Statements about my work
Richard Dunlop
I interested in second or filtered ideas of nature, and gardens are the perfect intersection of

nsteo and cuure, Gerdens, | k. are o foem of arlechee posing s nehura | i
‘wreaths with a sin

state of our natural it justified to ask how
nature can stil be aesthetically experienced or whether it is e st hat s being depicted.

Mostof d places, with
which tm amiier, ulmougn a couple of images may have had their origins ersewnere Theyre
often drawn ometimes

with a dose of fomanicism and eroticism thrown in as well

Fred Williams, an artist whose work | adire, once said that he couldn't imagine ever painting
scmelfing that he hacit ssen and seen ver wel, s heve @ s aifuce Uihat s
it d tenti

ke fowers el gum tees. The
o 1y to biing freshness (o them, 5o that people recognize that | have painted them.

Ao meny i o2 erge bush Hock o Waleny e Htedend of Queensland's sunshine

large gums. | prefer their actual size or even a bit
|arger fieraivds gum trees you might find in a supermarket show, and to etch the.
type of rms rees. They're
in flavour, but © Bamet.
X . The blurting of bt

even "low" and "high art is always part of the search for me, and here 1 nd e mast
interesting images of other artists reside.

H imes is closer 0 he truththat | jus ke mucking around with colour. Wt |
mean by lha( is that th

try to consciously pve-organize of a painting (except if they are pan ofa
d»shncuve Smal saes).usualy prefr o allow the werkingof e paln, an the sticcesess
forms. Painfings then becos

reeep(iclns of experiment, and Ihe esull of 1 balle botween (e Sugectyoure paning and
the materials of painting itsel.

Usually, earlier markings, smudges, erasures, changes of mind are all retained, reve
progression and digression. The value of the work is not necessarily in the finish, bul inthe
evidence of process form, content an

‘and found their eventual expression.

The paintings that work best,  think, is when they reveal a number of tensions that were
sustained in their making. These
expressive license, tradition and innovation, style and nature, recognizable imagery and
unitallle lobs and squigoles, i of which mightloo famifar but are ol eal abjects n the
world In the end one of the tings abou paining s hat s about pain, o | sive o test the
bounds of the qualites of
beautiful as | can make them. Once a painting starts for me, the process of painting tends to
take charge.




Inthe e anlyss, formsare tingst hang pat on, Somatimes,fm more inarested n

exploiting the t , and at other

times, it's about I d something to

other people. When I did a series of monumemawm gum reesntheise 1990, [ s

mainly interested in pursuing

natural objects, but rather set out o be |ndependen| pwlunal realilies, other things. After Iakmg
Iy,

‘Some of my paintings are about light, about paint as light, object as light, the very atmosphere

of the painings. malenal and immaterial substance. Edges may be blurred to give the lght of
s, as if it

are about 0 oy ofpuling an mage of Bt out of dekress.

Gt penings end works on pape of mine ot o elghieent conhury botankat crawings and
ehings,snd he way i which they ususly s o o forms tuly doveoped and ohers it ¢
|usl pencil sketches and afterthoughts. the echingain oesis
Conturcs, | Guese, was pimariy 6 document ning tihgs for clas
Prclography ara. Howsver, 1k ey sland up aver i s itoresing ar, mayba i nesd of
abitof updating

ve ben ettingintopantingsfo mary yealsnow (i  house al e Matise usedto
o). There's not much room for error, but | tend to see very few things as mistakes, whether its
paint smudges, or finger marks, pencillines, or other residues of the process of making the
pictures. I'd generally prefer to leave it all on the surface, as evidence of how it was made, and
for something to look at more closely in a painting. | tend to like looking at paintings that you

YUget"in one ook, which reveal themselves more slowiy over time. Therefore, Im also
striving d slow the eye rather
than be understood in one gaze.

The black grounds in some of my paintings probably had its origins in the cheap garden plastic
that  used o ue o e my shucofrom wind and . O & might hevo come fom loodng st
neighbour in Brisbane, which
invariably have an inky black ground. Its also a way of oniching ihe tpe of vansparent ight
that stines trough orfrom wi Soreofpeni, pariery under xchghat gt in 8
garden. These built up, y
glazes.

There's a couple of paintings | did called "The Road to Berry (after Two Dead Greats)" which
refer (o a painting by Lloyd Rees and its companion by Brett Whiteley, both in the Art Gallery of
New South Wales. You couid learn everything you need to know about how to move paint
around from the one by Lioyd Rees, even though s tiny.

‘The intention i to express something new within the context of what Ive so far created. Some
pictures contain a network of references to other pictures of other people or mine.

Some of the interest comes from the le and the cluste of
forms that imply interrelationships, usually improbable.

1 get most ideas from things other than other art, because much contemporary painting i

‘conformist to an extreme. There is a fear of anything mogmzaue ina pammg, similar to the
i y that a

Hughes, the leading A rtisls a5 "sad vi

ims of orthodox

2




modernistthinking” who tend to suppose thatart has a single unbreakable body of rues,that
‘evolve' b purposes toward abstraction, that
Coran et e ot It for e makmg

Inan |

grounding a vision in a particular place as a refreshing corrective. The idea is to evoke a sense
of place or the particularity of a locale. Sometimes it's to create a place which doesn't exist but
Iooks real enough, 50 that the eye of the viewer neads to go to work. I'm trying to paint “parallel
to nature” rather than "after nature”. The plant forms are generally llogical in terms of natural
patterns of growth, but they look familiar to me and hopefully to other people.

‘There's not always a clear source or purpose o rationale for paintings at their time of
‘execution, and sometimes they're just objects in the world. | prefer to change my mind all the
time during a painting rather than have a clear image of the outcome from the outset. When |
see them years later, its difficult to think that | actually did them, but by that time | usually have
a better idea of why | did them.

I enjoy thrashing an idea out for a while, and then it sometimes returns in a hybrid form years
ler n aaogentpaltirgs, bul e peogrsss s b b oy rather e ear. Sometimes
thisis b

things thand, and the interest lies in the variations
suggested over time. ¥

s that bluring of the edges of ion whi g tome
-at once a plant red tend ki

presence. They omincime ofmy Ghikihood deye (and hera lswharo I Gels Gbwously
raphical) where | grew up in Ashgrove, a suburb of Brisbane, which had a shop which
 now long gone. | eqq g »
P was closed, live

indow on a Sun g, when
be released so the plants could feed.
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