
work which Johns made as parody «f (or perhaps bomage to) Jackson
Pollock., Untitled could therefore be understood, through metonymic
association, to also refer to Pollock. The important point here is the
link through association.t Untitled is particularly interesting in relation
to the fdea of 8 threshold position. On the one hand the use of
erosshatehlugs may be seen as quintessentlally modernist, for they
recall modernism's conecern for "the physically literal mark that asserts
the primacy of the picture plane"(Rosenthal, 1989:14), Countering Lhis, s
the assertion of many critles that Johus's use of the crosshaich motif
may bhe seen in terms of both a sort of parody and as readymade visual
language. Barbara Rose for oxample, refers Lo the palntings which
contain crosshatchings as "pseudo-abstractions - Impersonations of an
abstracl siyle"(1977:149), Repealed ‘moves' o a crosshateh work, which
also appear In others, Dudivate a pre-plotted sysiem which would seem
to support the notion that the motif can be read as an 'impersonation’
of modernist tradition,s

In chapter Clve I reflected on how readymades might be used to contoest
the logie of the sign. The sorts of readymade objects which Johns
chaoges, and the way he uses them can be a particularly offective
stratepgy as a orilique of oxpressive painting, Many of the claims for
exprossionism  and  Neo-pxproessiondsm are thal it roflects  the ‘nner
world (this boing a world of ‘instinet', uninfluenced by soclal realltlos)
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through the connections between this work and Johns's other renderings
of the 'target’ Image. Parody, melopymy and readymade signs and objects
wurk together here to expose expressionism's claim o immedlacy as
false,

The idea of repetition or reproduction of the image is produced very
differently in Johns's work {0 the way i will be seen to occur in
Lichtensteln's work. Johns's repetition reflects a high degree of self-
reflexlvity, He repeats not simply the subject matter he has used
before (for example the ruier and the target), but also his own previous
representations of these elements, This self-refiextvity could be said
1o subvert notlong of spontaneity, in that elements in the work become
ciear as part of an extended, considered and deliberate process in which
the artist objectifies his own work. Johngs's sclf-reflexivily s of
interest to me for the fact that while 1 {8 s0 prevalent, it 15 also
extremely subtie, which 18 at odds with a great deal of contemporary
postmodern work,
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e 13, Jaspoer Johns, Untitied, 1972, Mixed Moedia,
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agserted in relation to his own action paintlngs. In this way Johns again
problematises notions of 'aura’ and artistle presence.

Fig.12, Jasper Johns, Target with Four Faces,
1865, Mixed Media,

The relations sct up between the faces, the targel, and the

Juxtaposition of different codes can he seen te be meionymically
concelved, As the discussfon above shows, these relations are both
continuous and multiple, Assoclations through metonymy are extended
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Device, 1961/62 (fig.11) evidences similar gestural mark, and makes use of
a readymade object to comment on this mark so that we read it as
conaclous quotation of gesture. In Device, the ruler, rather than the
paintbrush defines the kind of mark the artist makes. The pgestural
autographic mark that the brush in the rest of the palnting 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, ironlc paradigm of de Kooning's dragging brush and smeared
paint texture"(1963:61). The choice of the ruler itsell’ Is relevant. As an
object which is used to make weasurements of real (materfal) objects, it
could be seen to refer to methods of judgement which are Far more
prosalc than the terms in which the art object iz evaluated,

In Target with Four Faces, 1955 (fig.12) Johns comments on signs through
a metonymic connectlon between wvarious texts and images, Johns
Juxtaposes variant texts in a way which problematizes the authority of
cach of them. He places the plasier casts of four faces, each In s
own compartment, above a painted target. The slght hint of a simulated
‘gestural’ brushmark is visible on the target. The quotation of pgestural
mark here can be read as parodic. The paint itself is applied smoothly,
and it is rather the underneath layer of encaustic which creates thig
slight activation of the surface, The faces, although they contain minor
differencs, appear to he of the same person, pogslhly Johng himself. The
inclusglon of these faces could be argued to be a parody of the noilon
of ‘presence’ (‘presence’ of the arilst)., Johns may be pointing to the
formulaie nature of expressionism through the repetition of these faces.
The use of a cast, for the fact that it {s a method of replicating, is

In ttself an allusion to repetitfon. Significantly, the faces are cut off
from just below the oyes, rendering them blind., Absence is thus doubly
stated, This occurs once through the absence of sight, and secondly,
and most relevant here, In the absence implled by the cast - that s to
say, the absence of the objecl the cast was made from. However, while
this object may be absent, it also remains part of the work, In that H
is motonymically connected to the work through the cast. In the absence
of the faces implled by the casts, Johns may intend a direct parody of
the notion that the artist may get "inside" the work, which Pollock
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Fig.11. Jasper Johns, Device. 1961/62.
Ol on canvas wlih objects,
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manifestly artificial schemes®(my emphasis) (Harrison
& Wood, 1993:185).

Although expressionist language s made an issue of in Johns's work, the
spirit in which he takes on this language, is8 not so much one of parodic
critique as In the work of artlsts such as Lichtenstein, Johns does not
pose himsellf gainst expressionism or subjectivity in the very strong
and ironic terws which Lichtenstein and other — » ariists adopt. Rather,
the works serve to reveal expressionism as set of codes because
*they deal, often, with the problems specific to making pafintings"(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 particula~ty closely connected in his work, as they are in my own
painting., Johns will use the same image or subject repeatedly, but in
glightly 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
‘essentlal’ representational forms - forms usually associated with
expressionist painting.

Johns will often quote the 1{ype of gestural brushmark that
characterises expressionist works such as de Kooning's, and then disrupt
these expressionist forms through the inclusion of other features in
the work. Field Painting, 1863/64 (fig.10} is an appropriate example, This
work shows the use of expressionist mark as objectifled sign, and could
also be read as a dialogue between modernism and postmoedernism, One
could identify this dialogue in a quite reductive way: modernism can be
seen as being quoted in the ‘expressive’ mark on the left, postmodernism
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 preosence. The
use of the word painting in the title could be read to signify both the
finished work that the viewer sces, as well as the actual activity of
painting. It seems to reflect Johns's wish to draw our atteniion 1o the
work in terms of s construction,
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Johns's work, arguably, represents some of the very carliest concerns
of postmodernism, and is useful fn this context for the way {t can be

seen to illustrate aspects of the relationship beiween modernism and

postmodernism. While ‘is work engages critically with issues of
authenticity, original- wad  discipline-sperific purlty, it does not

(uniike most Pop ar: " s popular culture as Its central subjectl.

Whereas the Pop artists, w varying degrees, clearly refect modernist

forms in order to formulate their eritique, 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 {but not In
terms of its critical value} by Greenberg, 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 Thomeless

representation"(1962:365). Greenberg's comment refiects Johns's interest
in problematizing conventional (mudernist) 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’ brushmarlk.? Many of those who
have written about Johns's work argue that he s consciously
inexpressive, Richard Shiff argues that:

Johns's art, both early and late, signifits an
Inexpressiveness that can be opposed to the Lwore
characteristic modernist mode of self-expression . nd
psychological engagement. This  inexpres iveness
provides access to an artistic allernative to
modernist practice {(1987:149).

In this way Johns can be seen to problematise the notion of the work
as a reglster of the artist's inner self, and offers us as alternative,
the expressionlst language as an objectified code, a reglater of signs
that have their origin outside of the artist. As erltics Charles
Harrison and Paui Wood put it

fJohns] treated the legacy of  Abstract
Expressionfsm  differently, a8 If the colour,
texture, brushsiroke and so forth were no longer
concelvable as 'vehicles of expression' bul had to
he treated as  the conventional components  of
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atylist® Iy hybreid, and include more naturalistie  clements.  The
relatlon-cip set up hetween what might appear to be {wo different
approaches, and the wdy certain forms of palnting are  [vertod,
suggests that something Is being parodicd here (In this case, perhaps
expressionism),

While the I[nterdependence of these works s lmportanl to the way |
intend them to be viewed, I need to address the works individually in
this chapter. This is not only for the sake of clarity, but because I
want to emphasise that this interdependence does not necessarlly deny
the integrity of Individual works.

Each work could be scen as a fragment of a whole, so to speak. As
indlvidual fragments they could be seen to reflect a certaln type of

metonymy, namely synecdoche {(a relatlon o fragment which refers to the
whole, or vice wversa). Before looking at these works in more detail,

need to muke a few general comments.

In all of my works, ag with artls . 2 Johns, form fg In fact content.
A& self-conscious use of form (for cxample, gestural mark) {s central to
my appreach. There are however certain aspects of my practice which
will also be referred to «s content. These are Iponographic features.
These (o a varylng extent) reflect my focus, which s on problems
around stereotyped gender roles and sexuallty, More gpecifically, my
concern is with the ways in which these stereotypes might be challenged
through the use of different representational modes, Of parileular
Importance within this system of representation Ig the relatlonship
between pgender stereotyping and violence. The (dea of violence as a
result of certaln gender sterectyping 1s, within my paintings, concelved
both within formal processes and as Iconograpbhy, In thiy way, both
painted mark and image represent content,

In chapter one, I exami:ed ways in which certain forms of painting (and
arguably palnting per se¢} encede masculine presence, specifically
magculine virility and mastery. I also noted that similer ideas can be
applied to popular ocultor A valourfzation of male subjectivity
(agpressive ‘macho’ qualitles are part of this) 3 conveyed through
various forms of popular culture (on the most obvious level, formg such
a8 movies, comies, television, advertising). Thia feature of soclety as
perpetuated through popular culture B8 so prevalent and obwvious as to
be a trulsm, 1 thercfore do not weit to turn thls ehapter Into an
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CHAPTER SEVEN:
DPAINTING AFTER NEO-EXPRESSIONISM - STGNS AND STRATEGIES,

My exploration thus far will hopofully have provided a framework for
the discussion of my padning, In this chapler 1 discuss how  the
sirategles of parady, metonymy and veadymades may be scen to operate
In my own work. Before doing this, howevoer, thore are some points 1 need
to make.

The reading done for this digseriation bags made me think differently
abot visual practiee in general. This has heen productive o many wayvs,
However, H nas meant thai my approach to my own painting has become
more complex. Consequently, T have found it more difffeult to discuss my
work in a manner which dJdoes not deny this complexity.

The way I discuss my work should reflect that the relationship of single
works to other works is as fmporiant as the velatfonship between Cormal
and conceptual features within  Individual works, L is  within this
framework (which stresses the corrospondences botween Individual and
collective Peatures of the works) that I reel the strategles T use are
most offectlve. T suggost that this effectivity s mantfest (n tho
tensfon that results belween the objeet (palnting) and the viewer as
praducer of meaning{s). Foregrounding Intortextualily s part of this
process. Thoe space of the gallory hocomes & space for actlve viewlng,
A8 Harelson and Wood (1993:2248) comment in this regard, "lthese works)
address the real space they inhabit rathior than the illusionlstic space
Internal {o traditional and Modernist palnting allke". The tact that
these works may be viewed as relating o one another across 1he (real)
gpace they ocecupy, can function 1o disrupt the aura offon aseribod (o
the single work - the aurn assoclatod with the masterploce,

The bhady of work can, in steielly formal and chiranologieal lerms, be
gseen as comprising three parts, The flest comprises a group of (more or
lesg) orthodox ofl on canvas works, the sccond part s composed of a
aerlog of ‘fast-fond box® palntings, and the ird (s made up o a sel
of partlally painted holographice ‘gittwrap® works, The  work ranges from
large formal paintings that adopl a clearly espressfondst mode, to small
svale works  whirh  are  less  exprossiondstie. The  lalter are more
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7 Although perhaps it goes without saying, I feel It should be stressed that any
discugalon of criticality in Lichtenstein's work is complicated by the fact that
much contemporary postmodern art {Nep-expressionist painting included)} has
adopted the aesthetics of Pop Art linages 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 & brush, It is interesting that this
Juxtaposition of styles should occur in Lichtenstein's work during the same time
that Neo-expresslonism ~ with lis trademark Juxtaposition of different modes -
experienced growing success.

9 For the purposes of this discussion I would llke to suggest that Pop Art he
seen along the lines that Dan Cameron suggests, In his essay 'neo this, neo
that. approaching pop art In the 19808, 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 a tradition that hes never really
dispersed, and which gtill provides continuing reference and & source of
concepts and formal devices {1891:281),
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NOTES

1 Marco Livingstoneé notes that Johns deliberately distanced himself from the Pop
art movement, Johns's motive, he comments, was "to preserve the ambigulty of his
works"(1991:281).

2 (Foster, 1985:59) Johny himgelf is ambivalent in his responses to a reasding of
hig work as deliberately antl or in-expressive., His later statements where he
seems to ldentify more with the idea of persenal ‘expression’, often conflict
with earlier gtatements. Nevertholess I suggest that his uase of the devices
which I examine here, serves to disrupt modernist ideas of the expressive,
whethar or not Johns iz quite as deliberate as some claim he is, One could
perhaps argue that his seeningly conflicting positions on the point might in
itself constitute a method of disruption, in that this tactlc foregrounds an
‘unfixing’ of meaning.

3 Ad, in my own palnting, I have been dealing (at least in part) with a erltique
of stereotyped sexuality. and have attempted to swggest ambiguous notiona of
sexuality and gender, it was interesting for me to consider in what wass
metonymy in Johns's work 1s used for the purpose of articulating his owa
sexuality in ways which elude clear readings .

4 T have been concerned here with lnterpretations which relate to the strategies
in question ag eritical devices, There are however, as with most of Johns's
work, numgrous interpretatlons for this Image. These interpretations are varled,
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
a8 Kenneth Silver and Brooks Adams have commented on Johns's sexuality as a
major point of lnterpretation, Shiff makes

an interesting comment about interpretation, in relation te Johna's

work in general: "Since Johns ereates condltlions for the most active and
inexhaustible kind of interpretation, the only dependabie 'meaning’ thai his
art gignifies 1s Interpretation ltself" (1987:188)., I find this comment
interesting in that it sugdests to me the lmportance of the viewer in
determining meaning(s}.

6 Orton comments thet despite the privacy of the metonymic cedes in Untliled,
they: are ways to open the work to interpretation, He suggests that "[one] cen
undertzke an enquiry which goes towards opening up the private code by
recongtructing the contextual field; to enquire into the significance of
hatchings, flagstones, fragments, and imprints, and to establish contiguitles
vhich mateh contexts of use to what can be lgarned of the world fn whieh they
are used"{1987:174).

6 The scope of this disgcussion does not allow me to go into detall about thege
moves, bat they have been analysed at length by a number of critica, Barbars
Rose among them.
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order to read the work ay a whole, may be soen as @ divect challenge
to the modernist notlon of the secaled and self-sufficient work, In this
work, a type of solf-reflexivity s produced which, I suggest, is
particularly successful In foregrounding intertextual readings.

The production of Intertextual readings can be seen as central to both
Johns’s and Lichtensteln’s critlques of notlons of expressionism, In the
following chaptor [ explore wiays in which such readings figure In my own
palntings.
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a critique of Pop Art. While Lichtenstein includes bis earller images and
themes here, kallna sees this laler work as "anti-nostalgle{10941713),
The faet that significant portions of one palnting are blocked oul by
the roflectlon molifs in the other, leads Kallng to conclude that "in

many ways these painlings are attempts not Just to call up the past
hut to erase it"(19694:133).

Fig.18, Ruy Lichlenstein, Three Reflectlons.(loft panel) 1993,

The dlalogue between the pancls makes 11 Impossible lo galn access Lo
meaning in cither Large Interlor or Three Reflections, without looking at
brlh of them. taat the viewer {s foreed to go from one Lo the other In
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#ig.17. Roy Lichtenstein, Lavge Interfor (right panel), 1993,

With 1{his strategy, the codes of the artlst's own representations
become implicated in debale and eritloue, This could be an elfeclive way
to undermine modernist notlons of the ‘unlque sell* and of Lhe artlst ay
vigionary. Kalina proposes that 1hls work may to some extent constitute
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works In terms of thelr critical potential, The problem of perpetuating
the aura of the mechanically produced image {8 central to the more
general problems around perpetualing  stereolypes of  mass/popular
culture, Both popular culture & mechanical reproduction operate through
repetition (and work against the Idea of the authentic or original),
Mechanical production might well, through a certain use, be a way to
contest the aura of the ‘unique' ariwork, However 1 would argue that
Rhatcliff's point above, concerning the dangor of creating a new aura
around the mechanically produced image, seems more appropriate In
relation to some of Lichtenstein's work. In relation w this polnt about
the perpetuation of aura It Is interesting {(and perhaps paradoxical) to
note that the heyday of Pop art saw the notlon of ariistic persona
elevated to arguably even greater helghts  than  the Absiract
Expressgionists,

To return to the question of quotation, it is interesting to see how
Lichtonstein complicates his use of repetitlon and quotation still
further in some of his more recent works, In one such example, Large
Intericr with Three Reflections, 1993, Lichtensteln corecates a dialogue
between two (physlcally) aseperaie paintings which works to produce an
intertextuality nol previously present in his works. (fig.17 shows the
right hand panel of Large Interior, [ig.i8 shows the lelt band panel of
Three Refleclions)., Lerge Interior, a mural-sized palnting containing
three panels, constitutes onc half of the work. On the oppostie wall
hangs Three Reflections, making up what we could sce as the other half,
Thls second hall of the work is aiso made up of three panels, but unllke
the firgl, i{s actually, rather than only visually, splt Into chree. (I
refor to a ‘seccond hall for the sake of clarity. Nelther the way in
which the works are hung, nor thelr relative sizes indicale to Lhe
viewer which one has priority, Only the titles hint that the wune
necessarily precedes the other). The ‘reflections’ In this second image
mirror the images In the first palnting, buwl the sieips of benday dotting
and diagonal 'shading' corfuse this mirror image. The dots, which can be
seen to rapresent the visual workings of commerclal Images, are shown
o obscure or confuse a represented ‘reallty'. whicn s also clearly
constructed of codes. The benday dots have been hlown up to such a
scale, that as painter and erftle Richard Kallnag commoents, "they read
nol just as information but as interforence, statie"{1994:82),
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forms ... Qur new art seems to assume historical forms - out of context
and reiffed ... [I]t ig & profoundly ahistorical enterprizet1992:18), Foster
has put it that reactionary postmodernist thinking Is by nature
ahistorical, One of the reasons he glves, Is that the "continuum [of

history] s disavowed"(1992:16). We mighi then ask if this "game" of

Lichtenstein's denies history by denying actual chronology?

However, in more gencral terms 1 bhelleve Lichtenstein's quotations of
paradigmatic artworks or styles have a critival funcilon., His rendering
of Images allows us to pereeive the wvast shift beiween the soclal
context of the quoted Image, and the soclal context that Lichtenstein s

a parl of.

As 1 argued In chapter one, It seems central to a critical quotation or
parody that tension Is created between the quoied texts. This tension
con work to throw the authorily of each text into  question.
Liehlenstein's particular tension may be dependent on the exient to
which his forms challenge ceortaln  stercotyped modernlst and  pre-
modernist notions of the divigion between traditional ‘high art' and
popular culture, The work does however raise some problems In its
r- ‘ation to popular culture, It has heen argued by many critics that not
only do Lichtensteln's works roflect mass culture quite passively, hut
that the i{ype of quotation present in these works of Lichtenstein's
gerves to perpetuate the dominant wvalues of posimodern congumer
soclety, Jeremy Gilbert-Rolfe, for example, in hls article ‘'Popular
Imagery’, has the Following to say on the point:

[rihe much-vauntied histerical consclousness of our
contury has been turned Inio a eurfous kind of
vopsumoerist  redatfonship  with  modeoraist  hisiory,

where  siyies =~ ferman  Hapressiondsm,  Itallan

Metaphysical painiing, ele., ofe. = are picked al

will as one might choose g variety of choese in a

supermariet (1985:184),

A number of crities have arpued this polnt (o terms of Lichtenstein's
work (and Pop Art In general) - that [ perpetuates the glamour of
contemporary popular culture, Cartor Ratellff has looked In parileular
at the phenomenon of the mechanleally produced image. He argues that
the mechanieally produced {mage has liself gol a parileular gura, which
Is porpetuated by Pop art (1889), This factor once again complleatos the
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Lichtenstein successfully challenges the authority of the Images he
quotes. But, much like the 'brushmark® works, the degree to which this is
effective - beyond the lmmediacy of a humourous sort of mimicry -~ is
debatable,

Compllcating the process of quotation, Lichtensteln be. also used hig
own works as reference material for gquotation. As with most of his
quotation, his form of seif-reflexivity is very blatant, The challenge to
authorship is implicit in every work of Lichtensteln'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 scem almost
machine generated, can 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 originary), he deliberately mlsuses
the notlon 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 problematise not only modernist notions of authorship,
but also expresslonist notions of spontaneity and ‘naturainess'. Here we
may perceive hoth the self and the sign as "helonging to a pre-existent
image repetoire"(1985:62),

A point has been made regarding the fact that when Lichtensteln quotes
himself, he mixes up the tlme order of the respective works or styles,

As Carter Ratclff puts it, he "rearranges his own past". Ratcliff has
argued that this "is the most powerful of the artist's devices... for
making o game of history®(1989:115), This comment is interesting In
relation to Fogter and Jameson's remarks cited earller, where both
writers made polnts about the difficulty within postmodernism to situate
‘the gelf* in history, and thus to critically address this history as
part of a cultural present.

There 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
Lichtensteln males a "game" of history, as a means to a critical
practice. By subverting his own history, he could be seen to allude to
the power that the artlst has to subvert the ‘'majort history of
representation. On the other hand, we could algn apply Foster's and
Jameson's arguments concerning the ‘ahistorical’ o conclude thalt this
game of Llchtenstein's makes for an uncriticel practios, Foster (as I
ned In chapter one), comments that *[mlodern art engaged historical
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Lichtenstein’s quote of the work, serves only to reveal "the breadth of

a Tissure that has opened up between the iwo images”. Lichtenstein's
Image, Deitcher argues, acts as a way of measuring his distance from
the tradftion In which the original image was produced (1983:87). In
relalion to Rouen Cathedral, Lichtenstein remarks "my series Is supposed
to be times of day only because his were, and because it's kind of silly
and fortuitous and obviously not about daylight at all"{Lichienstein, in
Hendrickson, 1988:70).

Fig.16. Roy Lichtensieln, Rouen Cathedral T (seen
al three different times of day), 1969, Magna on (anvas.

Delicher comments on the way visual codes operate to being about this
distance in Llcmensteln's work, Here he refers 1o Lichtensteln's
revwark™ of a Do Kooning portrait, "[T]he savagery of the originals is
neucralised, rendered rather comie by Lichtensteln's ‘depleted’ brushwork
= the lnew deseription of painlerly gesture"(1883%:84), Delicher's use of
ihe  words ‘nuuf.ral!sud' and ‘comict suggest thal In those works
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perpetuate the glamour and aura that accompantes ‘high art’ rather than

challenge it. This consequence of quotation is what ' understand Foster

to be referring te when he warns that quotation, even cuoiation with

parcdic intent, may perpetuate a "passion for the code"(1992:8), Here
then, the modernist painting, signified by the expressive brushmark, cven
when entering postmodern discourse, can In fact remain or become a
commodity.

There are & further issues at stake here. The large size of the
brushmarks gives them Importance, seductive colour I8 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 Ffactors might still
funcilon as a kind of critigue of painting, but this would depend on, for
example, the context in which the works are oxhibited 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 formal rupture.
Because the brushmark sits In isolatlon, decontextualised, (the rest of
the palnting seeming to huave disappeared) the viewer may be forced Lo
reconaider the mark as a mere formal device. Janis Hendrickson sees the
scale itself as having a scmewhat critlcal function. She comments that
"[TThe monumental scele of the pelrifled brushstrokes makes them into
memorials commemorating the herolc medium of palnting which lterally has
fallen In Action"(1988:62). tilendrickson's comments highlights the
target/tribute dialectic that characterises parody.

Lichtenstein's quotes of particular artworlks, such as those from
partictular Surealist, Cubist and Expressionist forms, raise other
questions, These works are quoled more or less In thelr entirety. One
such exariple js his Rouen Cathedral {scen al Threc Differenl Times of
the Pay; II, 1969 (fig.16). (It Is perhaps relevant here that Lichtenstein
chooses an {mage of Monet's which was realised in serial form).

Here 1 would lke 1o refer back 1o Huicheon's definition of parody,
digcussed in  Chapter Two. It is useful to relale these works of
Lichtensteins' to Hutcheon's assertion thai parody (taken for granted in
her context as weaning orftical quotation) marks "difference rather than
similarity", and that it should set up a "distance” betweeen the old and
new text/s, The comment of Hutcheon's is relevant in relation to certain
eomments by lhe coriile David Deitcher. He remarks on this issue of
'difference®, 1. relation 1o Lichtensteln's quotes of other ariworks.
Deitchor  sugpests that a  comparison  between  the  original  and

90



1Me.27. Unittled III, 1895, Ofl on Canvas.

Fig.2d, Boxes, 50 <63, Ol and Spray Paint op Cardboard,
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format as constituting & readymade. Scale is onece agaln an opportunity
for wvagt differences in size and type of mark., As in Untitled 11,
evidence of invesiment {n the materiel, of a certain degree of labour,
{s important. Here too, applicalion of paint is very varied, It moves for
example, from thick impasto Lo being sketchy or disgramatic,

Repetltion Is foregrounded in {his work, both through the regulating of
certalin kinds of paint-work and through the ‘overuse' of lconography.
Repetition of iconography is mostly featured ihrough specific images -
in particular, the military medals, and Joewellery., The use of the
Jewellery and the medals {ogether, sets up an obviouy dialectle, a
clearer allusion to gender stereotying than {n previous works, 1 have,
however, tried to complicate this somewhat, to reflect the complex
relationships between form and content which are of primary concern in
these works, I attempt to stress the mark as leonography, as holding as
much potential for meaning as the representational elements. This s
particularly the case in the way 1 paint the medals, and in the broad
almost flat patches of colowr sapplicd with very thick strokes (the blue
patch on the lower left and the purple patch on the righti). Those point
to the painted mark as an autonmmous element, an object or ‘Migure’ so
to speak, which 18 loaded with as much meaning as the depictions of
human figures or military tanks. There are other fconographic clements
widch have o less stable meanlng., These are varlbus objects, as well ag
human [lgures, Examples are, the fMlgure wearing the anorkel (flg.26), the
almost obscured figure (rather wvapguely deseribed through a sort of
stipplea mark ){fig.25), the Uttle patches of land, or the cone-ltke
object on the extreme lefl of the format.

The viewing position In relatton to this palnting is  somewhat
disarientating., This s perhaps accentuated by the height of the work,
The viewer i faced with what In some ways appears to be patlerns of
mark, which seem to have no logical order on the one hand, but on the
other sgugpgest that some kind of system is al work. The dizsorientation
is emphasised by the way in which figure (Fraguents) and ground compete
for attentlon. o some placos, areas that read as ‘flgure’ could also be
read as pround  Ligewhere, individual objects such as the military
medals proliferate, so as to become the ground through thelr repatlilon.
itowevoer,  despile the spatial disorlentation  and  the confusion  of
Mpeure/ground, the painting does have some kind of semantic coherence,
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I'ig, 24, Decoration. 189488, Ol and Hnamel on Canvas.

Decoration, 1894/ (flg.24) was started while 1 was working on Untitled 11,
and compieted subsequently, For me, an lmportant aspoeel of this work s
that 1 have taken {t off the siretcher frames on which 1t was painted,
and left I to hang like a cloth, T have loft ihe cul edges quite uneven,
cven Trayed In areas, just as they were after 1 had cul the painting
from the frames.d Through this process I have almed to foreground the
painting as objecl, In this way I could reflect on the modernlst notions
of the autonomous palnled work, and on the fdea of the oil on canvas
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Uniitled I1, 1894 (Detall),
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Here perhaps it I8 worth notlng that Greenberg objected 1o patlern
painling. He saw thiz kind of repctition as ‘death’. His ‘achileved unity'
(which involves a certaln activation of the surface) was consigered the
ideal abstract form. In this shift beiween emphasising and denying
pattern T Lry to slluate mysell somewhere between the pattern palnting
which Greenberg opposes, and the formalist achleved unity he proposes
85 the most aesthetically viable form of painting.

The materialfty of the painting is of importance here. In certaln areas,
palnt is applled fafrly thickly and with large sirokes, forming flat or
vaguely gestural mark (as for oxample in the yellow and red arcas on
the left of the format), Objects or arcas painted with very small mark
contrast with these passages. At tlmes, paint 1s applied thinly, almost
ke a wash, or In small punctusied marks which creates 1 sort of
webbing or meshing on the surface (slmost ke camoullage). Passages of
patterning transform into figurative elements. While these ligurative
forms are not illusionistically rendered, they have sufficient throe-
dimensionality and separateness from the ground to disturb the logle of
an abstres .ed, unified fleld.d In one area (fig.22), paint is syringed on
the su ,.¢ to define an object (a lawnmower), This syringlng process,
along with the Iconography of the lawnmower, {8 dellberalely humourous.
{Humour, which is included In different ways throughout the body of work,
is one of the means whereby a parodlie intent Is hopefully realised by
the viewer).s

Bvidence of care and labour, an investmeni in the material, Is important

for the type of parodic reading I wish to encourage, It works, 1 bope,
10 create o more complex sort of parody: through my use of different

modes, differentlated mark and particular leonography I clearly parody
palnting, attempting to undermine lhe aulhority of ecach mode. On the
other hand, 1 invest the painted surface with too much care and overlay

for parody to function so directly. Hence, the complex configuration of

an authentie Investment in the paint and a coriffeal stance on painting s

the axls around wlich my critique revolves.
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However, while the work has pattern, [t Is at the same time not a
pattern, as it Is not sufficlently regulated. It is not only lconographic
detail but ailso colour which disturbs hoere, Saturated, high-key colour
shapes contrast with passages of subdued earthy colours where tonal
values are wvery similar, It be mes difficull for the eye to settle.
While this may be read, on one level, ag a purely formal or aesthetic
device, the combination of particular iconography and modes are intended
to shift these torms of reves e,

Fig.21. Untitled IT, 1994, (4] and Enamel on Canvas.
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style of painting. Each mode Is so markedly different that its status as
convention is highlighted. With this setting up of different modes,
quotation could be read as parodic. Parts of the painting, such as the
romantically painted ‘braat' and surrounding landscape, signal something
perhaps more persodal, something which (paradoxically) resists the
distance of parodic quotation. This is perhaps the [irst instence in
which the directness of parody tentatively beglns to be ghaped by the
more subtle forms which I suggost are assoclaied with metonymic
readings,

The demarcation of the format into different parts 1s Important, as 1
pick this device vp again later - In the serialization of the fast-rood
boxes which is a segmentation or demarcation of a different kind.

in Untitled II, 1894 (rig.21) I continue with the use of different modes of
representation. I also explore certain opportunities afforded by the
large scale, The painting was difflcult for me In a way, as 1 really felt
it to have the appearance of certala Neo-cxpresslonist work. This was
both interesting and problematic. I wanted to facilitate a reading of the
work which made 1 difflcult to position it as a Neo-expressionist work
despite the presence of certain formal features which are assocfated
with the movement. This work became a site for Intenslve exploration of
autographic mark making ag a conceptual vehicle., More specifically, Lhis
mark-making became zomething I could use against Itself,

Different codes are emphaslsed by the larger scale, which allows me Lo
make wvast changes in size and type of mark. The larger scale s
Important for other reasonsg too. My intentfon is that the scale serves

as a vague refoerence to large scale history palntings (for example,
hattle scenes). Although € does not have the [liustonistic form
penerally characleristie of these paintings, the 'feel' of those paintings

¢ fnvoked through colour, swirl'ng mark, as well as figurative clements
refering to military culture.

This painting seems more complex to read than nrevious works Complexity
of reading occurs for a number of reasons., Modtly this s due to the

conflation of what can be termed modernist Cleld and  postmodernist
rupture of this fleld. This produces & disorfentating  effect  which
functiong 1n different ways., BEven though a kind of pietorial space s
produced, the work alse reads ag o spatially wvagve, patterned domaln.
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Fig.20. Untitled I, 1993, 01l on canvas.

In Untitled I, 1993 (Pig.20} the formal and iconographic features are much
more clearly marked as constructed, This paintlng shows a shift away
from the unity of ground, Formal deviees of segmeniation or parttioning
characterfze Lhis work - it could be seen as divided inlo several
segments. The fracturing of the feld, s highlighted by different modes
of representation  within each segment. These  differenl mades  of

representation, by way of contrast, seem to make it possible to
emphasise the gestural mark as a consclous consiructlon. The modes
ghift from large abstract ghapes of thick gestural mark, io diagrammatic

or vartoon-lke Images. o a romantic naturallstie or Impressiondstic
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The earliest palnting in this body of work is the canvas painting titled
Ground, 1993 (fig.18). While other canvas works had been completed as
part of my research befure this one, Ground seemed Lo be the first
work to show signs of my engagement with expressive codes in a way
which pointed to a more productively critleal approach to the
problematic of expressionist painting. However, while gestural
brushstroke is very consclously used as quotation and there is an
abundance of activity on the surface which almost ‘overflows' the image,
the work still conforms to a more or less conventional painting. 1t could
be argued to have the ‘achieved unity' characteristic of modernist
painting., A counier argument could of course be advanced In thai the
surface of the painting reglsters too insistently a competition for
attentic . in terms of the almost equivalent activity ot each mark.

Ground, 1993 {Datall),
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images and passages from my own works are alse used as reference
materia) in later works. These quotations of my own painting are in some
cases quite obvious, bul in other instanres disguised.

Although I bave noted the polnt before, I feel it important to repeat

that a major concern for me in these works is the foregrounding of the
painted fleld (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 reeson for sclecting these works from the larger group
was my feeling that the kinds of intertextual readings I could try to
sel up by putting these particular works together, would best factiitate
the =ort of tension I wanted.

Rig.19. _Ground. 1993, Ol and cnamel on canvas,
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argument which validates the above statement. Rather [ am concrrned as
to how certain strategies of representation might serve to challenge
these stereotypes.

I have consclously used the languayge of high art In conjunetion with
Images and codes from popular culture Lo comment on  this. This
conjunction 1s of course, as [ have noted, common withln postmodern
practice, and {8 perceived by many critics as more often problematic
than progressive.t It is my contention however, that a certaln kind of
consclous combining of high art forms ahd processes with forms and
processes from popular culture, can expose their respectlve languages
as convention. This becomes a way of marking the 'natural’ expressionist
artist's trace as a construction - one which s inscribed with
mascrlinist values.

For me, the most obvious way to deal with these stereotypes secemed to
be through particular lconography. My depictions of military tanks and
medals, bombs, competitive sports activitles and gory cartoons, stress
the aggressive ‘image’ of masculinst coulture. However, the (nelusion,
along with these aspects, of other iconography of another more subtle,
almost obscure set of images and forms, {8 used to counteract a
reductive ideological reading of the works. This does not mean that
ideclogy g suppressed. On the contrary T wish it to reflect that
ideology works in the subtlest of ways. But in addition to this [ hope
to suggest that critique for me can not be based on blunt oppositions.
It {8 a radicel unfixity of positions that I propose as potentially
liberatory. 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, [ need to
stress that {t is the tension between the two strategies which produces

a Space for a coritical re- .rticulation of {(neo)expressionist painting.

My reference materlal for these works is deliberately very diverse,
Certain images are sourced from Journsls such as military magazines,
‘women's' magaezines, wrestilng magazines, and boys' annuals, Others are
from advertisments for army toys which appear In comlcs, as well as
actual toys such as mass produced cheap plastic tanks, I have also made
use of my own photographic documentation of military museums, army
camouflage, and household appllances. The cartoon lmapes are drawn from
photog aphs I took of television images, and from actual comic hooks.
These references polnt to diverse ter:ual forms or lypes. Importantly,
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images., In these I depiet actions which might normally be done in front
of a mirror (as, for cxample, in fig.38). A mirrored, or refiected {mage,
could be described as belng simultaneously & repetition and a reversal of
something. The use of these 'mirrored' depictions 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 facliilate

metonymic readings.

Fig.38. Impress No.d (Detall),
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here through wvarious optical operations caused by the convergence of
the palnted mark and the holographie surfaces, In certaln instances, the
painted Images appear transparent, with seclions of the holographic
pattern emerging through, and sublly interfering with, these images,? To
increase the difficulty in reading cortaln painted Images, many of thoem

are palnted In very muted colours and with very slight tons! shifts.
These formal mandpulations oreate a wisual offecl (an unfixable form)

which can be seen to suggeslt an unfixity of meaning, Whereas In carller
works, camouflage is included through actval depictions of camouflapgo-
like patterring, in the holographic works ft Is the fdea of camoullage

(ronveyed through an optical disturbance) which 18 present.

As with the fest-food boxes, the surface is pre-given, hut in this case,
there 18 also pre-given depth  (the holographic usion of depth)® The
Pact that the depth in the holographle fleld {8 mechanically generated,
conld be seen to have an  feonle connection 1o the Hlusiondsm  of
‘vonventlonul' paintings. The relatlon set up between the pre-glven depth
and the painted [mages produces a o certaln visual dynamic, This dynamic
hopefully produces in the viewer a need to parilcipate, In order Lo ind
thelr own methods of tackling potential meanings In the work.

The holographle conflgurations make these fmages visually unstable. With
the pattern shifiing somewhat and changing colour econtinually, depending
on the viewor's position, this unstable image may be seen to refleet on
multiplicity and ambigulty of meaning. I have aimed Lo produce something
of this multiplicity and ambiguity In ihe canvas works and the fast food
bemes, but In the holographlec surfaces It I8 the ground [Hsell which
produces a significant shift In viewing and In producing meaning., From
some angles and in certaln Ught, the painted Images scem very coloar,
but  viewed from a  different  positlon  they  almost  become
negativos/absences or blank silhouettes within the format. Ironically,
the hand-painted, naturallstically rendered lmages appear at times to
have less depth than the mechanical holographie Fleld,

The reflective quallly of these holographle surfaces could be assoclaled

with the Idea of mirroring, In a cortaln posttion In relatlon to thoe
works, the viewer is reflected In the surface, In respect of this
mirroring, the small scale of the works Is important, Coupled with the
aptical offect of the fleld (which makes viewing  diftloult) the secale
encourages the viewer o read the work frem elose gp, The surface as
mirror Ig accentuated by my use of the selt-portralts as  painted
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My Interest In using readymade surfaces, led me to use the holographle
giftwrap paper for the Impress series, 1985 (fig.37), While the canvas
works and the fast-food boxes disturd potlons of gpontaneity and
originality In different ways, iU ls the holographle paintings which may
be seen to effect such a disturbance most obviously, through ihe
Juxtaposition of hand-palnted Image with mechaoically generaled surface.
1 would Hke the mechanical to stand for an inereased distance - a
distance that would uot he assoefated with  the subjoeotivity  of
expressionism. This coreates some tension, glven thatl these surfaces are
s0 visually unfixable,

1g,37. Impress, T « VIO Ol on holographie wrapping paper.

The holographic surface Interests me foe o numbor of reasons. As wlith
the boxes, the surface 8 one which usually (In lts conventional or
Intended usge) covers or hides gomething, (In this cuse, i s oa glft),
Apain, a connection I8 Implied here o (he dea of camouflage. which 1
realdsed In a different way Lo provions works.s Camoullage 8 sugpesiod
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Fig.35 & 36, Boxes, 50 -63 (Dotalls).
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Flg. 33 Giop). Fig34 (bottom). Boxes, 60 - 63.




almost tonally ‘dentical to the ground, so that 1 seems almost not to

be there at all, Paint moves from thin washes on some of the boxes to
impasto on others (fig.33). There are shifts from figurative images to
abstract mark., The modes of thege figurative elements are very
differeni - some are naturalistically painted, while others, (as In
flps.34 & 36) are treated In a cartoon-like way, The more naturallstic
modes I Include {n cortain boxes are set up against the more
expressionistle forms of patnting as a mweans of marking the {ssue of
the artist’s ‘trace', of artistic presence. Oceasfonally I use what I
would call 'bad’ palnting - that {s, painting which is deliberately awkward
- and play this off against areas which are very carefully painted, and
which are more traditionally aesthetic, The relationships produced
through the play between all these modes, points to the kind of parody
I wish to communicate - one which puts the viewer In a state of
uticertainty. A parody which, to borrow Hutcheon's words, I8 = owhat
"ambivalent or contradictory"(1989:107),

The positluning of the palnted Images within each box s important. 1
have dellberately made {his as different as posslble from one hox to

the next, So, for example, in Cig.32 the image is placed vory centrally,

while in f1g.31 the images sit on the very cdge of the format - on a
part of the box (a flap) which would usually bhe a  parlleularly
unoticeable area I the box was assembled.

The variance of tee fconopgraphy also plays o part {n the sort of
tension 1 wish to produce, The depletions of contact sport, an atomic
homb and & braal, for example, could each produce quite clear symbols on
thelr own when rolated to the pre-glven lconography on Lhe surface of
the boxes. Other Images, or combinations of Images are less obviously
gymbolically loaded, and may appear private or even arbitrary. The
comblnation of lconography suggests a system, but not a gystem which
has resolutlon as Bg end, The play belween a promise and a denlal of a
clear system, fs part of the tension I wish to set up between public
and private. The private meanings which could be deseribod as a sort of
secret language, are played off against the public voice of mass culture
which the boxes represent. Here notlons of the stercotype and of the
individual are brought into play, counlering one another.
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I found it interesting that the flattening out of the boxes (presonting
them unfolded) makes them (Initially at least) unrecognisable as boxes,
and more specifically, unrecognisable as  'Black  Steer' fast-food
packaging, This Is despite the fact that the whole box is visible (f1g.28).
This ‘'disguising' of the boxes could be assoclated with the forms of
disguize or camouflage which T worl with in the canvas palntlngs, The
particular use of mark, tone and colour oecuring mechanically across the
surface, accentuated this asscociation with camouflapge,

The boxes are prosented about Gem away from the wall, This manipulation
of the boxes is done to infer a three-dimensionality, Lo gtress their
objecthood. This objecthood In way contradiets the fact that they are
surfaces {0 be painted onto,

The hoxes are presentad in a serlal form, which may (having assoclations
with the production line) be connected to mass producilon, I have
emphaslsed this conneciion by npumbering the boxes as no's B0 - 83, as
though they might be part of a much larger configuraiion. Seriality
further Incresses the tension set up between the mechanical (commodiiy)
imprint and the hand-made trace of the aesthetie. Although the hoxes
are repeated In &2 way which hag a 'production iine quality', each one is
difforent In the way 1 has been painted on. Here repetition and
difference are constantly played off against each other., Serfality is a
form of repetition which gives me the opportunity ‘o repeat, bul at the
same time to [ncorporate difference lndo this repetidon, By this I mean
that while all the boxes are themselves identical, cach one Is affectod,
or acted on, In different ways., In this respect, cach box  could
(paradoxically) be scon to constlinte an Corlginal’ ofl painting. Owoens
comments that "[the] contradiciion between difference and repetition Is
Instringic to the serie; mode of production"{199%:118), Inlerectingly, lie
suggests that it s witkin this contradition that the crlical potential

of the serial form lies (1992:118). What Is also relevant ebout serlallly
for my purposes hore, s that it containg the sori of coniiguily that
may be assoclated with metonymic readings.,

As the relatlens between the different treatmenl of each surface I8

impartant to meaning production hore, 1 should ke {o detall some
aspeels of the way I have marked these surfaces. A Few of the boxes
are almost completely covered up, either with broad gestural mark  or
flal tone (fig.31). Others have Umblted cover, or deplet obfects which are
very inobtrusive, In (1g.32 for example, the painled objeet {(the braal) Is
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within Untitled III as a whole, is mediated). I repeat this image [n one
of the holographic works. Through connectlon between Untitled Il and the
holographic works, I hope to create a tension between the handpal wed
fleld and the mechanically genersted field (ground). Simflar ideas apply
to the image of the computer screen in the block to the right of the
microphone.

Before | bhegin discussion of the holographie and fast~food box works, I
need to note certain issues periaining to the ofl on canvas paintings,
During the {lme I spent painting these large canvas works, the ldea of
gestural mark and well as other modes of representation as readymade
language or codes, became increasingly apparent to me. The loglcal
consequence of this seemed to be to use actual readymade objects as
surfaces on which to palnt. The canvas paintings, while they are In
certain ways parcodic, do contain the trace of the artist throuth
metonymic connection to the gestural mark and the traditional 'of. on
canvag' field. I wanted to complicate these conngetions Further,

I felt a need 1o foreground a more intertextual reading of my work by
bringing other texis, physically {quite Uterally), into play. Most
especially, I wanted to comment on painting itself as being culturally
bound. and the canvases as pre-given. The use of nmass-~produced pre-
inscribed surfaces to reflect on palniing as culturally bound, contrasis
with Untitled I¥], where a painted reference to naiure (marked In certain
ways) constituted the field.

The concepiual tensfons which arose out of the Imposition of hand-
painted marks or lmapges onto a pre-given (mechanical) surface offered
different critical possibilities, The patterned food boxes could be seen
to digturb the ldea of the white virgin canvas. The pre-printed icons on
the boxes mark different representational modes as readymades. My
decision {0 use these particular boxes was based not only on the fact
that they arce (mechanically) pre-printed with repeated images, but on
the specific nature of some of these siereotypical ‘masculine' Images
(guns, cowboy~boots, spurs and medals), They present a ‘fleld of
representation’, In some ways alreandy qulte literally pre-Inseribed. This
could be seen to reflect my own aciivity as a palnter as being alrcady
to some exteni pre-glven, or pre-mscribed,
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used In the self~portrait {s of the type more often connected to a
greater objectivity than Is gestural or painterly style. The handling o.
the palnt in the self-portralit connects this work to the Impress
(holographic) series.

Fig.30. Untiiled III, 1095 (Detail},

The microphone image in the rectangle below the self-portralt suggests
expression In & different way, It implies expression as medc-ated. It
depicts the mechanisms of mediation - here technolog.. (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 reference to Iand, but it is nature
that has been acted on in some way. One could say It is culturally
marked. The reference {o nature, to the outdoors, can be seen to
conflict with the manufactured quality of the fast-food boxes and the
‘hologrephic' paintings that follow. These later works could thus be seen
io operate ag part of a larger context of meaning production, one in
which metonymic links may be drawn betwean different works across the
space of the gallery. The reference to nature as culturally marked
reflects on the {dea of painting itself as being culturally bound. I take
this point up again further on in the chapter.

As in Untitied II and Decoration, both modernist field and postmodern
disruption to this field, could be seen to operate. Apart from the
disorientation of viewing position, there are other eclements which are
included to disturb the idea of the unified rield. Impusitions, in the
form of painted rectangles, are randomly scattered over the patterned
field. These create an optical disjuncture, Most of the rectangles are
palnted onto the surface as thoegh there 18 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 Hluslonistically as a ‘real' object Floating above the surface of
the palnting. All the other rectangles atre spatially on the same plane
as the field they cover. This very subile play with optleality hopefully
connects this work 0o the later Impress (holographic) series, where
opticality becomes a primary concer.

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 itsell made of elements
which are In different ways 'signs' for painting., The method of painting
in all of these rectan:les {particularly those which contaln Images) Is
very careful and pruoo-:n This Is important, They need to be percetved
as valuable and meaningful, both as engaged labour and {n terms of
iconography. For Instance, the depletions of lhe microphone, section of
computer screen, and self-portrait, each connect to ideas of expression
in different ways. The self-portralt (fig.30) alludes io self-expression,
It could be seen to comment on an automatic reading of artworks as an
expression of artistic ‘self’. Ironically, the Image In which I deplet
myself {s far less expressionist, In terms of handling of the medium,
than the rest of the painilng. The more or less blunt illusionistic style
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In Untitled ITI, 1995 (Fig.27) both leonography 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 i{s 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.28). This is emphasised by the type of
mark making and patterning which covers most of the format, Marks and
pattern cohere here o suggest an aerial perspectival view. This aerial
perspective is not, however. consistent. Certain elements, such as the
small figures (soldlers) in the top left corner, or the side views of
grass or landmass, destabilise this perspective, In addition te this, the
viewlng position or orientation of the spectator is potentially madc
confusing due to the vast mark differentiation (form, type and size).

Fig.29. Untitled III, 1995 (Detail).
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Flg. 57, (top) Untilled 111 (Detail).
Fig.58. (boltom) Impress. No.3, (Detalt),

137



Fle.og, Unlitled 11 (Detall).
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Fig.G4. (top} lmpress No.S (Detail).
Fig.55, {(bottom} Impress Nool (Detall).



Fighi2 {lop) Boxes, 50 =63 (Detall).
Me.63 (holtom) Impross No.2 (Detail),
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Flgs.00 & 51. Boxes, 50 - 83 (Detalls).
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Figs.48 & A4 Decoration (Delalls),




Flgs. A6 & 47, Boxes, 50 - 63,
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Fig.44, (top) Impress No.2.
I°1g.45, (bottom) Ground (detail),
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1

Fig.43. Impress No.
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50 - 63‘

Figs.41 & 42. Boxes,
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The instability in the viewing of these works fs underscored by the way
the photographle documentation taken of the works cannot be accurate,
desplte the fact that photography is itself a mechanical process. Two
photographs in exact light conditions but from slightly different angles
{or in Iidentical positlons but with altered lght) will be radically
different (as can be seen In figs.39 & 40}, There is an irony io the facl
that the camera can make a better replication of the hand-painted
gestural artwork than of one which is parily mechanically produced. This
could be a way of calling Into guestion the truth value of any mode of
represeniation, be it a photograph of a painting, or, more relevant
here, the painling figelf,

The unfixable 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-articulation of neo-
expressionist painting.
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Fig,39.& Fig.40, Impress No.5.

126



BURGER, P, (1984) Theory of the Avani-garde. Manchester University
Press, Minneapolls., Transtated by Michae! Shaw,

CABANNE, P, (1971) Dialogues with Marcel Duchamp. translated by Ron
Padgett, Thames and Hudson, UX,

CALLINTICOS, A, (1981) Against Postmodernism, A Marxist Critique, Polity
Press, (Oxford. UK.

CAMERON, D. (1991} 'neo thig, neo that: approaching pop art in the 1980'%°
In Livingstone, M. Pop Arl. Weldenfeld & Nicolson, London,

CHILDERS, J. and HENTZI, 4. (1985) The Columbia Dictionary of Modern
Literary and Cultural Criticism. Columbda University Press, New York.

COLLINS, R et ul {eds) (1986) Media, Culture and Soclely - A eritical
Reader. Sage Publications, London,

COLAPIETRO, VINCENT M. (i993) Giossary of Semiotics., Paragon House, Now
York.

CONNOR, 8. (1888 Postmodernist Cuelture, An Introduciion to Theorles of
the Comtemporary. Bastl Blackwell Lid, Oxford, UK.

CRIMP, D, (1985) 'Appropriating Appropriatlon' in  Heriz, R, (ed) Theories
of Contemporary Art. Prentice-Hall Ine, LS.A,

DEEPWELL, K, {cd) (1805) New Feminisl Art Criticiswm. Manchesior Un®rorsily
Press, Great Britain,

DIBGSA, D. (1983) 'Metonymy: Objects and the Dsp sseased’ In Qe nge
Things, Cummings, N.(¢d) Chance Books, London,

ECO, U, Reflections on The Name of the Rose, Socker & Warburg, London,
1985.

ELLIOT, B, & WALLACH, J, (ods) (1994} Women Artists and Writers, Modernisl
(impositionings), Routlodge, Great Beltadn,



B et

SELECTED BIBLIOGRAPPY,

ADAMS, B. (1893) *The 1860s: Notes on Camelot’ in WJJoachimedes, ¢ M, and
Rosenthal, N (eds) American Arl In the 20th Century. Presiol, Germany,

APPIGNANESI, 1. (edd). (1989) Postmoderr izm, ICA Documenis, Frooe
Agsotiation Books. Lontdon.

ALEXANDER, J. & SHIDMAN, 8. {ods) (1891) Culture and Soclely -
Contemporary Debales. Cambpridge University Press, USA

ARAC, J. (1386) Postpodernism and Polities. Manchoestor Unlversity Pross,
Manchestor,

BARRETT, M. & DPHILLIPS, A (1802) Destabllizing Theory. Contemporary
Feminist Dehales. Plolty DPress, Oxford, VLK

BARTINS, R, Mythologles. (1488) Jonathan Cape 1972, (reprint Paladin
Grafton Boeks, London,

BATTERSSHY, ¢ (1089) Gender and Genlug, Towardds a Feminigl Acsthellos,
Imdlang University Press, Bioomington,

BAUDRILLARD, J. (1881} For a Oritique of the Pollilcal Heonomy of the
Sign. translated by Charles Levin,

BENJAMIN, A, & OSBORNI, I, (edds) (1991) Thinking Arl: Beyond Traditional
Acgthotios, Institute of Contemporary Arls, London,

BENJAMIN, W. (1828) *"The Work of Arl {n the Age of Mechanieal
Reproduction', Reerlnled o Maminalions, Arendl, H {ed) Schocken Books,
New York, 1064,

BERGER, .J. Ways of Seeing. British Broadeasting Corporsilon and Peagaln
Bonks, Lomdon, 1872,

BOOTI, W, Critical Understanding - The Powers and Limfts of Pluralism,
Unlversity of Chleago Pross, 1LSA. 1978,



final distinction between what Is present In It or
absent from it .. Interpretation [may he taken] as
the metonymic prolungation of its objfect"(1985:28)
(my emphasis),

Melville and Readings propose thal thls kind of interpretation is a sort
of "Interminable analysis, [which] rellnquishes both the promise of
iumediacy and the comfort of critieal distance”(19415:23).

It 18 on thls potat, articulated so cloquently by Melville and Readings,
that ! wish to conclude, The "eritical distance" thoy refer to, has for
me effectively done its job In critical posimodernist discourse, But this
does not mean, ad they quite correctly Infer, that a return to
"immediacy" should be the altepnative. At the same time It should also
nol mean that one Is paralysed as an artist - more specilically, as a
painter. Instead, the "critlcal distance”, {f perceived as common 1o
crillques of Neo-expressionism, can function {o liberate palnting as a
practice, (Hoere again, 1 must stress that some essentialist notion of
painting is not Intended).

This Uberation of palnting as a practice, comes from taking the
oritiques sceriously encugh to sec that the deconstruction of any
system lg necessary for Its reconstructton. Bxpresstonist painting, Uke

other forms of practice, I8 a aystem - a system which i1s not natural

hut one of convention. Convention can be changoed.
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strategies which this research process has prompted me to consider for
uge in future work, These would be for example, exhibiting paintings in
spaces other than gallerles, presenting my paintings fn conjunction with
video and pholography, In book form, and as objects which double-up as
fungtional itoms. These approgehes would extend Lhe strateples T already
employ,

Certaln aspeets of thls rescarch suggest f ¢ me the presence of {wo,
in some ways distinet, igsues. Thoese two {ssues reflect {wo different
aspeets of the problematie of painting in postmodernism. The one s he
lgsue of the painting as commodity. (The theories of erities such as
Foster, Newman, Ratellff and others highlight this aspect), The othor iy
the issue of painting as representing masculinist discourse (Lhis lssuce
has been reflected here in the writing of coritics such as Pollock and
Owens), The two fssued are 1o some extent, ag 1 said, distinet, but thoy
are also interrelated. T is perbaps fn the recosuition or  the
Imlerrelation of these two lssues that a gpace for a epitic .
postmodern painting practice might be locaked, T have found the complex
notion of commodity/mastery {0 be of fundamental Importance to my
practice. This notion has been for me, the most flluminating aspeet of
theorles of painting within postmodern discourse,

Ta conclude, T wish to refer 1o 4 plece of wrlting whlch I have found
particularly interesting in relation 1o the position of criticality 1 have
sugpested in thiz dissertation. Slophen Meiville and Bl Readings make
gome points regarding the interpretation of visual art. Those polnts
seem most appropriate In Hght of my emphasis on ‘open' meaning, on a
rort of ambivalent parody, {n which importance 15 placed on the viewer
in establishing mecaning, and in which a foregrounding of Interiextuality
g scen  as central, 1 quole extenslvely Trom thls text, as it seems W
draw together many of the threads which 1 have followed in this
disseriation,

"Megning oxists nowhere else than as t arises in
the acts of interpreotation  that  accompany  and
constitute  the  possibfifty of poercoeption .,
Interpretation s not a move behind or beyond the
roprosontation lo fts hidden [essontial] meaning: [t
Is rather a work of prolongation of the obfect, s
extension into other spaces, olhor conloxts, and as
sueh a prolongatinn # does not allow of an casy or
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(The term avant-gerde within critlcal postmodern diseourse is commonly
used in a sceptical or negative sense. Hagleton howoever, uses the term
avant-gerde to denote a critical practice). What iy Interesting about
Eagleton's comment is that 1t shows regressive and progressive (ceritical
and reactlonary) postmodernisms, Lo not be polarized positlons.

T would lke to touch on some issues around palnting - painting as it
may be seen within a South Alrican framework. In this contest bt 1y
pertinent to reflect on a local artworld phenomenon. At @ recent debate
(1994) in the Johannesburg Art Gallery titled ‘Is Painling in a Crisis 7',
gpeakers, who lacluded both palnters and crities, copveyed & peneral
feellng that painting was (ndeed problematic In relatlon 4o the present
South African situation. Interestingly, one of the key lssues proposed
In the programme, was thoe discussion of modernist asstheties in relatlon
1o palniing, This debate, while It helped to highlight local feeling about
palniting, Jdid not solve much, New orltical possibilitfes for paluting were
not addressed as thoroughly as were the probiems that painting carrded
with I,

I feel it necessary to nention this local sltuation as a way of marking
the fant that a painting practice which alms to be oritical needs to
recognize local soclal specificity as much as global concerns, It 18 also
important {0 me that my own paintings be sven In relallon to and as
part of, this local context. My painting i3 In some ways represontative
of this contoxt, but also, § hope, presenis a way of challenging many of
the assumptions that are made aboul painting locally.

What seems to have been an issue aboul paloting in the above-meniloned
debate, s s definition. Painting was concelved as belng somehow pure
{paint on canvas, a framed self-sufficient unit, ole.). What the debale
did not take inio account was the interdisclplinary chaeacteristios of

postmodern  practice, and how  intertextual ongagemenls milghl  be
productive In dealing with ithe so-called "erisis" in painting locally,

1 gee the particular way in which intertextuality is borne out In my own
painiings thus far, as the dlerl of an ongolng process, In which 1 make
Inereasing use of methods which foreground Intertestual readings, Thoero
are numerous ways 1 wizh to go aboul this, Whike future works cannaof
really be called o part of this rescarch, I feel that one's houghts

about new work are an Important part of research, Research must aftor
all, lead somewhere, 1 therofore foel i relevant to st some of the
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expressionism in the 80's), but usually these Kkinds of resurgances arg
more complcated. Neo-expressionism of course, has not ‘dled' In the
process of change, and Is still a significant phenomenon, particularly in
Germany., But as the criile David Galloway has noted, ay recenlly as
October last year (1985), a different kind of painting now predominates,
He has referred to this new work as marking "a ‘renalssance' of painting
In ioday's Germany"(1995:138/9), He refers to a number of recent
exhinitions which have, as he puts {4  "lent fresh credence to the
asgertion ‘'painting (8 dead. Long live palnting! ... What they,- [the
exhibitiong] had in common was a renewed belief In painting as an
Inexaustable field for creatlve acilvity, and a presumption that the
viewer, however bombarded by new media-imagery, i8 still capable of a
scnsuous  perception of the pleture"(1995:139), Galloway pgoes on  to
compare this gencration of palnters to Lthe Neo-expressionists, "Unllige
the shrilly extroverted painters touted as the "New Fauves', these
artists have been able to develop their skills free from the palnt or
perish syndrome of the boom years [the elghtieg]"{1995:1380).

Galloway explaing, to some estent, how exactly these painters might be
different, e notes for oxample, a certain self-consclous use of paint
as sign, and a particular use of banal, but significant iconography. It
might however be argued that there s stlll a scraln of romanticism
which lles behind this painting, The inevitable questlon here of course
remains: how might one ever corase Lhese problems? - and Turther to
this, Is it absoluicly necessary to erase all these problems to achieve

a pritical practice?

This brings me back 1o the lenslon T spoke of carller in Lhls chaptor,
which {s sel up between viewer and objeet In relation to, and as resvll
of, the threshold condition, Terry Eagleton s helpful on this point. Like
Pogter, Hagleton sees a8 definlie difference belween regressive and
progressive  postmodern practlee, but his  terms of reforence  are
different,

There fs  a  difference .. botweony  the
“meaninglossness' fostored by some postmodernizm, and
the ‘meaninglessness’ deltberately  infected by some
treqids of  avarl=garde  culture  Inte bourgeois
normality (1885:70},
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My use of Neo-expresslonism as a term has related to palnting which
falls within the postmodern perlod of the 1980's. 1 have seen this Neo-
oxpresslonist  practice as  reactlonary, In Foster's sense, I 18 a
painting practice which, for all {ts claims, perpetuates (amongst other
thingg) a romantic ‘artist as penlus' position. it does not guestlon it
own traditfon or attempt to locate i soclally. in spite of the alibl of
fuotation (parodic or otherwise), Nep-expressionist palnting reproduces a
hegemonic masculinist discourse. Feminist coritics have been useful as
regards this point, It I8 perhaps, as Owens has sugpgested, at the
intersection of Peminist disccurse and postmodernist discourse that the
eritical edge of art practlee can bhe most clearly felt (1992:143-156), In
art which {3 informed by this meetlng of discourses, what characterizes
attempts at criticallty 18 generally the use of strategles - strategles
which try to intervene into the hegemonie discourse.

I hope that the strategles I have chosen to explore are equal to the
tagk of producing a coritical Intervention into the fleld of normative
palnting., To use parody In relatlonship to metonymy has been for me the
most effective and appropriate way to reglster the relationship hetween
private and public signs. I have felt that both need to be recognized {0
produce critical Interventlon: to produce fension or conflict beiween
stereotypes (expressed through public lanpguage) and alternative or
marginalized subjectivities (expressed through private language), In 2
sense, my ‘threshold’ position s & way of cxpressing, or making
manifest, Jameson's argument (discussed In chapter three) that contlict
Letween the texts within a work i{s necessary for critivality .

I have positioned perody and metonymy as (in some ways) In opposition.
It s however, lmportani to bear in mind that parody s nol resolved or
stable even within [ts own terms. For all the recognition of public signs
thut ls necessary for it rveceoptlon, i is  Itself Fundamentally
ambivalent, or "two wvolced" as Hutcheon puts it (1985:69), I see this
dialectic between parody and metonymy as part of the tenston of the
threshald condition.

It I8 neccssary to ask what all this might mean (n the 1990's. In thls
regard It s Interesting to note that recently In Burope and elsewhere
there has been yet another resurgence of palnting. 'This might well be
market related {as, It was argued, was the omergence of  Nop-
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In relation to maintaintng this threshold condition, 1 should &lso lke to
stress that meaning is as much triggered by the materiality of paint
and surface, as It {g by lconography (or by the way paint slgnifies as a
gign for paloting)., This materfally - how something s palnted or
presented - I5 almed at holding the viewer, as much as the promise of
meaning through iconography. Often I have aimed LW make the palnted
image seductive in quite conventional ways - In terms of surface
quality - thickneis. colour, edge, detail. ete. Bul this seductivencss is
self gquite unstable In that there 18 always a certeln ambigulty: is
this Investment in the material ‘genuine’ or is it a parody? This tension
{s imporiant.

Writing on Johns's work has been particularly useful In helping me frame
my questions on crilfcality in painting. Orton's metonymic veadings of
Joling's paintings have been most gignificant, When I began work for this
degree, Johns was nol part of my motlvation., Now, having reached the
end of my rescarch, 1 have galhed insight into a practice which I feel
o be of primary significance to mine, This signlficance is not 50 much
aboul Johns's work per se - it Is rather about the way his work can be
used a8 a model for a critical postmodernist (neo-exkpressionist} painting
practice, More specifically, I could relate Johns's work to my own needs
in painting. This {8 surprising, given that Johns is not usually regardoed
(as 1 nhoted} as a postmodern artist, But perhaps 1t is nol thal
surprising, if onc takes Foster's view that a critical postmodernism is
an extention of coritieal modernism, These views then would make Jobns
most relevant to postmodern practice. It would In fact suggoest thatl
there Is not so much difference between posimodern painting, and that
which comes after Duchamp, namely modernism,

What then, one might ask, characterizes a corftleal postmodern palnting
practiee? It 1§ nol only a4 self-consclousness of the languapge of
painting, as this would be more or less consistenl with Greenboerglan
modernist  palnting. The kind of self-conslousness characterislic of
oritical postmodernism {8 Lthal Lhe diselpline i& oot pure, and that
originality and auihentleity are not possible In the way claimed in
modernist painting. Here I cite Foster again:

ferttical] postmodernist art C‘disentreches its given
medium, not only a8 an autonomous activity, hut also
as a mode of repregemiation with assurod reforeontlal
value andsor ontological status (1984:75).
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quote by way of a negative definitlon. (It is often casler to define
certain practices In relation to what they are not).

In the multidimensiona! and silppery space of
postmodernism, anything goes with anything like a
game without rules. Flogting images such as those we
see In the paintings of David Salle, maintain no

relationship with anything at all, and meaning

becomes  detachable like the keys on a keyring.
Dissocfated and decontextualized they sifde past

one another, falling to link up iInto a coherent

sequence.  Thefr fluctuating  but not  reclprocal

interactions are unable to fix meaning (1987:36).

The notion of a paradigmaelle pluralist postmodern painting which falls
"to link up into a coherent sequence” in relation to its being "unable to
fix meaning", needs to be reflected on here, Whilst a fundamental part of
my own practice nvolves questioning fixity of meaning (in relation to
both form and [conograpaphy). this practice is marked by complex
configurations rather than arbitrary Juxtapositfons. 1 need to emphasise
this point, even at the risk of sounding repetitive.

Whilst my waork involves both forms or Images which {(arguably) are at
once easy and difficult to read, this very ambivalence - or, ag I call

it, threshold condition - can produce a more than less coherent meaning,
albett one which does not conform to the more conventional notions of
meaning, In thls situation, meaning ls produced by the viewer. It Is not
inirinsic to ihe image. This is not to say, howover, that the [mage is
not consciously manipulated to condition receptlon - to a certaln extent

at least. What produces this threshold condition then, is the dynamie
set up belween image and viewer. In other words, metonymic readings may
be seen to set the viewer on a ‘hunt' For meaning, In this framework
there are always sufficlent cues and clues to suggest a meaning or
something meaningful, but never enough cvidence to find the meaning (the
flzed meaning). This keeps things on the threshold - the promise of
gense in images which are In some ways apparently ‘non-sense’. It is
important to stress here that these clues are as evidenl within (orms
and processes betweon works, as lhey are withln individual works. In
this senge (ay I have hopelfully made cleas In the previous chapter)
metonymic readings functlon across works in the gpace of the gallery,
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CHAPTER EIGHT: CONCLUSION,

1 started my redearch with a kind of scepticism regarding the viability
of painting within postmodern discourse. I hope 1 have reflected clearly
enough in this dissertation and through my own painting, that painting
s, even after criilques of Neo-expressionlsm {and more generally, neo-
expressionism), a viable practice, a practice with critical potential. This
critical potential can and does offer a space for a re-articulation of
palnting; a gpace which does not lock painting into a position of belng
an out-moded discipline governed by regressive notions  of
transcendence, genfus, the masterplece and other Inscriptlons of
masculinist subjectivity, I have felt it necessary to underscore the
{ssue of criticality in this dissertation. I hupe this has not resuited [n

my having to sacrifice the ldea 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 alm for '» =+ 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 gome of the major points I have ralsed in this regard, with a
view to reflecting on the broader igsues at stake In this research.

I should perhaps start by noting the fact that it was difficult to find
a discursive 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 permutations
further, I fesl It useful to reflect again on the sorts of processes I
have invelved 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 [mply an uncritical
pluralism of the sort that has (from a critical postmodernist
perspective at least) generally become synonymous  with  Neo-
expressionist painting. The following quote by Suzi Gablik from her
*Aesthetics of Duplicity’ describes this unceritical plurallsm. [ use the
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7 The regulated patterning on these holographic papers 1s 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 sclentific
process. This Involves shining laser beam light from different directions onto a
photographic surface (such as photographic paper! to make un the image. The
holographic image, once ; corded, can be reproduced from the negative onto other
photographic surfaces. Holographle techaology has limited ryday use, but Is
used for sclentific research of varlous kinds.
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NOTES

1 This comment was made in rela* ., . the work of the bLritish painter, Alan
Charlton,

2 This issue has already been reflected through my exploration of the
interaction between popular culture and high art 1n particular avtworks (for
example in Koons's 'Statuary’ series and in certain works of Lichtenstein's), Ta
distinguish between Ilmagery 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 imeges ... are 50 often reproduced as to be almost mass-
cultural"{1982:29),

3 The play between an all-over essentially 'depthless’ fleld on the one hand,
and a disturbance of this field through elther iconography or a particular use
of material etc which creates some sense of articulated depth, might appear to
be 8 singularly postmodern strategy. Interastingly though, a aimilar tension has
been found in certain modernist works, In & discussion of Pollock's Number 1
(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 I& 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 perceptlon of the paint's chromatic and tonmal variations. In addition
to this, the webhing of paint that constitutes the compositional form recedes
and diminishes towards the four sldes of the canvas, and the contrast between
the canvas underneath and the form upou 1t also creates a sengse of depth and
recession”, (1993:47)

4 Sandy Nairne notes that "carteons and jokes are one of the forms in which
stereotypes and images are circulated, but humour is a process through which
they can be unfixed" (1987:149). Humour as a critical device could be -een as
particularly effective in relation to a eritique of expressionism. Expressionist
{and nea~+ -ressgionist) works are, more often than not, serious or 'heavy' in
theme, of' .u dealing with emotional extremes and notions of the sublime.

5 Unfortunately, the fact that the edges of this work are cut, and deliberately
left slightly uneven, I1s not easily reflected In photographs. The fact that the
canvas hangs from the wall, rather than being stretched, 1s also rienied by the
photograph, Thig note serves e3 a reminder that these Peatures are fairly marked
when the viewer 1s in the sawe space as the painting, that is when the painting
is seen in ‘real' life,

6 The Collins Dietionary defines camouflage as "disguise, means of deceiving
enemy ohservation, eg by paint, screen."(Grandison et al (eds) 1981:102). This
definition 15 interesting for the fact that it highlights the idea of paint ag a
kind of deceit or artifice.
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