Perejaume: ‘Landscapes
and Long Distances’

ANDERSON O’'DAY

e’s life-size photo of a train
ppears into a roll of paper
the wall: as if he had photo-
d the entire track, from above, in
nuous strip. It suggests several
among them Gabriel Garcia
e7's idea of a map as big as the
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ura II', a plaque from a gilt picture
e which holds aloft a tiny mountain
bby oil paint. References to picture
are frequent. ‘Rambla 61’ con-
[ an opera-house seat on wheels.
ped round it is a wooden screen
containing a gilt-edged viewing hole: as

if, for the artistically inclined, the whole
world were a picture.

The difference between Perejaume
and most other ‘poetic’ artists is that his
work is poetic. A single one of his ideas
would be enough to launch many people
on an entire career. By any standards,
the Catalan would have made a good ab-
stractionist: his paintings are beautiful.
But he is an intellectual in the line of art-
ists and writers of ‘pure imagination’:
Mallarmé, André Breton, Magritte or
Wallace Stevens. Every painting is an
object, every object a vista. There is a
magician’s hatful of tricks — from a
painted sea with painting-shaped holes
cut in it, to a door-framed photo of a mir-
ror (which made me look behind me), to
the woman who gazes across an abstract
ocean. None of them ever degenerates
into mere riddles. Magnificent.

Dauvid Lillington.

‘Imitation Goods’

GILMOUR GALLERY

A new gallery opens in the space once
sccupied by the Association of Illustra-
tors with ‘Imitation Goods’, a mixed
how of people doing a typically '80s
ing — making art that incorporates or
mimics mass-produced objects. Jeff
Koons made his name by chrome-plating
an inflatable bunny and a Jim Beam
main. Did he steal the idea from Clive
Barker, the British pop artist, who star-
tled the 1960s artworld with a chrome-
plated sofa and Coke bottles? A bottle
rom ’68 is on display beside a recent,
gold-plated bronze version that kills the
original idea with its convolutions. Does
he not realise that the brilliance of the
idea lies in its directness and simplicity?
Tony Carter’s chosen objects are made
of shining pewter. A hip flask and map
cvlinder are paired on a heart-shaped
shelf. He suggests an absurd bond by
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sharing one screw top between both
vessels.

Cecile Johnson’s coffee pots contrast
the values of art and mass poduction. It
took two days to shape a ‘perfect’ pot in
clay; complete with lid and spout. Thirty
seconds produced a useless, but interest-
ing, pot-shaped lump. In functional
terms perfection means the elimination
of the personal and idiosyncratic: the
very qualities valued according to artis-
tic criteria. Alexander Guy fails to func-
tion like a machine. Having painted a
leopard-skin coat Lisa Milroy-style, he
attempts unsuccessfully to copy his
brushmarks in the flanking images. The
markings of a fake fur mfluence the
stripes that Eric Bainbridge paints down
the fabric. The clash of textures is
cringe-making, but his sculptures raise
more interesting issues about taste and
identity than these ‘canvases’. There is
still plenty of mileage in the interchange
between objects and art objects.

Sarah Kent
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Elisabeth Frink

BEAUX ARTS
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