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Thank you for setting nme this curious task. This is actually nmy second attenpt
to wite sonething and it has been nmuch nore conplex than | first inmagined so

this time | amwiting to you in person, not just because it is nobre personal,

but because if | have you in mind as an audience it mght well stop me neking

sweepi ng generalisations and pretentious assertions about the nature of Art.

The problem that was snagging nme in nmy first attenpt was this. Wen | wote
about inmgery, my own inegery that is, | was actually thinking about two inages
simul taneously. The image that | have in ny nind's eye at the outset of the
painting and the inage that ends up on the canvas. All my paintings acknow edge
this distance and all pay honege to it in some way.

The thing about the inages in ny mnd s eye is that however lucid they are, and
on occasion they are blazingly lucid (these are rare and happy events), they are
still incredibly generalised, far too generalised to be of use to anyone, |et

al one nyself as an artist. Let me give you an exanple: say | decide to paint a
head with the eyes popping out of the ears. This strikes nme as being at once

I udi crous and poignant, the head is under such pressure that the eyes have burst
out, not out of the eye sockets, which would be one thing, but out of the ears -
a preposterous wong turning and one that suggests that the head is incapable of
doing anything correctly. Now | have an inage that appeals to ne, but many new
questions are raised at this point. Wat sort of expression should be on the
face? How far have the eyes popped out? Is the head attached to the neck? \Wat
sort of space is the head in? And all these questions even before | begin to
question the technical stuff: brush size, linearity, colour, paint depth and so
on and on. It seens to nme that the inmage in ny inmagination that starts the pro-
cess needs to be refined and clarified by being worked through in paint.

It might be worth asking at this point where the inmages come from This, too, is
not sinple. There are those nonents where inages do seemto appear to nme ex
nihilo and fully forned (though | know this is a lie, nothing comes out of nowhe-
re). There are nonments where a thought or a phrase strikes ne as being transla-
te-able into painting. There are things | see that |I know will nmake good pain-
tings. But nore than this there is a sensibility, a kind of subject that draws
me to it, and this is really what the inmges are about. Each image slots into an
overarching concern, a neta-narrative of which they are a part. This is a neta-
narrative that | glinpse only vaguely. | sonetines imagine it as a novie that
haven't seen but of which | find the discarded outtakes (the images) on the edi-
ting roomfloor. There is obviously a lot of ny personal history in that narra-
tive but | would never say that ny paintings are autobiographical, ny personal
history is nore like something to negotiate around. | love the idea of the
artist touched by god, a conduit for divine inspiration, tapping into sone conmpn
pool of shared profound human experience. That sounds wonderfully easy and

absol ves one of responsibility too, but | think nore prosaic qualities, sensiti-
vity to nuance, attention to detail, passion for ones naterials, conbine to give
a personal |andscape in which ideas and inages can take root.

Now to return to ny nain point, which is the nediation of the inmmgined inmage by
the way it is painted. Looking again at my benused head with eyeballs | renmenber
deciding to start painting it in outline with a stubby brush, an intractable and
ungiving bristly brush that was just slightly too large to confortably nake the
marks | needed to make. | was painting it with inappropriate tools because this
gave the head a quality of striving to express sonething against the odds. Now,
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how does that inpact on the nmeaning of the image? It creates a crucial inflection
in the nmeaning and even though it is probably not sonething the viewer is conscio-
usly aware of it is still something that can be sensed. And added to this kind
of decision maeking, the decisions of process, there are a whole series of decisi-
ons that | nake w thout conscious thought nyself, somatically as it were.
Decisions to do with touch, for instance, which are perceived, | think, by the
viewer in exactly the sane way, through the recognition of shared physical experi-
ence. So at some points | amadding a layer of interpretation to the inmmge by
consciously and artistically being aware of the possibilities of ny nedium and at
other points | am adding |ayers of neaning by “feel”, without consciously being
aware of what exactly it is | am adding.

Al'though | work to clarify the image | also want the inage to outgrow me as its
author and to do that | have to find the point of intersection of the nental

imge and the nmeans of its nmaking and at that point, if | amlucky, | can soneti-
mes get a peculiar kind of resonance which is the com ng together of a myriad

deci sions and nonments and | ayers of neaning which | recognise as “rightness”, even
though I’'d be hard pressed to tell you what that rightness is. | |ike what

Del acroix said in recognition of this conplex nmoment: “It takes a heart of steel
to finish a painting”.

Ansel
London, May 2007.
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