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Artists & Works
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Eleanor Moreton
Men of Cornwall, 2012 

Oil on canvas  

Original size: 42 x 53.5 in / 107 x 136 cm 

Photographer: Anna Arca



7

Clem Crosby
Fireman, Spiderman, 2013

Oil on formica mounted on aluminium 

Original size: 76.2 x 61 cm / 30 x 24 in 

Images courtesy of George Lawson Gallery, San Francisco and Pippy Houldsworth, London



8

Annabel Tilley
The Garden (After Robert Smythson, 1535–1614), 2013 

Ink on Paper

Original size: 110 x 130 cm

Photographer: Annabel Tilley



9

Mik Godley
Śnieżne Kotły / Schneegruben – Google Earth-scape,  
23–May–13

Watercolour on paper

Original size: 146 x 108 cm (approx 57.5 x 42.5 in)

Photographer: Steven Ingman



10

Annabelle Shelton
Amusement, 2011

Watercolour and Graphite on Aluminium

Original size: 124 x 86 cm

Photographer: Annabelle Shelton



11

David Manley
Touchdown (Full Metal Jacket), Jan–14

Acrylic on Aluminium

Original size: 380 x 436 mm

Photographer: David Manley



12

Ben Cove 
Freeloader, 2014 

Acrylic on panel 

Original size: 40 x 40 cm

Photographer: Ben Cove



13

Cathy Lomax 
Aloha From Hawaii: Clyde, 2013 

Oil on card 

Original size: 20 x 15 cm



14

Damien Meade 
Janus, 2013 

Oil on linen on board 

Original size: 44 x 32 cm 

Photographer: Damien Meade



15

Henrietta Simson 
Shit-trees and beating heart (after Sano di Pietro), 2013 

Oil and metal leaf on gesso panel 

Original size: 76 x 61 cm 

Photographer: Henrietta Simson



16

David Dipré 
There It Is, 2013 

Oil on canvas 

Original size: 303 x 257 mm 

Photographer: David Dipré



17

Benet Spencer 
Faculty of Pleasure, 2013 

Acrylic and Oil on Canvas 

Original size: 140 x 180 cm 

Photographer: Benet Spencer



18

David Reed
#636, 2010–2013

Oil and alkyd on polyester 

Original size: 71 x 127 cm



19

Euripides Altintzoglou 
Mona Lisa Brown, 2014 

Oil on canvas 

Original size: 77 x 53 cm 

Photographer: Euripides Altintzoglou



20

Isabel Young 

Remains, 2003 

Oil on canvas 

Original size: 163 x 118 cm (l x h)



21

Alun Williams 
Jules & Victorine, Conversation, 2010 

Oil and acrylic on canvas 

Original size: 71 x 56 cm



22

Dominic Shepherd 
Judgement, 2013 

Oil on canvas 

Original size: 150 cm diameter 

Photographer: Tim Edgar



23

Andrea Giuseppe Corciulo
Fieldtrip, 2013 

Oil, acrylic, gouache on canvas 

Original size: 140 x 105 cm 

Photographer: Andrea Giuseppe Corciulo



24

Estelle Thompson 
Painting for D.A, V.A, 2011–12 

Oil on panel 

Original size: 50 x 40 cm 

Photographer: May Heek



25

Eve Ackroyd 
Body and hand, resting, 2014 

Ink and watercolour on paper 

Original size: 54 x 32 cm (w x h)



26

Annabel Dover 
National Velvet, Jul–05 

Oil on Board 

Original size: 18 x 24 cm 

Photographer: Annabel Dover



27

G.L Brierley 
Eulalia, 2013 

Oil on aluminium 

Original size: 180 x 150 cm



28

Jamie Shovlin 
Kipling by Lionel Trilling (Variation 2), 2011–2012 

Acrylic on canvas 

Original size: 10 x 130 cm 

Photographer: John Bodkin



29

Fabian Marcaccio 
Limo, 2012 

Hand Woven manila rope, climbing rope, alkyd paint, silicone, wood 

Original size: 213.4 x 251.4 x 20 cm 

Photographer: Fabian Marcaccio



30

Fiona Curran 
The Country Air and All of Its Joys, 2012 

Mixed Media 

Original size: 200 x 180 x 50 cm 

Photographer: Peter Hope



31

Alistair Payne 
An Indeterminate Prognosis, Feb-14 

Oil on Canvas 

Original size: 62 x 62 cm 

Photographer: Tonje Ch Ytterstad



32

Gordon Cheung 
The Margin, 2014 

Newspaper stock market listings, archival inkjet, 

acrylic, sand on canvas and sail cloth. 

Original size: 150 x 200 cm 

Photographer: Gordon Cheung



33

Alli Sharma 
Bechstein, 2009 

Oil on board 

Original size: 20 x 15cm 

Photographer: Damian Griffiths



34

Dan Hays 
The Face of God, 2011 

Oil on Canvas 

Original size: 137 x 183 cm 

Photographer: Dan Hays



35

Enzo Marra 

London Artist (David), 2013 

Oil on canvas 

Original size: 16 x 12 in 

Photographer: Enzo Marra



36

Julie Heffernan 
Self-Portrait as Emergency Shipwright, 2013 

Oil on canvas 

Original size: 60 x 84 in 

Photographer: Susan Alzner



37

Geraint Evans 
Homebase, 2011 

Oil on board

Original size: 56 x 60 cm



38

Dan Perfect 

Laocoön, 2013 

Oil and acrylic on linen 

Original size: 183 x 257 cm 

Photographer: Antony Makinson at Prudence Cuming Assc



39

Clyde Hopkins 
Albion’s Bounty (Bindweed), 2012–13 

Oil on primed linen 

Original size: 70 x 55 cm

Photographer: Colin Mills



40

Andrew Graves 
Anyone, 2013 

Oil on panel (with walnut artist’s frame) 

Original size: 150 x 120 cm



41

Alec Shepley 

Untitled (china clay pit, St Austell), 1990 

Oil paint, canvas 

Original size: 30 x 40 in (h x w) 

Photographer: Alec Shepley



42

Gordon Dalton 
Does Anyone Ever Get This Right, 2013 

Acylic on Canvas 

Original size: 80 x 80 cm 

Photographer: Thomas Heming



43

Fiona Rae 
Touch your world, 2013 

Oil and acrylic on canvas 

Original size: 84 x 69 in / 213.4 x 175.3 cm 

Photographer: Antony Makinson, Prudence Cuming Photography, London, 

Copyright © Fiona Rae, Courtesy Timothy Taylor Gallery, London



44

John Rimmer 
Phyllobates Terribilis (Blusher), 2014 

Acrylic and water based oil on canvas 

Original size: 60 x 60 cm 

Photographer: John Rimmer



45

Hamish McLain 
What’s going on?, 2013 

Acrylic on canvas 

Original size: 120 x 100 cm 

Photographer: Hamish McLain



46

Mark Kennard 
Off, 2013 

Oil on canvas 

Original size: 30.5 x 23 cm (w x h) 

Photographer: Sophia Crilly



47

Jay Oliver 
Aeroplane, 2013 

Oil 

Original size: 61 x 50 cm (w x h) 

Photographer: Jay Oliver



48

Hannah Knox 
Still Life, 2013 

Stitched wool on pink linen 

Original size: 78.7 x 51 in / 200 x 130 cm 

Photographer: Anna Arca



49

Iain Andrews 
The Temptation of St Anthony, 2011 

Acrylic on canvas 

Original size: 250 x 200 cm (h x w) 

Photographer: James Hopkins



50

Evi Grigoropoulou 
Untitled, 2013 

Oil paint on canvas 

Original size: 45 x 45 cm



51

Alexis Harding 
3 Wishes, 2007 

Oil and gloss on MDF 

Original size: 100 x 90 cm 

Photographer: Michael Franke



52

Graham Crowley 

Blue Drift 2, 2009 

Oil on canvas

Original size: 92 x 114 cm 

Photographer: Graham Crowley, with David Bloomfield



53

Lindsay Bull 
Wise Witch, 2011 

Oil on canvas 

Original size: 38 x 30 cm



54

Jennifer Maidment 
Liz, Dec–13 

Oil paint on board 

Original size: 43 x 65 cm



55

Andrew Bracey 
ReconFigure Painting (Jean-Auguste-Dominique Ingres), 2013 

Acrylic on paper 

Original size: 19 x 11 cm 

Photographer: Andrew Bracey



56

Julia Schwadron 
EVERYTHING (cursive), 2012 

Ink on paper 

Original size: 84 x 42 in 

Photographer: Yaowmarn Parinyapariwat



57

Henny Acloque 
Tarantella, 2013 

Oil on board 

Original size: 30 x 40 cm 

Photographer: Anna Arca



58

Mark Fairnington 
Doncombe Aga Kha, 2010 

Oil on canvas 

Original size: 235 x 342 cm 

Photographer: Peter White



59

Katrina Blannin 
Double Hexad- Blue Naples, 2013 

Acrylic on linen 

Original size: 60 x 50 cm (h x w) 

Photographer: Katrina Blannin



60

Michael Fullerton 
The Inflight Advert, 2014 

Oil on linen 

Original size: 45 x 60 cm 

Photographer: Michael Fullerton



61

Louisa Chambers 
Double Decker, 2014 

Acrylic and oil on canvas 

Original size: 80 x 70 cm 

Photographer: Keith Thomson



62

Emma Talbot 
A Change is Gonna Come, 2014 

Acrylic on canvas 

Original size: 163 x 112 cm 

Photographer: Emma Talbot



63

Steve Dutton 
Some Noise, Dec–13 

Acrylic on Canvas 

Original size: 30 x 25 cm (w x h) 

Photographer: Steve Dutton



64

Louise Bristow 
Kiosk – Red, Green, Blue, 2013 

Gouache on board 

Original size: 38 x 34 cm 

Photographer: Bernard G. Mills



65

Julie Langsam 
Barnes Master Plan, SUNY Purchase, 2014 

Oil and acrylic on panel 

Original size: 24 x 24 in 

Photographer: Will Laughlin, Image Courtesy of 532 Gallery Thomas Jaeckel



66

Tristram Aver 
Cloudhair, 2012 

Oil, acrylic, spray paint and collage on canvas 

Original size: 107 x 94 cm 

Photographer: Tristram J. Aver



67

Medina Hammad 
Menagerie 1: Nature, Nurture and Nietzsche, 2010 

Gouache and watercolour 

Original size: 87 x 62 cm 

Photographer: Chris Goddard



68

Sarah R. Key 
The Second Novelty At Square Pier, Jan–14 

Acrylic on panel 

Original size: 61 x 61 cm 

Photographer: Sarah R. Key



69

Rachel Lumsden 
Armchair Thriller, Dec–12 

Oil on canvas 

Original size: 190 x 210 cm (h x w) 

Photographer: Stefan Rohner



70

Mick Finch 
Engram 8, 2011 

Acrylic and digital photo media on wood

Original size: 60 x 40 cm 

Photographer: Mick Finch



71

Simón Granell 
Paynes grey, Nov 07 – May 09 

Oil on linen 

Original size: 120 x 120 cm 

Photographer: © Peter Abrahams



72

Yelena Popova 
Untitled, 2012 

Mixed medium on linen 

Original size: 214 x 156 cm



73

Andrew Seto 
Lightsabre, 2013 

Oil paint on canvas 

Original size: 30 x 25 cm 

Photographer: Andrew Seto



74

Robert Holyhead 
Untitled (large dark), 2012 

Oil on canvas 

Original size: 114.3 x 76.2 cm 

Photographer: Peter White FXP photography



75

Neal Rock 
Prosopon for Still-Life #1903, 2013 

Pigmented silicone on polystyrene and MDF 

Original size: 28 x 15 x 9 in 

Photographer: Image courtesy of the artist



76

Olivia Notaro 

Blumen für eine Unbekannte, 2010 

Acrylics on found painting, Performance 

Original size: 90 x 130 cm 

Photographer: Olivia Notaro



77

Paul Winstanley 
Seminar, Yellow, 2014 

Oil on Linen 

Original size: 155 x 160 cm 

Photographer: Paul Winstanley



78

Rick Copsey 
Untitled (painting) Paintscape 7 (photograph), 2013 

Oil on Canvas 

Original size: 20 x 20 in



79

Mark Wright 
Nightshade, 2014 

Oil & acrylic on linen 

Original size: 72 x 72 in



80

Andrew Bick 
OGVDS-GW #2, 2013–14 

Oil paint on CNC machined Perspex 

Original size: 76 x 64 x 4 cm 

Photographer: Andrew Bick



81

Ruth Solomons
Fugitive Spaces, 2011–2012

Oil on board 

Original size: 180 x 300 cm 

Photographer: Ollie Harrop



82

Laura Lancaster 

Untitled, 2014 

Oil and Acrylic on Linen 

Original size: 180 x 230 cm 

Photographer: David Lawson Commercial Photography



83

Soichiro Shimizu 
Untitled, 2000 

Acrylic 

Original size: 300 x 190 cm



84

Christopher Bagnall 
I Don’t Understand You, Can You Speak Up?, 2014 

Oil and charcoal on canvas 

Original size” 101 x 151 x 5.5 cm 

Photographer: Christopher Bagnall



85

Shirley Kaneda 
Untitled, 2013 

Acrylic and oil on linen 

Original size: 64 x 54 in



86

Phoebe Mitchell 
Painting Samples I (Aerial), 2013 

Oil on card 

Original size: 14.8 x 10.5 cm 

Photographer: Phoebe Mitchell



87

Stefan Sehler 
No title, 2013 

Acrylic, oil and enemal behind Plexiglas, framed 

Original size: 205 x 155 cm 

Photographer: Nick Ash



88

Tony Smith 
Primes, 2014 

Oil and acrylic on canvas, brown paper 

Original size: 24 x 24 cm 

Photographer: Tony Smith



89

Alison Erika Forde 
Let’s all do the Conga, 2013 

Acrylic and emulsion on canvas 

Original size: Number 3 of set of four 47 x 54 cm each (h x w) 

Photographer: Simon Pantling



90

Andy Harper 

The past is just the future that arrived too soon, Nov–13 

Oil on linen 

Original size: 81 x 62 cm



91

Maggie Ayliffe 
The Near Far, May–13 

Oil on Canvas 

Original size: 48 x 60 in



92

Anthony Frost 
The Spotlight Kid, 2012 

Acrylic and Pumice on sacking, plastic mesh, onion sack, hessian scrim, 

ripstop, cloth and canvas 

Original size: 47 x 39 in 

Photographer: Steve Tanner



93

Bartosz Beda 
Pop Star, 2013 

Oil on canvas 

Original size: 63 x 48 

Photographer: Bartosz Beda



94

Karin Davie 

Liquid Life Series, 2012 

Oil on canvas 

Original size: 34 X 54 cm 

Photographer: Scott Lawson



95

Steven Ingman 

The Bouquet, 2013 

Oil on canvas 

Original size: 74 x 89 cm 

Photographer: Steven Ingman



96

Craig Barber 
historyC20R, 2014 

Oil and encaustic on canvas 

Original size: 35.5 x 26.5 cm 

Photographer: Craig Barber



97

David Ryan
Untitled, 2012 

Oil and wax on canvas 

Original size: 18 x 24 in 

Photographer: David Ryan



98

Terry Shave 
From the Taboo Series, 2011 

Acrylic paint with photograph and resin on board 

Original size: 55 x 200 cm 

Photographer: Terry Shave



99

Eric Butcher 
I/R. 581, 2012 

Oil + resin on extruded aluminium section and stainless steel 

Original size: Dimensions variable, site specific 

Photographer: Peter Abrahams



100

Fiona MacDonald 

Lullingstone Tree #8, 2013 

Watercolour on brown paper 

Original size: 61 x 46 cm 

Photographer: Fiona MacDonald



101

Hanneline Visnes 
Spring night in the garden, 2013



102

Andrew Stahl 
Origin of Everything, 2013 

Oil on Canvas 

Original size: 58 x 75 cm 

Photographer: Andrew Stahl



103

Sharon Hall 
Not Titled (Pink Fan), 2013 

Oil on Linen 

Original size: 80 x 100 cm 

Photographer: Sharon Hall



104

Katie Pratt 
Bluick, 2013 

Oil on canvas 

Original size: 180 x 150cm 

Photographer: FXP



105

Tom Hackney 
Tabula, 2013 

Acrylic on printed reproduction 

Original size: 20 x 20 cm 

Photographer: Tom Hackney



106

Lesley Halliwell 
Fanatic, 4500 Minutes, 2009 

Biro on paper 

Original size: 240 x 700 cm



107

Narbi Price 
Untitled Well Painting, 2013 

Acrylic on Canvas 

Original size: 91 x 122cm 

Photographer: Narbi Price



108

Corinna Spencer 
Phase Seven (Hair Rats & Zombies), 2013 

Oil on board 

Original size: 21 x 15 cm 

Photographer: Corrina Spencer



109

Luke Frost 
Brilliant blue and light ultramarine volts, 2012 

Acrylic on canvas 

Original size: 72 x 72 in 

Photographer: Simon Cook (cornish-images.com)



110

Magnus Quaife 
It’s like Hiccups. I Started and I can’t Stop. What’s Happening 
to Me?, 2014 

Watercolour on book page 

Original size: 21 x 29 cm



111

Tom Cretney 
Man Made Land, 2014 

Emulsion and spray paint 

Original size: 70cm-50cm 

Photographer: Tom Cretney



112

Daniel Sturgis 
Passionate Grounds, 2005 

Acrylic on canvas 

Original size: 165 x 213 

Photographer: Peter White, FXP



113

Michael Roberts 

Veil, Jan-14 

Pencil, acrylic, silkscreen and oil on linen 

Original size: 164 x 137 cm 

Photographer: Michael Roberts



114

Pavel Büchler 

Modern Paintings No. A31 (cartoon characters on brown 
ground, Manchester, April 1999),1997–2007 

Reclaimed paint on canvas 

Original size: 69.5 x 114 cm



115

Sarah Pickstone 
Can’t Give You Anything but Love, 2013 

Oil and Acrylic on Aluminium panel 

Original size: 230 x 200 cm 

Photographer: Laura Braun



116

Miho Sato 

Untitled, 2010 

Acrylic on board 

Original size: 45 x 60.5 cm / 17.5 x 24 in 

Photographer: Andy Keate



117

Thomas M. Wright 

Untitled, 2014 

Oil on linen on board and gloss on board (two parts) 

Original size: 21 x 30 cm 

Photographer: Thomas M. Wright



118

Natasha Kidd 
Inflate, 2010 

Canvas, tubing, valve, pump, aluminium trough and white emulsion paint 

Original size: 1.5 x 0.6 x 0.25 m



119

Paul Edwards 

Rocks, 2009 

Oil on board 

Original size: 8 x 12 in 

Photographer: Paul Edwards



120

Rafal Topolewski 
Boy, 2014 

Oil on canvas 

Original size: 200 x 175 cm 

Photographer: Rafal Topolewski



121

Mimei Thompson 
Cave Panorama 2, 2012 

Oil on canvas 

Original size: 80 x 160 cm 

Photographer: Mimei Thompson



122

Rosalind Davis 
The Observation Room, 2013 

Oil paint, gloss paint and embroidery thread on linen. 

Original size: 100 x 100 cm 

Photographer: Jools Henry



123

Sigrid Holmwood 
Horse, 2013 

Mushroom pigment made from bloodred webcaps (cortinarius sanguenius), 
plant pigment made from yarrow (achillea millfolium), indigo, chrome yellow, 
chalk, zinc white, and red lead bound in egg on handwoven linen. 
Original size: 60 x 79 cm 

Photographer: Ian Parker
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Essays
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The devil is in
Andrew Bracey

(detail) 1

A photographer prints an image in a dark room. He spots 
something almost indiscernible to the naked eye. He 
enlarges a section of the image several times. This process 
and his scrutiny reveals something unseen on location. The 
cropping and enlargement of the original image reveals a 
body hidden in the bushes. This scene from Antonioni’s Blow 
Up is an influential example of cinema critically examining 
the image.
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(detail) 2

In an earlier scene, David Hemming’s character moves from 
his photographic studio to a neighbouring artist’s studio. 
Unprompted, the painter’s first words to him are about a four 
year old painting; “They don’t mean anything when I do them; 
just a mess. Afterwards I find something to hang on to, like 
that bit. The ‘it’ sorts itself out and adds up. It is like finding a 
clue in a detective story.”1

1 Antonioni, Michelangelo, Blow Up, DVD, Directed by Michelangelo 
Antonioni, Jersey City: Turner Entertainment, 1966.
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(detail) 3

Near the end of Balzac’s The Unknown Masterpiece, 
Frenhofer shows a mystified fellow painter, Porbus his final 
painting, and says, “Come closer, you’ll see better how it’s 
done. At a distance, it vanishes.”2

2 Balzac, Honaré de, 2001, The Unknown Masterpiece, New York Review of 
Books, p.42



130

(detail) 4

Malcolm Morley has claimed that looking at a painting under 
a microscope changed his approach to painting; saying, “…
that’s really where the energy of the painting was – in all 
those tiny strokes. I realized I wanted to see through and into, 
instead of across.”3

3 Erik Verhagen, 2010, The Painting of Gerard Gasiorowski circa 1970: A 
Comparative Reading, In Gerard Gasiorowski, ed. by Bonnet, F & Mangion, E, 
2010, Ostfildern: Hatje Cantz Verlag, p. 18
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(detail) 5

Similarly, in John Hughes’ Ferris Bueller’s Day Off, Cameron 
Fry appears to ‘zone out’ when looking at A Sunday on 
La Grande Jette. The camera increasingly zooms into the 
painting, going beyond Seraut’s dots into the weave of the 
canvas, as a parallel with the character’s state of mind (con-
centration, insight or his vacuity).
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All these are examples of getting in closer to view a painting 
to enable a different response. In my own painting practice I 
have spent countless hours in the studio staring in a focused 
daze, seeking the ‘it’ referred to in Blow Up, or trying to find 
something that went un-noticed whilst I was involved in the 
activity of painting. Whether I am in the studio painting or in 
the gallery viewing pictures I try to get up close to a painting, 
to attempt, in Morley’s words, to see through and into. 
Perhaps, against convention, I am more interested in looking 
than seeing. After all to say ‘I see’ implies you understand, 
or at least give the impression of comprehension, whilst to 
say ‘I’ll look into it’ suggests investigation; one does not see 
harder, but rather looks harder. (detail) is an exhibition that 
has developed from the scrutiny involved in looking at paint-
ings, both in person in the studio or gallery or in varied forms 
of reproduction. The idea was sparked as a response, in part, 
to my reaction to the mural paintings at Phra Rabiang in Wat 
Phra Kaew, Bangkok. This mural stretches serpentine-like 
around a large courtyard in the Royal Palace, causing the 
visitor to walk the mural and make a collection of sections in 
their mind, in order to construct a whole ‘picture’.

(detail) collects together a wide range of painters, from the 
well established to recent graduates with the objective of 
creating an exhibition that through its installation: a) explores 
the notion of the reproduced painting, b) investigates the 
close up or detail of (reproduced) paintings and c) explores 
the paradox of choice in a mass image culture. Their work 
encompasses myriad subjects; spans abstraction, land-
scape, figuration and conceptually driven practices; and 
includes a wide variety of mediums associated with painting. 
118 artists were invited to select a close-up from one of their 
paintings; which painting and what constituted a detail were 
left for the artists to decide. These details were printed and 
displayed en-masse in the gallery. The exhibition is both a 
group show of 118 artists, and a room-sized collage created 
from 118 photographs of details of artworks. It can be seen 
as a collection, or more accurately a snapshot, of contem-
porary painting. The exhibition brings together diverse 
paintings and repositions them with other works; the con-
nections between the images are simultaneously deliberate 
and serendipitous.
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Jonathan Lasker has said that he sees his own paintings “as 
a form of image kit or perhaps as jigsaw puzzles, which offer 
components of paintings as clues pointing the viewer, not as 
finished narrative (as when the last piece of the jigsaw puzzle 
completes the picture of Norte Dame), but rather to a self 
awareness of how one construes a painting. Throughout I try 
to put things in non-normal relationships with one another.”4 
Lasker’s idea of non-normal relationships was incorporated 
into the ethos of the exhibition through the selection and dis-
play of the paintings, in order to encourage viewers to create 
their own associations and interpretations of the (interplay 
between) images.

The placement of the works, both in relation to each other 
and as a whole collection in the space, is a shifting one, near 
infinite in its possibilities, but tied also to the decisions for 
each venue. I asked artist/curator Nick Simpson to decide 
which images would go into the different sized panels in the 
irregular grid framework that covers the walls at H Project 
Space in Bangkok. Rosalind Krauss has written of the 
grid being ‘fully, even cheerfully schizophrenic’ and that it 
indicates infinity, meaning that any boundaries are change-
able. This idea of a cheerful schizophrenia embedded in the 
grid is interesting in the context of the display of works in 
(detail). By making all the arrangement decisions away from 
Bangkok5, a form of near-randomness occurred; or at least 
away from curatorial choice governed by aesthetic, thematic 
or ‘gut’ reasoning.

The decision to relinquish my responsibility for the posi-
tioning of the works was a conscious one6, born from the 
surprise of image juxtaposition in folders on a hard drive 
being reconfigured when re-ordered in different headings 

4 Lasker, Jonathan, 1998, Complete essays 1984-1998, New York: 
Edgewise Press, p. 19

5 By necessity of printing the photographs to size, all the planning for 
the positioning was done in the UK in the weeks prior to the exhibition, by 
Simpson, who had no first hand experience of the space.

6 At Transition Gallery the order of the artists in the grid will be decided 
by pulling names out of a hat, the first name will be nearest the door. In the 
Usher gallery the images will break from the grid and be more randomly 
distributed.
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(by ‘name’, ‘date modified’, ‘size’, ‘kind’, etc.). This was carried 
through to the exhibition’s website7 and this publication, for 
which the image layout has been decided by the designers, 
Jonathan Casciani & Oliver Wood. I believe that switching my 
paradox of choice when positioning the works with the (non) 
choice and taste of other parties has made the show more 
interesting. The exhibition is a shifting entity, not fixed in form 
and is re-presented and re-imagined as it moves to each 
venue, creating an exhibition that is site responsive to the 
particular nature of each gallery.

Krauss has also wrote that the, primarily, Modernist paintings 
that use the grid, only present “…a mere fragment, a tiny 
piece arbitrarily cropped from an infinitely larger fabric. Thus 
the grid operates from the work of art outward, compelling 
our acknowledgement of a world beyond the frame.”8 There 
are of course, also a near infinite list of other possibilities of 
different photographs of painting details, other paintings and 
further painters that could have ended up in the exhibition. 
The photographs in the exhibition are each an image them-
selves, and a fragment of the original painting. When seen on 
mass in a (near) grid, they hint at an almost infinite amount of 
possibilities for images.

Krauss describes how a window frame limits our view of the 
landscape, whilst confirming our certainty that the world 
continues beyond it. The images in this exhibition could be 
seen in a similar manner; by our knowledge that they are 
details of paintings they offer a certainty that the image 
continues beyond the edge, without us being necessarily 
sure of what it actually looks like. This is further muddled in 
the gallery by the juxtaposition of images, which inform and 
contradict the images we focus on. In many ways the images 
in this exhibition are partial, in that they are only a part of the 
whole composition and that by its nature, painting should be 
experienced first hand. The reproduced close-up allows us 
to focus on the brush strokes, surface and minutiae of the 
painting, but the reproduced painting is fundamentally expe-
rienced differently to how a painting is primarily experienced; 

7 www.paintingdetail.com

8 Rosalind Krauss, 1997, The Originality of the Avant Garde and Other 
Modernist Myths, London, MIT Press, p. 18
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arguably even more so when the reproduction is exhibited in 
a gallery (as art), as opposed to being online, in a catalogue 
or a postcard.

John Berger’s iconic series Ways Of Seeing famously starts 
with Berger taking a knife to (a copy of) Bottechelli’s Venus 
and Mars, to cut out the detail of Venus’ face, so Venus 
shifts from “allegorical figure (and) becomes a pretty girl 
anywhere”9. Berger uses this painting (and much of the 
series and corresponding book) to make the point that since 
mechanical reproduction (and more so now with digital 
reproduction) the unique painting in one room, can now be 
seen in millions of other places and that when the “camera 
reproduces a painting, it destroys the uniqueness of its 
image. As a result its meaning changes. Or, more exactly, its 
meaning multiplies and fragments into many meanings.”10 
This idea of their being many different ways to experience 
what was once a unique image is an exciting one.

James Elkins has written at length on the importance of 
looking and on the detail in painting.11 In The Object Stares 
Back, Elkins lists numerous ways he has of looking at repro-
ductions of paintings, including in a bath! He suggests that 
once you have spent a long time looking, and in diverse ways, 
an image will become more complex and become an amalga-
mation of different thoughts and images, gathered over time. 
He uses an example of St. John the Merciful by Titian that he 
has never seen in person, but has learned to appreciate from 
images in books; Elkins states that, “My idea of the picture 
is composed of all those reproductions, in black-and-white, 
in color, and in slides, together with all the remembered and 
half-remembered things I’ve read and heard.”12 This idea of 

9 Berger, John. 1972, Ways of Seeing http://www.youtube.com/
watch?v=0pDE4VX_9Kk, accessed 16/6/2014

10 Berger, John. 2008, Ways of Seeing, London, Penguin Books, p19

11 As a start please read: What Painting Is, Pictures and Tears, Elkins 
entries at the Huffington Post  http://www.huffingtonpost.com/james-elkins 
and The Object Stares Back, a section from which is reprinted in this 
publication.

12 Elkins, James, 1997, The Object Stares Back, New York, Houghton 
Mifflin Harcourt Publishing Company, p.38 
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a picture amalgamated by experience and by ‘second-hand’ 
viewings is a significant one and is explored in my com-
panion essay on Las Meninas.

Painters have, of course, long used reproductions of paint-
ings to re-examine painting and created their own versions 
of other artists’ work. Francis Bacon was obsessed, not 
necessarily with the original of Velázquez’s Portrait of Pope 
Innocent X 13, but with multiple reproductions of it. Gerhard 
Richter, whose work has been said to both problematise the 
reproduction, the act of looking14 and to resemble picture 
details15, has talked of his desire to paint as well as Vermeer 
or Titian, and has responded, in part, to this by painting 
five versions of Titian’s Annunciation, importantly from a 
postcard. One could speculate that Bacon or Richter might 
have been unable to produce their own work if they were 
responding to original painting, instead of the reproduction16.

The photographs in (detail) reference the original paintings 
by each of the 118 artists, but they are also removed from 
the context of the original painting, because of the particular 
nature of the camera. Photographic details of paintings are 
most commonly seen in exhibition catalogues and artist’s 
monographs17. In this regard Kenneth Clark’s 1938 book, 
One Hundred Details From the National Gallery is a precursor 
to (detail), being arguably the first context where the notion 
of the photographic detail of painting was explored publically 
in depth. The premise of the book was to pair paintings from 

13 It is said that he never viewed the painting first-hand, even when in 
Rome.

14 Achim Borchardt-Hume, 2011, ‘Dreh Dich Nicht Um’: Don’t Turn Around, 
Richter’s Paintings of the Late 1980s, In Gerhard Richter: Panaroma, Ed. 
Godfrey, Mark & Serota, Nicholas, London: Tate Publishing, p. 163

15 Obrist, Hans Ulrich & Elger, Dietmar, 2009, Gerhard Richter – Text, 
London: Thames & Hudson, p. 297 and p. 417

16 Someone asked me if (detail) could have been made of actual frag-
ments of paintings, which to me is less interesting as an exhibition construct 
than dealing with photographs of the paintings. Please see http://www.
paintingdetail.com/extra/2014/6/9/curators-talk-h-project-space-bangkok

17 My favourite is: Born, Annick & Martens Maximiliaan, 2012, Van Eyck: In 
Detail, Antwerp, Ludion
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across genre, geography and time, with an emphasis by Clark 
on bringing out beauty and to create analogies and contrasts. 
Clark recognised that, as a culture, we are increasingly not 
looking at pictures carefully enough and saw a power in the 
photographic detail to enable us to value patient scrutiny. 
He wrote that, “They are, in fact, an aid to appreciation more 
valuable, because more concrete, than the numerous books 
on how to look at pictures. They fulfil one of the first func-
tions of criticism by presenting familiar material from a fresh 
point of view.”18

Clark and other examples cited above hint at painting being 
freed of some of its essential qualities (the frame, being seen 
in person, complete composition etc.) when it is reproduced 
and seen in close up, to offer up something fresh or new. 
For me there is something fundamental in this ability for a 
painting to be able to change in the eyes of the viewer, and 
the idea of the detail promotes this shift. (detail) as an exhibi-
tion was an attempt to look at painting with fresh eyes. By 
taking some of the key concerns from my own painting prac-
tice (the importance of looking, of the detail or close up and 
of a collage mentality in relation to painting) I hope to have 
created an exhibition that questions painting in an attempt to 
look at it anew.

18 Clark, Kenneth, 2008, One Hundred Details From the National Gallery, 
London, National Gallery, Company Ltd., p. 7
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Nov ‘07–May ‘09 (detail)
Part 1

     .82    .39    .74    .29    .27    .22    .58    .95 

.56          .98     .36     .9               .52

.54     .53     .88     .68     .65     .17     .32     .97    .49 

.20    .94    .83     .3     .13              .51 

     .11     .90    .28    .62    .99    .33    .38    .40 

.59    .7     .100   .15    .71    .91    .80    .69    .73 

     .26    .14         .60    .79    .10    .76 

.96    .63    .64    .23    .70    .86    .30    .6     .75 

.77    .72    .93    .55    .45    .57    .25         .50 

.37    .48    .41    .84    .78    .5     .61    .35    .44 

.42    .12    .24    .47    .1     .81    .66 

          .18         .101        .46 

     .89    .19    .43         .67    .16    .85    .4 

.87    .34    .102        .8     .21    .2     .31    .92
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“…my own relationship to working 
on a painting is up close to it, 
with only occasional glimpses 
of the whole as I step back. 
There is a power in the detail, it 
offers up fresh possibilities for 
viewing painting”.

– Andrew Bracey, Curator

(detail) at H-Project Space, Bangkok, 5th June – 6th July 2014. Image: Andrew Bracey
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(detail) 
at H Project Space, Bangkok
Brian Curtin

(detail) is an installation of photographed fragments of 
paintings. The fragments carry a pronounced sense of their 
individual differences, refusing to form into a unified whole. 
For the first installation at H Project Space in Bangkok each 
was embedded within the inconsistent grid structure of the 
walls of this 19th century building; the fragments cover, or 
seem to replace, the load-bearing structure and appear as 
a visual cacophony that alters the experience and memory 
of the space, which is temporarily no longer so physical 
but seemingly offers glimpses of other worlds through the 
skeletal structure of the grid.

(detail) brings the experience of the artists’ studio to an 
exhibition context. As the curator Andrew Bracey writes: ‘In 
the studio I have found my own relationship to working on 
a painting is up close to it, with only occasional glimpses 
of the whole as I step back. There is a power in the detail, it 
offers up fresh possibilities for viewing painting’. However, 
the installation also offers a curious meditation on the meta-
phorical possibilities of the fragment itself. And here we can 
note that the photographic basis of the details announce a 
representational quality, offering a certain distance from the 
original objects with elements to be studied and decoded 
rather than directly experienced. 

As we know, the fragment as a symbol of western modernity 
suggested that modern experience was far too great, or 
complex, to be wholly reflected by the artist; as western 
modernist painting introduced an acknowledgement of time, 
we gained a sense that the world changes and moves way 
beyond that which the frame of the artwork could allow us to 
understand. In more literary terms, fragmentation signaled 
crisis, ruin and disconnection.

For the post-modern moment, however, the idea of fragmen-
tation was one where elements in a collage could be moved 
around with varying degrees of playfulness, cynicism or with 
a dissipated sense of anxiety about who we are in an ever-
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changing world. Here we can think of the severe contrasts 
of David Salle’s painterly responses to the growing glut of 
media culture; or Louise Lawlor’s photographic registration 
of the always partial experience of viewing art. Throughout, 
there is an acknowledgment of the impossibility of totalized 
understandings – something of an intellectual cliché but one 
that we continue to live with now on different terms. 

(detail) is an important installation insofar as it brings us to 
questions of the distinctly contemporary terms for viewing 
art; contemporaneity is heightened by the environ of H 
Project Space where the works are literally embedded 
in a historic structure which they do not seek to defy. 
Contemporary art’s relationship to history does not offer 
the disjuncture that the above examples pursued. On the 
contrary, ‘we’ understand that, in our internationalized 
epoch, multiple contexts and modes of time, change and 
cultural evolution exist simultaneously. Furthermore, the 
fragmentations of (detail) heighten the fact that the diversi-
ties of current art from around the world ensures claims for 
a dominant style or coherent era impossible. And, anyway, 
the practice of strict stylistic (or otherwise) categorization 
is outmoded or anachronistic. But the question of how value 
might accrue does emerge (is everything equal to everything 
else?); and the variations of scale in (detail) offer a meditation 
on hierarchy and difference.

The experience of (detail) can be vexing, demanding that 
audiences determine relationships that won’t always allow 
for resolution and therefore usurping our instinctive ten-
dency to impose order. For the moment, questions raised 
can only remain posed; if there are some answers, they are 
in the rich details themselves, isolated from any totalizing 
context. Bracey’s concern to encourage us to look as artists 
do emerges with a critical sensibility about understanding 
the dis-relationships of art in the contemporary world.

Brian Curtin is an Irish-born art writer and curator based in Bangkok, and he 

manages H Project Space. www.briancurtinbangkok.com

Note: The reference to modernity and fragmentation is taken from Michael 
Silverblatt’s 2009 interview with the writer Gary Indiana on Bookworm. 
This can be accessed at http://www.kcrw.com/news-culture/shows/
bookworm/gary-indiana
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(detail) at H-Project Space, Bangkok, 5th June – 6th July 2014. Image: Shen Wei
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The Object Stares Back
p97–101

James Elkins

In part it is a relief to think that we don’t have to see everything. 
Certainly we couldn’t notice every detail around us—if we did the world 
would turn into a �uttering buzzing confusion. But we would also be 
overwhelmed by just becoming aware that we see everything, without 
even looking closely. Merely registering that such–and–such a form is 
a tree, or a segment of sidewalk, or a blade of grass, or a pebble would 
be enough to overwhelm us from what we want or need to see. Out in 
the countryside, you might become preoccupied with the species of 
grass in the pasture, and entirely miss the fact that there are cows as 
well. On the street in the city, you might be hit by a car while you were 
checking to make sure each brick in each building really is a brick. In 
order to be able to see at all, we need to peform these intuitive reduc-
tions and omissions. If I see the texture of grass in one place, I assume 
the rest of the pasture is not barbed wire, and if I see the outline of one 
skyscraper, I assume there aren’t important gaps in it, or other buildings 
inexplicably entwined with it. All these operations are the concern of 
experimental psychologists and neurobiologists; they are the ones who 
are trying to explain how we can get away with seeing so little.

So I’m happy with this, but I am also a little uneasy. �e whole scenario 
assumes that if I wanted to, I could look at an entire landscape, see 
the barn and the cows and the pasture and the stream, and �nally see 
everything down to the smallest specks my eye could resolve. When I 
�rst thought of doing this, I imagined sitting under a tree and patiently 
looking at every leaf and blade of grass, until I would eventually fall 
asleep like Rip Van Winkle. But I have tried it, and what really happens 
is that I am ba�ed from the very beginning. If you look at a tree on a 
distant hillside, you can see it has branches, and you may think you see 
its leaves, or at least some of them. But are those spots leaves? Or are 
they bunches of leaves, blended by the distance and by the limits of your 
eyesight? �e strange fact is that you can never inventory a landscape, 
not even in a lifetime, because most of the objects you think you see are 
only rough guesses. �ose of us who don’t have serious eye problems do 
not pay much attention to the limits of our eyesight, and even people 
who wear strong glasses or contacts imagine that good vision is crystal 
clear, and capable of resolving everything. But most objects are only 
blurred colors, and we guess the rest.

Our daily obliviousness to the limits of our eyes was brought home to 
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me when I bought a telescope for my apartment. I thought the telescope 
would let me explore the view better, see the names on the passing ships, 
or resolve the houses across the bay. But the telescope did not improve 
anything: it gave me a wobbly, fuzzy view of things I could already 
see, and as I shi�ed my position, trying for the best views, I realized 
the telescope was revealing the limitations of the glass in my windows. 
(With a window open things were di�erent, and the telescope did reveal 
many details that had been invisible.) I began looking at the glass in my 
windows. �anks to what the telescope had shown me, I could see the 
way the glass made the world just a little distorted. It was an unhappy 
discovery: a moment before, I hadn’t given a second thought to the 
windowpane, and I would have said it was perfectly transparent; now it 
was like looking through eyeglasses smeared with vaseline. �e distor-
tions of the glass were just barely below what I might have noticed with 
my naked eye, but when I knew what to look for, they were obtrusive 
and annoying. I felt a little trapped, as if the window had become an 
obstacle or a wall, or as if it were a permanent defect in my own eyes. 
Even now I dislike seeing through those windows, and I always open 
them to have a good look. 

Trying to see a whole landscape produces a similar result. In quick 
succession you realized that you have not been looking at leaves or 
grass, but bleary patches you had assumed were leaves or grass. You 
can never see an entire landscape because views of the world are built 
from the ground up out of reasonable assumptions. �e texture on a 
far hill will show itself to your eye as if it were trees, but that is only 
an unconscious assumption, and those “trees” are never composed of 
leaves and branches. �ey are phantoms, forms without structure. 

All this happens in front of our eyes. �ings are even more dubious 
when it comes to objects we sense out of the corner of our eyes. What 
do we really see out there beyond the sharp focus of our gaze? In the 
nineteenth century the master experimentalist Hermann von Helmholtz 
spent time trying to see, and also to calculate, what takes place at the 
blurriest margins of the �eld of vision. It turns out we are acutely sen-
sitive to peripheral motion (in modern terms, the retina has motion 
detectors at the edges of the retina), so that if I stare straight ahead, 
and hold my arm out to the right, I cannot see my hand until I wiggle 
my �ngers. �e hand out there is not a proper hand: with some e�ort, 
I can see it as a �esh–colored pad with �ve loose appendages, like a 
salamander’s paw. (Incidentally, some animals prefer to see motion all 
across their visual �eld. If you have a dog, try this game: walk into the 
woods, and press yourself against a tree trunk. Stay within sight of the 
path, but keep close to the tree. �en whistle for the dog, and it may 
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run right by you, even within a foot or two, and it may not stop until it 
loses your scent and realize its mistake. Dogs are very good with motion 
and smell, and comically bad with static visual patterns. Maybe that’s 
why they are not interested in pictures.) 

Everything at the margins of vision looks higher and skinnier than 
when it’s seen head–on. Helmholtz demonstrated that mathematically 
with a clever proof, and you can verify it by standing in a dark hallway 
with a bright open door exactly to your right or le�. Looking straight 
ahead, the doorway will look too high and a little too narrow. �ese 
phenomena tell me that things I see peripherally are not just blurry, 
but also di�erently proportioned. �ey are distorted and hallucinatory, 
and they need motion in order to exist. �e ��eenth–century painter 
Piero della Francesca said it best when he supposed that everything 
out there is nothing but a mess of spots. I don’t know much about my 
peripheral vision because it is a real strain trying to learn about it. It 
is not easy to look straight ahead and think about what you see in the 
margins: and I say think because that’s what it is: a kind of seeing that 
is really thinking. Even though you see whatever is out there, in a way 
you can’t see it at all until you think hard about it. And that unusual 
partnership of thinking and seeing feels like something is wrong, like 
twisting a foot around until it faces backwards. Helmholtz was a kind 
of hero in this respect, and just reading his book makes my eyes turn 
red in sympathy: there was a person who really used his eyes. 

Even though these experiments can be entertaining, they are really all 
unhappy thoughts. Your eyes don’t give you the world like a photograph, 
crisp from one corner to the other. First o�, your �eld of vision has 
an irregular margin. If you look around, you can see your eye socket: 
your nose, eyebrows, and even the lower outside corner of your cheek 
(though that may be a little painful to bring into focus). But that’s not 
the real issue. What matters is that when you are looking more or less 
straight ahead, everything at the edges is radically undependable. It’s 
spotty and evanescent. It’s not just out of focus, it’s delapidated. And 
then there’s the problem of resolution: you may think you can see grains 
of sand on a beach, or threads in someone’s coat, but when you look 
closely you may be thrown into confusion. It’s hard to realize you have 
not been seeing familiar objects like distant trees, but drawing conclu-
sions based on tiny samples and guesses. And worst of all, you actually 
see very little. Out of a panoramic scene, we tend to pick one or two 
convenient picturesque details or essential objects, and we can scarcely 
force ourselves to see the remainder.

Still, unless we think of these things we can be perfectly content. I know 
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that if I want to, I can use my eyes up to their natural limits. If I have the 
patience, I can see everything I need to see. �e fact that I am hardly 
ever aware of these issues does not disturb me, because I’ve been using 
my eyes to good e�ect my entire life. As long as I command my vision 
there is no serious problem: that is, I can live with corrupted vision if 
I know that I am capable of seeing everything my eyes can resolve, if I 
need to. But is that really true? Is it possible to look really hard at that 
distant tree, and say what it looks like? If I hold my hand to one side 
and look straight ahead, can I concentrate long enough to accurately 
describe what I see? What are those shi�ing blurry lights I was calling 
leaves? Can I throw o� the impression that they’re leaves long enough 
to see them for what they are? Can I force my eyes not to draw conclu-
sions, and see the visual mess for what it is? Perhaps Helmholtz could, 
but I can’t. It is very hard to see something that has no shape or name: 
if I try to force myself to suspend judgment about those leaves, I see 
them as clothes tumbling in a dryer, as a child’s kaleidoscope, as a dirty 
rug… as anything at all, but not as the nothing that they are.

In this way I come to understand that I see nothing—meaning that the 
objects I see are constructed out of nothingness, that confusion is the 
porous stone from which I build visible things. �is is a fundamental 
discovery for me, but it is safely pushed just outside the limits of ordi-
nary seeing. I can choose to notice it, and become perplexed at how I 
make vision out of nothing; or I can ignore it, and go about my business 
without doubting my eyes. 

Kindly reprinted courtesy the author.
© James Elkins, 2014
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(detail)
David Ryan

“Visual art is instantaneous, or almost so, in its proper 
experiencing, which is of its unity above and before any-
thing else […] It belongs to the essence of visual art that it 
dismisses the factor of time by crowding so much, against 
all reason, into a point of time (like making innumerable 
angels dance on the tip of a pin). (and the pleasure to be 
gotten from the details in visual art? that’s to be consid-
ered, but it’s a subordinated pleasure or satisfaction, not 
to be gotten from a visual whole, a unity.)” 1

So wrote Clement Greenberg in one his later essays, ‘Intermedia’ of 1982. 
Greenberg’s, by now infamous, clarion call for wholeness and unity 
in modernist painting was based on the fact that painting potentially 
provided a unique experience of a plastically formed totality or whole, 
one which was rarely experienced elsewhere. In life, such wholeness 
is always virtual, our perceptual and mnemonic apparatus assimilat-
ing details, events, occurrences and only conceptually providing the 
necessary steps to link them into a readable or understandable gestalt. 
In the other modernist arts such temporal discontinuity was stressed 
rather than ‘overcome’, and indeed (as Greenberg would have it) actually 
implicit in the mediums themselves – with the exploration of time in 
narrative, for example, we can think of Fitzgerald working on ‘episodes’ 
without knowing the �nal narrative trajectory of a novel, or the great 
stream of unstoppable myopic detail in Joyce’s Finnegan’s Wake; or 
Robbe-Grillet’s ‘new novel’ with its quasi-cinematographic accumula-
tion of events, objects and spaces, each discontinuous and endlessly 
‘re-playable’. In cinema itself the development of the logic of the detail: 
the close up, the montage of autonomous images or scenes, the jump 
cut. But, coming back to painting, and since Greenberg’s heyday, our 
relationship to whole and part, to detail, and to time in painting has 
taken a di�erent direction. Greenberg’s “innumerable angels [dancing] 
on the tip of a pin” (actually a reference to Kant) is, of course, an illusion, 
as he suggested, a necessary illusion for these whole/part relationships 
to unify into “instantaneity.” From the late 1970s with its attacks on 
formalism, through the postmodernism of the 1980s with its emphasis 
on the synechdoche and its intertextuality, to the Deleuzian models of 
the 1990s, each of these unlock the experience of time in painting in 

1 Greenberg, Clement. 1982. Intermedia. In Clement Greenberg Late Writings, ed. by 
Robert C. Morgan, University of Minnesota Press.
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di�erent ways, and also have led many painters to re-address materiality, 
context and the haptic, each of which go beyond Greenberg’s address 
of “eyesight alone.” 2

�ese questions, of temporality, whole/part relations, and the opera-
tion of the close-up, underwrite the present project (detail), with its 
participation of 118 artists represented by their chosen details of indi-
vidual works. In this context, the curator Andrew Bracey has o�ered a 
personal starting point for the project: “In the studio I have found my 
own relationship to working on a painting is up close to it, with only 
occasional glimpses of the whole as I step back. �is […] provoked the 
idea for the exhibition. [It] is an attempt to bring this studio mentality 
into the gallery. �ere is power in the detail, it o�ers up fresh possibili-
ties for viewing painting.” 3 If this points to the material conditions of 
the studio (which o�en resides in the day-to-day resolution of details) 
it also conjures up the problem of how we perceive such details. In the 
studio, working on a painting, the move from a detail to the whole can 
be ‘fuzzy’ – much like how we perceive a series of objects within an 
environment or particular space. �is ‘liveness’ of perception, however, 
is very di�erent to the mediated means through which we might convey 
a particular detail, through, say, a photograph of it. In fact, the repro-
duced detail, which is paradoxically the attempt to ‘show’ materiality, is 
bound up with a violence: the bounded close-up image with its severed 
framing which becomes, in itself, a new image o�en allowing no clues 
to its original context.

As Bracey has conceded, the detail, “is most commonly used in the art 
world in the pages of exhibition catalogues or monographs” in order 
to give a glimpse of the materiality of making – the ‘stu� ’ of the work. 
But this can create an extraordinary break in legibility while attempt-
ing to make visible the material fabric of the work. Relevant to this 
rupture of the detail is James Elkins’ well known book What Painting 
Is 4, an attempt to look at art historical issues through an emphasis on 

2 Greenberg, Clement. 1982. Modernist Painting (abridged). In Modern Art and 
Modernism ed. Harrison and Frascina, London: Harper and Row. Or with an interest-
ing a�erward by Greenberg in Esthetics Contemporary, ed. Richard Kostalanetz, 1978, 
revised, Prometheus Books, 1991. �is change of our perception of panting is, of course, 
a gross generalisation to give an overview.  Many painters may well still subscribe to 
a Greenbergian sense of wholeness, so I am not suggesting any sense of ‘qualitative’ 
progression here.

3 Bracey, Andrew. 2014. (detail) press release

4 Elkins, James. 2000. What Painting Is. London: Routledge
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materiality. In Elkins’ own opinion the book is a failure. It was based on 
his own perceptions, expressed more recently, of a “fear of materiality” 
that art historians seem to have: “�at the ‘purely’ or ‘merely’ physical 
or material is conceived as a domain outside of historical interpreta-
tion, or outside of rational and critical attention.” 5 �erefore his book, 
which featured, “full page details of portions of paintings of the order 
of 70mm across and a very detailed mark-by-mark analysis of them. 
[…]” 6, set forth to address this issue, attempting to get close to this 
physicality, and to bracket making and meaning. One problem is that 
such a focus has the danger of ending up as an entropic myopism: 

“When you get that close to a painting and pay attention to each barely 
visible mark, stray brush hair, �ngerprint, and scratch, you �nd it nearly 
impossible to connect your observations to art historical accounts of 
the paintings.” 7 But this also points to another related problem, which 
Elkins is silent on, and that is the discrepancy between the blown-up 
photographic details and the ‘mark-by-mark’ perceptual commentary. 
�at is, the photographic detail can become a ‘new’ work, and is not 
simply a convenient stand-in for the ‘live’ perceived detail, with the 
latter’s fuzzy negotiated awareness of whole and part. Perhaps the classic 
illustration of this is Ernest Gombrich’s audacious introduction of the 
new Tachiste artist Trebla Dranseb, whose featured informel painting, 
with its broad bravura brush marks, turned out to be a photographic 
detail, tonally inverted, of a painting by Albert Besnard, a sickly Parisian 
�n-de-siecle academic painter who’s name spelt backwards became 
this ‘next new’ Tachiste painter 8. Whatever Gombrich’s agenda here, 
his exercise in fakery brings to light this violent severance of the detail 
from its context, and its seeming autonomous existence, with the re-
framing becoming none other than a complete pictorial transformation. 
Such a transformation is partly engendered by the ‘apparatus’ of the 
photograph – the mechanical cropping of the �eld of vision as well 
as its ‘thinness’ (as Barthes once called it) in reducing materiality to 
surface, even if it attempts to bring that materiality ‘closer’ as an image. 
(Detail), as a project and a show, attempts to tackle some these energis-
ing contradictions head on.

5 Elkins, James. 2008. On Some Limits of Materiality in Art History. www.jameselkins.
com.events.html and also www.siac.academia.edu/JElkins.

6 Ibid, pp.4-5

7 Ibid, p.5

8 Gombrich, Ernest. 1963. �e Vogue for Abstract Art in Meditations on a Hobbyhorse, 
pp.143 -150. London: Phaidon.
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Such paradoxes – including the fact that this is an exhibition funda-
mentally about painting and yet has chosen photography as its means 
of transmission – point back to certain questions that have haunted 
the practice of painting since the 70s around presence and media-
tion. Many of the painters featured in (detail) will have assimilated 
those questions, and some will forthrightly explore this relationship 
with the photographic and painterly image. Gone are the days, to 
paraphrase Gregory Ameno�, when in order to look at a painting you 
needed a copy of Walter Benjamin’s Illuminations hanging out of your 
back pocket. However, Benjamin’s �e Work of Art in the Age of its 
Technical Reproducibility (1936) still remains a crucial touchstone in 
thinking through the relationship of the physical and the mediated. 
Partly because it also remains a highly ambiguous text open to re-
interpretation (as it has been recently) going beyond its rediscovery in 
the early 80s which reductively read it as a partisan call for the demoli-
tion of socially obsolete ‘auratic’ modes of production, with painting 
as a prime target. �is latter reading does not do justice to Benjamin’s 
subtle thinking, as Frankfurt School scholar Miriam Bratu Hansen 
has pointed out, Benjamin had to put this term under erasure in that 
essay in order to, “use the demolished fragments of auratic perception 
in other concepts” 9 which was, in e�ect, to salvage the concept from 
the various occultist or mystical uses in vogue in the earlier part of 
the last century, but also through using it in other contexts, putting a 
brake on its seemingly inevitable historical linearity in the context of 
the ‘Art Work’ essay. Fundamentally, it points to the issue of presence, 
an issue which refuses to go completely away despite various attempts 
to deconstruct it. It is also related to, in performance studies, ‘liveness’ 
as theorized by Peggy Phelan or Philip Auslander, each addressing the 
relation of the presence of the body to mediating technologies: how do 
we, for instance, relate to a physical presence (of a performer) on stage 
and the simultaneous video projection in the same context; what, if any, 
are the distinctions? If we think of painting as a ‘liveness’ and always 
related to the physical body 10, then it is already a mediation, a trace. 
When photographed we might see this as a double mediation.

For Benjamin the notion of aura was seen as that “strange weave of 
space and time: the unique appearance of a distance however close it 

9 Bratu Hansen, Miriam. 2008. Benjamin’s Aura. Critical Inquiry. University of 
Chicago.

10 Although we can think of practices that question this premise such as Wade Guyton’s 
exploration of both scale and mechanical processing.
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might be.” His description of the particularity of a time and place – the 
shadow of a branch and the haze of distant mountains – conjure up an 
atmosphere of perceptual detail, unknowable in full, hence always dis-
tanced and unique. Auslander sees Benjamin as “[describing] the mode 
of perception he saw in an emergent mass culture in terms of overcom-
ing distance (and therefore banishing aura, which can be understood 
as a function of distance).” 11 He goes on to quote a famous passage 
from Benjamin’s essay, certainly relevant to this present context, “�e 
desire of the contemporary masses to bring things ‘closer’ spatially and 
humanly, which is just as ardent as their bent toward overcoming the 
uniqueness of reality by accepting its reproduction. Every day the urge 
grows stronger to get hold of an object at very close range by way of its 
likeness, its reproduction.” 12

Benjamin’s erudite articulation in the ‘Art Work’ essay, albeit at times 
highly ambiguous, was in direct response to the biggest leap in tech-
nological advancements in the short space of time from the end of the 
19th century to the termination of the First World War (the latter an 
exacerbation of this technological advancement). Privileging the ‘closer 
viewpoint’, through technology, has shown no sign of abating. As I write 
the �rst public live streaming of an internal medical operation has been 
made possible by Google glass. On the other hand, our relationship to 
technology, needless to say, has changed and is changing in other ways 
than simply progressive re�nement and innovation. While the thirst 
for High De�nition in image rendering has become more acute, so 
has the awareness of the limits of technology in this respect; the image 
zoomed in on a computer breaks down into pixels, and therefore we 
are perhaps more aware of its arti�ciality in this way. Photographing a 
painting, as all painters will have experienced, is hazardous to say the 
least: the mechanical focus, the conditions of the environment, ‘inac-
curate’ colour, stray shadows (and all those aspects of ‘uniqueness’ that 
become a �xed trace in the photograph). Painting’s presence, on the 
other hand, is that strange “weave of time and space” – its scale, weight 
(is it on canvas, board, other materials?), facture, surface, and equally 
as important, how we activate these as a viewer. A detail might give a 
clue to these aspects, but the photographic detail becomes a thing in 
itself. Ironically, Benjamin’s �rst use of the term ‘aura’ was in connec-
tion to photography; this rightfully complicates the whole argument 

11 Auslander, Philip. 2000. Liveness, Mediatization and Intermedial performance. In 
Degrés: Synthese a orientation semiologique, Belgium, no. 101, p.6.

12 As quoted in Auslander, ibid, p.6.
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of presence and reproduction, but as Hansen has suggested, in his 
later Arcades project aura is proposed as the, “distance of the gaze that 
awakens the object looked at.” �is could be applied to both original 
and copy: the photograph (in the Barthian sense) is awakened by both 
the studium and the punctum.

(detail) in its own way returns to these issues that are central to paint-
ing practice. To adopt something of Benjamin’s notion we can say that 
the details on show here record each painter’s response to their own 
work – a record of looking, of examining, and making certain choices 

– what is to be focused on, and what is to be le� out? It is a record of 
their gaze ‘awoken’ by their own production. But it is also, inevitably, 
through the mechanical apparatus of photography, a collection of new 
works, works that are untethered from their originals. As a whole it 
points to (but cannot embody) the materiality of painting, and to the 
myriad of approaches that now straddle the practice of painting while 
in fact being something else.

(detail) © David Ryan, 2014




