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As the title suggest, About Vision: New British Painting in the 1990s is an exhibition about seeing and how vision is expressed through painting. The exhibition presents a cross-section of painting currently being pro​duced by young artists working in Britain. About Vision is a Museum of Modern Art Oxford touring exhibition, and was curated by David Elliott (Director of MaMA) and Astrid Bowron (Exhibitions Manager). They visited many artists' studios, galleries and degree shows, as well as interviewing artists, to make their selection of paintings for this exhibition.

Talking about the selection process Astrid Bowron commented that "the visits confirmed what we had come to suspect, that contemporary painting is changing... In fact, the innovation and imagination that has captivated British art in the 1990s has also dusted the cobwebs off the crusty jacket of British paint​ing." A huge diversity of painting is now being produced in Britain.

As selection proceeded it seemed that there were three primary areas of concern for young painters work​ing in Britain. David Elliot categorised these as: the painting as object; representation and reality; and the paralled media of photography, film and video. The artists selected for this exhibition are broadly dealing with these concerns in their work. They are not mutually exclusive categories, however. The only concrete theme tying the eighteen artists together is what Astrid Bowron describes as their "inexhaustible passion and enthusiasm for working with paint".

Below is further information about the artists, divided into the lower and upper galleries and listed alpha​betically, including quotes or artists statements which are contained in the About Vision catalogue.

DAVID AUSTEN

Lives and works in London

This City is neither a jungle nor the moon nor the Grand Hotel. In long shot: a cosmic sludge, a conglom​erate of bleeding energies. Close up, it is a fairly legible printed circuit, a transistorized labyrinth of beast​ly tracks, a data bank for asthmatic voice-prints. Only some of its citizens have the right to be amplified and become audible.

Susan Sontag, 'Debriefing' from I. etcetera. A Susan Sontag Reader (Penguin Books, 1983)

GLENN BROWN

Lives and works in London

I have memorized my mother's life and, like in a play, I act it out in front of the mirror every morning for an hour. This has gone on day after day for years now. I don my mother's robes, holding her fan, my hair done like hers, plaited into the shape of a woollen cap, I enact her in front of others as well, even on the bed of my beloved, In moments of passion I cease to exist, I am not me but her. For I enact her so well that my own passion vanishes and only hers remains. In other words, she has already stolen my every touch of love. Yet I do not begrudge her, because I know that she too was once robbed in the same way by her own mother. If someone were now to ask me why I act so much, I would say: I am trying to give birth to myself anew, but a better way..,

Milorad Pavic, From Dictionary of the Kh,1Z.1rs

SIMON CALLERY

Lives and works in London

Memory of a Studio Note

One memory of making these paintings is very clear; I kept forgetting how to make them, During the few seconds it took me to walk to the canvas, between deciding what needed to be done and knowing how to do it, I would forget. These paintings became an attempt to counteract amnesia, They are the result of countless conscious decisions,
My greatest ally is contradiction, It is only by working within contradiction that I stand a chance of achiev​ing anything, When I paint I think like a sculptor. Paint is the thinnest and lightest material available to the sculptor. My materials are: canvas, oil, turpentine, wood, paper, pigment, brush and knife, I use them to detach myself from the work, In attempting to make a work of serenity I need to operate aggressively. In order to be intimate I must be impersonal, In order to be understood I must develop a code, In order to be correct I must encourage faults, In order to be complex I have to limit information, A work is completed when I do not see it anymore.

October 1996

MARK FRANCIS

Lives and works in London

The repeated shapes and markings that make up the surface of my paintings are suggestive of biological forms and originate from microbiological photography, medical patterns of bacteria, cells and chromo​somes, These references to the cellular patterns and structures in nature that are revealed to us through technology imply earlier beginnings: a point between insemination and fertilisation.

Mainly monochromatic, the paintings are carefully built up through thin layers of white, grey and black paint. The paintings' lack of colour and the blurring and diffusion in some works lend them certain affini​ties with photographs, The directional blurs and shadows establish a natural rhythm, part random, part order, part slow motion, For me the blur alludes to a fragile existence and suggests how little we still know about ourselves and our place within the cosmos,
January 1996

MARCUS HARVEY

Lives and works in London

When I was a student the bloke next to me got angry and scraped his painting off his canvas with his hands; it was thick oil paint and he couldn't wash it off under the tap, He panicked a bit and said "I feel like I've got the hands of a murderer",

October 1996

JASON MARTIN

Lives and works in London

The most important decisions you make when looking at a painting occur in the first few seconds. The suc​cess or failure of the painting depends on this very rapid examination. In the construction of these works, the surface is the result of one continuous movement. Through the scale of the paintings, the eye has to work harder. The work dominates your space, it demands interaction. Through this exchange, you form an understanding of how this painting exists and, as importantly. of how this painting came to exist.

I want to bring the viewer as close as I can to the reality of making the work, To give, at first hand, open intimacy with how this object came to be,

Without depiction, without abstraction, the work is revealed as a document or record from this world, rather than as a keyhole view of an illusionary world beyond. For me, this is the difference between paint​ing and making pictures,

September 1996

LISA MILROY

Lives and works in London

Rules Concerning Japanese Clothes

1) In putting on a kimono both men and women fold the left over the right..,

2) The length of the kimono should be such that, when it is fastened in place, the hem will just hide the ankles,

3) One should take care not to allow the undergarments to show below the hem and sleeves or above the back of the neckband on the kimono, Special care should be taken not to allow the sleeves of the nagajuban to show. To prevent this it is necessary for the sleeves to be made the same length as those of the kimono to be worn over it.

4) The kimono must not be short in the sleeves; the edge of the sleeves must reach the wrist.

5) Care must be taken to see that the kimono, haori, obi, obiage (obi bustle);tidome (band over the obi), han–eri (replaceable collar for the undergarment), etc, all harmonise, especially in colour.

6) The kimono, haori, obi, nagajuban, etc, are each made of its own particular fabric. In the eyes of the

Japanese a haori made of a material which is generally considered proper only for obi would look odd.

The same thing may be said of patterns and designs.

Extract from Japanese Etiquette by Bun Nakajima. 1963 Japan Travel Bureau. Japan

FIONA RAE

Lives and works in London

Untitled (emergency room) is a painting without clear ground or fixed certainties. The title might sug​gest a TV hospital drama, a more general state ofaxiety or something else altogether. The black and white marks seem to form and reform themselves like the TlOOO terminator in Terminator 2'. This gives a sense of unease; it's as if the very fabric of the painting could also be its undoing. The circles pop up like cosmic viruses. They are ambiguous in their relationship to the embroiling ground and yet they are constituent in a world where one element is reliant on the next in order to construct meaning and make things visible.

October 1996

CLEM CROSBY

Lives and works in London

Nearly everything in the National Gallery Alvin Lustig book covers. New York. Jon Spencer Blues Explosion. The Colony Room Club. Michelangelo's Crucifixion Drawings. Gallon Drunk. The architecture of Louis Barragan. Little Richard. Whittlesey Street. Waterloo. Marjorie Content's photographs. Raymond Carver. A new suite. Marie Elisabeth Chichester Rideal. Willem de Kooning's black paintings. Bill Shankly and Liverpool Football Club c. 1970s. Anthony Burgess. Barnett Newman, Giorgio Morandi. Alan Charlton. All myoid girlfriends (except one). Sixteenth century Florentine drawing especially Andrea del Sarto. Hellenistic sculpture. Union Street DE 1. Bridget Riley Edouard Manet. Cy Twombly Gainsford Boxing Club (deceased). Anything by Dare Ashton. Lambeth Bridge. The Thames. Richard Serra. John McCracken. Philip Guston. Richard James's shirts (long collar). All typography and design by Tomato. Anything played by Glenn Gould. Pierre Bannard. EI Greco. Palladian Architecture. Any Super 8 movies. IS. Eliot reciting The Waste Land'. Anthony Van Dyck. James Joyce. Catherine Lampert's conversation with Frank Auerback (Hayward Gallery catalogue, 1978). Medicine Hat. Alberta. Gaz's (Thur.sday nights). Alberto Giacometti. Chardin. Pontormo drawings. Coronet Cinema, Elephant and Castle (afternoon performance). Jerry Lee Lewis. Nick Cave and the Bad Seeds live. Mark Rothko. Giotto. Vodka and tonic. Giovanni Bellini.

October 1996

IAN DAVENPORT

Lives and works in London

My work is an investigation of processes exploring the different properties of paint. I often work on a series of pieces, and although the theme of each may from the outset seem very limited, the results always sur​prise me.

The paintings in this exhibition are made by pouring household paint, straight from the can onto a board placed on the floor. I continue pouring until the pool of colour has nearly filled the entire picture area. The painting is then stood up, allowing gravity to pull the mass of material down and off the bottom edge. This process is repeated, and a line of colour is left, as one layer obscures and nearly erases another.
These paintings are part of a group which explores a range of seven colours. I regard these works as coloured rather than colourful.

October 1996

PETER DOIG

Lives and works in London

The canoe painting Night Fishing is an attempt to paint a disappearance. The figures and boat are on the verge of a dissolve into landscape - picture - space.

In Lump/Olin MKIV Part II, 'Olin MK IV' refers to a make and model of ski popular (briefly) amongst 'freestylers' circa '76. The 'Lump' part of the title is intended to describe the awkwardness of the action being performed. The painting was made from looking at old kodachromes. Although it is a fake scene it is autobiographical (sort of).
JANE HARRIS

Lives in Surrey

15 September 1996

Roger said I should write something -I would regret it if I didn't. Ana said she didn't ever bother to read statements. Then she said, if anything, I should quote a song from The Sound of Music..Nick said nothing at first. Ana asked me if I listened to the radio while I painted.

I said I used to but had stopped doing so lately as I found it too much of an interference. Ana thought that without anything external to focus the mind one tended to flit from one thought to another. I agreed with her, but said that I rather liked that. Nick asked me what time I got into my studio. I said usually by 10 o'clock. He asked me if I stopped for coffee. I replied at about 11. He asked me what I did in that hour. I told him that I usually mixed my paints. He then said that these were the things I should write about...
October 1996

GARY HUME

Lives and works in London

CALLUM INNES

Lives and works in Edinburgh

The paintings of Innes are objects for contemplation upon time and space, nature and art. 'Mel Gooding, 

A Poet of Common Sense, introductory pamphlet to Callum Innes, ICA, London, 1992.

In most of the series of paintings that Innes made since 1991, there is no section of the picture surface (the facing rectangle) that has not been subject to the contrary procedures of painting and of what might be called 'unpainting'. Painting entails the brushed application of a plane of a single colour in even, usually horizontal strokes; in the process of unpainting, innumerable strokes of a turpentine-laden brush, usually vertical and downward, dissolve away the oil paint to expose the prepared ground. What is exposed may be no more than a thin (roughly) vertical line, or it may be a rectangular field that extends from one verti​cal edge over the greater part of the canvas. On the ground thus exposed, there is always some trace left of the paint that has been washed away, sometimes virtually invisible to the naked eye, sometimes a faint discolouration, sometimes as a visible translucent veil. On the sides of the stretched canvas are the inevitable traces of the operations that have created the image; these are aspects of the object.

Mel Gooding, Looking at the Paintings: Two Meditations, exhibition catalogue, Callum Innes 1990-96, Inverleith House, Royal Botanic Garden, Edinburgh, 1996

ALAIN MILLER

Lives and works in London

There's something odd about painting.

October 1996

CHRIS OFILI

Lives and works in London

Data SBM Age 27 Nigerian from Manchester

The ex-altar boy arrived. He came bearing gifts: gold, frankincense and elephant shit. To place at the feet and at the breast of his Holy Virgin Mary.

Canvasses: Someone described them as being like an African front room. Yes. A wealthy Nigerian front room in the decadent late seventies. Flocked wallpaper. Fitted shagpile carpets. Plastic covered velour fur​niture. Smoked glass coffee table and gilt framed photos of ancestors that stared down at you sombrely. And the room full of your parents friends, glamourously dressed in every colour and fabric you've ever seen: textured brocades, ornate lace, jacquard, decorative damask, dazzling gold jewels and fuschia pink lipstick. Drinking gin and laughing at jokes you didn't understand. Like the smell of palm oil, Dax and Omo. Like old, torn copies of Ebony, Essence, Black Hair and Beauty and Hustler.

The journey: was long. The search intense. The descent to London arduous. Strolling briskly through the Green Channel of Her Majesty's Customs, Heathrow Airport, he feigns confidence and a sense of belong​ing, whilst carrying a suitcase stuffed with illegal elephant doo-doo. Like space dust in your mouth and Super Trooper lights. Like game show sets and Saturday night TV. He has presented himself at the table of High Art, but will he partake of the pork? Will he engage in the debate?

Excuse me sir but where are you coming from? 

What was the weather like there?

Where are you going to? How will you get there?

er………..dunno"

Like fireworks in the night sky. Like the intrigue of orifices.

Customs official No. 667, so busy busy busy scrutinising this Briton's passport for forged truths and illegal entries, forgets to check the case. From the corner of his eye, the ex-altar boy watches. It seems to glow, radioactive, and the faintest waft of fetid shit seeps through the zip.

By Akure Wan

RICHARD PATTERSON

Lives and works in London

In Richard Patterson's paintings the landscape is a representation of something ideal; a state of soft focus and blurred edges. The protagonists have a strong metaphysical presence. They can stand in for parts of the self: Thomson is the id run wild. Or they can stand in for parts of the art: the Minotaur could be the dispossessed figure of 20th century art. Separated from his painterly context, he looks on endlessly.

Things are poised on a precipice. The minotaur might launch into the void and Thomson might flip from lascivious presenter of smut into out of control participant.

Fiona Rae, October 1996
RICHARD WRIGHT

Lives and works in Glasgow

About four years ago I began to paint on the walls. There are many reasons for this, some of which seem quite distant and stupid now. In a sense this has no history, one thing does not lead to another. Meaning arises in the meeting of two unrelated things, often a decision as dumb as moving a chair from the table to the window.

I wanted to escape painting (as it had been). I wanted to do something that was more action than object -I wanted things to be less elevated, more ignorable. This was consistent with believing and not believing. An important part of this is the temporary nature of the work, there is something irksome about a work that persists in returning to haunt you with your folly. It is good that they are gone... But then there is a sense in which this makes them more important. This has something to do with purposelessness - I often think that this is a quality that distinguishes art from other things.

Sometimes I think of painting as a way of bringing something nearer, as a way of making something famil​iar (or habitable?). I have tended to think of myself as salvaging a particular setting by adding superficial details to it.

At the beginning I thought a little less about the effects of history on my own action. In the sense that painting on things tends to incorporate them into a whole pattern of comprehension (a mythology) per​haps I even thought I could avoid this.
October 1996

About Vision is organised and toured by the Museum of Modern Art Oxford. 

The exhibition was selected by David Elliot (Director) and Astrid Bowron (Exhibitions Manager).

Supported by Absolut Vodka.
[image: image1.png]


[image: image2.png]45 Market Street P +44 (0)131 225 2383 info@fruitmarket.co.uk
Edinburgh, EH1 1DF, Scotland  F +44 (0)131 220 3130  www.fruitmarket.co.uk




All rights reserved

No part of this document may be used or reproduced in any manner without written permission from the publisher, except in the context of reviews.

© The Fruitmarket Gallery and author.

The Fruitmarket Gallery takes no responsibility for information which is out of date or inaccurate.

