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My intention is to negate traditional 
methods of painting through large-scale 

painterly informed spaces. I have an 
elemental approach to my practice, 

materiality, colour and surface apply 
across mediums setting up an equation to 

inform making when in a given site. 
I’m Interrogating paintings discourse 

through a range of mediums which 
adopt site, space, architecture and 
domestic environment to create an 

experiential navigation upon viewing my 
work. My practice relies on a strong sense 

of craftsmanship, which I believe is key 
to producing work in an expanded field 

yet still relatable to a painterly informed 
practice. Derived through my 

experiences of making the picture plane 
becomes destabilised, through the 

production of a somewhat hap-hazard 
sense of composition and sculptural 

forms using a visceral choice of 
found materials ranging from bed sheet’s 

too construction matter.
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Getting my back up 
against tradition,
2014, oil,
rabbit-skin glue,
acrylic on canvas,
40 x 20 cm
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Perforated canvas,
2014, oil
on canvas,
(reversed side)
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The sawdust has a fine quality, polythene is cold 
and smooth to touch. The timber support contains 
splinters and the staples securely seal the 
polythene too the support sometimes ripping the 
surface. The spraypaint attaches onto some of the 
sawdust leaving a marked surface of red hues.
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Infinite Frustration,
2014, polythene,

saw-dust, spray-paint,
timber support,

61 x 61 cm
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Negate But Contradict, 
2014, polythene, 
cable-ties,
sawdust, un-primed 
canvas, 
61 x 61 x 25 cm
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Forcefully stretching canvas material over a structure makes a taught 
sculptural form which negates traditional painterly materials like oil 

paint and replaces them with visceral components like sawdust, 
polythene and cable ties. Beyond the physical 

confines of a flat surface, sculptural form begins to take part whilst 
being informed by painterly traditions. The sawdust used acts as 

pigment; the polythene mimics a glaze; the cable ties
represent a binding agent.
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 My experiences in painting have 
moved beyond a 2D surface, adopting 
space, site-specifity, domestic 
environment and architecture to
interrogate paintings situation in flux with 
other mediums. Krauss’ ideas of the 
expanded field have created a new 
exploration within my practice and changed 
my intentions towards painting. 

I begun to de-construct an anatomy of 
painting challenging components like
materiality, colour and surface; Leaving an 
equation which pushes my practice to new 
areas challenging what is painting. 
Experimenting with the support or can-
vas, traditional processes around painting 
moved into new field based around sculp-
tural form. Negating Clement Greenberg’s 
writing on ‘arbitrary objects’ 
material choice became really important. 
The warped stretcher series began to 
architecturally intervene with space, by 

What you see is what you see.
- Frank Stella
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changing the shape of the canvas so it sat in 
the corner and pulling canvas material over a 
structure. By dis-using paint like oil’s and 
acrylics meant I could create minimalist 
sculptural plays on the traditional canvas 
frame. 

Artists within the expanded field have allowed 
me to see painting as a bodily experience that 
goes beyond a support. Katrina Grosse’ ideas 
about ‘how canvases influence her 
installations’, created a crucial 
progression in the work, another similar artist 
to Katrina Grosse is Jessica Stockholder 
influencing my expanse into larger works. 
Creating installations to inform canvases was 
an initial thought, but the installations 
gestured space successfully to allow the 
viewer to become more engaged in a bodily 
navigation when viewing the work and the 
picture plane wasn’t just perceived optically 
anymore Within past exhibitions, I begun to 
respond to a given space, developing a bodily 
involvement with materials in terms of how I 
move through the making process of a piece, 
allowing the viewer become spatially aware. 
Using existing architectural facets and 
materials found in the space to create a 
painterly object, which can be experienced 
from multiple angles. 
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Drawing from more personal aspects and 
experiences of making, separate from an art 
context, became apparent how their 
informing some thought processes in my 
practice. The site specific element of my 
practice is derived from around five years ago, 
when I was commissioned to produce a wall 
murial for a school institution, sparking new 
concepts into surface and how painting can 
adopt space. I began to think about 
interrogating paintings relationship to shape 
in terms of what site or structure it can be 
applied in or onto. Another personal 
influence, which I’ve realised, was my 
childhood experiences of visiting sites with 
my fathers painting and decorating company. 
Now understanding these experiences as a 
first introduction into disused sites, which in-
volved interior elements and reconstructing a 
space through domesticated mediums. Given a 
disused site my practice excels by challenging 
my own interests around paintings discourse, 
by working in a new environment with found 
materials I become more physically involved 
with the process of making. I’m able to loose 
a cognitive way of thinking, allowing a bodily 
relation with materials to occur helping me 
make sense of colour and shape relationships 
in a given environment. 
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These ideas of site-specifity became fuelled 
by the artist lead project in second year, Ben 
Judd, my involvement with this really 
propelled my problem solving when it comes 
to working with site specific matter and 
curatorial roles, curating group exhibitions 
over the space of a year in London and 
Leeds. I was using these sites to spark new 
ideas of how I can tackle my practice and 
develop the themes which run through my 
work, all though be it very different at this 
time, I begun to think about architecture. 
Upon my visit to the John Soanes museum in 
London my concerns developed into a physical 
less retinal painterly informed site. 
My partner taught an appreciation of Venetian 
14th century architecture and with a visit to 
Venice, craftsmanship became important in 
my practice. Upon visiting buildings like the 
Doges Palace, reconstructed by Antonio 
Rizzo, I was marvelled by the skilled 
structural facets around the building. My 
practice delves into these ideas of trade and 
labour but in a way where I’ve utilised 
modern materials for example MDF and 
timber. I’m allowing skill to become a process 
in itself when making elements of my work, 
for example the stretcher: a component of 
painting very carefully made by hand with 
skill, which allows the work to stay relative 
alongside a painting practice. Even though I’m 
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not always using a strechter frame building 
a space becomes the strecher. With 
relation to craftsmanship, I have been able 
to understand materials with a closer 
appreciation to quality. Even though the 
body of work seems some-what haphazard 
there is a constant skill of looking applied 
to producing work.

Covering new fields in my practice, my 
experimental approach to paintings
situation became informed and applied. 
Space was an issue so working outside of 
the studio really propelled my ideas into 
larger installations, the body of work I’ve 
been working on began to intervene and 
reflect architectural gestures within a 
space. Thinking of my installations as an 
event, which sparks an idea for the next 
work allows me to control the 
development in a piece of work. 
However because I was working outside of 
the studio I was needed something more 
than a photograph to document these 
painterly informed installations. Gathering 
the materials I’ve used then 
compressing them into singular forms, I’m 
able to  return to the studio with a fixed 
piece of work. The visceral quality of 
these more singular forms evokes a sense 
of frustration in 
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work, leaving my practice to confront 
painting and more specifically allowing 
myself to make through thinking and think 
through making.

Beyond university I see myself developing 
work which is produced in a self contained 
site constructed by myself, similar to that 
in my degree show, the work will be of 
larger scale and produced with longer time 
frames allowing myself to carefully craft 
various elements. My interest with 
architecture is growing stronger as I begin 
to adopt space through destabilised 
picture planes therefore I may begin to 
move into an architectural field of study 
but still allowing myself to make with  
flexibility of concepts and concerns. But 
my interest in curation and exhibitions is 
still evident so my practice will run 
alongside proposals for spaces and 
exhibitions which allow the work to 
resonate on a higher level and still 
question what is painting with my equation 
of materiality, colour and surface through 
a range of mediums.
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Boo,
2015,
found
objects,
spray-paint
OSB,
200 x
200 cm
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Finding a bed sheet and mattress I forced a juxtaposition of 
domestic items with constructions driven materials. The bed has 
a subtle pattern, which flows throughout the installation varying 

from white, yellow and grey. The soft bedding 
appears stained because of patterning. Hiding metal rods into the 

sheet allows for a more sculptural form alongside flat elements 
like the OSB; a rough compacted wood. Spray-paint and 

emulsion, give weight to the bed sheet, a hardened material 
quality not associated with a domestic item.
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Compressed form,
2015, spray-paint,
cling-film, re-used
objects, thread, 
emulsion,
metal, 
various wood,
100 x 100 x 150 cm
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Squashed together, de-constructed 
materials both soft and hard adopt a 

sculptural quality 
informed from a painterly 

approach. All materials used are 
recycled from ‘Boo’, stage one of an 

‘event’ of process. Bed sheets and 
cellophane force a 

domesticated quality which 
replicates a de-constructed,

haphazard, compressed form 
derived from a home environment. 
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Interior,
2015, 

mixed media installation,
300 x 300 x 300 cm

Installed in a boutique department 
store, now derelict and 
disused, the materials found at the 
site evoked a sense of 
domesticity. Using upholstered 
elements, a headboard, a duvet 
and lighting; a sultry, gritty vibe 
was given from the piece. Drawing 
similarities to an 80s American 
motel the materials looked stained 
by emulsion and spraying 
techniques. Using rope to block the 
viewer from walking around the 
piece the picture plane becomes 
less retinal.
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Q&A 
By Paul Merrick

Paul Merrick - What are you main influences 
when making?

Joseph Cotgrave - I like to push the bound-
aries of painting and what constitutes the 
medium itself. Using found objects and site 
influences my thinking through making 
along side artists like yourself, Katharina 
Grosse and Jason Rhoades.

Paul Merrick - Since starting your degree, 
how have you ended up where you are now?

Joseph Cotgrave - I was becoming, say, 
frustrated with the process of painting 
and the need for aspects to look a certain 
way. Going into third year with these frus-
trations I allowed them to interrogate ele-
ments of painting like surface, materiality 
and colour, sort of forming an equation to 
interrogate a painterly practice.

Paul Merrick - Do you see yourself following 
through with these ideas after university 
ends?
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Joseph Cotgrave - Yes, definitely. But in 
a way where scale is more accessible, so 
I see the work to some extent developing 
into larger formats, which adopt space 
and site.

Paul Merrick - I’m really interested in your 
degree show proposal and ideas, can you tell 
me more?

Joseph Cotgrave - Of course, throughout 
my studies space was a bit of an issue, 
that’s why I kept doing shows beyond uni-
versity with a few of my piers. But yeah, 
the degree show is about space and how 
materials ext can be applied to produce 
an experiential way of viewing the work. 
Allowing various components of question 
paintings situation through un-catore-
grised forms, again challenging what 
constitutes of painting. Also the space is 
about labour and trade, using my experi-
ences of making to build the body of work.

Paul Merrick - Finally, where do you see 
yourself in 10 years?

Joseph Cotgrave - I see myself still making 
but aiming to teach my findings through 
my practice to university students and 
keep doing exhibitions. 
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Education
Foundation Certificate in Art and Design, 
LCC, Liverpool.

BA (HONS) Fine Art, 
Leeds Beckket University

Exhibitions
2013: Collective Flash Show, 
Melbourne St. Studios, Leeds.

2014: Group Exhibition, Hybrid, 
Rag Factory, London.

2014: Group Exhibition, 
East Street Arts, Leeds.

2014: Collective Flash Show, A Question, 
Birds Yard, Leeds.

2015: Group Exhibition, Work in Progress,
Birds Yard, Leeds.

2015: Degree Show, 
Leeds Beckett University, Leeds.
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