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Semi-detached

On the fuzzy border between England and Walcs,
Clare Woods talks technical detachment, emotional
engagement and crossing over from sculpture to
painting with Emma Geliot.

The sun is as high as it's going to get on a perishing cold November morning. As | twist
through the Brecon Beacons, heading for the borderlands, it picks out the scabs of bracken
on the hilltops, dried to a blood red like recent wounds. My mind is probably more attuned
to metaphors for mortality as I'm heading to Kington, on the English side of the border with
Wales, to see an artist who is best known for her gloss paint renditions of landscape on a
grand scale, full of dark and complex reference points.

Clare Woods’ studio is no romantic artist’s garret — it’s an industrial unit on one of
those little estates that are only visited by those who need something very particular;

a spare part for a car, plumbing supplies, school t-shirts. If anything, it's colder inside
than out and we huddle around a little heater to talk, keeping our coats on. Let’s face it,
making art is not glamorous.

Woods is just back from working with Edition Copenhagen, producing two litho prints for
the Arken Museum and mentally preparing to make some enormous panels for a Danish
commission. These will be a return to gloss paint, after her recent shift to oils, purely for
practical purposes.

Behind us, in the vast, un-heatable space, smallish (by Woods’ standards) paintings
are on the wall and an aluminium panel lies across two trestles, primed and masked up in
intricate sections, ready for paint. Woods will work on its flat, horizontal surface until it's
finished. Working in this way changes ideas of perspective — until they’re finished Woods
won't see it straight on. Then, she’ll put it up on the wall and look at it and “hope it's not a
reject” at that moment of revealing it to herself. She’ll often have several works on the go
at the same time so that she can move from one to another and not get too bogged down
if one of them isn’t quite working for her.

This very particular approach to painting stems from her artistic training as a sculptor
in Bath and, although she makes paintings, Woods says, “I've always looked at the
images | use to paint from as objects, never flat line. I'm interested in the way that images
are created in the physical world and their weight and presence within a space.” Post-
graduation Woods got a bursary from the Hampshire Sculpture Trust but, when she started
to make sculpture outside of the art school support system, had an early moment of
realisation that it was going to be tough. “I loved sculpture but felt | could never make the
stuff that | loved. In college, you've got freedom, you've got workshops. Outside, | thought,
‘I'm going to spend fifty quid on something that’s going to go in a skip'”

While still an undergraduate she had begun painting sculptures with gloss paint and,
until recently, has used this medium for her paintings because it doesn’t leave a trace of
her hand or gesture. This, it seems, has its roots in some complex thinking. Firstly, —



E. Ge |l iddetachedd S e mi
Issue 52015

SIMON CCQ Magazine
LEE



