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I describe many of my new ǇŀƛƴǘƛƴƎǎ ŀǎ ōŜƛƴƎ ƛƴ ǘƘŜƛǊ άŎǳǊǊŜƴǘ ǎǘŀǘŜέ ŀǎ ƻǇǇƻǎŜŘ ǘƻ ōŜƛƴƎ ŎƻƳǇƭŜǘŜΦ Some may well 

be finished; in the past I would have not hesitated on describing them as done, moving quickly on to the next canvas, 

yet in recent times I have found great interest in revisiting and repainting works. Perhaps this desire to develop and 

to change the elements of a painting is in keeping with my ongoing fascination with metamorphosis, to find out what 

something could become as I push around the paint. It is in that spirit that they are conceived, invariably finding a 

subject from an abstract rhythm of lines. I never know what I am going to paint when I put down the first brush-

marks. I may begin with a drawing from life, but it will invariably be inverted to remove the subject. 

 

But I think this period of reworking and re-evaluation is founded on something more.  

 

In 2019, I made a large painting called The Bar Raiser. Nominally, it was a cubist painting of a café-bar scene full of 

human life. But the title also referred to my desire to raise the bar set by my own work in the studio, to adhere to 

what might now seem the rather outmoded modernist notion of progression, and to realise what might be possible 

if one just pushes that bit harder. We may have forgotten in this era of fast art and vast amounts of canvas covered 

by our art stars that there is a long history of painters applying themselves time and time again to a task of exacting 

refinement. Whether that is Auerbach repainting the same canvas 100 times or Picasso making 100 paintings 

dedicated to the same pictorial problem, it is fair to say that painting, good painting, invariably comes from a 

tenacious discipline. Each time a new painting is begun, the painter must learn to see again. I work to the point that a 

painting is complete in its formal integrity, then turn the painting to the wall. Only when it is revisited can I see what 

ƛǘ Ƙŀǎ ōŜŎƻƳŜ ŀƴŘ ǿƘŀǘ ƳƛƎƘǘ ōŜ ŘƻƴŜΦ LǘΩǎ ŀ ǇǊƻŎŜǎǎ ǘƘŀǘ Ƙŀǎ ƎƻƴŜ ƻƴ ǿƛǘƘ these new paintings over a period of 

years. 

  



The past five years has seen me reinventing my practice. It is odd to see that my painting from 2022 shares a closer 

similarity to my painting made before 2018 than those made earlier in that experimental period. I have, perhaps, 

returned to a sharper realism of sorts, but my process is now completely different. These are visionary paintings, 

made from within, giving greater clarity to that vision. I use very little reference material. 

 

In 2018 I had come to the end of using photographs to inform my work. The critical dialogue in photorealism 

between painting and photography is fascinating, and remains ever more relevant in our modern world, but within 

the field of contemporary painting, the photograph is too often used as a convenient prop to make a figurative 

painting without any real critical understanding of how it affects the outcome. It was always the go to method in the 

fields of illustration and commercial art; now, tragically, it is the go-to method in our secondary schools and art 

colleges. As my work moved away from a dialogue with photography, primarily questioning the nature of 

photographic perspective as in my National Gallery show of 2010, the use of the camera became more problematic.  

 

The camera can never be just a tool for collecting information. The language of photography will always impose 

itself over the unique identity of the artist. Photography is a universal means to represent the world but, as such, 

belongs only to the collective, to the corporate and never the individual. In picking up the camera we join the crowd 

and Ǉǳǘ ŀǿŀȅ ǎƻƳŜǘƘƛƴƎ ƻŦ ƻǳǊǎŜƭǾŜǎΧƴƻǘ ǿƘŀǘ ǿŜ ƻōǎŜǊǾŜΣ we will make those decisions, but how we observe and 

how we envisage and how we imagine. So, when painting ceases to provide a critical examination of our relationship 

with the camera as a machine, and photography as a fixed algorithm, as mine did, I could no longer see any purpose 

for the camera beyond making painting easier. And it does make painting easier. The photograph gives the artist 

solutions to visual problems. It is far simpler to imitate these solutions than to invent from scratch. And that stops 

artists being inventors. 

 

There are no shortcuts. That which makes painting easier is in equal measure to that which is done outside of the 

self. And to what ends? Shop bought cakes can taste as good as home-made but there is no need for an art of 

convenience or one that just exploits the lowest common denominator for popular approval. The only art that can 

have any relevance as art is that which redefines existence, and that task belongs to the artist, on their own, in the 

solitary space of the studio. The artist takes it upon themselves to invent the means to create the world, not to 

reiterate what is already known. Finding new realities does not mean illustrating dreams but finding new algorithms 

to construct the world. That means articulating new forms, new anatomies played out in alternative spaces and time 

frames. Again this is Modernist talk, but a modernism that embraces the best of human endeavours since The 

Enlightenment and in direct opposition to the post-Marxist notions of absorbing the artist into society and seeing 

their artifacts as being of and about its collective norms. Art is primarily about the act of creation not commentary. 

 

These are broad swings, and the point here is not to become too embroiled in theoretical debates, but to recognise 

that my move away from the role of the camera in making paintings, to drawing from nature and developing new 

methods in the studio, is fuelled by fundamental beliefs as to the nature of art. The need to rework paintings, to 

paint them out and paint over, to keep them open, come from the same beliefs. That the paintings now deal with 

multiple and changing realities tells me, at least, that I have moved my work into a sphere of unending possibilities. 

Many years ago, I collaborated with the writer Michael Paraskos on identifyiƴƎ ά¢ƘŜ bŜǿ /ŜǊǘŀƛƴǘȅέ ƛƴ ǇŀƛƴǘƛƴƎ. No 

matter the grandness of the scheme, a painting that aspires to a finite outcome of certainty will always be limited. It 

is only by dreaming of the impossible and the ungraspable that we can find out what our true potential might beΧΦ 

even if the struggle in the studio is endless. 

 

The paintings below are in their current state, reworked from earlier states which may have been reproduced 

elsewhere. Some have a history of gradual refinement, most of being completely reformed. Nothing is lost. In any 

case, the activity of painting, of continual discovery is far more important than the objects that we call paintings.  

September 2022 

 

 

 



November 2022 Supplement 

This document has been updated with replacement images of many of the paintings. Additional paintings have also 

been included which have been worked on over the past two months. At one end of the studio are several stacks of 

paintings. At present there are, perhaps forty works, from which a painting is selected to be worked on at the 

beginning of each day. On any one day, three or four paintings might be developed. Typically, a painting will be 

worked on for four or five consecutive days until the paint becomes unworkable and needs to dry. As many of the 

paintings have become extensively worked with lead paint, they have dense and textured surfaces. Layers of thin 

dammar varnish are applied to resuscitate colours which have sunk and dulled. Many of the current works have an 

intense colouring and tonal range reminiscent of Pre-Raphaelite painting combined with a surface more akin to 

[ǳŎƛŀƴ CǊŜǳŘΩǎ ǇŀƛƴǘƛƴƎǎΦ bŜƛǘƘŜǊ ƻŦ ǘƘŜǎŜ ǉǳŀƭƛǘƛŜǎ Ŏŀƴ ōŜ ŀŘŜǉǳŀǘŜƭȅ ǊŜǇǊƻŘǳŎŜŘΦ 

 

 

 

 

 

 

 

 

 

 

Work in Progress Will of Oberon 2021-2022 oil on canvas 30¾ x 50 inches 

 

 



This painting began from a life drawing turned on its side. An extra strip of paper added to the side of the drawing 

became a horizon line, separating the sea from the sky, and placing the figures on a rocky outcrop. 

Although complex, it is economical to have so many different figures share limbs and torsos, emphasising the 

reliance of everything on everything else. This is always the case in painting, where the entire configuration is 

dependent on each brush-mark. The more the painting departs from easy conventions, the more this becomes 

essential, and the longer the painting will take to find its conclusion. 

At some point, a configuration of marks will have suggested a head of a donkey, subsequently connecting the play of 

eǾŜƴǘǎ ƻƴ ǘƘŜ ŎŀƴǾŀǎ ǿƛǘƘ {ƘŀƪŜǎǇŜŀǊŜΩǎ ! aƛŘǎǳƳƳŜǊ bƛƎƘǘΩǎ 5ǊŜŀƳ. Oberon casts a spell so that the queen of the 

ŦŀƛǊƛŜǎΣ ¢ƛǘŀƴƛŀ ǿƛƭƭ Ŧŀƭƭ ƛƴ ƭƻǾŜ ǿƛǘƘ ŀ ŎƻƳƳƻƴ ƭŀōƻǳǊŜǊΣ .ƻǘǘƻƳ ǿƘƻ ƛǎ ōŜǿƛǘŎƘŜŘ ǿƛǘƘ ŀ ŘƻƴƪŜȅΩǎ ƘŜŀŘΦ  

Although the painting focuses on TitanƛŀΩǎ όǎŜƭŦύ ŜƴǘŀƴƎƭŜƳŜƴǘΣ ǘƻ ǘƘŜ ƭŜŦǘΣ ǘƘŜ ǎŎŀƭŜ ǎƘƛŦǘǎ ǘƻ ŀƴ ƛƴǎŜǊǘ ƻŦ tǳŎƪΣ 

hōŜǊƻƴΩǎ ŦŀƛǊȅΣ ŎŀǎǘƛƴƎ ǘƘŜ ǎǇŜƭƭ ƻƴ ¢ƛǘŀƴƛŀ ŀƴŘ .ƻǘǘƻƳΣ ǿƛǘƘ Ƙƛǎ ƴŀƪŜŘ ōǳǘǘƻŎƪǎ ŀƴŘ ŘƻƴƪŜȅ ƘŜŀŘΦ ¢ƘŜ ǇŀƛƴǘƛƴƎ ƛǎ ǊƛŦŜ 

ǿƛǘƘ {ƘŀƪŜǎǇŜŀǊŜΩǎ ōŀǿŘȅ ŀƴŘ ǇǳƴƴƛƴƎ ƘǳƳƻǳǊΦ  

In the bottom right is a pool in which a small boat can be made out. This establishes a surprisingly distant space, way 

below the foreground figures. Such plays with perspective reintroduce the unusual spatial juxtapositions from my 

earlier work. I want to carry everything forward into the current work, even if the references are small. 

 

 

 

 

 

 



 
.ȅ ŀ tƛƭƎǊƛƳǎΩ ²ŀȅ 2021-2022 oil on canvas 30 x 33 inches 

 

 

 

 

 

 

 

 

 

 

 



In the yard outside my studio is a laburnum tree. Every year it provides a magnificent show of yellow flowers through 

the studio window. It is odd to think how something so beautiful can be so poisonous.  

 

Many of my paintings favour a shrill yellow.  

 

 In the summer of 2021, I took a small canvas into the yard and painted ǘƘŜ ƭŀōǳǊƴǳƳΩǎ trunks and lower branches. 

Later, the canvas was turned on its side and the forms of the tree suggested an amalgam of hares, dogs, deer and 

elf-like people. These motifs emerge gradually through the painting process, fauna and flora come and go and 

abstract passages take on more identifiable traits. What remains seems to have some purposeful resonance though I 

am reluctant to analyse what any of this means. But the dog is hunting the hare, the deer is startled, and the elf spies 

a fish in the water, so there is tension but also an overwhelming sense of childlike playfulness. The title refers to my 

childhood memories of playing on TƘŜ tƛƭƎǊƛƳΩǎ ²ŀȅΣ ŀƴ ŀƴŎƛŜƴǘ ǇŀǘƘǿŀȅ ǘƘŀǘ Ǌǳƴs close to my home village in Kent. 

The painting ƛǎ ǇƭŀȅŦǳƭ ǘƻƻ ƛƴ ƛǘǎ ƳƻǊǇƘƻƭƻƎƛŎŀƭ ǘǊŀƴǎƛǘƛƻƴǎΦ ¢ƘŜ ŘŜŜǊ ŀƴŘ ŜƭŦ ǎƘŀǊŜ ǘƘŜ ǎŀƳŜ ōƻŘȅΣ ǘƘŜ ŘŜŜǊΩǎ ǘŀƛƭ 

becoming the green pointed ear of the elf. 

As with many of my paintings, the top margin approximates a more conventional landscape which helps anchor the 

more rhythmic and spatially uncertain passages below. To the right, at the top, we see TƘŜ tƛƭƎǊƛƳΩǎ ²ŀȅΣ ŜƴŎŀǎŜŘ 

with trees along which several people are walking towards us. Perhaps, this top margin makes a distinction between 

the conventional, adult and mundane world above, and a wild world of nature, childlike fantasy and myth below. 



                                                                                            
            Bonnie White Queen, for Henry James 2021-2022 oil on canvas 76¾ x 47 inches 


