=3 - 2 Iz gl = - o . S 285 o e 2 = 2 1]
CEIEEr Grifoiil Boip Spnirffsciies | Eflrg jiiids O |
S8 87 § S §3 3 = s R TS I3 = = = ;
SSEg SESxf58 28I SSRFHISETIZIEEIC = E 2g 5 =g
$733 85357 1%%: FSigpLessFYISE: S 3 Sz ‘- L - Esssegcz2t
S§RER§ S Ae%zss3¥ISgE = 25385328 2% ZEgEE CS8EsSe32S5885CE
s &~ =3 3“; §§ =T EFESE8EEEE 2 s 8 S S8SRBREEBEEST RS ESSEESESESseEsc 28
‘HE PRODUCES WITHOUT TAKING FOR . L ._szz oz
< S S2E3 =ZE52 2 sE2E88<Sa 5w = ; = = SE8E£ES8za=sE gg
HIS WORK IS DONE, HE IS NOT ATTACHED T0 :
IT, AND SINCE HE IS NOT ATTACHED TOIT, B3 2103
2 = 235 =2:5EZ= gs 22EEET = S =F- £s s 2 83585
A LONG TIME AGO | ASKED SIMON HOW 2% S53:88% 2EEE £-88f ceSE5S% EREC z 2 £z 23T:%:z E =2
| SHOULD KNOW WHEN MY WORK WAS
FINISHED. WE WERE IN THE STUDIO
EXCHANGING IDEAS. HE SAID | SHOULD
JUST TURN IT AGAINST THE WALL AND
LOOK AT IT LATER, AND AT THAT PRESENT THE LIMITED STRATA SHIT
MOMENT, | WOULD KNOW IF IT WAS SIGNIFICATION OF THE BUDDHIST - LINE DRAWING THE INCIDENTAL
FINISHED OR NOT. THE CONVERSATION AS LANGUAGE USED IN THE
CALLIGRAPHY £
REMEMBERED BEGINS T0 TAKE ON A NEW KA(!'JIJI#EGC%IUO%G&SIE -
SIGNIFICANCE 17 YEARS LATER, WHEN B o MINTMACTSM AND TS — FINGERPRINT
= == ) — 2
CONSIDERED IN RELATION TO THE QUOTE =2 __ ~ = oo === 2 F  TRADITIONAL EMPHASIS ARCHAEDLOGY CO-ORDINATION
ABOVE AND TO THE WORK EXHIBITED NOW. oEGegeS_Zso=E 2892 =355 = o ON THE LOSS OF THE ARCHAEOLOGY MACROCOSMmicrocos
IN HIS WORK, HOWEVER, THERE IS NO SUCH SR C e RESansn SonEoEsoCzAR= REFERENTIAL TOWARDS samg EMPTINESS SCULPTURE
DILEMMA, AS THE PROCESS SET IN MOTION SS5E=JSE8SSREr5 S8ogao==SIoms THE IDEA OF THE GESTALT LAND ART
HAS A BEGINNING, MIDDLE AND END. HE S==ETRooSSSSE.,  o=E=ZngZosbr=g ﬂ HE SIMPLICITY OF THE D
KNOWS WHEN IT IS FINISHED NS EE=Ro_ smas =S omeemeS=Soc o ORK AND ITS CONCEPT LAYERS EARTH
. SCe=DSunEsdo=Ea=r—= SoERSL=Smoml” HITS YOU LIKE A JOLT
@] RESTED=E=S Szxom= SESo— DENDROCHRONOLOGY
e E=mom=a = a r=mo=SoSx=m_—m AND ILLUMINATION TIME HISTORY
M O s | — L | — - == [ — — [ — [— 4 SEEARS,
SESEERoE==Essas ==l OESnISTYEES DESPITE THIS T THEVOID  INFINITY -
I.............................0..0........._’.... VISUAL IMKPAcT THEMEDITERRANEAN

g o - . - WITH A PALIMPSEST OF PAINTINGS AS ALLEGORICAL OBJECTS
- o st S - IBHIEYING SLEERENCES A MR A RN i o MRS A
2131 Pue Juasal4 )i Jo uo1dadni ay} pue yom 3y} ‘uononpoxd uou/uoijanpoad aysiyie Jo g N
Syt AR ST} ToNe sy o) eyiopsany 1o saues B pun{) gl 0jas000 THAT AI.I.U DE T0 THE MAKING, INTENTION AND RECEPTION OF IT. (14/11/2007)
$17X3} 3] “}1 JO JIJRWI|GUI3 3G UBI ! JO UOIJRIAPISUOI PUB }IOM 3lj) 0) Sasuodsal "
' UIB}132 ‘y10m 3y} Jo funjew ay) Moy spaemo} alow pue }i jo wojjoq ayj o} buiyja pue
ssaujuasasd Jo eapi ay) 0} yoeoidde jesay) e jo Apigissodwn 3y spiemo) peay o) uibag noj o

? *}J1e Jn0ge y[e) pue Je 400j 0} Moy Jnoqe SajnJ piesun 3isinbas ay}

y)im Jaypabo) peay tnoA ojur dod ysnf A3y 233 saipijenb ‘suoijow ‘seapi ‘sbuiy) jo perhw
e ,23s, Aew noA Jo buiyjou ,9as, Aew no, auob Si 1 udy) pue ‘Juawow Jey} Je S)Sixd }iom
3y ey} Aem aLues 3y} ui S)SIXa }Iom ayy 0} asuodsal ay] ‘}i 83s NoA Juawow 3y Je 33s

nok Jeym Jo ssauaseme U Sainbalyiom sy} ujpeal uaym juasaad Ajniy ag o) se buiuied -

U1 3SIN03SIP J0 U01JEaI.al} 0} UoKjejal Ui 1jewalqoid ai0jaudlf) s ssaupuasaid Jo apl ay]

“Juasaid jou si yiom

au uaﬁm "}10M 3y} woyy AeMe S)XaJu03 JUaJaIp i peal ai pue peal ‘pagras uajo
113} 3y} pue pauLioj i 3jeqap [E1JI YIIYM U SISeq 3y} e UoI}Iads0}l pue dui]

“3|qedseubun alow Bujueau ayew o) Saazs uoijejaadid)ul SIJey) SLGap ay) ubhmq_; buiyis

. ' ."pa];ln'sﬁo 'sg bujueaw Il!!ﬁl;
20U0 PUB URGN}SIP B SI 319y} Uay] “AjejuaLIow Jualedsues) Sawodaq buiuesur pue

pauado aie suonied uajj) “UMoLY UB UaS S| JeyM U3IM}Y UOILSID B ayew pue afewn -

ue Aq pajuasaid Saui| aly} Uaam)aq.peas o} PaySe SI 3o LAYM Pajeasd uapjo si dn ayeys iy

< "Pagimsip uaym ujebe abueyd pue Jiys o} Ajuo ‘Juawipas axy ajes

- uay) Jaﬁe'tu ybnoay) umop ysnd jeyy ejex)s buiyyiys ein yjas) sjuasaid pue sajejodsad -

Normally, repetiti
signals deadlodé .
imaginary, symbolic
or real. However
here repetition is
impossibility.

The activity of painting, the process is a
simple repetitive frame. But over time
each approach and connection with
this frame .el-l-.dt's a different outcome

* dependent on choice of brush, density

=of paint, quality of gesture and the
subjective state of the artist. A process

- that starts with clarity and transparency

becomes unclear and transformed.
-Only a method of interpretation as
“archaeology will decode it. (1/10/2007)
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What happens when the artist cannot produce or
make? Can't even get to be present in front of a work?
Any work.

Very little happens towards the making of the work but
plenty of other things happen. In order to escape from
the pressures of artistic production, they defer, avoid,
and distract, intending to do anything but engage with
the present and precisely the task they need to perform
to produce. Even the writing of this text is in part an
avoidance of the production of art.

With this in mind, the idea of process as a way of
making becomes a delicious oasis in my own desert
of non-production (a possible mirage however).

I see process as a possibility for escaping my own
double bind.

I imagine myself making paintings that start from a
concept. I give myself some rules. I formulate a plan.
I just want to get on with it, do it, and finally make

something that I don’t have to worry about.
That is not attached to me.

But what about the effort and discipline involved?

You don’t have to be discerning in the same way about
the end product. I don't know if I can be bothered to
discipline myself to the extent required. I'm starting
to feel uncomfortable about the constraints. I know I

won't be able to do the same thing over and over again.

I will start to get twitchy, careless, sloppy. Deliberately,
like a child who wants to spoil because they can. Or
perhaps I will feel that I can’t be myself because of
this prison sentence imposed on my creativity and
intuition. I realise that my mental state will reflect on
what I am doing.

I can’t be ‘present’ in the making of the work. All the
old works and the weight of their successes or failures
push and pressurise on the making of the work and all
the future work that might be.

I don’t want my will to be secondary to the process.

But still.......oocrirennnn: this activity does not seem
paralysing it seems liberating, partly because I envy it.
I say hopefully to myself, it will set things in motion
once again. It could be a seductive amusement or it
could be monotonous to be repetitious to this extent.

Perhaps to limit myself will force me to be resourceful,

like a prisoner in solitary confinement. It will give me
the illusion that I am doing something.

I think to myself: I must try to write this text in the
same way. Set up a process; limit myself when writing
as an experiment. But I find it impossible not to allow
myself to defer from the rules I dream up to support
the activity of writing.

I start with the idea that I will try to mirror the activity
of painting by giving myself instructions and contained

rules in which to write around. For example: writing
100 words per day, 20 times to make this text.

To complement the discourse created by the work.

This is ruled out automatically when I begin to
understand that to make this text discernable and
attempt to communicate meaning, alteration,
revision and perspicacity is required. What if I can’t
use the words that I want? What if I write something
and then realise that there are too many words? How
can I face the shame of writing 100 words and not
changing them if upon re reading they appear to
be wrong? I don't like it because it’s not letting me
think. It is not letting me control the product and
aestheticise my writing.

If T can control the aesthetic voice of the work then I
can control to some extent how it is received. I think.

All this is taking me away from the here and now of
making, but it is very much about a certain kind of

letting go that Granell participates in to generate the
paintings. (7/3/2008)
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“Blandness not as the absence of
defining qualities but as the harmonious
union of all potential values - an infinite
opening into human experience.”
(Frangois, J. 2007)

It is the kind of art making that should
come with a health warning. It is
either going to do your head in or put
asmile on your face. Until now the
work has contained as many as fifty

or sixty layers making up a systematic
approach to counting the days taken to
complete a work.

“Mirroring the scattering that occurs
in thought when confronting art
which refuses to answer in the normal
way questions around meaning, the
text proposes through a series of
incidental speculations (related to
non-western forms of writing) and
explores the almost impossible notion
of presentness with respect to meaning
and the reception of the work, its formal
properties and the process of making”
(Abiker, K. 2007)

The idea of presentness is therefore
problematic in relation to the creation
of discourse in painting as to be truly
present when reading the work requires
an awareness of what you see at the
moment you see it. The response to
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the work exists in the same way that

the work exists at that moment, and
then it is gone. You may ‘se¢’ nothing

or you may ‘see’ a myriad of things,
ideas, emotions, qualities etc. They just
pop into your head together with the
requisite unsaid rules about how to look
at and talk about art.

“The possibility of a resulting
narrative converging between the
art and the text around this idea is
formed as the events that take place
between the two create shifting and
changing contexts and boundaries
for the viewer and the reader to
experience. Working with and without
rules to characterise the idea of an
encounter with art (for the artist,
writer and reader) as incident, in the
most ongoing sense of the word.!

“A postmodern artist or writer is in
the position of a philosopher: the
text he writes, the work he produces
is not in principle governed by pre
established rules. [These] rules and
categories are what the work of art
itself is looking for. The artist or
writer, then, is working without rules
in order to formulate the rules that
will have been done. Hence the fact
that the work and the text have the
characters of an event”

¥ Arts_‘_lnstltute atBourn.e{,nouﬂh _

She is currently working with both
institutions and is a Studio Assistant

for the painter lan McKeever. She is

MA in the History and Theory of Modern

subsequently completed a research led
Art at Chelsea School of Art.

She is Course Leader for Art History at
Ashford School of Art and Design and

Kath Abiker studied Fine Art at
the Slade School in London and
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specialises in process-based sculpture.

In no particular order is the first
exhibition that she has curated.
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also part of the Poole-based artists’
for the Picker Fellowship at Kingston
University in 1991, and in 1992 was
Artist of the Year Award and shortlisted
for the British School at Rome. He has
exhibited widely in the UK and Spain,
and has worked with artist Tania Kovats
on the Drawing Quarters symposium

at Bristol School of Art. He has also
been Artist in Residence at the Escola
Massana in Barcelona while also

collective Artworks, where she
Granell studied fine art at Falmouth

School of Art and The Slade School
of Art, London. He was nominated
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In no particular order: painting
as metaphor for presentness, is an
exhibition of paintings by Simén
Granell with the writings of
Kathleen Abiker and curated

by Josepha Sanna.

The collaboration and exhibition is
an exploration into the process of
painting as metaphor for presentness
and into what it means to be stuck,
unable to act: a reason to create or
areason to stop. The work does not
merely reflect the process of painting
but is about the method of painting;
it is evidence of an act, but of process
interpreted by gesture.

Some of the paintings are reminiscent
of macro or micro-landscapes: fields,
layers, cross-sections or fingerprints,
seen from a great height, or seen from
close up. The exhibition proposes a
series of paintings that, in their ‘daily
recording] chronicle existence and evoke
the passage of time, complemented

by a series of incidental speculations
presented in the text.

in no particular order

The audience’s role in these works is
that of the archaeologist; retracing
and deconstructing the history of

a work. This process engages time,
simultaneously connecting with the
artist’s activity and the impossibility
of its full retrieval. Repetition and
consistency give way to ambiguity.

A process that starts off explicit
becomes uncertain and distorted, as
does an everyday word whose meaning
is lost through repetition, and whose
beginning and end become blurred.

What must it be like to endlessly repeat
an activity?

The first part of the project was an
investigation into a series of paintings
and a text that explored process in
painting as metaphor for presentness.
The second was the artist’s personal
reflections on being stuck, unable to

act. Considering Stuck as a good thing
or as a bad thing; a reason to create or a
reason to stop. At the heart of this is what
Francois Jullien refers to as blandness:



