THIS 15 A TICKET
Karla Rinck

EXFERIENCES HAD are over, Anything done is finished, and
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o that gests on, The idea thas ends arc onby an credible
i tiine, 15, inevatably, tobook ar chat which i o longer there. ‘Al of
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¢ that was once physically present. The individual moments
- wiehin which we be and see and do vanish quickly from the workd.
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G be tangbly reached or stepped back nto, it docs succeed
| m loag life inside our ever-present. Even the parts of it we
wish were gone forever have limitless, uninvived access. We are the
- EEMyRraAnt 3N ouT oW time; the “thar’ which i here.

I everything we have been and seen and done remaing inside
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gt inside walls, i often represented in realiny by juse one oy
cad of itseli: the seen. And yet it s inaccurare 1o describe the
it a8 merely b an image, when it can of course be
Mﬁwputklplmn at least assofar a5 menvory is 4 visual

1. All that is past happened within the pictorial eealivy of

 place, 3 serting, 4 scene. However, if a memory i 2 visual one =3
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pinal decail and event;, & pionere minws what is physically gone,

was being
mﬂh:td't,'!hﬂrhch case study was an ltalian panter whi
i lhy prosduced uncannily accurate views of his home village
of Pomtine. 1n 1e05, it had bheen 4.2 vears since be was last there:

v he wias alone, the yammer and clatter of memoarics woiald

Mn.mdhtmnﬂd;aauh impression of Pongioo: a
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bndtu, inswbe ourschves, there exist pactieres pot only of
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d, when the moon was very close to the carth, and when
as though such infinice pasts as the Rig Rang

encrations ago and could be remembered and related by our
-~ His main character, whose name is  explains, There were
wights when the Moon was full and very, very low, and the ride

waw s high that the Moon missed a ducking in the sca by a hairs-
breadth; well, bets say a fow vards anyway, Climb up on the Moon?
OF comarse we did”

One it trapped on a receding moon with the
mmmdr:mnmﬂmhimﬁuﬂkuﬁm
to carth, He says, 'l shoukd have been hagpy: as | had docamed, |
was alone with her, thar insimacy with the Moon..exceeded my
mhﬂmhﬂpn.mdrﬂ e was.,, exile. 1 chought only of
the Earth, It was the Earth thar caused cach of us to be that some-
onc he was rather than someone else; up there, wrested from the
Earth, it was as if T were no longer thar 1., [ was cager to retum o
the Earth, and | trembled at the fear of having lost it ... tom from
its earthly soil, my bove now knew oaly the heart-rending,
fosr whae it lacked: a where, a surrounding, 3 before, an after”®

The philosopher Eva Brann sees memory as an entirely creative
phenamenon, saying “Imaginative memony not onky stores for us
the passing moments of perocption; it b tramstigures, datances,
vivifies, . fiseemed
neackon o whic Vo oowse e 7ghd
shesire and transformes it invo a fortile design.’

And, similarly, the neuroschentist Gerald Edclman has written
that there cannoe be any fized memaonies, any “pure’ views of the
past uncokouned by the present.*

I i usually which is here now that causes memory
pichzres o appear. When they surface they may not necessarily do
soonly in our heads but instesd as interminglings between the
pronere past and the phvsically present. Is this what happens when
Towry Sweain paints on a page from 4 newspaper? [s it the experience
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able and yet impossible o name? In order o evoke a areanvely
Imaganative memory pectisre, it may be noccssary to firse go wan-
dering. And where betver oo began than amongse thar which is most
immediately to hand?

Again, in Camsirmmics, when the sun Brst starts vo emit cadia-
e, it has a melting, unstable cffect on the newly solidificd dark

Ewery bir of what is underfoot i moving and Cfwfig’s twin
lhave gone missing i the commetion. He offers to try to
find theem:

AN B

Good for you, Oy, yes, go” Father and Mother said, then,
immediatcly + Bt i vout ddo go, you'll be bost. ! Mo,
stay heee. Oh. all nghe, po, bur let us know where you aoe:
whastle!

Orther relatives who had beft Qfwfiy’s howse moments carlicr
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S0! O could be heand from very distant poams, though they
wonaphe oo have been still omly & few paces away, And we could
hear wome exclamarions of theurs, whose meaning we coaldn’
understand: "Why, it's hollow here!” "You can't get past this spoe!”
“Thers why den't you come bore ! “Where ane youl® Tumg!"Finc!
And whar do I jamp over?” 'Oh, now we're heading back againl®

s arud those relatives. Tr wan our sun, the Lt mo jeave, whose
vells made the moss sense; “Here | am, all slone, stock oo top of
a pacte of this studf that's come boose..."*



G K, Chesrerton believed thar, ar the back of every artst's aand,
there is something hike a pattern or a type of architecture:

Tn s & thing like the landscapss of Tes dreans; the sor of world e
wonild wish to make or in which he would wish oo wander; the
serarge thora and B of his comn secret planer.”
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exencise in memory; it was, equally, an exercise i nostalpa —and
not just an exorcise but a compulsion, and an art!

Dr. Sacks goes on o explain that ‘One may be born with the
poterntial fior a prodigices memaorny, bat one is not borm with a dis-
position o recollecs; this comes only with changes and separations
in lifie —separations from people, from places, from events and sim-
ations, expecially if they have been of grear significance, have been
deeply hated or lovesd, 1x is, thus, discontinuitics, the grear discon-
tinutics in life, thar we sock to bridge, or reconcile, Drl'm.'l;l'l'f by
recollection and, bevond this, by myth and ar. Discontinuity and
nostalgta are most profiound i in growing up, we leave or ke the
place where we wene bom and spent our chibdhood. 11 we beoome
expatriates or extles, if the place, or the hfe, we were brought up in
is changed bevond recognition or destroyed ™

There is one sere way fior the “done thing” of the past to cros
over, as ingact physical realsty, nto the here and now, and tha s if
the thing that was done was 3 making action.

Tony Swain docs ot consceously look into the mind's eve of his
memory, neither does he contemplate a blank canvas o sheet of
qun Begnnning imstead with a full page of newspaper, on which

will mst lskely both paing and collage, means thar suggestion is
alrcady present. This i not entirely unlike looking at o Rorschach
inkblot test, or answering 2 peychoanalyst who, after hearing details
of a dream, asks, ‘Any asocanions?’

It s the involuntary, like Prowst, that Tooy would scem to hold
miost valuable, To Prowst's mind, voluntary recall was conoeptusal,
eomwventional, and flar, Only involuntary recall, crupting or aon-
juresd from the depths, could produce the full qualaries of innocence,
wonder and terror that he wanted to conmvey.

“The psvchoanalyst Emest Schachtel said Proust was *ready to re-
noamee all that people usually consider an active life, 1o renounce
activity, enpovinent of the momeent, concern with the future,
friendship, social intercourse, in his unt for the remembrance of
things past’. These sorts of memaornics, says Oliver Sacks, are, ‘chy-
sive, shy, nocrurnal; they canmot compete with the full lighe, the
baste, of daily life— thus they muse be invokied, conjured up, like
dreams, i quict and darkness, in a cork-lined room, or a mental
state akin (o trance of reveric”®

The “involiemany’ 45 an scoess point to suboomscioas imagery was
central to metaphysacal and surrealist methods of panting durnng
the firs fosty vears of the List contury. The resulting finds, especial
by the deep melancholy uncarthed by De Chiricoe and the fear and
fantasy dredged up by Picasso, now resurfsce in Tony's paintings.
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invicle: infinire horizons, and of Salvador Dali ranscribing micro-
scogucally precise dreams.

L Tl Winschead Dy from 2004, what coubd be one eye and a top
st ool peeth setthe near & section of wooden barrel or treasure chist,
leering sideways at a calm, realistic sea-sky of smuall paint daubs,
Tongs reach in from outsicde the pasnting and pick up the chest with
an unscen hand, O the befi, with all of this — the printing 5 in oo
halves—is 2 grey tombatone shape and a labyranth, phos a mountain

or Il and what could be theown gold jewellery—a braceler and &
ringgr? I may just 2 well bcugﬂingduw«uﬂtha
composition of colour s form: swishing paint, ﬂ;ﬁ

ing against part obsects, scribbling and blurring ingey semi

The firet sbwiract paingers achieved physical manifestations of
their separate internal realities, almost simubtancously, around
torz: Frantisck Kupka and Robert Dielaunay in France; Mikhail
Larionoy and Kasimir Malevich in Fussia; Wyndham Lewis and
Dawad i England: Arthur Dove in America and Vasily
Kandinsky in Germany, It is Kupka who stands chosest o Tony,
with his Fertical Plane of 19102, sombre recrangles in bow-key grey,
Black and whize, with fust one accent of violer,

In Far Fhwng and Tiken, also from 2005, above a honmon, in an
infiniey of open space, are wha look like flying ssscers hovering i a
vertical line. Wi move berween workds via the use of paing gaps and
pertabs intos the space of the past, of what was there before the paint,
of what was of the page, which, inone :,
s 00t fo ilﬁntmhmmdwjmﬂmhﬁ:
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flat, redd, powdery sandstone cliff with a chalky whire edge. The
black and whire of a from the tewspaper is recognis
able agzinst blocks of nngraded, atonal acrylic colour. Maﬂ:hwwr
i on rop of the clothes, grving acoess from left to right but noe from
frome o back, This is a pectuse plane withous depah, pot unbke the
one Jacdques Louis David offered up in 1784 when he crashed back
through 400 vears of perspective recession o the idea of painting
only s adaptasion of classical sculprural relicf. Such governances as
this of pictorial space are a tempe for those who look. Possibilities
l.udyubh:h.TH.lummmmi}d:md.

along with the photographs reproduced in them,
ont slices.of time; recent story mass proshuced. These are
Mﬁm&mhﬂu}yhﬂmawmmam
+ & wub-editor wh placed a headline here, a
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of this. Newspapers arc throwaway, destined 1o become rubbash.
Here, reading is mcant oo be casy, bogacal, ratbonal. Tony paints
away the words, and vet he does this siting down, leaning over a
pagee that is flar on a desk, not upright on an easel or srtached w 3
wall. Traditionally, this is the posture of sesding, noc of painting. It
1% in this way, however, that a scrap of something owned by every-
oise, valued by no-one, alive for one day only beeomes a unkgue and
precious object; am unchartsble, mysterous picrure.

In ron, Picasso glued a sheet of simulated chair caning onto
an oval canvas, overpainted it with stll life objects amd the letters
jow —shorthand for JOLRRNAL, to represent 3 newspaper lying on
a café rable —and framed it with some old rope, This, it is said, is
the world's first ever codlage. In 1922 Goorges Braque pasted scraps
of fake cak wallpaper onto a painting called Frane D ad Gilas
thereby inventing a techiique now called “papier colle’. Laver thar
vear Picasso ook the stop, again in a first such rocorded instance,
of ghiing pieces of sctesl newspaper onto a painting —Maw wwrl
a Hat. Shects of the newspaper make up the lightest side of the
face, with cther fragrments wed o suggest tecth and mostrils. There
a3 about uberculosis on the page that covers the man's
chest. Hannah Hoch made photomontages by coting ap and past-
g back together mismatched detals from magseine
ereating shockang Daca images from eig onmwards, Kt Schwittens
picked wp rubbish from the sereet— cgarere packets, tickers, string
and newspapers too—while Max Ermst metamorphosed Hleistra-
ehons, anatomical drawings and botanical charts throughout the
carly 19308,



mwaddupmnhm'u very procise and almoss
cal. The paing blocks and fills, not in pooks but in gapped and
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o and push forwand; to rally, toseek, to joumey, (0 nos give
lapy; o find the new places or keep returning o the old ones. Either
way, it's a long road.

I Peter Camsenzind by Hermann Hesse, the main characrer, a
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gya-Upanishads, “In crath, the name of the Brahman i
n. Indeed, be who knows it enters the heavenly workd cach

poe thin worn-out men, neither old nor voung, with dusry
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strange and hoatile — lesn jackals in the world of men,

n hihﬂup:-mbut:dﬂguphru‘* Mot cnly for
b for us whe look in on these deserts, undras,

In Untitled, 2004, which could be described s a hall with obsecs,
there i what looks like some sort of recordang apparatus, an carly
Communscaton device of an Ik, There may also
be a metronome and a ruler, or 3 puszle o woy. There is real wousd,
possibly mahogany or teak, and folded off-white mustin and lines.
This panting looks and fecls very old fashioned. At the top of the
hidl there ane black craggy gaps to fall through, a camyon or a quarry
and an abandoned wonden row-boat, up-ended in rotten shands, a
g ot sticking out of it sharp as 2 shark’s, Saill, there is room to
scamyper undermneath it o a place of shelter with some nice aps and
downs to clamber aroand on. The future waits eo be faced, regand-
lews of the pass,

Whar most crudely separares the medium of painting from rhat
imdwmhlhmthnkmw‘wdmnprﬂlm
portation, as opposed 1o absorption in concrere, objec
realiry. Touy's pectuees can indisce both states. The end of his paint-
ings are the actual serrated edges of pages, the frames
their onginal marging of blank white space. mdu.punfﬂupiﬂ-
ings sre rarely pure squares or recrangles, but often sccommedane
tiny beft-over jurtings from other pages to which they were once
amached, or from extra scraps cut and pasted on, Tdeas from Frank
Stella’s 1g7os shaped canvases and relief constructions may be scep-

ing through., These thrusted ot from the wall all the way back o
lmlmﬂnﬂ,ﬁk o ks benefit, as Tony does,
from beaps made by roth contury painters. Guatave Courber, for
examiple, skmirved both the realiny of the ploture plane and of paint,
Edoiard Manet revealed the sketchiness of his vechnicuee, while
pushing forms hand against a frontal plane. Ceeanne, with an anu-
suall comibinateon of kghc and ermotion, made painting. insmuch 2
it resuleed from his own umque cxpenonce, 3 new, separate realiy
in ieself, and Whistler too art for art's sake,

A painting by Tony Swain on the wall, from a distance, first ap-
pears as an overallness — an intact scene. Whether 2 landscape or
an abwtract, it is, fike much of traditicnal painring, a window onto
another workd, With closoncss, lowever, comes effexs: np-
pleng of the newspaper and an uncven frame. Tt docs not lie oon-
siscently flar, Then there i the picking apart of what is painted and
what is collaged, what was already printed on the newspaper page,
and horw muich of it i now beft. And then the foraging for, tripping
over ansl berng trapped by tiny detaals: mindatune workds cxisng in
millimetres of space.

Tr i ot & window thas will allow only a contended kooking out
of it. A static position is not possible because the painting inails
such restlesancis. Even to walk right up and choscly cxamine the
surface, necessary as that is, is not o be able o stay there. This
mwﬂmﬁﬂhammﬂh@qmam
physical devail. Instead it demands fucniution berween both, and
i) creates its oown past within the shifting, absorbing and, therefire,
bong present experience of sceing it. Each individual viewer will
book away eventually, beft only with a picture in their head,

Black, Karla: ‘This is a Ticket’, in Tony Swain: Paintings, published by DuMont and Kunst
Verlag GmbH, 2008



