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INTERVIEW WITH ELISE THOMPSON

Elise Thompson

| Know You Know, 2018

Acrylic and glass beads on watercolor paper and clear vinyl
20 x 15 in.

Elise Thompson received an MFA from Florida State University and is relocating her practice from Tallahassee, Florida to Brooklyn, NY in February 2019. In this interview, she speaks
to guest juror Taylor O. Thomas about her interest in nostalgia, use of non traditional material, and how she investigates the human psyche through color and plasticity.

TT: What aspects of your background, whether art-related or not, have informed your current practice and materials?

ET: | didn't jump right into visual art. Before | committed, | was a competitive figure skater and dancer. | also did improv and musical theatre on top of all of the athletics. During
the 8th grade and half of 9th grade, | was even homeschooled to train full time as a figure skater when | suffered a back injury thanks to several growth spurts, wear and tear, etc. |
grew really tall, very fast! | did, however, obsessively draw as a kid for hours a day begging friends to "draw with me for fun”, but it wasn't really an activity others wanted to do for
long. It was always something | did when | had down time. The immediacy of drawing was always appealing, but the fluid and sumptuous textures of paint was what really got me
later on.

In figure skating, there are no straight lines. It's nearly impossible unless you glide on a flat edge, and no one wants that. Apparel in skating and dance is always (if done right)
made with 4-way stretch fabrics in diverse textures, cheesy/elegant, flair, varying in opacities. When playing an improvisation game in acting, you're constantly building on what
was added to the scene by the last person with no opportunity to say “no” but only “yes, and..".

Besides the obvious:

Curves, organic gestures and shapes are always present in my work. My stretched surfaces include chiffon, glitter/glass beads, frosted plastics that emulate, at times, ice.

But intuitive, improvisational moves on top of a framework set ahead of time is the crux of how these paintings are made. There's a sense of danger with acrylic mediums on sheer
surfaces. Many moves | make cannot be undone, can't be told "no”, they can only be covered with more material or revealed again by cutting away. Every "mistake” must be part of
the work by either including it intentionally or negating it eloquently (if possible!). There are often many physical layers accumulating on the front and back of the surface.
Recently, I've been trying to be more mindful of what to cover and what to leave transparent.

Elise Thompson

Lap, 2018

Acrylic on watercolor paper, and clear vinyl
44 x 30 in.

| make paintings, they are things, objects. | feel strongly that my performance background feeds the way | make them. Many of these things are cyclical, and it's comforting, and a
little unsettling, how often the past connects with my present.

TT: You've mentioned experiencing an array of differing cities and circumstances throughout your educational and professional practice; how have your changing environments
affected your paintings?

ET: In undergrad in NKY (more Midwest than the South), my peers and | were all making traditional, oil on canvas, figurative work. | wanted make dreamy, cool and muted tableaus
hinting at interior, psychological relationships between other people and myself. | graduated with a figurative body of work. | continued painting for a few years in between
undergrad and graduate school, and even attended open figure sessions to hone my observational skills. | applied to graduate school with all of those paintings a few years later.
Looking at the portfolio alone, it probably looked like | was a painter who wanted to make representational work, however, my letter of intent to every school said the complete
opposite. The more | practiced, the more | realized how much more interested | was in process and materials. Layering up the surface, sanding and scraping it down, then building it
up again. The figures became secondary; almost an excuse to just play with paint. Grad school, in FL, was when | really departed from representation The painting faculty there is
diverse, and | felt encouraged to do it, but | was also ready to try something new.

| still love the figure. It's often surprising how much | still look at figurative work past and present. While the images in my paintings are abstract, | don't think | could ever fully
divorce myself from the work I've done. The materials and the way | use paint for have changed, the color palette is more jeweled, even cartoonish by comparison, and the way |
“build” with paint is much different. | see connections; I'm still interested in the psychological ideas behind concealing, revealing, disclosure, the building up of layers, etc. The
process is now just more integral to the paintings rather than the emphasis on a representational image telling the story.

Florida, in general, also really affected my color palette, and | didn't even notice it in the beginning. It was a slow creep, but | welcomed the shift. Working in dusty, dirty
warehouses in the Midwest made my paintings look old, weathered and overcast. Florida brought in the nostalgia of all those pastel pinks and greens..even neon; the branding of
“the beach” really did a number on me! I've always loved color, I'm not sure what | was so afraid of. Maybe my Midwestern sensibilities needed some shaking up.

TT: Your work has always straddled the line between painting and object. What first drew you to toying with this “edge” of painting, and how do you describe your work from a
formal standpoint now?

ET: | took a class my first semester of grad school where we were prompted to make a work consisting of one full gallon of latex paint. Sort of like the Baldessari class assignments
list. | just started pouring paint onto glass | found, peeled it up, and used the paint like a sculptural material. After that, and many, “Have you hear of Lynda Benglis?" questions,
discovering Post-Minimalism/Eccentric Abstraction, and so on, | started using paint as a sculptural material more and more. | was pouring sheets, draping and covering things
around my studio, wrapping objects, hanging paint from the ceiling, in trees, over stretchers, wearing them, hiding under them, piling them up, stringing them up in clusters, you
name it. | wanted to totally depart from a narrative image and look at the stuff that made the flat, two-dimensional picture as something else. Not a totally new idea, but it was
something | hadn't done before. | started pairing the “paint skins"” with plywood sculptures | cut into organic shapes on a band saw. | wanted to make..sculpture all of the sudden. |
got a B in sculpture in undergrad, so maybe | had a tiny axe to grind. The irony was that | was still making figurative work; | was just coming at it from a new angle.

| started to become frustrated with how fragile and “one use” paint skins were. | felt like | was making all of this stuff, and | was sort of wasting it. | eventually came back to the
painting frame. | missed the stability, the tidiness, the formal “window”. | like shrinking away from the sides, but also spilling over the edges. The frame sort of represents “the
limit", and | found that | needed that foundation. Exploding paint off of the substrate didn't offer me enough constraints apart from the material's own fragile limit (something | still
think about with a different body of work consisting of paint netsl).

| really enjoyed the way paint looked on plastic sheeting. Plastic sheeting looked like clear medium when covered with acrylic. The problem, and joy of plastic sheeting, was that
paint peels off really easily. Not a great feature when you want the paint to stay. | found chiffon at Joann Fabrics; it reminded me of those skating and dance costumes, and after
seeing other artists use sheer surfaces, | thought, “"Why not?" Chiffon is really fun, because it's screen-like. The paint sits on top, but it also pushes through to the other side. There
are some really interesting optical effects that happen when you look at painted chiffon from the side (the paint is so opaquel), walk to the front (transparent again!), then to the
other side (crazy opaque). It messes with your eyes.

| eventually found clear vinyl, also at Joann Fabrics. Most of want | use is pretty accessible. Clear vinyl is a cheap replacement for windows, and often a protective surface for your
furniture or tables, which makes the use of it even better. It acts like a transparent, protective membrane; plastic like paint, clear like glass. For some reason, acrylic paint really
fuses to clear vinyl (PVC), something | was not expecting. Even if you lay a paint skin (dry) on vinyl, it will eventually glue itself to the surface and will be almost impossible to
remove. | love the way paint can float on top of clear vinyl. It became my answer to wanting to keep the emphasis on the material of paint while also letting it be supported by
something not unlike itself. | can apply material to both sides of the vinyl, which diversifies my gestures, and the transparent, subtle layers are very visible when lit properly.

| like toying with the edge of painting, because it's part of my sense of humor. It's also an aspect of my personality to "poke the bear”. My studio landlord in Florida once visited,
looked at my recent work, and asked, “Is it a painting or is it something else?” That sort of question really excites me. Work that makes you ask questions is exciting! You don't have
all the answers, and | love that ambiguity. | started experimenting with paint as an object, because | wanted to see if | could make a painting wasn't just a picture. | thought
whatever | was trying to talk about with my figurative paintings could be articulated another way. | also wanted to get people to look longer, to move around the work, search
through it. With transparent surfaces, | can layer on top, make moves below, and uncover parts that are in between.

The paintings aren’t necessarily portraits, but | am thinking about how we present ourselves publicly; what we choose to mute, share, and the idea that people can diffuse the truth.
I'm covering areas, frosting surfaces to make what is beneath harder to read, and physically cutting away at the surface to reveal what was hidden. All of these procedures are very
human examples of communication “clear or muted”. The work is still about relationships. Whoops, I'm so predictable!

TT: How do you begin a piece, and what does your painting process look like?

ET: Recently, I've been much better about sketching before hand. | used to just tackle the surface without a plan, and I'd go too far. The painting would look like 8 different
paintings in one. The sketches are on paper, and are not overly specific. They leave a lot of room for intuitive improvisation, which | need so that | can even surprise myself during
the making. Sometimes, moves just happen, and you didn't anticipate them, but you have to make do. Sometimes “making do" is really sweet.

As | mentioned before, many moves | make on translucent surfaces cannot be undone, they can only be covered with more material or revealed again by cutting away. Cutting away
is a new gesture for me, and it resulted as an accident. | was trying to use an x-acto blade to help a strip of painters tape peel back cleaner, but | cut too far. | then proceeded to
just cut the whole masked part out. One of my rules is that every "mistake” must be part of the work. If | make a mistake, and | obsessively try to work against it, it will drive me
mad! “Rolling with the punches” is just another poetic procedure I've adopted.

Another starting point for me is the frame. | started painting them so that they would integrate into the “image” more seamlessly while also being an obvious architectural element.
The frame can be a basic rectangle, but sometimes I'll make frames with many structurally unnecessary cross bars, which is when, again, the paintings cross over into something
else. Perhaps furniture. | do also tend to anthropomorphize my work. Don't get me wrong, | know that they are still “paintings”. None of this is magic, and I'm not trying to fool
anyone that they aren't. But! I'd like to think that there are things going on in the paintings that playfully comment on their penchant for side stepping into the third dimension.
Most of my “moves” are loaded conceptually.

TT: You have spoken at length on your interest in “cultural ghosts” and nostalgia; could you expand on your relationship (and your work's relationship) to these aspects of our
society?

ET: Before | was 13, And I'm not totally proud of this, | would only watch Cartoon Network (when you had to switch over to B on your cable box), Nickelodeon, Disney, and Don
Bluth films. | also ate too many Gushers, Fruit Roll Ups, Fruit By The Foots, you get the idea. It may seem topical and silly, but watching this content, eating these foods, being
inundated with Nickelodeon slime footage and advertising was what everyone fears: formative. Speaking from a color palette standpoint, children’'s animation and marketing for
90s foods "made for kids" is what I'm looking back on lately. | love pouring over sample palettes for cartoons and animation to see how the colors can be limited, vibrant, maximal,
but somehow very cohesive. I'm drawn to this garish overall tone in many shows that is simultaneously abrasive and satisfying. Once, a friend walked into my studio, and the first
thing she said was, “It looks like The Simpsons exploded in here.” I'm a sucker for first impression comments when people enter the room. They're honest.

| was a bit too young to fully embrace The Simpsons as a kid, but now fully aware of how it persists as a cultural behemoth even if its “Golden Age" has passed. Not just as a style in
animation e.g. heavy line work, bulging eyes, limited palette (apparently, when the show started, a typical animated series consisted of 1000 colors, whereas The Simpsons
comprised of just 200). The look of the show was a trojan horse; it looked like a kids show, but the writer's intentions utilized this “language of insubordination” to attempt to get
viewers to mistrust authority (borrowing this from Chris Turner's “Planet Simpsons: How a Cartoon Masterpiece Documented an Era and Defined a Generation). Themes in the
show, are of course, mature. Many animated series, movies, etc. have borrowed from The Simpsons, which is what you do when you want to be in the conversation and add to it.
These things seem shallow to some, but you can't ignore how these forms of entertainment are absorbed culturally and become embedded in how we see the world. Sometimes
you're quoting The Simpsons, and you don't even know you're doing it. It's been embedded in you too, and they are like ghosts that haunt you.

Ghosts have the potential to stay with you, color your memories, and your associations to those signifiers. Sometimes a color or texture opens up a nonlinear worm hole in your
head and connections fuse; some make sense and others never will. One of my intentions is to play with the formal qualities of those potential connections to jog your memory,
but still keep you off base. I'm pointing to references all the time, but they aren't explicit, because | never want to tell people exactly want to do, what to see, what to think. | do,
however, lightly guide the viewer with several hints to see where it leads them. Often, the “read” of the work is somewhat unanimous. | mention pointing to “the familiar” a great
deal. There's a warm, but slightly uncomfortable feeling when you're reminded of something you can't put your finger on. Nostalgia does that for me. It can be sweet but can be an
equally uncomfortable ache.

TT: Though your paintings demonstrate an obvious draw to artificial color and plasticity, your titles and materials also suggest a deep investigation into the human psyche. Can you
discuss how and why these two seemingly opposing qualities come together in your work?

ET: Yes, | mentioned before that the procedures and processes | follow feed into ideas on self-disclosure and communication. The works can be seen as psychological portraits,
though lately they are beginning to reference landscape, specially the openings of caves or portals. | also see these as “mouths” into a place, that place being the interior of a
person or self. Again, people put up protective walls, they can choose to not divulge everything, shield parts of themselves by withholding what they'd rather not expose as a
precautionary measure. | think about restraint and indulgence, vulnerability and desire. In short, translucent materials and layers speak to the idea of transparency regarding
information. Harking back to the clear vinyl, it's a protective membrane acting as a window which can shield but show you what's underneath, be frosted or callused with more
layered material to obstruct, or be cut away completely to reveal again.

Titles are a bit tough for me, because | know they're a great tool for leading the viewer in a certain direction. | source a lot of my titles from love songs, out-of-love songs, and
personal conversations with friends. I'll eliminate surrounding words and punctuation from the phrase leaving a little ambiguity to the title. However, there's still a residual,
emotional tone present even if it sounds like a fragment. Fragments are sometimes all that's necessary, and they can leave room for multiple meanings

TT: At quick glance, your paintings could easily be described as ones that sing of bubble gum colors, sensual surfaces, and yummy constructions. But upon further investigation,
one may notice the "wrenches” that have been intentionally hurled into the works- an unsetting bulge, a gross palette addition, a texture that doesn't sit with the rest. What is
your hope for a viewer's interaction with your work, and why do these “wrenches” matter?

ET: Yes, this related to one of the above question, so I'll just keep going!

| mentioned the “Trojan Horse" aspect regarding The Simpson's; an initial impression could be its a juvenile kids show, but the content inundates the viewer with satirical
commentary on adult themes. This isn't the only cartoon to do this, just watch a Don Bluth movie from the 80s, like Rockadoodle or All Dogs Go To Heaven, and prepare to be
disturbed as an adult! Perhaps it's to appeal to a wider age range, but | remember watching these movies as a kid, loving them, but being subtlety aware of the other messages that
were being relayed. These films are beautifully rendered, harmoniously painted, appealing to children, but there is the ever present acknowledgment of a dark maelstrom
underneath it all.

| want to make good paintings. | want the viewer's eye to rove, to feel satiated, pleased, but not without a few hiccups along the way. | will intentionally throw in absurd textures
and awkward moments into a work to disrupt a seemingly nice image to halt an easy viewing of a pretty thing. | want the viewer to stop, look longer, ask questions, feel uncertain,
maybe even laugh. Nothing is perfect, proverbial wretches are real, and | often ask myself, “Is perfection really desired?” So, "The Wrench" is another way | can visually reference the
very relatable circumstance where things are not perfect, there are always disruptions, and they can't easily be ignored.

TT: How do you recharge?

ET: When | lived in Florida, | would drive to the beach and float in the Gulf for hours! That was a safe place (save for stinging sea life on purple flag days). Alternatively, if there's no
where to float or tread, | take what | call “suburban mom walks" while listening to podcasts and audiobooks. Some to do with art, some not at all, but | find relative threads. It can
be a good break for my head to listen to something totally different to decompress from the studio.

| also started making sourdough a little over a year ago thanks to artist Leah Guadagnoli gifting me sourdough starter during my time at The Maple Terrace Artist Residency
Program in Brooklyn! | got the starter, and then taught myself how to do it. It's really meditative, there's always the reward of delicious food, and it makes me feel connected to a
larger legacy. When a loaf turns out, | feel pretty proud of myself! It's laborious, but worth it. | love food in general; talking about it, making it, and eating it. | joke all the time that
“Art, but food is #1". | think if | hadn't become an artist, | would have a career as a baker or something to do with food. Can | host a food competition show? Please?

TT: What is one thing you're hoping to do, believe, or carry into 20197

ET: | want to keep moving forward; push myself even when I'm hesitant or insecure. | wrestle with a lot of self-doubt and insecurities involving what I'm capable of and I'm worth. |,
like many of us, am my own worst critic. | want to keep making and keep pursuing my practice. A couple of years ago, | made a commitment to myself to go “all in” with my studio
work, so if | can consistently keep going, that's a win for me.
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[Interview: Elise Thompson

Elise Thompson's (b. 1988, Cincinnati, OH) layered surfaces call on the intricacies of transparency, both
physical and figurative. Gestures made below, between, and above continue to be seen, in some way, all
at once, whether made on a translucent or an opaque substrate. The resulting images are often quirky,

vaguely referential, and even eerie.

Elise received a BFA from Northern Kentucky University in 2010 and an MFA at Florida State University
in 2016. She attended the Boom Gallery Fellowship + Residency in Cincinnati, OH, in 2015 via an FSU
Exceptional Opportunities Award and received the Mary Ola Reynolds Miller Scholarship in Visual Arts
in 2016. Additional residencies include Vermont Studio Center, The Wassaic Artist Residency, The Maple

Terrace Artist Residency Program, DNA Artist Residency, Stay Home Gallery + Residency, and

ChaNorth Artist Residency. Thompson has been published in New American Paintings South #124,
Friend of the Artist vol. 8, VAST Magazine vol. 1, Maake Magazine 14, and Whitehot Magazine of
Contemporary Art. Past exhibitions include The Spartanburg Art Museum (SC), The Wassaic Project
(NY), Laundromat Art Space (FL), Westobou Gallery (GA), Soft Times Gallery (CA), Florida Mining
Gallery (FL), Blah Blah Gallery (PA), Bob's Gallery (BK), SPRING/ BREAK Art Show (NYC), Ceysson &
Bénétiere (NYC), Helm Contemporary (NYC), and The Delaware Contemporary (DE). She lives and
works in Brooklyn, NY.

Read ourinterview with Elise below!

Installation view of Hook, Cycle, and Flood in "Ctrl [Alt] Self” curated by Allison
Westerfield at Westobou Gallery, Augusta, GA 2022

PP: Walk us through a typical day in your studio or generally through your process to make new work.

ET: Typical weekday: For now, | work remotely for my job, so I'm in and out of virtual meetings, doing
research, writing, managing projects, and doing whatever else needs doing from about 9 am - 5 pm.
Sometimes, there are gaps where | can fit in the studio (I have a live/work!). When 5 pm hits, and it's a
"studio" evening, that's the priority. I'll eat quickly and work in the studio until about 9 pm. Sometimes, I'll
go to about 10 - 11 pm during the week if I'm on a roll. Weekends: maybe it's a studio day all day; perhaps
I'm out and about seeing shows; maybe I'm "resting."

| usually begin with small works on paper when it comes to process. They allow me to loosely work out
composition, color palette, and other image aspects before | even think about getting into something
more three-dimensional with a painting on the frame. Sometimes, I'll photograph these works on paper,
put them in Photoshop, and chop up image elements further with the power to "command + z." I'll
reference these flat works and mockups as the jumping-off point for a painting on the frame. | can pick
and choose which sections to position under the substrate, between the frame, and above on the clear
vinyl. I cut thick illustration board and watercolor paper into sculptural planes, which | then install into the
frame as "image infrastructure" for what | want to recede behind the surface physically in the painting.
I've even made a fully finished work on paper or illustration board and then decided to deconstruct that
work into pieces to rearrange in frames. It's literally constructing/deconstructing/reconfiguring or
pushing/pulling. Dura-lar and clear vinyl add extra translucent passes behind the translucent substrate,
intersecting gestures obscuring and playing with the viewers' perception and the actual depth of the
frame. Once the infrastructure of the work is finalized, I'll stretch clear vinyl, much like canvas, over the
stretcher and make an additional painting on top. To put it more simply, I'm making several paintings on
top of one another, choosing which parts to conceal and which to reveal through an additive process
that feels a lot more like building than just painting.

Cover, Acrylic, glass beads, and mica on dura lar Maze, Acrylic, glass beads, and mica on dura lar
paper and clear vinyl, 36 x 24 inches, 2022 paper and clear vinyl, 48 x 36 inches, 2023

PP: What motivates you to make art?

ET: | make what | make to see how ideas around concealing, revealing, disclosure, and just plain painting
can be filtered through visual abstraction; a place where words might fall short. | also sometimes want to
see how many referential points | can mix into a single image, from riffing on seemingly silly references
like science fiction-like landscape illustrations from the 1950s-1980s, to avant-garde architecture, to
veiled mushrooms, to camouflage, to water but still end with an image and object that is elegant,
cohesive, and maybe a little bit strange.

PP: Name a childhood toy (or memory/cultural reference) you had, that you think relates to your practice
today.

ET: Up until | was officially a “teenager’, | would only watch animated television and movies. Think
Cartoon Network (switching over the cable box to "B”), Nickelodeon, Dr. Suess, and Don Bluth films.
Seemingly juvenile and stuck in the mentality of just not wanting to grow up, inundated with pastels and
neon within the programming and advertising was probably formative. The color palette alone, children’s
nostalgia in animation and marketing in the 80s-90s "made for kids" is an era | come back to in addition
to science fiction illustrations. Borrowing colorways from these materials can inevitably result in a very
cohesive and strange image. It was oddly comforting but slightly unnerving. Animated palettes are
abstracted from reality but are referential because the content is anchored in the familiar.

| love the idea of animated content in film and television, acting as a trojan horse. The Simpsons, for
instance, looks like a children’s show, using that aesthetic and language to tackle something larger.
Children’s movies by Don Bluth do something similar. There's a dark underbelly to those films that run
parallel to childhood innocence colliding with the unfortunate things that life can throw at you.

Long story short: \With my paintings, | do want to invite you in with luscious, cohesive colors and
textures while simultaneously instilling something a bit uncomfortable. It can be frustrating when a
translucent surface shields you from what is below. The idea of the “unknown” can make you itch. The
difference here is that I'm not serving obvious critiques as one-liners or tackling singular themes. But |
am thinking about the “delivery system” of the image like in animation. Looks like one thing, but there's
more to mine. | aim not just to make “beautiful images’, but surfaces that also evoke something eerig, the
familiar, hint multiple reference points you just might not be able to completely place. Some sort of in-
between. They do more and hopefully say more than one thing. And the viewer is allowed and required
to fill in the gaps.

Row, Acrylic, glass beads, and mica on dura lar paper and
clear vinyl, 36 x 24 inches, 2023

PP: What are ways you support other artists?

ET: Whenever | can, | mention the names of artists' friends to other artists, gallerists, curators, etc. |
believe you "get what you give", and that generosity in the art world is necessary. The worst thing we can
do is view things with a "scarcity mentality" and never build each other up. You have to be willing to help
one another.

PP: Favorite hobby outside of art?

ET: | started baking sourdough in 2017, and wow, is that an art in itself. It's so particular and requires a
high level of balance, measurement, and an intuitive touch. | feel like baking is just another practice in
"making" that can be shared very easily with others. Also, freshly baked sourdough: you can't beat it.

To learn more about Elise's work, see her Instagram and Website
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Installation view, Stephané E Conradie & Elise Thompson at Ceysson & Bénétiere. Courtesy of Ceysson & Bénétiere.

Stephané E Conradie & Elise Thompson: FIND / FUSE
Ceysson & Bénetiere

January 26 through March 11, 2023

By JONATHAN GOODMAN, March 2023

In this attractive show, Elise Thompson, working in New York and Stephané Conradie, L
DONALD'KUSPIT FOR

working in Cape Town, South Africa, are displaying, respectively, lyric abstract paintings and WHITEHOT MAGAZINE

assemblages consisting of ornamental vases filled with assorted trivial objects. Both artists
are young; the show bears the imprint of youth. Thompson was educated in Kentucky and
Florida, and has been living in New York for three years. But her work 1s highly sophisticated

in the city’s way. Her abstractions also incorporate sculptural elements. The paintings are p ARIS +
layers of illustration board, dura-lar, and cut vinyl built into the frame, at 2.5 to 3 inches deep.

Then a layer of marine vinyl 1s stretched like canvas on top which 1s also applied with acrylic pa' A't Base'
medium. The planes of the work demonstrate considerable expressive feeling, the abstract

imagery often suggests the long history of expressionism in the city, while not being taken

over by that tradition in any way. As for Conradie, her selection of vases, ornamental through

and through, are placed throughout the two rooms of the gallery. They are at once decorative

statements and sculptures assemblages that do not so much mimic Thompson’s poetic as they

assert the right of the artist to make things deliberately beautiful. Together, the two artists WHITNEY

don't closely agree 1n outlook; yet their contrast results in a show that is at once compelling

and challenging to their audience.
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Elise Thompson, Cover, 2022. Acrylic and glass beads on paper-dura-lar and clear vinyl, 36 x 24 in. Courtesy of

Ceysson & Bénétiere.

Thompson’s epiphanies are subtle. Her work demonstrates an intelligence beyond her years;
she is in her thirties. Her paintings engage in a slightly veiled lyricism. In the attractive
painting called Cover (2022), thick bands of horizontal color fill the vertically aligned
composition. The top of the composition holds a band, with rounded edges, that suggests an
organically shaped rectangle. On the lower edge of the picture’s plane, we see a golden mass,
with slightly rounded edges, which mimics to some extent the white bar in the painting’s
upper register. In between these two forms are masses of reddish black, which center the
image. Inchoate masses fill both sides of the painting. This is a very good abstract painting,
one in alignment with the New York School, but at the same time keeping its distance,

remaining independent of excessive mimicry of the style.

Stephané E Conradie. Courtesy of Ceysson & Bénétiére.

Conradie’s art fits a general pattern: a tall, usually golden vessel shape acts as a support for the
often decorative elements that stand or rest in containers at the top. These assemblages are
unabashedly ornamental, yet they give something more; they become mode versions of horns
of cornucopia, suggesting an affluence of things that are not necessarily about materialism
alone. Given their ornate beauty, it becomes evident. In one work, a form much like a lamp
fixture supports small glass elements held by a bowl. The exquisite forms of the animals act as
a decorative top of the entire world which itself clearly embraces the decorative. In fact,
Conradie’s work takes the decorative and makes something larger of it. Sometimes decoration
can, by itself, assume the weight more so-called “important” art is assumed to have, especially
if we refuse to make hierarchies of different kinds of art. In another piece, the vase 1s
supported again by a brass figure that looks a lot like a lamp fixture. At the crown of the work,
we see a reddish bowl holding a pile of transparent ice cubes, made either of plastic or glass. It
is a piece whose seeming superficiality is quite a bit more than that, being a piece in which the
artificial trumps notions of the traditionally beautiful. Both Thompson and Conradie share a
devotion to art as both outward and inward communication. Inevitably, this is evidenced 1n all

good art, and the two artists here have made it clear they are committed to such an outlook.
WM

JONATHAN GOODMAN

Jonathan Goodman is a writer in New York who has written for Artcritical, Artery and the
Brooklyn Rail among other publications.
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The Bunker

Questionnaire: Elise
Thompson

Welcome to the Bunker Questionnaire, a series in which we ask Bunker Projects residents and exhibiting artists a
few questions based on Marcel Proust’s famous Proust Questionnaire, a survey that purported to reveal a person’s
true nature. We hope their answers and the accompanying photos allow you to get to know them and their work a
little bit more.

Painter Elise Thompson received a BFA from Northern Kentucky University in 2010 and an MFA from Florida
State University in 2016. She attended the Boom Gallery Fellowship + Residency in Cincinnati, OH, in 2015 via an
FSU Exceptional Opportunities Award and received the Mary Ola Reynolds Miller Scholarship in Visual Arts in
2016. She was an honorable mention and a finalist for the Innovate Grant in 2022 and for the MyMA Grant in
2024, selected by Andrew Rafacz. Additional residencies include Vermont Studio Center (artist grant), The
Wassaic Project, The Maple Terrace Artist Residency Program (inaugural AiR), DNA Artist Residency, Stay Home
Gallery + Residency (fellowship), ChaNorth Artist Residency, and Bunker Projects Artist Residency. Thompson
has been published in New American Paintings South #124, Friend of the Artist vol. 8, VAST Magazine vol. 1,
Maake Magazine 14, Whitehot Magazine of Contemporary Art, and The Art Newspaper. Selected past exhibitions
include The Spartanburg Art Museum (SC), The Wassaic Project (NY), Laundromat Art Space (FL), Westobou

Gallery (GA), Blah Blah Gallery (PA), Bob’s Gallery (BK), SPRING/BREAK Art Show (NYC), Shepherd University
(WV), Tinney Contemporary (TN), Ceysson & Bénétiére (NYC), Helm Contemporary (NYC), The Delaware
Contemporary (DE), and Kristen Lorello (NYC). She lives and works in Brooklyn, NY.

Describe yourself in three words.

“Comic-relief, intuitive, flexible.”

Who are your favorite artists/the ones who’ve influenced you most?

“Miyoko Ito, Pierre Buraglio, Deborah Remington, Harvey Quaytman, Eva Hesse, Anne Truitt.”
What is your idea of happiness?

“Having agency over my time.”

What is your idea of happiness?

“Having agency over my time.”

What's your favorite studio ritual or habit?

“Planning the 3D elements of the frame after the boards has been painted.”

Where do you go or what do you do when you need inspiration to recharge?

“I like to take a walk to the park to watch the dogs play (I don’t have a dog..!).”

What's the next goal or milestone you are working toward in your practice?

“I would love an opportunity for a solo presentation of my work, where I could explore an installation aspect that
links to the paintings.”

What's the best creative advice you've received?

“Learning to say ‘no’ to certain opportunities can be a ‘yes’ for yourself. Better time management allows for
pauses and introspection.”

What draws you to do artist residencies?

“Uninterrupted studio time in a new place can be uncomfortable at first, but in the end, completely necessary!”

Photography by Anna Brewer

If you'd like to support Bunker Projects’ mission to provide a safe, equitable space for emerging artists to develop
their practice and create new works for exhibition, please consider joining our Bunker Commons program or
making a one-time or recurring donation here. We are so grateful for your generosity.
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