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warm welcome to ArtSpace 50. I hope
you have had a brilliant start to the
New Year and have already seen and
celebrated a great deal of art both within the
local art scene and beyond.
This issue of ArtSpace offers insightful
reflections on a number of current and recent
exhibitions. Some of the highlights include Clive
Engwell’s review of David Hockney’s window
at Westminster, David Phillips’s article on LSA
member John Devane’s exhibition in London,
and Lynne Gougeon’s reflections on the East
Lodge exhibition she has been working on
with pupils from Clapham Terrace Community
Primary School.
As always, we hope to celebrate the
wonderful work created by LSA members.
Karen Parker’s article on community curating
takes us on a journey of how her experience
as part of the Journeys with ‘The Waste
Land’ project has come about, addressing
some rather interesting questions regarding
contemporary curatorial practice. Another
fascinating piece is John Devane’s review of
the Alan Dyer 2018 exhibition at the Lanchester
Research Gallery. Devane has balanced his
writing beautifully between his own personal
impressions of Dyer’s work and the universal,
timeless qualities of his art. These are merely
some of the pieces in ArtSpace 50 which I
believe deserve particular attention - I invite
you to explore the great variety of different
kinds of writings and ideas we have included in
this issue, and to find what it is that fascinates
you the most.
I hope that the next couple of months
bring you lots of exciting opportunities to
create and celebrate good art. Please do not
hesitate to get in touch if you would like to
contribute to ArtSpace, new submissions are
always welcome! We hope that you will enjoy
this new issue as much as we have enjoyed
creating it for you.

ISSN: 1754-9612
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Lucy Ovanesyan reviews
Journeys with ‘The Waste Land’
at the Herbert and the East Lodge follow-up

Journeys with ‘The Waste Land’ Herbert Art Gallery, Coventry September 15th–November 18th 2018
East Lodge Response, LSA Fringe Event, Leamington Spa, October 31st–November 25th 2018

J

ourneys with ‘The Waste Land’ is a
community project that came about
as a result of the contributions and
dedication of volunteer researchers from
Margate and Coventry, ultimately culminating
in exhibitions that bring together works of
art which are in some way a response to T. S.
Eliot’s famous poem of incredible significance
to the development of modernism. This
review will highlight some of the most
important aspects of the exhibition displays
at the Herbert in Coventry, as well as the
show at East Lodge, which came about as a
response to the former exhibition.
Journeys with ‘The Waste Land’ helps
highlight a number of important questions
regarding the role of the curator in
contemporary art practice. Particularly
illuminating was Mark Tooby’s talk at the
Herbert as part of the series of fringe events
organised to accompany the exhibition. Tooby
discussed the idea of community curating
as a means of shaping experiences and how
this practice relates to previously established
curatorial conventions. Co-curating with local
groups, as Tooby pointed out, has in fact a
strong tradition in England, with examples
such as the 2011 Margate display Nothing in
the World but Youth. Community as a theme
in art is of course universal, and this is an
idea that has been persistently revisited and
reviewed since the modern development of
touring exhibitions has come about. This is
perhaps one of the main reasons why when
community is effectively adopted as a tool in

curatorial practices some rather insightful and
fascinating results can be achieved, as Journeys
with ‘The Waste Land’ illustrates. The sociallyengaged practice actively contributes towards
outreach of the various displays of the project,
and one cannot help but feel hopeful for the
many wonderful possibilities community
curating might open up in the future.
The two main themes chosen by the
curatorial team in Coventry in their response
to the poem were ‘fragmentation’ and
‘journeys’, resonating particularly within the
local context of Coventry and its rich history.
T. S. Eliot’s poem would have been interpreted
differently at virtually any given point in the
twentieth-century, its impact on the
development of modernist art practice cannot
be overestimated, and this is successfully
communicated in the display at the Herbert
(Fig. 1). An array of twentieth-century
masterpieces, the main exhibition in Coventry
is thought-provoking and inspiring, the
viewer’s encounters with the works of art can
only suggest the tiniest of fragments of what
experiencing The Waste Land would feel like
(Fig. 2). Directly reinforcing the strong
relationship shared in the case of this
exhibition between the artworks and the poem
itself, are the various excerpts from the text
which virtually underscore the display (Fig. 3).
What took place beyond the confines of the
exhibition room, however, is just as important.
As Tooby himself described it, there was an
“extraordinary range” of fringe activities here
in Coventry, each of these events effectively
proposing a different focus on the reading of
T. S. Eliot’s poem. The emotive performance
of the poem at the opening of the exhibition

Figures 1 (Left) and 2 (Below):
Journeys with ‘The Waste
Land’ exhibition display at
the Herbert Art Gallery and
Museum, Coventry

PHOTOGRAPHS (FIGS 1,2 & 3). © FRANCIS WARE 2018
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important to also appreciate the impact such
an eclectic exhibition might have on artists
themselves. As Anna O’Doherty describes
it, the exhibition has “expanded” her mind
to what she could do, it has inspired her
to do more. Her contribution to the East
Lodge ensemble is a set of tapestries, paying
tribute to a long-standing pictorial tradition.
For these pieces she has used a number of
different techniques, and as a result this
has inspired her to consider materials “in a
different way.”
While realistically it would be simply
impossible to do justice to Journeys with
‘The Waste Land’ , and account for all the
various aspects of this ambitious project,
I think it is rather important that in
conclusion we once again ponder over the
essential question here regarding the role
of the curator. Undoubtedly, it is currently
undergoing an exciting process of redefinition,
expanding its previously established realms,
effectively aspiring to be more inclusive in its
approaches. What makes Journeys with ‘The
Waste Land’ so special is the very prospect
of such exciting narratives of change and
innovation through the lens of a literary work
– arguably the literary work of the twentiethcentury, one that evidently never fails to open
up worlds of interpretation and new truths for
its readers and those who wish to listen.

3

Figures 4. (Above) and 5, 6
(below): Response to
The Waste Land exhibition
display at East Lodge,
Leamington Spa
PHOTOGRAPHS (FIGS 4, 5 & 6): © KAREN PARKER 2018

.

Figure 3. Above left: Journeys
with ‘The Waste Land’ at the
Herbert
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has been collectively deemed to be one of the
highlights of the Journeys in Coventry.
Response to the Journeys with ‘The Waste
Land’ was housed at East Lodge in the period
between 31st October and 25th November,
2018. The exhibition had come about as one
of the principal fringe events to inform the
exhibition at the Herbert. The East Lodge
display was curated by Karen Parker, who was
also part of the curatorial team behind the
exhibition in the Herbert. She has effectively
summarised the nature of the East Lodge
exhibition in her own words by describing it
as “a celebration of new works inspired by
the poem” (Fig. 4). The incredible variety of
interpretations and media deployed to convey
these is striking, and it perfectly illustrates
the ways in which the T. S. Eliot’s poem allows
for a multivocal way of reading it, opening up
numerous worlds to explore and contemplate
(Fig. 5). While some of the works featured
in the East Lodge display would bear direct
references to or comments about the poem,
others would be more concerned with the
ways in which they evoke the central themes
and moods associated with The Waste Land
(Fig. 6). An important highlight of the
exhibition at East Lodge was the collection of
the artists’ responses to a number of questions
regarding their work, the poem and the very
ethos of the display.
The following responses paint a
particular picture of hope for the future of
art, they also successfully encompass the
far-reaching and inspiring atmosphere of
the East Lodge show. For Paul Joyner, the
most important takeaway of the exhibition
is “the power of interpretation - artists have
brought to the piece their own imagination
and created stories that stretch The Waste
Land and make it more accessible for people.”
Similarly, Wendy Freeman also highlights how
projects such as the display at East Lodge
make literary works come to life – “audiences
may or may not be aware of the depth of the
poem, but the exhibition does certainly give
a variety of response, and opens doors of
enquiry, something for everyone.” Finally, it is

Lynne Gougeon
works with the next generation

Man’s Influence on the Environment is at East Lodge Gallery from February 6th – March 3rd 2019
8

Y

ou may remember last March we
held our first Primary School
exhibition at East Lodge Gallery.
The popularity and positive feedback
generated by this event meant that it wasn’t
going to be a one off! Keen to build on its
success the lsa and local artist (and lsa
member) Lynne Gougeon, were on the
lookout for other local schools interested to
get involved. And before the last painting had
even been packed away, another eager school
had leapt at the chance to create an exhibition
for this lovely gallery.

Clapham Terrace Community Primary
School is a firm believer in the importance
and benefits of art for children. In fact, they
are one of only a few primary schools to have
been awarded the Artsmark Platinum Award.
“I was delighted to be invited by
Clapham Terrace to work with their Key
Stage 2 pupils (age 7–11 years) to help them
create a new show for East Lodge Gallery.
This time the theme is Man’s Influence on
the Environment. I have given each class a
different viewpoint and a different medium to
use to bring their images to life,” said Lynne.

5
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Birdseye View Year 3 children are looking
at how man has had an impact on the land,
through farming, building and travelling
etc. They have been working with different
materials to add textures to their pieces, to
help give the impression that the viewer is
looking down on trees and hedges, buildings
and tropical islands. They have then brought
it to life with colourful acrylics, learning how
to develop painting skills along the way!
Up close and Urban The Year 4 class has
been set the task of looking really closely
at the urban environment. They are using
photography to capture the tiny details all
around us that most people never even notice.
Can a rusty drain cover be interesting, can a
brick be beautiful? We think so!
Looking Beyond In complete contrast, Year
5 students are looking out to space at the final
frontier of man’s influence. They are using
the process of batik, painting onto fabric with
melted wax and vibrant inks, to create their
colourful scenes.
Viewpoint What can you see through your
window? Year 6 is looking at how man has
influenced so many of our views, whether

6

urban or rural. Using acrylic on canvas they
are painting their own windows for you to
look through.
Lynne is not only teaching them new
techniques, but also to use their imagination,
to open their minds and their eyes. To notice
little details on their street or imagine the
colours and beauty of outer space.
“All the children are working very hard
and with great enthusiasm. I am thoroughly
enjoying spending time with each class,
helping them to create more than they
knew they could. It’s wonderful to see the
excitement on their faces as they paint with
wax or add the beautiful colours.

The most rewarding moments are when
a child hurries over, wanting to show me what
they’ve created or says “This will be the first
piece of art that I’ll be really proud of”. It
doesn’t get better than that. And it backs up
my belief in the great value of art for people
both old and young,” said Lynne.

.

Lynne Gougeon is a
Leamington based
artist with a diverse
range of work, from
sea and landscapes
to portraits and
murals. To see
more of her work
or enquire about
a commission
visit her website
https://www.
thisismyartandsoul.
co.uk/ or Facebook
page.

A celebration of the diversity and quality of art
found throughout Coventry & Warwickshire
th
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Summer event - 15 to 30 June

Features

The largest FREE art event in the area is open to all artists and includes
paintings, photography, drawings, ceramics, jewellery, installations,
textiles, glassware, printmaking and metalwork. The event enables our
visual artists and designer makers to connect with art-lovers who can
enjoy, buy, commission and participate in their work.

To discover which artists will be involved,
their locations and opening times, visit

www.wostudios.org

(The information about the artists involved in 2019 will be live from early March)

To find out more, contact admin@warwickshireopenstudios.org
or follow @warwickshireopenstudios on Facebook and Instagram
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It’s wonderful – but is it Art?
Clive Engwell takes a look
at David Hockney’s window in
Westminster Abbey

W

hen I read, two years or so ago,
that David Hockney had been
commissioned to design a stained
glass window in Westminster Abbey I was
absolutely thrilled. Hockney has been one of
my favourite artists of all time, for a long, long
time. This is not because he is regarded as
Britain’s most famous living artist or because
he is a Yorkshireman! Throughout my time
painting and drawing and wondering what
to do next, I have always turned to his work
and his many books for inspiration. I have,
without fail, always found something to help:
be it from his fantastic use of vibrant colours;
his helpful explanations of experimenting

with new techniques; or his incredible variety
of subject matter. Really, something for
everyone.
Over the years his considerable talent
has enabled him to work as a painter,
photographer, draughtsman, printmaker and
stage designer.
Well, he got this new job – known as
the Queen’s Window! I understand that the
Westminster Abbey spokesperson said that
David Hockney was chosen as he is “probably
the greatest contemporary British artist” and
“the most appropriate choice”. This was no
mean feat at the age of nearly 80.
I can imagine that although he was

Below: The installation of the
Queen’s window

PHOTOGRAPH: DAVID HARRISON

wrote Andrew Searle in The Guardian.
“There’s something inescapably dead and
bland and gutless about them. Openness to
technical innovation is one thing, art another,”
Mr Searle added.”
But in the New York Times Roberta
Smith called the iPad work “deft”. She wrote,
“this array forms an in-depth portrait of
the artist as a tradition-fluent progressive
working non-stop at the height of his powers,
deftly juggling digital and analog modes of
representation and energetically pursuing
newness on several fronts.”
Hockney himself defends the use of
these tools in simpler terms and says “the
iPad is back-lit like a window. It’s a natural
thing to use.” It is also interesting to note that
he had previously created a collection of 52
separate iPad drawings The Arrival of Spring
in Woldgate, East Yorkshire, printed on paper,
which were much acclaimed at his Royal
Academy exhibition in 2011. In addition, his
fabulous Yosemite Suite launched at the Pace
Gallery in New York in the same year, was also
admired and accepted as art.
David Hockney is well known for
drawing and painting outdoors and the iPad
has simplified that process for him. He and his
work defend the criticisms well. He has long
defended the use of technology in art and
has even written a book containing evidence
that the old masters often used devices like
camera lucida. Maybe this Royal stained glass
window, along with all the other priceless art
and artefacts within Westminster Abbey, will
help settle this matter once and for all.

Above: The Queen’s window
in the making
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given free rein it must have been a daunting
prospect, even for Hockney, to walk into the
Abbey and to see that window as a canvas for
the very first time. The 20 foot (6.1m) high x
6 foot (1.8m) wide window consists of three
openings in the north transept of the Abbey
and it will join with another stained glass
window celebrating the Queen’s Diamond
Jubilee which was installed two years before.
Westminster Abbey finally revealed the
window in all its glory in September 2018,
following the two years that it took to design
and construct using pieces of coloured glass
and supervised, of course, by Mr Hockney
himself. This new medium for him was,
befittingly, constructed by stained-glass
experts at Barley Studios, also in Yorkshire.
David Hockney based his design on his
favourite subject – the Yorkshire countryside
and landscape. It features blossoming
hawthorn trees in hues of blue, green, yellow,
orange, pink and red. All truly in the Hockney
style. Westminster Abbey said the result
“reflects the Queen as a country woman and
her widespread delight in, and yearning for,
the countryside”.
The window is both stunning,
extraordinarily fresh and in keeping with the
times – wonderful in fact! It will definitely be
appreciated by contemporary art lovers.
Hockney drew this colourful countryside
scene – on his iPad. There is some controversy
in the art world regarding the use of this
technology, using the strokes drawn by a
stylus on an iPad and pixels from an ink jet
printer to enlarge the image. This is what
has raised eyebrows and questions amongst
some art critics about whether iPad drawings
qualify as art. The following comments
appeared in an article on the subject in the
New York Times as early as 2014.
“Art critics have shown mixed reactions
to Mr Hockney’s use of this technology:
“They could never hide their electronic
origin no matter how painterly they appear,”

.

PHOTOGRAPH: DAVID HOCKNEY FOUNDATION

Left: Hockney paints his
beloved hawthorn

Alan Dyer thinking about thinking
A retrospective view by John Devane

Alan Dyer: Image+Text, Retrospective Exhibition 1966–2018
Lanchester Research Gallery 15 November –7 December 2018
10
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Figure 1. Left: Triple Heads
(1984) mixed media and wax
55 x 53cm

A

s the proud owner of three artworks
by Alan Dyer I greeted the prospect
of his retrospective exhibition Alan
Dyer: Image + Text with some enthusiasm.
In many ways the Lanchester Research
Gallery at Coventry University was the ideal
setting for this comprehensive survey of a
particular strand of Alan Dyer’s work which
was beautifully curated by Professor Jill
Journeaux. Seventy-five framed works were on
show in addition to four glass covered vitrines
containing sketch books, research material
and the paraphernalia of the artist’s studio.
Alan Dyer studied Fine Art at Burnley School
of Art before moving onto Bristol Polytechnic
and then the University of Reading in the
1970s where he gained an MPhil for his
research into the psychology of perception.
Alan taught art theory at Coventry School
of Art & Design for twenty-four years
before leaving to run the Canal Basin Trust
studios and focussing on his research and his
painting.
Broadly divided into three sections:
the ‘Early Works’, the ‘Digital Research
Studies’ and the ‘Late Composites’, the
exhibition revealed the extent to which Alan
Dyer’s preoccupation with image and text
has continued unabated over a period of
five decades with an extraordinary degree
of consistency of approach and purpose.
Each piece of work in the exhibition was
framed in black giving a sense of thematic
and aesthetic similarity across the entire
show. The exhibition catalogue designed by
Clive Richards is in itself a valuable research
document and contains a statement by the
artist, an essay by Jill Journeaux and colour
plates of the works on show. In addition,
there is a very useful visual index presented as
strips of postage stamp size images. I found
this extremely useful as an aide memoire and I
found myself returning time and time again to
these tiny images which increasingly reminded
me of the pages of an illuminated manuscript.
In Alan’s catalogue statement he
helpfully refers to the tension between the

‘dualistic character’ of both the ‘conceptual’
and the ‘aesthetic’ aspects of his practice and
his ambition to reconcile these modes within
an orchestrated whole. It is perhaps fair to say
that Alan Dyer’s approach to making art has
always been somewhat mercurial and try as
one might, it is not easy to identify with any
certainty how the dynamic of the works and
the process of making art dovetails with the
theoretical underpinning of the research. This
is perhaps why the works are so intriguing!
As Jill Journeaux rightly points out in the
catalogue essay “the paintings, drawings
and prints are engrossing, meditative and
demanding of the viewer”.
The richness of Alan Dyer’s work always
invites close scrutiny, but this is where things
get difficult. What are we meant to make of
these complex icon-like images containing
spidery handwriting, anatomical drawings,
symbols and notations embedded in wax?
Are we meant to try and read the content or
simply think about it? It is probably a mistake
to see them just as aesthetic objects, but I
can’t be alone in having to begin to look at
them in that way. In room one, Triple Heads
(Fig. 1) caught my eye straight away although
it is not typical of Alan’s approach in the
sense that the picture contains figurative
images of heads in profile (a recurrent motif

Figure 2. Left:
L’Ultima Cena (2011)
Mixed media and wax and
found object 70 x 61cm
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in Alan’s oeuvre) isolated against a heavily
worked black surface of wax. One of the few
images in the show without text, lettering or
annotations of any kind. Also, in room one:
Prelude 1, Prelude 11, Prelude 111 and Rhapsody
(interestingly dated 1966-96) are lithographs
started when Alan was a student at Burnley
College of Art and reference T. S. Eliot’s
The Waste Land. In my view the aesthetic
dynamic of the mature works is to be found in
embryonic form in these enigmatic responses
to Eliot’s poem. In particular, the relationship
to print is an important factor in how the
visual imagery begins to compete alongside
the handwritten annotations resulting in the
‘image and text’ dynamic that would be Alan
Dyer’s lifelong project.
Looking at Alan Dyer’s work is a bit
like visiting the Pitt Rivers Museum in the
sense that there is too much to take in at
one sitting. The overwhelming layering of
largely indecipherable text combined with
enigmatic and often obscure references to
symbolism, anatomy and psychology provides
the viewer with a sense of visual overload and
maybe the only way to deal with this is to
simply stand slightly further away and view
each picture as an art object. I am always
intrigued by the ingenious way Alan disrupts
the two-dimensional surface of the works with
found objects and small artefacts redolent of
votive offerings. Some of the earlier pictures
incorporate sunken cavities and furrows in
addition to raised surfaces, found objects,
rivulets of colour and forms embossed in
gold. The surface is often heavily worked,
distressed and scratched in much the same
way that the American artist Albert Pinkham
Ryder worked and distressed his pictures to
imply a sense of mystery and the passage of
time. The perimeter edges of the ‘waxes’ (as
Alan calls them) are invariably blackened

with paint or wax which eases the eye into the
black moulding of the frame. This accentuates
the notion of illumination in the glowing
centre of each work. The quasi-religious
dimension of Alan’s work is occasionally
overt as in the case of L’Ultima Cena (Fig.2) a
bespoke work from 2011 made in response to
the theme of the Last Supper which contains
a rusty nail in a red edged container placed
right in the centre of the image. As with many
of the early works wax has been incorporated
as a key ingredient of the image. The use of
wax or encaustic in art has a lengthy history
dating back thousands of years and in Alan
Dyer’s work it serves both symbolic and
metaphoric purposes but on a more simplistic
level it is also reminiscent of old newsprint.
The wax gives a subtle creamy colouration
to the image which suggests it has mellowed
with age and this also provides the leitmotif
for the iconography that forms the core of
each image. The newsprint reference is also
important in the sense that the distribution of
text and image in most of the works (early and
more recent) seems to work like the layout of
a page of a newspaper. Thinking about thinking
(Fig.3) is one of the strongest and perhaps
most typical of Alan Dyer’s works in that it
contains the trademark head in profile and
overlapping and adjacent ‘image and text’
seamlessly combined in one complete image.
The Art & Language (A&L) movement
left an indelible mark on the culture of Fine
Art in the Coventry School of Art & Design
in part because of the challenge it raised
about the conventional relationship between
practice and theory. This dynamic was always
at the centre of any discussion about the Fine
Art curriculum and Alan Dyer (although not
directly linked with A&L) was instrumental in
driving forward a strong theoretical dimension
to the Fine Art course over a period of two
decades. This theoretical underpinning
was hugely successful and resulted in

Figure 3. Left: Thinking about
thinking (1999–2002)
Ink on paper 60 x 56cm
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students being able to elect to do a weightier
theoretical component as part of their Fine
Art course. This became known as the ‘double
module’ and effectively provided the space
and time for students to excel in this area if
they felt compelled to do so. Alan’s delivery of
this module resulted in a significant number
of students moving on to Master’s level
theory courses on the strength of their final
dissertation. This was a real success story but
as with many success stories its significance
was perhaps not fully appreciated at the time.
As a frequent visitor to the Canal
Basin Trust in Coventry where Alan has his
studio, I have had many opportunities to see
his work in progress and to reflect on the
many facets of his art practice. In our age
of ‘constructed identity’ it is interesting to
consider the extent to which Alan Dyer the
polymath has managed to develop a number
of interconnected but also quite distinctly
separate approaches to making art, each of
which is worthy of discussion and debate. The
Lanchester Research Gallery show revealed
one aspect of this prolific output, but there
are also the complex figurative paintings that
he has been preoccupied with for many years
some of which were exhibited at Gallery 150
in Leamington Spa in 2014 and discussed
by John Yeadon in his article: Alan Dyer at
70 (ArtSpace issue 41). In addition, Alan
Dyer has produced a completely discreet
and separate series of paintings inspired by
Cezanne. These pictures constitute another
aspect of genuine visual research through
making. Although they incorporate the motif
of figure in landscape and are constructed
with Cezanne like faceted brush marks,
they are perplexing and strange. Alan has
effectively reimagined Cezanne in Lancashire
and thus the iconography of the pictures

is more Pendle Hill than Mont SainteVictoire. I felt it was important to mention
these other aspects of his practice in order to
contextualise the Image+text show and as an
indication of the degree of focus and attention
that he brings to his artistic endeavour.
Alan never embarks on anything in a halfhearted way and each aspect of his practice
is rigorously pursued and interrogated in the
spirit of a lifelong research project.
This is especially evident in the series
of images identified as ‘Digital Research
Studies’ and the arrangement of the catalogue
allows the viewer to scan images as though
each is a page from a journal. The aesthetic
and practical considerations of arranging
text and image perhaps achieved a level of
perfection in the illuminated manuscripts of
the medieval period and one might argue that
the legacy of that aesthetic is still present in
the journalistic conventions of printed media
today. The idea of incorporating the capital
letter at the beginning of a chapter in a larger
and more decorative font appears in Alan
Dyer’s work time and time again although
not with that original logic. In Alan’s work, a
capital m or u might appear as though adrift
from the main body of text. In x-u-m Study
(Fig.4) the now familiar heads in profile
(seven in all) are drawn with great fluency
and are linked together as a sequence moving
seamlessly from skull to person. In this series
of works the physical patina and substance of
the earlier works is absent. Each piece has one
layer of visual information which has been
produced digitally. The rectilinear device is
still present in the form of a printed window
mount-like edge to each image an inch or so
in from the edge of the frame. Once again,
the relationship between image and text in

Figure 4. Left: x-u-m Study
(2011–17) Notebooks
composite digital print
33 x 27cm

Figure 5. Left: u-Spiral
(2011–17) Notebooks
composite digital print
33 x 27cm

.

John Devane is Professor of Painting
in the Faculty of Arts & Humanities at
Coventry University and Professor of
Painting at the RBSA (Royal Birmingham
Society of Artists).
Both Alan Dyer and John Devane are
long-standing members of the LSA.

Figure 6. Left: Photon 1
(2016–17) Pen and ink on
paper 51 x 43cm

13

Figure 7. Below: Photon 11
(2016–17) Pen and ink with
digital print on paper
43 x 51cm

R evi ew

Alan’s work is at the core of his endeavour.
Sometimes images are overlaid and overlap
each other as though competing for the same
space, however in this series they coexist
on the same physical plane. Alan is faithful
to the conventions that he has determined
for himself and therefore the borders and
margins allow for contained blocks or galleys
of handwritten script that act like building
blocks and aesthetic space-fillers in each
image. Alan’s ‘text boxes’ never stray too
close to the edge of the image and thus the
rectangular frame is reinforced and echoed
throughout each image. u-Spiral (Fig.5) is
an example of how the resulting sense of the
completeness of each image is continually
reinforced by this adherence to compositional
unity and harmony.
The final section of the exhibition
identified as ‘Late Composites’ continues
the iconography of the previous works but
again it incorporates digital versions of works
in sketchbooks combined with the addition
of pen and ink used like watercolour. It is
as though the diagrammatic imagery has
started to break free from its moorings and
a more fluent expressivity is evident. In
Photon 1 (Fig.6) we see a controlled splash
of blood red ink occupying centre stage. In
Photon 11 (Fig.7) the red splash has begun to
break-up and appears to be morphing into
an indeterminate form. Curiously perhaps,
I spent more time looking at these later
works in the catalogue than in the gallery.
With the benefit of hindsight, I should have
devoted more time to the later works as I
am now unsure about the extent to which I
was looking at digitally manipulated imagery
arranged in printed form. The early works
have more obvious gallery gravitas and
perhaps the mystery and complexity that they

exude elicits a different kind of approach
to viewing. In crude terms, they are more
like ‘art’. Having said that, it is clear that on
closer inspection we can see that things are
not quite what they seem. The later series
of works are more emphatically print-like
and take us back full circle to the Prelude
series of lithographs at the beginning of the
show. There is a layering process, albeit a
subtle one and we can see the torn edge of
the central motif which has been glued to
another sheet of paper. Once again, blocks
of handwriting often frame the central motif
but the relationship is assured and controlled
in a way that suggests that the idea is more
paramount than the execution. Perhaps the
more recent works are easier to understand as
a form of research endeavour because they are
less encumbered by the patina of art? Perhaps
the middle to later images work beautifully
in the catalogue because they are the product
of digital manipulation and remind the
viewer of the earlier images albeit through
a form of simulacrum? Notwithstanding,
it was a treat to see such a coherent and
comprehensive body of work under one roof.
The show gave me a lot to think about and
that’s always a good thing. We may never get
another opportunity to see such a complete
chronology of Alan Dyer’s works again.

Jessie Walker
curating Kenilworth
Arts Festival
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eing a final year student at the
University of Warwick, one question
that I get asked too regularly,
especially as a humanities student, is “so
what do you plan on doing after this?” When
asked this, my answer changes every time.
Humanities subjects open up so many creative
opportunities for students which allow
involvement in unique projects and ideas, and
it makes it hard to decide and tie down one
particular and definite career path. This is
because, like myself, students can have several
interests within their subject which could
lead in many different directions career-wise.
When this question first began being asked,
my answer was always one of uncertainty.
Due to this constant questioning, combined
with my own uncertainty in contemplating
my future career, when an email advertising a
volunteer role at a local Arts Festival appeared
in my inbox, I hastily replied.
Admittedly, the opportunity of curating
my own exhibition came into being with a
great deal of luck. I was originally interested
in helping promote Kenilworth Arts Festival to
the student demographic at Warwick through
social media and advertising, and learning
about the marketing sector with future jobs
in mind. After some meetings and many
coffees, I was presented with the unexpected
opportunity of curating a companion
exhibition to the main festival, at which
I leapt. Under the very trusting guidance
of Kenilworth Arts Festival’s director Lewis
Smith, I was provided with a space, a budget
and a deadline. With the key ideas of the
Arts Festival encompassing the celebration
of new and emerging talent, the community
and the local area (i.e Kenilworth and the
West Midlands) my aim was to produce an
exhibition which reflected this. With this
sense of community in mind, we set up an
‘open call’ asking artists to engage with the
title ‘community’ and to present their own
interpretations of what the word can mean to
individuals as well as in a wider group. This
thematic decision came mostly off the back

Figure 1. Left: Untitled
Tia Bryant

of the Arts Festival’s encompassing ethos of
inclusion and celebration, and I believe the
events during the festival heavily reflected and
complemented this decision. After roughly 6
months of emailing, planning and emailing
some more, whilst attempting to keep up
with exams, a summer job, and university
work, the set-up day arrived. After meeting
with the artists to collect all their work,
standing in the empty space of the soon to be
the exhibition felt daunting, and one of the
greatest challenges was attempting to make
the art work in the context of a challenging
space. A large part of this difficulty came with
the issues surrounding planning, and as I
was working remotely for the majority of the
summer, I had yet to see the room until the
morning that the artworks had to be hung.
This gave me a practical and unexpected
insight into the way in which curators work,
with the challenge of coordinating artworks
into a single, cohesive arrangement from a
distance representing a key aspect to this type
of career.
The artworks which were selected
to be displayed in the exhibition all held
very key representations of what the term
‘community’ meant to them. For example,
the photographer and community workshop
leader Tia Bryant produced a documented
format of one of her classes at a Coventry
community centre with children aged
6–16, teaching them the technical skills of

Figure 2. Below:
Magdalena Antrobus
Illegal Alien: Trying to Fit In
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place in Leamington Spa, from February 3rd.
It aims to bring together another collection
of local artists to explore the theme of nature
and the natural world. Learning from my
previous exhibition, this time the space
provides a lot of inspiration for the beautiful
display of artworks, and is a multi-use events
space with four rooms, set in the beautifully
Victorian-style interior of Temperance, which
includes fittings especially for displaying
artworks. In regards to the size of the venue,
I can admit that this is an ambitious follow
up from the previous event, however, with
the wonderful artworks received through
the ‘open call’, I believe that this bodes to
be a promising success. The exhibition will
run for the entirety of February 2019, and
will include a private viewing within its first
opening week.
So now when I get asked that same
question “what are you doing after
university?”, my answer is slightly more
confident. The creative world which I have
explored within the Midlands in the past
six months has opened up so many new
opportunities and experiences for me that
I never would have expected when starting
university as a fresh faced eighteen-year-old,
and I have made some wonderful artistic
connections, as well as some brilliant friends
who have supported me wholeheartedly.
I still believe I have a lot to learn, two
exhibitions are a promising start but there’s
always room for more and time to grow.
Whilst my answer still varies from time to
time when new ideas spring up before me,
there is one consistent underlying aim – to
experience, create, and learn.

.

Figure 3.
Above: Karen Pittaway
The Allotments
Copyright Karen Pittaway
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photography, along with what art meant
to them (Fig.1). Similarly, Magdalena
Antrobus displayed a beautiful oil painting,
Illegal Alien, which explored what it meant
to be an international citizen within a wider
community (Fig.2). We were also very
fortunate to engage with the local Kenilworth
artist Karen Pittaway, who produced
intricately detailed scenes from life in the
town (Fig.3). Many artists also produced
some very touching and deeply personal
examples of how community has impacted on
their lives during rough times.
The exhibition was up for a duration
of eight days during the ten-day festival and,
in my opinion, was a great success. We had
many positive comments and feedback on
the quality and variety of the artworks, as
well as the inclusion of visual arts within the
much wider scope of the arts festival, which
included family events, workshops, concerts,
and a literary weekend. All of the artists who
were exhibited were extremely cooperative
and encouraging with the entire process, and
it was delightful to see them all interacting
with and supporting each other at the opening
event on the afternoon of the first day. With
Kenilworth Arts Festival, I believe I found a
new personal definition of community; the
entire team of volunteers and committee
members created such a wonderful family and
supportive group who were all enthusiastic
about all events, and were extremely helpful
in making the exhibition a success.
I learnt a huge amount during the
month I spent working with the organisers
of the Arts Festival, and the range of skills I
learnt was also vast. These included diverse
skills such as events organisation, logistics,
communication skills, management, and I
now know I really love setting up events and
organising exhibitions. I gained so much
from my interactions with the artists, and the
positive collaborative experience has driven
my vocation to take these experiences further
in the future.
With Kenilworth Arts Festival being an
annual event, I have been invited back to
produce another exhibition, hopefully in
a reimagined format which will be further
integrated into the town. The Festival this
year (2019) will take place from the 19th to
the 28th of September, and for me it couldn’t
come soon enough.
The enormity of positive feedback
and the great sense of happiness and
accomplishment I gained from the first
exhibition and working with Kenilworth Arts
Festival, has encouraged me to produce
another exhibition, independent from the
Festival for my own enjoyment. The next
exhibition that I have curated will be taking
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Dave Phillips on
John Devane’s
exhibition of paintings

10 Gresham Street, London
20th September – 25th January 2019

J

Figure 1: All that glitters (2018) Oil on canvas 150 x 180cm
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ohn Devane is a professional and
distinguished artist of note, a graduate
of the Royal College of Art, whose
work and prizes from 1980 onwards have
established his reputation. He is also a
respected member of lsa. This exhibition, in
the City of London was held, not in a normal
art gallery, but an enormous foyer, that is the
entrance to Lloyds Insurance at 10 Gresham
Street, City of London, and innumerable
other businesses. There is a constant flow
of people entering and leaving the building.
The eight oil paintings though, which made
up the exhibition, because of their size and
subject matter, had a significant presence,
and attracted many viewers. This review is
concerned with three of those paintings,
which embodied the flavour of the exhibition
as a whole. They contained some of the spirit
of the glory days, of a figurative tradition in
English painting, where an implicit narrative
raised expectations of a symbolic and
metaphoric dimension.
All that glitters (Fig. 1), the title of this
painting and the actual exhibition itself,
presents a seated male figure confronting us
with a top hat, black jacket and trousers and
a white tieless shirt, with his hands drooped
over arms of a chair, clutching a cane. He is
seated motionless, and seemingly unaware
that behind him, beyond the windows
externally there is a red glow, as if an inferno
is blazing, with floating debris that activate the
pictorial space and infer an impending crisis.
The image has an air of fin de siècle, and that is
characteristic of some of the other paintings,
with a hint of Lautrec. In fact, the more you
look the greater the insistence that there is a
sinister and worrying message conveyed in
the image. Its power and presence through
the handling of paint, which is constantly
restless, seeks your perception, that what is
being witnessed is a metaphor of complete
disaster, of which seemingly nothing can
be done. Is it a lesson in civility, of how
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Figure 2: The glittering prizes
(2018) Oil on canvas
150 x 180cm

with dignity, ruination should be faced, by
turning your back on it? Or could it simply
be that the figure represents that of a satisfied
impresario caught in the full glow, after the
show, of the audience’s affirmative response.
If so, would it take away the idea of the threat
of annihilation, reducing the potency of the
work, or alternatively offer an equally effective
but different conclusion? In many of the
paintings there is this tantalising ambiguity of
interpretation, with soft focus, few hard edges,
other than the black and white contrast of the
main character’s suit.
The Glittering Prizes (Fig. 2), shows a
woman in a dress, with blonde hair standing,
with left hand held out, in arched high heels,
seemingly perplexed that her moment of
success has resulted in a virtually empty
room apparently with no audience. Floating
fragments tie together the room beyond with
a log burner and dark suggestive shadows and
activate the pictorial space. In the foreground,

connected by a couple of stairs, there is a
soft chair and a sofa. The mood achieved is
one of anxiety, for the emptiness is startling.
Deception reigns and the emotion is one of
disappointment. Nothing is as it should be.
At a moment of achievement, is there only
emptiness? Such a clever painting reminds
one of hollow prizes and our own aspirations.
The image is a sharp reminder too of our own
disappointments. Yet, could it be that she, the
prizewinner is rehearsing her speech backstage, in acknowledgment of the forthcoming
award, and thus contradicting the previous
interpretation. Such is the challenge of
meaning in narrative terms.
Weeping Woman 2017 (Fig. 3), is of
a standing woman, set in an unspecified
location with her hands covering her eyes
and her hair streaming up, as if pulled by
some secret magnetic force. It is a picture
of extreme grief and shock and the aura
seemingly emitting from her is a physical

manifestation of bodily reaction, as seen
in the bleached surface behind her body.
In the forefront of the picture, with dark
areas mounting up behind her, indistinct
and shapeless, she appears vulnerable and
anxious in this context. Again the artist has
caught a dramatic moment in his display of
the human condition. Indeed in our response,
on an examination of the work, there seems
a profound concern with our fate as humans,
under threats, of which we are becoming
more aware. No wonder he has won so many
prizes, for example, second prize in the 2013
BP Portrait Award at the National Portrait
Gallery, London.
John Devane has set out to exhibit a
variety of different subjects and together he
has managed to raise questions of uncertainty,
threat, impenetrability, emotional states of
mind, and many more themes under the
guise, in many cases of theatrical presentation.
This is a serious artist whose message
and analysis revolves around questions of
humanity and who is fully aware of the
various crises that confront the human race.
His means of communication, as a Professor
of Painting, is the deployment of oil paint,
which he so thoroughly understands and
uses with all its possibilities. In the present
art world that has so many facets in its forms
of expression, it is comforting to see the
traditional means of painting utilised by so
talented an artist. He uses the best Windsor
and Newton, Rembrandt and Michael
Harding paints on best quality canvas. The
aesthetic qualities of the work lie deeply
embedded in the pictorial means he employs,
and the breadth and scope is enhanced by the
ambitious size of the paintings. All that glitters
is not gold but these large paintings seem to
empower us with enrichment.
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Figure 3: Weeping Woman (2017)
Oil on canvas 142 x 114cm

Journeys with ‘The Waste Land’
A community curation journey
with Karen Parker

I

f ever a project had your name on it Karen
this is it!” Is it because I love poetry,
enjoy T.S.Eliot, find delight in art, or I
am an organiser? Yes to all these things, but
it is my desire to promote the arts in general,
to be inclusive, but mainly to engage with
people, sharing my knowledge and learning
from others, that drew me to the idea of a
community curated art exhibition based
on Eliot’s poem The Waste Land. Find a
community of interested volunteers was the
directive. Tricky finding willing volunteers
from a diverse background, centred around
Coventry and who enjoyed those same
precepts of poetry and art. A widespread
email to community groups and invitations
through Warwick Arts Centre, Mead Gallery
and social media brought a mixed group of
people to the first meeting. Over time this
initial group settled at around thirteen people
who became the Journeys with ‘The Waste
Land’ Research Group and stayed the course
of the project (Fig. 1). This was in contrast to

Turner Contemporary, Margate, the project
starting point, where around fifty-sixty
volunteers were involved.
Community is a difficult thing to identify
and define. Is it defined by profession,
knowledge, interest, place, age, nationality,
experience, local or worldwide, virtual or
in person? In the end it was a self-selected
group of individuals, with many personal
reasons for being involved, including
prosaic considerations of time, availability,
geography, commitment and expense, as well
as philosophical, educational and visionary
ideals. Professor Mike Tooby, the lead on
the project, wanted to challenge the notion
of the omnipotent curator, declaring the
audience must see a definitive interpretation
of a subject. The project aimed to challenge
stereotypes and preconceived notions of an
audience, and to encourage dialogue, harness
local expertise and enthusiasm, using “socially
engaged practice as outreach.” (Tooby
presentation 16.11.18). This was a plea to the

PHOTOGRAPH: KAREN PARKER

Figure 1. Left: Coventry
Research Group
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to say “The curator gives value to things but
also, crucially, performs value–conscious of
onlookers.” This describes the process of art
curation, but does not define by whom.
The Journeys with ‘The Waste Land’ project set
out to challenge not the notion of expertise,
but who it may be attributed to and where
it could be found. Scholars of T.S.Eliot, art
historians, poets, performance artists, visual
artists, sound artists, dog groomers, builders,
retired, unemployed, shopkeepers, librarians,
linguists, doctors, a wide cross section of
the general public in fact contributed to the
Research Groups. Andrew Nairne, Director
of Kettle’s Yard, states that “being curator
does not require certificates. What is required
is curiosity about art and creativity.” (The Art
and Science of Curation). These qualities were
found in abundance in the Research Groups
where there was much sharing of knowledge
and skills, cooperation and compromise,
negotiation and decision making. Itha O’Neill,
curator at Amos Anderson Art Museum,
Helsinki, believes “curators are mediators of
knowledge”. The Art and Science of Curation.
Nairne suggests Jim Ede, founder of Kettle’s
Yard “did not think he alone could or should
curate, he wanted everyone to be a curator.
By this he meant that we could all learn, or
release, the visual awareness required to
create harmony through arranging art
and objects in such a way as to encourage
observation and thought.”
In our community curation, curiosity,
creativity and expertise provided the raw
materials to tackle the question posed by
Tooby: what relevance can we find in the
T.S.Eliot poem The Waste Land for living
today in both Margate and Coventry?
Choosing The Waste Land immediately
raised questions. It is considered a ‘difficult’
poem to understand and written in many
voices, with many cultural references that
could pass you by. Acknowledging this
was paradoxically enabling and restricting,
allowing many interpretations, but being
obliged to remain anchored in the text. Adam
Hammond says of the poem “regardless of
which way you see it, its generic complexity
is such that you must acknowledge that
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communities of Coventry and Margate to get
involved, to not be a passive audience, but
to engage with each other and contribute to
the whole experience. A different approach
is sometimes met with suspicion and it is
vital the process is engaging in itself, treating
discussion and ideas with respect.
The groups in Margate and Coventry
also worked together to maintain a sense of
community through both venues, and each
learned from the other swapping ideas and
suggestions. So did the community embrace
the project, and in return the project embrace
the community, both before and during the
events in both settings? Margate appeared to
have struck a chord and embraced the whole
town, with events and exhibitions on every
street during the exhibition. Coventry was
smaller and with fewer events, interesting
considering the size of the city in comparison,
however it may have been the vastness of the
city that diluted the message to be involved.
Margate definitely captured the zeitgeist and
anecdotally, the reception and evaluation of
the two exhibitions was encouraging, with
visitor numbers extremely healthy and many
positive comments (Fig. 2).
Mike Tooby observes that exhibitions
have been drifting into only one way to
consider a subject, and questions what other
ways there are to engage new audiences by
altering the process of curating and involving
more contribution from a wider source.
The origin of the word is from the Latin
curare, to take care. Apply this concept to our
understanding of art curation and a broad
spectrum of interpretation emerges. Is it
merely choosing a selection to show together,
is it stewarding a collection, is professional
expertise implied, indeed how is expertise
defined or necessary, or can this concept be
more widely employed?
Algorithms are curating our choices
in online sales, offering options based on
previous purchases and suggesting they
are curated for you. David Balzer claims in
The Guardian “Contemporary curating has
become an absurdity. Outfits are curated.
Salads are curated. Twitter feeds are curated.”
The Guardian Saturday 18.04.15. he goes on

Figure 2. Below:
Margate Research Group

PHOTOGRAPH: TURNER CONTEMPORARY

Figure 3 & 4. Above:
Journeys with
‘The Waste Land’
Herbert Art Gallery & Museum
Coventry

PHOTOGRAPH: KAREN PARKER

Figure 5. Right: Journeys
with ‘The Waste Land’
Turner Contemporary Margate

someone else might see it differently.” http://
hedothepolice.org. The discussion groups
echoed the multivocal nature of the poem and
the sharing of expertise revealed many depths
and layers. This made the job excruciating to
pin down on occasion, but eventually landed
in a recognisable consideration for the final
exhibition with many ideas and suggestions
falling by the wayside.
The core of the Margate exhibition
came to Coventry, but as external events
began to make an impact on decisions, some
works had to be left behind. We learned of
the imminent rebuilding of the Mead Gallery,
the intended site for the exhibition, and so
in the spirit of community involvement,
the Herbert Art Gallery & Museum and
Coventry Cathedral, stepped in to stage the
show. We were restricted on size, for instance
Margate’s Cy Twombly Quattro Stagioni
1993-95 would have filled the space at the
Herbert, so some work did not come to
Coventry. Occasionally the work was refused
by the artist, gallery or agent, and sometimes
a first choice was on loan in another country.
It must be remembered that some major
lenders may reserve the right to restrict loans,
so invariably the groups were dependent
on the negotiation of professional curators.
The cost of shipping and insurance proved

prohibitive in some instances, and restrictions
on a loan for one venue only, as in the case
of the Edward Hopper Night Windows 1928,
required some negotiation within the groups.
The timing of requests also dictated choice,
and the restrictions inherent in some works
with various permissions, consideration of
context, or premises were honoured. When
approached, a few artists suggested a different
work, and John Newling offered to create a
piece Eliot’s Soil for the project, which was
accepted and included pieces specifically for
each venue. The community curation proved
to be more than curiosity, creativity and
expertise with logistics, finance and other
influences ultimately impacting on decisions.
The Research Groups were not at liberty
to request loans directly to establishments
such as the Tate, and we were beholden to
the professional curators to organise loans
through the accepted channels.
Coventry’s Research Group chose
themes of Journeys and Fragmentation with
a view to including the City’s themes of
Peace and Reconciliation. Margate’s claim
of Eliot writing some of the poem in the
shelter on the beach, and its proximity to the
sea, were specific to that venue and not so
relevant to Coventry. Thus began the process
of identifying artwork and artists that the

PHOTOGRAPHS (FIGS 3 & 4): © FRANCIS WARE 2018
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Figure 6. Top left: Journeys
with ‘The Waste Land’
Turner Contemporary Margate
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around the subject and process by some
artists, but most submissions were made in
isolation from the community (Fig. 7).
Personally I found the whole Journeys
with ‘The Waste Land’ experience challenging
and illuminating. I have learned so much
about art, artists and the art world, people in
general, philosophy and poetry, community,
compromise and cooperation. I have learned
deliberation, negotiation and when to make
a stand. I have made new friends, and
discovered new skills, all generating new
possibilities and opportunities for the future.
I feel privileged to have been a part of such
an experience. I now know my community
better and it has kindled a desire to be more
involved in that community (Fig. 8).

PHOTOGRAPHS (FIG 6 & 8): KAREN PARKER.

Karen Parker is a
member of the
Coventry Journeys
with ‘The Waste Land’
Research Group

www.artandscienceofcuration.org.uk/

Figure 7. Above: Response
to The Waste Land at
Leamington Studio Artists
East Lodge Gallery
Figure 8. Left:
Members of Margate and
Coventry Research
Groups at Coventry Cathedral

PHOTOGRAPH (FIG 7): MEURIG HUGHES.

groups felt reflected the chosen themes. Local
contributions were deemed important,
JMW Turner The Golden Bough 1834 for
Turner Contemporary in Margate, George
Shaw Twelve Short Walks 2005 for Coventry,
for example, and loans from local collections
at the University of Warwick and Leamington
Spa Art Gallery & Museum. The Research
Groups visited each other and took part in
some of the selection process, and a jar of
Margate sand accompanied every meeting
in Coventry. At Coventry, we found being
the observer to an earlier process useful in
streamlining ideas and identifying what we
could take from Margate’s experience, so
the local community was stretched as far as
Margate. Some differences were illuminating.
Margate chose not to declare who the voices
were on their exhibition interpretation,
choosing instead to record their conversations
and provide audio versions. However,
Coventry decided to name their contributors
and have the poem recited by professional
actors on a timed loop throughout the
exhibition (Figs. 3, 4, 5, 6).
Wanting to keep the community feel
of the project and include as many people
as possible, the offsite programmes were
varied in both venues. Margate managed a
vast selection of events across the town. It
appeared that everyone was involved, not a
shop or cafe escaped the exhibition and the
whole town became a journey with T.S. Eliot.
Discussion groups arose with reading, walking
and poetry groups forming and still meeting
today. Coventry’s events were fewer, reflecting
the size of the Research Group where talks
and performance, creating poetry and sharing
knowledge were the major players. Currently
new projects are being considered to keep the
group together.
A popular offsite contribution was an art
exhibition with a slightly different approach.
Margate’s many independent art shops and
galleries, cafes and hotels, chose to stage an
exhibition with the same focus, T.S. Eliot and
The Waste Land. Coventry’s group arranged an
Open Competition Response to The Waste
Land at Leamington Studio Artists East
Lodge Gallery, where the brief was new work
inspired by the poem. A community of
thirty-five artists submitted fifty-two works of
art, all of which were accepted and hung. The
exhibition was entirely self-selected and
therefore curated by the community. As an
exercise in creating an exhibition to a theme
by a community, this event succeeded in a
simpler format without the complicated
preamble and preparations the main
exhibitions demanded. However, as a
community engagement project this was less
evident. There may have been conversations

Lucy Ovanesyan reflects on the
visionary art of Kevin Parrish

A look at the work and the
various sources of inspiration for
this Warwick-based artist
24
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orn with an English and Welsh
background, Kevin Parrish was born
in Birmingham, Warwickshire, in 1953.
Parrish’s art reflects and encompasses his
various interests that had been fascinating
him from an early age – music and sports,
sci-fi and astronomy, art and architecture,
railways, the natural world. Parrish’s
background in civil and structural engineering
has evidently informed his work. As a member
of the Guild of Railway Artists, Parrish has
had the opportunity to exhibit with them
around the country. The significance behind
his railway art is revealed in the wide range
of sources that feature his work such as
books, magazines, jigsaw puzzles, prints and
postcards. Kevin has won multiple awards and
prizes over the years as a fine artist pursuing
his passion. The biggest award for Kevin is
“sharing his art with art lovers who really
appreciate what he is doing on the canvas.”
He was invited to join the Mitchell Gallery
in Warwick as one of their in-house artists in
2009. A further testament to his success, his
artwork can be found in private art collections
in the UK and overseas.
The celestial has always been of interest
to Parrish and is evidently reflected in his
art. This is what inspires him to create most
of his images through certain genre. His
outer space art and the illustration of the
natural world through Why Beauty Matters
are manifestations of this tendency. Particular
sources of inspiration for Kevin are said to be
the cosmic music lyrics of Yes and The Moody
Blues and the emotions these prompt him to
experience. His railway and canal images, also
relating to the natural world with day and
night time scenes, with the moon in the sky
and reflections on the ground after recent rain,
further exemplify the artist’s fascination with
the celestial. Furthermore, inspiration for his
work was taken from watching the legendary
Doctor Who from his childhood years in the
early 1960s and the many elements that go
with it, such as the concept of the truth and
purity and morality from the Doctor himself.

Why Beauty Matters successfully
communicates ideas about love, beauty,
and the celestial – an overarching theme
in Parrish’s art (Fig.1). This piece has
evidently been inspired by the two principal
philosophers Parrish follows, Prince Charles
and Roger Scruton. After watching Scruton’s
Why Beauty Matters programme on BBC2 and
re-watching Prince Charles’s Vision of Britain
on video originally made in 1987, Parrish felt
inspired to create something on the canvas.
For him the strong message coming across
from both programmes was that mankind
needs a better understanding of nature.
We need to work with it and be part of it,
whether it be a work of art in harmony
with nature or a piece of architecture in
harmony with the natural world. “We seem
to have gone astray which has led to so many
environmental problems around the globe.”
While Parrish has recently enjoyed great
success with his monochrome paintings,
his colour artwork images also ought to
be acknowledged for the great sense of
atmosphere they evoke in the viewer (Fig.2).
Kevin’s railway art entitled Train on Time
was chosen to be included in the Memorial
Fundraising Calendar, published in late 2017

Figure 1. Above: Why Beauty
Matters (2012)

by the LMS Patriot Project (Fig.3). This
project was established by railway enthusiasts
to build a new national memorial engine,
namely an LMS Patriot locomotive after
all the original members of this class were
scrapped with the demise of steam in the late
1960s. Train on Time portrays a Patriot Class
Locomotive no 45551 named ‘The Unknown
Warrior’ approaching which many might
recognise to have been Warwick (Milverton)
Station in Leamington Spa during the 1950s.
The locomotive itself can be interpreted as
a symbol of remembrance and a permanent
memorial to all those people who have died
because of past war events. Works such as
Tornado and Clun Castle also ought to be
highlighted for the ways in which they are allencompassing of the elements of the Earth.
Kevin’s love for Doctor Who began at
the early age of 10 when he first watched
an episode of what went on to become a
television phenomenon and legend in science
fiction and fantasy. With its well written
stories and strong characterisation, the
show was compelling and engaging for the
imaginative child that was Kevin.
Beginning in the late 1990s, Kevin has
created several montages of the television
show and he still continues to do so to this
day as the show is constantly evolving. This
ignites his inspiration. Kevin’s artwork is
known in the Doctor Who world through
fandom, conventions, charity events and
merchandise (Fig. 4).
Kevin’s art embodies the various sources
of inspiration that informed the artist’s vision
of the world and our role within it. The longer

Figure 2. Left: Reflections
of a Princess (2014)
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one chooses to contemplate one of Kevin’s
painting, the more they wish to discover, and
this is perhaps the ultimate sign of art that
stands the test of time and can go beyond its
own limitations of time and space.

Kevin undertakes commissions and
can be contacted at his studio on
01926 332708 or via email,
parrish@quicknetuk.com

Figure 3. Above:
Train on Time (2011)
Figure 4. Left:
The 13th Doctor (2019)

Art news miscellany
by Dave Phillips

1. lsa burst upon the 2019 art scene with a
vengeance ready for the art buying public. At
East Lodge, John Seely’s photographs of trees
set against evening light, engage the eye and
calmed the brow, and we marvelled at Colin
Franklin’s drops of frozen water, enlarged and
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Dominica Vaughan Mother
oil on canvas 94 x 60.5 cm

turned into glass objet d’art.
An exhibition also at East Lodge of
lsa Volunteers included Jenny Chan’s small
ceramic heads, each one different, constituting
an intriguing display. Jenny has recently
been selected as one of the Craft Council’s
Hothouse Personnel, indicating a bright
future. Hilary Roberts’ work Petra (See inside
front cover), lit up the scene glowing with
colour and light. The initial photograph of
the model was overlaid by another, of heavily
textured slate, whose opacity was reduced, so
the model and slate became one, simulating a
stone sculpture. It has allure and dignity with
muted sensuality. The arrangement of the hair
covers the face entirely, so she will forever
remain an enigma, as a person. It possesses
many of the characteristics of a painting,
and only a photographer with consummate
knowledge could create such an image. It is a
tour de force.

3. City of Women. Female artists in Vienna
1900–1938, exhibition from 25th January to
19th May 2019 at the Belvedere, Vienna. This
is an exhibition showing the art of women
artists, who were part of the Vienna Secession
and helped shape Viennese Modernism
around 1900. It consists of the work of 50
female artists, who went on to produce
extraordinary paintings and sculpture until
1939. Their work became forgotten in the
main, until art historians wrote about them.
Sabine Plakolm-Forsthuber’s book in 1994
and Julie Johnson’s in 2012 The Forgotten
Women Artists of Vienna 1900 jolted the art
world into action and thus this exhibition.
Many of the works on show were bought in
the 1930s by the Belvedere over four decades,
and then forgotten, until now. Artists such
as Teresa Feoderovna Ries, a sculptor who
created nudes, one clipping her toenails,
which created a scandal but which won an
invitation from Gustav Klimt to exhibit her
work. Others such as the landscape artist
Tina Blau, figures of women by Helene
Funke called Traume (Dreams 1913), who in
1928 won the Austrian State Prize, and so
many other wonderful women artists, as this
exhibition shows. It is an exhibition, which
shows the recognition that is now being
shown to female artists, and you could say
about time, too.

2. Four watercolours by Sylvia Pankhurst
(1882–1960), a suffragette of significance,
have been acquired recently by Tate Britain.
They are part of a series she painted in 1907,
of cotton mills in Glasgow and potteries in
Staffordshire showing the awful working
conditions women had to endure. Whilst
there, she wrote of “the deafening noise of the
machinery and oppressive heat and I fainted
within an hour.” Women had the lowest jobs
working for men and as she wrote, “they were
slaves of slaves.” She was an artist of talent
having attended Manchester Art School and
the Royal College of Art in London. The
paintings will be exhibited as part of the new
permanent display of English art in 2020,
which will consist of female artists only. It is
a radical step but one welcomes the move,
especially when one learns that two women a
week are murdered in this country. This figure
is ghastly, horrific and intolerable. It must be
stopped. It should not and shall not, surely,
continue? Women now have more opportunity
in the art world, which for so long, like many
aspects of society have been dominated by
men. Perhaps one day we shall achieve a
society, which is truly created by both women
and men, instead of one where women are
merely equals in a man’s world.

4. Pierre Bonnard, 1867–1947, exhibition
at Tate Modern features his work from
1910 onwards, with just a few from earlier.
Noted for his colour and nudes he does not
disappoint. He emerges as an artist whose
work gives delight, and a sense of wellbeing.
All features such as trees, flowers, faces
and figures seem indistinct. His manner
of painting was to daub highly coloured
paint onto canvas. This method enabled
him to work from his memory of pleasant
domestic scenes and familiar landscapes
and photographs, in front of the canvas and
construct his compositions accordingly. His
work was sufficiently warming
and cheerful to gladden
the heart in London on a
cold winter’s day. Perhaps
overshadowed by Matisse,
and perhaps not a great innovator, he seemed a serious
artist whose reputation is
sufficiently worth the Tate
showing, as they have, an
enormous number of his
paintings. Worth seeing if
you like really colourful
paintings. 23rd January
to 6th May 2019.

.
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Tim Marlow is the
Artistic Director of
the Royal Academy
and in his amusing
letter suggests that
all LSA members
would be welcome
to submit work
to the Royal
Academy’s Summer
Exhibition. He was
very impressed
by the painting of
Bryan Kelly and the
two monotypes of
Alison Lambert in
last year’s Summer
show, illustrated
in ArtSpace 49. So
take heart, make
your submission,
and maybe it’ll be
your turn this year!

Art News

The third exhibition venue was
Temperance in Bath Street, rapidly becoming
the art café of South Town, frequented
by an art buying public and intelligentsia.
Here lsa artists of note showed their work,
various and different, and were rewarded
by an appreciative audience. Dominica
Vaughan’s painting Mother was a striking
image of a woman with slate blue eyes, who
seems far from happy, if not disconsolate
with an expression of acceptance. The
subdued maroon colouring and brownish
flesh tones made for a faded look. The subtle
lines crossing the surface act as if the figure
is restrained. Unhappiness, rather than joy
confronts us, for she seems imprisoned, and
the mood is such that we share the grief.
An air of acceptance of her position gives
power to the image. She writes of this work
as follows: “Memories are stored in the
mind and photographs kept to remind us of
people who are dear to us. They are looked
at from time to time, tucked away. The image
in Mother although faded remains, even the
folding and unfolding cannot erase it.”
The fourth exhibition in January was a
solo one, at the Loft Theatre, consisting of
Helen Brookes’ botanical drawings, which
are delightful and popular and beautifully
framed. Such were the four lsa exhibitions
constituting an excellent welcome to 2019.

LSA members’ gallery
curated by
Clive Engwell

Left: Bullrush and Dragons
Mixed media 70 x 50cm
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James Callaghan his night vision
Some five years ago when I last reported on the work of this
‘master of the art of photography’, I raved about his popular
Leamington Spires print, which graces so many of our homes
and also his incredible automotive snapshots.
James Callaghan, a very long-standing and popular
Trustee of the LSA, continues to work hard on his photography
and also on supporting our Charity with the growing popularity
of East Lodge. At Art in the Park last August, I was once again
bowled over to see his night-time pictures The Lights of
Leamington taken inside Leamington’s famous Jephson
Gardens. I guess only James could have persuaded the local
Park officials to open up the gate at night and let him in!
The result - a collection of quite beautiful and unique
pieces of photographic art. Another nice one James!

Above top: 8 o’clock Photograph
Above: Flower beds at Jephson Gardens Photograph

A real gentleman Brian Eddon
Brian is one of our older members who only joined the LSA
around two years ago but professes to have been drawing and
painting for over 20. He says that he has experimented with all
manner of media and techniques including finger-painting where
he “really enjoys the messy feel of it – like a child!”
Originally from an engineering background where Brian
developed his skills and love for making things, Brian ended his
long career as a gardener in the horticultural business when the
aircraft maintenance company that employed him ceased to
operate at the Baginton airfield near Coventry. It was his love of
nature, plants, and wild life from his time in horticulture which
spurred him to want to paint as a hobby.
Brian’s work is simple, colourful and charming in its
variety. It was admired by all who saw it at the LSA Members’
Show last Autumn. He says of his work “These images were
painted from distant and recent memories. Some are what I
imagined them to be and some, how I would like them to be.
Maybe, in a different world where all things are loved and
respected for what and who they are.”
Great stuff Brian, keep painting!

Above: Lowry’s House
Watercolour 50 x 40cm
Below left: Home Again
Watercolour 70 x 50cm

Left: Peahen Glory
Watercolour 23 x 30cm
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Left: A selection of Divas
33 x 10 x 10cm Stoneware
Below: Chinese Diva
33 x 10 x 10cm Stoneware

Not just watercolours
Jane Archer artist
Sadly – I have not yet met Jane. I was literally struck by her
painting of Bolsover Beech. Just a couple of branches of copper
beech with leaves, beautifully painted in watercolour.
Jane says that she is lucky to have found watercolour to
be a medium that she loves, and that now she has the time to
pursue her passion for it. Advising me to consult her website I
discovered that there is so much more to this amazing and
versatile artist.
Jane comes from a family who are all creative. She
describes her early life as “Having two older sisters, an architect
father and a very creative mother” and adds “It was natural
therefore that we would all learn how to make things”.
Following four years at Art College, Jane spent her
working life, where possible, in a creative environment including
a teaching career, and of course her painting. But it is not just
watercolours – take a look at www.janearcherart.co.uk and
absorb the wonderful array of paintings and drawings from this
very talented lady.

Above: Bolsover Beech
Watercolour 53 x 73cm

Jenny Chan’s lovely ladies
Jenny’s work is unique and is based around her interest in
‘instantaneous human emotion and its unconscious connection
with sight’. The result of this unusual fascination was the
creation of her Divas collection of figurative female sculptures
and wall masks. These sculptures start life as a blank face,
on which she designs their unique individuality. Every piece
is handbuilt using coiling and slab building techniques. They
are coloured using a variety of oxides, underglaze and
ceramic paints.
LSA member Jenny, is a regular exhibitor at East Lodge
and is a Warwick based sculptor. She says that her journey into
clay only began in 2015 and her technique had been
continuously refined since then through her endless experiments
and enthusiasm. Her incredibly beautiful images and decoration
techniques have been justly rewarded. In the 2017 International
Arts and Crafts Design Awards she shared a joint second place
for her An Apple a Day series, and has been awarded a place on
the Crafts Council’s Hothouse 2019 Programme.

Below Left: Hashtag Power
12 x 7 x 7cm Stoneware
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Purposes of the charity
and what we do

LSA Trustees

Leamington Studio Artists exists for the benefit of the local community
by promoting and fostering the interest and appreciation of all forms of the
visual arts in and around Royal Leamington Spa. The Society is committed to
assisting its artist members by encouraging professional practice and
organizing visual art exhibitions, events and other opportunities for the general
public to experience their work. We encourage and support local arts events
and showing our members work at local galleries thus providing access to art
for all.
We also aim to advance the visual arts by providing and managing
personal studio spaces for local artists at a reasonable cost.
We aim to provide educational and gallery space within our organization in
order to persuade local artists of distinction, as well as our own members, to
run arts courses and exhibitions available to all. We publish our highly regarded
journal ArtSpace, the content of which features articles on the work of
individual members, reviews of local exhibitions, book reviews and news about
the art world in general.

Alison Chantrey

Soolie Burke
James Callaghan
Tony Cartwright
David Haedicke
Meurig Hughes
Dave Phillips
Graham Snape
ArtSpace team
Lucy Ovanesyan Editor editor@lsa-artists.org
Clive Engwell Chair
Dave Phillips Editorial Adviser
Clive Richards Art Director
Malcolm Waterhouse Production
Julia Engwell Proofreader
Corporate sponsors

Join us and share our passion for art
LSA’s membership embraces artists working at all levels, from talented
professionals to beginners, and in a variety of forms: painters, sculptors,
potters, photographers, textile artists etc. We welcome new members whether
artists or those who are just interested in art. If you would like to become part of
our artistic community and are willing to participate in voluntary activities such
as spending time running a gallery, writing for ArtSpace, helping to organize
events, then please join us. Of course, you can simply do nothing and support
us by becoming a member.

2018

New members welcome
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A year’s LSA
membership
gives you all
these benefits:

n

Opportunities to exhibit your work

n

Invitations to private views

n

A free copy of ArtSpace the LSA journal

n

Opportunities to meet artists working in all media

n

Promotion of your work through links to your own
website (or an LSA – provided profile page)

n

Affordable studios (subject to availability)

Forms are available from the membership secretary at
membership@lsa-artists.org
Alternatively, you may download the forms or join online at
www.lsa-artists.org/joining

LSA members
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Karen Ford

Sue Law

Alysia Russell

Vincent Ford

Andrew Lawrence

Mary Sylvie Sarabia

Ann Forrester

David Lewis

Caroline Fraser

Anthony Leydon

Roger Sargent

Michael Fraser

Rachel Liddell

Chris Freegard-Elmes

Angus Liddle

Wendy Freeman

Rosie Lippett

Cristina Galalae

Jill Lloyd

John Seely

Carl Gallagher

Nicholas Logan

Elizabeth Seely

Alastair Gamble

Alison Longwill

Gillian Shadbolt

Janette George

Peter Lovelock

Hazel Shaw

Carolyn Gifford

Philip Luckhurst

Jo Goode

Lis Mann

Gail Sheppard

Carol Gordon

Teresa Mantle

Lynne Gougeon

Noreen Mason

Luiza Grabda-Pawluc

Kay Matthews

Anya Simmons

Linda Scannell
Nick Seale
Clari Searle

Ray Shields
Robert Shuttleworth

LSA in focus

Martin Grant

Ian Mattingly

John Simpson

Sue Abbott

Jasmin Coutts

Dianne Greenway

Nicole Mays

Vikram Singh

Neil Adcock

David Haedicke

Patrick McConville

John Smith

Afford

Coventry & Warwickshire
Society of Artists

Lucas Hall

Patrick McHale

Ben Cowan

Samantha Hall

Georgina Middleton

Patricia Smith

Kevin Alexander
Julianne Allan

Angela Cox

Brian Hall

Sheila Millward

Olivia Allan

Sharon Cresswell

Clive Hanley

Elliot Minor

Eleanor Allitt

Edward Creyton

Janet Hanley

Antoine Mitchell

Matthew Allton

Lucy Crowley

Laura Hanley

Hayley Molesworth

Sue Southorn

Jonny Ambrose

Jane Mary Cummins

Dawn Hart

Christine Moore

Ray Spence

Ian Antony-Paul

Simon Cunliffe

Ingrid Hart

Sarah Moore

Anastasia Stacey

Jane Archer

Robert Cunliffe

Steve Haywood

Nivaria Morales

Helen Cunliffe

Jenny Suffield

Art in the Park

Beverley Healy

Sueli Moreton

Heather Bailey

Laurence Curtis

Claire Henley

Martha Moreton-Smith

Mary Thomas

Isabel Balboa

Phyllis Davies

Linda Henry

Yvonne Morris

Elizabeth Ballantine

Diana Davies

Brenda Hillier

John Murphy

Helen Ballantyne

Rhianna Davies-McCrorie

Jacqueline Hillier

Virginia Murphy

Mark Tilley

Marvene Baxter

Anne Day

Christine Hodges

Grace Newman

Silvena Toncheva

Katia Bellini

Derrick De Faye

Catherine Holmes

Anna O'Doherty

Elizabeth Townsend

Sue Bent

Alexandra De Haro Charles

Christine Holt

Christine O'Sullivan

Suminder Treadwell

Amy Birch

Julian De Mortimer-Griffin

Sarah Horne

Penny Overton

Melanie Dearing

Jonathan Treadwell

Edward Black

Stevie Horton

Karen Parker

Cathy Black

John Devane

Sukhbir Hothi

Kevin Parrish

Meryl Blake

Irina Dinev

Meurig Hughes

Jay Partridge

Irene Bliss

Tony Dobson

David Hunter

Chris Partridge

Clifford Brigden

Ann Dobson

Danielle Hutson

Claire Partridge

Paul Tyler

Nigel Briggs

Christine Doherty

Paul Ingvar

Martin Peach

Charanjit Uppal

Helen Brookes

Janet Dornan

Kim Ingvar

Neil Phillips

Nancy Upshall

Karen Brooks

Rachel Doughty

Gillian Irving

Anna Phillips

Ivan Vasilec

Mandy Bryan

Pamela Drew

Libby January

David Phillips

Sonia Bublaitis

Alan Dyer

Rose Jardine

Jenny Phillips

Vera Vasiljevic

Gabriel Buca

Stephen Earle

Robert Jenkins

Kim Philpotts

Jacky Buckingham

Vicki Easterby

Louise Jennings

Lisette Piper

Gillian Buick

Ross Easterby

Peter Jewel

Giuseppe Pittarello

Jan Bunyan

Evie Easterby

Chelsea Johnson

Archie Pitts

Robert Watts

Soolie Burke

David Eaves

Chris Jones

Marianne Pitts

Chris Watts

Rosy Burman

June Eaves

Jennifer Jones

Veronika Pock

Lynnette Weaver

Helen Button

Ryan Edden

Siân Jossi

Rosemary Preen

Edith Whatling

James Callaghan

Brian Edden

Paul Joyner

Alex Purse

Marie Calvert

Chris Edgerton

Nick Kaijaks

Alan Ranger

Sue White

Wendy Campbell-Briggs

Clive Engwell

Eleanor Kaijaks

Soniya Rao

Tony Cartwright

Robert Ennis

Jessica Kaijaks

Cathy Renken

Paul Carvalho

Mo Enright

Ros Kaijaks

Sophie Renken

Christine Wilkinson

Roger Chamley

Julia Essex

Paulina Kalwarska

David Rhodes

Cherry Williams

Jenny Chan

Barrie Etter

Bryan Kelly

Jo Ricketts

Heather Wilson

Dave Chantrey

Penny Evans

Usha Khosla

Mark Robbins

Liberty Wilson

Alison Chantrey

Rebecca Evans

Heidi Kind

Hilary Roberts

Janice Everton

Peggy King

Peter Roberts

Bruce Wilton

Guy Chapman
Janet Cheary

Andy Farr

Esther Kinnersley

Julie Robinson

Soonoo Choksey

Annie Fenton

Eric Klein Velderman

Yvonne Rogers

Alan Clark

Fleur Finch

Edith Kovacs

Janet Rose

Douglas Clarkson

Mo Finnesey

Alison Lambert

Gabrielle Rucinski

Ann Yeomans

Jill Collier

Joe Fogg

Robert Lavers

Leslie Rucinski

Noriko Young

Sheila Connor

Sylvia Fogg

Julie Law

Olga Rudenko

Andrzej Zawadzki

Jacqui Smithson
Annette Smyth
Graham Snape

Ray Thomas
Stephen Thornton

David Troughton
Janet Tryner
Emily Tudge

Dominica Vaughan
Warwickshire Open Studios
Kaeren Watson

Ian White
Ruth Whitington

Julia Yarrow
John Yeadon
Richard Yeomans

piece by Ursula Westwood (student) www.ursulawestwood.com
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We offer a wide variety of full and part time courses in the creative arts
Part time and leisure courses include:
Art Therapy
Adobe Creative Suite and Interactive Media
Ceramics
Fine Art
Furniture Workshops and Woodturning
Glass & Jewellery
Interiors
Life Drawing & Painting and Drawing
Photography
Sewing, Dressmaking, Textiles, Creative Workshops
Upholstery and Soft Furnishings
Call us on: 01926 318233 or visit warwickshire.ac.uk to find out more

What’s on at East Lodge
6th – 31st March
Annual Open Photography & Digital Images Exhibition and
Annual Open Sculpture & 3D Exhibition (Submission is 4th
March)
3rd – 28th April
Ian Antony-Paul and Sonia Bublaitis colourful abstract and
geometric paintings

East Lodge is open
Wednesday to Sunday
10am–5pm
Summer months
10am–4pm
Autumn/Winter

1st – 26th May
Group show of paintings, jewellery and Asian calligraphy by
Brian Edden, Gill Buick, Isabel Balboa and Sylvia Fogg
29th May – 9th June
Liz Townsend and Sue Southorn landscapes and
semi-abstract paintings
15th – 30th June
Warwickshire Open Studios paintings, ceramics
and textiles by Kevin Alexander, Jenny Chan,
Virginia Murphy and Lynne Gougeon
3rd – 28th July
Julia Essex and Angela Cox
paintings focussing on
landscapes and the
natural world

Contact eastlodgemanager@lsa-artists.org
or 01926 831723

LEAMINGTON

Further details are at lsa-artist.org/events/
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