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xcept for a brief interlude in 1981 when she
E painted abstract compositions loosely based on
landscape motifs, Susan Scort has always been a figura-
tive painter. This exhibition examines the eleven paine-
ings of the Description of a Srruggle series which she
execured in 1983, nine of which are included here,
with studies o represent the remaining rwo. When
viewed in sequence, these works relate a story of pas-
sion, jealousy and unrequired love, Each painting pres-
ents a vignerre or scene which compresses the thoughrs,
emotions and situation of a heroine /narraror into a
compelling image. Because the theme of the story is
somewhat personal and because the narrarive is struc-
tured in a sequence of separare images, Scotr has creared
a work which is unusual in the corpus of contemporary
figurative painting. Insread of using subjecrs drawn
from classical mythology as do many of the young are-
ists now painting figurarive imagery, she relares a story
which 15 rold in the first person and is clearly contem-
porary in serring. Instead of using the formar of a series
for works which progress in terms of purely formal
1ssues, Scotr uses it o create a narrarive of chronologi-
cally ordered bur discontinuous scenes wich a begin-
ning, middle and end. While modernise abstrace paine-
ers have used rthe series as a merhod of working our
stylistic or formal problems, Scorr has revived it o
creare herion.

The Description of a Struggle is more than a love story.
Scort’s is a new way of approaching one of the cenrral
problems of contemporary painring: how an arrist can
paint representationally and imbue the work with sig-
nificant content withour relying on references as en-
cumbered as Greck myths or so personal as to be
inaccessible.

The series did nor arise sponraneously bur is the
culminanion of years of research inro different subjects
and sevles. Works from Scort’s eeurre from the mid
sevenries to 1980 are included in this exhibitdon w
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demonstrate the development of specific themes and
working methods in her art relevant o the Deseriprion
series. Scort subscribes to one of the renees basic
Western art since the Renatssance: the belief thar visual
representations of the human form convey ideas ina
cogent manner. In order to berter learn this lesson, she
tollowed the time-honoured pedagogical pracrice of
copying the works of the masrers, and execured graph-
ite copics of major paintings by Giotto, Poussin and
Eugéne Delacroix (1798-1863). Scorr paid parncular
atrention o Giorro's (1266/7-1337) example of using a
shallow picrure space and few hgures to focus arrention
aon the drama of the scene. In her copy of his Mocking of
Christ (car. 16) of the Arena Chapel in Padua, Scorr
concentrared on the relarionship berween rthe figures.
In the work of Nicalas Poussin (1593 /4-1665), an art-
ist who composed his paintings by rearranging riny wax
hegures within a box-like stage from which he drew
studies, Scott chose to examine the way in which archi-
tectural serrings and gestures contribure ro the viewer's
reading of an incident or event depicted. When she



copied the Giotto panel and Poussin®s Eliezer and Rebecca
(cat. 17), Scott rendered the whole of cach composition
instead of sigu.iﬁ::am. details as is usual practice, in order
to better grasp the structure of mull:ip]c ﬁgur::
compositions,

Stylistically, Scott’s most important mentors are Pic-
asso (1881-1973), Henri Matisse (1869-1954) and
Ferdinand Léger (1881-1955). Taking the subject of
the monumental female nude favoured by these artists,
Scort paid homage to their formal innovations in Four
Sisters (cat. 18) of 1975 by using large areas of un-
modelled colour; grids which overlie these adjacent
areas; hat, bright colours; and by emphasizing patterns
and repeated motifs. Her painting is very broad in this
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work with a brush stroke which is loose and gestural.

Later Scorr began using a roller and stencil technique
o counter her tendency to paint in an expressionistic,
gestural style. She had experimented with this years
before in Would thar he could rell her (fig. 1) of 1968, and
later in The Hair Dryer (car. 22) and in Reading the New
York Times (cat. 23) both of 1980. Scort found however
in these latter two works thar this rechnique used alone
was too dry and flat unless enlivened with pastel over-
top. While the brighter colours and relanive absence of
frenctic visual detail in these works is a departure from
Four Sisters, it 15 their structure which is most signifi-
cantly different. Each is composed of four panels which
depict a single female hgure. In The Hair Dryer the pose
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15 the same in all bur one panel. In Reading the New York
Times it is the colour and pattern of the dress which
change. Scott was working as a film ediror at this time
and the resemblance of these works to film snlls 1= not
coincidental. She was attempring in these paintings to
create a sense of the passage of tume, an exercise of
importance to the development of the Deccription series.

4 'ﬁr
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Certain themes have recurred in her eemrre as well.
Narcissus and Echo (car. 19) of 1976 depicrs a classical
myth with characters in contemporary dress. Borh
characters found horrible fares because of love: Nar-
cissus was doomed ro fall in love wich his reflection as
punishmenr for his callous trearment of the maidens
who loved him, and Echo was fared by Hera to repear



only what others spoke because her vexacious loquacity
had aided Zeus in deceiving Hera. In her version of the
myth, one inspired by Caravaggio’s (1573-1610) Scott
focused on Narcissus's obsessive behaviour by placing
him at the centre of the canvas and by using his reflec-
ton to complete the triangle formed by his pose to
underline his self-absorption. Echo stands to the right,
with a hand over her mouth, a gesture which identifies
her speechless stare.

Would rthar he conuld rell her (fig. 1) is another rale of
unrequired love. Scorr parodies the seriousness of the
heroine’s situation by using a figure style scraight out of
True Romance comic books. The idea of using words
“‘[:h]n | P.'Ill'ltll'lg Wias Common .lnlﬂl'lg Pl:ll.'.l J.I'tists- SL'IJ:"I
as Larry Rivers (b. 1923) who were dominating the
New York scene while Scott was studying at the Prat
Institute in the late sixties. While Rivers used words to
identify objects within a painting, Scort, as in the De-
.':l'f!‘Pf]lt'”f SC'I'j.E'S-. U5¢d 1‘|‘n:m ] J:D]'lelfn]{.“[lt El.l'ld contra-
L{il:: thf l:'l'l'll:l-f:i.DIL‘p ﬁﬂll‘-’f}'f‘d |.'I'!|" t['ll:' CKF[I}.‘S:’-iDIlS— al.lllj
poses of the figures.

The format of the paintings of the Description series is
one which also incorporates words within the painting.
Here, however, they are the voice of the blonde-haired
heroine and are painted in a white border which sur-
rounds the image. The scenes within these borders are
like the frozen moments captured by an amateur pho-
tographer: somewhat posed but sull shightly awkward.

The effect of these paintings is one of overblown
emotionalism. Like a soap opera, it is a story of passion,
but unlike afternoon TV, it is not graphic or explicit in
its treatment of sex and violence. Despite her discre-
tion, one wonders at Scott’s decision to explore in such
a large and public format a story so common, yet so
ntinute. It is however precisely the sense of embarrass-
ment one feels when confronting the heroine’s frank
revelations which motivated the artist’s choice of
subject.

Would that he could tell her 1968, acrylic on canvas,
1524 = 1117 cm.

The underlying theme of the Description series is the

ﬁl'muf created l}}' the Incongrury of private emotion

expressed through public behaviour. Scotr chase the
title of the series from a short story by Franz Katka of
the same title, in which the young male narrator relares
his encounters with two characters, ene of whom fears
the intrusion of passion into the routine of his urbane
social life, and another whe prays daily in the cathedral
it & loud and moumtul manner purely for the pleasure
of watching the reactions of others to his untoward
behaviour, The frst characrer is deeply in love wich a
faultless young woman but shuns his passion because its
manifestations are never privare or easily concealed.
The other revels in his exhibinonism. Like Kafka, Scor
experiments with public starements abour personal
emotions, exposing and cxploiting the incongruity of
socially-preseribed behaviour which excludes the ex-
pression of our most deeply felr emonions. She accom-
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plishes this by exaggerating the emotional content of
the paintings by using specific colours and composi-
tional motifs.

In They would not et go of eacl other, somehow I was in
the middle (cat. 1), Scott uses harsh acidic colours to
underline the claustrophobic box of a room which con-
tains the rival and her lover. Even the steeply alred tloor
contributes to this sense of a physical space and a situa-
tion which presses in on the two fgures, The image on
the screen on the TV in the corner which Scorr re-
membered from a Godard flm echoes the heroine’s
view that the love is as much a burden as a blessing: icis
difficult to discern whether the male figure on the lefr
of the screen is about to embrace or strangle the female,

My first mistake: T would get to kenow my rival (car. 2)
creares an armosphere of threat and passion with large
areas of hlack and hot, garish pink. The heroine, indi-
carcd only by her hand which clurches a wine glass o
the left of the canvas, converses with her rval in an
clegant cate. Among ourward signs of civilized life —
the rival in an evening dress, a colonnaded portico visi-
ble across the street, and conventionally polite con-
versation over cockrails — the emotional reality of the
scene is depicted: they really want to kill each other.
The hapless rival is literally pinned into the scene; all
the diagonal lines formed by the table and parapet meet
at her abdomen.

The lighter colours of blue, ochre and white in I
dreami she would watch us sleeping . . . (car. 3) allude to a
happier state for the lover and heroine. Their enjoy-
ment of their love is tinged by the heroine’s foresight of
future problems represented by the rval's vulgar red
fingernails. In The kingpin holds firm (cat. 4) the heroine
still loves him but is beginning to resent her depen-
dence on the lover. Scott uses a composition found in
many versions of Madonna and Child alarpicees of the
Italian Renaissance to ironic effect. Contrasting nurtur-
ing maternal love with the self-destructive dependency

of her romantic involvement, she depicts the heroine
clinging like a child to the lover who looks away toward
the open door.

In Obsessive love knows no bounds (cat. 5) Scott shows
her heroine still in the grip of her passion but starting to
realize that she can decide her own fate; she must de-
cide if she will continue the affair. Her growing power
is signalled by her size relative to the canvas: in The
kingpin . . . she is tiny; here she dominates the composi-
ton, flling it from top o bottom. The gorgeous col-
ours used for this painting also serve this reading: they
are not the harsh, grating hues of the first painting of
the series and are richer and more vibrant than those
used for the heroine and her lover in I dreamt . ., ,

Part 11 of the serics begins on a hopeful note: the
heroine has a new interest, a new lover, in Five years later,
while in a foreign city, 1 rook a lover who spoke anorher
language (car. 6). Yer he is nor quire enough; he is indi-
cated only by an ourline and the rwao sir slightly aparr.
Here for the first nme in the series, the architecture
forms a protective curve over the hgures and they gaze
out into an open landscape in the distance. In I reterned
to the Capital, nothing had changed (cat. 7) Scott again uses
a traditional motif tumed on its head, The lover and
rival are depicted walking a dog, which was used as a
symbol of domestic hdelity in 16th and 17th century
painting. The symbol of the dog in this conrexr is
Scott’s ironic comment on the character of the lover
who could never decide berween the two women. The
return to the tumulmous passion of the hirst painring of
the series is signalled by the hery red which appears in
both works.

The symbolism of A salmon arrives by mail (car. 8) 1s
deliberately obscure. The hsh could mean a new lover
or simply new beginnings. The gift is a Pandora's box,
an offering which could bode ill or well and the hero-
ine 15 depicted small as if overwhelmed by this new

11
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situation. Within the structure of the series, this paint-
ing acts as 4 pause, a breathing space where both the
heroine and the viewer may contemplate what has
gone before in light of this new element. The passion
returns in A recurring image: 1 often thoughe of killing him
(cat. 9) and with it the dark colours and gloomy urban
setting of the earlier paintings. The hate is real enough,
given the siruarion described in I rerurned . . . ; bur Scorr
lampoons its intensity by depicting her heroine clad ina
whirte dress and pearls, both traditional symbols of pu-
rity, while she stabs the fickle lover.

Relief comes when she leaves the capiral, New York,
ar night in Escape over water (car. 10). It is the beginning
of her rehabilitation of an untenable situarion. As in
Five years later . . . the landscape or in this case, the open
space above the ciry, represents a release from rurmoil.
In I arrive in a village and am surprised to dizcover there are
people there who know me (car. 11) the heroine is free and
in the open air. Both the second part of the title and her
size relative ro the canvas indicace thar she realizes thar
her tale is nor unique and she begins to look ourinto the
world.

In the Descriprion series Scotr undermines our expec-
tations of a love story with parody, overstatement and
an unconventional use of eradifional symbols. The hu-
morous approach works well with the comic book style
of flar, bright colours; clearly defined edges o forms;
figures depicted with lirtle modelling; and the simple
declarative statements which form the nitles,

The tale at first appears straighttorward, but because
some of the scenes are purely imaginary within the
context of the story, and becanse so much information
is omirted, the series is enigmatic. They could not let
go...and A recurring image . . . and to a lesser extent A

“salmon . . . are hetions of the heroine’s thoughts on the

18

triangle vet are offered with the same unequivocal cap-
tions and with the same direct visual presentanion as the
rest of the painrings in the series. We never know the
lover’s good qualities or whar arrracted the heroine w
him in the first place. The longer we look the more the
characters become caricatures. Excepr for her penchant
for pearls and violent fantasics, we know very linle
about the heroine. The paintings are like icons: repre-
sentations of characters who remain remote and unin-
dividualized while expressing emotions we have all
ﬁ.l'lﬂI'CEL

As the author, Scott has subtracted many particulars
of a story which could, like all hetion, be somewhat
autobiographical. She presents a few facts but conveys
much emotional information through the colours,
compositions and titles used. She employs strategies
common to much recent figurative painting: a style
influenced by forms of popular culture (comic books),
references to the art of the past in the use of motifs and
symbols from authoritative sources, and images which
are fraught with violence and raw emorion. While
most painters choose more esoteric classical and
cultural myths for their subjects, Scott uses a version of
one of the most elemental of all stonies, the love wi-
angle. The universally recognizable situanions depicred
with simple motifs in sparse settings allow each of us to
interpret and make sense of the story for ourselves, to
ponder the chasm which separates what we know
about romance and its attendent emotions, from how
these feelings are expressed.

Jane Young
Curator
Surrey Art Gallery
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he revitalization of painting in the 1980% has been

due to a greart extent to the resurgence of figura-
tive painting. One of the major contributions of the
new figurative painting has been the reintroduction of
content which goes beyond the formalist concerns of
pamnnng. Since 1978 Susan Scott has steadily moved
towards personal content in her work.

This essay will examine how Scott’s involvement
with Box Assemblages from 1978 ro 1980, enabled her ro
approach more personal subject marter. In addition ro
the boxes, her interest in drawing, and making studies
for paintings also played a role in allowing her to ad-
dress the themes of love, sexuality and relationships in
her work. This explorarion culminared in her Deserip-
tion of a Struggle series of 1983, which displays a full
range of emortional and psychaological content.

Susan Scort made her first Box Assemblage in 1978,
shartly after moving hack to New York from New
Jersey. Her intention ar the rime was to continue pro-
ducing large seale Agurative paintings. But instead, she
reacted to the environment of Manhartan and specifi-
cally the garment district around 19¢h Street, with its
old iron front buildings.

She was also looking for a way to come to terms with
certain influences in her work; *1 felt T had not deale
with the influcnces in my painting of Légcr. Matisse
and Picasso. I thought if | stopped painting fora while 1
might rid myselt of those influences™.! Scott’s painting
previous to 1978 had borrowed heavily from I.{':gf.‘:r n
her use of colour and abstracted forms. The subject in
these works, street scenes and women putting out laun-
dry, plaved a minor role to that of the stylizations.

The Box Assemblages became a convenient format for
Scott to break with the influences in her painting. As
well, they were ideal for the interpretation of the Man-
hattan architecture. The boxes provided an opportunity
to take an entirely new approach. Scott retumed 1o a
simple honest representation of the life she observed

around her. They are an arrempr to tell a story withour
abscuring it with stylistic over-playing. In part, her abil-
ity to do this was that the boxes were fun to do, they
allowed her to play. The boxes did not carry the same
weighr of seriousness thar her painrings did.

Scott complered three different series of boxes be-
tween 1978 and 1980. Each series is different in its
construction, use of marerials and approach to subjecr
marrer. From the firsr series, the Arrist’s Loft is rypical of
Scort’s intention in the boxes. The work is a view look-
ing across ar a building rypical of New York architecr-
ure. The facade of the building wich a large arched
window ar the top is rendered in a straighe-forward
manner, giving a sense of detail without being obses-
sive. The top floor is accupied by an artist’s studio,
complete with paintings in progress and the parapher-
nalia common to the artst's smudio, The floor below is
occupied by a garment manufacturer with workers busy
producing their goods.

There may be some parallels berween the garment
factory and the arnist's studio. Neither is given prionity,
but is simply seen as a place of work. The depiction of
the artist’s studio has often been romanticised as some
sort of mysterious environment where creative acts take
place. It is depicted here as a place of work and
manufacture.

In this work the distance of the view disallows any
personal contact with the subject. Scott appears to be
taking the position of a detached observer. The same
distant viewpoint is used in other boxes from 1978,
which depict the backs of apartment buildings. There
are views into kitchens, hallways and the occasional
bedroom, but these interior spaces are always partially
obscured by drapes or fire escapes. The works seem to
have a sense of alienation often associated with the ur-
I:‘ﬂ.l'l CI'IViIU“In{.'I]t.

The boxes of 1978 were constructed within a nar-

row frame about four and a half inches deep of hnished

23
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wood. They were complicated constructions which
sometimes included their own light source, Scott be-
came a lietle disenchanred with chis firse series and re-
marked thar they were, “roo much like doll houses™ 2
In order to overcome the problem of the works appear-
ing fussy, she began her second series by utlizing old
window frames and contructed a box around them. She
also began to incorporate materials such as fabric and
wood, as well as paper and paint. Bur the most dramatic
changes in the boxes done in 1979 1s the point of view,
and Scott’s use of cubist rechniques of manipularing
planes and space.

Lovers #1 (car. 20) depicts a close view into the bed-
room of a couple making love. On a dresser is an open
diary with rthe words, “Ar first she did not recogmize
him as he had just shaved off his beard”. The use of the
written starement anticipates Scort’s use of this device
in later works. The viewpoint in this work is as inti-
mare as the scene being portrayed. No longer 1s the
viewer distanced from the subject, bue is brought un-
comtortably close. The work does have a voyernistic
quality in that the window frame acts as a barrier, sepa-
rating the viewer from the scene being acted our.

Scott used cubist methods of Hlattening out certain
planes, while creating illusionistic space in others in
this work. This is accomplished with grear success by
the collaging of paper and fabric. The material is
painted, bent, cut, and folded into the desired shapes.
The work has a resemblance to the Japanese erotic are
of the Shunga print in its emphasis on patterned fabric
and layering of forms. The hgurative clement is well
integrated into the compositional construction of the
work and shares equal importance with all the other
components.

In The Lovers #2, a similar scene is depicted, but the
composition is less complicated and there is a grearer
emphasis on the hgures. The work s again a collage of
cutout paper and fabric. But rather than fracruring the

space as in the previous cubist oriented work, Scorr
simply la}rr:r:;d the images within the shallow space of
the box.

The Fortwme Teller, also from 1979, 15 probably the
most carefully detailed box Scott produced. Depicred in
this box is a fortune teller reading the cards of a young
womai. Scott has taken great care with the demils of
the scene. The drapes, a tablecloth with stars painted on
it, the rendering of the figures and the attenton o
small aspects of the room, all combine to make the
scene complete and believable. The work is very dif-
ferent from The Lovers series with their reference o
cubisi. What this shows is Scott’s interest in both ab-
stract strategies and that of representation for the pur-
pose of telling a story. Throughout her carcer she has
swung back and forth between these two interests.

Inn her third serics of boxes done in 1980, Scot again
varies the point of view and construction methods.
Ceoodnight depicts a close-up of a pair of hands urning
down bed sheets. Behind the bed is a window wich
venetian blinds and to one side in the foreground are
frilly curtains. The forms are all simple, painted cutouts
arranged 1n a straight-forward manner. Through the
three series of boxes we have seen how the viewpoint
has shifted from a distant view in the first series, to that
of one room in the second, to a fragment of a room in
this lasr series. This changing viewpoint has meant a
change in attitude ro the subject from a detached ob-
server, to voveur and fnally to one that is personal and
self-referential.

On the Phone (car. 21), also from this last series de-
picts a woman sitting up in bed reading the paper and
talking on the telephone. Scort constructed the Agure
and the bed out of wood. The pattern of the material
has been achieved by using a stencil, giving the image a
flar appearance. She has incorporated a real phone cord
to emphasize the flamess of the painted surfaces. As in
Goodnight the images are stylized and the composition
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has been refined to bare essennals. In these works che
stylization operates in conjuncrion with the image con-
tent. It does not override the image as i did in her
carlicr paintings.

One of the most important aspects to come out of the
Box Assemblages was Scort's treatrfient of subject marter.
The boxes provided her with an avenue to explore ind-
mate or personal content, something she had nor deale
with in her paintings. This willingness to explore per-
sonal content may have come about from an aritude
that the boxes were not as serious an activity as paint-
ing, that the scale and materials somehow diffused the
controversial nature of the subject. Regardless, they did
succeed in opening her up and her subsequent paintings
are filled with personal content.

In 1983 Scott began working on a series of paintings
which tell a story of unrequited love. She ttled the
series Deseription of a Struggle after a short story by Franz
Kafka. For this serics of works she produced both draw-
ings and acrylic on paper studies. The production of
drawings and studies has heen an impartant process for
Scott. Like the Box Assemblages, they have allowed her
to explore avenues that she mighe not have done if she
had worked solely on the full scale canvases. “Ir 15 1m-
portant for me to work on paper concurrent o paint-
ing. Drawing from a painting in progress is a way of
objectifying and dismilcing myself from the painng. Ic
gives me alternatives to solving problematic areas in the
painting.”* Viewing the studies alongside the hnished
version of the painting, gives an opportunity to ohserve
how Scorr's thoughr process has aftecred the final our-
come of the Description of a Struggle series.

Mor anly does Scotr produce srudies in prepararion
tor paintings, bur often makes studies of paintings in
progress. This process means rhar the studies and paine-
ings do not necessarily follow a linear time sequence,
but develop concurrent to one another. This makes the

hady of work, barh paintings and studies, an accurare
document of Scort’s explorarion of her subject. As well,
the comparison of the studies to the paintings provides
a demonstration of how different formars and seale,
influence the way the same subject 1s viewed.

In the Descripeion .Ef'a Struggle series Scotr urilized a
22 x 30" format for the acrylic on paper studies, while
the paintings are approximately 4 x 5 or larger. The
small size of the studies makes them scem more ine-
mate and invites close viewing. They are personal in
that they communicate one ro one, whereas the paint-
ings seem more public. They exist much more in the
same space as the viewer. The images are more impos-
ing when portrayed at close to life size.

The studies have a readily discernable quality of im-
mediacy, broughr abour by the gestural applicanion of
paint. They do not appear to be laboured or fussy in any
way. Detail takes secondary impertance o the blocking
in of the compositional clements, colour, and the estab-
lishment of figurative relationships. In general, the
paintings have a more Anished appearance; the gestural
aspects are present, bur have been rightened up. Derails
have been brought out giving the images an added
strengeh and believabiliny. Colour combinarions have
also been resolved ta emphasize the visual impacr of the
painting.

Aside from their formal differences, Scotr scems o
have dealt with the subject matter in different ways in
the studies and the paindngs. The studies have more
physical and emotional qualities associated with the de-
piction of the subjecr. One of the most obvious exam-
ples of this is A recurring image: [ often thoughr of killing
fam, (car. 13), In the study for this work, Scorr has nor
held back in depicring rhe killing with full emorional
strength. The work shows a woman in a green dress,
stabbing her lover with a knife. The lover isseen reeling
back in pain with blood pouring from his chest. The
work is all emotion, and the physical force thar emo-
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tion 15 able to unleash. The gestural application of painr,
the strong compositional placement of the figures and
the use of moody colours like red, black and brown, all
add ra the highly charged quality of the work.

In comparison, the painting (cat. 9) has undergone
changes which seem to divest the subject of 15 emo-
tional energy. This is not to say that it has been re-
moved, but transformed intw more symbolic terms. In
the painting the woman appears wearing a white dress
instead of green, Her outstretched arm sull holds che
knife at the chest of her lover, but there is no force
behind the action. The placement of her body implies
movement away from her lover. He snll reels back-
wards, but no blood appears from the wound. Colour
has also been toned down to cool greys and dark blue,

The immage is still one of great power, but the emo-
tional energy which gave power to the study has been
internalized in the painnng and resides in the realm of
thought not action. Scott has said thar she wants the
paintings to stand as “Archetypes”.* It seems reasonable
that they undergo this conceprual simplificarion o have
them function in this manner.

In the study for My firse mistalee: Tould get to kenow my
rival, (cat. 14), Scott composed an image of rwo women
sitting in a restaurant. Above them is a thoughr cloud
showing rwo figures rearing ar each other’s faces. The
figures in the cloud are rendered in a highly expres-
sionistic manner, which emphasizes the tense physical
and emortional state of the scene. In conrrase, the other
clements in the study are presenred in a simple repre-
sentational style.

In the final version of the painting (cat. 2), Scort re-
worked the composition, shifting the emphasis of the
work. One of the major changes is the elimination of
one of the women, turning the painting into a portrair

of the rival. The rhoughr cloud with the hghting hg-
ures emanares from rhe smoke of the nval's agarette,
instead of being a shared thought as in the smudy, Scott
has clearly changed the focus to emphasize the negative
characreristics of the rival. She also used a steneil in her
depiction of the Aghting hgures, which tend to stylize
the image, defusing its expressionist power.

All of the gestural aspects of the study have been
tightened up in the painting. The whole fecling in the
wark is one of contral. The controlled treatment of the
forms and surface emphasizes the portrayal of the rival
as a srrong, controlled personalicy.

The smudies have allowed Scott to explore her themes
for their emotional and psychological potential. They
gave her the opportunity to freely express hersell with-
our halding back. They function as personal statements
and communicate on a more intimate level, Her treat-
menr of the painrings on the other hand, was to make
public starements. She rehned the images to increase
their value as archerypes. The studies and paintings that
make up the Descriprion of a Struggle series effectively
portray Scort’s use of the narrative form. Her use of text
and images within the same work contributes to their
emotive power, Through this series Susan Scott com-
menrs on rthe complexities of relationships with
humaur and thoughrhulness,

Greg Bellerby
Chief Curator
Are Gallery of Greater Victona

‘Interview with the amse August 1953,
Thid,
Thid.
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List of Works

All works are oil on canvas unless othenwise indicated. Dimensions are in centimetres;
height precedes width and depth.

A. DESCRIPTION OF A STRUGGLE 1983

Part .

1. They would not let go of each other, somehow I was in the middle.
158 x 137.5
Collection of the arnist

2. My first mistake: I would get to know my rival.
(ot in exhibition)

149 x 173

Paula Weinstein and Mark Rosenberg, Los Angeles

3. Idreamt she would watch us sleeping . . .
158 x 137.5

Collecaon of the artist

4. The kingpin holds ﬁrm.
158 x 1375
Collection of the artist

5. Obsessive love knows no bounds.

158 x 137.5
Mark and Margarer Park, Los Angeles

ParT 11.

6. Five years later, while in a foreign city, I took a lover who spoke another language.
149 x 173

Colleetion of Barry Krost, Los Angeles
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7. I returned to the Capital, nothing had changed.
{not in exhibioon)

158 x 137.5

Privare collection, Monrreal

8. A salmon arrives by mail.
158 » 137.5
Collection of the artist

9. A recurring image: I often thought of killing him.
158 x 137.5
Arr Gallery of Grearer Victonia, purchased from Canada Council funds and Women's Committee purchase funds

10.  Escape over water.
158x 1375
Collection of Jonathen C. Calin, Los Angeles

11. arrive in a village and am surprised to discover there are people there who know me.
149x 173
Collection of Ron Petrus, Los Angeles

B.

12. Study for “Obsessive love knows no bounds.” 1983
charcoal on paper

36.5 x 76.3

Collection of Jonathon C. Calin, Los Angeles

13. Study for “A recurring image: I often thought of killing him.” 1983

acrylic on paper

56.5 x 763

Art Gallery of Grearer Victoria, purchased from Canada Council funds and Women's Committee purchase funds

14. Study for “My first mistake: I would get to know my rival.” 1983

acrylic on paper
56.5x 76.3
Caollection of the arrise

15. Study for “I returned to the Capital, nothing had changed.” 1983
acrylic on paper

565x 763

Collection of the artise
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Eo
16. Study Eﬁfﬂm Giotto: The Mocking of Christ 1974

compressed chareoal on paper
45.7 x 60.5
Collection of the artist

17. Study from Poussin: Eliezer and Rebecca 1974
graphire on paper

304 x 355

Collection of the artist

18. Four Sisters 1975
194.5 x 247
Barbara and Lawrence Salander, Mew York

19. Narcissus and Echo 1976
183 x 244
Collection of che arrist

20. The Lovers 1 1978
wiend, fabine, paper, acrylic
36.5x736x17.7

Collection of the artist

21. On the phone 1980
wuanl, paper, wire, plastic
W.6x406x7.6

Collection of the artia

22. The Hair Dryer 1980

aitbrush pasee] on paper
60.5x71.2
Collection of Mr. & Mrs. Nathan Scott, Montreal

23. Reading the New York Times 1980
airbrush pastel on paper

M.5x71.2

Collection of the arrise
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