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I1S-CITY, PAINTING.

AUSTIN CAMILLERI

Curator

"We try to infuse our work with adventure”

Charles Gatt
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Synaesthesia, or the blending of senses, is a

late 19th century concept describing music and
visual art connection. The idea emphasises that
sensory perception of one kind can manifest itself
as a sensory experience of another. Colour was
considered a core element in sensory perception
and in seeing colour it has been asserted that
one can hear certain sounds. A concept further
developed by Kandinsky, who, after attending

a concert by composer Arnold Schoenberg,
attempted to put order to tonal colours. In his
essay Concerning the Spiritual in Art he explained
how specific instruments could be linked to
individual colours; blue with the sound of a cello,
yellow with the trumpet, red with tuba, and so on.
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tried to find a similar style of painting after
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that focuses on rhythm rather than mere representation.
e wants paint to live on its own. As if to emphasise
“that the medium does not exist except in potential; it is
always about to become, it never is—for the very action
or work that describes it, in turn, prevents its definition.™

City always speaks of his paintings in terms of material.
This focus on the medium and process is present very
early in his painting excursions. Thus, the title of an

early exhibition in 1996, just one word, Paint, looks like a
manifesto. In fact, Dominic Cutajar effortlessly puts it:
Paint to emphasise the detachment from the lyricism
of the creative moment......a rarified atmosphere of pure
sensation®. Itis as if the medium is always in front of us,
ready to be put to work. Energies pass through it in order
to become visible.

Also, as opposed to John Cage’s "exploration of
nonintention,” where the artist's personality is removed,
where an abundance of white space represents silence in
music, City is the author.

City orchestrates chance methods: his white is not
silent. It is another brick in his composition, another
denominator.

All these denominators are steps in his long adventure.

1. Veronica Stivala, 'Sounds of the City’, Encore Issue No 1, 2015, p. 46.

2. One of the many conversations between AC and Charles Gatt, in his home kitchen,
usually over undisclosed glasses of wine or whiskey.

3. Emanuel Fiorentino, "Moods of a Single Spirit”, Exhibition brochure, Nov 1991

4. Alex Kitnick, ‘Notes on Gesture’, Art in America, Nov 2018

b. JMary Josephson, “Warhol: The medium as cultural artifact,” Art in America, May-June
1971, p. 45.

6. Dominic Cutajar, 'Paint’ Paint exhibition brochure, Dec 1996



LEGACIES ARE MADE
OF THIS.

WILFRED KENELY

CEO - Research, Innovation & Development Trust

| got to know Charles personally late in his life. Before
that time | followed him, like many others, from a
distance and in awe. There was something magical
about him and his music, which invited me to get
closer and to further absorb myself in what he was
doing. My emotions were exactly the same when | first
encountered his visual talent. Two versions of the same
expression, just like reading a book first and watching
the film later, or vice versa. That is how | remember
Charles —the rhythmic and the visual.

We first mentioned the idea of a collaboration with

the University of Malta while enjoying a Fenek bic-
Chips in Zebbiegh. Charles was keen to support our
‘esearch programmes and was open to fundraising
ideas. We explored areas of research that could
necome the beneficiaries of such collaboration and we
discussed possible venues. One idea that was definitely
not on the table during our discussions was that this
collaboration would eventually end up being Charles’
own legacy. He was not thinking on these lines, and
neither was |.
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Tryptich, Private Collection, Acrylics on board, 50x66cm x 3



'In a Silent Way’, Private Collection, Acrylics on board, 61x92cm
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'Paint’, Private Collection, Acrylics on board, 92x123cm
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'What it does to me llI', Acrylics on board, 91x122cm
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'‘What it does to me I', Private Collection, Acrylics on board, 91x122cm



6

'What it does to me II', Private Collection, Acrylics on board, 91x122cm



'Untitled’, Private Collection, Acrylics on board, 6/x50cm
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'Untitled’, Private Collection, Acrylics on board, 6/x50cm



‘Untitled’, Acrylics on board, 91x91cm
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‘Untitled’, Acrylics on board, 91x61cm
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‘Untitled’, Acrylics on board, 91x61cm
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‘Untitled’, Acrylics on board, 91x61cm
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'Untitled’, Acrylics on board, 80x80cm
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'Untitled’, Acrylics on board, 50x40cm
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‘Untitled’, Acrylics on board, 80x50cm
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‘Untitled’, Acrylics on board, 80x50cm
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'Untitled’' 1998, Acrylics on board, 92x62cm
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‘Untitled’, Acrylics on board, 70x51cm



19

‘Untitled’, Acrylics on board, 70x51cm
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‘Untitled’, Acrylics on board, 91x61cm
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'Untitled’, Private Collection, Acrylics on board, 70x51cm
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'Untitled’, Acrylics on board, 93x63cm
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'Untitled’, Acrylics on board, 68x48cm
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'Untitled’, Acrylics on board, 65x45cm
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Talking II', Private Collection, Acrylics on board, 91x91cm



26

'‘Untitled’, Acrylics on board, 106x106cm
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'Untitled’, Acrylics on board, 95x85cm
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'Untitled’, Acrylics on board, 122x91cm
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'Untitled’, Acrylics on board, 107x91cm
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'Untitled’, Acrylics on board, 122x91cm
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Talking I, Private Collection, Acrylics on board, 91x91cm
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RIDT is grateful towards a number of
individuals, companies and entities who made this
exhibition possible. Without their help, ideas and
sponsorships we would not have been able
to keep our promise to City.

Our thank you goes to:
Carla and Ariana (City's daughters)
for pursuing their father's legacy

Austin Camilleri for the curation
Charles Balzan as assistant curator

Sarah-Lee Zammit & Anthony Galea
at Nocemuskata for the
design & communication services

Joe Smith for photography
Jason Masini for his assistance

Dominic Galea, Paul Giordmaina, Paul Abela,
Anthony Saliba, Joseph Camilleri and all
the musicians who performed in honour of City.

A special thanks to our sponsors:

NOCEMUSKATA

WAVE
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