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Clive HeadTowards a Newer Realism
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be finishedin the past | would have not hesitated on describing them as done, moving quickly on to the next canvas
yet in recent times | have found great interest in revisiting and repainting wBehaps this desire to develop and

to change the elements of a pding is in keeping with my ongoing fascination with metamorphosis, to find out what
something could become as | push around the paint. It is in that gpétithey are conceived, invariably finding a
subject from an abstract rhythm of lindsnever knev what | am going to paint when | put down the first brush

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

But I thinkthis period of reworking and revaluationis foundedon something more.

In 2019, | made a large painting call@tie Bar RaiseNominally it was a cubist painting of a cal&ar scene full of
human life. But the title also referred to my desire to raise the bar set by my own work in the dtudiihere to

what might now seem theather outmoded modernist notioof progressionand to realise what might be possible

if one just pushes that bit hardewwe may have forgotten in this era of fast art and vast amounts of canvas covered
by our art stars thathere is a long history of paiers applying themselves time and time again to a task of exacting
refinement. Whether that is Auerbach repainting the same canvas 100 times or Picasso h¥kpagntings

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 paimistlearnto seeagain. | work to the point that a
painting is completén its formal integrity, then turn the painting to the wall. Only when it is revisited can | see what
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The past five yearBas seen meainventing my practicdt is odd to see thamy paintingfrom 2022sharesa closer
similarity to my painting made before 20118an those made earlier in that experimental periddhave perhaps,
returned to a sharper realism of sorts, but my procesis nompletely different. These are visionary paintings,
made from within, gilng greater clarity to that vision. use very littlereference material.

In 2018 had come to the end of using photogragto inform my work. The critical dialogue in photorisah

between painting and photography is fascinatiagd remainsever more relevant in our modern worldut within

the field of contemporary paintinghe photograph i4oo often usedas a convenient prop to make a figurative
paintingwithout any real ctical understanding of how it affects the outcomewas always the go to method in the
fields of illustration and commercial art; now, tragically, it is ¢fosto method in our secondary schools and art
collegesAs my work moved away from a dialoguewjthotography, primarily questioning the nature of
photographic perspectivas in my National Gallery shaf2010, the use of the camera became more problematic.

The cameraan never be just a tool for collecting information. Targuageof photographywill always impose

itself over the unique identity of the artist. Photography is a universal meanspresent the world but, asuch,
belongsonly to the collective, to the corporate and never the individual. In picking up the canesjain the crowd
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how we envisagandhow we imagineSo,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, | could no longer see any purpos
for the camera beyond making paintiegsier And it does make pating easierThe photograph gives the artist
solutions to visual problems. Itiar simplerto imitate these solutions than to invent from scratohnd that stops

artists being inventors.

There are no shortcuts. That which makes painting easier igualeneasurdo that which is done outside of the

self. And to what ends? Shop bought cakes can taste as good asrhadeebut there is no need for an art of
conveniencedr one thatjust exploitsthe lowest common denominatdor popular approvalThe onlyart that can

have any relevancas artis that which redefines existencand that task belongs to the artist, on their own, in the
solitary space of the studid@he artist takes it upon themselves to invent the meansrtate the world not to

reiterate what is already knownFirding new realitiesdoes not mean illustrating dreams but finding nelgorithms

to construct the worldThat means articulating new forms, new anatomies played out in alternative spaces and time
frames.Againthis is Modernist t&k, but a modernism that embraces the best of human endeavours since The
Enlightenment and in direct opposition to the peadfrxist notions of absorbing the artist into society and seeing

their artifacts as being of and about its collective norid.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 paintit@gdrawing from natureand developing new
methods in the studio, is fuelled by fundamental beliefs as to the nature of agtn€&hll to rework paintings to

paint them out and paint ovetp keep them opengome from the same beliefs. That the paintings now deal with
multiple and changing realities tells me, at least, that | have moved my work into a sphere of unending possibilities.
Many yearsago, Icollaborated with the writer Michael Paraskos onidenyiiyd &a ¢ KS b S¢g / SNNol A y i
matter the grandness of the schemapaintingthat aspirego a finite outcome of certaintwvill always be limitedIt

is only by dreaming of the impossitdad the ungraspablthat we can find out what our true potgial might beX ®

evenif the struggle in the studio is endless.

The paintingsbeloware in their current state, reworked fromarlier stateswhich may have been reproduced
elsewhere Sane have a history of gradual refinement, most of being completelyrraéal. Nothing is lost In any
case, the activity of painting, of continual discovery is far more important than the objects that we call paintings.
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November 2022 Supplement

This document has been updated with replacement imagesafy d the paintings. Additional paintings have also
been includedvhich have been worked on over the past two montAsone end of the studio are several stacks of
paintings. At present there are, perhaps forty works, from which a painting is selected torkedion 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 havdsecome 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 reminiscefiRveRaphaelitgpainting combined with a surface more akin to

[ dzOAlY CNBdzZRQa LI AYyGAy3ad bSAGKSNI 2F (KSaS ljdz- €t AGAS

"R

Work in ProgresgVill of Oberor2021-20220il on canvas 30% 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 brusinark. The morghe 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
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In the bottomright is a pool in which a small boat can be made out. This establishes a surprisingly distant space, wa
below the foreground figures. Such plays with perspective reintroduce the unusual spatial juxtapositions from my
earlier work. | want to carry everying forward into the current work, even if the references are small.
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In the yard outside my studio is a laburnum tré&very year iprovides a magnificent show of yelldiewers through
the studio winaw. It is odd to think how something so beautiful can be so poisonous.

Many of my paintings favour a shxllow.

In the summer of 2021, | took a small canvas into the yard and painfédS f | Grdaks/addYo@eér banches.

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 &mahflora come and gand

abstract passages take omore identifiable traitsWhatremains seems to have some purposeful resonance though |
am reluctant to analyserhat any of this meas But the dog is hunting the hare, the deestartled,and the elf spies

a fish in the water, so there is tensibat aso an overwhelming sense of childlike playfulness. The title refers to my
childhood memories of playinggiK S t Af ANA Y QA 2 | &3 | stlode 16 Ok dyidivilldg Kerft. o |- &
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becoming the green pointed ear of the elf.

As with many of my paintings, the top margin approximates a more conventional landscape whhrapr the

more rhythmic and spatially uncertain passages belovthe right, at the top, weseEKS t A f INAYQa 2 |
with treesalong whichseveral peoplare walking towards usPerhaps, hiis top margirmakesa distinction between

the conventioral, adult andmundaneworld above, and a wild world of naturehildlikefantasy and myth below.



Bonnie White Queerior Henry Jame2021-2022 oil on anvas 76% x 47 inches



