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Coloured biro on paper
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Provenance
Artist’s studio

A prime example of Heath’s blindfold
drawings is this study of his half-brother
Toby, Head (Drawing 137) (1995). Of this
drawing the artist has written: ‘The drawing
of my half-brother’s head is made from a
plaster life-cast. While blindfolded, I used
the fingers of my left hand to find my way
around the features and general shapes of his
head, while simultaneously drawing with my
right hand. There was a small piece of Blu-tack
at the top of the cast and a corresponding one
on the paper too, for me to use as a starting
point. I did not look at the drawings until
afterwards.’ The bust had been placed at the
same height as the paper pinned to the wall,
Heath standing blindfold between the two.
Patrick Conty writes of this same drawing:
‘One physical sensation is translated into
another; movement across the terrain of
a face is transcribed into lines on paper …
Thus he forms a sort of complex knot which
differs from the one accomplished by the
natural course of the eye examining the motif,
and can include the surfaces behind the ones
facing him.’

Born in  in London, Heath studied philosophy at King’s College London,
where he was influenced by readings of Wittgenstein. The son of an Australian-
born artist, he became accustomed as a boy to the rhythms and risks of the
creative life and, feeling he had sufficient experience of this discipline, decided
against going to art school.

Between  and , Heath chose to draw blindfold, ideally without
ever having seen the subject, discovering it by touch. Recently, he has been
using stereoscopic viewers for aerial photography to make dimensional
‘behind-the-plane’ drawings, turning these into sculptural forms by mounting
them at right-angles to each other in wall-hung Perspex boxes. He has also been
painting, in acrylic on canvas, similar in style to his aerial views in acrylic inks on
film. And in  he began a series of large graphite drawings, using  drawing
software to create three-dimensional constructs which are then expressed on
paper through a technique of erasure.

Heath’s drawings came to their first full and beautifully fresh expression with
a series of portraits in the mid s of his half-brother, following the contours
of the plastercast of his face from all sides and angles, starting each stroke of
the different coloured pens from the same spot. Heath adopted the blindfold
method of drawing to answer the need he felt for intimate connectedness
between the object and the image, making things visible that cannot normally
be found. In these drawings he tries to see with his fingers, creating a new
relationship with the object depicted. The blindfold drawings are particularly
admired, and the Pinakothek der Moderne in Munich acquired in  for their
collection a second example, dated , as well as a more recent drawing based
on his  experiments. The gallery exhibited its new Heath drawings in 

in The Presence of the Line. A Selection of New Acquisitions from the th and
st Centuries.

There has been a uniformity of visual nature and of aesthetic quality
throughout Heath’s work, reassuring in view of his startling methods, which
might otherwise feel contrived, adapting his methods and style even to landscape
painting, in, for example, Ben Nevis () in pen on paper, illustrated in
The Drawing Book () edited by Tania Kovats. Heath has held a number
of thoughtful exhibitions, including his Kettle’s Yard show in  and another
Henry Moore Institute/Leeds City Art Gallery in , and, early on, in ,
contributing several large drawings toYoung British Artists VI at the Saatchi
Gallery in Boundary Road, at which time Charles Saatchi bought Heath’s
work for his collection, since included in his substantial gift to the Arts Council.
Heath’s drawings were chosen for the select collection of London-based
contemporary artists formed by the solicitor Stuart Evans for his firm Simmons
& Simmons, while taking the advice of the St James’s dealer Thomas Dane.
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Drawings by Heath are also owned by the British Museum, Deutsche Bank,
and the Henry Moore Institute, amongst others.

Following on from his philosophy degree, Heath retains a lively interest in
intellectual debate, and in summer  delivered a lecture titled Islands of
Clarity: Drawing Sculpture with a Blindfold at a Courtauld Institute two day
conference on sculpture and touch. On exhibiting this same year three blindfold
drawings of  at the Book Room in the Courtauld, the Institute wrote: ‘these
drawings are to be considered test results, maps charting the three-dimensional
movements of the hand, on the flat sheet of the page.’ Heath also contributed a
chapter to the University of Leeds publication Explorations in Spatiality (),
concerning his experience with the freehand  drawing system which was
designed there for his use, and which lead him to note that ‘I chose not to look
at the drawings as they were being made because of the limitations of the system
… instead I preferred to draw first and look later … the drawing becomes an
extended act or performance, started with the intention of physically carrying
out or seeing through an idea.’ Interesting developments in his painting and
sculptural drawings have been studio-based, or gallery-based in the case of his
wall drawings, while his three-dimensional drawings, have, to date, been made
with the aid of specialised computer equipment in Leeds and Edinburgh.

The American painter and draughtsman Avis Newman, who has lived and
taught in England for many years, suggests that the movements of the hand in
drawing, though never random, tend towards imaginative repetition and could
therefore be done blindfold. Heath has, until now, centred his studio life around
this concept. Others have also explored sightless painting, though none with
Heath’s tenacity.

In this exhibition Juliet Haysom’s Blind Monstrance No  () and Gary
Hume’s Untitled () () were both executed without looking at the
paper on which the sketch was being made, the effect substantially different
from actual blindfolding.
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and pencil on paper
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Provenance
Artist’s studio

Majorca Tree (2000) charts the shape of a tree
through disciplined use of a Leica laser range-
finding instrument. In making this the artist
was stimulated on holiday in Majorca not
so much by the red laser light itself, as by the
fact that it measured points on the surfaces
of distant things by reaching out to them
directly. Heath has said: ‘Readings were
gathered from the tree one by one, firing from
a wall opposite, that gradually became a graph
of numbers, a drawing on paper. It is a static
but inherently three-dimensional image where
the blank spaces represent infinity and the
plotted numbers picture the outlines of the
branches in measured space.’
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