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Chair's Report
2005-2006 has been another good

LSA. ln June 2005 we took
part for the second time in the

year for

Leamington Peace Festival, this time
using the stall as an opportunity to
promote LSA by providing information
about both the organisation and
individual members with great
results! Our membership leaflets and
copies of Anspace clearly caught the
public eye and as a result we attracted
many new members over the course of
the weekend. And one member Moira Lamont - was invited to hold an
exhibition at the University of
Leicester on the basis of material she
had put on the stall advertising her
own work and print-making
workshops: something that should
encourage other members to follow
suit. LSA's presence at the Peace
Festival is now a fixture and we are
planning to run the stall again at this
year's event, on L7 - 18 June in the
Leamington Pump Room Cardens.
Our annual Open Exhibition was held
in September 2005, once again in the
Library Gallery at the University of
Warwick, a small but quality venue

that does justice to the
professionalism of members' work.
For the first time ever, submissions to
the Open greatly exceeded the

capacity of the exhibition space, with
the result that we were able to accept
only around a half of the work
submitted. We take this as a good
sign, however, and as an indication of
the healthy interest that members are
taking in the event. lt was particularly

encouraging to see so many new
members putting work in to the
exhibition for the first time.

We have brought the next Open
Exhibition forward by a couple of
months so that it will coincide with the
biannual Warwickshire Artsweek,
scheduled for 1 - 16 July 2006. On
this occasion we will be holding our
exhibition in the newly built School of
Art and Design within Warwickshire
College. This will be an excellent
opportunity for LSA to showcase its

members' work within a stunning and
dedicated art-school environment something that will be beneficial to
exhibitors and to visitors alike. Many
thanks to Dave Hirons for making this
possible. We are confident that the

College's central location within
Leamington will attract a good many

visitors during the course of the twoweek event. lnformation about how

to submit work for the

Open

Exhibition is included with this issue.

Many individual members will also be
holding their own exhibitions,
workshops, and open studios during
Artsweek, and all who are doing so
have been given the opportunity to
show one signature piece in the
'taster' exhibition to be held at the
Pump Rooms for the duration. As a
hub or starting point which will give

many visitors to the area an idea
about which exhibitions and shows
they would like to see, this 'taster'

exhibition represents a

great

opportunity for all the pafticipants in
Aftsweek to attract members of the
public to their own shows and events.
I was delighted to welcome Artsweek
Co-ordinator, Brenda Boardman, to
this year's AGM. Brenda kindly
agreed to come and speak to us about
the fonhcoming event and to answer
any questions members might have
had. Thanks also to lris Bertz for
continuing to represent LSA on the
Artsweek Steering Committee.

The search for a designated gallery

space within Leamington continues.
Members will have read in the last
issue of Artspace about our
inconclusive negotiations with the
District Council regarding the 'Old'Art
Gallery in Avenue Road. As you may
also have read on the front page of
the Leamington Courier recently, many
local artists have been adding their
names to a petition to save this
historic Aallery which Leamington's
inhabitants originally funded by public
subscription for the explicit purpose
of exhibiting visual art. The fate of
this building in the long term remains
to be seen, but we would like to

reassure members that we are
pursuing any opportunities for a

to amend your contact details,

suitable gallery space within the town
as and when they arise.
In the absence of such a gallery space,
the Loft Theatre continues to provide a
valuable opportunity for members to
hold solo exhibitions in the theatre's
popular foyer and bar area, and LSA
remains most grateful to the Loft's
Exhibition Organizer, Kathy Jarvis, for
continuing to offer us this facility.

It is also great news that the LSA
website has been updated and is at
long last back online. A huge thank
you to Rachel Liddell for taking this on
and for ensuring that LSA is once
again web-active - with all the
benefits to the organisation and to
individual members that this entails.
Rachel and Grace are also both keen
to establish an LSA message board,
which will make it even easier for
members to get in touch with one

Work on West Wing and North Hall in
Spencer Yard - Leamington's longawaited 'Cultural Quarter' - is now
well underway and due for completion
this spring.
The refurbished
buildings will provide performance

and rehearsal space for the

another.

local
companies,
Motionhouse, Sez-U, and Heartbreak
Productions. lt has not proved
practicable to include artists' studios

dance and theatre

our magazine, Artspace, continues to

produce quality reviews

and

to

the

illustrations of exhibitions and events
by members and non-members alike.
I would like to thank all those who

within the complex, but we are
looking ino the feasibility of office
space there, along with the West

have contributed articles
magazine over the year

Midlands Disability Arts Forum, and
Afts & Media training, thereby
securing a position for the visual arts
within this fledgling arts centre.

and

in

particular the Editor, Mick Raffer.ty, for
all his work in putting the magazine
together twice a year. Thank you,
too, to the other members of the
Committee - Rosemary Keep, Dave
Phillips, and Liz Wright - and to coopted members, Hazel Shaw, Steve
Phillips and Dave Lewis, all of whom
keep the organisation of LSA running
so smoothly.

We hope that the establishment of the
LSA database will have made it easier

for members to contact one another

(contact details are circulated among
the membership alone). Many thanks
to our Membership Secretary, Grace
Newman, who has been so pro-active
in setting up and maintaining the
database. lf you would like to add or

vr/ln nr.waniricksh

please

do so on the form that is sent out with
Artspace. lSA's membership
continues to grow and is currently
around 250.

Catherine Bates

i

reartists.co.u k

A new artist website has been set up to showcase the work of artists
living or wor*ing in Warwickshire.
LSA Artists that don't live in Warurickshire can still have a page on the site.
It is a no frills site where each artist can have their own page with
1O images contact details links
artist statement

for an introductory price of only
year

fl

O.OO ( usually f;25 ) per

E-mail gracenewmankpa@hotmail.com or
phone O1926 770924 for more details

Dominica Vaughan ( founder Member of LSA)
Claire Vourch ( video maker and performance artist)
Maxime and Florian Louineau ( photographers )
have recently opened a gallery in the centre of Paris

The work on show includes
photog raphs

paintings
prints
sculpture
video installations
All LSA members are welcome to submit work in any media for
inclusion in the gallery

For information please do not hesitate to contact Dominica or Florian

http: | | parisgallery.ifrance.com I art I

D. J. Simpson
Selected Works 2000-2005

The Mead Gallery
University of Warwick
According to the booklet (accompanying the exhibition) DJ Simpson is 'drawing with
electricity'; he draws with an electric routing tool on laminated panels, to produce
abstract gestures. Gouging into the colourful plywood and MDF panels hidden
textures are revealed, creating what looks from a far like doodles on the surface.
These bright, lively, energetic and large artworks sit somewhere between installation,
sculpture, drawing and painting. They have been skilfully made with reference to and
influenced by works of an from the abstract expressionist canon.

The first thing you notice is the size and shape of these art works. This is
accentuated by the method of display; big pictures lean rather than hang on small
walls.

The Mead Callery is huge, but for this exhibition the space has been divided up into
three rooms, or rather three white cubes. This and the size of the pieces means that
the space no longer looks like the vast area that is the Mead, but instead an array of
intricate smaller rooms creating a maze that mirrors the confusion of the'doodles'.

At first these non-representational creations do not seem to differ from piece to
piece, however, taking a closer look one realises that each artwork is

D J Simpson

Hold

Up

2003

formica on plyruood

different. The depths of the grooves and the variety of differing colours and textures
which are revealed by the stripping away of surface layers makes each piece unique
and un-repeatable.

The pieces Crayon Canyon 2005 and Across the Sea 2005 look like visual battles
between control and chaos. Circles seem to be taking control of lines and triangles.
Of course there are elements of control and chaos in the creation of the works,
Simpson would have to have control over the router to make these marks, but by
their very nature they look random and chaotic. These two are also interesting
because they are the biggest; they have a chequered appearance and appear
different from various viewpoints. From the right it appears that the circles on
Across the Sea are leaping out from the background, as with the rainbow-like shapes
on Crayon Canyon.
Other paintings (like Everywhere and All Over 2001) recall microscopic images of
biological diseases. The router has eaten into the surface and spread its'disease'
through the wood and over the panel's surface. Some pieces resemble reverse circuit
boards (lt is Always Now200I) where the shiny mirror surface is juxtaposed with the

lines of green and brown tints. A group of smaller works hung together on the wall
are reminiscent of the Olympic rings (Basic Reshape 4 (Gloss Violet) 2OO4\ as they
are brightly coloured and have interconnecting circles gouged into them.
Then there are the pieces that just look like doodles (Hold Up 2OO3 and Secondary
Modern 2001); these are different colours and seem to have a mixture of lines and
curves entwined all over the surface.
There is an interest in colour; the surface is being removed to create colours, shades
and textures. Surely this is painting just as much as it is drawing, and DJ Simpson
has often been described as a painter who doesn't paint.
Painting is the practice of applying colour to a surface such as paper, canvas, wood
or a wall. Drawing by comparison, is the process of making marks on a surface by
applying pressure from moving a tool on the surface.
Humans have been painting longer than they have been using written language, and
of painting has been repeatedly proclaimed since the 1960's,
painting is still the most conventional medium to make art with. Therefore this
traditionally held practice of making art out of paint means that a progressive artist
will struggle to be unconventional and new.
even though the death

This could be why the exhibition also features a 'project gallery' of abstract and
non-representational works from the University of Warwick Collection. This changing
space will show works by David Batchelor, Terry Frost, Victor Pasmore, lan Davenport
and Bridget Riley among others, in an attempt to illustrate a progression of painting
to the point where it cannot even be termed as painting
This exhibition mirrors our current way of life. There is a feeling of a struggle, a hint
of the biological and medical dependence surrounding the core of systems, numbers
and machines, always interrupted by the musings, ideas and rantings from the
doodlings of the subconscious mind.
Louise Adams

for an alternative review of this exhibition, turn to page27

Parallels in Art and Literature
John Yeadon, James Joyce and Francois Rabelais.

There have been two exhibitions
recently of new work by John Yeadon.

Pabulum, the first, at Browns in
Coventry, followed by Carnis, at the
Wagdas Gallery, London. ln Pabulum
(bland intellectual matter or

entertainment), Yeadon combines
words with images of food, either in
lists or singly, as for example, 'Fish
and Chips' with chimera, 'Full English'
with paradigm, 'Roast Beef and
Yorkshire Pudding' with avant-garde.
ln the Carnis exhibition there are two
major works, each measuring some

12ft x 8ft, composed of hundreds, if
not thousands, of collaged computer
generated erect penises. These are
accompanied by smaller framed
works, which juxtapose words, in the
form of titles, with a background of

male genitalia, on which

are

superimposed a central photographic
image.
Yeadon's work has much in common

with the great lrish writer, James
French
the
Joyce, and
medieval/renaissance scholar Francois

John Yeadon

Lies

;

Pabulum

@

Browns 2005

I

John Yeadon

Rabelais. They have a common
preoccupation with food and eating,
with sex and bodily functions. Yeadon
shares their particular interest in

2005
language, in words, in lists of words,
and very often combines image and
word in a critical, oppositional stance
towards
established social and

Union Jack

political norms, confronting his
audiences with their prejudices and
misconceptions. He is fond of the
grotesque, in the sense that it is
bodily and popular, positive

and

regenerative, a corrective to individual
These
characteristics, some more so than
others, are found in Joyce's Ulysses
and Rabelais' Gargantua and
Pantagruel.

and spiritual pretence.

Fifteen out of eighteen episodes of
Joyce's Ulysses are allocated an organ
of the body. Joyce makes his antihero, Leopold Bloom (Ulysses, or
'Poldy' to his wife), who first appears
in the fourth episode, a character who
relishes food, particularly kidneys. He
introduces Leopold Bloom with the
following Rabelaisian description:

"Mr. Leopold Bloom ate with
relish the inner organs of beasts and
fowls. He liked thick giblet soup,
nutty gizzards,
a stuffed roast heart,
liver slices fried with crustcrumbs,
fried hencod's roes.

Most of all he liked grilled mutton
kidneys which gave to his palette a
fine tang of faintly scented urine."

and when Bloom turns a moment later
and his glance is arrested by the sight
of a young girl, the connection

between food and sex is explicitly
made. Joyce writes, "His eyes rested
on her vigorous hips", and when she
leaves the shop he hurries out after

her,

to

follow "behind her moving

hams".

Descriptions of food and the
enjoyment of vast quantities of food
and drink are a feature of Rabelais'
great work. ln the fourth chapter of
Book 1, Rabelais describes how
Gargamelle, the pregnant wife of
Grangousier, "did eat sixteen quarters,
two bushels, three pecks and a pipkin
full of tripe" at one sitting. Like the
example quoted from Ulysses, food is
often associated with sex, as in the
following, "These two did oftentimes
do the two-backed beast together,
joyfully rubbing and frotting their
bacon against one another, in so far,
that at last she became great with
child of a fair son".
The many digital images of food at
Yeadon's Pabulum exhibition are not
glamorous, like those Yeadon mimics,
the ones which advertise the menus of

franchised eateries, such

as

Yeadon writes in his introduction to
Pabulum, "There exists a primordial
psychological relationship with
food.........as with sex, food is sensua!,
even visceral". This is illustrated
perfectly a little later in Ulysses where
Joyce writes of Bloom's response to a
display of meats in a butcher's
window.

McDonalds and Pizza Express. Yeadon
prefers the 'reader's wives'
photographs of food, the 'raw, vulgar
and awkward', rather than the
sanitised, soft-porn images of the
professional photographers. The
glamour of professional pornography
would immediately be dispelled by the
vision of models indulging in urgent,
natural bodily functions and likewise
customers accustomed to the bland

'The shiny links packed with
forcemeat fed his gaze and he

McDonalds would be turned away by
the vulgar realism of "giblet soup,

breathed in

tranquilly the

lukewarm
breath of cooked spicy pig's blood. A
kidney oozed
bloodgouts on the
willowpatterned dish....."

illuminated advertisements

of

nutty gizzard" or the "fine tang of
faintly scented urine".

Apaft from the images that juxtapose

a

particular food or dish with a
specific word, Yeadon also combines
in a single image, lists of words and
pictorial lists of food. These, he writes

;&4-

John Yeadon

are deliberately chosen to, "represent

Joyce and Rabelais are no exceptions.
Ulysses is full of them, from itemising
" all kinds of lovely objects ..... golden
ingots, silvery fish, crans of herrings,

a collision and confusion of

categories. The words relating to food
were
rejected if the juxtaposition suggested
a particular meaning or relationship".
ln these images, and in those
combining a single image with a single
word, he seeks to puzzle and worry
the viewer into realising how words
and images can be used to direct and
control the way we see the world. We
become disturbed by the unexpected
absence of meaning, the absence of
order, of coherence, and acutely
conscious of our desire to make sense

were randomly selected, but

drafts of eels, codlings, creels of
fingerlings, pu rple seagems and
playFul insects", to a prosaic list of
thirty-two society ladies attending a
fashionable wedding. Rabelais on the
other hand is a veritable glutton.
Chapter twenty-two begins with a list
of games Gargantua plays. The list fills
two pages, some two hundred and
eighteen real or imaginary games, and

chapter fifteen lists

forty-four
defamatory epithets, including such
choice examples ds, shite-a-bed
scoundrels, lubbardly louts and ninny

of things. This need causes us to
search for meanings, for order, in

seemingly disparate images and
words. Try for example, Yeadon's
pairing of an image of 'Corned beef'

lobcocks.

Yeadon also includes menus on the
tables at Browns. They consist of

and threnody (lament). Yeadon takes a
mischievous delight in word games
and in making lists, and as Will Barton
has written, "Literature loves lists".

printed lists of fourteen words and
fourteen images of food. One side
reads: Menu, List, Catalogue, Series,

Programme, Manifest ...etc, and on the
verso, Menu, Diet, Fare, Nourishment,
10

Victuals, Fodder...etc. ln contrast to
the other lists of words and images,

images of heroes. Perhaps in the same
way the disconcerting non-artiness of
Yeadon's images of food, the way they
are presented and displayed, as well
as the dismissive title of the show,
serues to underline the exhibition's

seen elsewhere in the exhibition, these
illustrate categories of words based on

two different meanings and uses of
the word 'menu', and show how the
words within each category diverge
from one another, how they have
different associations and separate

covert seriousness. lt is also an
antidote to the value laden glossy
images of food presented by eateries.

meanings, how they may become the

for new lists and
categories. Joyce, in Ulysses, and even
more radically in Finnegan's Wake,

The wit and humour (humour is an
essential ingredient of Ulysses), the
critical and subversive stance of Joyce
and Yeadon bring them close to
Rabelais. Rabelais' depictions of
joyous revelling, of robust immersion
in the physical, of carnality, of delight

starting points

also forces the reader to pay attention

to words, how they are constructed,
the fluidity of their meanings and
associations, their social, political and
psychological functions. Words once

in

eating and drinking and other
bodily functions, his love of words, of
excess and hyperbole, of grotesque
realism, oppose and subvert dogma
and authoritarianism, narrowmindedness, bigotry, pomposity and
po-facedness.

liberated from the constraints of
conformity, from particular forms of
communication and control, generate
new meanings.

The broad theme of

Yeadon's

exhibition at Browns is concerned with

national identity and culture.

Yeadon's second exhibition, Carnis, as
the name suggests, is closer to the
carnal realm of Rabelais than theJesuit
induced irony of Joyce. ln both
Yeadon's major pieces, Congeries
Carnis Magnus and Congeries Carnis
Cum Orbe, there is an obsessive
delight in collecting and grouping,
creating a visual list and feast of erect

He

writes, "Food is political and central to
national and ethnic identity, but
national identity, along with national
character, is a myth, a construct", and
he points out how many of our
traditions are inventions, such as, how
'fish and chips' was introduced into
England in the 19th century by Jewish
immigrants, 'morris dancing' from
"Moorish Spain and lslamic Notth
Africa" and the traditional British
Christmas Tree had "pagan origins in
Germany". There is also a strong

penises. lt is partly a wish to be
inclusive, to be democratic, to delight
in small differences, similarities and
contrasts, in size, shape, colour,

proportion, disposition, in the
particular and the exceptional. A

underlying political and social
dimension to Joyce's Ulysses. Joyce,
who grew up in Dublin under British
rule and experienced the lst World

pleasure in diversity and individuality,
in the cocksure, the bold and the
brazen, the erect, bull-necked, as well
as the shrinking violet; a wish to
record everything, to leave nothing
out. Seen altogether, however, each of
the individual specimens are absorbed
into a genital mass which forces the
viewer to recognise the reality of his
or her own flesh, free from myths and
the metaphysical. This preoccupation
and exhibition of erect penises is not
degenerate or degrading, it is the
reverse, it is regenerative. lt is a
celebration of the flesh and of the
regenerative organ. An organ that
plays an essential role in the
continuous repeated cycle of life and
death.

War, had an aversion not only to war,
violence and licensed coercion, but to
nationalism, even the particular form
of lrish nationalism advocated by the
poet W.B.Yeats. Like the intellectual,

well-educated

but priggish,

Steven

Dedalus, he feared "the big words that
make us so unhappy", the military
myths of heroism that sent soldiers to
their deaths. The very ordinariness of

Joyce's creation, Leopold Bloom

Jewish advertising salesman,

(

a

an

outsider, who is preoccupied with the

of life), is an
to the
reproach
and
antidote
sensual pleasures

gtamorised, idealised and ennobled

ll

Yeadon's pleasure in word games and
the association of words with images
is found in the group of smaller works
at Wagdas. ln Van Dick, a box of

Mary Partridge
Library Gallery
University of Warwick

Italian 'Van Dick' oil paints (a
reference to Sir Antony van Dyck

1641), the famous portrait
painter and Old Master), is framed by
aesthetically and humorously arranged
digital images of erect penises. ln
UnionJack ll, there is a photograph of
a man exercising, his legs wide apart,
bent fonvard at the waist and with his
arms outstretched and raised to form
the emblematic cross of the Union
Jack. Set against a background of erect
penises, these erections, this hoisting
of the Union Jack, and the other word
associations, Jack-off' and Jolly Jack
(15 99-

irreverent, joyous
quintessential Rabelais. lt

Tar' are

and
is

impossible not to respond to Yeadon's
affectionate, playful but often ironic
sense of humour. lt is what makes his
work memorable and liberating, and
free from being either preachy or
sanctimonious.

lmpossible or not, some people,
probably the great majority, will find
Yeadon's work grotesque and certainly
visceral. Much of his latest work is, to
a greater or lesser extent, difficult to

look at. At the Carnis exhibition a
young woman came ih, walked

This is a curious exhibition of

around, and almost immediately left in
a hurry. Perhaps she was embarrassed
or found the show objectionable or

shows learning and

paintings, artefacts and prints that

humour,
presented as if in a time warp with no
beginning or end. Nothing is dated so
that one is unable to follow any
progression of thought or
development of style. lt is as if one
has entered a room to discover erudite
references in visual form to any
number of pockets of thought, such as
the architectural plans of the interior
of the churches that the 17thc painter
Pieter Saenredam depicted. Or a list of
artefacts found in some archaeological
dig, or names of previous generations
revealed in graveyards and from
census records. lt is all very intriguing
and is evidence of an enquiring and
restless mind, steeped in nostalgia,
roaming through history, cherry
picking the unusual, and even the
ordinary' and elevating it for our
attention to shock us out of dullness

even worse. The lrish writer Flann
O'Brien, whom Yeadon is fond of
quoting, wrote in one of his sketches:

"The brother can't look at

an

egg.....can't stand the sight of an egg
at a11...... he can't go the egg. Thanks
very much all the same but no eggs.
The egg is barred". Perhaps, like 'the
brother', the young woman could not
stand the sight of erect penises. An
example, Yeadon suggests, of the
"baggage people bring to the work".
Nick Smale

see; wwwjohnyeadon.com to view
more of his work. Please be aware that

the subject matter and directness of
some of the images on this site may
cause offence. (ed)
t2

sound representational piece as if

and acceptance. lt is in part a study in

semiotics where icons

demonstrating her considerable skill.
This is an exhibition that hangs in the

have

ambivalences and myths paradoxes,
as in 'lcarus'where a burnt fragment is
presented on a purple cushion or a
grass snake is studded with crystals.
There is a hint here of Schwitters but
the artist can switch to straig ht
painting and provide the viewer with a

wind for there are several levels

attached to most of the work, and one
comes away satisfied visually and
challenged i ntellectually.
Dave Phillips

Mo Enright
Enright

Seven

Mo Enright.
Rugby Art Callery and Museum.
Mo Enright has recently had a solo show of new paintings at Gallery One in Rugby.
They are all landscapes, semi-abstract and atmospheric, of places she has visited
and come to know well. Foremost among these are the landscapes of her childhood,
scenes of the North Yorkshire Moors, where she was born and grew up. Other
regions of the British lsles that have become important to her are parts of lreland
and the Cornish Coast.
Although Enright often makes detailed drawings of the places she visits (and there is
probably no better way of getting to know her subjects), her paintings are not
topographical and she deliberately avoids depicting particular locations or scenes.
They are, in part at least, imaginary landscapes, a synthesis of many different
locations perhaps, recalled during the process of painting. She relies on her memory
and knowledge of these places and particularly on the quality of their light and

l3

atmosphere. She wishes also to incorporate a sense of the landscape's mythology,
the folk-lore that has become associated with its geography and its ancient manmade features. ln her recent paintings Enright has included the Silver Birch, a tree
that has had symbolic and mythic significance since before Roman times. She tries to
convey the idea of the sublime, the power and grandeur of nature (that dwarfs
human existence), together with an awareness of the essential violence that
underlies it. Enright has recently been elected an Associate Member of the National
Society of Painters, Sculptures and Printmakers and has been awarded the Aya
Broughton Prize for 2005 for her Tree Painting, No.77, which she recently exhibited
in London.
Nick Smale

Susie Mendelsson

stage setting for Dance option

Walks of Life
Susie Mendelsson
The Loft Theatre
These works were a surprise as previously Mendelsson has shown large paintings
with white figures in glades seeming to be part of some strange ritual. These works
on display are smaller, more light-hearted, consisting of torn coloured wrapping
paper, creating shapes of the human form.

They are endearing as they represent a whole range of the human condition to
include the frail and the young, from those who dance to those who totter. lt is all
done by hand, so the torn paper has no hard edges, and is simply stuck on to sheets
of white paper in turn.

t4

is something organic, immediate and pleasing about these works, and,
although some pictorial space emerges in the more complex compositions, most are
simple silhouettes of figures involved in some action. lt is a huge change in style and
intention as if the artist wanted relief from the intensity of searching for some
greater meaning to an acceptance of social life for what it is as a theatre of the
absurd.

There

Dave Phillips

Patrick Cau lfield
The White Room Gallery

The resulting image, such as

lf the emergence of Pop Art came as a
breath of fresh air to the 1960s
generation of anists blowing away the

than itself. Most of the

obsessive individualism and
Abstract
introspection of
Expressionism, then the prints of

prints,
however, are more complex than this.
The print, ForJohn Constable, L976, a

direct reference to the

Caulfield seem still today refreshingly
uncluttered and not in fact, as they
once seemed to me, devoid of feeling.

of
Caulfield's prints, the heavy (almost
one centimetre thick) black uniform
lines and the flat spare use of colour,
also challenged the familiar and

than a simple still-life. The
unswerving uniformity of the thick

black lines that describe the various
shapes of the leaves and the flowers
form an aesthetically interesting and
pleasing black and white pattern that
is essentially no different from aspects
of paintings by Sandro Botticelli or
Pieter Bruegel, or for that matter,
medieval stained glass. Caulfield's
colour is almost monochrome: grey,
black and white with a clustering of

comforting still-lives and domestic
interiors of the lntimist painters, such
as Henri Matisse, Pierre Bonnard and
Edouard Vuillard. Caulfield seems to
have shared to some extent the
Minimalist aesthetic of artists like
Robin Denny and Mark Vaux, although

shared

their liking

for

hard-edged
uncompromrsrn9,
abstraction. The work of Denny, Vaux

small red shapes denoting the flowers.
His pleasure in pattern-making is also
evident in Jar (green), L974. The stone
walls, windows, shutters, brickwork,
paving slabs, branches and trellis,
drawn in the same uniform black line,
create a pattern of black and white
shapes that stops, not far short, of
being entirely abstract.

and Caulfield (despite maybe their
protestations to the contrary), invited,
or perhaps challenged, viewers to seek

deeper meaning in their cool,
depersonalised images, which by most
earlier standards, seemed entirely
devoid of any.

a

What makes Caulfield's work

English

landscape painter, suggests that
Caulfield intended the assemblage of
picked flowers, leaves and stems in a
vase, to be read in a wider context

The paired down minimalism

he never

Coat

Stand, appeals because it remains
itself and 'stands' for nothing other

so

ln,"Her Handkerchief Swept me Along
the Rhine" L973, the economy of line
is still there: the white table napkin (or
is it a handkerchieP) is neatly folded
in an empty wine glass that stands on

attractive is its bold simplicity and the
emphasis on pure line and form. ln
such simple black and white prints as
Curtain and Bottle and Coat Stand, he
explores how far he can take the
process of simplification without
loosing altogether the subject's

a table top, denoted by a

single

straight line. lnstead of a laconic title,
such as 'Wine Glass and Napkin',

essential, characteristic appearance.

l5

Caulfield quotes from a line of prose
or poetry that gives to the image of
the white napkin in the empty wine
glass a poetic narrative which I was
not expecting, revealing a quality in
Caulfield's work of which I was
unaware before.
The above example is one of several
prints with poetic titles. "And my Eyes
Bolted Towards the Unconscious" and
"Ah! This Life is So Everyday"are a pair

of similar subjects, dark interiors with
views through a window of an area of
blue sky and a darker blue sea. ln the
second of these prints three birds fly
across the sky. The time of day could
be either late evening or early morning
and both images convey a sense of
uneasy melancholy. There is an air of
nostalgia in another print, Night Sky
(from Eighteen Small Prints), in which
the black shape of a champagne bottle
stands against a deep blue night sky.
ln the sky there are small black stars,
that might also be seen as black
bubbles.

Caulfield

ln"We Wanted to Bleed the Silence"

the words and image powerfully

complement one another. The image,
printed in bright blue and red, of door
handles on a kitchen cupboard is the
kind of mundane, everyday object that
can suddenly become the focus of
attention in a moment of emotional
tension, and which aftenruards remains
fixed in the memory. The words of the
title, 'bleed' and 'silence' indicate pain
or mental suffering of some sort, and
a desire for relief, not only from the
suffering but from the heavy silence
too. The emotional import of the title
is at odds with the matter-of-factness
of the image.
These prints are particularly poignant
because they are unexpected, because
the images are so matter-of-fact and
inexpressive in themselves. They are
pleasurable because they can be freely
enjoyed, unconstrained by any sense
of sentimentality, the last thing an
artist like Caulfield could be accused
of.

Caulfield

Nick Smale
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n.a.ml .e.
N.A.M.E.
New Anists and Makers Emporium
Wanruick

Hall, Stoneleigh -Park.

This was an opportunity for recently qualified graduates to exhibit their work
whether it was fine art or craft an related. There were scores of cubicles, showing
adventurous work that one might expect of those who have just emerged from art
t7

schools. ln addition what was also evident was that many had learnt how to market
their work with cards, brochures and statements.
The emphasis was more art craft related with a tendency towards varying aspects of
textiles, fashion, jewellery, ceramics, basketry, silverware, but there were some
painters, photographers, printmakers and sculptors. Behind this oppoftunity lay the
entreprenurial spirit of Emma Ward and Becca Wall who had put the whole thing
together.

Their aim was help launch the careers of arts graduates and support new artistic
talent and hope the public might invest in unique pieces of work whilst they're still
affordable. As they put it in their catalogue "Who knows which of today's exhibitors
wil! be the next Big N.A.M.E. in the art world"?

The whole place was alive and one felt the intensity of the participants who
themselves would gain from the feverish exchanges I witnessed as they exchanged
notes about their experiences out of college in the real world. lt was being there that
counted, being part of a historical moment with one's peers, and the optimism of
youth radiated and suffused the whole event.

visit www.artistsandmakers.net

Dave Phillips

is something
appealing and timeless about images,
such as Mothers and Children, WI
two female figures facing each other,
one sitting one standing, each holding
a child in their arms, and the Mother
and Child, Vlll, of a young mother
carrying a child on her shoulders. ln
other prints, such as Mother and
Child, XXll, there are several small
images, where he works through
several variations on a single idea.
worked images. There

Henry Moore
The White Room
Leamington Spa
Henry Moore made his first prints in
1931. They were two small exquisite
woodcuts of reclining figures in white
line and printed in black. During the
next fony years, according to the
1973 catalogue, he produced over 200
etchings and lithographs. The majority
of the works on show at The White
Room post-date L973. They are nearly
all Mother and Child subjects
produced in 1983, three years before
the artist's death in 1986.

Many of these etchings employ a
number of different techniques and

were printed in three or more colours.
Mother and Child, XWl, for example,

is composed from three separate
colour plates, a yellow, blue and
brown, and Moore combines the

distinctive rolled and stippled effect of
a roulette wheel, with coarse aquatint
and sugar lift. ln some of these
etchings Moore seems to be interested
in transcribing into print the richness
of texture and colour he achieves in
some late drawings using a variety of
materials, such as chalk, wax crayon,
pastel and gouache. His Mother and
Child Holding Apple, //, of 1981, is a
very fine example.

The Mother and Child theme appeared
in Moore's earliest sculptures of the
1920s and it remained a constant and
undiminished preoccupation
throughout his life. His late prints
testif,/ to this and show him
continuing to explore new variations
on the theme, often reflecting earlier
works in stone or bronze. Like pages
from a sketch book in which he has
jotted down ideas for new work, they
have a simplicity and directness that
might be lost in more elaborately

The only lithograph in the exhibition is

l8

a

mythological subject,

depth by using a loose cross-

Minerua,

Prometheus and Pandora, one of a
series of twenty-five he produced in
1950, entitled Promethee, based on
the translation by Andre Cide of
Coethe's, Promethee. His lithographic
printer, Cavell of lpswich, provided
Moore with a new material to draw on.
lnstead of lithographic stones or

hatching technique.
Some of the best images focus on a
small area of the skull, from which
Moore is able to conjure images of
landscapes and interlocking abstract
forms that echo his large sculptures.

plates, Moore drew his images on
sheets of transparent plastic, which
enabled him to register more easily

The White Room is also exhibiting a
beautiful set of collotypes from the
famous Henry Moore Shelter Sketch
Book. Moore's drawings using pen and
ink and watercolour in conjunction
with wax crayon, are admirably
reproduced by the collotype process,
an early photomechanical technique

one colour over another. These images
to light sensitive
lithographic plates, a separate plate

were transferred

for each colour, and then printed in
sequence and in exact registration.
Minerua, Prometheus and Pandora,
was printed in four colours, blue,

using gelatine plates, invented in
1860, which gave and still gives

brown, green and black.

superlative results. The edition of one

hundred and eighty copies is
accompanied by an original
lithograph, printed on handmade
paper under the artist's superuision

Elephant Skull Album, 1969-70 is
composed of twenty-eight full page
etchings. Most of these are linear
drawings on copper, in which Moore
achieves a great range of tone and

and signed by the artist.
Nick Smale

Henry

Moore

Mother and Child
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Sarah Plumb:
Spaces
exh

ibition of photographs

Old Art Callery, Avenue Road

in this series of
photographic work and they possess considerable visual potency with the ability to
evoke moods of various kinds. Take for example 'Night Spaces' where the images
explore those deserted places that, when fearful, we might imagine a lurking
presence that will materialise from seemingly nowhere and do us harm. At the same
time we see the comfort of someone else's place, with drawn curtains and
illuminated windows behind curtains, and the forbidding chilling lit corner of which
we might encounter that moment where 'we are at the wrong place at the wrong
time'. Or the gravel path leading to that elusive door that seems so impenetrable and
far away as we hear the crunch of footsteps behind us. This is the strength of these
photographs that have a sophistication and technical viftuosity that allows for such
narratives.
There are three major themes which have been explored

The series'Down in the Woods', with a lurking figure visualised against some trees,
caught and enhanced by a setting sun, represents menace that seeks to prevent any
further advance. 'lntimate Spaces' is a complex series where the face of the artist is
portrayed as if stuck on to interior areas in a house, so that the inanimate and the
animate have the same intensity. The sheer shine ,brilliance and tonal subtleties of
these photographs undisputedly establish that Plumb is a master of the craft and
one who has something to say beyond mere recording of a scene. These are
photographs with a difference being both perfect as artefacts and with the minimum
of means creating narratives that have ambiguity and forcefully explore the nature of
fear and voyeurism.
Dave Phillips
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Pete Thornley.
Shed.
Rugby Art Gallery and Museum.
The latest installation by Pete Thornley has been set up in part of the main gallery. lt
consists of a blacked-out cube, four meters square, which the visitor is invited to
enter alone or with one other person, and to remain there for some twenty minutes
in order to experience the full impact of the work. lt is pitch black inside and
virtually empty except for a small box containing a red, glowing dark-room safety
light. After a few minutes the pale outline of a screen becomes just visible and on it
some vague shapes, which, as the eyes become accustomed to the dark, are
recognisable as the indistinct outlines of a shed. While visitors experience the
blacked-out cube, a specially created soundtrack made up of 121 dials resonates
throughout the installation and into the wider space of the gallery.
The installation that surrounds the visitor might be seen as the interior of an empty
shed, with walls and a roof, a physical manifestation perhaps, of the indistinct image
of the shed seen on the screen. The 'Shed', the whole installation, draws our
attention to a fundamental question about what we normally accept as reality. lt
questions our assumptions about how we perceive objects and the world around us,
the degree to which perceptions are subjective and largely determined by what goes
on inside our heads. Pete Thornleywrites, "the experience lof the Shed] is enhanced
the longer the viewer spends in the space and allows their perception to shift". He
notes that audience's reactions to the Shed can be "cathartic, positive and negative,
and generally powerful". The present installation, like much of his other work, is
concerned with "confronting isolation, visual distortion and the allegorical nature of
image and sound".

I am reminded of other work by Thornley, photographs, such as Ghost and
Supplication shown at Tantalus exhibitions (see An Space,20 and 21 resp), the
excellent light installation of Blac Huelin collaboration with Mark llsley's fine ceramic
pieces (see Art Space, 22), or the recent Refugee, installed in Newnham Paddox Park
(see Art Space,23). Like the 5he4 all these have a preoccupation with light, how
images are perceived and how they are interpreted in our heads. Shed and Refugee
are also concerned with alien environments and how we confront isolation, whether
it be shut up in a steel container, from which only the sky is visible, or in a black box
where visual and auditory stimuli are carefully programmed.
The following is an edited transcript of notes taken over a period of twenty minutes
by one person alone in the 9hed.

. it's dark inside. it's empty. it's empty except for the dim glow of a red light and
some vague white shapes, meaningless at first, then becoming indistinct outlines of
a shed. are those trees there, behind, and sky? (looking more closely) yes. the walls
look flimsy. is the door there half off its hinges? it looks like it. abandoned. it looks
. it's getting lighter. is that
abandoned. those sounds. outside. what are they?.
snow? on the roof and ground. i think so. i think it's snow on the roof and the
ground. are there any tracks? footprints in the snow. is anyone outside? is anyone
. . . what's that noise, getting louder, nearer, something moving
else hereT
outside. it's like someone scrapping their fingers over upholstery. i can feel it in my
..

head.whosethereTit'sdeserted.nobody'soutthere.it'sdeserted.......what
2T

time is it? is it late, late evening or early morning? (peering closer to the ghostly
image of the shed, a few inches away) is that door off it's hinges? i can't see. it's at
an angle, there seems to be a gap at the top. is there any snow on the branches of
the trees? i don't think so
. . is it a garden shed? is it a shed at the bottom of a
garden? it looks neglected, overgrown, growing wild. is the house also abandoned?
the windows boarded up, weeds growing everywhere. decaying slowly. it may be
vandalised, doors and windows broken, glass, fag ends, empty bottles on the floor,
tiles off the roof, letting in the rain. perhaps it's in the corner of a field somewhere,
abandoned to rot away. the house? no, the shed. is it empty? no, full of old garden
implements, dust and cobwebs probably, or rusting agricultural machinery. it's
.what time is it? is it getting lighter or still the same?
empty. nothing's there .
it's
still the same.
still dark outside
. . are there any footprints in the snow?
no. nobody comes here anymore. it's abandoned. the roof's thin, chinks of light,
flimsy walls .
. . the sounds are getting louder now. what's happening out
there? the sounds are like sounds from outer space, a vastness outside the walls. a
cosmic wind perhaps, blowing. wind getting up. subsiding, far away .
. things
are moving again outside
. . no. it's quite still outside. no wind. it's cold and

still and dark. is anyone there? no. it's deserted. is there snow on the branches?
there should be if there's snow on the ground. i can't be sure. no, just bare
branches. no footprints? no.
. are you sure the branches are not laden with
snow? lying heavy on the branches, weighing them down. yes. (looking again) yes, i
think so. i can hear something moving, getting nearer. now it's moving away. has it
gone? no, not yet, it's still there. silence. has it gone? is it coming back? silence. no.
it'sstopped.......isthereanysnowonthebranches?(peeringcloseroncemore)
perhaps. are the sounds going to start up again? no, it's stopped now. it won't staft
again.

Nick Smale
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Philip Sutton RA.
Woodcuts, L962-L976.
Pump Room Callery
Leamington Spa
( see front cover
Philip Sutton's earliest prints on show
in the Pump Room Callery, such as
The Ftji Window, 1963, Bek and the
large Christina Nude, both of 1966,
are black and white images that have a
direct and almost brutal simplicity.
Although obviously influenced by the
bold style of German Expressionist
woodcuts, they neither share the angst
of Ludwig Kirchner and Karl SchmidtRottlieff, nor the wild abandon of

)

much that of Matisse's odalisques of

the Near East, but rather of

the
Western tropics, the sunlight and sea
breezes of the Pacific lslands; the
portrait in some ways is closer to Paul
Gaug u in's painting s of Tah itian
women. This is true also of other

female nudes, such as Pacific Lady,
and Green Body, both of 1967.ln the
latter print, the all green body is set
against a black background and the

green head of the woman is framed by
a bright red disc. The colour contrasts
are reversed in, Pacific Lady, the body
of the lady is printed in a deep purple

Emile Nolde.

or purple/black against

chrome

yellow, orange, blue and green.

It is significant that in 1962, when his
contemporaries, Richard Hamilton,
David Hockney, Peter Blake and
R.B.Kitaj, were laying the foundations
of Pop Art in London, Sutton left the
capital to set up a studio in the
Tropics, on the island of Fiji, where he
lived and worked for the next two
years. Like Gauguin, Vernet and
Delacroix before him, he sought
inspiration in a pre-industrial, nonwestern society. ln this respect he has
something in common with the group

.\

Sutton. Nude 1974
The example of French painting,

of British artists, Patrick Heron,

Barbara Hepworth, Peter Lanyon, Atan

particularly that of Matisse (his use of
line and flat colour), seem to be the
most important and long-lasting
influences on Sutton's early and later
activity as a printmaker. ln Nude L974,
the wavy lines of the woman's
shoulders, arms, head and hair, and
the extreme simplification of her
features, are reminiscent of Matisse's
magnificent linear portrait of Charles
Baudelaire. The exoticism of Nude,
achieved more by his choice of colours
then anything else, is, however, not so

Davie and others, who preferred to
work in Cornwall rather than London.
Sutton visited Cornwall and some

half-dozen prints in the present
exhibition are of Cornish subjects,
including, Birds, iky, Land and The
Sea, Falmouth, 6oth of I97I. Some of
Sutton's best woodcuts, such as Boat
Race and Sunrise, achieve

their effects

with a minimum of effort. They are
characterised by purity of colour and
simplicity of line and form. The high
degree of abstraction and the minimal,
23

but essential, referential element in
these images, complement each other
marvellously

Sutton made his prints like a jigsaw
puzzle. The design was first drawn on
a sheet of laminated board then cut

out using a jigsaw. The

separate
pieces once inked in their appropriate
colours were re-assembled and
printed. The characteristic white line
that surrounds each of the shapes is
the thickness of the jigsaw blade.

Nick Smale
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PHILIP SUTTON
an appreciation

I have known Philip Sutton from his student days in the fifties and have always
admired his talent as seen in his work over that period of time. He seems to see
everything in a new light, so that his figures, landscapes, interiors, and portraits
have the excitement of observation that conveys optimism and buoyancy. The
freshness of his imagery is the antithesis of his teacher, Coldstream, with his sober
browns and measured calculations.

Sutton's perceptions lead to a narrative on the character of 'nature' and provide an
enriching experience. The rapidity and accuracy of his mark-making bring the
pictures alive, especially with his intuitive understanding of the aesthetic potency of
colour. He has a remarkably sure hand that seruices his sensibility, for the Sutton
world has an aura that pleases, comforts and reassures. His imagery will lift up the
most dejected persons and give them some measure of hope. His use of colour
makes his paintings seem to sing, with an extraordinary freshness of palette and a
subject matter that is presented with its own infinity.

ln a review of his career one sees an amazing versatility, so that his oeuvre contains
examples of the decorative arts, as did that of Nash and Picasso, among others.
Among his various ventures Sutton has designed stamps for the Royal Mail, and teasets for the Royal Academy. The latter proved so popular that they had to be
withdrawn from service as so many went missing. He has decorated monumental
pots and produced images for Shakespearean plays. Yet none of this activity should
draw attention away from the fact that he is primarily a painter, whose work has
delighted generations with its dazzling chromatic range.

The content of his work regardless of subject has a quality of touch wherein
elements themselves glow but are yet transcended in to a whole. This gives a
richness to the experience of looking at a Sutton. Sutton's colour is all prevalent and
one has the distinct impression that life is good. His work imparts a sense of elation
as if we become full of light, space and colour itself. lt has always been so in his
work, and even as a mature artist, entering the classic phase, there is no sign of
morbidity. lt must have proved hard over the years, especially in recent ones, not to
have acknowledged the negative but that is the strength of his resolution.

24

He has managed throughout his fifty years of painting to retain this suspension of
disbelief. ln my view there will be no Goya black paintings from Philip Sutton in his
late phase as his vision has been to search for the marvellous in both nature and life.
He has through the sheer tenacity of his mind managed to use those pictorial
elements in his work which enable him to converse with his muse, so that the poetics
of delight permeate his consciousness. There is only one thing outstanding now and
that is a retrospective at Tate Britain. His work was bought in L956 and again in
1960 when his talent was recognised at an early stage of his career. He has given his
life to painting and pleased many generations. lt does seem to me that the time has
come for an artist who offers such an individual view and is such an evident talent to
be given due recognition in institutional terms.
Dave Phillips

An Estranged Paradise

Yang Fudong
An Estranged Paradise
Mead Gallery
Warwick University
This is a film that needs to be

more than once. lt's

Estranged Paradise is the town of
Hangzhou in China, famed for its
beauty. The story is simple. lt

seen

reflective,
meditative style is reminiscent (it was
shot in black and white on 16mm film)
of 1950s and 60s classics, such as

Eight and a

Seventh

concerns a young man, an intellectual,
who has succumbed to an inexplicable
illness, an illness which seems to be
connected with the onset of the rainy

Half by Fellini and The

Seal by

Bergman. An
25

season.

lt leaves him strangely

Yang Fudong, who studied

lethargic, apathetic and uninterested
in everything. Thorough medical
examinations, X rays, blood tests, eye
and hearing tests and sessions of
psychotherapy, reveal nothing wrong.
His girlfriend, who stands combing her
long hair before the mirror, examining
her reflection, cannot arouse in him

which an artist is seen painting a
traditional Chinese brush landscape.
This is accompanied by an explanation
of the various brush techniques and
rules of composition governing the
way an artist is expected to work to
achieve harmony between the various
elements within the painting. The film

any sexual desire. The strange malady
persists as long as the rainy season
lasts, but suddenly disappears when
the first Spring blossoms appear on
the trees.

constantly returns to scenes of
modern urban life in Hangzhou, the
famous paradise on earth, and to the
surrounding countryside, the distant
hills, the lakes and the rain sodden
fields and ditches. The contrast

The opening sequence shows the
interior of a flat and its three
inhabitants. The camera passes
dispassionately across the field of
vision to include a little girl sitting

between the painted,

idealised
landscape and the reality of the filmed
landscape, is clearly intentional. A
small terrapin, discovered with great

upright playing a flute, a young
woman reading a paper and a man
looking out of a window into a street
below. ln the street a young man
passes from left to right, followed a

delight by the girlfriend, serves to
lighten for a moment the sombre
mood and the dreary atmosphere of
the rain soaked fields. ln a film where
the dialogue and commentary is
sparse sounds ring out clearly and
evocatively: the slow passing of an
unseen train, the rumble and clatter of
its carriage wheels over iron rails, the
intermittent hooting of a horn, the
noise of a car engine, the barking of a

moment later by a young woman. The

man turns and walks back

Chinese

painting at the China Academy of Arts,
includes a prelude to the film, in

and

confronts her. They talk briefly, then
the man turns and walks away. The
woman follows. Later in the film this
same event is witnessed from a
different vantage point, from street
level, as if seen by a casual passer by.
ln the flat the odd appearance of
bottles hanging by strings, like
washing, above the door to the

dog.

the cultural revolution the
situation of the intellectual in modern
China has become uncertain. The film
expresses something of the confusion
and tension created by a sense of
displacement in a country that is
undergoing rapid industrialisation,
urban expansion and individual
alienation.

Since

kitchen, has no particular significance
until the young woman, walking in the
empty fields, suggests to her boy
friend that they go to the mountains
to collect spring water because it is
said to have curative properties.

of the
past and present, where no
explanation is given, occurs
Such seamless interweaving

Nick Smale

throughout the film. The viewer is
often uncertain if the events he or she
is watching are in the past, present or
the future, whether they are real or
imagined events. The meaning of
many of the images remain allusive
and ambiguous. This uncertainty
about the direction and coherence of

the narrative adds a powerful
psychological dimension to the film
and in the end creates a truer
impression of the way life is lived and
experienced.
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Simpson uses is analogous to that of
insects that burrow and devour plant
tissue leaving behind a labyrinth of
passages. One of the configurations of
lines that appear more than once in
this exhibition are remarkably like the
characteristic patterns associated with
Dutch elm disease.

DJ. Simpson
Selected Works 2000-2005
Mead Gallery,
Wanrvick University.
DJ.Simpson's images are created with

a variety of routing tools on large

ln Ego Tripping,2001, the glossy

panels of HPL (high pressure laminate)
plyr,vood, laminate MDF and

black sheets

chipboard, the bonded surfaces of
which have mirror or coloured (matt
and gloss) finishes. By employing

routing tools

of

of

HPL are reflective and

the lines and forms seem to float on
the surface. They do not register as
having been engraved but rather as
paint dripped on the surface or
applied with a brush. ln a set of six
smaller sheets, Simpson exploits the
illusionistic effects of the materials
and creates a series of deceptively

different profiles,

varying from fine to coarse, large to
small, Simpson has created a great
range of effects. When the surface is
lightly scoured the tonality and colour
of the finish is altered and a painterly

simple abstract compositions
of groups of deeply

consisting

brush-like quality can be achieved,
but where the coarse routing heads,
which bite deeply into the boards, are
used, the d iffe re nt layers of the

engraved linear ovals combined with
similar shallow forms. One of these,
using laminate MDF and a V shaped
routing tool, produces a convincing
three dimensional illusion, in which
the oval rings appear to float above
the surface and to cast their own, offset, shadows. The illusion is totally
destroyed when viewed from close
quarters. The surface is seen to be

laminate are exposed.

deeply gouged, exposing the pale
green layer of laminate in the MDF
board. Due to the overhead lighting of
the gallery these deeply gouged lines
cast deep shadows within the gouged
lines themselves.

The scale and gestural mark-making
of Simpson's work are not, according
to the artist, intended (as some

commentators have suggested) to be
ironic or playful references to Abstract
Expressionism, parodying the large

scale paintings

of

Pollock

or

De

Kooning. The debate about Simpson's
work has been centred largely around

taxonomy; whether his works are
paintings, sculptures, drawings or

installations. Simpson, however,
wishes them to be seen as works that
communicate on their own terms. ln

The images formed are abstract
doodles often in the form of
wandering lines like dripped paint or
pieces of string or thread. ln Hold Up,
2003, using Formica and plyruood, the

a new way of
exploring space, scale, colour and line
and through this an original method of
expressing his own preoccupations
and attitudes.

them he has found

thicker and deeper gouged lines
appear like long calcareous marine
worm casts. The technique that

Nick Smale
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Simon Lewis
and Beverley Scott.
Small Works-Broad Visions.
Lanchester Gallery
Coventry University
There was something of an almost
forgotten past about this exhibition.
Simon Lewis' and Beverley Scott's
small abstract paintings owe much to
the legacy of Modernism; to the
philosophical ideas and theories of
Wassily Kandinsky, Paul Klee, Piet
Mondrian and the Bauhaus. Abstract
Expressionism, Pop and Op-Art, died
out in the 1970s along with flower
power and the hippies, although the
latter, now in their sixties, can still be
found wandering the streets or holed
up somewhere in a small forgotten
town in Western Australia.
What I missed in this exhibition, and
what I have come to expect, is art that
has a critical awareness of the present.

An art that is not

exclusively

a

personal quest for enlightenment but
one that has a social, political or
philosophical dimension
and
engagement with the present.

Having said

this,

however, Simon

Lewis's work does have a flavour of
Post-Modernism. He knowingly mixes
visual clues, which suggest three
dimensional space and form, but at
the same time negate them. There is

also a deliberate crudeness and

awkwardness in his imagery, a selfconscious simplicity and imbalance in
his compositions. This also expresses
itself in brash colours, combinations
of showy pinks, turquoise blues and
vernal greens, which I associate with
cheap plastic consumables.

Beverley Scott's images are much
more restful and tasteful. They are
pleasant, like much of Delius's music,

amorphous and dreamy. But her
images are not arbitrary and she
writes passionately about the
relationship between colour and
music. She is interested in creating

pictorial movement" and

with

compositions that are, "concerned
with opposition, transition, rhythm,
symmetry and balance". She searches
for "colour combinations analogous to

"values, hues and tone, which relate to
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musical sound with warmth and
coolness, softness and sharpness,
discord and accord". ls this asking a

Bars, the Kobe Steak House and the
Aman, could be anywhere, in the USA
perhaps, or in entirely different parts

of the world. Curley also shows
another set of four images in black

bit much of painting?

and white, entitled Grumpy Old Man,
an ageing, unidentified performer on
the stage, a guitarist and singer.

It was probably the American Painter,
James McNeill Whistler, who first gave
musical titles to his paintings in the
1870s, when he called his views of the
river Thames at night, 'nocturnes', and
other colour compositions,
'symphonies'. I think it was the
Russian composer Scriabin, who
became interested in synaesthesia and

Ann Brain exhibits another of her
charming little paintings, entitled
Church.

The title of lris Berger's painting,
Flows of Existence, is, sadly, enough
in itself to ensure failure. Full marks

with the idea of a
machine that would respond to
musical sounds, lighting up in
sequences of coloured lights

experimented

for ambition, but as yet her skill

and
experience as an artist and painter do
not match up.

according to corresponding sequences
of notes.
Nick Smale

Carol Wheeler, on the other hand,
keeps within what she knows she can
do and has come up with some new
ideas. She has printed and impressed
collographed designs into clay. This
technique together with some of the
abstract shapes she has derived from
medieval architecture has potential
and could be used to great effect in a
major piece of work.

The Tantalus Group
Floor One Gallery
Rugby Art Gallery and Museum.

Bridget Aldridge, another ceramicist,
showing some pleasant, delicate,
pale grey/green bowls with flared
rims. Alyson Tyall's Stretched Flesh, is
potentially a very erotic image, but she

is

The work exhibited this year by
members of Tantalus is more gritty

and interesting than in

previous
shows. In particular I liked the courage
of Martin Wilson's two photographs,
entitled El and E2. The former image
is of a beautiful dark-haired young
woman in a clinging low-cut black
dress. She holds a wine glass
containing a thick red liquid and her
face and lips are smeared with the
same. ln E2 an out of focus, tattooed
young woman lies sprawled on a floor
surrounded by discarded fag ends and
syringes. These are rather glamorous

images but their subject matter

could be bolder and more honest
about her subject matter. Emma
Richter's Daydream Believers, has
atmosphere and a sense of mystery
but would benefit if the subject of her
dreaming was included in the image.

Both Martin Taylor's abstract

spray
successful,
although his /n the Sky there is Hope,

painted images are

formed by a complex of 3D box-like
illusionistic forms, suggesting city
architecture, would have made their
point more powerfully without the

is

disturbing and even sordid.

Martin Curley is showing

narrow blue strip at the top. The
claustrophobic effect is diminished.
Without the strip of blue viewers
would have had the satisfaction of
imagining the sky, and thereby

more

photographs. There are a set of four
portraits of restaurants and hotels in
colour and seen at night. Like other
work of his, these seem to be part of

an on-going

documentation,

completing the image for themselves.

an

After all it is all in the title.

autobiographical record. The premises
he photographs, the Sushi and Burger
29

preconceptions and expectations. His
Home is Where the Piece /s confuses
and puzzles and at last raises a wry
smile. Things are not what they are
meant to be, the 'home' is not where

Mark llsley is exhibiting Tall Boy, his
largest raku fired pot yet. The body of
the pot like many of his other pieces is
pierced by a large hole and inside the
hole there are three horizontal bars.
The presence of the hole creates a
subtle change in the contour of the
vessel. As the title suggests, this work

the'heanh' or the'heart' is. The
'hearth'is occupied by an ancient

ceramic electric heater. A red light
illuminates the interior and a revolver
hangs suspended by the coiled wires
of the element.

is cenainly less feminine than his

other pieces, being taller, slimmer and
less curvaceous; the short stubby neck
with a wide dark rim, in contrast to the
rest of the pot, is more industrial than

Nick Smale

organ ic.

Pete Thornley's

to

work always manages

challenge the

viewer's

David Lewis
Watercolours

The Loft Theatre

Anyone who knows about the art scene in Leamington and its environs will know
about Dave Lewis's paintings. ln this exhibition the fruit of many hours of tireless
work in all sons of conditions are on display. First there are the sketches, and then
30

greater visualisations in colour, after which the finished work. lt is this procedure
from the sketch to the completed image that helps give his work that degree of
authenticity which so clearly emerges. The series of Leamington's 'Town Hall' is a
case in point where in one picture the complexity of the building is revealed with
attention to architectural detail that makes one appreciate the brilliance of Victorian
architects. ln another Lewis has concentrated on the pediment at the top and
brought out the elaborate ornmentation in a manner that recalls some festive
occasion with a spatter of marks and a dribble that enhances the accuracy of his
observation. Always he captures the spirit of the buildings he depicts with a palette
appropriate to the building, so in this series of three paintings the reddish glow of
the brickwork against the grey of the stone and his lightness of touch brings home
to us his qualities as an artist. This is to some extent jouneyman art but "Binswood
Hall School" which recalls something of Hampton Court, is a wonderful work as is "St
Mary's Warwick" whose gravity he has caught and set it against the jutting walls of a
medaeval building; and depictions of Kenilworth Castle which although a ruin he has
as depicted with a magnificence that recalls the splendour of Elizabeth's visit in
1575; and the "Rose Window of All Saints Church" at the bottom of the parade with
its intricate masonry and glowing stained glass, seems to transcend the functional
into something more poetic.

These are a splendid set of views, which have captured the essence of important
historical buildings which form the background to our busy lives. Not that he
neglects the contemporary, for many of these scenes incorporate figures, or cars, or
market stalls but always discreetly so that the major motif of the picture always
dominates and satisfies the viewer.
Dave Phillips
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established. lt was reassuring to see
the local dignitaries, including the
Mayor, and several Councillors there
at the opening of this event that took
place in early March of this year,
proud of the art in their midst that
affected their fellow citizens.

THE SECRETS OF
NUNEATON
LESLEY KERMAN
illustration inside front cover

This is public art with a vengeance, for
the 18 bricks that have been removed
from Riversley Park Tunnel, (in a park
where the art gallery and museum
reside) at shoulder level have been
replaced by illuminated spaces, where
objects have been set in resin behind
bullet proof glass. The light intensity
varies and is multi-coloured, pulsating
like a beating heart and so bathing the
objects that are encapsulated in a
warm and sometimes cold glow. This
is art that is both functional, - as it
lights a long low tunnel underneath
railway lines, which has enormous
pedestrian traffic and cylclists galore,
are all
- and nostalgic, as the artefacts
items that have come from ordinary
people but which have significance in
that they relate to Nuneaton's history.
There are references to literary figures

The anist hopes to be able to continue
this form of public art around the
country and it is one that should have
a broad public appeal.

families who have roots that go back
centuries. So the art is a reference to
the realities of Nuneaton on a number
of levels and at the same time each is
a time capsule that evokes memory
and portrays them in an aesthetic
mode. One looks into each space and
there is a quality of intrigue and the
wonder comes from the representation of small but potent
objects set in various contexts, so in
one, delicacy emerges and in another
fragility, and so a variety of moods is

whose work, background

Dave Phillips

White Christmas IV
The White Room Gallery
Places where you can view at first
hand original work by artists with a
"name" and with history are few and
far between outside of the largest

cultural capitals. Leamington

is

fortunate to be the location for The
White Room Gallery which regularly
presents shows of original works,
usually limited edition prints by artists

such as George Eliot, to local
industries, to famous people, and to

and
achievements can be investigated and
validated through publications and the
internet.

Their recent show, White Christmas lV,

featured work by Atkinson, Bacon,
Caulfield, Le Witt, Riley, Rego and
Ruscha amongst several other artists.
As always, the content of a mixed
show provides a fine taster or glimpse
at a genre or characteristic, but
sometimes leaves one wishing to see

greater depth. This

inevitable

frustration may be alleviated by the
variety that such an exhibition offers,
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_J't
from the EnolaGay series

Terry Atkinson

message contained within Guernica
and did Goya change the course of

an artistic pic'n'mix. At this exhibition
the range on offer was a delight to
those with an eclectic taste, and as
always one finds undiscovered or
forgotten aspects of an artist's output,

events within his working week?

ln this exhibition were three works by

or

perhaps more interestingly one
stumbles upon work that provokes
responses that might not have existed
before. lf some of the functions that
art is meant to do is communicate and
stimulate, then White Christmas lV
succeeded. Residing amongst the
familiar was some recent work by the
respected but not generally wellknown Terry Atkinson, a founder

of the influential

and

Coventry University.

The

member

Atkinson,

of this artistic
paradigm were essentially to
underpinnings

interrogate and disrupt conventional
and accepted artistic practices and
conventions. Atkinson's work has
typically drawn attention to socio-

trony,

ideologies start

The materials employed in fabrication_
quite plausibly recovered items from a
skip or two, Hammerite paint,
synonymous with ironwork and DIY
projects, and the suspected
application of the use of an "Enola
Gay" rubber stamp for the image in

the producer is

of strident dogma with the chosen
medium of painting. Only with

to

to

content-subject
conceptual
enter the making-

the

sense imperative.

content that the message will reach a
limited yet receptive audience. lt is
difficult to reconcile the dissemination

hindsight can one respond

the

relationships,

economic and political issues, though
one could postulate that the
production of "art" is a somewhat
redundant vehicle to convey a political

message, unless

the

ln reality these pieces were jottings or
memos for an idea, a thought or
maybe a practice run to experiment
with materials or techniques. They
could comfortably have been trial runs
in a student's end of year show. Their
crudity and what might be regarded as
disrespect to the protocols of
exhibiting were startlingly at odds
with the prices being asked. Then the

provoking Aft and Language group
originally based within the Lanchester
School of Art in Coventry, now a part

of

all dealing with

iconography of Enola Gay, a heavily
laden token of all that could easily and
righteously be the object of contempt.
It is at this point in the exhibition that
the aforementioned functions of art
kicked in.

each

of the

works_ points

to

a

considered cynicism at work. Valuing a

the
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couple

of thousand pounds for an

idea, not particularly original

held up, supported - cradled, almost by industrial steel mesh that is strong
yet light, the individual pieces not
kept apart in pristine isolation but
clustered, huddled together as if for
warmth (maternal metaphors come to
mind). Conspicuous by their absence,

or

illuminating and wrapping it in what is
ostensibly builder's rubble is either
astonishingly risible or impeccably
succinct.

Whilst I know that Atkins is a deeply

the white plinths (that, in their bare
minimality, were trying their hardest
to disappear, to shrink from your
sights and to focus your wandering
eyes exclusively on what's on show)
are, you now realise, anything but
neutral. Laden surfaces, rather;
sacrificial altars that offer up their
contents to view. And, once turned
over to your directed gaze, the pieces
that are presented to you thus are
conceived of in a very particular way:

committed artist with
provenance and respect, I

huge
cannot
shrug off the nagging, gnawing
suspicions that I feel about these
Enola Gay pieces.

But this work has achieved more than
I have viewed
within the last few years. lt has forced
me to examine the ways of looking,
the modes of perception; to
interrogate the visual what? and the
conceptual why?, to read the implicit
rationales and to reconcile these
distinct yet interdependent signals.

any thing else that

as exquisite, inviting, seductive,

at the same time as
finished, stilled, cold, closed, frozen in
time. As objects. As objects,
moreover, that inevitably set you up,
that invariably position you as the
subject, as the solid bourgeois citizen
who is possessed of an appraising,
feminine, but

Michael Hall

appreciative,

and, possibly,

an

acquiring eye.

Durch das Feuer gehen

How break up that sordid contract?
How put viewer and viewed into a
different relation? How display pots
without the deadness of the reliquary?
By turning, this exhibition seems to
suggest, to theatre. or rather - since,
pooled in their spots of light, the

Trial by Fire
Keramikmuseum
Westerwald

pieces othenryise

Germany; April-June 2006

conventionally
displayed could still be thought of as
'theatrical' - by turning to dramaturgy,
a distinction which exhibitiondesigner John Bell, with a background
in designing for the stage, insists that
we make. For it's not just that the
bulbs which illuminate the pieces in
this show are never still, the pots
constantly moving in and out of the
shadows like characters on the stage:

An exhibition by David
Jones designed byJohn Bell
It's the difference that you notice first,

a way of showing that changes your
way of seeing - your way of being,
even - for this is an exhibition that
takes you back to first principles.
Everywhere else in this museum (an
entire space dedicated to the showing
of ceramics - the dream of potters
everywhere) pieces are presented in
what has long become the accepted
vernacular of ceramic display: spotlights, glass cases, plinths. But in this
exhibition the pedestals and vitrines
are gone and instead the pots hang
suspended, heavy yet strangely aerial,

we too are drawn in -

active

participants. Eschewingthe balconies
and stalls that the museum's multilevelled, mezzanined space allows for
- vantage points from which you

might have viewed the

exhibits

distantly, as through a proscenium
arch - the exhibition-design rather

A
leads yoU, guides you in.
photographic frieze on the horizonline - the black-and-white panorama

34

David

Jones

Trial by Fire

photo: Rod Dorling

that is what this exhibition is really
about. Clay cut wet from the soil and

Cornish clay-pit - takes you
down a ramp, round a corner, so that
you are no longer the settled subject,
complacently looking on, but now a
player, or more, perhaps, a neophyte like the uncertain initiate whose rite of
passage it was once the job of the
Greek temple to enact, to dramatise,

of a

fashioned into shape...in myth the

world over a metaphor for humankind:
a scoop of soil, a little spit, the breath
of the god infused and lo! a creation.
Perhaps every potter lives with that
legend, but philosophically-trained
David Jones does so quite consciously,
his material malleable, mouldable to
the fingers, yet with a wayward grain
that still resists and insists on going
its own way: a whole theology there.
So clay has a familiar feel about it, a
deep chthonic connection in which we
recognise our bodies and ourselves, a
creatureliness, a fleshliness. But it
possesses at the same time an
otherness, an elemental quality that
remains alien and strange - the more
so, perhaps, for its ancient familiarity.
For when you dig down, deep and
dark, you don't know what you are
going to drag up, any more than you

to event: its mystic architecture
leading you up its steps, down shafts,
along passage-ways, through

labyrinths, confronting you now with
dead corners, now with blind walls,
until bringing you, disconcerted and
blinking, into a bright courtyard lit
only by the sky. Revelation.

The very approach to this exhibition is

thus experiential, ritualised; and if
you've come this far you will already
encounter the pots in a different way.
With their supports gone, their
habitual props kicked away, they
hover and float, suspended from
above, held up from below, their
gravity now made visible and their

at the end of the
umbilicus, what prodigy or monster is
going to be dragged from the womb.
As Freud pointed out in a famous
know what's

connection with the ground the
question that is newly posed. For
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essay, the Heimliche - that which is
homely, cosy, warm - also shades off,
weirdly, into the Unheimliche, into that
which is uncanny and sinister,
dangerous because hidden away or
secreted from view: something once
all too familiar but now frightening
and strange because forgotten and
repressed long ago.

clay speaks, incants on a generation's
behalf - and the more piercingly for
not being intentionally or consciously
voiced.

This exhibition represents, then,

has a particular

resonance

-

a

homeliness, indeed - in finding itself
housed in Germany, a country with
which the artist is connected now not
only by that past but by experiences
that are quite different: a conscious,
happy, current present of holidays, of
a new German family, of professional
connections, of a long career as a
successful artist in clay.

So the potter's material (symbolically
extracted from the soil) and the
potter's art (his flesh on that flesh, his
act of creation, the process by which
he brings something to completion,
into the light): these will bring with
them the shock of discovery, the
uncertain experience of finding
something which he didn't know but
which, strangely, he finds he already
knew. These pots, then - raku-black,
austere, matt (against iridescent

The enigma of survival. And
something literal, perhaps, to be

found in the prefix of that
word...suggesting that we live on but
not only in time - living beyond our
predecessors, continuing the family
line fonryard - but also in space: as if
to survive were necessarily to live on,
that is to say to live on top of or over
and above what came before, to tread
upon a layer of earth that supervenes
between ourselves and history, to walk
on the bones of the past. That is our
ground. And the pots in this
exhibition demonstrate our profound
connectedness with it. A geological
stratum in which embedded memories
- collective as well as personal - are
brought up from below, specimens
that confront us with the past
(archaeology was Freud's favourite
metaphor for psychoanalysis; and the
exhibition's grids and tessellations
allude consciously to the techniques
used in recording archaeological
sites); but a living ground, as well breathing soil from which that clay is
cut and from which those creatural
vessels are shaped, speaking to us in a
tanguage which we may not be able to
recognise at first but which we can
still, in this exhibition at least, strive
to understand.

gleams), their surfaces pitted, and

often deliberately cut, gouged, slashed
- strain mutely to be understood. But
not until the pertinent questioning of
an lsraeli student would
understanding dawn in the maker's

mind and the process finally be
complete. Not until then would the
connection be made with a darker
past; between these blackened pots,
bearing the imprint of the potter's
hands, the last thing to touch them

before the fire...and other

a

very personal trial by fire, and one that

hands,

blackened by fire, bodies damaged
beyond repair, unceremoniously piled
beside murderous ovens, GermanJewish grand-parents, a flight to
England, a life of exile, survival, guilt.
All known about, and yet not until now
known with that uncanny certitude,
the unmistakable shock of
recognition: the truth embedded in
surprise. A finding out which only the
act of making made possible, the
business of going forward blindly, of
not really knowing what your
motivation is nor what you are going
to unearth. 'No one kneads us again

out of earth and clay', wrote Paul
Celan, his own identity irreparably

broken, traumatised by war, 'no one
incants our dust. No one'. Yet this

Catherine Bates
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consists

Jerwood Photography
Prize

all

metaphorically juxtaposed with the
miserable imagery of her ill father.
Everything from the empty streets to
the bleak snowscapes are directly
linked to the mood and state within

2005
Pump Rooms Gallery,
Leamington

which her father lives, and

his
yearning to be back home in Sri Lanka.
All of these visual metaphors obscure
the true meaning of the situation.

The Jerwood Photography Prize is a
relatively new annual award promoting

talented photographers in the
developing stages of their careers.

ls Nina Mangalanayagam hiding away
from her fears? ls she unable to cope

with the reality of the

Each of the five winners has recently
graduated from a broad spectrum of

creative visual degrees and

of several photographs,

taken of a bleak, Swedish winter
landscape, all of which are

situation
compounded her fathers illness? She
is choosing to use visual metaphors as
a means of showing her fathers
sickness and societal misplacing, but
this message is confusing. There is a
definite element of misunderstanding
and inability to cope and grieve. Her
work is clearly personal but at the
same time is exposed as voyeuristic.
Why is she advertising this situation ?

have

discovered photography as being their
fundamental and single most
imponant method of expression. Now
in its third year, the 2005 competition
has come from London's Jerwood
Space and has been proudly displayed
in Leamington Spa's Art Gallery and
Museum (The Royal Pump Rooms) and
can be seen up until 16th April 2006.

These images are personal and
perhaps should remain so. My
appreciation for the personal and
sentimental has always been slightly

NINA MANGAI-ANAYAGAM _ Snotact The Weight of The Snow Covered Him..

As soon as something
interferes with the reality of a family's
cynical.

existence,

then people

become

confused and cope in a manner they
feel necessary. lt's difficult but they
cope. I would suggest that this is one
of the most poignant things about
Nina's work. She is coping in her way.
Although I would question the
suitability of an art gallery as a vehicle
and environment for her work and her
emotions, one cannot prescribe how
she should express herself.

"The landscape in which my father
lives is cold and harsh and is as white
as the hair on his head. I see this as a
metaphor for snow which wages
heavily on nature, as it is a burden to
As you walk into the room you

greeted with

the work of

my father"
Nina Mangalanayagam.

are

Nina

Mangalanayagam (25), a Swedish
photographer who has based her

ln the case of Nina Mangalanayagam's
work she seems unable to cope with
the idea of her father's illness without

Jerwood winning works on the
struggle her Sri Lankan father is
enduring with illness hampered by
distance away from home. The work

showing some kind of visual diary. She
wants people to know, but this puts us
(the viewer) in an awkward position.
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to sympathise with her
current situation. People may shy
away from these works unless they

Cramer's images vividly depict the
forest in a series of five photographs.
Each image seems to be trying to
combine the observer and the artist's
imagination and to place you into an
environment which wouldn't otherwise
be accessible or indeed imaginable
(apparently). They try to entice you
into their world with a disconcerting
level and range of depth and colour
and pose the question "What's on the
other side?".

We are invited

realise what they are about, read their
content and appreciate them primarily
on technical merit.

She undoubtedly has visual finesse
with the camera but the combination
of this aptitude allied to her fathers
illness seems dichotomous. They are
intensely personal works but displayed
perhaps too revealingly (this is my
primary concern). As a viewer I want to
know more, perhaps more about
Nina's father's current situation rather

than just his struggle

"The worlds

in an alien

environment. The environment of an
art gallery offers a broad exhibitionist
stage, greater than her images would
seem to require. Her work doesn't
need to be so personal nor does her
work need to make the audience shy
away from its true meaning, the work
should inform the viewer.

directly

are

To reiterate, his images are technically
impeccable but his intentions
seemingly are possily suspect. These
photos should simply be about the
image, ignoring and omitting

surrounding stories and imaginary

subtexts. They should and could revel
in their own technical excellence and
the artist's vision. His recreation of the
forest, whilst capturing the actuality,
somehow appears insipid to what
actually exists. He is taking photo
realism within this medium to another
level and in turn rendering the subject
matter arbitrary, unless of course this
was his intention. Why is he recording
something that exists and portraying
it so cleanly and so perfectly? Perhaps
too perfectly? He's extracting our
imaginative potential from the
experience.

It will be interesting to see how her
investigations develop, if she will

continue to

of my imagination

outside any human touch (and sight)"
Daniel Custav Cramer.

and

metaphorically visualise her father
through photography or step back and
take an entirely different route.
DANIEL GUSTAV CRAMER

Woodland (2005)

Because of these factors I am
questioning the purpose and the
underlying reasons of these hyperrealistic photographs. Inexplicably I
find that these images generate an
uncomfortable level of unease.
However I do feel the level of realism
within these photos removes our
ability to engage with them on any
other level apart from the superficial
image. Where is the scent of the
forest? The sounds and the whole
experience of being surrounded by its
exterior? Where is the feeling of
insignificance? An image this size is
incapable of doing this. I am towering

Technically these are the best prints in
the show and Daniel Gustav Cramer
was deservedly chosen as one of the
five Jerwood Winners. Daniel Gustav

over what is meant to be
imagination, there ought to

my
be

something more physical, something
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closer. My imagination is based on
what I don't expect and that which
surprises me. These images do
nothing apart from replicate the truth
(but on a smaller, less significant
scale). Unlike the possibility and

Sarah Pickering and her Public Order
series plays with the notion that we
live in a society 'ready and waiting' .

Her four chosen images are taken
from a police riot training centre

that a painting might
possess, they add nothing new to the
landscape.
potential

showing how the police train for such
an event.

This point of view I acknowledge may
be seen as dismissive, but I am not
prepared to use my imagination for
something already familiar and of
which I am cogniscant . The forest is
about the way it feels, the way it
makes you respond. The fact that

these mathematically rehearsed

images, placed in an art gallery, are
setting out to alter perceptions of the

forest is

someth ing I regard as
questionable and implausible.

lf anything they

dim

inish

the

experience.

The bleak quiet landscape shows no
signs of rehearsal which adds an extra
level of disturbing fear within us. We
know the purpose of this environment
and what this scene is used for, so
why is it not being employed? Does it
really matter? After all, hasn't this fear
been forced upon us? The political
imponance of our terroristfrightened society is clearly shown
within these images, but (like so
many of the other works in this show)
only if you are informed about at what
you are looking, so perhaps they

lf all a photo is doing is to hold up a
mirror to the world, then it is an
empty vessel. lt may be visually
attractive but it is still empty and just
a weak and vacuous depiction of

reality. Photography should be doing
something more with nature, be it
framing or selecting it for some
ulterior purpose, some comment and
some meaning (providing there is
something new regarding the image)
otherwise it is just a second hand
version of reality. Art must be more

than just a mirror, for if literal
reflection is all that exists it can only

be

categorised

as journalism

aren't so transparent.

Her images are as strong as the
subject matter will allow them to be.
They are not attractive, nor do they
warrant any real reward as far as their

or

documentary.

Aft has to offer more than this
platonic notion to have any moral

technical merit goes but they are
documenting something that is all too

worth, value or contribution and I fail
to detect the evidence to suppoft the

suggestion

that Daniel

Cramer's work offers just this.

relevant in today's society. Her work is

a good example of subtle journalistic
photography and shows the diversity

Gustav

seen within the Jenruood decisions.

It doesn't al! have to be art based, nor
does it have to be beautiful in order
to have an emotional impact. The

SARAH PICKERING- Publrc Order
(2002-200s).

impact created within these
photographs comes when you

These are perhaps the most politically
relevant images in this Exhibition.

determine what you are looking at.
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hound? ls he advertising this
animal? lf this is the case then surely
he is using emotional methods similar
to those used by anti- fox hunters and
unintentionally suggests that the
entire audience for the work is against
fox hunting. On one level that can be
seen as the only intent and purpose
for this series of works. Othenrise his
work has no purpose apart from just
being an attractive animal portrait.

fox

This work requires an element of prior

knowledge,

an

societal

awareness

from the viewer.

"This series explores the idea of
imagined threat and response, and
looks at the current issues about fear

and planning for the

unexpected,

merging fact and fiction, fantasy and
reality"
Sarah Pickering.

There's something disturbing about
the fact we are a society living in
perpetual fear and these images
emphasise that state of mind. The
stillness and the emptiness of these
images expand further upon the idea
that we are waiting for something to
happen and why this is the case.
These photographs are amongst the
strongest works in this exhibition. Not
because of their beauty but because of
their relevance. She has chosen a
subject that everyone should and
maybe ought to be able to relate to.
OLIVER PARKER

-

People who know about the subject

The work of Oliver Parker poses many

questions and raises

several

and controversial
issues. He has covered all sides of the
argument with his depiction of
foxhounds, something that is essential
when arguing either for or against the

political issue

of fox hunting.

His

"This series plays with the uncertainty

photographs look at the future of fox
hunting and in turn the unlikely

existence

of the fox

hound

regardless

armoury for their opinions. They are
fully aware of what they believe in, and
why. lf his work is trying to change the
mind of an anti fox hunter who is
knowledgeable in the subject in which
he/she believes, then Oliver Parker's
intentions will not work. Each arguing
side is fully aware of what they
believe. His work is confused by the
dilemma of which audience it is trying
to seduce. On who exactly is he trying
to have an impact? ls his work some
kind of advertisement or petition? lf
his intentions are simply trying to
make people aware of this animal's
beauty then he has succeeded. But if
he is trying to change peoples minds
then his methods are not applicable.
This is a verbal and intellectual
argument, imagery can only provide
(emotional) support.

Foxhounds (2005).

contemporary

of

of political
standpoint, don't need further

fox hunting,

of the future of the foxhound and

(his

ultimately the

long-standing tradition

synopsis).

hu

He has photographed a group of
foxhounds out of their natural

of

fox

nti ng" Oliver Parker.

His work traps the audience, he
doesn't give the viewer a chance to
think about the subject and I'm not
sure whether this is a flaw in his work
or a piece of deliberate intention.

environment which has allowed him to
remove any negative connotations
unfairly associated with this beautiful
animal. ls he really allowing the
audience to have an honest
opportunity to see these animals? By
removing them from their natural
environment he is stopping the
observer from seeing these animals in
the midst of a hunt which
fundamentally is what they are bred to
do and is at the centre of the most
important aspect of the whole debate.
Or are these images simply about the

Without the benefit

of the wratten

statements supporting this series, it
would be difficult to ascertain the
viewpoint of this photgrapher from the
images themselves. Familiarity with
the text enabled one to conclude that
these photgraphs were in support of
the Hunt and all that is encompassed
by it. But his strong and beautiful
40

"l am interested in the perceptions
people have of spectacle wearing-folk
and how they are often unfounded"

depictions show nothing to suggest
that these animals have an uncertain
future. This comes from my own
personal knowledge rather than from
the narrative that the imagery might

Luke Stephenson.

Luke Stephenson has managed to
create something here that is truly
thought provoking. He has tapped into
something that is visually funny and

have provided.

LUKE STEPHENSON- Spectacle Wearing

both fashionable and unfashionable at

Folk 2005.

the same time. Because of this his
work is potentially agreeable to

It seems fitting to end the review of
The Jerwood Photography Prize with
Luke Stephenson His works are a
homage to everything retro, trendy

everyone, something to which all ages

can relate. lt's refreshing to

see

and underground.

something tongue-in-cheek, not too
serious, but at the same time

His retro cool Spectacle Wearing Folk

chosen as one

cleverly
photographs a comedy series of Mug
Shots of a group of 1970s styled
people all of whom are wearing
ridiculously over the top Dame Edna
style glasses. The are a play on
Superman's alter ego Clark Kent, they
stereotypically see wearers of glasses
as geeks, misfits, boring office types,
uncomfortable and unfashionable. The

winners.

and to be
of the five Jerwood

immensely intelligent

portray exactly that. He

models have been styled

With the 2005 Jerwood Photography

Awards comes a huge diversity.
Although many of the works on show
didn't impress me a great deal, I look
forward to what the future has in store
for the five winners, whose vision and
technical abilities are outstanding.

It's clear that the selection has
attempted to combine so many
differing attitudes we hold in our
society and the different opinions

so

convincingly that its almost impossible
to imagine these people as being any
different from what the photo's
suggest. They are your uncles and and
your aunties of 30 or 40 years ago,
and because of this they will make you
smile. They remind you of so much;
even if you cant quite put your finger
on what it is. They are right.. Just so.

people have. The images are variously
political, personal, beautiful and witty.
Qualities which are essential for

attracting and maintaining

an

audience.
Stefan Kaliczak

Luke Stephenson

4l

Spectacle Wearing Folk

Oliver Parker

Foxhounds 2005
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Richort Mqire
9 April

- 3 June 2006

The exhibilion consisls of new ond exclusive originol work on poper

ond convos.

'Secret de Song', 2005

Opening 4 June 2006
Bill Jqckson

Exhibition of new work
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