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Last spring, at A Gonferance an contemporary
painting held at Harvard, Amy Sillman
silantly projected a series of images that
documented the making of a singls abstract
pPainting over a period of several months.
OF courss, the smount of lsbour was staggering
=" dort know if ary of that did any good,
Sillman admitted wryly - but so was the
deace, which very casually condensed months
of thought into approxmatety 20 seconds of
PowerPaint. &'s nice ta think of Ona Lump
of Two! her recent exhBition at the Instinae
of Contemporary Art, which charts the last 25
yoars of har work, &35 similarty condenaad,
The ratroapective format twers out 1o be com-
palling not coly in that it permrits & big-picture
view of Slman's struggle to revigs the
terma of abetraction, but also in the ratural
‘way it brings cut tha question of time as & is
embeddead n and surrcunds har practice.
Termporaity has always played a role in
Sillman's work. Recently, that question has
been adcressed by animations created usng
an iPhone, two of which are an view herg,
it's bass aplicit in her paintings and drawings,
WIETE QIMErerT IENEUAENS OF rapresantancn
nub up together, somatimes obliterating each
ather, othar times yielding to pictures
which are as luckd as they are strangs, Orowar
(2010}, & carwas divided into two equal parts,
aach occupied by & disgrammaltic gear-tie
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form, is suraly an axample of the latter. The
left half Is brutal, sca by moves that were
subsequently erased, pointing to & saquance
of 5teps, or tha real work that happens in the
Stucko, whila the right half is relatively smocth.
A3 a result, the drawing that sits on top of the
left side meets with mare friction than the ane
an the right. which is't tied down by so much
history Labour, Crower clarifies, affects time
&8 it is understood in the pictonal waorld of &
PAINUNE. N another eample. trma, va memarny,
s way at information rather than causing
it to accumulate:; for a 2007 saries of draminrgs,
Silkman asked couples to pose for her and
then drew them once from tde and again, latar,
from memory. In this case, the detals fall out
over trme, while tha mamant referanced by the
drawing bacomes more generalized, edgng the
pictura toward abstraction.

For wark that i5 50 frank about its awn
process and developmant, what is surprising
about seeing this chranological arrangement
& that the material actually feels o simultane-
aus In spite of it Tha eshibition spans &
querter of 8 cantury and, although some of the
aarliest works can be & bit rogue, dates seem
moatly irredavant. it's not that One Lump or
Two' does't draw an arc over Siliman's career
1o date, which it skifully doas, or that tha work
't constantly pushing s own discourse. it
points instead to a ‘painterly’ quality of
Sillman's practice as a whole, which builds up
and self-effaces not only within the bounds
of sngle imagss but also on broader, concap-
tual levels in ways that seem 10 want 10 reist
a chrorologioal raading. One has the senss,
@van, that some pictures could still be taken
down and rewarkad in the studio later. (Thomas
Egparer's catalogue essgy eaplores ane actual
nistancs of this not on view, in White Sioe, 2011,
which was extvbited commercially and subse-
quently augreanted) In that regard, part of the
work’s charm, and something that distinguishes
it from the New York School painters whase
language it borrows but whose attituds it
rejects, is its lack of inevitability or finality Even

n the potentially senous contet of @ Mussum
sunay, the warks retain thelr open-endednass
and read more bk propasitions than declars-
tiors, or maps of & pereon's thinking rather
than visions.

Its not@aortiny also that ‘0ne Lump or Two'
demands a great oal of its audience’s time.
The thoughtfulness of the paintings is wrapped
up in the laboured proosss they reflect, and
one fesls caliad upon to reciprocate with a
proportionate degree of attention. Usually a
spacific type of viewing is programmed into
a painting or drawing - there are the dia-
grammatic drawings, packed with crampad
handwriting, the ‘Zines and the cartoons that
have ta ba read, attentivaly from baginning to
and. Thera are works, such &s "The Umbrian
Ling" {1694 -2000), that are the compasite of
many rawings o paintings hurg in grids,
which 5can a5 & whole but inset on careful,
placemaal axamination. The paintings, toa,
need 1o be taken in slowly. In an age when
imagee often saem reluctant to sit stil, or so
it feels, Sillman’s remain ingistent upon a pro-
longed physical encountar. Frequantly built at
DOGy-2i 26, Wy SMr &\ dxchange wih the
vigwer that's aimost corversaticnal, with forms
Seeming to emerge and submerge throughout
4 period of looking - ‘one lump, or two?
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