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Below: A self-portrait by Alison Lambert (2011) 
charcoal and pastel on paper, 850 x 790mm.
Her work and studio are featured on pages 14 – 19
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It has been some time in arriving, but here at last is the eagerly 
awaited ArtSpace 37. We know it’s eagerly awaited from the many 

enquiries about its whereabouts received from regular readers and 
the many voices of praise about its quality heard in the LSA forum. 
The major delaying factor in producing this issue has been the lack 
of an editor since Jonathan Treadwell decided that, with all the other 
demands on his time, ArtSpace 36 had to be his last. So, using some 
of the material Jonathan had already gathered, and while awaiting 
the appointment of a new editor, this issue has been put together as 
a team effort by those listed on this page. 

We should not let this moment pass without acknowledging all 
the hard work Jonathan put into raising the standard of the content 
of this, the LSA Journal, whilst he was editor. Jonathan, we thank 
you and wish you well in your future enterprises. 

This present issue more or less follows the content structure 
developed under Jonathan’s editorship. This time we have 
additionally added a feature on an artist’s working environment 
and methods through the photo-essay on Alison Lambert by our 
art director, Clive Richards. Do let ArtSpace know if you would like 
further pieces on artists’ studios and their ways of working. 

Finally, as LSA moves into a further phase in its evolution (see 
page 29), we wish all our readers joy in the festive season and very 
best wishes for a creative new year! n

37

The ArtSpace journal was first  
published in 1998

The views expressed by the individual 
authors featured in this journal are their 
own and do not necessarily represent the 
views of ArtSpace or the Leamington 
Studio Artists

Unless otherwise stated the copyright of 
the articles and images contained in this 
journal are the property of the named 
authors and artists

ISSN
: 1754-9612
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Dorothy Biddle’s A life well lived: 
a retrospective exhibition  
at the Althorpe Gallery  
reviewed by Dave Phillips with 
Gordon Fyfe 

Are we confronted by a ‘mute 
inglorious Milton’ in the form 
of a superb exhibition by a 

local artist? I think not. True she may 
not be as widely known as she should 
be when we have regard for her work. 
Yet, she has won prizes and executed 
commissions for her carvings at a 
national level.

This exhibition though provided 
an opportunity to experience the 
range and diversity. Among the most 
serious were the portraits and figures: 
Blue Nude depicts a sleeping figure, 
which shows a true understanding of 
qualities of tonal gradations, evoking 
repose with a touch of the sensual.

Portrait of a Man in Grey Jumper, 
Trilby Man, Girl with Attitude, Boy 
with Orange Background are all 
convincing portraits but with the 
additional factor, of people caught 
up in their inner thoughts. This 
characterises the more contemplative 
nature of her work. She seeks to 
render the inner persona as well as  
the facade.

Her sculptures in lime wood, 
pine, cherry, for which she is noted, 
contain humour and a certain 
whimsicality. Owl and the Mouse has 
an endearing quality, where the owl 
perched above a mouse in a hole in a 
tree stump, brings to mind children’s 
stories of Beatrice Potter. The 
innocence indicates her approach, as 
an artist, who does not wish to dwell 
on violence but seeks the essence  
of humanity.

 She finds intrigue and unusual 
associations in displays, whereas in 
Bluebells, a huge cluster of acrylic 

rods rooted in a wooden bed, stand 
in for real ones. Placed in a wood 
with bluebells, their presence at the 
scene adds frisson. It is this sort of 
imaginative transformation which 
characterises her work. A further 
example is Population Explosion, where 
innumerable cotton buds are stuck 
in a vertical panel, allowing a small 
circular area to be bare. It is a telling 
reminder of one of the most urgent 
and pressing problems facing the 
world in the form of uncontrolled 
population increase. The message 
is conveyed in a simple, direct and 
humorous manner but nonetheless, a 
salutary one.

The sheer scale of this 
exhibition, where more than 90 works 
are shown, is testimony to her creative 
energy. Furthermore, her creative 
writing in the form of poetry and 
aphorisms is equally stunning. I loved 
the poem Mufty, which concerns a 
cat, and equals Eliot. It has variety, 
fun and wit. There are other equally 

arresting pieces, all of which point  
to a larger than life person.

Dorothy would seem to be 
complex, analytical, creative and able 
to produce work of the first order. 
This exhibition displays thought and 
feeling. 

It is an impressive monument  
to a serious artist..

Above: Dorothy Biddle Bluebells

Above right: Dorothy Biddle Monk

Right: Dorothy Biddle Bluebells

  
 
1 – 14 October 2012
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Olga and Sonia:  
artists extraordinaire  
by Dave Phillips

It is not so often that one can  
write about a mother and daughter 
who are both artists. This though 

is the case of Sonia Bublaitis and  
Olga Rudenko. 

Olga, originally from Turin, well 
into her late eighties has an amazing 
range of work, which includes 
landscapes and portraits. Sonia has 
an equally wide range but is more 
experimental, as in the case of her 
painting on glass, which won second 
placing in the LSA Summer Exhibition 
at Gallery 150. Both love the 
Contemporary Arts Fair, by the Town 
Hall, in Livery Street. “The Arts Fair 
is a wonderful way to interact with 
people, and get feedback about your 
work. There’s a great buzz in the 
town and it’s lovely to have stalls with 
fellow artists and walk around and 
chat with them about their work”, 
Sonia says, and adds:

“I would definitely recommend 
getting a stall if you are an artist, as  
it gives you exposure and the chance 

Top: Olga Rudenko Holy Trinity Church in  
Stratford Upon Avon oils

Above centre: Sonia Bublaitis Liquid energy 

Above: Sonia Bublaitis The sound of music pastels 
on paper

Left: Olga Rudenko Moonlight in Venice acrylics

to sell your work”. 
Here then is a recommendation 

from two seasoned artists. It is a 
comforting thought to know that 
there is such a team alert, energetic, 
ambitious, thrusting their way into  
the rich art seams of Royal 
Leamington Spa. They symbolise 
the amazing artistic flowering which 
characterises the town with various art 
associations, such as Lsa, ama, Laas, 
apart from an energetic local civic art 
gallery, whose collection is second 
to none, and whose exhibitions are 
inventive and imaginative, coupled 
with the towering Compton Verney 
gallery, only a few miles away. 

No wonder that Olga and  
Sonia are on the top of a wave, with 
the resolute and competent Olga, 
mother, watching her daughter, 
venture into paths of creativity  
which she must wonder at and  
be amazed..
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Clare Milne reviews Reflections:  
an exhibition by Sheila Millward

To coincide with National 
Holocaust Memorial Day, 
27th January 2012, Gallery 

150 hosted an exhibition called 
Reflections by the acclaimed artist, 
Sheila Millward. Sheila graduated 
with a Masters Degree from 
Coventry University’s School of Art 
& Design in 1996 and part of this 
exhibition formed the basis of her 
final show. Her art is held in several 
collections and Reflections has also 
shown in such diverse locations as 
the Royal Academy in London and 
the Raf Museum at Cosford and 
several cathedrals in the UK and in 
Europe, for the purpose of solemn 
remembrance.

This was not a comfortable 
exhibition to view, with its narrative 
focused on the artist’s emotional 
response to the horrors and the 
tragedy of Hitler’s ‘model ghetto’, 
Terezin (Theresienstadt), built 60km 
north of Prague and requisitioned 
by the Nazis in 1941. The particular 
resonance of this camp was its 
pretension to being a refuge for 
creative activity, housing Jewish 
intellectuals, artists and musicians. Its 
sinister objective, however, was not the 
protection of the arts but the eventual 
extermination of its inmates, whether 
on site or through transit to Auschwitz 
and other camps.

The question has to be asked, 
and indeed it has been asked, as 

to whether there is a danger of art 
debasing the horror of the event, 
despite the sincerity of the artist 
and the need for remembrance. One 
wonders whether any individual artist 
is able to reflect through a single 
medium, the overwhelming magnitude 
and devastation of the Holocaust 
without somehow shrinking it in the 
process. The fact that Millward was 
able to visit the remains of this camp 
as part of a trip to Prague might 
suggest that Terezin has been traduced 
in to a grim tourist attraction playing 
on our morbid and sentimental 
fascination with the grotesque. The 
artist herself quotes Eli Wiesel on this 
awkward problem: “How is one to 
speak of it? How is one not to speak of 
it?” It has to be said that choosing the 
Holocaust as artistic subject matter is 
a brave move, and a daunting one.

The exhibition comprised 

three distinct parts. Firstly, there were 
the huge canvases, or ‘assemblages’, 
constructed from found objects, 
paint, bitumen, paper, fabrics, stones, 
ash and dirt, all in earthy hues. The 
abstract imagery sets out to obliterate 
visual memory while, at the same time, 
laying it bare with the use of rough 
materials ‘burnt’ and rolled onto the 
canvas, conveying unwillingness and 
perhaps frustration at the inability to 
evoke the reality of the horror. The 
rough, heavy texture and the industrial 
abstract forms suggest the industrial 
scale and nature of the crime. In one 
particular work, Shoah Hanging, the 
rough-hewn imagery of burnt materials 
with three strategically placed metal 
hinges, representing three gallows, 
might be seen more readily as the three 
crosses on the hill at Golgotha. There 
is an accompanying narrative that 
describes the hanging of two adults and 
a child, as told by one of the camp’s 
survivors. It is almost too harrowing 
to read. That the artist has chosen to 
portray them in this context, forcing 
an analogy between these two world-
changing events, might suggest that, 
as a practising Christian herself, she 
is offering a penitence, symbolically, 
for this great human crime to the 
only place where she feels it can be 
encompassed and forgiven.

Speaking of forgiveness, I find 
it rather jarring that, when Millward 
revisited Terezin to talk to its survivors, 
she “ask[ed] their forgiveness as 
a Christian and Gentile”. This is 

  
 
February 2012

Above left:  My dream mixed media, flanked by two 
mourning hangings mixed media

Above right:  On left War assemblage with objet 
trouvee. And on Right The Gallows Mixed media, 
ash tissue paper and objet trouvé

Below: The Memorial Installation representing  
12 tribes of Israel. Comprising 12 damaged string 
instruments ranging from Cello to half size violin 
upon ash and bitumen shadow
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supposedly her attempt to “transform 
the tragedy without trivialising it” 
though the apology, coming from one 
who is neither a Jew nor a Nazi, is 
bound to ring hollow, even if deeply 
felt. This is not to say that the work  
is not valuable in informing the  
viewer of the atrocities nor that  
the artist does not have a right to 
reflect and express her knowledge  
and experience, but she cannot  
‘own’ the experience.

The second and most 
outstanding part of the exhibition 
was an installation of stringless 
violins mounted at shoulder height 
on long panels. Behind each violin is 
a charred relief of the same, with the 
scorch marks suggesting not only the 
destruction of the instrument but of 
the musician as well. The surviving 
violins have been neutered, rendered 
useless, both by the lack of strings 
and by the loss of musicians. The 
idea of the loss of music is further 
explored by the playing of a recording 
of piano pieces which were written by 
composers, such as Victor Ullman, 
Hans Krasa, Gideon Klein and 
Pavel Hass, all of whom died either 
in Auchwitz or in Furstengrube, 
and played by Auschwitz survivor, 
Alice Herz-Sommer. The 12 panels 
(symbolising the twelve tribes of 
Israel) act as memorials to the 
sacrificed musicians; it is a powerful 
and haunting audio-visual reminder 
of something so atrocious as to defy 
mere prosaic description. These were 
the most successful pieces not least 
because they could be ‘read’ without 
an accompanying narrative.

The accompanying narrative 
formed the third strand of the 
exhibition, though, at times, this 
seemed in danger of overwhelming 
Millward's visual pieces. Including 
pictures and poems drawn and written 
by children, it reminded us that 
Terezin was supposedly designated 
as a place where art and music 
were both practised and taught and 
where children were encouraged to 
be creative. The naïve drawings of 
landscapes and homes surrounded 
by trees and drenched in sunshine 
may be at odds with the reality but 
constitute a poignant demonstration  
of creativity. Overall, the narrative 
served to reinforce the identity of 
Terezin with the death of all art 
forms within its borders. Beyond 
this, the accounts of casual cruelty 

and seemingly impossible acts of 
inhumanity were moving beyond 
words and difficult to read.

When reviewing Roman 
Polanski’s film The Pianist, set 
in the Warsaw ghetto, Jonathan 
Freeland asked the question “... 
can humankind’s darkest hour 
really be conveyed by a medium 
fundamentally committed to 
entertainment?” Whether or not you 
agree entirely with Freeland’s rather 
narrow categorisation of film, it is 
doubtful that the same accusation 
could be levelled at visual art with 
as much confidence, standing as it 
has done throughout human history 
as a medium through which new 
ways of seeing and understanding 
have been forged. This show then, 
stands as a tribute to the victims and 
survivors of  The Holocaust, both in 
its outrage and in its sympathy, and 
affords us another potential ‘way 
in’ to comprehending a part of that 
unspeakable chapter in the history of 
human baseness..

Above : The Commandant’s Garden Mixed Media 
and objet trouvé

Below: Child of God Charcoal drawing on brown 
wrapping paper
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Clive Engwell’s 
Harrier at Kandahar
reviewed by Dave Phillips

This picture prompts a 
meditation on deception. 
Why, when this image seems 

so straightforward, as a visual 
presentation of an extraordinary 
aircraft?

Clive’s paintings always do 
seem clear and precise, whether they 
be flowers in a bowl, or facades of 
houses fronting a bowling green, or a 
portrait. He has an extraordinary skill 
of simplifying what he sees, in a most 
adept way, so the essence of the scene 
confronts the eye in all its innocence. 

This painting seems no 
exception, with the Harrier Gr9 set 
against a vivid blue, depicted from an 
angle which allows its features to be 
easily read, set on a yellow grounded 
runway, with little blue wheels and a 
tricky dancing shadow underneath the 
plane, contrasting with its stillness. 
The cognoscenti, such as Clive will 
be able to read and articulate its 
specifications. It takes your breath 
away and brings Biggles and Boy’s 
Own up to speed in one instance,  
and we marvel. 

You should know it has a Terma 
Self Protection System, a Sniper 
Targeting Pds, and the Pavenway 
500lb Grs, Laser Guided Bombs. It 
is not a child’s toy. In fact it has been 
used in the Falklands war, Bosnia, 
Iraq, Afghanistan et al. Recently, 
owing to cuts the remainder of the 
fleet has been sold to America at 
bargain prices. It could take off and 
land on your favourite Aunt’s lace 
table cloth. Incredibly it has been 
replaced by the Tornado.

But why deception, you ask? 
It stands there a beautiful artefact, 
bursting with the product of scientific 
and technological advances. No doubt 
without such endeavours it is likely 
our mobile phones, our computers, 

our medical instruments and so on, 
would be less advanced. It is like a 
graceful bird but it is deceitful. 

The image comforts the eye 
but not the mind. We realise, on 
reflection, it is a massive weapon of 
destruction. The firepower of this 
plane is awesome. Can you imagine 
it screaming down on its target, and 

pulverising it. Wherever it goes on 
a deadly mission, it leaves a trail of 
horror. When we think about it, and 
not just look at it as a cuddly toy, we 
see it for what it is. Mind you, there 
is the moral ground that to keep 
evil in check you need a righteous 
defence, however reprehensible, and 
so the ultimate sanction of nuclear 
weaponry. 

 Often in religious paintings we 
see barbarous acts, such as beheading 
or people being blinded, and we 
despair that most of the twenty six 
major religions of the world, who 
profess love and humanity, have 
dark histories of despicable acts of 
cruelty and massacre, which even now 
continue. Looking at this picture, you 
would not realise, at first glance, that 
it falls within this remit, and that is 
where the deception lies! The artist 
can console himself with the thought:  
“Art is a lie that makes us see the 
truth” (Picasso).. 

Harrier at Kandahar (2012)  
acrylic on canvas 900 x 600mm



F
e
a
tu

re
s

 
A

rtS
pace journal num

ber 37  W
inter 2012/13  

w
w

w
.L

S
A

-artists.co.uk

7

Royal Academy
Summer Show 
2011 by  
Dave Phillips

The dates of the Royal Academy 
Summer Show are a key event 
in many artists’ calendar. This 

year was the 243rd Royal Academy of 
Arts Summer Exhibition, 7th June to 
15th August’11. It is the opportunity, 
or so artists think, to have a chance 
to exhibit in the capital. Many in a 
provincial setting are congratulated 
on being accepted by their fellow 
artists, albeit with a tinge of envy. 
An examination of the facts brings 
into play a number of factors. This 
year, Michael Felmingham from 
Leamington Spa was accepted but 
very few others. He has a London 
dealer and is well known among the 
London circle. One might ask why, 
considering Leamington has as many 
artists, and good ones at that, as  
St Ives? Of course it could be that  
not many submitted works. 

An RA can select an artist of 
his own choice but this is a rare 
occurrence. How lucky to be such an 
artist but it shows the huge advantage 
of being an RA. 

Of this number 575 non-RAs 
exhibited 682 works, with the total 
number of artists exhibiting 679. The 
RAs percentage of work exhibited 
was 43%, which meant other artists 
exhibited 57%. RAs constituted 
15.3%, and other artists 84.7%. 
One can see from these figures and 
percentages the dominance of RAs.

An RA can select an artist of his 
choice without the normal selection 
process being applicable, although the 

selection committee must approve the 
choice! This is also a rare occurrence. 
With these facts, one sees how lucky 
or able an artist is if they are selected. 
It also points to the extraordinary 
prestige and advantage of being an RA! 

A further interesting feature is 
the pricing of work by the RAs 
(15.3%), which if realised in sales 
would have amounted to £4,834,155, 
nearly five million pounds. One notes 
that the non-RAs artists (84.7%), sale 
prices if realised amounted to 
£2,305,452. The sale price of 84.7% 
of the artists was about half that of the 
RAs 15.3%! The most expensive piece, 
a bronze sculpture, by Tony Cragg 
RA called It is, it Isn’t was priced at 
£272,676 and the most expensive 
non-RA work was by Paul Wager, a 
bronze sculpture called Requiem was 
priced at £100.000. The reverse was 
equally interesting with the least 
priced work by an RA called London 
Skyline by Paul Koralek priced at 
£220.00, and likewise the cheapest 
piece by a non-RA artist was A Book 
of Emblems by Timothy Hyman, 
priced at £25.00. What most artists 
realise is that at the Royal Academy 
Summer Show a huge number of 
works are sold. On occasion artists 
(non-RAs and others) state that 
editions are available for sale, too. 
Equally interesting is the fact that 106 
works were not for sale, of which 54 
were those of RAs and 52 of non-RAs.

Another fact of interest is that 
most of the RAs residences were given 
as London, which might mean they 
live there or their dealers are located 
there or they gave the Royal Academy 
as their address, (this year 8 RAs did 
and 1 non-RA) but see the illustrated 
map. Non-RAs were slightly more 
dispersed, but there seemed to be on 
the whole a predominance of artists 

living in London or the South/East. 
There were only a few artists from 
the North, a scattering from the 
Midlands but most are from London 
and the South with the South East in 
predominance. Is this to do with the 
selection process or do fewer artists 
from the provinces, especially far 
from London, bother? Maybe many 
an artist having been selected over 
the years and then not so, gives up 
the struggle. The cost of submission 
is high, £25.00 per submission, the 
transport not cheap, and there are 
other hassles, of which artists are 
fully aware. It is a considerable fag 
and to be rejected is not a pleasant 
experience, although most artists get 
hardened.

The selection process consists  
of twelve artists and architects 
forming a committee and indicating 
their preferences as the works are 
passed in front of them. Sculptors 
must initially submit three prints  
or colour laser prints, taken from 
different angles. The maximum size  
for a particular work (excluding 
sculptures) is 244 x 350cm. If accepted 
there is still the snag of not being hung 
because the curators of each room to 
which the work has been assigned, 
think a particular piece does not fit in. 
This is a bitter pill to digest, for your 
work has been SeLected but Not 
HUNG. Many an artist has suffered, 
but that is the way of art. You have to 
be tough to survive the constant 
erosion to your self-esteem. Even if 
you get a piece into the Royal 
Academy you might get it rubbished 
by some art critic! There is something 
like 200,000 visitors, many who pride 
themselves on forming a collection 
from work bought at the Summer 
Show. There are various prizes to the 
tune of £70,000 each year for those 
selected for outstanding work. Any 
artist (non-RA) can submit up to two 
works. So, all in all, things are more 
complex than most realise, when they 
submit work for selection at the Royal 
Academy Summer Show. I hope the  
facts as stated above enable you to  
gain a more informed view and your 
disappointment, if encountered, will  
be better balanced by greater 
knowledge. It still seems worth the 
effort to submit and like the lottery, 
hope your number comes up! .
Researched by Dan, my grandson, and my 

friend Ted Atkinson(sculptor). DP.
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8 As a teenager I was fascinated 
by poster art. A move with  
my family from Ireland 

to London in the late 1940s, gave 
plenty of opportunity to absorb, what 
seemed  to me, an amazing visual 
feast. Poster art was at its zenith in 
those pre-television days. Well-known 
artists such as Graham Sutherland, 
Paul Nash, Edward Bawden, Ben 
Nicholson and others all contributed.  
Hoardings seemed to be everywhere, 
urging us to visit Kew, travel by 
Underground, take a trip to the 
countryside by Greenline Bus, shop at 
Selfridges and so on.

My childhood had been a happy 
one. Much of it was spent in Donegal 
where we had plenty of outdoor 
activity and freedom to roam at will, 
though there was little exposure to the 
arts. But from an early age I had been 
scribbling, drawing and colouring, 
and was generally happiest with a 
pencil or paintbrush in my hand. 
To ‘do art’ when I grew up was my 
ambition. London opened up great 
possibilities.        

When the time came to choose a 
career, graphic design was considered, 
by my pragmatically-minded parents, 
to be more ‘useful’ than fine art. So 
followed three years at the Central 
School of Arts and Crafts. Basic 
design, life drawing, typography, press 
layouts, package design, book jackets 
and illustration were the order of the 
day. Regrettably, no posters. With no 
computers or Letraset to make life 
easy, every design to be presented to a 
client had to be hand produced. Skill 
in doing fine lettering was important. 

Scattered memories of that time 
come back to me - John Minton in 
the book illustration class sitting and 
demonstrating by direct drawing  
(I still have two such examples, 

Liz Marsh: a personal profile

framed and hanging on my wall), and 
William Roberts in life-drawing class  
drawing a limb or torso in the corner 
of one's paper in his pared-down, 
simplified style. A visit to the printing 
room in the basement was a must for 
all aspiring typographers. There we  
were shown the actual upper and 
lower cases, compartments in a 
cabinet, where the lead letters were 
kept ready to be set up and used in 
the printing presses.

At last, with a portfolio of work 
under my arm and an interview at 
a large advertising agency, this led 
to a job where I worked on designs 
for Liberty’s stationery among 
other things. I learnt that for special 
customers especially grand headed 
and embossed notepaper was used.

Marriage, a move from London 
and bringing up a family brought 
this to an end,  though I did get to 
do some posters after all. For about 
10 years I produced large, handmade 

posters at the request of the vicar 
to brighten up the rather gloomy 
frontage of St Paul’s church in 
Leamington. At Easter, Harvest and 
Christmas they would be on display 
outside. I don’t know how much 
impact they made, but I enjoyed 
doing them, and finally got posters 
out of my system.

In the meantime I had been 
painting intermittently, until in 1972  
I joined the first intake of the new 
Mid-Warwickshire Diploma Course 
in painting and printing-making, 
under the aegis of Simon Lewty  
and Roger Walker, and later  
Barry Burman and Neil Moore,  
to all of whom I owe a great debt. 
They encouraged me to follow my 
own instincts, even when these 
seemed to go against the fashionable 
trend of the day. I have been painting, 
learning and exhibiting ever since.

Living in a town, much of my 
subject matter now has to do with 
buildings. Edward Hopper inspired 
and gave me the confidence to pursue 
urban landscape as a worthy subject. 
Houses have a presence, an aura of 
mystery, their occupants often unseen. 
Sometimes a house may be only 
half-glimpsed over a hedge, through 
an archway or at the end of an alley, 
which is intriguing. The quality of 
light and an evocation of mood are 
important to me. “The greatest 
mystery is in the greatest clarity” 
according to Paul Nash. My style is 
clear, my intent is to push towards  
the mystery.

My images are realistic. 
Some may ask why not just take a 
photograph? Hasn’t painting moved 
on since the invention of the camera? 
Photography can produce stunning 
images, but it doesn’t do the same 
thing as a painting. To me the tactile 
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Opposite: Small house  
oil on canvas 560 x 400mm 

Top: Street of little shops  
oil on canvas 500 x 760mm

Bottom: Beside the tollbooth  
oil on board 460 x 350mm

quality of a painting and the direct 
link between the artist and his work 
is of paramount importance. Realism 
I find to be the best way for me 
personally to express what I want.

I believe any gifts we have are 
God-given. So apart from the sheer 
enjoyment of creativity, to me to 
despise the gift is to insult the Giver, 
and this becomes an important 
motivation and inspiration in 
persevering. 

I strive towards excellence and 
hope that some of what I feel comes 
through in my work..
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           ART PSYCHOTHERAPY SERVICES 

Art Psychotherapy is sometimes called Art 

Therapy. It is similar to a ‘talking therapy’ for 

example counselling. It can be used when a 

person has issues or concerns which they 

need help from a therapist to work through. It 

is different from a ‘talking therapy’ because 

art materials are used in sessions.  

Sometimes it can be very difficult to talk about 

something which is painful or problematic. 

There are times in life when words don’t quite 

say it.   

Sometimes when something traumatic or diffi-

cult happens to a person  the brain may store 

it at an ‘unconscious’ level. This means we may 

not have access to it all the time; our 

’conscious’ mind has blocked it off.  Some-

times these stored feelings can cause prob-

lems. 

Art Psychotherapy  can help a person or child 

‘unpack’ these feelings  and understand them 

better which helps them to move on to a 

healthier  place.  

What is Art Psychotherapy? Who can benefit? 

Art psychotherapy can be beneficial for 
many different client groups. Art 

psychotherapists work with adults, 
older adults and  children. They work 

with people with mental health 
problems and people with learning 

disabilities. They work in many settings 
including the NHS, prisons, schools, 

therapeutic communities and private 
practice. Art psychotherapy can benefit 
people in a great variety of situations 
and can be adapted whilst staying true 

to the core principles.    

Art psychotherapy  
by Jessica Timmis

What is art psychotherapy?
Art psychotherapy is 
sometimes called art 

therapy. It is similar to a ‘talking 
therapy’ for example counselling. 

It can be used when a person  
has issues or concerns which they 
need help from a therapist to work 
through. It is different from a ‘talking 
therapy’ because art materials are 
used in sessions.

Sometimes it can be very 
difficult to talk about something 
which is painful or problematic.  
There are times in life when words 
don’t quite say it. Sometimes when 
something traumatic or difficult 
happens to a person the brain may 
store it at an ‘unconscious’ level. This 
means we may not have access to it 
all the time; our ‘conscious’ mind has 
blocked it off. Sometimes these stored 
feelings can cause problems.

Art psychotherapy can help  
a person or child ‘unpack’ these 
feelings and understand them better 
which helps them to move on to a 
healthier place.

Who can benefit?
Art psychotherapy can be beneficial 
for many different client groups. Art 
psychotherapists work with adults, 
older adults and children. They 
work with people with mental health 
problems and people with learning 
disabilities. They work in many 
settings including the Nhs, prisons, 
schools, therapeutic communities and 
private practice. Art psychotherapy 
can benefit people in a great variety of 
situations and can be adapted whilst 
staying true to the core principles.

The art psychotherapist 
I am a Health Professionals Council 
registered Art Psychotherapist. I 

am also a member of the British 
Association of Art Therapists. The 
term ‘Art Psychotherapist’ is a 
protected title and I am bound by this 
body to work in a safe way.

I have worked within a variety 
of settings including schools, the 
Nhs, social services, miNd and ms 
services. I am currently planning and 
implementing work with rape, sexual 
abuse and sex worker services to 
incorporate art psychotherapy within 
their existing projects.

I will work with a service to  
see how the approach could be 
beneficial and tailor the work to the 
needs presented.

What forms might the work take?
Art psychotherapy can be conducted 
in groups or individually. It can take 
the form of a brief intervention or a 
longer piece of work.

Pilot experiential sessions can 
also be conducted so that clients can 
get a sense of the work and how it 
may benefit them. Tailored, bespoke 
sessions and projects can be planned 
around the needs of particular 
services..
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 Jessica Timmis 
60 Parklands Avenue 
Leamington Spa 
Warwickshire 

07878740749 
01926 316411 
jessicatimmis@hotmail.co.uk 

Contact 
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The illustrations are a combination of random 
‘google’ images and a reflective sculpture. They 
visually highlight aspects of the art psychotherapy 
process. Actual images made by clients in the 
process are kept confidential

Top left: Brain scribble

Top right: Broken wing

Bottom right: Perching

Below: Reflection
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Gerald Green  
on price  
fixing

In response to the request for 
suggestions at the end of Andrew 
Stibbs’ article What’s it Worth? in 

ArtSpace 36, regarding the criteria for 
pricing works for an exhibition, here 
are a few alternative suggestions that 
may be helpful. 

I have always held the belief 
that, if you really want to sell your 
art works, then you will need to be 
realistic from the outset and offer 
them for reasonable prices, because 
at first, what people are prepared to 
pay for your work will probably have 
to be found by trial and error and it 
is much better to gradually lift your 
prices than have to do it the other 
way round. Generally when you 
become involved in selling anything 
(including art works) you are entering 
the commercial world and there 
are two determining factors to bear 
in mind, namely, cost: the amount 
to be paid for a work and value: its 
worth. Therefore, in theory, the 
value of any item should be reflected 
in its cost. But I am certain we all 
have possessions that, for a variety 
of reasons, may have considerable 
intrinsic value yet, in monetary terms, 
might also be relatively worthless. 
So here it is essential to think only 
in terms of ‘market value’, that is, 
the price the market would place on 
your work. Should you be fortunate 
enough to be represented by one, or 
more, private commercial galleries, 
then their sales will dictate the market 
price for your work and these prices 
should remain constant whenever 
you show, or sell your work anywhere 
else. However, to begin with, if you 
are unsure whether there is a market 
for what you are doing, deciding 
what you consider to be a reasonable 
selling price can be more difficult. So 
what other factors might be relevant 

in influencing your decision?
Principally, I suggest that, at 

the very least, you should aim to 
recoup your expenses. These will most 
likely include mounting, framing, 
exhibition submission fees, gallery 
sales commission and any travelling 
costs. If you are organising your own 
exhibition then you may also have to 
pay for the hire of the exhibition space 
and your own publicity costs, such as 
printing invitations and catalogues, 
together with any advertising and 
postage costs you incur. I suggest that 
you completely disregard the time 
it has taken to produce the work. 
Attempting to quantify the price 
of a work based on an hourly rate 
is frankly absurd. Creativity takes 
as long as it takes and that’s that. 
When asked by an onlooker how 
long a painting had taken to produce, 
an artist friend of mine replied, 
“….two hours, plus thirty five years 
experience”. 

If you wish to reach a wider 
audience and decide to submit 
work for national exhibitions, or 
competitions, there may well be the 
added expense of having to travel 
further afield and depending upon the 
distances involved, you may consider 
such costs to be prohibitive, although 
there are specialist courier firms who 
will undertake this for you, but they 
don’t come cheap. Conversely, you 
may take the view that even though 
you will probably incur a loss, it 
may well be a valuable promotional 
opportunity by giving your work 
greater exposure to a wider audience, 
although quantifying the likely 
benefits in financial terms would need 
to be seen in the long-term. 

A more immediate short-term 
solution, particularly in these times of 
economic doom and gloom, would be 
to set your prices in relation to your 
likely audience. For example, consider 
the level of disposable income within 
the range of prospective buyers who 
might visit the annual Royal Academy 
Summer Exhibition compared to 
those who might go to an art society 
exhibition in the local art gallery and 
museum in a provincial town. Equally, 
these audiences will vary from those 
who tend to support the activities 
of an exhibition in a local library, or 
village hall. For mixed exhibitions, 
an option might be to compare the 
quality and sizes of your works to 
those of the other artists and then 

relate your own prices to theirs. Again 
it really depends upon how serious 
you are about wanting to sell your 
work. Under these circumstances you 
may well receive far less than what 
you would have liked but a sale does 
mean you won’t be taking the work 
home and you will have gone some 
way at least, if not completely, to 
covering your expenses and you may 
even make a profit.

Whether people buy your work, 
or not, will largely be out of your 
control but the psychology of selling, 
to a degree, is about manipulating 
audience perception. The key is to 
make your work, at whatever level at 
which it is priced, appear reasonable, 
without of course undervaluing it. 
For example, if in an exhibition all 
the paintings were priced within the 
same range, this could be perceived 
in two ways, either that they are 
all expensive, or that they are all 
reasonably priced, so it is conceivable 
that your audience, depending on 
individual perception, could well be 
divided in its opinion. Alternatively, 
if just one painting from the previous 
example, say the largest, or the one 
you consider the best, were to be 
priced considerably higher, this could 
then give the impression that, either 
the expensive painting is overpriced, 
in which case by comparison, the 
rest would then appear reasonably 
priced, or if the larger painting were 
considered to be reasonably priced, 
the remainder, by comparison, 
would then appear very reasonable. 
Interestingly, you may also find that 
there will be someone who will want 
to buy the expensive painting, simply 
because it is the most expensive.

Sometimes it may even be worth 
‘casting your bread on the water’, in 
other words, either giving or loaning 
paintings to friends. In turn their 
friends will see them and may be 
interested in buying something from 
you for themselves.

I take the view that one of the 
best places to exhibit paintings is 
on the walls of the people who have 
bought them..
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12 Why have so many British 
artists been attracted to 
harbours as subject matter? 

I don’t mean industrialised ports, but 
fishing or former fishing towns and 
villages, which tend to be out of the 
way and lightly populated.  

We live about as far away as you 
can get from the sea in Britain, but I 
bet (as I write this in March) that this 
year’s LSA Summer Show will have had 
its share of harbours. Cotswold village 
art shops are full of harbour scenes 
and coves, usually Cornish. Harbours 
are well represented in local galleries. 
In Leamington Gallery you can see 
land/seascapes such as five excellent 
earlier seascapes by the Victorian 
John Burgess (Jnr), all of which 
have land and harbourial objects in 
them, Boats in Harbour, Mevagissey 
(1935–6) by J.T. Williams and The 
Ebb Tide by Leamington-born Edith 
Reynolds. The last two, both from 
the mid 1930s, illustrate the scope 
which harbours give for disposing 
shapes (boats and contrasting rocks) 
in a design upon ground (seawater 
and beach) in a composition secured 
by surrounding quays and walls. In 
Birmingham City Gallery you can see 
Brummie David Cox’s paradigmatic 
Lynmouth Harbour (c1820) (Acc. 
no.1925 P70) with seawall, boats, 
cottages, etc, among other works by 
him, many of which are of harbours. 

Harbours have featured in local 
exhibitions this year. In the Stour 
Gallery’s Celtic Winter exhibition 
of early 2011 about a fifth of the 
pictures were coastal and some of 
the best of these were of harbours. 
The Celtic West – Cornwall, Wales 
and Ireland – has more than its share 
of harbours, but they also get more 
than their share of depictions from 
artists who move there, temporarily 

Harbours by  
Andrew Stibbs

or permanently. Alfred Wallis, that 
sophisticated ‘naïve’, on show 
last spring with Ben Nicholson at 
Compton Verney, is a different case. 
On the whole, his most powerful 
pictures are of remembered and 
imagined boats at sea, often fighting 
storms and giant waves, with only 
fish or icebergs, or often a single 
lighthouse for company Although 
there is rarely a close relationship 
between his seas and his lands, he did 
paint harbours because he grew up 
in them and lived the latter part of 
his life in St. Ives. And his pictures, 
with their quays and old boats 
with rigging, provided the standard 
icons which incomers took as the 
material for their harbour-based 
pictures. Wallis’s Schooner Approaching 
Harbour is in Compton Verney’s own 
collection. In St Ives, Harbour, Hayle 
Bay and Godrevy and the Fishing Boats 
of 1932–4, the boats nestle between 
the two quays like seeds in a pod or 
little birds in a nest.

I applaud this predominance 
of harbours. Harbours have sound 
aesthetic attractions, which I’ll come 
to. But there are other, connected, 
reasons for their popularity with 
painters. They are historical sites of 
settings off, landings, and invasions, 
and of piteous wrecks and heroic 
rescues, an ‘island nation’s’ direct 
connection with the element that 
made it mighty. Their cliffs expose a 
more ancient history in sediment and 
fossil. There’s the self-perpetuating 
tradition that art and harbours go 
together At its worst the tradition 
leads painters (and I don’t mean just 
the producers of holiday souvenirs) 
to think that, since great artists have 
done harbours, just to do harbours 
makes great art, by whoever and 
however it’s done: harbours are 
considered ‘artistic’ in themselves, 
whether depicted artistically or not.

Merely to have the word 
‘harbour’ in your title helps. Its 
positive connotations earn its use in 
the brand of shirt I’m wearing, and 
in the paint colour lists of decorating 
suppliers (e.g. Zoffany) and even bed 
manufacturers (e.g. Revival Beds).

It is a British tradition to take 
harbours as subjects, established 
by watercolourists such as Cox and 
Bonington. But, coinciding with 
new possibilities of rail travel and 
seaside day-trips and holidays, the 
Impressionists added momentum 

and cachet to it with their new tastes 
for, and ways of depicting, skies and 
stormy or sunset-reflecting seas.  
Monet, for example, was a Norman, 
who often painted Normandy’s 
harbours, ports, and resorts: it was 
a sarcastic review of his Le Soleil 
Levant over Le Havre that gave the 
movement its name (Wikipedia, 
‘Impression, Sunrise’). And French 
artists had been anticipated in their 
depiction of French harbours by 
the English (e.g., Cox’s Calais Pier 
[1919] and Bonington’s French Hulk 
[1953 P43] both of which are in 
Birmingham Gallery).   

Another non-aesthetic reason for 
the cult of harbours has been material 
rather than cultural. Specially before 
cars and roads were ubiquitous, if 
you wanted to go and paint at the 
seaside, harbours with their fishing 
villages were where you could find 

Top: Karen Wade: Winter Harbour. acrylic on 
canvas. 510x560 mm by permission of the artist 
and The Stour Gallery

Bottom: Alfred Wallis: St Ives Harbour; Hayle Bay 
and Godrevy and the fishing boats. c 1932-4. Oil 
on card 288 x 405mm. By permission of Compton 
Verney Gallery
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cheap food and accommodation and 
free models. (And if you chose one 
of the harbour-resorts like Dieppe 
or Dover that were beginning to 
attract moneyed holiday-makers, 
you could find buyers for your work, 
too.) You could also find other artists. 
Artists’ colonies were founded near 
harbours: Northumbrian Cullercoats; 
Yorkshire Staithes; Cornish Lamorna 
and Newlyn; and – most famously, 
prestigiously and long-lived – Wallis’s 
St. Ives, where the long English 
landscape tradition overlapped and 
still overlaps modernism. It’s more 
than a British quirk too. Some of 
the French artists’ colonies were on 
the coast, or in harbour villages at 
river mouths. Many of these were in 
Brittany (Cornwall's geographic and 
ethnic twin) like Gauguin’s and Emile 
Bernard’s Pont-Aven in the 1890s 
(though to be honest I have seen only 
one of their works from Pont Aven 
that shows the sea).  

But what most attracted the 
original harbour artists and the 
colonists, and kept their successors 
coming to the fishing coasts, was 
what the sights of the harbours had 
to offer aesthetically. Those seaside 
sunsets, reflections in still harbour-
water, and the peculiar light (Patrick 
Heron talked of the humid St Ives 
atmosphere being saturated with light 
reflected from sea on three sides and 
then being refracted onto the land 
in a steady brightness which cast no 
shadows [Sylvester, 1998 P.24]). Then 
there are the grand headlands, and 
the architecture: quaysides, cranes, 
lighthouses, chapels, monuments, and 
jumbles of humble cottages. There 
are the elegantly sculptured shapes 
of boats, of sails, and the traceries 
of rigging and mooring ropes which 
seem to section the transparent air 
like wires or threads in a sculpture 
by St Ives-based Barbara Hepworth. 
Add the paraphernalia of coloured 
floats, lobster pots and seagulls for 
decorative motifs, and the old salts 
and tars in their ultramarine jumpers, 
cobalt smocks and lemon oilskins  
and all gives a licensed escape from 
the tyranny, at least for British 
landscape painters, of green.

Less obviously, but maybe more 
importantly, there are the shapes 
of harbours. Some paintings look 
across them, depicting one arm 
of the horseshoe as a background 
contrasting to the foregrounded 

depiction of the other arm, the site of 
the viewpoint. Cox uses this format 
in a Dover, with rugged rocks in 
the foreground, then frail human 
figures on a beach just beyond, the 
bay and buildings in the middle 
and cliff and castle looming in the 
background. Whether deliberately 
or subconsciously, other viewpoints 
give special emotional connotations 
to pictures of harbours. Many 
of  Turner’s harbourscapes look 
outwards, from Plymouth Hoe, 
Scarborough, or Dido’s Carthage 
to the dangerous, or beckoning, 
sea beyond. A Christopher Wood 
of Treboul (1930) looks seawards to 
the dangerous Bay of Biscay past a 
church. The converse is rarer, perhaps 
because it would need the artist to 
work in a moored boat (but Cox 
also did Dover from the sea, also in 
Birmingham [1927 P676]). Some, 
like the Wallis of nestling boats,  use 
the possibly subconscious appeal of 
the enclosing womb-like space of 
harbours, protective, ‘harbouring’, 
and in the ‘viewing across’ format - 
possible to view and depict in their 
wholeness, solidly protected all round 
except for those dangerous openings 
to the sea. Harbour as womb, 
perhaps, sheltering its occupants  
from the oblivion of the vast and 
violent sea.

Most of Christopher Wood’s 
best and best-known works were of 
harbours in Cornwall and Brittany. 
His typical and unidyllic Porthmeor 
Beach (at St Ives and on the cover of 
Button [2003]) is in the ‘protective’ 
format. You have two headlands and 
a sea-wall, both enclosing on three 
sides the rough beach; rocks near 
and far, frail boats with rigging and 
in the foreground an old male figure 
with cloth cap and pipe, dwarfed 
by the land-, beach- and sea-scape. 
All this in Wood’s unmistakable and 
unprecedented rich but restrained 
earth colours. In the Stour’s Celtic 
Winter show, James Campbell used 
the same viewpoint for a beautifully 
composed and coloured side-view of 
a Pembrokeshire bay. In a meeting of 
modernism and the harbour tradition, 
Karen Wade’s Winter Harbour had a 
powerful first-sight abstract, like a 
two-dimensional Hepworth, in which 
on more leisurely contemplation the 
shard shape protruding across the 
bright centre became a headland seen 
against a bright sky, beyond a circle 

protecting three possible boats, and 
over a foregrounded quayside and 
past the edge of a building. Simon 
Pooley (also see ArtScape 30 P.17), a 
migrant to West Cornwall,  had three 
harbourscapes, of which ‘Newlyn 
Moorings’ deployed a pattern of 
boats, quay and mooring points, all 
bathed in a diffused light worthy of 
St. Ives and captured by his delicately 
translucent over-painting. His (sixth 
biennial) one-person show at the 
Stour in Spring showed Pooley 
turning more often inland for his 
subject matter, but there were still 
harbour pictures with a special eye 
for the paraphernalia – flags, mooring 
poles, oil drums, a barber’s pole-
patterned barrier (in ‘Quay’) as well 
as the boars, buildings and rocks (at 
which he is a virtuoso).

Harbours are mostly pretty 
places, full of visual interest, but 
the best artists see and have seen 
them as sites of powerful form and 
provocations of deep emotions, 
and picture them transformed 
accordingly..
Top: David Cox: Lynmouth Harbour (c 1820) 
watercolour 250 x 365mm copyright Birmingham 
Museums and Art Gallery

Bottom: Richard Parkes Bonington: French Hulk 
(1820–28) watercolour 360 x 258mm copyright 
Birmingham Museums and Art Gallery
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Alison Lambert was born in Surrey, 
England in 1957. She studied at 
Leek School of Art and Coventry 
Polytechnic, graduating in 1984 
with a Ba (hons.) in Fine Art. Since 
then her work has been exhibited 
widely and since 1999 she has been 
represented by the Jill George Gallery, 
London. She is also represented 
by the Nicholas Metivier Gallery, 
Toronto and by Pratt Contemporary 
Art, UK.

Over the past twenty years, 
Alison has established a reputation 
as one of the foremost British artists 
working with the human figure. 
During this period she has had a 
studio at the canal basin in Coventry 
where she works with the Canal Basin 
Trust helping to provide affordable 
studio spaces for young artists.

During the early part of her 
career she produced many powerful 
paintings and drawings of animal 
and human forms, often combining 
them in strange, dream-like tableaux 
which evoked a world of mystery 
and impending violence. She 
subsequently produced calmer and 
more monumental images, deriving 
her subject matter from classical 
Greek statuary and literature. 
Later, following visits to medieval 
churches and other religious sites, 
she was deeply moved by early 
Christian iconography which led her 
to abandon her classical, idealised 
influences and to produce figures 
and portraits which displayed greater 
emotional intensity.

As her work gradually took on a 
more naturalistic character, she was 
drawn to the photographs of Native 
Americans, made by Edward Sheriff 
Curtis (1868–1952) – images which 
led her to escape the influence of 
classical idealised forms and stylised 

religious iconography to produce a 
series of portraits with a greater sense 
of realism. It was this development 
that permitted her a deeper 
exploration of the subjective states 
of her characters. She has recently 
established a print studio at the canal 
basin and has begun to produce 
monotypes of the human head. Two 
of these prints have been recently 

bought for the British Museum  
Print and Drawing Collection.

Other collections of her work 
include: The Victoria and Albert 
Museum; Coopers and Lybrand; 
Deloitte; Bank of America, Jersey; 
Birmingham Corporate Collection; 
private collections in the UK, Europe, 
Usa, Canada and Australia.
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15A lison Lambert’s studio is in 
the 18th century renovated 
and re-purposed warehouse 

on Coventry’s terminal basin to 
James Brindley’s Grand Union Canal. 
Entering the warehouse from the 
street, through a small personnel 
door in one of the several huge 
wooden cargo gates, is like stepping 
into a partially moated, monumental 
monastic fortress. Behind the vast 
defensive gates are the canal-side 
loading and offloading bays. Narrow 
wooden stairways and landings zigzag 
their way up from the bays to the 
labyrinth of galleries and cells which 
now serve as studios and workshops 
for artists and designers. Navigating 
the labyrinth one passes redundant 
pieces of ancient canal machinery 
– winches and weighing machines 
which the innocent might take for 
medieval instruments of torture. 
You could imagine yourself being in 
one of Piranesi’s dark satanic three-
dimensional mazes. Near the top 
of this mysterious place, through a 
hobbit-size door, one steps down into 
Lambert’s brightly lit studio with its 
whitewashed brick walls and ceiling 
showing exposed beams. The studio’s 
window is made up of many small 
rectangular panes, a recurring feature 
of the warehouse, characteristic of 
vernacular canal architecture of the 
period. The wooden planked floor 
is littered ankle deep with remnants 
of creative activity. Books, objet d’art 
and the accoutrements of the artist’s 
alchemy are all over the place. This 
is where Lambert, always dressed in 
black when working, and always  
with her familiar, a black cat called 
Lilly, conjures her massive, spell-
binding effigies.

I am privileged to have intimate 
access to record some of the normally 

secret moments of creation. Like 
Eamonn McCabe I’m ‘photographing 
the most private of places – the artist’s 
studio.’1 For once the artist herself is 
the subject. Although not an extensive 
photographic survey, such as David 
Douglas Duncan’s ‘celebration’ of 
Picasso,2 or Ernst Scheidegger’s ‘traces 
of a friendship’  with Giacometti,3 I am 
nevertheless trying, in a small way, 
to capture with my pocket digital 
camera an impression of Lambert’s 
working environment, perhaps a little 
of her character and something of 
her particular and special methods of 
production.

In the process of making her 
very well known, monumental, black 
and white charcoal drawings of heads, 
a key feature is the use of torn paper. 
Here there is a link to a small aspect 
of some of my own previous work 
– photographs of torn advertising 
posters.4 These photographs are 
of accidental creations produced 
by unknown vandals whose frantic 
and careless subtractions from the 
carefully fashioned designs of others 
offer the possibility of alternative 
interpretations to those intended by 
the original progenitors (Fig. 1).

Lambert takes an opposite 
trajectory – one of studied addition, 
starting with a blank sheet and 
painstakingly progressing, over weeks 
of work, towards a deliberately crafted 
conclusion. Fragments of paper 
are torn up and individually glued 
in place on the emerging picture 
rendered in charcoal. The pieces 
of paper are often modified in situ 
through scraping and cutting with a 
knife. At frequent stages this process 
of accretion is carefully regarded, 
both directly and in mirror image, 
before further torn pieces are affixed, 
sometimes occluding previous work. 

Alison Lambert’s studio: 
a photo-essay by Clive Richards

This article is reproduced from the 
book Alison Lambert: Face to Face 
ISBN 978-0-9542273-2-6 published 
in 2008. 

ArtSpace is grateful to the book 
publisher, Canal Basin Trust, 
its editor, Alan Dyer, the artist, 
Alison Lambert and the author/
photographer, Clive Richards, for 
permitting the reappearance of the 
piece here. 

The text is presented in full, but for 
reasons of space, the pictures in 
this photo-essay have been edited 
down from 46 to 15. However, 
whilst they originally appeared in 
the book in black and white, they 
are shown here for the first time in 
full colour.  

Facing page: ‘…through a hobbit-size door, one 
steps down into Lambert’s brightly lit studio…  
This is where Lambert, always dressed in black 
when working, and always with her familiar,  
a black cat called Lilly, conjures her massive,  
spell-binding effigies.’

In addition to Face to Face, Canal Basin Trust 

has published two other books on Alison 

Lambert’s work: The Human Image  

(2002, reprint 2009) isBN 970-0-9542273-0-2 

and Emotion and Expression (2005)  

isBN 0-9542273-i-x.
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Figure 1: ‘SM#01 Hitchcock moment’ from 
Accidental Subversions by Clive Richards

Her evocative images are quite 
literally ‘constructed’ through the 
gradual addition of torn layerings. 
Recently she has extended the range 
of her work to include printmaking – 
a natural addition to her always black 
and white oeuvre. 

Through the following short 
photo-essay I have tried to reveal 
something of the way Lambert uses 
these processes. My intention is 
to present, as if in episodes from 
a graphic novel, moments which 
characterise a little of how and  
where this artist generates her 
powerful imagery..

Below: ‘Alison Lambert’s studio is in the  
18th century renovated and re-purposed 
warehouse on Coventry’s terminal basin to  
James Brindley’s Grand Union Canal.’
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Right: ‘You could imagine yourself being in one of 
Piranesi’s dark satanic three-dimensional mazes.’

Above: Clive Richards reflects on photographing 
Alison Lambert at work in her studio:  
‘I am privileged to have intimate access to record 
some of the normally secret moments of creation.’
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Below: ‘Books, objet d’art and the accoutrements 
of the artist’s alchemy are all over the place.’

Left: ‘In the process of making her very well known, 
monumental, black and white charcoal drawings of 
heads, a key feature is the use of torn paper.’
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Left: ‘The wooden planked floor is littered ankle 
deep with remnants of creative activity.’

Below: ‘At frequent stages this process of 
accretion is carefully regarded, both directly and in 
mirror image…’

Left: ‘Recently she has extended the range of her 
work to include printmaking – a natural addition to 
her always black and white oeuvre.’
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The Front Room, 96 Farringdon Road, London  
5 October – 30 November 2011
Curated Art Project London Art Fair
18 – 22 January 2012

Because photographs are 
generally framed, hang on 
walls, appear in books, in 

magazines and newspapers, we 
have come to identify them most 
readily with paintings and prints. 
Since its invention, photography has 
been greatly influenced by painting 
(and vice versa, think of Degas) in 
terms of composition and subject 
matter, the use of techniques such 
as collage and stylistically in the 
work of poetic landscape painters. 
Its relationship with prints and 
printmaking is technically closer still. 
It could be argued that photography 
is the ultimate printmaking process 
in that it makes possible what other 
reproductive processes, etching and 
lithography in particular, had been 
trying, not entirely without success, 
to achieve, namely a method of 
reproducing a complete range of 
continuous tone.

As a creative medium, 
photography was considered inferior 
to that of painting, sculpture and 
printmaking; the mechanical 
(chemical) nature of the process 
was seen to be too restrictive. This 
can hardly be sustained today. 
Digital photography and computer 
generated imagery can rival painting 
in size and more importantly allows 
photographers considerable freedom 
to manipulate images and assemble 
them, as a painter would, starting 
from a blank canvas. I’m reminded 
of Jackson’s extraordinary series of 
digital prints, entitled Morphenia  
of 2006.

Jackson has always been 
fascinated by the creative possibilities 
offered by technological advances 
and the work of other artists, past 
and present, has also been central to 
his image making. This continues to 

Bill Jackson: Cabinet of Curiosities 
by Nick Smale

be true in his latest exhibition at the 
Troika Gallery, where he explores the 
possibility of changing our perception 
of photography from its historical 
role as a means of documentation 
to photographs as objects. Jackson’s 
latest work further blurs the line 
between photography and other art 
forms, particularly sculpture, with 
interesting results.

For this he turned to his large 
collection of artefacts, his Cabinet 
of Curiosities, objects salvaged 
from rubbish dumps, skips and the 

roadside. He has photographed and 
presented them (some are modified 
by the addition of other elements) 
in ways that remind us of museum 
collections. The individual works, 
however, are not free standing; apart 
from one exception, they occupy wall 
space and, in one way or another, are 
contained within frames. 

In Relics photographs are 
trapped between sheets of glass so 
that they may be seen as specimens 
sandwiched between slides, like 
micro-organisms, prepared for 
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21observation through a microscope. 
This leads us into that strange and 
surreal world that is characteristic of 
Jackson’s personal vision.

Another group of works, 
entitled Heads, makes use of an old 
hatter’s model, which is recognisable 
as a human head, but one without 
any human features and therefore 
expressionless. To the head he has 
added, in turn, an assortment of 
different items: pieces of leather, 
drawing pins, plaster forms etc., and 
the heads are named accordingly: 
Leather head, Pinhead and Plaster 
head. The heads are photographed  
mounted on pedestals, the way a 
sculpture might be exhibited, and the 
photographs are set into glass fronted 
boxes, which resemble museum show 
cases that would normally display, 
pinned in neat rows, collections of 
butterflies or moths or exotic beetles.

The largest exhibit, Imaginary 
People III, is one of a series of 
photographs of paper dress patterns 
stitched together to create a figure 
that has a torso, arms and legs, but no 
head. The paper figure is suspended 
from the ceiling with hooks and 
threads so that the whole structure 
is subject to the least breeze. The 
illusion of some kind of life that 
this creates is recorded in the series 
of large photographs, one of which 
hangs from the ceiling of the  
Troika Gallery by an Oldenburg  
type coat hanger.

By presenting his photographs 
as objects, Jackson has succeeded, 
I think, in broadening the way we 
perceive them. It is a strange and 
subtle conjuring trick. It gives the 
photographed artefact, in its absence, 
a strange presence, a particular 
resonance. In a unique way each 
object is isolated. It lives within 

the photograph, within its box, 
sandwiched between slivers of glass.

Jackson’s choice of artefacts are 
worth further comment. They are 
objects that carry no cultural baggage. 
By this I mean they are not objects 
that are generally recognised as 
having a cultural significance or value, 
and no monetary value either. In this 
way they are free to be discovered by 
the artist. They are not ‘collectables’. 
They are rather things that people 
throw away, or keep because they 
don’t like to throw anything away. If 
the owner and the object stick around 
together for long enough the object 
and the owner may well become 
inextricably linked and the object 
will acquire for its owner a special 
value and resonance. In his own way 
Jackson is drawing our attention to, 
and celebrating, the homeless and 
forgotten, the debris of our throwaway 
society. In so doing he endows it with 
a resonance that is quite his own..

Relics collection:

Top left: Reagan

Top right: Pink scooter

Bottom left: Maid of honour

Bottom right: Pifco

Imaginary People collection:

Above left: Imaginary people V11

Above right: Imaginary people X11

Head collection:

Opposite: Pidgeon head

Opposite top right: Pinhead

Opposite botton left: Fish head
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Alfreda McHale at Charlecote Park  
by Jonathan Treadwell

Charlecote Park has been  
home to the Lucy family  
since the 12th century and  

like many such stately seats 
generations of family history have 
steeped the place with a legacy and 
a collection of art and objects from 
around the world; a familial version 
of Oxford’s Pitt Rivers Museum 
perhaps. Into the gardens and out-
lying buildings of this esteemed and 
formidable arena Alfreda McHale 
was invited by the National Trust to 
emplace her installation works for  

November 2011 – March 2012

the duration of last winter.
Three installations were 

presented by McHale: Trolley, 
Runcible and Seeking Pearls each 
showing the artist’s profound and 
sharply existentialist exploration of 
the passing of time, of social mores 
and the circle of material production. 
Indeed, with the heraldry of the 
Lucy family based around the motif 
of the Pike (lurking in the waters 
of the nearby River Avon) which 
in heraldic terms has attendant 
symbolic meanings of ‘adaptability’, 

‘determination’ and the ‘flow of life’ 
it seemed a very fitting location for 
McHale and her works. There is the 
‘flow of life’ in the history of the family 
in this place, in the way that Alfreda’s 
works affect the viewer and in her 
own personal history: she is a retired 
midwife after all! This latter quality 
is perhaps the basis for Alfreda’s 
grasp of the dichotomy between 
the existentialist acceptance in the 
glorious absurdity of life and the all 
encompassing personal importance  
of family, children and the future.
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The first work that would have 
been found by visitors to Charlecote 
Park during last winter would have 
been Seeking Pearls: located in the old 
laundry building this was a welcoming 
old fashioned sweetshop with row 
upon row of jars of glittering and 
tempting sweets on wooden shop 
shelves… until one got closer to 
the shelving when the objects were 
revealed to be not sweets but equally 
glittering and tempting buttons of 
every hue, size and variety! Here the 
visitor was encouraged to sit down, 
relax and sift through the thousands 
of buttons – sorting them by whatever 
category or criteria they wished into 
jars and placing them back on the 
shelves. All silver buttons of any size; 
all buttons of whatever colour as long 
as the size of a two pence coin; red, 
white & blue buttons – the different 
collections chosen and sorted by 
the public showed how universally 
appealing this interactive installation 
was. After all, most of us probably 
dimly recall visiting a grandmother 
or aunt in our childhoods whose 
home held odd collections of ‘things’ 
such as pin cushions, balls of wool 
and buttons. This was art about the 
near-universal archetype of the safety, 
warmth and love of being a child 
within a family. 

There was also the sense of a 
treat – such as a ‘child in a sweetshop’ 
– because after all, how often does 
anyone get the chance to sit and play 
with so many thousands of buttons? 
Hidden away from the cold grey 
skies of a damp British winter the old 
laundry room offered the pleasure of 
unexpected, but welcome, personal 
meditation and tactile indulgence.

The ‘flow of life’ theme was 
perhaps most directly highlighted by 
the hundreds of cutlery pieces that 
were planted into the bare dark earth 
of the Charlecote flowerbeds leading 
away from the house to the stables 
and orangery. This was Runcible – a 
delightful deception: walking casually 
along the path one might glance up 
at the flowerbeds as one approached, 
perhaps the thought would occur: 
“hmm, what flowers would flourish 
here in the deep mid-winter?” But 
then the winter sun might emerge 
and the ‘flowers’ take on sharp glints 
of reflected light, impossibly metallic, 
impossibly colourful. Planted in 
clusters of spoons, bunches of fish-
knives, shrubberies of up-turned 

forks McHale presented a numberless 
swathe of cutlery as flowers in 
both metal and colourful plastic; 
finely crafted formal dining cutlery, 
everyday teaspoons and robust 
picnic ware.  Just as the family home 
of Charlecote Park contains many 
trinkets, treasures and souvenirs 
gleaned from generations of the Lucy 
family’s travels around the world; 
Runcible was made up of materials 
that could similarly have arrived at 
Charlecote Park at that particular 
time from anywhere else on the 
planet. The finely engraved desert 
spoons made with Empire-mined 
metals and milled in a Victorian 
Sheffield factory, the brightly-handled 
picnic knife made from plastic derived 
from oil and extruded through 
machines in China, shipped to 
Western shops. The utilitarian forks: 
thin steel machine-pressed and sold 
in the Tesco Value range, an archaic 
ice-cream scoop once beloved of a 
child but discarded – job lot – in a 
charity shop. These were everyday 
objects used by everyone, ‘high’ or 
‘low’ society, young old, families, state 
dinners – yet all brought together 
down a myriad of pathways and 
histories to this flowerbed, in this 
place, at this time, at the behest of this 
artist. The title of the piece obviously 
makes reference to:

“They dined on mince and slices of quince,

which they ate with a runcible spoon…”

Edward Lear (1871)  

The Owl and the Pussycat

 
And this is certainly an artwork that 
sits alongside the delightful verbal 
invention and a poet’s delight in 
the sounds of words, both real and 
imaginary, of Lear; here is an artist’s 
delight in the sense of objects, both 
their real purpose and the imagination 
of altering their presence to our 
senses. There is however an additional 
layer of meaning for Runcible (one 
that is probably unanticipated by 
Alfreda). It is one which stems 
from the use of Lear’s nonsense 
terminology in much of modern  
(i.e. post-millennium) Sci-Fi writing: 
‘runcible technology’ is a general 
term used by a range of writers in 
the field to describe technology 
that enables travel to other worlds, 
instantaneous communication across 
interstellar distances or other exotic 

and theoretical particle-physics 
phenomenon – ideas which blend 
seamlessly into Alfreda’s installation. 

In keeping with Alfreda’s 
forever-young and uncynical mindset, 
her Trolley installation piece saw one 
hundred and eleven old-fashioned 
tea trolleys slinking their way through 
the shrubs, bushes and trees behind 
Charlecote’s orangery building out 
towards the ha-ha, beyond which 
pasture the herd of fallow deer have 
accompanied Charlecote Park since 
at least the Tudor era. Although 
perhaps lost on the ruminating deer, 
these trolleys represent an idea of a 
lost age of domestic conformity, of 
an era without smartphones, social 
media, or even daytime television! At 
a time when hosting afternoon tea was 
something either proudly routine or a 
social aspiration these trolleys would 
have been objects chosen and used by 
women to display and present their 
ability as hosts, homemakers, their 
ability to stand alongside the tradition 
of the man/husband as a household’s 
‘breadwinner’. Each individual trolley 
was presumably chosen by someone 
as suitable for their home, or indeed 
never sold and thus jettisoned to 
a charity shop, but each was also 
designed at some point – chrome or 
gold metalling, marbled or flower-
patterned tray, fold-away or sturdily 
solid – choices made by unknowable 
persons, who would have very little 
idea of the destination and result of 
those choices. Again here is the ‘flow 
of life’ - unidentifiable individuals 
involved in mass-production processes 
that deliver specific and selected 
objects into homes of populations. 

All of McHale’s installations 
invoke the passing of the purely 
industrial age into a social-media 
one; where whatever one encounters 
provokes further questioning of: 
“What am I seeing? Why am I seeing 
it now? Who can I tell about this?”

The National Trust registered in 
excess of 35,000 visitors to Charlecote 
Park during the period of Alfreda 
McHale’s installation works there: 
hopefully that means a grand fine 
amount of people thinking about 
those sorts of questions: Edward Lear 
and the existentialist philosophers 
would be very proud. .



F
e
a
tu

re
s

 
A

rtS
pace journal num

ber 37  W
inter 2012/13  

w
w

w
.L

S
A

-artists.co.uk

24

Gainsborough landscapes  
at Compton Verney Gallery  
by Dave Phillips

Yes, Gainsborough (1727–88) 
was the guy before Constable 
in landscape painting, by 

half a century. He and a few others, 
more or less established the genre 
in this country, inspired in turn by 
the Dutch. The odd thing, though, 
was he earned his living as a portrait 
painter in Bath and London, and was 
acclaimed for his skill. BUt he was 
not totally enamoured of it and found 
it exhausting, especially coping with 
difficult sitters!

His main love was to draw, etch 
and paint landscapes, for which he 
had a lifelong passion. He would 
sneak off to the country, and do so, 
and this exhibition, the first for 50 
years, proved it. He didn’t want to 
sell these and rarely did. He was 
most musical and composition was 
a key factor in his landscapes. He 
would make three-dimensional 
models, as had previous artists such 
as Caravaggio and Poussin. His 
consisted of coal or cork to make 
foreground rocks, sand and clay 
for the middle ground, lichens and 
mosses to make bushes and broccoli 
for distant woods. They represented 
‘thoughts’ rather than models to 
him. His thousand odd drawings, 
which only an intimate circle of 
friends ever saw, became over the 
years experimental, using varnish 
among many other materials. He 
was also preoccupied by perspective, 
and his landscape paintings result 
from innumerable studies, involving 
questions revolving around it.  

So, when we look at The Watering 
Place (1774–77) National Gallery 
and Romantic Landscape (1780–85) 
Royal Academy, we understand why 
Constable could say in 1836 “on 
looking at them, we find tears in our 
eyes and know not what brings them”. 
His work is full of rustic life, people 
and animals, set within the dramatic 
majesty and dignity of trees, complete 
with vistas and space filling clouds. 
A seriously organised and enjoyable 
exhibition such as this makes 
one reflect on the dedicated and 
committed artists of the past, which 
underlines the efforts of present 
artists, puts them in perspective and 
helps give them gravitas.

Strangely enough, his gravestone 
is only yards away from his old friend 
Zoffany (died 1810) in St Anne’s 
Churhyard, Kew, London..  

31 March – 10 June 2012

Thomas Gainsborough
The Watering Place (1774–77) Oil on canvas
© The National Gallery London. Presented by 
Charles Long MP, later Lord Farnborough, 1827
 
Thomas Gainsborough
Mountainous Landscape with Shepherds and 
Sheep: ‘Romantic Landscape’ (1780–85)
Oil on canvas © Royal Academy of Arts London
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Three book 
reviews by 
Dave Phillips

Van Gogh, The Life by 
Steven Naifeh and 
Gregory White Smith, 
Profile Books, 2011, 
953 pages, £30.00

This is a chunky book of 953 
pages, heavy and awkward to 
handle but no less so than its 

subject, Van Gogh. The notes and 
bibliography are so extensive that 
they are available free on line (www.
vangoghbiography.com). However, 
the included selected bibliography 
runs to twenty-three pages, and 
there are over sixty colour plates, 
all for £30.00! What though, more 
importantly, can be said about the 
content? 

Vincent was the heroic, classic 
‘Outsider’ artist (1853-1890), 
demonically driven, in the last ten 

years of his life, to produce work, 
which places him in the pantheon 
of great artists. Be prepared for an 
exhilarating, if somewhat exhausting 
journey, marathon in character, when 
you read this book, as you are taken 
into the highs and the lows of his 
artistic endeavour, “looking into the 
heart of light, the silence”.

The authors of this biography, 
ten years in the writing, use all 
known sources, acknowledgements 
run to four pages, which include the 
thousands of Vincent’s letters, one of 
the great bodies of self-confessional 
literature of all time, and those of 
his brothers, sisters, mother, father, 
uncles, aunts, fellow artists such as 
Gauguin, Bernard et al, and all the 
other varied documents pertaining to 
his life. It is an intelligent, analytical, 
perceptive commentary. It gets to 
the essence of the man and his work, 
being without sycophancy or bias. 
“Vincent set the pace in drinking: 
absinthe in the afternoon, wine with 
dinner, free beer in the cabaret, 
and his personal favourite cognac, 
any time”. This characterized his 
behaviour, when in Paris in 1889 
with Theo, just before his departure 
to Arles. There are apt and telling 
quotations from the letters. His last 
letter to his mother was, “Goodbye 
for today, I have to go out to work”. 
One small irritation though is the use 
of American spelling!

We learn of Vincent’s childhood, 
born on the 30th March 1853, a year 
after to the day of an earlier stillborn 
brother, into a formidable bourgeois 
family, his father a pastor. He was the 
eldest of six children, three girls and 
three boys. A family tree would have 
been useful. Named after his uncles 
Vincent and Willem, the former an 
enormously successful art dealer. 
His mother, Anna, was a matriarch 
who was “neither physical nor 
affectionate”. Vincent was clever but 
rebellious. 

The narrative continues with 
extraordinary detail and authenticity. 
He had red hair, freckles, blue-green 
eyes, compact build and shared 
many of his mother’s ways. All in 
all, most saw him as a strange boy, 
and this sense of difference featured 
throughout his life. Clever enough 
but difficult he was sent to boarding 
school but walked out. In short he 
was impossible!

His career from 16 onwards 

(1869) was varied and the places 
he worked and lived in, numerous: 
an office clerk with his uncle’s firm 
Goupil & Co, famous art dealers in 
The Hague, moving to Paris and then 
London, then back to Paris; taught 
in two schools in England; worked 
in a bookshop in Holland; took up 
studies to be a preacher; became 
a missionary in Belgium; popped 
back home to stay, periodically. All 
these moves over a period of eleven 
years were full of turmoil, extremes 
of behaviour, unrequited love, lack 
of money, even poverty. All this is 
examined in extraordinary detail. We 
have reached page 217, a fifth of the 
book. So far we can say he was a huge 
disappointment to all the family. A 
summation of these eleven years from 
their viewpoint can be expressed in 
one word, ‘failure’.  

This, of course, is not the 
Vincent we know, in the final analysis. 
In the last 70 days of his life he 
painted 70 paintings, the summation 
of a frenzied outpouring of 200 
canvasses in the previous 18 months. 
This was the great work which 
elevated him as an artist from being a 
good Dutch one of the period, into an 
international one. How strange that 
the two most significant contributions 
of Dutch artists in the modern period 
to European art should be opposites. 
Van Gogh’s late work singing with 
colour, Mondrian seeking the truth 
through balance and simplicity of 
form, reflecting “the still point of the 
turning world”. 

Did Vincent not paint 1000 
paintings in ten years with as many 
drawings? Was he not well read in 
contemporary literature? Did he 
not have an enormous knowledge of 
art-history, and a huge collection of 
prints? Did he not rely on his brother 
Theo for money, the best paints, 
brushes, canvas, and without him 
(a minor hero in the chronicles of 
art) surely there would have been no 
Vincent? Did he not love the common 
man and then despise him eventually, 
wherever he lived? Did he not wish for 
love, and yet routinely use brothels? 
Did he not want desperately to sell 
his work, and concoct all sorts of 
strategies to do so, to no avail, in spite 
of his knowledge of the workings of 
the art market? Did not Theo give 
him an allowance of 150 francs a 
month plus many extras, when the 
working wage was a fraction of this 
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27Colin Dick: Seeing 
Life by Richard 
Yeomans, 238 pages, 
Hobbs Mclaughlin 
publishing, 2011, price 
discretionary.

This book is about a famous 
local regionalist artist, Colin 
Dick (1929), enormously 

gifted, voraciously inquisitive, 
always seeking subjects on the 
fringe, as well as documenting 
historical data including architectural 
masterpieces. His enquiring mind 
and eye, his pencil ever restless, has 
left a legacy of a life’s experience in 
London, Oxford, Warwickshire and 
Coventry, constantly searching for 
the unexpected, while recording the 
essence of nature and the travelling 
community.  

It is well written, by Dr Richard 
Yeomans, a scholar of Islamic Art  
and Architecture, and an artist of  
that domain. He has contextualised 
Dick’s work within the British 
tradition and sensibility, “growing 
out of Camden Town realism, 
aspects of Neo-Romanticism and 
the work of artists preoccupied 
with English landscape and folk 
life. These influences on his work 
explain something of both his stylistic 
development and subject matter”. 
Oddly enough, this tradition owes a 
great deal to the French, which Dick 
in his earlier days was aware of and 
to which he has now returned, with 
heightened, bolder colour, a sense of 
Fauve bravura. The illustrations in 
the book are profuse and Dick’s work 

in its growing maturity apparent and 
the development of his work clear, 
helped by an informed and critical 
commentary. 

As an artist you can’t escape 
that moment in your history, where 
you are locked into a context seeking 
to find your vision. As such, in this 
book we find that Dick was a student 
of the famous St. Martin’s School 
of Art in London, in the late forties. 
He chose to do his National Service 
at 18 in 1947 and therefore lost that 
connection with his initial cohort 
of fellow students. He returned two 
years later but the question remains 
was he always trying to catch up?  
I think not, for the experience in the 
Raf matured him rapidly, and  
during these years he widened 
his horizons, constantly sketching 
the world around him. From the 
Academy Schools, he stayed in 
London where he captured views 
and made alluring, daring paintings 
of Chiswick Mall, and the river, as in 
Chiswick Eyot, a small island on the 
Thames, I know well. 

In 1956 he left London and 
plunged with his family into the 
provinces, ending up in Coventry, 
where he has stayed ever since. 
From there he spread out into 
Warwickshire and Oxfordshire and 
gradually established his reputation. 
The Herbert Art Gallery, in Coventry 
has a large collection of his work, 
acknowledging his competence in 
recording the rebuilding of Coventry 
and the preservation of what 
remained of the medieval city, after 
the blitz, which destroyed so large 
a part of it. He gave an enormous 
amount of his time, unpaid, at the 
two schools in which he taught art, 
in respect of painted scenery, for 
example. Is there a hint of regret in 
allowing himself to be used, diverting 
his energies away from the main 
task of being an artist? He need not 
worry, for what he has produced will 
stand the test of time. It is charming, 
worthy, and has an identity and 
style recognisably his own. He has 
celebrated the world he has known 
and with the maturity of years, 
his work will seem stronger, more 
authentic and penetrating. It will  
grow in strength, and hidden depths 
will emerge. With the passage of time 
he will become a sought after artist, 
for his eye and his hand were always 
sure, his heart in the right place. 

amount? Did he not want to set up 
a community of artists in the sun, 
to find all shunned him, other than 
Gauguin, who had ulterior motives? 
Did he shoot himself at the age of 37 
as is generally accepted, although no 
gun was ever found, or was he shot 
by a teenager playing ‘cowboys’ in 
the fields with his friends? Did he 
suffer from epilepsy, schizophrenia 
or syphilis or all three? What did 
Theo, his younger brother, die of six 
months later? These and a hundred 
other questions are answered in this 
engrossing book.

Yes, it is full of surprises, and a 
novelist would be hard put to imagine 
a tale that twisted and turned so 
much, full of passion and remorse, 
highs and lows – “a tale told by an 
idiot full of sound and fury” BUt the 
results were more than that. Vincent 
in the last four years of his life, helped 
change the course of European art, 
and his fame spread after his death, 
influencing Expressionism, Fauvism 
and early abstract art. Through the 
example of his life he also reinforced 
the tradition of the artist as ‘outsider’, 
providing the inspiration for Irving 
Stone’s novel (1934) subsequently 
made into a film Lust for Life (1956). 
Let us hope the myth has not been 
too dented by millionaire artists, who 
dominate the art scene now. Although 
one doubts it, if Francis Bacon 
and Lucien Freud, who have died 
recently are anything to go by! The 
time has come at last, when it seems 
visual artists will be well rewarded 
for their genius. Vincent tried so hard 
to make money out of his art and 
failed. This book is available in the 
Leamington Spa public Library and I 
would encourage those who are brave 
enough, to read it. It could well be a 
life transforming experience, for any 
serious artist. 
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Outsider. Always 
Almost: Never Quite 
An Autobiography by 
Brian Sewell, Quartet, 
2011, 343 pages, £25.00 
Now in paperback 
form, £12.00, 
published by Quartet

The plumy voice of Brian Sewell, 
born in 1931, is well known 
among the artistic fraternity 

of the UK, and beyond, both for his 
accent and his fearless views on art 
and humanity. They are not always 
popular. But this book is concerned 
with the first 35 years of his life, long 
before he became a celebrity! We 
have the benefit of hindsight though 
and that helps make for interesting 
reading. Remember it was the Blunt 
affair which shot him to fame but  
that was in 1979, well after this  
book finishes. 

It consists of fifteen chapters 
with a coda, but starts with a prelude, 
where he laments that his mother 
should not have taught him to be 
“too trusting, too naïve …but to be 
pushy, to dissemble whether as an art 
historian or scribbler”. Often this sort 
of regret appears as if he would have 
behaved differently if had known then 
what he knows now about life! But 
wouldn’t we all! It is an astonishingly 
frank account written by a man in his 
80s who intimates that he has nothing 

much to lose by being coy, “I have 
dug deep into indiscretion”.

Relying on his mother’s full 
diaries and his own, and supporting 
papers, he structures the book 
chronologically. We learn that his 
mother was a pretty woman, given 
to affairs and flirtatious by nature, 
although Sewell goes further. His 
father dies (suicide, murder or an 
accident?) just before he is born, 
professionally known as Warlock, a 
music critic and composer, his real 
name was Peter Heseltine, known 
for his sadism and philandering. His 
stepfather, Robert Sewell, adopts him 
thus his surname provides for him 
and his mother, paying school fees 
and private tuition. When he dies it is 
discovered he is a bigamist of thirty 
years. His ‘real’ wife appears after the 
funeral and claims his possessions. 
Brian’s mother is virtually destitute 
again but does have the house 
bought for her, and he is left only 
with a surname imposed on him, not 
knowing at this stage of his life, whom 
his natural father had been, “The 
anger is with me still”. In spite of his 
strict art-historical training he does 
not overburden the narrative with 
dates, to the extent that sometimes 
the reader is left floundering. 

We learn too that Brian loves 
old master drawings, dogs, vintage 
cars, and especially boys, goes to 
Haberdashers School, is really 
hopeless at maths, but by chance is 
accepted at the Courtauld Institute 
and meets the great art historians of 
the day: Anthony Blunt and Johannes 
Wilde among many others, who are 
an inspiration in his aspiration to 
be an art historian. Two years there, 
when he decides to leave and do 
his national service, after which he 
returns to the Coutauld for another 
three years, graduating in 1957. 

 He thought then he would go 
into the priesthood, but he abandons 
God and gets into sex. He hopes for 
a scholarly career but instead gets a 
job at Christie’s, the art auctioneers. 
He reveals in no uncertain terms 
the skullduggery of the art trade 
and reveals the ineptitude of certain 
individuals at the top, and names 
them. This for artists is a fascinating 
section of the book, where one is told 
that auction dealing is a trade, and 
mistakes can be made, what they are 
and how often. It emerges he is a 
very hard worker, with high standards 

and a great deal of integrity. What 
is a little surprising is the praise he 
lavishes on his army service, where he 
was commissioned, and one wonders, 
if it is not a little to do with getting 
away from home and Mother. He 
writes, “for decades I believed that 
my two years of National Service had 
done me far more good than my three 
(five) years as an undergraduate, my 
eight at school (he had no formal 
schooling until he was 10) and twenty 
on my knees in church”. 

He writes well and manages 
to engage the reader, in spite of the 
endless frustrations, which he seems 
to encounter. I found it an amusing, 
fascinating book but that might be, 
to some extent, because my life had 
points in common, as I have met 
many of the people he mentions, 
including him. It is well written, 
informative, honest and Brian Sewell 
comes over as a likeable decent bloke, 
far cleverer than he portrays himself, 
and much saner than most of us 
would be, after such a childhood. I 
look forward to the sequel, if there 
is to be one. The book is available in 
the Leamington Spa public Library 
but I must confess I thought it good 
enough to buy, and did so! 

Outsider II has just been 
published, Quartet, £25.00! –  
to be reviewed in the next issue  
of ArtSpace..
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LSA in focus 

Dear LSA member

As your newly elected chairman it 
gives me great pleasure to inform 
you that Lsa is now a registered 
charity as of 6th June 2012, 
number 114753. This significant 
and important development for Lsa 
was recommended unanimously 
at the 2011 aGm. As I shall explain 
later certain changes will provide 
significant benefits and ensure 
maximum protection for members. 
The Lsa constitution of 1998 remains 
unchanged.

As an expanding organisation 
with almost 400 members, I hope we 
can find ways of achieving greater 
interaction between us. My principal 
aim is to get to know members 
better and encourage a strong, 
informed and actively participating 
artistic community in and around 
Leamington. In this respect I believe 
that your board of trustees should 
focus on the rebuilding of our 
website; issuing a regular newsletter; 
continuing our journal ArtSpace; 
involving members in activities;  
linking with other art groups and 
providing studio space.

Prior to considering these 
objectives, I should like, on behalf 
of all members, to say a sincere 
“thank you” to my predecessor, the 
indomitable Gerry Smith. His spell 
as chair of the Lsa, during the last two 
and a half years, was a time of great 
achievement. Perhaps his greatest 
contribution was establishing the all 
new Gallery 150 in Livery Street, 
the upmarket shopping centre in 
the heart of Leamington Spa. Gerry 
has devoted himself to ensuring that 
Lsa members have a professional 
exhibition space and the gallery has 
become an important focal point for 

the visual arts in the Midlands. His 
unstinting commitment is an example 
to us all.

Gerry would, no doubt, quite 
rightly remind us that since its 
inception the gallery, with the help 
of Lsa member volunteers, has been 
open six days every week. Its record, 
with 547 artists exhibiting, including 
66 solo shows and well over 60,000 
visitors, is no mean achievement.  
Gerry is not leaving but remains a 
trustee of Lsa and will spend most 
of his time developing his beloved 
Gallery 150 and increasing the many 
services that it offers our members 
and the local art world. 

I must also thank Kathryn 
Wickson who has been both Secretary 
and Membership Secretary. She 
brought her expertise to systematically 
organise our membership records and 
provided exemplary minutes of our 
meetings. This, plus her own job, her 
art (see her 2013 calendar) were all 
accomplished in equitable manner.  
Thank you again Kathryn.

Returning to the objectives listed 
above, all members will recognise a 
need to urgently restore our website 
so that it represents Lsa professionally 
and communicates our endeavours to 
a wider audience. Additionally I am 
planning to introduce a short snappy 
regular newsletter to keep members 
abreast of Lsa developments and 
activities. Since it is you who are Lsa, 
I hope you will provide information 
regarding your artistic activities and 
inform us what is taking place in the 
local art scene.  

I also hope you like this issue 
of ArtSpace which, with a small team 
and sadly no editor this time, has 
been produced for the Christmas/
New Year season. I am working to 
ensure the production of three issues 
a year. Again, this is where members 
come in. Your contributions in the 
form of reviews, articles and letters 
are essential. Most important are 
images of work by local artists. Please 
send them, or any other ideas, to me 
or to Dave Phillips.

Affordable studio space for 
members remains an ambition. With 
the help of other trustees, groups and 
organisations around the town, I will 
continue to pursue this need. 

One more request:  would you 
please offer, if only for a few hours 
each week preferably on a regular 
basis, to help run Gallery 150 as a 

volunteer. Without your help it cannot 
flourish. If you want to know more 
please contact Hilary Roberts, our 
volunteer organiser, at the gallery. As 
a volunteer myself I can assure you 
that working in the gallery is enjoyable 
and great fun. 

Gallery 150 is now established as 
a Charitable Company subject to the 
regulations of the Companies Act and 
those of the Charities Commission. 

Our charity subcommittee, 
headed up by David Haedicke, has 
gained charitable status for Lsa and 
the separate registration of Gallery 
150 as a Charitable Company 
with shares limited by guarantee. 
These arrangements, approved by 
the trustees, will ensure maximum 
protection of our members because  
of the gallery’s limited liability. 
Gallery 150 has its own Articles 
of Association and is awaiting 
confirmation of its charitable status. 
Copies of the registration documents 
relating to Lsa and Gallery 150 are 
available upon request from the 
trustees. 

It is important to note that 
whilst the two charities will be 
independently registered, all the 
benefits currently enjoyed by 
members and the general public 
will remain exactly the same.

Finally, I should like to extend a 
warm welcome to Christine Knight, 
the newly elected trustee to the Lsa 
Board and to Meurig Hughes, our 
new Membership Secretary. I should 
also like to thank all of those who 
have supported Lsa generally and 
specifically those members who have 
worked so hard in the gallery and in 
the back office over the last year.

I am very much looking forward 
to my first year in office knowing that 
I shall have your backing. May I wish 
you all the compliments of the season 
and much happiness in 2013.

Clive Engwell
Chair, Leamington Studio Artists
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Clare Acford

Diana Adams

Stephanie Adams

Laura Adkins

Steph Alcock

Robert Aley

Eleanor Allitt

Rhiannon Alton

Jonathan Andrews

Keith Anker

Diana Archer

Steve Atherton

Robin Austin

Heather Bailey

Iris Baldwin

Helen Ballantyne

Mary Bannister

Colin Bannon

Maura Barnett

Rupam Barthakur

Jonathan Bayley

Christine A Baylis

Tessa Beaver

Tim Beer

Margot Bell

Bryan Beresford-Kelly

Yvette Bessels

Wendy Bicknell

Mary Binnersley

Edward Black

Lynn Blasdale

Sue Blenkinsop

Irene Bliss

Michelle  Bowen

Clifford Brigden

Nigel Briggs

David Broadfield

David Broadhead

Helen Brookes

Andrew Bryers

Sonia Bublaitis

Gillian Buick

Jan Bunyan

Charlotte Burgess

Soolie Burke

Rosy Burman

Jenny Burns

Keith Burtonwood

Jamie Byrne

James Callaghan

Deborah Callaghan

Christina Callaghan

Anthea Callen

Wendy Campbell-

Briggs

Lizzie Cariss

Pat Carpenter

Tony Cartwright

Stephen Casson

Jane Catherall

Dave Chantrey

Stephen Charlton

Pau Cheshire

Sze Chin

Soonoo  Choksey

Soonoo  Choksey

Lynsey Cleaver

Anne Cole

Vanessa Comer

Wendy Cook

Carol Cox

Sharon Cresswell

Robert Cunliffe

Brenda Currigan

Rebecca Cusdin

Ruth Daly

John Daly

Clive Davenport

Phyllis Davies

Diana Davies

Sally Davies

Peter Davies

Eileen de  

Mortimer-Griffin

Tiago De Silva

John Devane

Indy Dhillon

Christine Doherty

Pamela  Donegan

Rachel Doughty

Laura Dunbar

Odette Dunkley

Alan Dyer

Kay Elliott

Duncan Elliott

Stuart Ellis

Avril Elward

Clive Engwell

Mo Enright

Pat Evans

Penny Evans

David Evans

Emma Falcke

Andy Farr

Mo Finnesey

Joe Fogg

Jean Ford

Ann Forrester

Jack Foster

Mary Frances

Chris Freegard-Elmes

Eribaldo Furtado

Rita Gabrowska

Ada Gaden

Russell Gain

Caroline Gatehouse 

Jan Gay

Cyril Ginn

Philip Goddard

Mark Green

Gerald Green

Dianne Greenway

Michala Gyetvai

David Haedicke

Paula Hamilton

James Hands

Richard Hansen

Julia Hayes

Tom Head

Sebastian Heid

Claire Henley

James Henly

Linda Henry

Julie Hill

Kirst Hill

Brenda Hillier

Cyril Hobbins

Fiona Hodgetts

Patricia Hollis

Bernard  Hollis

Merv Homer

Philip Honnor

Sheila Hosken

Sukhbir Hothi

Meurig Hughes

John Hunt

Danielle Hutson

Mark Ilsley

Paul Ingvar

Gillian Irving

Bill Jackson

Abdul Kadir Jaffri

Libby January

Stan Jaskolkowski

Peter Jewel

Alison Johnson

Martin Johnson

Robert Johnson

Tracy Jolly

Chris Jones

Jennifer Jones

Catherine Jones

Paul Jordan

Valerie Just

Kadi Kaivo

David Kelhan

David Kelhan

Usha Khosla

Crystal Ki

Joshua King

Esther Kinnersley

Charlotte Kirkham

Nicola Kirkley

Christine Knight

Edith Kovaks

Sonia Kwasnik

Robert Lavers

Julie Law

Jason E  Legon

David Lewis

Peter Lewis

Sue Lewis-Blake

Rachel Liddell

Angus Liddell

Ann Loscombe

Sian Love

Peter Lovelock

Clay Lowe

Jackie Mackay

Mike Manley

Jen Manning

Christine Markham

John Marron

Noreen Mason

Evelyn Mathewson

Ian Mattingly

Jim McGuigan

Ann McKernan

David McKernan

Stephen Melville

Sheila Millward

Lawrence Molloy

Nicola Monday

Carey Moon

Margaret Moore

Sarah Moore

Sueli Moreton

Kate Moreton

Louise Morgan

David Morphew

Trish Morris

Souren Mousavi

Jo Murphy

John Murphy

John Myers

Jane Naylor

Howard Nelson

Grace Newman

Yasmine O’Hara

Carol O’Keefe

Natalie O’Keeffe

James Orr

Paul Osborne

Christine O’Sullivan

Katie O’Sullivan

Timothy  O’Toole

Chris Oxenbury

Colleen Palgrave

Frieda Palmer

Alistair Parr

Mary Partridge

Chris Partridge

Pritti Patel

Angela Pattison

Fiona Payne

Linda Pears

Zoe Petrie

Kathryn Pettitt

David Phillips

Neil Phillips

Michael Piggott

Giuseppe Pittarello

Archie Pitts

Hilary Poole

Steve Porter

Peter Pratt

LSA members 



Ian Preece

Edwin Priestner

Tony Prior

Julia Prior

Alan Ranger

Maria Rankin

Matthew Rhodes

Tim Richards

Clive Richards

Gill Richardson

Linda Ridpath

Hilary Roberts

Gillian Robiquet

Yoginie Roemer

Ellie Rose

Janet Rose

Maureen Rowark

Leslie Rucinski

Denise Russell

Roger Sargent

Eloise Saunders

Andrew Savage

Peter Scale

Malcolm Scale

Linda Scherrer

Michael Scheuermann

John Scragg

Inderjit Sehmi

Barbara Shackley

Gillian Shadbolt

Hazel Shaw

Anya Simmons

John Simpson

Teresa Skinner

Nick Smale

Gerry Smith

Kay Smith

Victoria Smith

Jacqui Smithson

Ray Spence

Geoff Stear

Richard Stevens

Jan Suchanek

Matthew Sugars

Alex Sumner

Jo Sutton

Julie Swinsco

Maureen Taylor

Philip Taylor

Hansje Te Velde

Mircea Teleaga

Alfonso Tello-Garza

Verity Thompson

Mark Tilley

Pau Torr

Frances  Townley

Khaled Townsend

David Treadwell

Angela Triggs

Jackie Trott

David Troughton

Dan Tucker

Emily Tudge

Andrew Turnbull

Paul Tyler

Nancy Upshall

Vicki Walkden

Pixie Warburton

Tina Watkins

Chhaya Wedgbury

Peter N Wharton

Chris White MP

Arnie Whittle

Kathryn Wickson

Kathy Williams

Paul Williams

Barry Wills

Peter Wilson

Susan Winters

Paul Woollard

Giovanna Yanez

Julia Yarrow

Judith Yates

John Yeadon

Dr Richard Yeomans

Noriko Young

Andrzej Zawadzki

Caro Ziyat

Bill Zygmant

Linden Arches reborn 
The Leamington Society   
5 June – 24 June 2012

Solo exhibition  
Andy Farr    
17 July – 5 August 2012

Before I die 
Public participation   
7 August – 26 August 2012

Art – buy or swap   
28 August – 16 September 2012

Himalayan experience 
Ian Preece, with  
Solo show – Bryan Kelly  
18 September – 7 October 2012

Repose (Sculpture)  
Wendy Bicknell, with
Artists' Showcase   
9 October – 28 October 2012

Art, a unique expression  
of freedom 
Souren Mousavi, with
Solo show Geoffrey Saunders.  
30 October – 18 November 2012
   
Dramatic environments 
Barry Wills, with  
Artists showcase 
Peter Pratt, Cyril Ginn,  
Sukhbir Hothi    
20 November –  
9 December 2012

Christmas artists showcase
Pam Smallshaw, Bryn Kelly,
Sally Davis, Mike Manley,  
Penny Gildail, Ian Preece,  
Clare Webster, Suell Moreton, 
Merv Homer, Gerry Smith,  
John Marron, and others –  
11 December 2012 –  
20 January 2013 

Holocaust Iris Berger, with
Homeless Joshua King  
22 January – 10 February 2013

Renewal 4 LSA members  
12 February – 3 March 2013
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Discover augmented reality

To view our video on your mobile device, go to  
get.layar.com Download the Layar app and scan 
this image. Wi-Fi recommended

Supporting the future of art and design 
through the production of ArtSpace
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Advertise
in ArtSpace
Contact the editorial team at

artspace@lsa-artists.co.uk
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32 Leamington Studio Artists is a 
registered charity. It exists for 
the benefit of the general public 
and its primary objectives are to 
promote and foster the interest in, 
and appreciation of, all forms of 
the visual arts in Leamington Spa 
and surrounding area.

It is also committed to 
assisting all its artist members by 
encouraging professional practice 
in all aspects of the visual arts.

Charity number 1147593

Chair  
Clive Engwell    
chair@lsa-artists.co.uk

Treasurer  
Gerry Smith   
treasurer@lsa-artists.co.uk                  

Secretary  
David Haedicke   
secretary@lsa-artists.co.uk 

Trustee  
Tony Cartwright 
Tony.carwright@btinternet.com

Trustee  
James Callaghan 
jim.c@btinternet.com

Trustee  
Christine Knight 
chrissie@stone-developments.com

Membership Secretary  
Meurig Hughes 
membership@lsa-artists.co.uk

LSA organisation ArtSpace 37 editorial team 

Chair  
Clive Engwell

Art Director 
Clive Richards

Production  
Malcolm Waterhouse          

Editorial Adviser  
Dave Philliips,  
d.phillips@abdab.com 

Proofreader  
Julia Engwell   

Editorial enquiries 
artspace@lsa-artists.co.uk

Special thanks  
Magenta Advertising

Gallery 150 trustees

Gerry Smith 
manager@gallery150.co.uk

David Haedicke 
trustee@gallery150.co.uk

James Callaghan 
photographer@gallery150.co.uk

Other G150 volunteers

Volunteer Organiser  
Hilary Roberts 
volunteers@gallery150.co.uk

Public relations  
Sarah Silver 
press@gallery150.co.uk

Artists payments  
Tony Cartwright 
accounts@gallery150.co.uk

Gallery 150 
Regent Court 
9 Livery Street 
Royal Leamington Spa  
CV32 4NP

Tel. 07400 258 555
www.gallery150.co.uk

ArtSpace is sponsored by Warwickshire College

LSA corporate  
sponsors

Apex Recruitment

Broadsides Chartered 

Accountants

Cartori Ltd

Magenta Advertising

Patrol Guard

Robert Lavers  

Chartered Architect 

Rollasons Solicitors

Smart Image Furniture Ltd 
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Arts Trail set up the ‘Leamington 

Contemporary Arts Fair’ to promote, celebrate 

and for artists to sell their work. We wanted 

to create an affordable showcase and selling 

opportunity for artists specialising in paint, 

print, photography, ceramics and sculpture. 

The location is prime, Livery Street has a 

regular footfall of up to 13,000; Artists have 

sold more than £25,000 worth of Art at  

the Fair.

The Arts Fair is attracting regular visitors 

and is expanding, but we want it to be 

even bigger and brighter. To celebrate our 

expansion we are offering all first time stall 

holders an introductory fee of £35 for a  

8ft x 4ft covered stall. At www.artstrail.

co.uk  you can see your stall, book it and 

read our guide on ‘How to make your stall 

make money for You’. Stalls can be booked 

by individual artists or shared, Art Groups and 

those who’d like to promote their art related 

activities or courses. 

If there’s one thing that we’ve always tried to 

emphasise at the Arts Fair, it’s that enjoying, 

appreciating, and owning original art is not 

limited to the rich, or those with years of 

studying art. It’s all about finding a piece of 

art that speaks to you in a personal way – 

whether it reminds you of a time and place 

in your life, moves you, makes you laugh 

or sparks off daydreams. Local artist and 

Leamington Studio Artists member, David 

Lewis, said ‘It’s a wonderful and very positive 

opportunity for artists to sell their work and 

interact with the public’. 

The Fairs will take place on the fourth 

Saturday of each month and run in 

conjunction with existing events. The 

message is ‘Love Art’ on Saturdays from  

10-5 pm in Leamington from April 2013  

and we join the Christmas Market on Sunday  

1st &  15th December. Go to www.artstrail.co.uk 

to find out more, book your space, showcase 

your work, network, chat and make this a 

success. If you’d like to find out more about 

the Arts Fair or share an idea, then drop into 

Gallery 150, 9 Livery Street, Leamington Spa, 

CV32 4NP for a chat or email  

carole@artstrail.co.uk or call 07768 617081.

Love Art in Leamington

www.artstrail.co.uk

www.Gallery150.co.uk

www.regent-court.co.uk

Dates in 2012 
December 8th and 22nd

Dates in 2013

April  27th

May 25th

June 22nd

July  27th

August 24th

September  28th

October  26th

November  23rd

December  1st and 15th

Enjoy, live and breathe a 
little art into your life



New members welcome

If you are an artist, or 
enjoy going to see art 
and meeting artists, then 
for less than £1.00 per 
week you can enjoy all 
the benefits of being a 
member of LSA

  Exhibit your work at a prime town  
 centre gallery.

  Come along and see private views held   
 throughout the year.

  Meet and network with other artists and link  
 your work on our website.

  Discounts on art purchases, courses and   
 workshops at Gallery 150.

  Enjoy art talks, our newsletter and free copy of  
 our regular, highly respected journal ArtSpace.

Simply contact our Membership Secretary,  
Meurig Hughes, at membership@lsa-artists.co.uk

or join online at  

www.lsa-artists.co.uk  www.gallery150.co.uk
Leamington Studio Artists
9 Livery Street
Royal Leamington Spa
CV32 4NP

Tel: 01926 259339


