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foreword

Or Chris McAuliffe

The Work in progress exhibition series at the Ian
Fotter Museum of Art commenced in 2001 in a spirit
of advocacy; we wanted to share our interest in the
achievement of artists we admired. In practice, the
series has brought us closer to the artists involved.

Staging the exhibitions has required careful
discussions with artists about their projects, their
careers and their ambitions for their art. Along the
way, the word 'work' has taken on subtly different
meanings. Initially, we wanted to emphasise the
ongoing nature of an artist's practice. Increasingly, the
word directed us to something very simple; that, in
many important ways, art was a matter of what artists
do. This is not meant in a dumb, literal sense. Reducing
art to a mere job of work is just as deceptive as the
opposite pole - envisioning it as a mysterious,
alchemical process. The Work in progress series has
directed us towards what has been called 'the daily
practice’ of art: the ongoing reflection on materials,
making and meaning that emerges when artists

work at their art.

Fresenting the art of Stephen Bush triggers further
resonances of It ab weord 'ﬁ-_,:-, His oaimnit |"-:_:"_
depict sites at which work takes place, the tools

il mach sed i the course ol work, the

products of various work praclices, and even the

Certain of bis stratemes; such
as repatition, evoke the forms of work peculiar

o ndustmal economes, while others, in his history
pamntings, reflect on the convenbons by which

panlings 'work" as narrative or allegory

thr aut this estation, visitors are invited to
T : on the combination of mental and manual

wore: peculiar to painting

1 spoken of in' ways thabimply that it is

Iving immense sacrifice We ean romanti

f artists working in isolation, working
£ ir-ak the expense of their health, It's
mean my ol ire 1o see Stephen Bush at wark over

MEny ye

v the knowledge

ghtened m

NG Of suUch myl

that he will have noth

In Bush's
art 1 see purposeful, challenging work; wark that 15
never fully left behind but which, in its avaryday
gualty 15 at the core of hic life, rather than beino

it odds with-1

We are grateful for the insighitiul and generous

response to Stephen Bush's work developed by

Peter Hutoh s 1 s catalogue essay. The worl

required o gresant this exmiition has, once acam
been undertaken by diverse staff at the Potter
sUEN an exiimton brngs together stalf in'the
curatorial admintstrative techmcal, educational
and callections management divisions of the Polter
1His their work, alongside that of the artists, that
de the Work in progress series such

3 positive experience

has ma




hegel

after
warhol

Stephen Bush and the spirits of the age

It was the baginning of an end, and after it evarything would bear testimony to what had been lost.
Tuming to art alter philosophy, the German philosopher Hegel would find that ant was already over, as he
stated in his first lecture on the subject:

The peculiar nature of artistic production and of works of art no longer fills our highest need.
-« it Is certainly the case that art no longer affords that satisfaction of spiritual needs which earlier
ages and nations sought in it, and found in it alone ...

In all these respects art, considered in its highest vocation, is and remains for us a thing of the
past. Thereby it has lost for us genuine truth and life, and has rather been transferred into our
fdeas instead of maintaining its earlier necessity in reality and occupying its higher place.’

It's an extracrdinary opening to a course of leclures on art, amounting to an announcement that the
subject was finished and thal everyone could now go home. And yet the class stayed on to hear how
art had ended, and to consider what they might do for the remaincer, In poetic terms, Hegel's aesthetics
establishes elegy as the dominanl mode of all future an. Hencelorth, art would always be concerned,

10 & greater or lessar exlent, with loss.

Read agan today, Hegel's pronouncement is an untimely meditation: al once relevant, obsclete, and
relevant again. At the opening of a discourse on assthelics - that s, on the perception of art — Hegel
speaks of a disenchaniment in a viewer's relation to art that might now be equally pertinant 1o an arfist’s
relation 1o art (here. 1o painting). For the viewer, arl is less a part of everyday reality and so more abstract
and less immediately meaningful. Painting after Hegel seemed o play out this logic, moving from
representational practices still referring to reality to praclices of abstraction, confirming ar's transfer into
the: realm of ideas. Al one slage in this story, it seemed that painting could only continue as a form

of idiocy, as \he solipsistic pursuit of art for its maker's own sake.

As if inspired by Hegel's ganeral reflections upen art. first delivered 180 years ago, Stephen Bush's an
works Lo reinstate painting, and to reiterate Hegel's specific view af the capacity of that medium,
which answers:

the demand that a character should develop and proceed outwardly to deeds and actions,

and inwardly o a deepening of the soul, For this reason we are at once more at home in painting.
Painting, thal is to say, opens the way for the first time to the principle of finite and inherently
infinite subjectivity, the principle of our own life and existence, and in painting we see what

is effective and active in ourselves.”

Painting, then, rather than sculpture, introduces both a particular, progressive form of external histanicity
and internal subjectivity to arl, I's werth noting that Hegel wrote this alter dismissing classical sculplure,
which he misunderstood as unpainted, for 'leavfing] us somewhat cold’. His chief objection was to the
apparently sightless, unpainted eyes of classical statuary. But this repudiation of monochromatic art alone
suggests ihe extent to which Bush's practice is no naive neo-hegefianism, neither an arch, nor simpty
ironically retro-chic, repatition of romanticism. For Bush has sought exactly those historical and spiritual
dimensions considered by Hegel to be the exclusive preserve of polychromatic an through and in
monochromatic, representational painting.



But to discuss Slephen Bush's painting specifically is, at this point, to get
somewhal ahead of a discussion of conlemporary painting, the very fiald
advanced and disrupled by his practice.

On the way lowards the abstract endpoint of Hegel's trajectory lor an,
painting's visual dimension took over from its conceptual aspects. Marcal
Duchamp, whose practice responded 1o his rejection of the increasingly inward
focus of art, put in a plea for an art capable of maving from eve to mind:

Since Courbet, it's been believed thal painting is addressed to the retina.
That was everyone's error. The retinal shudder! Before, painting had other
functions: it could be religious, philosophical, moral,”

Similarty, and perhaps surprisingly given his exceptional technical proficiency,
Bush yeams for a lorm of painterly complexity that doesn't begin and end
with the eye:

... part of me wants to escape from a lot of the painting of this century
because it seems to be so well picked over. Painting in earlier eras was
complex, it was about telling a story, or recording an historical event,
and | find that a lot more involving.'

Abstraclion may have presented ideas about art, bl its visual minimalism
ensured thal the eye wasn'l too exciled, or busy, Bush doesn't turn from
delighting the eye; rather, his paintings provoke thought frough their visual
pleasures, exciling both retina and brain. The diffarence here is that abstraction
rafers to ideas about arl, whereas Bush attempts to refer to history and
ideclogy even as his work necessarily refers to ideas about art. In reflecting
upon a ferm of an thal was part of a more complex reality — and not just the
resident of a rarefied, weightless aesthetic dimension — Bush's painting tells
stories of a lost waorld, of a lost art

While this account of Bush's praclice might be seeming to siray into hyperbole
- almos! as if repeating the Napoleonic rhetoric of This big in the afferlifie,

1990 {p. 21, cal 28), featuring Stephen Bush as the new saviour-hera

of painting - let's consider how a contemporary commitment to painting might
be able to redress the many stupidities of art,

Humour is a key element as should be expected from a practice organised
around travesty, Courbel mighl have appeared In his own studio tableaws, but
history painters have not usually dressed up as their own subjects, both male
and fermale, Nor have they presented us with baggy, elephant-suited
burlesques of romanticism, It would seem that Bush takes himself sufficiently
seriously 1o nol take himself seriously. The result is that his paintings often
disarm with their charm and, by their humour, connect us with our own
experiences of his images (arf-historcal andfor comical). As Jonathan
Goodman put it

Bush is, of course, making fun of the whole business of memorializing

an event, yet he is deeply serious about the role of the art as witness.
Even in a sepia-coloured depiction of so mundane an object as a tractor,
his wish o justify and immortalize is as powerful as his desire to lampoon,
It's the balance Bush constructs out of these opposing impulses that
make him interesting as an artist.”

These paintings have great entertainment value: they are often crowd pleasers
in the ninetesnth-century style of the theatrical grand tableau {now enjoying

a renaissance within the museum’s walls in the hucksterish curatorial concepl
of the "destinalion painting’). The presentation of history paintings in the context
of a diorama - a popular nineleenth-cenlury spectacie — is one of the artist’s
relerence points. Painting as a popular entertainment involves a commitment

1o an's immediate impact, and 1o an expansion of painting beyond its museal,
post-hegelian limsts.



Labour is the other part of the package: these are ‘works' in the aristic and mundane senses of the word, Stephen Bush is
both artist and artisan, and part of his disruption of the general fate of painting (irelevance) can be linked o his re-enactment
of arlisanal practices within a contemporary situation for painting. In the studio, ning to five, five days a week, the production
of a series of ‘unique copies’ (The lure of Pans series, W02 onwards), the working through of a single colour (Venetian red,
pp. 8-9, cat, 20-26). This labour is another Iravesty — Bush dressed up in a nineteenth-century artist's smock, donning the
garments of the history painter, of elephants, of styles - and it is both sincere and sardonic, a form of 'method-painting .

Bush both poses in borowed garments within his works, and within his studio practice (re-enacting a moda of working laken
from the nineteenth century).

The lure of Paris senes embodies the confluence of contradictary attributes of the post-kantian artist (painterhy skill, the imitation
of classical models, the development of a signature style, the poetics of the sublime), yet it sets against those more traditional
atributles a senes of moves more familiary part of a post-warholian idiom: fravesty, pop cullure pastichs, the explicit engagement
wilh photography, serialism. Bush sef himself the task of painting the "same’ image (and even considered painting nothing else
for the rest of his career) from memory. The project recalls the Jorge Luis Borges story Piere Menard, author of Don Quixofe,

in which a modern author sets himself the lask of writing Cervantes’ Don Quixofe ® Although a lilerally exact reiteration, but not a
copy, Menard's Quixate is a significantly different text because of its authorship. Bush's raiterations are inexact, but their similarity
transforms the meaning of their painter, In working on [his series of reiferations of an image - produced from memorny alone,

in the absence of previous efforts or any other visual cues - Bush absurdly extended a variety of arlistic logics and, in the
process, reduced the contemporary artist to an artisan.” The work of painting - and this would also be the case with the Vienelian
red paintings — frees painting from its historical levity, reinstalling it into a working reality, And this is whal sets it aside from the
Taylorist seriality of Warhol's Factony silkscreens, the studiously superficial work of an arfist-entreprenaur; that, and its critical
refrarming of photography through painting.

Throughout Bush's career, his work has been engaged in a constant dialogue with photography, painting's referential rival since
the simultaneous arrival of photograpivy and industrially-produced oil paints. While not subscribing o the standard story of
photography's displacernent and disruption of painting, photography and painting affected each other, conspired with and against
each other, throughout the iast 160 or 50 years of their coexistence, a relationship explored throughout Bush's work n both its
form and content, Hera, photography serves as a surlace upon which painting works (like a canvas), while the painter's
painstaking labour and technical skill uncover and highlight the lost auras of these objects and images.



For over twenly years, Bush's painting has delineated a lost world — of
progressivist, technological optimizm, of colonial expangionism, of modermist
agrarian values - through ils simullaneous engagement with painting's own
lost world of range and relevance

Despite an apparenily explicil rejection of nostalgia, Bush's work has resolutely
turned away from the merely contemporany to examing the pathos of cullural
history.” In these images, the longing is for a time in which assthetic complexity
seemed to be more available. At stake is a resloration, a reinstallation, and

a reiteration of aura; a re-evaluation of those projects, of those myths of which
Bush himsell seems sceplical. The sardonic humour of his paintings is
balanced with a ruetul appreciation of the positive aspects of some old forms
of cultural and social confidence (now lost, or at least displaced by new, and
equally fallible - if less charming - certainties). In his early work, this interest led
1o paintings of dated images of farm machinery, and, more recantly, o produce
a senes of chromatically distinct images of obsolete computers (such as
Cassel eanth, 2000, cal. 6 and Japanese green, 2000, p. 12, cal. 7).

As digtinct from the bravura humeour of the reanimaled history paintings. these
studies of machines louch more nearly upon feelings of loss. Alex Gawronski
has writlen that these images 'provoke a certain subconscious dread'® One
reading of this dread is that it is provoked by the recognition of loss assoclated
with our sensa of the already-obsolescence of these machines, an
cbsolescence that has occurred within lving memory and so is implicated with
our own experiences of loss. The time passing is also our own passing:

the world lost, our own, Alongside thal sense of loss, is a dread provoked by
the recognition of the fallibility of these machines’ confidence in their own
miadernity. the same pathos that might be provoked by old photos of ourselves
in the outmoded clothes which we once thought were the very signs of

our confemporaneity,

For the twenty-first-century painter, a similar pathos arises oul of the framing
of wark by the contaxt of a retrospective which yet looks toward the future
Stephen Bush's strength is his painterly fidelity to the honour of the lost worlds
of art and everyday ffe. To use a characleristically apl oxymoran, his work

is a grandly modest achieverment,

Dr Pater J Hutchings
Associate Dean (Academic), College of Ans, Education and Social Sciences
Universsty al Weaslern Sydney

1 GWF Hegel, Aesthelics: lactures in fine ant by GWF Heged, trans. TM Knox, vol, |, Clarendon Press, Oxlord, 875, pp, 10-11

2 Hegel, vol. Il, p. 797.

3 P Cabanne, Dialogues with Marcel Duchamp, trans, A Padged!, Thames & Hudson, Londaon, 1971, p. 43,

4 P Cripps, Stephen Busiianet Burchill, the Lewers Bequest and Penrith Regional Art Gallery, Emu Plains, 1988, p. B,

& J Goodman, "Siephen Bush at Folouhi Cramaer’, At in America, val, BS, no, 5, 1997, p. 128

G Ses L Borges, Fictions, Calder & Boyars, London, 1974

7 For a detailed discussion of this project, see G MeAuldife, 'Stephen Bush; serial oaginaity’, Stephan Bush: the lure of Pars, ex. cal;
Robert Lindsay Gallery, Melbourna, 1984, and also ‘Stephen Bush: praducng the goods’, AT + Tex, no. 53, 1996, pp. 54-7,

8 See, for example, his response (o Pator Cripps:
[Cripps] You say you dislike nostalgia, instead you talk #bout the optimism af the 50s.
[Bush] Nostalgia is really a spocky area, so marny creepy things have been branded nostalgia, Mostalgia rathor than being
£26n 85 a 'longing for home' has come (o imply 8 negative yeaming where just the shell (exderioe-look) is embraced, We now
realiza that the 505 were propelied by blind optimism and as sweh we have shifted that belief in purposs (o the point whine
our sceplicism s counter productive. (P Cripps, Stephen Bush/janer Burchil, the Lewers Bequest and Penrilh Regional
Arl Gallery, Emu Plains, 1988; p. 8.)

9 A Gawronskl, 'Stephen Bush', UKE, Ad Magasine, no, 16, 2001, pp. 57-8



Venetian red paintings stacked before being Installed
a1 Robert Lindsay Gallary, Mafbourne, 16585






cat. 15 Pomime de e #6 15658

nem, T8.7 x 11654 cm
Cal an al R and Annabel Myed
© Staphen Bush/Licansed by VSCOPY, Sydney 2003




cak, & Pormme de ferme # 13 2000

oil on lisen, T8.7 x 1184 om

Collection of Greg Rosshandlor

C Saephen Bush/Licensed by MSCOPY, Sydnoy 2003



cat, 7 Japansse green 2000

oil &n lnan, 515 x 122 om

Courtesy th arlist and Mo Galley, Sydney

& Siephen Bush/Licensed by VISCOPY, Sydney 2003
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Slaphan Bush/Licensed by VISCOPY. Sydney 2000



cat, 9 Seed 2000

oil on MOF, 183 % 190 x 40 em

Counesy the anist, Sution Gallery, Melbourne and Mo Galiary, Sydney
€ Stephen Bush/Licensed by VISCOPY, Sydney 2003
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cat. 5 Bt 2000

oil on MOF, 183 x 140 % 40 cm

Counesy the anist, Sulton Galary, Metboume and Mot Gallary. Sydney
© Stephen Bush/Licensed by VISCOPY, Syciney 2003




cat. 12 Sounds Bke Nebsthom 1009

Hl3 x 1983 om

il Bendiga An Gallery

| Beques| Fund 2002

en Bush/Licensed by VISCORY, Sydney 2003




cat, 4 Pamme de lere #9 20010

il oy iy, TA.7 & 1184 o

Private cofeclion

£ Stephen Bush/Licensed by VISCOPY, Sydney 2003

cak. 24 Sundsy &l the Ecipsa Ml 1083

oil on limen, 3022 x 1524 cm

Thiz Linbvarsity of Melbourne Arl Collection

Gilt of Leshe Bowe 15697

£ Stephen BushiLicensed by VISCOPY, Sydney 2003



cat, 17 Gol a foggy nobon 97
oil oo linen, 147 X 182 cm
Collection of AMhol Hawke and Enc Harding

£ Stephen Bush/Licensed by VISCOPY, Sydney 2003




gat. 27 Plains of pvormise #1100

od on knan, 150 % 200 cm

Privale collection

& Stephen Bush/Licensad by VISCOPY, Sydnay 2003



cat, 16 Deep deeper 15607
oil on finen, 117 x 137 om
Coustesy he artis] and Sutton Gallery, Melboume

& Stephean BushvLie ad by VISCOPY, Sydnay 2003




cat, 28 Thes big in the afenle 160

od on linen, 183 x 183 cm

Private cofection

© Slophen Bush/Uicensed by VISCOPY, Sydney 2003




cat, 31 Ploughing e second land 198506

oil on lnan, 137.5 x 203 cm

Gunlong Gallery Collaction. Purchased with the assistance
ol Ihe Victoran Regonal Galleres An Foundation Fund
and the Friends of the Ars, 1983

£ Sephen Bush/Licensed by VISCORY, Sydney 2003




cat, 28 Churivng ¥HE3

oil on inen, B3 x 183 om

Courlesy the arist ar lon Gallesy,
Siephen Bush/Licensed by MSCOPY, £




Catalogue of works in the exhibition

Oenengions ol work are gwen in centimabres,
hemght precedes widlth precedaes depth

-

uwn

. Bait 2000

. Japanese green ~000

. Seed 2000

. The lure of Paris #22 2007

oll anhinen
163 x 183
Courtesy the artist and Sutton Gallary,
Melbourne

. Pomme de terre #13 2002 ¢ 11
il on linen
87 %1194
Coltection of Greg Rosshandier
The lure of Paris #21 2001
il & ke
183 x 183
Private collechion
. Pomme de terre #9 2001 o 17

oil an nen

JET w1194

Prwvate collechon

p 15

ol an MOF

189 x 140 = 40

Courtesy the artist, Sutton Galiary,
Meltourne and Mo Gallery, Sydnay

. Cassel earth 2000

oll an linen

915 122

Courtesy the artist and Mor Galley, Svdney
Bl

oil on - linen

91 5x 122

Courtesy the artist and Mor Galley, Sydney

. The lure of Paris #19 2000

ol an hnen
183« 183
Private collaction

oo14

ol on MDF

183 x 140 » 40

Courtesy Lhe artist, Sutton Gabery,
Melbourne and Mo Gallery, Sydney

. The lure of Paris #18 1599

ol an linen
163 x 183
Collection of Darren Lght and Sara Grabam

. The lure of Paris #16 1550

ol an hnen
183 x183
Coflection of Rupert and Annabal Myer

12. Sounds like Nebelhorn 1999 p 1R
@il on hnen

198.3 % 198 3

Collection of Bendigo Art Gallery

RHS Abbolt Bequest Fund 2002
The lure of Paris #14 1998 p 13
ol on hnen

183 » 183

Courtesy the artist

14. The lure of Paris #13 1948
ol .on linen

183 x 183

Private collection

Pomme de terre #6 (9098 p
ol on hnen

7B 7 x119.4

Collection of Rupert and Annabel Myer

r] 20

13.

15. o

. Deep deeper 1949/
ol on hnen
117 x 137
Courtesy the artist and Sulton Gallery,
Melbourne

17. Got a foggy notign 1937 p 18
oil an linen
147 » 182
Coflechon of Athol Hawie
and Eric Harding

18. The lure of Paris #10 1997
oit on linen
183 x 183
Caollecton of Brepdan Shanahan

Just wait till now becomes then 1196
ol on hnen

1896 x 239

Private collection

20. Venetian red #44 1905
ol on linan
51x 765
Courtesy tha artst and Sutton Gallery
Melbourne

19,



21. Venetian red #41 1955
oil on nen
91 x 101
Courtesy the artist and Sutton Gallery,
Metbourne

22. Venetian red #9 1995
ol on linen
51 x 56
Frivate collection

23. Venetian red #7 1995
ol an hinen
Bl = 51
Courtesy the artist and Sutton Gallery,
Melbourne

24, Venetian red #6 1995
oil en hnen
122 x 122
Courtesy the artist and Sutton Gallery,
Melbourne

25, Venetian red #5 1995
ol on linen
91 x 122
Courtesy the artist and Sutton Gallery,
Melbaurne

26. Venetian red #2 15955
ol an linen
91 = 107
Collechon of Athol Hawke
and Eric Harding

27 Plaing of promise #1 1930 p 19
oil an linen
150 « 200
Private colizction

28. This big in the aftertife 1900 p 21
ol on linen
183 % 183
Private collection

2d, Claiming 1969 p 23
oil an hinen
183'x 183
Courtesy the artist and Sutton Gallery,
Melbourne

1.

3z,

33,

35.

From the field to figuration 1987

ofl an linen

183 % 183

Collection of Sir James and Lady Cruthars

Floughing the second land 19085-86 p 22
oil on hnen

1375« 203

Geslong Gallery Collactian

Purchiased with the assistance of the
Victoran Regional Galleries Art Foundation
Fund and the Friends of tha Arts, 1993

Cinnamon (5955
oil on linen
50.5%835
Courtesy the artist

Yellow 1984

oil an lnen

122 x 196

Courtesy the artist and Sutton Gallery,
Melbourne

. Sunday at the Eclipse Mill 1283 p 17

ol an hnen

1022 % 1524

The University of Melbourne Art Caollection
Gift of Leshe Rowe 1997

Vacuum 19680

acryhc and ofl on hnen

122 = 122

Courtesy the artist and Sutton Gallery,
Melbourne



