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Key Sales Points

* Clear and accessible text navigates and explains the many themes
and ideas that inform contemporary painting; from the human body
and appropriation to painting about painting and work incorporating
other media such as performance and installation

* Artists discussed include, among others, Franz Ackermann, Tauba
Auerbach, Michael Borremans, Chuck Close and more

* The book’s 230 illustrations showcase a dazzling array of work,
presented in a unique and striking design by Fraser Muggeridge Studio

— one of the UK’s most innovative creative studios



Praise for Painting Now (HB)

‘An ambitious study and a great achievement ... Suzanne Hudson’s text is a vital argument for
the importance of painting’

Studio International

‘Hudson makes an eloquent and erudite survey of artistic practice today - essential reading
for anyone interested in a deeper understanding of today’s art world’

Leisure Painter

‘Essential reading for scholars, art lovers, gallery owners, critics and curators’

Class Magazine, Italy
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28 Introduction

expressivity? Or might contrivance of affece be

a substitute for true interiority, and persona for
person? Strategics of sclf-fashioning to frame the
arcist and his or her work include “bad painting,”
a term chat could involve the outmoded or what
lics outside the norms of acceprable raste—~whac
might onc make of the dog offered by Bénedicee
Peyrat (b.1967, Paris, France)?—as well as
appropriations of various historical painting
techniques and practices.

Moving more explicitly to macters of procedure,
Chaprer ; (Production and Distribution) focuses on
how artists make paintings and negortiate complex
l“fkh.““\"‘\ of (Il\‘flh"(l"” (h.‘t 18, I]“\\ P.l‘"(ll ‘S\
circulate (in gallerics and fairs, across continents
and che Internet), irrespective of cheir creators’
initial intencions, (Take Chatchai Puipia [bag6s,
Mahasarakarm, Thailand), who draws attention to
the lives of images across time and place.) Many
paintings are painted—at least in parc—by someone
other than the named auchor; which is to say,
painting now inhabits, to a surprising degree, the
industrial space of divided labor so common to
conceprual are, as well as to the workshop tradition
of apprentices and skilled assistants, and, closer to
home, the commercial design studio or architeccural
firm. By the 196¢

sculprure had achieved separation

of concept and realization (when fabrication was
contracted out, duc to scale or material factors), but
painting remained far removed from these changes.
This is no longer the case.

Chaprer 4 (The Body) pulls back from these systems
to look at how the body has remained central to
painting, perhaps because of the ongoing desire for
human scale, if not necessarily for human agency.
The figure is most obviously present in portraiture,
nude, and history painting—staples for Marlene
Dumas (b.1953, Cape Town, South Africa); these
modes are explored alongside abstrace paintings,
where the body registers through vigorous paint
handling thac records the physical movement
necessary for its achievement, The body also
emerges, among other chings, as the obdurate
counterpare to the vircual sphere, and as the
prerequisite for work predicated upon social
interaction. Associated with this, Chapeer § (Beyond
Painting) investigates how the body is commonly
introduced as a complement to a painting, from

Chatchai Puip

a

outside its frame. Painting may, for instance,

be treated as a tool for a performance or as the
hypotherical or actual backdrop for an event, as in
works like Lucy McKenzic's (b.1977, Glasgow, UK)
Alhanibra Morifs, which might be architecrural
skerches, cheater scenery, or independent paintings.
In this context, artists negotiate not only questions
of whar a painting is, but also temporal ones, such
as when (and under what circumstances, chrough
acnons or n l‘(",i"l”.‘”(c\) (ll)('\ a P."”(“‘\: h('((""('
a prop. This example alone suggests the “beyond™ of
the title, but the chaprer also studics cases where
paintings exist off the frame, in inscallacions, in
mulciple locations, or in exceprional presentacional
formacs. Finally, looping back to an analysis of arc
abour arc wich which che discussion of appropriation
begins, the last chapeer (About Painting) reflects
by way of the legacy of institutional critique on
paintings about painting—like Florian Mcisenberg’s
(b.1980, Berlin, Germany) framing of the picture
planc with curtains chat play on bygone
expectations of illusionism.

Real as chese headings are, they are arcificial barriers.
Most artises included in one chaprer fit juse as
readily into ochers, particularly given cheir range of
work, which in many cases cannot be accommodated
in this volume. All are involved in appropriation in
one way or another. I cannot imagine chat any arcise
does n

t chink about how his or her paintings are
made and how they will find an audicnce, or does
not contemplate the nature of painting, even if
moving beyond its traditional paramerers. To be
sure, the frequency wich which such inquiries
become pare of the work's subject relates to my
claim chat che conceprual overlaps wich che
material: beyond painting and about painting are
two sides of the same coin. “Bad painting” crosses
many boundaries, and large numbers of arcists ride
the line beeween abstraction and figuracion, though
this also implies a pedantic distinction that | do not
uphold (hence, for instance, my pucting abserace
artists into the chapter on the body). However,

I have actempred to keep related arcises rogecher,
where feasible.

Arttention is inevitably uneven in what aims to be

a wide-ranging survey. My blind spots and biases

as a critic, long-based in New York and now living
in Los Angeles where chis was written, will doubtless




Peter Halley

1.15

1.16

46

(b.1953, New York, NY) have prompred reconsideration—the former as

a figurative bricoleur (an artist who constructs arcworks out of random
materials), who paincs disjointed narratives using eclectic collage-like
juxtapositions of art, political events, film, pornography, and other media;
and che lateer as a staunch opponent of the figurative tradition with which
Salle is idencified. Halley has painted, and continues to paint, cells and prisons 1.15
(squares and recrangles, respectively), and conduits (lines) in a paletee of
Day-Glo paints puncruated wich passages of Roll-A-Tex, an industrial paint
whose textured appearance recalls stucco. Influenced by French seructuralist
and post-structuralist theory—to the extent thar they have been regarded
as illuscracive of its key ideas—Halley's diagrammaric paintings expose the
usc of gcometry in the public sphere as an agent of control.

Mecanwhile, Sherric Levine's concerred attention to the medium of painting 1.16
has recently acquired greater significance. Started a few years after the
phoro-based work (p.34), her 1980s compositions (often checkered or striped)
recall modernist abstraction, not through specific antecedents such as

Pict Mondrian or Barncte Newman, but as a generic decorative scheme
stripped of its spiritual transcendence or idealism. Levine's Knor paintings,
where she colors in the knots on plywood sheets, are wry meditations on

the painting as readymade. Following a number of projects involving specific
paintings, Levine complered a series of cighteen monochromes based on
Alfred Sticglicz's Equivalents, his increasingly abstrace photographs of the sky.
Where the Equivalents acted as a patheric fallacy expressive of his inner state,
Levine's surfaces were deterministic, resulting from averaging out the tone

of a single print.

Levine's more intellectual approach conjoins material and cognitive factors.

Even though medium specificity is not the goal, it is hardly insignificant chat

the works are painted. For many artists, the legacy of conceprualism has

prompted appropriation, not of a specific image, object, or painting, but of

a broader idea of period style. The American artists Blake Rayne (b.1969, 1.17
Lewes, DE) and Wade Guyton (b.1972, Hammond, IN) (pp.1, 175) both revisic 1.18
twenticth-century painting, the better to expose their work as mediated by

whart has preceded it. As Rayne asserts in an artist’s statement:

I see the task of my own practice to be thar of putring the belicefs
aceribuced to the sign “Painting” to the test by subjecting it to the
material conditions of the medium of painting. These material
conditions..arc for me: modes of distribution and external framing

(context); internal procedures of formation (process); and relationships

Appropriation 47
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expressing a misbegotten nostalgia for both. Yet his pichy, sometimes directly
hostile, inventions of names skewer the cthos that pervaded both spheres of
cultural production, and the gender politics cthac serviced them. To wic: I'm So
Fucking Hard (2002), a send-up of Ernest Hemingway, famously over-identified

with his masculinist fiction.

Orchers, like William Danicls (b.1976, Brighton, UK) and Caragh Thuring
(b.1972, Brussels, Belgium), have turned ro carlier moments to make claims
for the mutability of sources, arguing for the formal and other perversities
afforded by the rampant conversion of culrural artifacts. Danicels reconstructs
well-known paintings into maquettes composed of scavenged quortidian
materials, which he puts to use as a model for his own painted works. Muted
in tone and flattened into cardboard planes, they recall the facering of
Cubism as much as the imagery that was their ostensible source (in the case
of The Shipwreck, Turner's 1805 painting of the same name). Thuring's five

paintings on unprimed linen, 1, 2, 34, 3b, 4 (all 2009), flirc wich legibility as
pastoral scenes. On account of their blank spaces—the passages left empry

in onc painting but not in another—ic is only in aggregare that the images
resolve into a whole referencing cheir source: Manet's Déjeuncr sur I'herbe
(1863), itself based on Titian's The Venus of Urbino (1538). Alchough not random,
Thuring’s choice of Manct serves primarily as a pretext for the artist’s

oxpenmentacon.

Silke Otto-Knapp (b.1970, Osnabriick, Germany) finds sources closer to the
present. Her paintings of avant-garde dance (such as Bronislava Nijinska's 1923
baller Les Noces, and a studio shot of Yvonne Rainer) are taken from found
photographs, whose muted palettes she evokes through translucenc washes.
Forgoing realism, she carefully effaces shadows, highlights, and other fine
derails, to accentuate a dancer’s pose, costume, or the space that enfolds
them in che course of rehearsal and presentation. Andrew Grassie (b.1966,
Edinburgh, UK) voraciously ranges across the centurices, fashioning
phororealistic tempera studics of gallery interiors where his works are
exhibited and the studio in which they were produced. In a 2007 show at
Maurcen Paley, London, Grassic installed paintings depicting the gallery’s
exhibitions in the previous year during cheir installation, with cach work
hung in the same spot in the gallery from where he took the photograph

on which it is based. He has also indulged the possibilities of making his own
exhibition, as in 2005 when he curated an imaginary display of works from
the Tace gallery’s collection by Matisse, Stubbs, Henry Moore, and others

greatest hits in a show that never was.

6o Appropriation
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illustrated the 2010 album Teenage Dream, and also served as artistic director

for her music video, California Gurls.

A “let chem cat cake” mentality pervades this work and aids its circulation
as a luxury good that gains credibility through association wich pop, while
at the same time presenting itself as a sophisticated articulation of chis
same consumer world. In onc sense innocuous, even a guiley pleasure, the
candy-land paintings have come to represent unapologeric frivolity. Though
in comparison to the schlocky opulence of Jeff Koons's seventeen sculprures

scattered around the lavish rooms and gardens of the Chareau de Versailles
in 2008—such as an aluminum red lobster hanging alongside a crystal
chandclicr in the Mars Salon—Cotton's “bad” paintings arc decidedly

circumspect.

Quecstions of intent, however, registered differently after the collapse of the
financial marker, leaving some artists as casualtics. As curator Paul Schimmel
proposed in relation to the 2007 sale at Sotheby's, New York, of White Canoc
(1990-91) by Peter Doig (b.1959, Edinburgh, UK) for $u.3 million (che chen-
auction record for a living European artist). Doig—known for his dreamlike
landscapes that appear suspended in time, and figurative scenes chac often
dissolve into abstract motifs—went from being “a hero to other painters to a
poster child of the excesses of the market.” In this climate, whether the artist
meant to appeal to the market or not was a macter of some importance. For
instead of a government, corporation, or even an individual agent, che marker
itself has now become the prime targer, albeit a moving one. Consequently,
questions of psychological depth and sincerity still attend discussions of
intention as much as finished artworks. To cite just one notable example,
the writing around the British artist Merlin James (b.1960, Cardiff, UK),
known for his historical-genre paintings that frequently picture domestic
architecture and flotsam from che pase, turns on the maccer of attitude.

Is the work a return to a shop-worn humanism or an ironic critique of chis

very tradition?

The distinction between humanism and critique macters because irony
positions many artists as “critical,” in opposition to the marker and its
excesses, meaning that irony becomes an act of carnestness and protest
chicfly against offering trifles to che idle rich, or the one per cent, to use the
language of the Occupy movement. (Labor issucs wichin che arc world proper
arc also significant concerns for artists, through organizations such as the
Occupy Arts & Labor group and Working Artists and the Greater Economy
(W.A.G.

:)) This applics regardless of artists” potential or actual commercial
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