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White

James White’s paintings capture signs of everyday life in the same way by Marc Valli
that Weegee’s crime scene photographs captured violence. The painter

has compared his work to that of Noir filmmakers, but the parallel which

comes to my mind is that of genre writers such as Raymond Chandler,

Jim Thompson and Ross McDonald who refused literary mannerisms to

create a form that was much closer to their materialistic and savagely

capitalistic environment. Refusing common painterly tricks such as

showy brushstrokes, characters, juxtapositions of subject matter and

even colour, these pictures dissect moments, creating possible narratives

and building up suspense.
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— You seem lo avoud pamlers’ most common
tricks (showy brushstrokes, colours, efc.) Would
you say tha! you have an uncomfortable relation-
ship with troaditional painting? | avod showy
brushstrokes, colours, elc. because they're dis-
tractions. In order for the pantings to work
they have 1o be stripped nght down, 1o have an
elemental nature. | wouldn't say | have an un-
comfortable relationship with painting: | love
great painting, but it's not somaething that in-
forms my work. The function of the act of pant-
ing in my case serves as a means of introduc-
ing a layer of time 10 a given moment; & fecuses
the gaze and lends the objects/scenes an in-
tonsity that would be missing f they were to
remain as a photographic snapshot.

— This also seems 1o be the case in your choice
of subject » For the paintings to work in
the way | want them 1o, the images have to
contain anti-subject matter, It's important that
nothing too remarkable happens in the paint-

For the paintings to work in the way
I want them to, the images
have to contain anti-subject matter

nz

ings as it's what's imphed/inferred that is the
real subject matter in the work. There's noth-
ing special about a folded newspaper on a
table in itself, or a half finished cup of tea, but
when seen within the context of a crime scene
photograph then that's another matter, There
are certain things | keep retuming to, like hotel
rooms, and I've made a few paintings recently
that 1ake & wiew up or down a staircase. With
the stairs espocaally, there's a psychological
element, a kind of 'Hitcheockian' sense of am-
bient dread that | enjoy!

- Yet there is maybe also an atmospheri’, al-
most ‘cinemalic’ aspect in your paintings, as i
there were traces of narrative still there. Yes, of
course there are stones behind the subecls,
but they are implicit. The work does have a
strong cinematic connection: there's definitely
a parallel with the ‘cut-away’ shot in film - in
the way the painting acls as a pause within a
narrative. The exclusive use of black and white
can also give the paintings a Film-Now feel,
which cant be a bad thing.

— How about your relationship with photogra-
phy? | do have a particular relationship with
photography, this is true, far more so than with
painting. | didn't start out as a photographer, in
fact | think the photographs | take for the paint-
ings need %o be kind of throwaway looking, not
too composed. | really ke them when it looks
like I've released the shutter by accident — in
order for the scenes in the paintings to work
best they need to have an incidental quality to
them. | always take the images in colour then
convert them 1o black and white later, also ad-
justing exposure, brightness, contrast, elc,, if
| need to. So yes, | work from photographs,
I'm not sittng there at my easel at three » the
morning in my hotel dressing gown. | think the
use of the ‘photographic, black and white' look
just amplifies a need for the bare bones, the
fact of the matter, if you like - we don't need
to know that the bottle is green we just nead to
recognize it's a bottle.

— Blaock and whee also imples a relafonship
with the past, Is there a certan nostalgia in the
camvases? No, not the ‘N' word, never! And
ploase slop saying canvases...

— Have the ‘everyday' and ‘shillness’ become
rare commodities in a viswally and narratively
saturated world? I'm not sure about the ‘every-
day', but ‘stillness’... yes.

~ When you set out as a young pointer, what
were your ultimole gools in terms of painting?
The goal has always been the same, just 10
make the best! painting possible. | want to
make paintings that have thewr own place and
stand the test of me.






