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against the formalist and ratiomalist authority of Modern- 12
ism, in painting which, like Nerdn*mw 1ne €
sojrituality of a nrg-Modern utopia with renewed empha- contempgrary. undergmund world of Gege. plerced
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to pamt we sl LA
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faqur vanels gt uppesFiR

quoted details from a numbér of other panting< ¢ '
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N NI '=',,°",, r .L.,.frlrrned 1n tne cuummtmg grouping
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we read/view, there is an unsettling ['Ct‘lll'lé. y of scanty and Libe o os¢ 8 WalendeTle iamagan s wdvic icsar - -
missing detail, like a crime scene to be forensically stitched  Old Master painting that is borrowed but th zopegk swes e
together in the voyeuristic iy gEse; B! o, e - wendfand faterl Lrll*i[)laﬁu%rli'lni $hosTnin ‘mfl rTrrcr'IJLPus-
combination of word and i image activates a tension be- sion-era pulp fiction, in which the recurring presence g &¢s:

RLR ST S S EUSTIEReee g O (R Basel, e |

tween the artist's Pres{'m 101( as d
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i I'-a_ﬂfl“.a-
e _
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the siic @ '
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20
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1 Brett BicelZi ar the, PPQ'J%V]V?HEA{,APB(JHDH of Fing Art, Old. Masrer. tradisim sacced s, and now modaen

]

Then as Now /11



inform the works in this exhibitior.” ol N I I

1magmed the preacnt and the past aH ha\e e«g{_f‘ﬁ \«'\I:lislll 111 15 dVALADIE LO LEdst OIL, #3510 10 [ U1 CEVEL YUY 1> L0
ar

“I gueds I pick and choose from a lot of different artisise
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dlff}:‘ b UL e Yo leacd i rom 1ﬁﬁkzng at the things you  drowning i in « them, hue nn imaninative [ifa fe nnesible, o =
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o3, v _ -
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tion—-—sr}flesw formal idioms, techniques,.und motifs—what  slavish imitation 2+% 2 & 2730 cc:]lect:we aftirmation of

is one to paint? How %%

- il to one’s own time? Lhese  to face T.hL imu of whar 1t means 75 % 8 mmannafisipy =

new, something distinct#::’
seem to be the quesr®.

Chri~tan Vincent, Field of |
as-architect, sketchbook in hand, surveys a panoramic
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searchmg forian 1dea with Origmalus, so
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of authenticity. As onag g o =
created an infinite number of times, but he-musticreate L. This exhibition began as a paper entitfgi & e tne
new ones. He needs to decide if he must r(‘]ect the conven- ~ Present: CO?‘H'“’"““ Realisni

delivered 1| c o 11 o:mlcnu oi l}w *\mmim:m u{ Art Histori- -]
tional langgmzueon'tnespase: Yy the a ! N ’
Tererc Dy the antiq o UI\ )
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o . . . 2 Apana usplt he En Mﬁ ge niverii rla;s\.
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Front: Christian Vincent, Field of Frames, 2001,
oil on canvas, 84 x 110 inches
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