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Patrick Hughes, Permanentspective, oil on board construction

PATRICK HUGHES: 

PERMANENTSPECTIVE

20 January – 19 February 2006

Private view: Friday 20th January, 6 – 8pm

Opening hours: Tuesday to Saturday 10am until 6pm, Sunday 11am until 5pm

Self-reference is one of the causes of paradox, like the notice which says, “Please Ignore this Notice”. The reverspectives of Patrick Hughes refer to themselves because they are made in the way we see and then we see them. Feedback is caused. 

Sometimes Hughes copies other artists, sometimes he even imitates himself. In Permanentspective Patrick reminds us of earlier works of his, a leaning sun, a grey rainbow, a being pursued by one’s own shadow, in the domestic context of books and pictures. The walls follow us around the room. 

Pablo Picasso told Francoise Gilot that, in Cubism, he and Georges Braque ‘tried to get rid of trompe l’oeil to find a trompe l’esprit. We didn’t any longer want to fool the eye: we wanted to fool the mind.’ Patrick Hughes’ pictures fool the eye, you go right up to them and see they are the opposite to what you thought they were, and when you go back again they fool the mind, he is lucky that you do not remember to see with the eyes what your mind has just found out.

In his book Cubism, Neil Cox writes that ‘writers on Cubism have offered three main explanations: that the Cubists were representing what the mind knows better than what the eye sees; that they were creating a pure medium of abstract form; and that they were making paintings about how paintings work.’

Patrick Hughes uses what he knows the mind knows when he represents the world in reverse perspective, knowing that the seer will see the pictures as going in where it sticks out and sticking out where it goes in. An example of this is Hollow Victories where he makes the Brillo box, books, suitcases, telephone box and building blocks hollow in an obtruding room, and we see them as the solid objects we know so well. 

As to the creation of a ‘pure realm of abstract form,’ Hughes has been puzzled by the work of Rothko and Mondrian. In On Your Marks he paints a Rothko show that goes on and on up three infinite corridors, and in All-Out Mondrian he goes further by painting ‘Mondrians’ all over the floor and the ceiling. I take it that Hughes is saying you can try to create pure abstract form, but the facts of human perception will still turn round and bite you in the bum. 

A recent painting, Entrancing, sticks out as an example of ‘making paintings about how paintings work.’ Metaphor is one way. Hughes’ red doors are revealing and concealing, not only actually showing or hiding the green landscape beyond, but reminding us of the age-old symbolism of this hole in the wall that keeps us in and lets us out. 

When I visited Hughes’ studio this autumn only four pictures were finished, he was still working on For the Venice Biennale. This is going to be glorious, if the earlier Stones of Venice is anything to go by. The accretion of detail, and the new possibility of the buildings moving against the water of the lagoon, add up to a beautiful sensation like that of the sight of Venice itself. It would be most unlikely, in the present climate, for such a piece to find itself in the Venice Biennale, which I feel Hughes acknowledges in this ironic title. 

To quote Cox again, ‘the game of ‘sculptural’ painting, which is fundamental to the identity of the early Cubism of Picasso and Braque, does in the end lead back to the well-worn contrast with Renaissance perspective, but in a new way. The important point is not that Cubism overthrows the illusion of perspective, but that it overthrows the certainties of the viewer. If Renaissance perspective conveys the assurance that there is a correct place from which to see the world, Cubist paintings never finally declare whether there is anywhere to stand at all.’

Hughes’ pictures are sculptural paintings, it is as if Hughes had the possibility to pull the vanishing points towards us from the flat painting that he is implying, such as a Rothko retrospective, or a Canaletto. In front of a Hughes the viewer is always uncertain, as the smallest movement she makes causes the picture to move in the opposite direction. Hughes’ art declares that wherever you stand it will always be relative to the rest of the world, and that there is no constant but flux.

Murray McDonald, October 2005 

The exhibition coincides with the publication of Patrick Hughes’ new ‘Perverspective’ by John Slyce. Please contact the gallery if you would like to purchase a copy. 

For further information, please contact Sam Chatterton Dickson at Flowers East on 020 7920 7777 or email sam@flowerseast.com
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