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REGORY HODGE CONSTRUCTS his
kaleidoscopic works from a range of painted
collage source material, diligently developing a
unique process of producing illusionistic paintings
that are imbued with a tension. Paying particular
attention to light, colour and depth, Hodge
deftly walks the line between representation and
abstraction, a distinction he is very interested in and is currently
pursuing as the subject of a PhD. With showings at Firstdraft,
Hazelhurst Regional Gallery and most recently Sullivan+Strumpf,
Hodge has had quite the year, and doesn’t intend to hit the brakes.

Where did art begin for you?
I grew up in Canberra, and wasn’t in any way sure of being an artist
at an early age, but going to art school in Canberra was the starting
point. I was making paintings prior to this, but wasn’t engaged in it
too much – making surf paintings, responding to the coast. It wasn’t
until I finished art school that I took myself a bit more seriously.
You do have a very distinct style. How did that develop?
My work was initially about responding to the natural environment
and about things that I liked. I made surf paintings, and from there
it stemmed into an interest in traditional landscape painting. I
was interested in painters rendering atmospheric responses to the
landscape – English landscape painters like Constable and Turner –
and so that was an important departure which led me to looking at
the way resonances of subtle complexities of colour operate.
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And you’re working towards a PhD? What is your subject?
Initially it was about the relationship between abstraction and
representation, a subject matter that isn’t necessarily new. The
entry point for me in terms of research was to look at the kind of
subject matter I’ve been using recently – paintings that are at once
ambiguous and abstract but also relate to objects that are evidently
in the real world. It is a really process-driven practice that I have,
so the way I’m researching, and considering it as a body of research,
is by being as open as I can about things happening in the studio,

and the outcomes of what I make in the studio. So my research
responds more to the painting and process in the studio, rather than
the other way around.
Tell me about your process? How do you begin a work?
They initially evolved out of a concern with working with
atmospheric space, but also incorporating collage elements that have
developed more out of a work-on-paper process. So, I was making
lots of works on paper that were just used as source material, and
more recently they have been solidified as entities in themselves. The
painting process involves beginning with transparent papers, and
drafting film and materials like that, that embody the same qualities
as the paintings I am interested in – transparencies, solid entities that
have another reality, or another complex plane in the painting.
The first paintings were crude, literally making collages and trying
to understand how I can reassemble them, or fix them into a painted
state. That process has become more and more complex in terms
of the ways in which the elements I’m working with can create
complex spaces when put together.
What I’m interested in is that while they are definable things, they
have the resemblance of abstraction. The illusions present in the
history of Western realist painting also bring an element of illusion
into this space – space that is both abstract and illusionistic.
Tell me about your recent works on display at Sullivan+Strumpf?
Well, they’re a development of the more recent paintings I was
making, working with collage material and enlarging those collages
into painted spaces. They are responsive to each other, but they do
stand alone in their own right. Scale is really important – needing to
scale up the size of the mark. Amplifying the scale was important in
amplifying the illusion, I think.
More recently, they’ve been built up on this colour field that is about
these veils of modulated colour that are just layers of translucent
single colours, setting up a field for the motif to reside. So while it’s
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also a device activated by the edge – you see evidence of the veil on
the edge – it’s a bit of a boundary for the activity of the painting. Most
of them have a sense of being contained within the parameters of the
stretcher, but more recently I’ve moved away from those conventions,
and the motifs have developed this expanding energy. I suppose there
are elements that more literally describe that interest in atmospheric
landscape space, and I’ve been more explicit in describing those in
the way in which the collage elements are cut out.

While they are definable
things, they have the
resemblance of abstraction.
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How do you know when to stop?
I don’t work in a way that involves building a maquette that is then
executed. Though I’m responding to the qualities of the collage, a
lot of the decision making is made on the surface, which means I am
responding to the painting as it is being made, and this can be great
when it works, but laborious otherwise in terms of making moves
that aren’t in sync with the rest of the painting.
I suppose I know when the painting starts to reach that interesting
junction and I think there’s an interesting painted space that starts
to respond to things around it, and has a conversation with other
paintings around the studio.
Gregory Hodge is represented by Sullivan+Strumpf, Sydney.
EXHIBITION
Art on Paper: Hazelhurst Art Award 2013
Until 25 August, 2013
Hazelhurst Regional Gallery, Sydney
www.sullivanstrumpf.com
www.gregoryhodge.blogspot.com.au
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Interior Freeze, 2013, acrylic on canvas, 183 x 152cm
Magazine Mystics, 2012, acrylic on handmade paper, each 50 x 38cm,
total 300 x 560cm
03 Photograph: Jillian Grant
04 Stacks, 2013, acrylic on canvas, 185 x 152cm
Courtesy the artist and Sullivan+Strumpf
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