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We have to recognize
that the static hievarchies
and meanings

inherent in the language
of classic abstraction

are closed

and no longer viable.
This language

has to be broken down
and opened up again,

its tmagery has to veflect
the fractured, provisional,
and linguistic nature

of contemporary life

and thought.
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DEMETRIO PAPARCONI: [ the 19505
abstraction was chargcterized by @
warkedly subfective and emoltional
querlity, whick ofen {ncluded meta-
phovical implieations (Bunk of De
Hoonings women ov of Polloch's wse of
the patterns traced with colored sand
in the rites of the American indians).
I your opinion does abilraction loday
s gecept this nretaphovical dintes-
sion, or ftas [t become essentrally self
referential? Tn the sense, fov example,
that @ souare 15 ¢ square and nofhing
bl @ square, a5 was Ffe CG5E R Rl
wmal art? The ellipse that yow wse in
Wirter oun O FRS i hroken, i fact, from
tire viewpoint both of form and color,
Tn recen! years Murio Meri has con-
strucied spivals on fhe basis of the
Fibonacct sequence, whare each eniry
is the sum of e two previous ones:
fence d, 2, 2(1+1), 3 (1+2), 5 (2+3),
8 (3+5) gnd sp forth, a sequence thol
alse recalls Hee laws of hislogy
Smmithson’s spivad, tee, aimed af a con-
crete basis in realify. Tn Hee light of
these experiences, do you Hunk that

contemporary arl can esfablish a mete-
phorical relation with the laws of na-
fire?

Davin ko The truth is that we no
Ionger perceive abstract form self-ref-
erentially, e always had a problem
with that anyway, so ['m satisfied
with a less closed reading of abstract
form, Inmy own worke, ['m interested
in ahstraction because it allows im-
agery to exist independently, as ob-
jects and events do in the world, rath-
er than being Bed to depicbon. And
as a language, goometric form is
communicable and has, potentially, a
large and complex vocabulary, Mow,
because geormetric form is relatively
elemental and because the inclina-
tion of the human mind is to impose
meaning. it provekes a wide range of
assgciations. Managing the drift and
inflection of these allusions within a
thematic vein is part of the tash.
Choosing a language, a vocabulary,
and a syntactical appreach keeps
thern from being arbitrary, but a pro-
tean qualily vis-&-vis meaning and al-
lusion is crucial in keeping the im-
agery alive, We have to
recognize that the static
hierarchies and meanings
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inherent in the language of classic ab-
straction are closed and no longer vi-
able. This language has to be broken
down and opened up again; its im-
agery has to reflect the {ractured,
provisional, and linguistic nature of
contemporary life and thowght.

As you know, one of the main issues
confronting contemparary abstract
painting i4 the role that meaning
plays, whether it takes the form of al-
lusion, metaphor, allegory, or any
other mediated communication. If
these forms, particularly allegory,
but metaphor as well, take on a one
dimensional meaning, then they are
just ag limited and inadeguate as a-
ditional representation. They don’t
have to be, By definidon, a concepl is
a general idea, one oot limited in
scope or apphcation. [ am convineed
that abstraction is the language of
this tme, and language and content
are nexiricably ted together. This
language is innately mutable. It has
thee Ability to communicate on many
levels simultanecusly and to gener-
ate a mymiad of subjective responzes,
much the way a street crime would
provole different inteérpretations
from various witnesses, Painting is a
social act where the viewer is not just
a recepver but also an mterpreter, If
metaphors are to be drawn, itis here,
in the space between the paintng and
the viewer.

The relgtionship you draw between
the Fihonacel sequence and absgtract
geometric form is interesting. If this
level of information can produce pro-
found imagery. all the better. But the
imagery 15 still the issue, lls source
can be literally anything. but its tran s
formation inte the contexl of painting
iz either significant or it s not. And
we only know that when we see it
image hy image. The introducton of
concrete informeaetion into contempo-
rary abstract painfing is one impor-
tant change. Othersinclude the aban-
donment of a Kanban ideal, the inbro-
duction of a fractured guality both
within the pictorial language and re-
lated to the image itsell, a senze of the
provisional, and the legitimacy of
subjechve interpretation.

DL Do yow constder “new absirac-
Hon™ a preper defnefion for much of

that contemporary painting which
brisgs abowd, in the absenee of recog-
nizable images, o deconstruction of the
pictorial (abstract) languwage of previ-
ons decades ?

R A redefiniton of abstraction is
underway and it's defimitely “new” in
that many aspects of the endeavaor
called "abgtract painting” have
changed. Although a disparate proj-
ect, abstraction is still the significant
quality which so perfectly alludes to
our culture naw., And will, even more
50, in the future. We arg becoming a
more vigeal sociely and ene dominat-
ed by concepual generalizations and
absiractions. There has been a signif-
icant rupture in the intentions behing
abstract paintings and in the way
these paintings are made and seen.
Among a oumber of 1ssues upon
which many contemporary abstract
painters agree, deconstruction of
both images and attitudes is a prima-
rv precondition to the development
of new modes of absiraction.

D.P: I one were bo affirm that painling
Soligwes o destiny of its own, this wonld
automatically preclude the possibility
S cancoptyalizalion and woewld be fan-
lamount fo saving that e abstract g
af today 15 imstinciive. | myself, on the
conbrary, see conlemporary abstracl
at gs closely bownd wp with the recl,
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mearly as 1F 0 were @ wew form of real-
s, And in Lght of the theories put
forth by Peter Halley, if has become
ehndently clear how a geomefric art
can confain social and palitical fmpli-
caltons evew more promivent then
those found in a painiing that is realfs-
fie an the traditional semse. Can you
say sonzatiimT eboul your gwn altitide
Porewegrd concaplualization?

L.R.: Concepts (i.e. ideas) have al
ways been an important pact of my
involvement with painting. Particu-
larly now, it is important to investi-
gate the conceptual possibilities for
painiing. Painting, now more than
ever, remains an act of conceptualiza-
tiem. The important question is,
“which concepts are more relevant
and profound?”

0.P. o you think fhal a arely instine-
Hve work of art is possille today?

o R 1 do not believe in a specific des-
tiny for painting, that being precisely
the kind of Platonic/Eantian idea
that | reject. Instinct iz a tool, not a
position. [ do not know if there is a
purely instinctive painting today, al-
though | doubr that it 1s even possi-
ble. O
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