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It's a combination. Maybe a good way to answer that question is
to think about style. Earlier you asked me if style was important
in painting and | realized | don't think about style. But | do think
about methodology; how the painting is made, and how some-
thing gets made through a system or method. So | paint from
observation, | paint from another work of art, and [ copy one
of my own works. There is no hierarchy. [ just bury the source
from which the information is received. But style also addresses
the idea of the artist's signature and this obsession we have with
the artist's touch. It's the thing I really doubted and I use it as
content in some weird way. It becomes the subject. So I paint my
signature as a face, using my actual signature as features, Or |
use my sister's drawings. In high school my younger sister had
to draw the nude model as part of her art class and her mark
was perfect because it was so aggressive and disinterested. [ could
never do that, so | projected her drawings and copied her hand
exactly, It was great because we share the same DNA but every-
thing else is different, It may not look that way, but what | make
is always connected to my life, like diary or notebook entries. So
everything, including the obtaining of an image, is generated
from an experience, | would say my biggest influence is language
and how we name things.

When you're talking about language vou don't mean literature
in the form of poetry or fiction, do you?

Mo. It is more how language functions and connections through
rhymes and puns and wordplay—that kind of mixing up of a name
with an image. 1 feel that gap produces an image for me more than
another image. | don't think we see things without naming them.
It's not that I trust language more than image; [ just feel there
is something about the perception of an image that is so linked
to the naming of it that I consider them simultaneously. | don't
think of jokes or wit or puns as frivolous—and [ really believe in
frivolity—because they're ways of defeating morality and your
expectations. You also know your mind is on if you don't take
a definition at face value. | see painting doing the same thing.

Maming is the Adamite game. I'm sure Eve had something to do
with naming in the Garden of Eden, butit's interesting that the
firstactis the naming act. For you, painting seems to be the act
of naming through image.

Definitely. It took me a long time to realize that is also part of
the excitement. It is not just image-based; it produces these other
associations that can become generative, almost exponentially.
They can circulate as an image that can be reproduced in a para-
sitic way and the language they generate can lead to other things.
It can lead to a lot of coincidences and matchings-up. It can also
lead to mistranslations or misreadings.

Ideas of note-taking and the compulsion to scribble are ways
of deliberately pulling the weighty feet out from under the act
of painting.

Yes, and again it's this question of personal source material. My
instant reaction to the question of whether or not it is desirable
to make something new is to make it personal. Then it's new and
it also contains the past.
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Signing vour name can be insignificant but it can also be the
most significant thing we do because it is the readable evidence
of our being in the world. So you get to have your painterly cake
and eatittoo.

You also get to make fun of the fact that no one signs their paint-
ings anymore. Once people started making abstract paintings the
signature was a distraction. [ think there is still an obsession with
being able to identify someone's work, and that becomes a kind
of signature. It is also a way to ascribe value very quickly. | always
want to slow things down, so it was one way of doing that and
of re-examining the basic foundation of any mark.

Is it the pace of looking at your work that vou want to slow
down?

I think as viewers we have seen so many images that we often
know what something is going to look like before we've even seen
it. It's also easy to not really see something that you are looking
at, So for myself first and then ideally for the viewer, I'm always
trying to find a way to make it so that you don’t know what to
expect, so that you can notice things again. To be what Saul
Bellow called a “first-class noticer.”

One of my favourite paintings of vours is Models and Monkeys.
In your version it's not the models who are sexy; it's the mon-
keys.

Menkeys are supposed to have one hundred percent touch. This
past January [ went to Indonesia and spent some time with the
monkeys. [ was genuinely stupefied by their proximity to us and
their difference; they really are surrogates for humans. We give
them human qualities, these mischievous or checky attributes,
but at the same time we see them as being less evolved than we
are. The cultures that consider them as gods have inverted that,
In Bali the monkeys live in sacred forests. Once you go into those
forests the monkey has precedence over you; if you do something
that pisses the monkey off, the monkey wins. I'm interested in
the figure body, so it's also great to paint a monkey because it
presupposes a lot about human evolution. That's why | paired
them with the models. The whole thing is perfect as a subject.

Is the all-touching monkey not just a surrogate for the human
but also a stand-in for the artist?

Probably, but it also doubts the seriousness of the artist's role.
It's part of the joke.

The Opening (with R.D.} is quite literally a cheeky painting. It
looks like it might be connected to a fairy tale. What was going
on in your mind when you started that painting?

1 was in Athens at a very glamorous opening at the Dakis
Joannou Foundation and [ saw a young woman wearing that
outfit, although she was wearing underwear. [ was mesmerized
and made a little drawing of her on a napkin. By sheer coinci-
dence | sat next to her on the plane back to London and we struck
up a friendship. She is from Bahrain and a filmmaker and was
unlike anyone I'd ever met; she entered my consciousness, you
could say. Two vears later | got this nine-foot tall canvas made,
and the only appropriate thing | could think of painting was that
small drawing, the most opposite thing in scale, but which had
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