


In Order to Make it Safe, 1994-95.

Oil on canvas with stretched canvas attachment, diptych, 1635 x 1265 mm each panel.

Courtesy of the artist

chair in a variety of postures and costumes, and focus strongly on the technique of painting.
They combine portraiture, interior studies and still life; yet, with their depersonalised subject,
they offer no explanation. His 1987 Still Life with Mullet depicts a dead fish that slips from one
picture plane to another, and creates ambiguity and incongruity in an unusual treatment of the
still life genre. In 2002, Index, too, featured still life, with quotidian objects such as the humble
onion, enamel bowls, taps and glass jars placed alongside more ‘exotic’ elements such as dead
birds, fish heads and plant life.

During the 1990s, Ritchie returned to appropriating imagery. Olympia, 1992, taken from
Manet’s painting of the same name and complete with an affixed plank of timber with painted
shadow, features many of the themes that have woven through Ritchie’s work — the abstract-
figurative conflict, the ambiguity linking r ality and illusion, art tradition and art history and
their links to contemporary art, the process of the deconstruction of painting, and still life
itself as an essential vehicle for exploring composition and surface.

Ritchie has also demonstrated a penchant for altered perspective and for creating ‘paintings
within paintings within paintings’ to reinforce the illusion-reality dilemma. He revisited these
ideas in his 1993 ‘River and Landscape’ series in which still lifes are ambiguously placed
in the paintings’ foreground. These techniques continued throughout subsequent series. He
achieved the enigmatic and covert narratives of ‘Blind Narratives’ (1995) and ‘Fiction’ (2002)
through combining imagery borrowed from famous artists (such as Puvis de Chavannes and

Velasquez)* with images from his own personal history and scenes from his studio.
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