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I am pa/nfully aware thigt I am thieesgern wolleRkam p@tﬁﬂ@ I am heteronor-
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Yes, although the problem is always perspectlve. | feel tired with art that
presents itself as a singularity. It:needs friction in order to survive - and in

~ that friction, the hope is that W_&?n still retain a sense of criticality. So, |

try to present contradlctory iew pel formally, through the presenta- '
tion of seemingly i mcong mo@ﬁﬁgs{ ' know, you coulda :

Daily Mail is subversme asjo o@igg@@ to or-thodox. It just depends'where
you sit. Most thmgs we @ fﬁoday’[la polltlcal |mpl|cat|on.
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I think /t/ the ﬁrstfartworktthat I properly fell in love with, or at least the first work

that shifted somethlng in my relationship towards a sense of purpose. | sawit -

hI;:‘Eil_,t‘hought ‘lwant to do that! It was a school trip to Paris and the teachrers*‘weré"":'T '

= keeping them enterta/ned Andthen | saw it, it's fucking massive by the way, and
" then just parked myself on the bench infront of it and then stayed there, left behind
'y .

He-used bitumen as the b/nﬂer ﬁer'the a
imanence; that it cahnot be saved. It's dym@il suppose thissis.a retrofitted relat/on—
ship to /b but because it will i Jm,e‘«lltably fade to bldek#llike to thinkiallkinosesthing

haad&tt intothe way that | make work now. | feel like when [look atlyelaoie
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: {: (- e therelis'this same feeling of “fuck it” to the i /mage making process. The paintings
| o L S=don ‘tfeel dictatorial. Though there are clear political references, but | don't feel
Prisencolinensinainciusol by Adriano Celentano ¥ that | am being convinced of an argument. Which makes me wonder, when the
| results of a work have a political dimension, who is the process of image making
| for, th]e artist or the audience? s
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’ : : ? & . psychological process - as it requires an exchange of sorts to take place
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Let’s Dance, collage on type written paper, 27x20cm, 2019, GF

between the inner and outer parts of ourselves. I'm fascinated by peoples’ psy-
chologies - what motivates us to behave in highly particular ways? There is a deep
criticality at play with what you do. You lampoon maleness - in a similar way to the
best of Paul McCarthy’s work. It’s a tough aesthetic, but it works as it lodges right
in your throat. And the humor that we encounter with your work isn’t snidey, it’s
actually quite tragic. | consider the work that | make to also fall along a spectrum
of humor. There’s a sense of comic-pathos with our figures - and with yours on a
physical level, | think are they're going to fall and crush me! Your sculptures aren't
engineering feats of prowess - well of course they are - but they’re not pompous or
falsely beautiful like Henry Moore. | don’t think Moore wanted to piss all over west-
ern civilization but | think you do - and rightly so. Is that fair?

I'm not sure | want to piss over it, but | definitely want to kick the legs out from underneath. For
along time, | was concerned with the rhetoric of a figure rather than the experience of a body.
And | guess it could be argued that that in itself was a form of privilege — the fact that it had
never occurred to me to address what the experience of my relationship between body and
figure was? As it seemed to me when looking out, relatively universal.

I think over the last two years, my work has shifted more towards looking at my relationship
towards these different forms of symbolic cultural power. | guess this has manifested itself into
using elements of film and animatronics which has enabled me to bring narrative in the work.
You seem to have a clearer understanding of the distinction between yourself and your work.
And yet | have always felt that your work is a manifestation of your relationship to the world
around you. There are characters in your work that are recurrent throughout the cycles of your
paintings, some explicitly recognizable and others more canonical. Do you see these figures as
symbolic — perhaps as some kind of universal spitting image puppet? Or | guess, rather, how
much of yourself do you see, or even put, into them?

I never really thought of my biography in relation to my work - and I think that’s a
generational thing. | remember a tutor at the RCA asking me informally in the pub
what my “backstory” was and | told him curtly that it was private. As we continue to
embrace the complete atomization of the self from the structures that it once would
have identified with, such as civic, national, even familial ties - today’s self feels ev-
ermore, like a fortressed-privatized iqﬂd in a sea of many-other-privatized-selves.
I'm from a single parent, primarily working-class background. My mother came

to England as a child from Trinidad in the 1950s with her barely adult mother. My
mother and uncle were educated at a Catholic Convent Boarding School in Birming-
ham in the early 60s. Is this why I've started painting pig-vicars? No - it’s not helpful
for me to think like that. However, it’s possible that on an epigenetic level this is
where my disdain for cruelty and power originates?

It’s clear though that biographical knowledge has the potential to change how
something can be seen. My concern is that if it's used as the primary lens into un-
picking an artwork then | can’t help but sense it’s reductive - similar to how I felt
when | would watch the talent shows on a Saturday night — where often, a tragic
biographical fact was used to enhance some insipid and meaningless song.

It feels that we're at a point where the self - and how our external self is perfved,
has begun to take priority over the formal concerns or nuances of an artwork. |
suspect it begun with the crossover in the mid twentieth century of art and enter-
tainment - and | would further hypothesize that it's another symptom of the total
contempt Capitalist Realism exerts over us.

So, the long way round to answer your question is that | am not looking to pres-
ent any resemblance of myself in the work, but it’s there inevitably, | am sure. It’s
strange though when one deals with images, as they are in a sense pre-linguistic.
They have the potential to offer contradictory points of contact in the same mo-
ment. If we think of William Burroughs and how he thought of auditory language
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- as a viral transmission that has forced the host (us!) to mutate irrev-
ocably over millennia - it makes me still retain a sense of hope for the
potential power of pre-linguistic communication.

As you deal in power structures — do you feel that? That the word nev-
er gets the heart of the matter? You recently made an animation that
seemed to have a strong focus on narrative, and | wonder if that has
some bearing on this?

Have you read Larkin’s poem ‘| Have Started to Say’? There is something so
essential, or rather fundamental, in those words about the sense of time passing.
Without wanting to sound over dramatic or hyperbolic in the way that people
can do in these types of conversations...

Nothing wrong with hyperbole, apart from it being difficult to pro-
nounce...

Whenever | read that poem, | get short of breath and sweaty palms. | feel the
same fundamental sense of communication as | can with a visual artwork.

There are more words in the works now, having incorporated narrative into the
video works and animatronic sculptures but the word here, is not getting to the
heart of any matter - if anything it is being used to purposely obfuscate.

Initially, the use of sound was an emulation of language. By having the sculptures
burst into noise, the sounds shifted the work from sculptural grandiosity to some-
thmg more mundane and ignoble. Coherence wasn't the objective. | was aiming
atsome sort of pseudo-profundity. | read a book on practical rhetoric that had all
these very mechanical techniques to achieve something that veered towards the
fm.gtlonal Like watching a robotic arm programmed to recreate the Raft of the
Medusa in perfect verisimilitude. It was a weird book, clearly for the sort of people
that get stiff reading Churchill speeches and want to emulate that intensity when
hesting an annual awards ceremony in the function room of a Travelodge.

r
I wanted to use the same techniques, build these passages of speech, that were
devoid of content but delivered with a similar intensity. | think | would like to aim
tewards a complete eradication of content from my narrative pieces. To reduce
language to nothing but the power structure of language rather than the content
of the words. Have you ever heard the song Prisencolinensinainciusol by Adriano
Celentano? It's written in English by someone who doesn’t speak the language. A
bit like when you were a kid and pretended to speak another language you had

a%/utely no concept of.

I h"a*'dn’t heard that Calentano song until now. Fascinating - and very
catchy. Something mildly dangerous about people singing along to
sopgswhere the content is nonsense. A bit like the whole tradition of na-
tional'anthems possibly?

Absolutely, | got hooked for a bit, on national anthems and flags. Again, going
bdck to that idea of rhetoric, or formalised artistic decision making, as in this
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musical key or mode or time signature has been universally designated as more
authoritative.

Yeh, I've been making music with people who can actually play and
understand it — and breaking that understanding does definitely disrupt
things...

So true. | found this UN document that was the official colour keys of each na-

tion’s flag. l.e, this ‘red’ or this ‘blue’ is THE official red or blue of that country’s flag.

So, the minutely specific hue conveys the ritualistic legitimacy of nationalistic
power. What is strange is that this convergence of so many of the colours are
repeated across so many of the nations and this results in a cultural hive-mind of
endorsed power.

If we are talking about visual language, | was absolutely fascinated the other day
when you came round with those ring binders stacked with collected images. As
a visual resource alone, they wege amazing - but | was fascinated by the way you
had marked many of the padPR@nd there were visible signs of use or function-
ality about them. Would itgge t@oWomantic to view these things as some sort of
subjective visual dictionally’? | wonder if you could tell me a little bit more about

them? ﬁ

I've been collecting fow images for about twenty years now. Initially
r i

they were newspape ngs as back then, that is what | had closest
proximity to regarding.imagery. Obviously, the internet has changed
our relationship to found image so now, they’re mainly from the
internet. They becom€ prompts and exit points for the paintings - and
occasionally th orlf themselves directly onto the painted surface. |
catalogue themWe, not by subject. That would be too fastidious -
as there’s a chgjjce element to how | use them. I flick through the ring
binders and mdke ébnnections between the subsequent images, in a
similar way to hbw we might flick through a newspaper and see incon-
gruous mess@hroughout.

I've been m% paintings in series, in triptych form. Each part of the
triptych is paiated as a singularity and then when I'm ready | place the
paintings t?ﬂ-\er and they form new connections. | don’t think this
would have béen possible without having the ring-binders as | associate
each pair@ith the idea that it could be a page or a chapter from a
book, that is réarranged or cut up to form a third meaning - or a Third
Eye to quote Burroughs and Gysin.

In this way, it feels as if the work has evolved from a methodology of
collage into a more holistic approach to the method. Where the subject
is allowed to have an open fluidity by what appears to be the random
association of sources from the ring binders. Of course, it’s not truly
random as there are distinct themes that run throughout the imagery -
such as religion, power, socio-economic disparity, dominance and sub-
mission. These ideas form a sediment of sorts in the ring binders, and |
try to channel them into the paintings.
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d cultural references,
gidesmemoirs in relation to
cof it, | do very little preparato-
Ipture. | will have a vague idea in my
quite organically. | will throw and
d'let them evolve into the form or pull bits
them into new compositions or just allow

g the making process. | guess ultimately, the
th that explosive evocation of destruction and

S with aiming towards a final image. It's more like
oment from a period of chaos. | find if | start the

2a of how the work will finally look then | get a bit too
don't allow for a more naturally haptic surface. I'll often

process
precious v

panic when | realise there is a particularly neat passage or I'm leaving something
because it has some recognlsable detaﬂ and l'll just take a hammer to the thing

T







