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Simon Carter - My name is Simon Carter. I'm a painter. | have a studio in Frinton-on-Sea in Essex,
um, probably 25 minutes from Constable Country. So, | think all the time growing up, he's been a
feature of, um, like a cultural feature. And | can remember being at art school in London in the
early 80s, and being slightly embarrassed to admit that | liked Constable because he wasn't, um, |
don't think he was, | don't think he was respected much as a painter even then in the 1980s. It
wasn't until Lucien Freud put on that show at the Grand Palais, which | think was in the mid-80s.
All of a sudden, people started taking him seriously, | think.

Stuart Bowditch - So, it's changed that recently, then?

SC - | think it has changed that recently. | think it has. | think, | think previous to that, you still had
that notion of Constable was, you know, it was the pictures you put on biscuit tin lids, or, you
know, so there was all puzzles, jigsaw puzzles. So, it was a very, um, safe, staid version of the
English landscape. Um, whereas Freud presented him as a dynamic kind of painter. And there
was an, there was a documentary that Andrew Graham Dixon did. And | can't remember what the
date of that was, probably in the 90s. And he said, um, he talked about Constable Country, but
used the phrase as the actual surface of the painting. So, he said, Constable Country is how he
manipulated the substance oil paint rather than the landscape.

SB - Okay, so he was referring to the work rather than the place.

SC - Yeah, because | think he said it's now, I'm probably going to put words into his mouth now,
so I'll say what | think. Um, the reason it matters is because of the paintings. It's because of how
he made those paintings rather than the lovely kind of bucolic version of we have of where he
lived. Um, the paint, he says, the landscape made him a painter, so the important thing is, he was
manipulating paint. | think that's why he's significant.

SB - So, was that because his technique was different, or ahead of his time, or didn't he use
colours that weren't very popular?

SC - Yes, there was a tradition of using sort of, uh, that had to be sort of all toned into a sort of
violin kind of colour. | think Reynolds said, it had to look like a, you know, an old violin or
something. But he painted in greens and blues, and, you know, the colours that he would have
experienced in the landscape. So, | guess there's one thing is that he really looked at what the
how the landscape appeared, and tried to deal with that, and he actually paid attention to it as a
landscape, as a working landscape, and he didn't turn it into mythology or, um, you know, a
scene for some heroic tale. Um, and then just the way he, the paint still feels raw, it still feels, you
can see that it's substance. There's a, there's a fantastic little horizon in The Leaping Horse, that,
um, it's just smears and smudges and drags of paint, but, you know, you step back a few meters,
and it's the shimmering light on the distance over the water meadows.

SB - Yeah, so it's, it's kind of, um, he was being more representative of what was there, rather
than trying to represent some kind of other idea, or ideology, or

SC - Yeah. Um, | think, so, | think he, he said about elevating landscape into, you know, into, into
the grand manner, into the sort of the, making them look like history paintings, but they were just
landscapes. They were just a barge going down the river, or a horse jumping over a fence, by the
canal. And so, he elevated the, | suppose what you'd think was a banal subject matter, really. He
elevated that to the status of history painting. And | think because of that, we still see the English
landscape through the eyes of, you know, through his eyes. And, um, assume that that is how it
still, how it still is.

SB - And he was, he was painting working people as opposed to, you know, the aristocracy or
people that could afford to have a portrait done, or

SC - Yes, because Gainsborough's, um, | mean, Gainsborough was a landscape painter who
ended up painting portraits because, um, that's where the income was. And so, his landscapes



are populated with, like you say, the aristocracy, people, um, people with the money, whereas
Constable's just populated with boys and farmers, and, you know, fishermen and someone
washing their clothes at the end of Willy Lott's house and all that kind of thing. Just very ordinary
things. It's interesting when you look at the paintings though that, um, he's obviously not gone
out, seen that, come back and made a painting, because the same little things occur, pop up in
different places, in different paintings. So, there's a, there's a kind of vocabulary of, um, things
that you populate those paintings with, like the, the collie dog in, um, The Hay Wain. And that's in,
again, in The Cornfield, and then there's sort of certain, you know, and there's like a boy in a
waistcoat, which he's, he's drinking out of the stream in one painting, and he's sitting on the edge
of a wall in another painting. So, there's sort of certain tropes that he uses, but they're just
ordinary things.

SB - | think most artists, you you collect ideas, or, you know, there's, you know, once you sort of
latch on to something, you know, whether it be a colour or a shape, or, you know, a new gadget or
something, then you start seeing it everywhere, don't you? And then you kind of pull that into
your, um, collection of ideas, or shapes, or, and then that, they then sort of find their way into your
work somehow.

SC - Yes, | think, | think I'm very conscious of that, because | use a very limited landscape. | use
the sort of marshes and the beaches around, uh, around here, around Hamford Water and that.
So, there's certain shapes, like sort of how a creek does a, sort of a bend in the creek or
something like that, which | find really fascinating. But it's just, | mean, it's just a shape. It's just,
you know, it's nothing, really, but like you say, you those little language of, uh, or vocabulary of
shapes and things, you actually sort of draw into the paintings, and that's what goes to make the
paintings. And | think that's probably in the same way that he had certain, you know, like the, the,
the horizon is at a certain level in the most of the paintings. There's usually the weight of a
painting usually drifts to one side, so there'll be a big bank of trees or something to one side, so
it'll be, um, and that'll be set off against the sky, so there'll be this weight to one side, rather than
centred. And so, there's certain things that he, um, yeah, there's certain ways he went about
making a painting, which was just part of the vocabulary that he used.

SB - your work is mostly about the landscape, so, and, and your local landscape. | think when |
first met you, we were on a, you, a walk, and you took us from your landscape into Constable's
landscape. And, um, so, is, is this, you know, Constable kind of very much painted where he grew
up, and where he lived, so he was very familiar with it. Is that the same with you?

SC - Yes, | think, | think you sort of, you end up taking up a certain position not because that's
what you believe, it's just because of what, how you are and how, how circumstances are. So,
I'm, | guess, you know, if I'd been born in, | don't know, India or in the Highlands or something like
that, that would have been what | painted. But | think by nature, I'm, | was going to say sedentary,
but that's, that doesn't sound very good, does it? I'm, I'm not a great traveler. |, | find kind of
endless fascination in the local. And if, | like that moment when you think you've used up
everything, and then you can go back out and draw or walk or something and it sort of slowly the
whole thing renews itself, and you, you realise you're only, you're only a few millimetres down into
this, this thing. So, | tend to be, um, yeah, the kind of very rooted in this particular landscape. |
think it's that, if you repeat it over and over again, you realise you're not repeating it. You're,
you're, um, you're noticing, um, yeah, | think you notice change more if you're looking at the same
thing over and over, because you can see that change, whereas if, you know, one month | was
here, one, another month | was, | don't know, North Norfolk, and then | went over to the Welsh
coast or something like this, um, then the, the nuances, the change, you know, how the nuanced
kind of change in the landscape and | think I've noticed that. So, but it's not necessarily about the
topography. | think it's using the fact that the walking, the drawing, being in this regular
landscape, somehow enables me to make paintings which kind of are, they're about paint as
much as they are about any landscape, | think. There's this sort of, uh, sort of meshing of
observation, invention, sort of random ideas, of colour, all of these kind of things, but the end
product, what it's moving towards, is a painting, or painting as an activity.

SB - Why do you think that paint is such a good medium for exploring the landscape?



SC - Yeah, that's a good question, because you kind of assume, you just assume that, you know,
this square that you stick on the wall, and put colour on, somehow culturally, it stands in for
something else, doesn't it? We, we kind of all know that that stands in for something. Um, what
most people have problems is with, you know, if the first question you ask is what is it, you're,
you're kind of stuck when you can't attach words and meaning to it. But, um, but it's kind of
we've got, generally, we know what that stands for. But why that should stand. And | suppose,
because we're, we, we've kind of got this extraordinary gift, which is being able to see, most of
us. Um, the world is kind of an extraordinary thing, and for some reason, we can see it. Um, we
sense, you know, we sense it through all of other different ways, sound and touch and all of those,
smell, and that kind of thing, but we have got this thing which we see, and | suppose in a way,
paint directly addresses that sense of seeing. |, I'd like to think it also can draw in other things. I, |
think sometimes | think the painting's a success, it smells right. Not literally, but it's got that kind
of feel of the smell that it had, especially when you get to the sort of like some kind of scuddy little
corner of the sea wall where all the things wash in. There's a certain smell to that, which | try and
get into the paint somehow. But paint is, yeah, | mean, |, if you're, if you're a really good musician,
| suppose your, you know, how you can play is sort of just kind of flows out of you somehow. But
I'm not a very, I'm not a good musician, but | can kind of do that in paint.

SB - Yeah. Yeah, you're, you're exploring the ideas and the all those textures and rhythms and
things with another medium. And the, because your work is quite abstract, you know, you say,
we're trying to look for something. And, | think because | like, | really like abstract work, you know,
in different media, especially sound, because it is abstract, it's more powerful, | think, because
more work's been done inside your head.

SC - Yeah. |, | think if, if, um, | think it's, it's the problem is if, if you start with that question, what is
it, because you're, you're, you know, |, but | think that's, that's how most people enter a painting,
and as soon as you can attach like a, you know, a tree, or seascape, or something like that to it,
then you're kind of, you know, start say, so, | think that's partly, | leave enough clues in to think,
well, there is, it is landscape. It's, it's this very flat, open, Essex coast kind of landscape, but then
you can mess around with that as well. And if you're titling, you can do that as well. So, so if you
call a painting, | don't know, um, well, |, | did some work at Beth Chatto's gardens several years
ago, and you call a painting, ‘Mrs. Chatto's Ponds’, or something like that. People have got an
expectation, but then you can mess around with that expectation, because you can push it much
further, because people are prepared, you, they've got something that they think they're going to
see. But, um, yeah, |, | think when you, when, when |I'm painting, | don't want to be bored when
I'm painting. So, | kind of just do stuff that, uh, you know, at the moment, I'm putting other little
paintings within the bigger paintings, so you've got little shapes which are, | don't know, they
might be drawings that are stuck on and like be fused through into something else, or |, | don't
know exactly. You, you just do this stuff because you don't want to, you don't want to be bored.

SB - Yeah, | think, um, you have to enjoy in what you do, and you're doing it for a reason, aren't
you? For, it's for you, first, but if you can connect with other people, then | think you've achieved
something. And like, um, and for that, to enable that connection, if there is like an, an in for them
or something to hang something on, um, there's a way from get of getting from here to there, into
your painting. Whereas if it's completely sort of oblique and there's no, there's no way in, um, it's
harder to connect with it.

SC - ltis. It's almost like, if, if there isn't a way in, um, it's almost like you're putting up this wall of
paint, this wall of colour, and you're kind of just saying, well, I'm sorry, you're not coming in, you,
you know, that's it. That's what you're getting, and I'm not. But | think I'm kind of, you want to
open up that space of the painting a little bit, in a way that | don't do this consciously, but | think
that's part of what it is that's happening in them. |, | don't do it consciously, but you're kind of
leaving a trail in there that could be picked up. But, but | mean, | suppose Constable had that
problem anyway, didn't he, because people didn't accept that landscape was even worth, hm,
looking at. Whereas Turner, he was painting landscapes, but he was painting light, and he was
painting mythology, and he was paint all of those kind of things, and he was like a genius.
Whereas Constable had to really battle against, I'm going to get slightly against his own ineptness
with paint early on, but also against this perception that it just wasn't worth, his, what he was
pursuing, it wasn't worth pursuing.



SB - Hm. Because he was going against the grain of, you know, what was kind of trendy or
acceptable at the time. Yeah, yeah. And to, you know, to have the belief in yourself and what
you're doing, that goes against that, especially when you're trying to, you know, he was trying to
get into the RA, um, and achieve a certain status, but trying to go about it in a way that was not
helping him, you know.

SC - Yes. So, yes, he would, he was quite happy, he would have been very happy to be an RA
earlier and to be accepted and, you know, into the arts, kind of infrastructure and everything, but,
but he wasn't prepared to change what he did in order to do that, which | do quite like that sort of,
um, | don't even know what that intractability is, or whatever, there's, there's kind of belligerence,
maybe, that you can think, no, this is what | do, and I'm sticking to what | do, and I'm going to do
it to the, you know, with integrity and to the best of my ability. But, and if that means, if that
means, you know, not being accepted, well, um, you know, that's fine. I, you, you know, | think he
would have been very happy to be an academician much earlier.

SB - Oh yeah, wait, he tried for a long time. He did, didn't he?

SC - He did. Yeah. | think at one point, Turner even voted again, blocked him, | can't remember
the exact story. Yeah.

SB - Just going back a little bit, you know, you were saying about connection and finding a way
in, is that the same for you? You're trying to find the way into your own work, or, or are you
already there? Are you already there? Because you, you've been painting for a long time, you're
quite familiar with the landscape even though it's sort of ever-evolving.

SC - Yeah, | think that is, | think that probably is true, actually. | think when, um, sometimes when
you're painting, especially if, you know, if | have a very disrupted period of time, there's different
things | have to be doing and everything, meetings and what have you, then you feel like | guess
that you're sort of skimming the surface of what you're doing. You're doing the same kind of
things, but you don't feel part of it, in a sense. You feel like you're skimming the surface. So, um,
and what you're trying to find, what I've been trying to find, | think, is that kind of absorption into
the process. It's not that, um, some artists get sort of, you know, say they're sort of get so
wrapped up in the process of painting that, you know, time sort of just passes and you don't, you
don't, of course, touch that. | want to paint it. And |, and | think that absorb, that's fine, that's fine.
But it, it's kind of how they get completely, | don't know, taken over by the process of, of making,
of painting. I, | don't think | want that. What | want is kind of sort of a kind of offhand way of
making the painting, the kind of that, you know, you just do something and then just see what that
looks like. So, I, | want to keep a distance from the painting, because | don't want to get wrapped
up in it, but also, but you do want to be inside the process rather than performing it from outside.
It's, it's a, um, it's, it's, you know, I've had, I've had one or two essays written on me in, in the
past, about for different exhibitions, and it's always illuminating to see how someone else explains
what it is you're trying to do, and how you're trying to think about what you're trying to do.
Whereas, as an, you know, as a maker, you're inside that process, and it's quite difficult to explain
it to yourself sometimes, isn't it? But you kind of know when it's hitting the mark. | think that's,
that's, that's the important thing.

SB - Yeah, definitely. And, you know, I'm, I, you know, |, | work with sound, and | use a lot of
everyday things, and | am interested, you know, like you, in those kind of things that most people
just kind of walk past, or, you know, they're kind of seemingly mundane, or, um, but the fact that
they are overlooked, or, you know, uh, you know, under-represented or that draws me to them.
And then | feel like |, you know, if I, | record something like a squeaky gate, or, you know, like a,
there's a, there's a post on the way, uh, from the High Street back to my flat now, and if you hit it,
um, it's got a really lovely tone to it, and I'm just obsessed with that. And then the next one, it's
like, | don't know, but, three notes different. I'm not, | mean, | am a musician, but I'm not trained.
So, | couldn't tell if it was a G or whatever, but. Right. But like, the two tones together are really
nice, and | just always hit them on the way home. And, like, it's just a sign holding up, you know,
like, no parking here between certain time or whatever, but to me, that's like a little glimmer of
beauty, like.



SC - But it does, it makes a richer landscape, doesn't it? | mean, it makes, it those kind of
moments and incidents make the landscape richer. And |, in, | mean, you go to the coast here, it's
not, um, it's not picturesque in the ways that a Cornish cove is, or the West coast of Scotland is,
or majestic and that. It's not got that to it, but there's a, there is a kind of very quiet, um, beauty to
it, but very sort of understated, quiet, sort of slightly grey beauty to it. But, and but it's wrapped
up in things like, you know, how the, the light and the, the smell and, you know, the certain
sounds, the birds, the bird's out on the marshes, or, you go to a, you know, you can hear across
the water in the marina, you hear that ticking of the on the, of the lanyard, and the things. All of
that kind of stuff. It's wrapped up in there, but it's like you say, it's those little things that maybe
you wouldn't notice, or you'd appreciate why it's, you'd appreciate that it's got something, but
you wouldn't know why it's got that. And | suppose the job of, you know, us is to unwrap it, or to
trying to think it through, or find kind of, meaning. Most people just wander through life without
thinking about much at all, | think. I think the thing with artists is, we do kind of stop and notice
and think about things.

SB - Yeah, question things, or, yeah, place one thing next to another thing, and to see what that
looks like, or.

SC - Yes. | think that asking those questions is, is important. And, um, I've put on a little
exhibitions down at, um, uh, there's a, there's a place in the High Street called Oasis, which is
owned by the Frinton Free Church. And | put on exhibitions there, and the one I've got at the
moment is Ben Coode-Adams, and his daughter Willa, and John Plowman, and his daughter
Sally, so there's two fathers, two daughters. Sally's stuff is, they are these little tiny sort of panels
pasted onto, uh, scraps of plywood, and there's little layers of paint, uh, of, of, um, paper glued
together, and then there's little words written in. And | think that's, | guess that's going to be quite
challenging for some people, but it questions, you know, says, okay, we're hanging things on the
wall. Why do we hang stuff that's got paint on? Why don't we hang stuff that's got words on? You
know, it's asking a lot of questions of what it is we put on the wall. And | think that's an important
thing to ask, even if the answer is, well, the reason we don't do it is because, but, uh, | think it's a
good thing. Why don't you lay paintings on the floor, that kind of thing? | mean, you know, a
carpet on the floor is kind of a painting that's meant to be on the floor, isn't it.

SB - Yeah, some people hang their carpets on the wall, because it's so precious.

SC - Yes. Yeah. So, you know, there's certain things that we do, because that's just culturally how
we do them. And | think, | think it's up to us to question that.

SB - Yeah, and challenging it, and, yeah. Yeah, like, if you, um, say, | did a piece of work 20 years
ago now, and, um, it was like a, an installation that was like a weather station. And, we took the
data from the weather station, and it played back sounds, um, that we recorded on Two Tree
Island in the Thames Estuary. We did the installation actually on the island first, but then we're
invited to put it into the Leigh Art Trail, so we were teamed up with Bang & Olufsen store, and did
it outside there. And people were coming in going, well, where's the art? Like looking on the wall,
you know. And then we're like, oh no, it's this! And they we’re like, ‘What, that!?’ you know. And
then they just walked off, you know? And that happened all day long.

SB - Yeah. So, that's interesting, isn't it, that you kind of, there's expectations people have of
what. I, | always think that with my, my paintings, | think a lot of people have seen my paintings,
kind of, | suppose they think they know what it is I'm doing, and then if you show the work, it kind
of confirms their expectations. So, | would really like to show work in a way or show work that
doesn't meet those expectations. | mean, the, the, | suppose the disadvantage, the difficulty with
that, with a painting, is a painting, you know, it's an accepted format, whereas | guess sound is
quite a new idea, isn't it, that sound is an artwork, and it's not something you can hang on the
wall, is it? It's something you have to sit and listen to.

SB - Yes. But like, how do you present the sound? And therefore, usually, you need some kind of
focal point or a place or a thing where people experience the sound, and I've always wanted to
get away from that, and the only time I've actually managed to not have a visual, um, not
representation, that's not the right word, but, you know, like you can't, if, if, if you have a, a, um, a
pair of headphones and a computer, you can, you can say, oh, that, you know, the work's there,



and people put their headphones on, but the work isn't that, it's the sound. So, the only time I've
managed to get away from that is, um, | turned the gallery wall into like, um, a vibrating, uh, so it
was kind of like a sculpture, but basically the, the, um, attached a contact mic to the wall, and
then a transducer to the other end of the wall, and then the sound in the wall was picked up and
amplified and played back into it.

SC - Oh, right, okay.

SB - So, it was basically playing the sound of itself. Right. And, um, so there was like this hum,
and people were like, well, where's it coming from? But it was the actual wall, like just a white
wall, and what was really beautiful was like, it really intrigued people, and they didn't know what it
was, or where it was coming from. But it was just the sound.

SC - If you, like, tap the wall, or press the wall and it did it pick that up as well?
SB - Well, this is what people realised, and they started to play the wall.
SC - Oh, right, yes.

SB - Yes, which is beautiful. People started to engage with it once they worked out what was
going on. Yeah. And that was great, because that was kind of unexpected, and they'd modulate
the sound by, pressing, leaning, and pressing against it, it changes the sound.

SC - Yeah. You don't think of, like, things in the world having sound, do you, in a sense, but, |
mean, everything's got a sound. Like, when the, you know, the wind passing through a tree makes
a certain sound, but the wind passing over the roof of a corrugated roof makes a sound as well.
Yes. But all of those things are part of how we experience the world, aren't they?

SB - They are. But the sound is usually a byproduct of something else. And so, like, we, you
know, say your bag there, it's got a zip on it and a little chain, well, if those things are not made to
make a sound, but if you close that bag, you hear the zip. And so, it has a sound. But that's like
everything. It's like that van out there, with a squeaky door. You know, the guy's just opening it to
get something out of the van. Um, but, it wasn't made to make that sound. So, that's why most
sound is kind of considered noise, like an unwanted thing.

SC - You, you're. Yes, but you're not interested in as you're not making a qualitative judgment,
you're just saying it is sound.

SB - It is a sound.
SC - It is the same way that you're looking, you know, this is what it looks like.

SB - Yeah, like, you see the boots there, and a window, and, um, yes. Yeah. an aerial over there,
and it's just that that sound, it's a tree, you know, and then, then that sound is a squeaky door on
a van. And, um, all of those things kind of add up, you know, if you're in a city, there's, you know,
all, that, all of those activities of people and things moving adds up to this really loud kind of, yes,
uh, cacophony of sound, which probably none of those things are, you know, some things are
made to make a sound, like the church bell, or, um, even your phone, like, you know, when it
rings, it has to make a sound to draw your attention to it. But, mostly, the sounds that we hear are
just byproducts of another thing.

SC - | haven't thought of it like that. So, it's just in, but they are quite evocative as well, aren't
they?

SB - Oh, absolutely.
SC - It’s like, | always think that with, you said about zips, so | remember like camping with my

boys and the little, that early morning, that sort of, when everybody wants to go across to the loo,
that zip sound, and that, and it just, it just sounds like camping. It, you, the canvas.



SB - Someone's got so | need to now!

SC - Yes. That's right. But and there was, um, my, um, we've sold my mom and dad's house, my
mom and dad both passed away sort of a few years ago, and but there was, um, where the back
door opened, there was the key in the back door hit the corner of the metal drainer, of the sink,
and there's, | can still hear it. There's a clunk it made, but it's, it's obviously gone now, because,
you know, like, um, it's been altered now. But that was quite an evocative sound, even though it
was like you say, it was not intended as a.. It just was a byproduct of how the kitchen.

SB - But for you, it was a sound from that place, that exact room. And of that time, and of those
people, your parents that lived there. So, all of these things were attached to that sound, even
though that sound is just an accident, really.

SC - | think with, like, visually then, looking at the landscape, because |, | don't, | tend to draw
what | see. | think, | draw what | see. |, | think | draw what | see, other people probably don't, but
so the marks I'm putting down are of tracing, you know, following some certain things | see in the
landscape, and | don't, | don't fiddle around with that. You know, you might walk 10 yards or
further on, because you want the curve to be slightly different. But | draw what | see, and, and |
think in a sense, you're saying that you just record what, what you hear, you're not, you're not
manipulating it, or.

SB - No, no, | just go and have an experience. Yes. You know, obviously, there are, like you said,
there the other senses in play. But my main focus, ever since | can remember, has been sound,
and | kind of, my, my mum said that when | was little and playing in the back garden with my toy
cars, there was, uh, our road was a dead end, so the cars always go past twice, because they go
down, turn around, and come back again. But there were two Minis, there was a black Mini and a
yellow Mini, and | knew the difference just by the sound of those.

SC - Which are the two Minis.

SB - Yeah, So, | didn't even know then, but, uh,l think | was, you know, drawn in, | think one of the
reasons for that is because I'm colourblind. So, | think | | don't know really, I'm kind of just now
looking at it, looking backwards, you know, as to being a child, but | think, um, like | don't ever
wear any colours that are ambiguous to me.

Right.

SB - | have to, you know, uh, and, but | think, yeah, that's helped me to focus more on sound.
And where | first kind of really knew that was through music and then that's why | came to music
and, but, as I've gotten more interested in sound more generally, I've come, I'm well I'm still a
musician, but I, | use sound in a much different way and process it differently and I'm more aware
of sound that's attached to place, or, you know, a person or a group of people and their activities.
Um, so sound has a lot of ways, um, you know, a lot of meanings to different people, | think.

SC - Because a lot of people don't, | mean, like you say there's, there's sound happening all the
time, but | think people sort of zone it out, don't they?

SB - Oh, the brain's very good at that.
SC - So you just don't, you just don't hear it, do you?

SB - No, you, you can tune it out and, you know, say we're, we're talking now, but we don't want
to hear that sound. So we're kind of trying to, yeah, especially if you're on a busy road or
whatever and you're trying to have conversation. You kind of tune it out.

SC - and maybe that visually that's the same kind of thing. You, kind of see enough in order to
get across the road without being knocked over, or to sort of like coming or get off the end of the
escalator or the tube without tripping over the last step.You, you know, you can see enough in
order to navigate safely through the world. But you don't see how strange the world is or how,
here how strange the world can sound.



SB - Yes.
SC - Um, because you don't necessarily need that just to get through your day safely.

SB - No. But | think that's where artists have more of an interest in those different things, and they
see the potential of those things to be something else.

SC - Because there's, in a sense, like, um, | mean there's, well there's two things.

One, Constable said that was the sound of water escaping through the locks, one of was one of
the things that made him an artist, but he was, there was sound in, what he, in his sort of like
background, in the sort of like the vocabulary that he was using, but it kind of came, he found
other artists to sort of like, Ruysdael and, um, Claude Lorrain, and things like that, to come out of
it, but, and Gainsborough, but he kind of came out, he, he made the tradition that he was, he is
now sort of part of, | guess, because he, he came out of, it felt like he came out of nowhere.

SB - Well, nothing comes out of nowhere.
SC - But it doesn't, does it!

SB - No, it doesn’t. You're influenced by a lot of things, whether that's your, you know,
environment, your family growing up or the socio-political climate at the time or,

SC - Yeah, the fact that he was the son of a, a miller, so it was, they understood the landscape in
a as a sort of commercial entity, didn't they? And so that, | think, is in his, his paintings.

Alfred Munnings was a miller's son as well. | don't know whether that's coincidental or there's
something in that, | haven't really thought about that.

SB - Yeah, but even, um, you know, there was a lot of land reformation at that time. So as far as
I'm aware, Constable was kind of painting from a nostalgic viewpoint, even then. Because the
landscape was changing and he kind of was painting it as it was before the changes.

SC - Yeah. But then Turner was sort of like, "peopling it" with Greek mythology and Roman gods
and things like that, so it was...That’s, that was acceptable, | think, to the academy, where what
Constable was doing, was not so much. | just find Constable's paintings sort of, uh, | went to see
the Turner and Constable just recently at Tate. And | think they were, | think they were evenly, |
don't know what the review said, | thought it was pretty even actually, but my, my star painting
was in that last room, there was a big painting of Stoke-by-Nayland, which is in America,
somewhere, and | thought, that was fantastic. But then just down the wall on the end, there was a
late Turner painting in sort of red and cream, which was pretty extraordinary as well.

So | don't, |, | was still undecided, but | would plump for Turner, just, uh, for a Constable, just for
the fact that it was this, uh, sort of concentrated, prolonged, like view of one, or of a few places,
not one place, but of a very few places. The, the painting that really lost me with it was that
Waterloo Bridge one, the Celebration of the Opening of Waterloo Bridge, which | don't know, it
didn't it didn't make me feel anything, I'm not sure he felt much about it either, but, um, but that's
just my opinion.

SB - Well | mean, you know, even he did, you know, pub signs and things, just to get a bit of cash,
you know. So, uh, and there's, you know, there's a few Constables around, there's one in Dedham
Church. And it's one in, uh, Stoke-by-Nayland.

SC - | think it's, uh, | think it's Nayland Church. I've not seen that one, I've seen the one in
Dedham Church, but, uh, Yeah. But yeah, that's before Constable was Constable, really, isn't it?
Sort of the one in Dedham.

SB - But, uh, definitely why should always support artists on the way up.

SC - Yes. You never know, do you? You never know.

SB - Um, so what, um, just going back to sort of, uh, the original questions, um, what, why do we
have this view of the, of the landscape or nature that's kind of, we kind of revere it in a way, and



we sort of, we get a lot from it, you know, we, it feels good to be in it. Um, we think it's, you know,
beautiful. And whenever I've interviewed people, | always asked, well, why, how is it beautiful?
And no one can actually ever answer that.

SC - That’s a really good question. That's probably, um, | mean it's complex, isn't it?

It's probably something deep in our kind of shared psyche as, as human beings that, you know,
where we've come from and things like that, we're, uh, we are quite disconnected from nature in a
sense, because very few of us work directly with the land, whereas, not many generations ago, |
guess the majority of people would have been involved in some form of agriculture. Whereas, um,
a very small percentage now and we are quite disconnected, and so like where our food comes
from and all those kind of things matter less, because it basically, it comes from the Co-op or
Sainsbury's, and, you know, why, why, why can't we have strawberries at Christmas if we want
them, because, you know, because we don't realise that strawberries don't actually grow that
then and things like that. So there's the disconnect, but then | guess with a sort of a growing
environmental catastrophe, we're realising that we are destroying the thing that actually matters
that makes us, makes it sort of sustainable. But why should we consider that, like, why do we
consider a tree beautiful? And then we discuss whether a tower block is, you know, some people
love a tower block, some people hate a tower block, but we generally agree that trees are. Why
should that be?

SB - I don't know. No, | mean | think, yeah, | don't know, really, but | just think it's about the
appreciation of things like, they're very complex thing and, um, you know, they put oxygen back
out into the environment and, you know, like wood is like one of the rarest things in the universe,
because it only grows on the Earth. You know, like all these heavy metals, they, they’re all over the
universe, but like wood actually only grows here, so it's actually really rare. | mean, it's seemingly
quite abundant.

SC - | suppose it's kind of outside our control in a sense, isn't it? That, that there, it was there and
then we came along. So whereas the built environment, you know, we can argue over the
aesthetics of the built environment, because we've kind of produced that.

SB - We make choices.

SC - We’ve made that, yes, yes, but when a tree grows somewhere in a sense, even or if you
plant a tree somewhere, you can plant it, but it kind of grows under its own, um, steam, under its
own sort of logic, and so it's kind of outside our experience. | think that's why | go out and make
drawings actually, rather than some artists just can, you know, sustain their practice by being in
the studio, and one painting produces another painting, whereas | think going out and making
drawings, even rudimentary drawings is kind of allowing that other, whatever it is, you know,
nature, what, whatever it is, whether it's some spiritual dimension or whatever, but it's allowing
that other into the process. So, um, like I'm looking at these trees out, outside the studio, so you,
you're kind of if, if you went and drew that, it would allow something else in that you couldn't let in
just by sitting in here, putting paint down, because it's like, it's like Giorgio Morandi, he'd set up
these little still lives and the studio windows have shutters on and he'd control the light, so he'd
absolutely have control over what this still life looked like and he made, and the paintings are just
so beautiful, but | couldn't do that, because | don't want to have control over everything, | want
quite a lot of it to be slightly out of control, beyond control, and then see what happens.

SB - And | think by doing that, you're exploring another part of you as person and your brain, your
ideas.

SC - You’re missing, you don't know.

SB - You’re going into uncharted territory at the time.

SC - Yes. And a lot of that, | suppose, uh, like | say, an abstract expressionist would say that's
what they're doing, they're sort of like exploring the, you know, this uncharted territory of the

mind, the psyche or whatever it is, but | kind of need it from outside. | need, | need to take that in
somehow. So |, |, you know, I've got stacks and stacks of drawings, which, uh, kind of it's like



eating breakfast, | suppose, you do some drawings, because it sustains you through the, through
the day until you do some more the next day. And, um, it kind of sustains what you do, | think.

SB - It, is it, is it helps to do that in the landscape and then bring them back into the studio, where
it's a bit, you know, be a bit cumbersome to take that?

SC - Yes, because some people go out and paint en plein air. I'd got this planned this month, this
May, to go out and actually make some painting outside, but, one thing, it's been quite busy and
the other thing is, | think | don't really want to do that. And so, and the reason I, the reason you're
an artist is because you can do what you want to do, you don't have to do what you don't want
to.

SB - No, make your own rules, yeah.

SC - So the drawings, | think the drawings are quite rudimentary, they're made with a few
different, you know, graphite stick or maybe an oil pastel or crayons, things, but nothing
complicated. And when | bring them back in, at the moment, what I'm doing, | bring them back in
and | remake the drawing using black acrylic paint. So |, | make a new drawing from that drawing,
but you're sort of leaning it into painting, but also, because it's on the same scale, because it's
A4, and painting with black acrylic paint, it becomes quite cumbersome, and things start
happening which you didn't expect. You know, you can't get that little group of dots to act as
separate dots, because they're too close together to paint with the brush. So you have to think of
it some other way. So it's kind of taking the drawing, remaking it, and then as a first step into it.

SB - So it's evolving into something else.

SC - Yeah. And so then the paintings act, they, they're, | think the paintings are big drawings,
really, that, that they're based on drawing and, um, that linear framework, which drawing, you
know, what you can put a linear framework over a page, it could be just a net, but by manipulating
it slightly, all of a sudden it becomes horizon and a creek and a mast of a boat and things like that,
which | think it's extraordinary how we can do that and understand it and then you show it to
someone else and they understand it as well. So it's about those kind of things. The way if you
draw a horizontal line, it's a horizon. If you draw a vertical line, it's something that's on the picture
plane, it's, it's doesn't disappear into space, it's kind of near to, it becomes, | don't know, a post
or a masts, or, you know, something like that, and that difference, it's exactly the same line, it's
just orientated at 90 degrees to the other one. And so if you, you know, you can draw a horizontal
line and a vertical line, the horizontal line disappears into the space of the painting, the vertical
line stays on the surface of the painting. And | don't know quite why that is. It's mysterious, so.

SB - Well, it's, it's a, because going back, probably, to what you said in our connection with being
in the landscape, like the horizon is far away. You know, and it's probably the furthest thing. You
know, apart from maybe the sky or the, it's probably the sun or,

SC - it’s the furthest actual thing that we can, yeah, so what so say there's the moon and the
stars, isn't it? But, but it's the furthest land terrestrial thing that you can see, isn't it?
It's the horizon.

SB - So everything else therefore must be, must be in front of that.

SC - There’s someone told me, I'm, I'm not sure about this, but someone told me that when
babies, the first few days, a baby, what they're trying to do, or what happens in their mind is
they're realising what's upright and what's horizontal, so what's vertical and what's horizontal.
They're orientating themselves to the world. So even that, now I'd, I'd have to do a bit of
investigation to see what that's all about, but so even that having a horizon and having a vertical
is like, must be something very fundamental to how we navigate the world, how, how we know.
It's like you're going to a room and the picture is not quite straight, that | just have to straighten it,
because, um, it's, | need things to be upright and things to be horizontal.

SB - Even, even your wall, you know, with the battens, they're further away.



SC - Yeah, yeah, and |, | think his, I've, the paintings I'm doing at the moment, | put these, these
lines across, thinking that they might be things like, if you draw a line from top to bottom, it could
be the fact that the wind was blowing really hard, so maybe you just draw a quick line in or there
was birds singing, so maybe that's as a sound coming down. So, these lines might represent
something, maybe not something that's translatable, but, you know, it represents something.

But now I'm thinking, well, maybe if | draw the landscape horizontally and then turn the paper
through 90 degrees and draw it again, so you'd have two versions of it, but at 90 degrees to each
other. But, well, we'll see where that goes. | don't know.

SB - No, well, | think that's the beauty of it, isn't it? The only limitation is is in your own mind.
SC - And if there's nobody saying, "Oh, no, you can't do that," because.

SB - No, exactly.

SC - If, if you can actually do it, you can do it.

SB - Exactly, and why shouldn't you?

SC - Yeah, like | for, what, since before lockdown, most of my performances have been
improvised. And | do, you know, have a palette of sounds to begin with, which often change, you
know, they're nearly always different. Um, | have the same tools to use, so | know what | can do
with them. Um, and | might even have a start point, but it is a bit like just going on a random walk
and thinking, "Oh, I'm gonna take a left turn," or, "That looks interesting down there," or, "l don't
like the look of those fellas, so I'm gonna go a different way," you know, um, it's just a journey and
it's the same with the performance, is that | can just think, "Oh, that's not working, I'll take that
away," or, "l really like that, so I'm gonna bring that to the fore," or, build on top of it, and make
another layer, and then another layer, and then change the texture, or, and | just think that going
into that unknown thing, obviously, you're making yourself quite vulnerable, because it's in front of
an audience. Sometimes it's only five people, but sometimes it's, you know, more. Um, but
they're on the journey with you, and they kind of understand that, you know, it can go anywhere,
and they're getting something new and fresh, never heard before, and so am |, and we're all
having this kind of shared experience, which | think, for me, is much more interesting, much more
exciting than just going to see a cover band playing loads of old songs you've heard hundreds of
times.

SC - Well, | think there's, how you described that, in a sense, it's a sort of like, it, it that feels like a
painterly or painting process to me. So you, but | guess the difference is that the music or
performance happens live in, in time, so you start at the beginning and you experience it together,
whereas a painting, | mean, it happens in time, but what you present at the end is the product of
that time, rather than the experience.

SB - There's no duration.

SC - No, it's, in a sense you, you have to accept that as a painting that the great advantage and
the disadvantage of it is, you can see everything at once, so it's, it's all there, there's nothing
hidden.

SB - Right.

SC - | think a great painting does unfold over time, but it's not that it's more, you're not seeing
more of it, because it's there all the time. But | think it has got that sense of, like, making a
painting is about that, like, you, like you say, you're like, "Oh, actually, I've put a bit of pink in there
by accident because it got stuck in the brush, but actually, | might go with that and see how," or,
"l was gonna paint some orange over here, so as an under-painting for a bit of green, but actually,
the orange looks more interesting than | thought the green would, so I'm gonna go with the
orange.” And so those kind of things, and like someone like de Kooning, he said he put, um, |
think he called his paintings "slipping glimpses," but | think, | think what he was talking about is
that sense of the painting is almost still in process. So when you see it, you feel that the process
is, you're, you're seeing this glimpse of it in motion almost.



SB - Well, even when it's finished.

SC - Yeah. So it doesn't, it doesn't, the finished thing doesn't just coalesce into some sort of
normalised structure, it, it still feels that it could actually shift a bit more or slide around or things
like that.

SB - Well, it's kind of what you were talking about earlier, and, um, | maybe think of, you know,
like repetitive music in that it's never always the same, because once you hear that, you hear, like,
say, a loop, then you hear it twice, and then, but you've all, the second time, you've already heard
it, so you're more familiar with it.

SC - Oh, see, yes.

SB - So your experience is different, even though it's the same thing, and the more you hear it,
you go through different sort of psychological states, where you think, "Oh, yeah, | quite like this,"
so, and then you're like, "Where is it going?” And then, you know, if it's got a good groove and
you can dance to it, whatever, so you get into the zone, but then after, like, two minutes and it
hasn’t seemingly gone anywhere, you're like, "Oh, it needs to change."

SC - Now, you're getting frustrated with it.

SB - Yeah, because it's like, "Oh, it's getting boring now," but that, it's not because of its change,
it's because you've changed.

SC - Yes, that's a good point, isn't it?

SB -

And then, if you stick with it and you go through that bit where you're it, it becomes frustrating or,
you know, um, hard to listen to, you actually get to another state where it becomes interesting
again, because then you start to notice new things, but it's all happening in your head, because
your brain is changing every time you hear it again. And you've heard it for the thirty third time
now. Whereas before, you've only heard it 32 times.

SC - Oh, | like, no, | like the sound of that, because it is, um, | mean, when people look at a
painting, a lot of | mean it's, it's a fact, isn't it? This thing is a fact in the world, but how they see it
is in their head, not as the fact of this thing. So in the same way, that that music, and, and |, |
sometimes think, "Well, how far can | push the painting and it's still, stays readable or still is okay
to," and it's that thing with repeating that sound, "How far can you push this?"

and people are still gonna. Be with me or on this.

SB - Yeah, but even if you say had a painting in your hallway, or it was at your nan's house when
you were a kid, and every time you go there, you see it and you see it again, it builds more, you
know, it builds over time, you have a relationship with it and it grows, and then you become an
adult and it's still there, and all these memories and layers, and then, say your nan passes away,
um, then it has another meaning, because then it's, you're thinking about things in the past. So
it's the same painting, but all these things that you've attached to it and they build and grow over
the top.

SC - There's, it's acquiring meaning, isn't it? Even though the painting,
SB - is just static, on the wall for years and years and years.

SC - | hadn’t really thought of it like that, it's that, that's really interesting, because they, they do
acquire meaning, don't they?

SB - | think so, yeah.

SC - | think they do. Especially sort of paintings sort of that you're not seeing in museums, but
even some of those do, do acquire meaning if, if you can see them, but, um, see them enough.



But, uh, yeah, | think that's, that's interesting. | haven't thought about that in terms of, you know,
things that are repetitive. Because in a sense, | go to the same place, the same few places every
time, but they're never the same place. Because

SB - the weather's different or that, you know, that trees in bloom now or,

SC - but you've gone through, you've drawn it before. You know, some place, sometimes | go
somewhere and you look at something, | think, "Oh, that's quite," and then I think, "Oh, no, | drew
that a year ago and | wasn't very happy with that," so, you know, you move on, but at some point,
I'll come to it and | think, "Oh, | can now, | can see that completely new now and | can forget how
it was before.” | think, was it Constable said that when, when you sort of paint, you have to forget
every painting you've ever seen, you know, every um, what's that, him, I'm not sure whether that
was him, he would say that, but in a sense, you've got to put the culture of painting aside to see it
a fresh, but then | suppose when you step back from the whatever it is you've made, you've got
to understand it in terms of the culture of making. So there's a dual, | think Matisse said that when
you paint, you've got to believe you're telling the truth, and when you step back, you've got to
know you're not telling the truth. So there's this dual thing about being convinced by it, but also
knowing it's artifice.

SB - Ah, okay.
SC - Maybe.

But it's complex, isn't it? Because people think it's really simple, | think when you say to
somebody, "Oh, I'm, you know, I'm a painter," and they think, "Oh, that's nice," and | think, "Well,
no, it's not nice, it's kind of, it's hard, it's hard sometimes.” It is, it is, I'm not complaining because
I, I've a great life, but, um, it's, it's complicated, even the simplest things are complicated when
you start to discuss them and think about them.

SB - |, | think if they're not complicated, you're not doing the right thing, I think.
SC - Yeah, you're missing something, aren't you?
SB - You need to be investigating and challenging and asking questions.

SC - What my oldest son, he, he, um, he went to, for an interview at Cambridge, he didn't, he
didn't go to Cambridge, but he went for an interview at Cambridge and they had to do a, uh, like a
sit down and do something a paper on that, and |, | can't, this is a long time ago now, | can't
remember exactly, but one of his, one of the people doing it said, if you think you understood the
question, you obviously, no, if you think you knew the answer, you hadn't understood the
question. But so they were testing the limits of what they thought they knew.

So, and | think that's in, in life, if you, if you think you've got the answer, you just haven't
understood the question.

SB - No.

SC - Because, um, life is complicated, isn't it? And you've got to, and | think that's what artists
have got, are make, make the time to try and think about

SB - the trying to understand it, yeah, by using various different means and speaking another
language, you know, that you wouldn't use in other aspects of your life.

SC - Yes. And it's with the poetry as well, | suppose, you're, you're crafting, a poet is using this
what we're doing now, but crafting it in such a way to give fresh insight or to give clarity and
understanding to, to, um, to life, really, | suppose. But, uh, yeah. That's a long way from
Constable, isn't it? But | guess that's what we're all trying to figure out, isn't it?

SB - Yeah, yeah. That's probably quite a nice moment to end on as well. Oh, well, thank you for
your time.



SC - Yeah, that's good. Oh, it's very enjoyable, so, um, it's always good to have a rummage
through sort of what we're, what we're actually doing and things, isn't it?



