
Abridged from Richard Cork catalogue text, ‘Looking Out’. 

 

Snoddy wants viewers to look at the relationships between his works, and how he carries 

lines and formats from one picture over to another. He sometimes regards two consecutive 

paintings as a diptych, with left and right-hand panels forming parts of a composite whole. 

There is an obsessive commitment to playing out endless permutations of specific forms and 

he goes along with an ontological methodology. The work becomes defined by its 

geometries, serial approach and limitless variations. In his own words, ‘The paintings often 

come in pairs or a small series and incorporate architectural and geometric structures with 

colour to get everything right – space, line, form. The final result is a balanced resolution 

made through corrections, revisions and re-workings.’ 

 

He always starts by picking up on elements from a previous painting. Then he constructs a 

multi lined grid, and the interjection of these lines helps him to arrive at a new work. While 

this sounds methodical, intuition plays its part and is revealed in the pentimenti inherent in 

the act of painting. He often regards it as a cousin of the earlier painting – related, yet not 

too closely. Snoddy likens the whole activity of making art to building a family. But he is 

even more convinced that structure is the absolute key to a fully considered and 

contemplative painting. He invites us to think about process, and work out for ourselves 

how the images have been arrived at. He says, ‘I would hope that the paintings reward 

looking at to induce a slow, inexorable awareness of intricate relationships’ and ‘through 

the reworking of the paintings glimpses of the decision making reveal themselves.’ 

 

Although Snoddy’s art is fundamentally abstract, it includes a fascinating range of 

references to the visible world. Architecture can be counted among them, partly because he 

sees himself building the internal scaffolding of his paintings as the work proceeds. His twin 

brother is an architect, and Snoddy has always taken a keen interest in the structure, 

proportion and materials of the buildings which engage his curiosity. He admires architects 

as progressive as Mies van der Rohe, Tadao Ando, Rafael Moneo and David Chipperfield and 

he has always wanted his paintings to possess a strong internal order. 

 

Snoddy’s involvement with buildings is evident above all in his ongoing use of a window or a 

view through an opening. He routinely uses a ‘window’ template to paint an ongoing series 

in which the template is sometimes reversed (Pp. 38-39). Although this motif can be 

detected time and again in other paintings as a formal device rather than a literal 

representation, it may encourage us to imagine that distant landscapes are glimpsed 

through this aperture. Handled with great freedom, they can sometimes be related to his 

love of J.M.W.Turner’s paintings – in particular his late, audacious views of Lake Lucerne and 

Sunset from the Top of the Rigi (Pp. 30-31). Unlike Turner, however, Snoddy has no need to 

travel across continents and draw his inspiration directly from panoramic vistas. On the 

contrary: he regards him-self as an indoor painter looking out. The restless Turner was 



always embarking on epic journeys through Europe, where he would fill countless 

sketchbooks with drawings and watercolours swiftly executed en plein air. Snoddy, by 

contrast, is excited by the frame of the window, open rather than closed, and it lies at the 

very centre of his rewarding relationship with several paintings by Matisse. 

 

The Matisse painting, Open Window, Collioure, was executed in the year when the First 

World War erupted. Although painted in the South of France, in a harbour town which had 

become the birthplace of Fauvism, it looks out towards a nocturnal void. So most of the 

picture is reduced to an almost abstract vertical slab of blackness, and we can immediately 

understand why Snoddy has found nourishment in this painting. Back in Paris, Matisse then 

produced Studio, Quai St Michel during the daytime. So the large, tall window looks out 

onto a view of buildings near the Seine, and light is permitted to pick out the minimal forms 

of furniture, floor-patterns, pictures on the wall and a severely simplified nude reclining on a 

bed (P. 63). Snoddy seizes on different elements in this painting and uses them, like 

fragments, to help construct his own work. He enjoys bringing in forms from Matisse’s 

Goldfish and Palette as well; yet the most inspirational of all his paintings is, for him, The 

Piano Lesson. Snoddy first saw this 1916 canvas in a book while he was student, and he still 

finds it intensely rewarding to consider how Matisse, working here from an interior scene 

based on his own family, gradually transformed it into a painting about painting.  

 

Snoddy shares Matisse’s lifelong obsession with a dialogue between inside and outside. But 

this preoccupation can also be found in work by artists who lived long before the modern 

era. At the shadowy back of Velazquez’s Las Meninas, an expanse of proto-abstract 

darkness is suddenly interrupted by an open doorway. Most viewers looking at Las Meninas 

in the Prado Museum are, quite understandably, captivated by the figures from the royal 

court dominating the foreground. Snoddy’s eyes, however, travel through space and come 

to rest on this distant door-frame, enclosing a subtly silhouetted figure who is observing the 

scene from afar (Untitled 101 (after Velázquez). 

 

Perpetually looking at work by other artists, Snoddy now finds stimulus in painters as 

diverse as Mark Rothko, Vanessa Bell, Richard Diebenkorn, Hans Hofmann, Callum Innes, 

Piet Mondrian, Robert Motherwell, Blinky Palermo, Gerhard Richter, William Scott and Sean 

Scully. In very different ways they are, like him, fascinated by the manifold possibilities 

inherent in abstraction. It is easy, for example, to imagine how these artists affect him; 

Rothko’s arresting bands of colour could have strengthened Snoddy’s resolve to investigate 

an equally mysterious region of his own; the small but startling Abstract Painting by Vanessa 

Bell of 1914 in the Tate collection provides a clear bold structure; Diebenkorn’s Ocean Park 

series harnessed his determination in pursuit of an internal struggle for ‘rightness’; the 

‘push pull’ of Hofmann; the formal beauty of Innes; the measure of Mondrian; Motherwell’s 

elegiac Spanish series; Palermo’s constructivist purity and order; Richter’s sheer elan; Scott’s 

balance and poise and Scully’s building blocks of colour. 



 


