CEREDIG-EVANS

THROUGH FORGOTTEN GLADES

Interview by Atorina Saliba
Photography by Robbie Ceredig-Evans

vans is
painte: R out o
dio on the Gold Coast. M

v Ceredig-Evans

8
ter, amazing
t it and 1 ge

mes a robot’s ret
king all the curious

your eyes scan thr

ted Peter in his studio, see-
ing how hi: ks were tion and deconstruction
see just bein;




as part of the process. Eighty per cent
of itis just looking.

It’s exciting to see what you're work-
ing on, despite your reluctance to
reveal unfinished work. You men-
tioned that you were accepted into
one of the top art schools in England
nd, upon graduating, you were soon
signed to a gallery. For a young artist,
these opportunities would have been
exciting signs of encouragement in
your artmaking endeavour. Explain
your training and development as an
rtist.

I went to the Bath School of Design.
We were given a studio with a group
of artists, and they would just tell us to
paint whatever we wanted. It was all
self-directed, the work. You couldn't
t make something. you had to be
to contextualise the work and
talk about why you're doing it—if you
had conceptual reasons behind it or if
it's literal painting. That was just awe.
some, three years at Bath School Art
and Design. Every week you'd have a
crit, where you'd critique work. | re-
member sometimes [ missed those
because | was playing sport or | was
hungover. Looking back now, though,
I wish I hadn't missed any of them
because they were all so good, they
were all valuable. | learned lots about
painting, the oils, the property of the
pigment. It’s a real science, oil paint-
ing There’s so much you can do with
different mediums and the paint’s so
flexible. Just with a few colours, you
can create so many different tone:
and shades and colours. 1 learnt how
to build canvases .md stretch them

en, or wh.m ever it was. Prime them. |
would've b nineteen, At
the end of the year, a gallery bought
my show and that was a bit of a con-
fidence boost to carry on painting. |
loved painting anyway, but 1 knew at
the same time | had to get a job to fund
just living, | wasn’t going to make mon-
ey just painting, | wasn’t going to make
a living as an artist. [t's weird how
you come out of uni studying market-
ing, you can get a job. If you study art,
you can’t get a job in art

=

Unless you're in production d
Unless you're a graphic designer.
can get a job in graphic design. I'd

been drawing and painting most of
my life. When 1 was very young, | was
constantly doing observational draw-
ings, animals or wildlife, or being out
in nature. My mum is an artist, she got
me doing that very young. | used to
study books on Michelangelo because
he was brilliant, from drawing hands
or bodies, whatever it was, Gareth Ed-
wards was very good at teaching me
about painting and colour theory. At
uni it was very much, “Here's a studio,
we'll do critiques.” But you had to re-
ally explore it yourself. There’s a tech-
nician mm» who was amazing, who
sy able. He actually taught
e loadls about the actual paint, about
what materials to use, what mate-
rials not to use. He taught me about
how to use an oil-based primer called

thixotropic. You could then also heat
up rabbit skin crystals in a pot, add
hot water, turning it into a gluey res-

in which you can then pile over the
canvas and make it go super tight. It
creates a very good layer to put your
oil-based [uxm-r on top. It's a beau-

ful layer for painting on. Lots of the
masters, like Turner, would have done
similar.

Let’s talk about your exhibition For-
ma (2020). Nature influences these
pieces, specifically aerial landscapes
and terra formations explored via
abstract aesthetics, as evident in
Carved by Glaciers (2020) and oth-
ers in the collection. How did this
exhibition come to fruition?

It’s funny, | didn’t start with aerial. [
was exploring Australian landscapes,
but | was collecting ima /, memo-
ries, from going places, It
ible landscape, from ve
verde or very dry arid pla
are always amazing colour inspira-
tions. I wanted to put together these
works, some smaller works and some
big works, and they were abstract. |
was mainly building them off compo-
sitions of colour and mark-making, As
these pieces were building, | was more
and more focused on the topography
of the Australian landscape. When I'm
looking at things from above, | can
break it down into shapes and m.
be draw similarities or even ref
ce pieces of my paintings but keep
it abstract. As soon as I start looking
at something from a visual perspec-

tive, and there’s or there's some
d of land, it's very easy for the
viewer, and myself, to associate it with
the landscape and take control of the
work. I started looking at images from
above, getting several different images
and collaging them together until I've
got a subject matter or composition,
which, when you look at it you imme-
diately think of something of the nat-
ural world because of the (ulnun and
the marks. But also you're questioning
reality and perspective because I've
mashed it together in a way, maybe
from several different viewpoints
That was really solving an issue for
me where [ was able to reference na-
ture, marks | see in the ground, or the
changing surfaces of the landscape.
There’ve been really bad fires at the
start of 2020, and | looked at all these
different images of the fires and how
that massively changed the landscape.
('mwd by Glaciers, that's a body of wa-
South Australia. It was actu
.\llv formed by a glacier 10,000 years
ago when Australia was covered in ice
in the last Ice Age. Which I di even
realise it was only 10,000 years ago,
it’s not even that long. This body of
water was created from this big, huge
lacier. 1 got really interested in this
and for me, it was solving this issue
of allowing me to explore and create
compositions on the canvas that view-
ers could almost sense something
miliar because of the colours and the
textures to something
ture. But, at the same tim
throw them as to the reality of the
subject matter and what perspective
they were looking at.

Is that what you were playing with
before the exhibition, and the op-
portunity came up so you created
the work for Forma?

No, | wasn't exploring it before the
show. | was making some work and
they were abstract paintings with
some landscape references. And that's
where | was like, "How can 1 contin-
ue to explore these, but not use tra-
ditional landscape perspectives?” It
became a natural transition for me
to make works fro;
son, the owner of Dust Temple, was
in here critiquing my work. | was tell-
ing him about how I was studying the
changing surfaces of the landscape,

how I'm representing that change and
movement in the painting, and he said
it was like terraforming. And then |
started looking more into that, and
geomythology in general

You wouldn't think of abstract paint-
ing when you think of landscape. 1
had a university teacher who told me
the painters from the first British col-
onies that began to settle in Australia
would depict the rough Australian
landscape to look more like Britain
by replacing the Australian trees
with British trees. | don’t know how
true this is, but the goal was to send
back these paintings to appeal to the
Brits so they would move over here,
to the new country. Thinking about
this, and then seeing your work, it's
afresh insight into the genre of land-
scape painting and how to represent

I'm not sure how long this is some-
thing | want to do. This one here, it's
called Orbit. As in something orbiting,
like a satellite orbiting around Earth.
So, | was looking at different images,

sain using Google Earth, and looking
in space for different images. 1 found
all these amazing, different imay
beautiful colours, so | just got a few
images together and | just started
painting from those,

The colours that you add to it, it's
not exactly what you would see in
the land or in the image.

Yeah, that’s it. When you're putting co-
lours onto the canvas, as soon as those
colours are on the canvas, everythin,
has to work. Doesn’t matter if that co-
lour is representing something from
a photograph or representing some-
thing from real life or a memory-
colour and everything else in the c
vas has to go well together. So, if I'm
working from an image or I'm working
from an idea, or cut-outs from several
magazines, or whatever it is, there has
to be a point where 1 put that down
and stop looking at it because | hav
to be very aware of the colours and
mark-making, the composition, the
subtle little pigment variations on the
canvas.

Otherwise, It un fall out of balance.
How do know when you've
reached l e r| ht point? Because
you have all this mlormamon in
fﬂur mind, plus what you're try:
ng to execute—is it a feeling or in-
stinct? Or does it match the image
ave in your mind?

a process to it and it doesn’t
always follow the same process. |
work on the paintings and | step back,
or | leave and come back to work on
it more, There’s definitely this innate
process to it where I'll just do some-
thing and it feels right. And if it’s not,
1l put it back and move it. 1 definitely
will add it to the painting and remove
it again, this construction and decon-
struction aspect to it. I don’t always
trust myself looking at the painting, so
I'll do something and know if I come
back to it a day later | might know
what to do, or at least I might know
vhat I've done wasn't right and |
o get rid of it

It's funny, because when I'm work-
ing on astory, and | write a line that
feels false, that line will sit in my
throat like a stone until | remove it
Does it sitin your mind if you know
it's not right?

Definitely. | definitely see paintings in
my mind before | make them. When
I'm spending a lot of time on work
or looking at different artists work,
I'll sometimes dream about paintings
and have a strong ima he paint-
ing in my xmnd,.md I'll wake p in the
middle of the night and I'll just write it
down quickly.

You write it down instead of sketch-
t?

1 write it down because in my mind |
might see a painting or a composition,
everal marks and sev-
colours, so I'll write down what
those colours were. And | might do a
quick sketch of what it might be. Of-
ose paintings are the ones that
the quickest. They resolve really
fast because I know whatitis. Often I'll
start working on something and | have
no idea which way it’s going to go. And
it just starts happening.

Are both methods exciting?
For sure. When | don't know which
way I'm going with a painting, it goes

through a period of being developed,
ulled back, re-worked—that can
sometimes be p: frustrating, be-
cause | don’t know where I'm going
with it. | have to take a lot of risks and
I'm constantly trying to look at the
painting and ask, here is this go-
ing, what’s working with this painting,
what am | trying to achieve?" I try not
to think about all the amount of mon-
ey I've wasted on paints that now sit
on the floor.

1ts all part of the process, though.
You need to waste a few tubes of
paint because, like you said, some-
times they come out really quick.
That's it, and when they come out
quick, 1look at it and think, “That ac-
tually worked really well” It's interest-
ing. I'm looking at this painting on the
wall and now I've put this white on it,
and it’s just working pretty well,

W

‘re looking at a painting that Peter
showed me when [ first walked in. it's
a floor to ceiling canvas smeared with
he white, th
an echo of what it used to be, a painting
he wasn't satisfied with and decided to
recycle the canvas]

Does this one have a title yet?

dea of
what | want to do with that. I want
cate a scene of a mou
mountain fr

found this picture of this resort in Ita-
Iy, from above. In a place called Monte
Rosa, two hours north of Milan. I had

some mountains but from above. I just
wanted to create a painting that had a
lot of white. It was light, not like a dark
blue or dark landscape. And | wanted
to build in all these subtle pigments
but keep it quite abstract because it’s
going to be from above. I've been to
this ski resort called Champoluc, and |
remember the light there being beau-
tiful. The light was like—when you get
the sunset and the snow, it all turns
to a gorgeous pink. Yeah, so | have an
idea of what I'm going to do with this.

Are you trying to recreate that im-
pression specifically, or is the aim
to see where it leads you?

I'm wanting to create something, ce
tainly, that I can relate to in terms of

that feeling of being there, colours
and that memory, but also create it in
a way that allows the viewer to have
their own adventure with it; where
they can see it it might look famil-
iar. Or, they see something, and th
have their own unique take on it. [t ex-
ists in its own way, in its own right. |
don’t want it to be too personal to m
That's why I like abstract painting, |
like how t 's room for that

That painting [Jungle Carnival 1), |
took so much risk. That painting real-
ly evolved and manifested into what it
is nu re in such a strange and unusual
at painting had been in the stu-
dio [ux so long, it had so many differ-
ent layers on it. | would put something
on, but I didn't like it, so I put a thick
acrylic paint on it to hardwire what
I'd done before. I used loads more oil
on top and dragged it across through
some materials, and whip the paint-
ing.

It seems like there's
ing.

shadow fall-

It's almost like looking over a sunset
or something, you're looking into the
woods but there's a load of smoke
coming into your eyes and your view’
obstructed. Those colours are hot,
sticky.

Was Jungle Carnival Il based on ae-
rial shots too?

That painting was from just beingup in
Currumbin Valley. | would be up there
at different times, different weath-
er. The painting, it was very physical,
the finished state is in there. All the
mark-making, it has a lot of immedia-
cy about it. | was pouring paint on the
floor, whipping it around, walking on
it, dropping paint onto it and build-
ing it up. There are loads of different
layers. It just happened, it just sort of
resolved. All these subtle little marks,
1 got that from whipping the ca
with a rag. The canvas was ve
it had a lot of turpentine. It also had a
lot of oil and acrylic paint in it, which
you shouldn’t do. I'm influenced by so
much, but when [ was back in London,




I'd go to Tate Modern, Tate Britain, the
White Cube, or whichever gallery it
was, and look at these incredible art-
ists. | was always fascinated, I would
get up close and think, “How did they
make that mark? How did they cre-
ate such an incredible effect on that
scale?” And that's what motivates me,
inspires me to try and create these
marks and create things where the
viewer looks at it and think, “How did
he do that?”

You are a painter’s painter. You

could not have been anything but a

painter. Because of the way you ap-

proach a work, it’s beyond an idea.

It’'s about the technique, the texture,

the colour; and the “How did they do
o

It's a. really physical thing.

Inanother exhibition, you had a paint-
ing called The Crossing (2019) which
has elements of figurative painting
rather than being purely abstract. But
you've since come to the conclusion
that human figures in your paintings
can limit audience participation with
a particular work, and so removing
a figure from a landscape can per-
haps allow the viewer to go search-
ing further into the canvas. Tell me
more about this process.

That exhibition, my work was pretty
figurative. I haven't always been an
abstract painter. My work was the use
of exploring the space between ab-
straction and figuration, and I would
always anchor the painting with a lit-
eral reference. Maybe of a loose scene
depicted, or a figure in that scene. But
my work needed to move. I needed to
move into abstraction. It just felt like
what I needed to do. I was already very
interested in abstract mark-making
and painting, and the basic aesthetics
of abstract like textures, colour, com-
position, mark-making. But I'd almost
been trying to do two things when 1
was painting. So, I stopped using fig-
ures and started moving to complete
abstraction and that journey carried
on. I definitely feel like there’s a lan-
guage I'm using which is quite unique
to oil paint. And it feels pretty true
that what I'm doing at the moment is
what I should be doing. I hope they all
don’tlook the same because I definite-
ly don’t want to do that. I'd give up if

they did. I'm always trying to move the
work forward. [ feel like I'm at the be-
ginning of my career.

‘What was the idea behind the exhi-
bition No Foreign Lands (2018)?

I was exploring the idea of different
places, and the whole idea of ‘No For-
eign Lands' was that it was supposed
to be that everyone has a right to be
anywhere. And actually, it's our jour-
ney how we go to these places and
the experiences we have, and our re-
lationship with other people, which is
the important thing. Breaking barriers
down, immigration, all of those things.
The Crossing was particularly power-
ful subject matter because it was of
a raft floating in the Mediterranean
where asylum seekers were stuck on
this raft and they were trying to get
out. The image was captured by a pho-
tographer for The Guardian in the UK.
I found it online and it was a moving
image.

Why I mention The Crossing is be-
cause since then you've gone deep
into abstract, and that was only two
years ago.

The viewer plays a really important
part in my work. I want the viewer
to look at the painting and have their
own experience. With these works,
yes they are abstract, but there are ref-
erences inside them which the viewer
can take and relate to. But I don’t want
the paintings to be personal to me, I'm
not leaving any figure in there which
is personal to myself. They’re much
more open to interpretation, and
that's really important. There’s this
one painting which is called Jungle
Carnival, with these people on a boat;
they were going around the river, on
this adventure, there was this sense of,
you know, they were heading some-
where. For me, [ was really excited by
those kinds of ideas, using figures in
my work but loosely depicting them
to allow the viewer to connect with
them. There’s this narrative which is

and it's relatable.

Technology is a bittersweet tool
in the world today. For art, it'’s an
economic way to share artworks
around the world without the fi-
nancial strain of moving or possibly
damaging the canvas. But present-
ing a painting in this fashion takes
away from the artwork and actually
produces a different image. For ex-
ample, Collision 11 (2020) and Jungle
Carnival II (2020) are textured when
seen in person, and you've achieved
this by peeling back layers of paint
and embracing imperfections. It's
these glorious touches of the art-
ist’s hand that are missing from the
glossy LCD screen.

It reminds me of the Impression-
ists’ reviled reaction to artists such
as Bouguereau, whose work failed
to show the artist’s brush, like a
precursor to Photoshopping im-
perfections. As a reaction to this,
the Impressionists were compelled
to experiment even further. At the
same time, the invention of new
technologies allows the artist to ex-
periment in their chosen fields.

‘What are your thoughts on the in-

trusion of technology in art? And,
on a personal note, how has tech-
nology impacted your artmaking
process?
Look, there’s some great things about
it, that you can view some different
good artists’ work or keep up to date
with new works or sell works off the
image. They see it, they buy it, then
they get the painting. And I hope they
like it. Often, I get messages saying
there’s so many textures, so much
depth.

By the same token, people won’t
buy something because they’ll make
assumptions about it. “It looks flat, it
looks small” It's not about buying or
selling work. | want the work to be en-
joyed, looked at. So, I want to be work-
ing toward exhibits and putting on
shows where people come and look at
the work rather than look at it through
a phone. I'm pretty old school with
the way I paint. I use the same kind of
paint and approaches that artists have
been doing for the last hundred years,
more. Using camera or satellite to get
images of the Earth is really cool, re-
ally handy, it allows me to explore the
subject, to get inspiration for compo-
sitions that I might not have had.
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And you texture the image. The sat-
ellite image takes away all the nat-
ural marks, but you recreate them.
It's not something you can see in
person; you need technology for it.
Does it impact the process? When
you're in the midst of artmaking,
when you're whipping the paint or
throwing the colour on there, do
you think about technology affect-
ing the execution?

No. Because I think it’s something that
can’t be scaled. When I'm in the studio,
you can smell the paint, you can smell
the turpentine, you can touch the can-
vas, and I'm there working on it until I
turn the lights off, lock the studio, and
leave for the day. Until the next time.
Maybe with digital art, I don't know.
I know this digital art piece that sold
online for around sixty-something
million.

A digital piece would not survive
time. It requires electricity to survive
because, otherwise, how would you
view that image? It survives today,
for now. Tangible pieces, they can be
here forever. Just like how the ancient
Egyptians inscribed on rock because
rock lasts forever.

That's the thing with painting, 1 love
that. I have the most amazing mem-
ories and experiences walking into a
gallery and seeing these paintings on
the wall by Rothko, Turner, Whistler.
I mean, I've seen loads of Whistler’s
paintings of the embankment in Lon-
don, these sketches, and there’s just
something so unique and personal
about them. They have such a real
story behind them. It's not like a car
that’s been put through a load of ro-
bots making it, it's just these one-off
pieces.

It's very personal and unique. The
amount of time the artist was spend-
ing with that piece—all their impres-
sions, all their feelings, whoever they
were in that moment, it’s all there
in the canvas. It's not going to be the
same on another canvas a year lat-
er. The artist is now a different per-
son. With digital art, they're selling a
piece, an object, but traditional art,
it's selling a journey.

I think that’s why I'm attracted to
subtle mark-making and very subtle
textures on the surface of the canvas
because they look like imperfections
but they are what make the painting
unique and perfect.

How do you break out of a rut when
you find yourself being unable to
paint?

I try and continue trying to make
work. I always try and take risks in my
work. And when I paint in a way that
takes risks—like I'm taking risks with
these... that's when I get inspired and |
learn things. I try not to repeat myself
too much, I try not to fall into the hab-
it of doing the stuff which looks good,
which is easy for me. Stuff which I find
easy to do and people go “Oh, that’s
great how do you do that?"—it's be-
cause I've done it before. And then be-
cause I've done it before, there’s a hab-
it, and so it’s my method, but method
becomes bad habit. So, I try and break
that. I'm breaking these. [He points to
Collision] This is my last show. I've got
to move it forward and that’s just in-
ternal satisfaction for me. I definitely
feel almost torn between colour pal-
ettes as well. I feel sometimes torn
between creating something very
natural, very naturistic and a study of
the earth. Or a closeup of something,
you know like Howard Hodgkin or Per
Kirkeby, his works are beautiful. I also
like industrial, man-made synthetic
material as well, and imitating those
in compositions and colours. Or I'll
read as well. Il read books. Like [ was
saying earlier, I would read about art-
ists, look at their images and I'm like
“Shit, that’s awesome.” Or I'll do small-
er studies and get inspired.

Do you think your colour choice
would have changed if you hadn’t
moved to a beach town?

Massively. Moving to Australia, my co-
lour palette’s changed. My colour has
matured, and my colour consideration
has matured naturally just from me
working more on my paintings. But
then I'm definitely impacted and in-
spired by what’s around me. I think if
I'd gone to a rainy city, stayed in Lon-
don or been in New York, the painting,

the colour palette would've been...

More monochrome?
Yeah, maybe. And muted.

Earlier, we spoke about the impor-
tance of space and creativity. Your
studio space allows you to not only
paint, but to engage in other creative
endeavours when you've reached a
block in your work. If we look at it
on a larger scale, what role does the
environment play in your work?
Having a space is so important and
special. It's where the paintings live
and it's where you, as an artist, can
come and sit and just look. I'll come
in here and read books. I sit here and
can see my paintings on the walls, and
I can see these artists’ works that I
admire and be inspired by. I think to
myself, “Okay, what is it that [ want to
do with mine, to push mine to another
level, how can I move myself forward?”
I come to the space and my paintings
hang on the wall, propped up. At the
moment there are twelve paintings. I
might work on three ata time, four ata
time. I have materials in here, turpen-
tines, mediums, enamel paint, acrylics,
oils, brushes. It's ready. All I have to
do is come in here and put some mu-
sic on. But working is also just sitting
and looking, working out where to go
next or what to remove, what to add.
There’s this silent dialogue that occurs
between me and the work. It feels like
the painting is asking these questions
or proposing these obstacles, and it's
my job as the artist to resolve it and
answer back by applying paint and
creating a new composition. It's a
place where I get completely absorbed
by the work. I go into a state of flow.
1 find the work is challenging but also
feels completely natural. m
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