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ARTIST'S CHOICE NO 32

Godfrey Miller:

Still life with musical instruments

Mary Macqueen

GOUDFALY MALER BIRDE 15663 Perci 10 x 15 0m  Prvase Cobecton

as an artsst in 1959 Ivough a retrospective
exhbition of his work at the old National
Gadery of Victoria in Swanston Street,
Melbourne
From he beginning | was strongly attracted
10 e work and returned a number of imes,
sometimes with stugents as | was then teach
ing parttime at RMIT
Initially # was the drawwngs that Interested
me and A was from these thal | gained the
most and winech gave me the best insight into
his inlevesting and searching mind
He appears throughout his ble o have done
much drawing both frem the human hgure and
from aremals and beds, ever simplifying and
gaining knowledge of basic pranciples, hrusts
and lensions

| am fortunate in having two e drawings

I FIRST BECAME AWARE of Godiray Miller

and one of 8 mountain with light washes. His
mountan § reminiscent of Paul Cézanne's Monf
SI Victaire It aiso links with one of my own
basic shapes. that of a convex mourtain of the
irwerse crater, Mt Pooral in Vicloria and ds
crater being the ongin for me of that particular
shape

| am gure his constan! enquines into the
hurman figure have been a great influence on
my own subsequent work

Betore begnning a painting the idea seems
10 have been thought theough in thumb-nail
sketches, various ideas of weights, positions,
tenssons & celeva

Perhaps the gnd sugoests itsed. The very
fine ruled lines resulting form lacets — the
bass lor lonal values

S ife with musical instrument CONsists
mainly of & white jug, thvee cranges, a lute ang

https://archive.artandaustralia.com/artand-australia/vol-25-no- 1-spring-1987/flipbook/84/

a lable lop — nol @ complicated arrangement

The jug being white has the highest light —
ihe modelng broken facets of darker tones,
rich and varied The placing of several tiny
patches of contrast in lighter and warmer
colours geve lift

The oranges are varied, as is the lute. Again
the small areas ol contrasl are very imporiant

It is this wonderiul handling of colour that 1o
MEe 1§ 50 lascinaling and 2o much an equiva
lent 1o music

For me a good Godfrey Miller painting re-
lates cicsely to music Full orchestra — the
occasional solo instrument emernging

Possibly this was the unknown force that
hedd me in the beginning  That and the search
ing mend Shown in his drawangs

wwmuﬁmwnmimmmum
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Eighties appropriation — Fetish or Feast?
The Art of Geoff Lowe, Stieg Persson and David Wadelton

GEOFF LOWL UNTITLED  (TOWER Ll CRawin ) 1085 Saguire conte on paper 57 7 = TH Bem
Mevoraw Catuy o Vicsora Meshoeare

cross-referencing — hese, it seems,

are the new catcheries of mansiream
ar in [he exghlies. But s all this ar-histoncal
guotation, in fact. merely an elegantly rastori-
clzirg veil to justdy the new liguration's usur
pation of power from abstraction? |s appropria-
tion & thin cover for lack of real contert in con-
terrporary an? in New York, Sherrie Laevine's
ararchically approprialing canvases cernanly
project the epitome of the gelded image and
passé prostiluled palette of a post-postmod
ernisl makaise Yot one can argue that, down
under al least, artistic borrowing o Quutation
15 not @ banal gesture springing from a com-

ﬁPPﬂOPHIATION, quotabon, anwstoncal

https://archive .artandaustralia.com/artand-australia/vol-25-no-1-spring-1987/flipbook/84/

Ted Gott

mon fount of incestuous intent, but a specific
artistic process ganing new relevance from
each particular instance ol its usage This &r-
licle examines the specific maaning of appo-
priation for three artists, in the bebad thal the
diverse indentions behind their use of quotation
can act as a timely warning agamst any broad
derogatory categorization of this current Aus-
irahian trend as an emply bancdwagon, a failed
esghbes lolish Appropriation s, indeed, &
highly misieading term when used across the
board to imply any unified movement or com
maon causaldy for the an it seeks to define

in Geolf Lowe's arl appropriation is deliber-
ate and polemical. nol S0 much wonical as cal

e — —— —

culated to stimulate the viewer s plays ol as-
sociation. Far from mnocent. the guoted refer
ence ulhmalely acls 10 guide one's response
i a particular direction. Such concerns crys |}
fallize in Lowe's 198586 group of Tower Hill
dravangs. Tower Hill, a noted Victorian land
mark, was painted in its origenal vegetal purity
by Eugene von Guérard in 1855, after that it
was systematically destroyed and denuded.
When the Viclorian Government set about
repianting the ares as & reserve in the 1960s,
the only surviving depsction of it in g natural
state was von Guérard's; and so il was de-
cuded 10 replant according to von Guérard, life
quating an. Lowe, struck by this three-dimen-
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sional use ol quotation 10 créale a meaningful
surround wilhen which 1o exist, commenced a
cychical drawn inveshigation o the Tower Hill
mythology and realiorestation methodology.
The drawangs, mapped oul as a set of visua
and mnemonc quotations, mingle direct ob
servation, contemporary ecological commen-
lary and fragmented quotation from past art
works in & senes of inierocking linear units
From one 1o another they shift lorward and
backward through differing degrees of alter-
nating emphasis A persistent substratum of
arstic llusion underwriles ihe landscape
wislas, referring back 1o von Guérard and as
sorted nineteenth century picturings of the
Tower Hill site. But in deference 1o Lowe's
affection for Itahian clarty and precision of de-
siQn {nurtured by traved in taly in 1980 and
1985), remembrances of the sun-baked Tus-
Can countryside and direct use of Piero dells

OEDFF LOWE VICALENCE 8 Yiilid  Cheronsl And poysian osh on pegsi 74 w 58 om
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Francesca's bakmy aerial perspective round
out this homage 1o past and present land-
scape modes

In Tower Hill drawing | Geolt Lowe employs
deceptively ssmple means to map.oul a nch
and complex inage Conté is used on the fiat
side and brushed over |he paper 1o calch the
patterning of its surface, denser chalk working
delineates further shadowy details The effect
gained at ciose range Is one of a landscape
vista seen through layers of mist, a8 hazy
Corotesque mood. Further away, the drawing
tightens ino @ crsp atmosphernc study, storm
clowds and rain squalls emerge, and light
lingers starkly on the watery foreground In its
basic structure the drawing dernves from von
Guérard's Tower Hil ail (Collection Fishenes &
Wildiife Service, on loan 10 Warmambood Art
Gallery) with its blend of lopographical dis-
tancing, atmosphenc observabion and Claude-

https://archive.artandaustralia.com/artand-australia/vol-25-no- 1-spring-1987/flipbook/84/

like¢ coufisse framing devices Pressed up
close agamns! Its surtace, however, shadowy
figures move, recaling the native staltage of
early colonial prints  That thase figures ulll
mately derive ‘rom Lowe's earlier ltakenale Ten
Femous Feelings for Men cycle enhances ap-
preciation of the artist’s layered process of
composibon. but i& not integral 1o enjoyment
of the work

Tower Hill draving Il engages more fully in
visual diatribe Its maticulous and retentive
deuneation of landscape details encourages
bebef in a carelut gepiction of reality, yet in-
siead draws heavily on fifieenth-century no-
pons of topography and perspectival precsion
The rolling iandscape wistas from Pywero deffa
Francesca's portrait paneds of Fedengo da
Monsefettro and his vale in the Uthizi are
evoked here in particular Lowe's quotation, far
from being an aftected conceit, points 1o a

thid  Chranoosl s corin o0
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serious disjunclion between the current conds-
tion of the Viciorian countryside, romantic at-
tempis to recreale (1S orignal state, and the
‘ideal’ landscapes famikar from art-histoncal
imagery

The Ten Famous Feelings for Men senes of
drawings om 1883-85 again glances back 1o
an Nakanate precursor, this ime Andrea del
Castagno's Uomini famaoss lrescoes Tor the
Legnaia wila near Florence The Feelings were
created 85 a group of four baxed sets condain
ing 1en drawings apiece; four versions each of
1en subjects were cdrawn and each box thus
houses dmmatcally different workings ol the
same narralive cycie, a senal biend of unique-
ness and continuity But whereas Castagno's
monumenltal rescoes of circa 1451 Gspiayed
ovie pricke in celebrated male ligures such as
Petrarch. Dante and Boccacow, and presented
mascubny in dominan contral, Lowe's Graw-
ngs show the face of modern masculinity un
der attack His decade of looming, unsettling
post- macho entities examines positions of and
alternatives 10 the concepts of ‘maniiness’
chaienped so damatically by 1he reforrmist
power of lerminism — & visual exploration of
survival and regrouping in sexugl adversity
The crawings funclion not as an anti-feminist
harangue, but as an atternpl 10 probe the con:
bruing valicity, o lack thereol, of the tatiered
remnanis ol publc ‘mateness’ that have es-
caped social and political feminist reforms
They operate in the voud that confronts loday’s
male, for farmenism, in positively destabilizing
deep-rooted and consinctive requasites of
manliness, yet falled to provide an alternative
sel of values with which Adam's brood could
repiace tired Machesmo postunngs

In the Ten Favnous Feelings suile strange
male apparitions stand before, or within, se-
vere framing doorways (echoes of Andrea del
Castagno), elusive archetypes entrapped by
Iheir sterectypical geometnc surrounds The
sexual confrontation and aggressive cutcome
of heroic nudes hifted from Antonio Pollaiuclo’s
fifteenth-cerury engraving Battle of the nude
men (Violence), cultural commentary on the
historical paradigm of the Oz battler (Buckiey)
or hirsute reverberation of rampant fantasy
(Wildrman) — these lorceful dissechons of the
post-lerminist masculing payche unite with
seguential precision into a patterned, rmualized
mmcmmmwwng
persongs

The four bexes of the Ten Famous Feelings

for Men cycle pit the demands of representa-
tion in constant competition with the overbear-
ing abstract concerns of a volatile and gestural
drawing process. Schemalic and clearty read
able narratives alternate with more obscure
sheets in which ligures emerge dimiy through
almost letishistically rich and dense layers of
black nes, strokes and sweeps. Figural visions
parade their way from box to box with
chameseon like appropnation of vanant draw
ing modes. In essence 1he drawings find their
origins in rigorous ke drawing from a staged
falanate narrative wgnetle (documented
photographically In each box) Bul in the plas-
tic working through of Lowe's ideas, the draw-
ings move freely m a downstream linear inten
sihcation away from the onginal motd Lowe
wieids pastel, charcoal, conté, oil-stick and
acrylic with ease, and manipuiates black, red.
white and green colour values across the
paper with an exploratory, expressive handling
In his capluning of visionary characters in a
frenetic web of wikd line, drawing as process
becomes a8 much the subject of these works
as the consequently subsumed narrative
Hence the ‘narative’ or emblematic mood of
each composton does not flag by its repet|
Hon through fowr progressively divergent draw
ings The process of serializing focuses atten-
tion on the dynamics of drawing as graphic
visual cogitation Concutrently, in the Ten Fa.
mous Feelings for Men cycle mocds of dignity,
uncerainty and trauma are played oul against
a backdrop of attempted reconsiruciion of the
male sensbility through non-ironscal artistic
quotation

In Geolf Lowe's drawings the process of
Guotation funchions not as an actwily of wanton
misappropriation, bul as a plea for relocation,
for & posilve assertion of continuity, of the
value of tradition Itahanate reference acts here
not to titillate the art-nestorical palate, but rather
to point out sexual and political — and anistic
~ concerns which confront the moderm
vigwer

With David Wadellon one finds instead an
appropration in awe, quotation withowut cyrs-
cism or overt polemical intenl. An artist who
has always turned 10 igurative expression and
consistently eschewed abstraction — bebeving
that great figurative art poses all the abstract
and formal questions anyone could demand —
Wadeiton uses formal devices derived from
ihe old masters 1o explore problems relevant to
humself slone. What may appear al jaced first

https://archive.artandaustralia.com/artand-australia/vol-25-no- 1-spring-1987/flipbook/84/

sight as an ironic slesght against the masters is
In tact honest seeking, a solid learning process.
Like Philip Guston, adrift in a sea of doubl,
Wadelton's art is about problem - sohving and
opposed 10 theonzing. His work indicates the
extent to which the resurgence of figuration
makes & genuine return to copying and sin-
cere arl-hstorical consideration possible In
the changed eciectic chmate of eighties plural
1sm, there 1s no longer shame in looking back
at Ihe lacture ol the old masters

A graduate of Preston Institute (1976),
Wadelton developed early on a preference 1or
realist painting. In 1982 posigraduate studies
# Philkp Insttute would lead to dissatistaction
with mimetic ‘bondage’ and provoke, in the fol
lowing year, a severance lrom painting for six
months. Wadellon i these months tumed
back 1o dawing from nature in order 10 liberale
humself from the tyranny of the photograph
Gracuadly he learmed 10 redsscover his own
hand, eye and mind, the example of one of his
lecturers, Dale Hickey, however, acted as a
salient model for new essais al clear, simple
composibions freed from the restrictive scale
of his previous small photorealist works.
Despite the lessons learned from Hickey,
Wadelton would emerge as a largely self
laught painter, developing technically through
Irigl and efror consequent on pating emsed
against the challenge of confrortation with the
power ol past masterworks.

In & senes of highly coloured works urvelled
in an inaugural solo show & Pinacotheca in
18684, Wadelton sought to co-opt Italianate im
agery as a means of returning to formal com:
position. Traced fragments from roproductions
of fourteenth- and fiteenth-certury panels and
frescoes were blown up and reorganzed,
collage-like, withen fields of artificial colour
hemmed in by defining, contining black lines.
The appropriation of Francesco Train's fres-
coed Thumnph of death, circs 1350, from Pisg's
Campo Santo In Wadellon's Landscape with
everyday objects is undercut by a colouration
drawn from Pablo Pycasso's late Cubist still-life
Eluckes wath their beight and illusionistic spatial
games Yet even this chromatic borrowing is
bebed by the rich, plastically obtrusive handling
of paint in the canvases of this pericd. Piling
one ‘guotation’ on ancither with a jupgler's dex-
tenty, the artist allernates between magician
and homo ludens. The effect, however, is
definitely nat one of pastiche. Al the root of his
compositional play lies a firm belief in remain

5/10



08/07/2022, 11:52

rg open 10 all anistic mfiuences, in the hope

that they will everdually negale each other Art-

historical imagery is here part of Wadellon's
own creative expioration, and it is the personal
rAionale behind these discordant, disjointed
and Iherefore distinclly resonant relerential
fragments that overlays his ceuvre with & new
and rich significance
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DwWID WALDELITS SWYERPOINT

In May 1986, reading Mayer on the tech
nigues of the oid masters prompted David
Wadelton to experiment with silverpoent draw-
ings His wilfe Lois, a jewellery artst, provided

the raw matenals and gouache on paper an in-

il ground. The ciear ‘reflective’ surface of
sitverpoind gave a soothing anticlole 1o the

deep velvety chiaroscuro of a Georges Seurat-

https://archive.artandaustralia.com/artand-australia/vol-25-no- 1-spring-1987/flipbook/84/

DR G 1966 Beverpo on
pouaThe Qrounced museum Doaed

154 « 166cm Cosecson of e sl
v begy Pracrec)

evoking seres of drawings compieled n 1985
86 Al the same time there was the thrill of
employing & dead medium, an aristic ougs
board entrance indo dialogue wih lost masters
For Wadeiton, however 1hes conscious archa
15m alse fullilled a personally expansive pur-
pose The precision and delicacy of handing
demanded by the saverpoint medium acled as

ur
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a good counter to the ever-present threat of a
slide into the ali-too-easy angst of modern Ex
pressionism. Unlike the nigidity of pencil or ink
drawing, the mellowing tarmnish of siverposnt
aiso imparted an otherworidly quality perfectly
in keeping with Wadeltion's icsosyncratic ap
propriational usages Small wonder that quota-
tions from Pieter Bruegel's engravings gradu
ally crept into the salverpoints

Even as Wadelion expenmented with new
kinds of gouache grounds and swilched to
pure rag mount-board as & more agreeable
support, 80 100 did the technical wielding of
the silverpoint neadie more and maore recall
the precise burin strokes of the sixieenth-
century engraving style On & symbolic level,

Print page

the neurotic quality, the air of latert anoety of
despair so prevalent in Bruegel now seemed
far more appropriate to the lwenhelh-cerdury
sensibdity than the glonous praise of man that
echoes Ihrough 5o much lakan painting, Twan
edged appropriation thus benefited Wadelon
both technically and thernatically

One is made constantly aware, though, that
Wadelton is not so much seeking a particularly
significant imagery, as looking for a fine pic
tonal balance. Attencing Peter Booih's
Pingcotheca drawing show in 1883, he was
confronted with a full return to madelling and
ruances of shading which impréssed hm as
aiowing for a higher piateau of achieverment
than possidle with his own earber commitrment

https://archive.artandaustralia.com/artand-australia/vol-25-no-1-spring-1987/flipbook/84/

Fetssih O fess

1o linearity and the ciousonniste back line. Bul
Booth was 10 be a galvanizing influence only
Wadellon's recent large canvases, shanng the
plastic voluptuocusness of his charcoal and
siverpoint drawings, ullimately respond more
1o the artist's grappiing with the skilled mastery
of Georgio de Chirice. Stucy of de Chirico
brought hem to the critical dilemma of finding a
means of abandoning his prior utikzabion of
shallow cubislic space, the urge was now
strong o punciure the surface of the picture
plane To Wadeiton's eyes, de Chinco was a
master of esoteric mysiery without pretension,
no doubt so0 obsessed with his lechnigue and
geometry as to be oblivious o the enigmatic
atmosphere exuded by hes canvases

ES
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At the end of the jetly demonstrates the
fiowening of David Wadeion's selfanstructive
1echnica Gaogue with 3 chosen masier
Drawing on his chiaroscuro-sleoped, lirmiy
modelied drawings, the Jelty benedits from a
rediscovery of scale and sombwe colourisiic
tones denved from conlemplation of oe
Chirico Rather than quoling Or paraphrasing
any work of 1his precursor. the camvas
responds 1o the mystenousness of the Sur
realist artist «n @ vein of persong commentary
Ihe only ocbvious apgropnalon bere is of cb-
jects from the kitchen, magnified and moved
Mo a conext whuch makes them curnousty
useless, coupled wih them are Dizarre DIOw
ups from nineteenth cantury @ngravings ol peo
tozoa. minscule life forme (hal here assume 8
ieening and polentislly victent character The
agpessiveness of this stacked still Ie & be
hed. though, by the loving, deticale touch wilth
which each object s painted Waoelon's refi
cent, caressang stroke produces a highly ambi
valen! ellect

SheQ Persson's recent an has also appro
preated an old master style rather than quotang
speciic imagery. Bul s 1888 Uniled Artists
exhibdion, 'Ouwr Faith Pan 1 The Case For and
Againat Cotour, was designed as @ inarough

(s e LS00 FRITH PETT
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THE CaSE FOR AND AGANET COLDUR) O on masonis

slap in the lace for the very notion of &ppeo
prighon — with & sold message aftached

From his earliest darkly poetical beginrangs
Persson has always lreely appropnated numer
ous low an sources, wallpapers, lopography
Docks, Chnese imperialisl posters, Vicionian
prinds of seaside resorts, stesl-engravings of
coyty posed anamals — all were grist to his
el in @ consCious eflor 10 avord sragery
obwicusly jdentitiable with the high ant milieu
The popular thought of past eras, expressed
cheapdy and pragmatically in monochrome
media, matched Persson’s reyection of colour
as 1he tool of fradional acadermc painting and
ks fascinabion with a8 graphic black and white
stylé His use of blackboard paint stained
stranghl indo raw canvas, & lechnique which
demanded inense pre planning and absolule
precigon, also deliberatety negated the very
exploratory process of painting An unchange
able swrface and severely ascehc palette were
both vehemently anti-painting in inent

With hes dramatic "Our Faith Part 1" exhibs
tion. Persson threw bath the tradibon he had
rebeSed agains! anc the style he had rebelied
with logether o dynamic confromation . Large
abstracts staned duectly ilo reversed canvas
and denving from the greal modernist tech

BTEG PERSSON CUPID INAGE trom OLE PALTH PRAT 1
THE CASE FOR AND AGAINST COLDL®  18ehH408 Ll iy
rmosonde G x Ol em Cofector of Pe wilial

nique of collage presented virlually "pictures

of partings In the mooernist style Juxtaposeda

wilh these raw, vilal abstracts along walls of
themabically conoined works, smaller panels
deployed still ke vigneties — lovingly glazed
and bullt up colounshically from a monochr-
mabc ground walh lrue academic precision
Though these almost manically landied and
minutely manipuMed panels were execuled
after studio-staged still Wles the style was de
hberately approprated from the Dutch
seventeenth cerury stil e tradibion. Having
arranged his vegetabe set-pleces, Persson
then forced himself inlo an understanding of
the lechnical processes by which s Dutch
precursars had coaxed their homely visions
N0 artistic matenal| zaton

Persson chose the still- e formeat as a work
able example al good, straight bourgeois com
mercial panting He was clearty templed 10
make paraligls CONCarming art commentaalism
between seventeenth-cemury Holland and the
present giualion in Australia, both times are
marked by a plethota of artists and a markel
nsufficient 1o guarantee them all 8 living. At
ihe same lime he was eager in his surprising
shillite panels 10 point 10 @ condinueng miscon
ception that craft is the "enemy’ Contemporary
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STIEG PERSSON COUR FAITH PART 1 THE CASE FOR AND AGAINST COLOUR inelstislior shal 198000 O on miscvin, 0! end BRckbosd Dot on reversed carves.  Frewin CoSiechen,
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artsts, clinging to the notion that 'progressive’
art |s de-shiled, still oo olten see crall as de-
cadence Persson set out, ironically, 1o create
& show thal was highly crafted, but in a man
ner that wage heavily theoretical. Dotted along
his carefully orchestrated walls, jet black panels
were hung. seemingly imbued with a poten-
lially vuinerable sura, they quietly asserted &
strong personality and independence through
Iheir sensilive paint application. No two panels
were alike Brushstrokes and lovingly var-
nished pant layers gave off a message in
Ihesrselves, as abstraction put forth an in-
lensely crafted front

‘Our Faith Pan 1" giened the viewer 10 a
genuine perversity in the actual process of
appropriation dsel! as well Persson merciessly
sent up the cbsessively historicizing nature of

contemporary cullure, underlining a siuation
where traditions are virtually ‘made ug' 1o
the demands of a backward-glancing trend
The opening Cupid panel — the only dwect-
ly quoted image on dispiay — presented &
dash of Victoran repressed sexuality drawn
from the crypic-erctic photography cf Julia
Margaret Cameron The high culture figure of
Cupid, debased to 1he level of prunent Victon-
an soft pornograplhy, was once agan turned
back inta & high arl icon. The air of parversion
about the whole cycle furnished the central
leitrrond for Persson’s beautrfully black theoriz:
ing Notions of the negation of history by the
modermist era, both the severing of historical
links and a current inability 1o deal with history,
inevitably come fo the fore Dislocated, mildly
distraught and happily deviant, Stieg Persson's

https://archive.artandaustralia.com/artand-australia/vol-25-no- 1-spring-1987/flipbook/84/

swing to appropriation highhghts the danger
that painting may be unabie 1o recover from
the mush-
1oom cloud of Modermism, and as a socally
redundant form of activity may well be moving
lowards the same aesthetic innge status as
poetry

For the anists conssdered here, approp-
nation is nO co-ordinated movement or ready-
made aulomaton aesthelic, but nstead a
senes of inGividual responses 1o the figurative
liberation of eighties pluraksm Inevitably parl
of their time and miliew, Lowe, Wadelion and
Persson yet turn 10 art-hastoncal quotation as a
highly inventive and personal means of
expression

Tt Gotl 18 SWOyIng on 8 Markness Fellowshp =
Eusope and the LUSA
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