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Today, painting that is aware of its own historical and
present conditions seems to be conceivable only as
a cascade of translation efforts. The works of Cheney
Thompson could be mentioned as an exemplary case in
point. The New York-based artist, together with Gareth
James and Sam Lewitt co-founder of the nonexistent
magazine “Scorched Earth”, places his paintings in an
elaborate network of arcane references and contem-
porary reproduction techniques.

David Joselit examines the diverse methods with
which Thompson uses to place painting beside itself.

I BLANKS

Cheyney Thompson makes blanks. In two
related exhibitions of 2009, “Robert Macaire
Chromachromes” at Andrew Kreps in New

York and “Pedestals, Bias-cut/Robert Macaire/
Chronochromes” at Galerie Daniel Buchholz

in Berlin, Thompson presented doubly generic
paintings. First, motifs were recursively derived
from an enlarged digital scan of their linen sup-
port (in New York the orientation of the weave
was true, but in Berlin, it was “on the bias”); and
second, in New York the works were contoured
and grouped so as to represent a catalogue of
painting’s paradigmatic formats, encompass-
ing, for instance, the tondo, the diptych, and the
lozenge. These objects exhibited blankness in two
ways — they were empty of figurative referent,
and typologically generic, like industrial forms
before being tooled. In an uncanny parallel to
photography’s 19th century challenge to paint-

ing, Thompson and his generation are faced with
a new question: why make painting in the digital
age? After generations of ironic restaging of paint-
erly endgames, why begin again with the tropes
of modernism? If the “virtuality” of painting is
compelling in the age of digital virtuality it is per-
haps because it allows for the “mass customiza-
tion” of the modernist project in which canvases
may enter a wide range of new networks, occupy-
ing positions once associated with institutional
critique. Indeed Thompson'’s installations can feel
like kits — kits for producing 21st-century paint-
ings. And like the finest artist’s kit of the 2oth
century — Duchamp’s portable retrospective, the
“Boite-en-valise” — Thompson’s chromachromes
and chronochromes fold out.

WHAT SORT OF FOLD?

“[A]n inclusion raises questions concerning edge,
borderline, boundary, and abounding which do
not arise without a fold.”

‘What sort of fold?” asks Jacques Derrida?”

Thompson’s work begs the question of
inclusion within a genre — of what belongs, for
instance, to the category “painting”. But his inter-
estin “genre” has little to do with the exhausted
(and exhausting) discussions of medium-spec-
ificity that have plagued the legacy of modern
painting. Instead, his is an effort to articulate
the “information” inherent in a painting with
the “noise” that characterizes both its internal
references and its external histories of circulation.

The fold, as Derrida and Gilles Deleuze argue, may
figure as an act of signification even more funda-
mental than language. It is a doublingover, a cir-
cling back which marks locative meaning based
on position, touching and repetition. Thomp-
son makes use of at least four kinds of folds to
articulate boundaries and determine inclusions.
These echo the great modernist tactics of non-
compositionality, seriality and the monochrome,
for instance, but their priorities have shifted from
internal to external logics.

1. COLOR FOLDED INTO SPACE (AND TIME): In deter-
mining the colors of his chromachromes and












