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K nowing when to move on and let 
somebody else take the reins is never  
an easy decision, but Gerry Smith, the

driving force behind Gallery 150 has decided 
to do just that. The gallery, located in the 
centre of Leamington Spa, has been a focus 
for artists since its appearance in November 
2010. Gerry’s involvement stems from his 
original concept and its creation in January 
2010 in the open space beneath the glass roof 
in the Old Library in Avenue Road. Gallery 
150, a not-for-profit organisation, was set up 
to accommodate the needs of Leamington 
Studio Artists (LSA) who required space to 
operate from and to provide further support 
and services to the artistic community. It has, 
successfully, done just that.

Gerry also stepped down as Chair of the 
LSA last October having obtained charitable 
status for the organisation and having initiated 
an extensive programme of shows, events 
and opportunities for local artists and the 
community. Since 2010, Gallery 150 has hosted 
some 76 solo and mixed exhibitions, 189 
different artists have exhibited in the showcase 
area since November 2010 and helped over 547 
artists in open shows.

During his term as Chair, the LSA and 
Gallery 150 has raised over £6,000 during 
hosted exhibitions in aid of other charities. 
Paid-up membership increased by over 400% 
during his term of office and some 1,257 works 
of members’ art have been sold

Gallery 150 introduced valuable new 
services for members such as the scanning of 
artwork and the creation of a limited edition 
print service, printing on canvas and framing of 
artwork, all at special members’ rates.

For the forthcoming year, Gallery 150’s 
main exhibition calendar is almost fully booked, 

and with some 400 members and a healthy 
bank balance, incoming interim manager, 
Tony Cartwright, should have no immediate 
pressures, though with long lead times, the 
2014 programme will need his prompt attention.

Gerry is moving on to a new venture, 
Arts Trail Studios. It is being incorporated 
as a charity, which, distinct from Gallery 150 
and the LSA, will take over empty shops and 
commercial premises and create opportunities 
for artists to both work from them and exhibit. 
However, Arts Trail is not a gallery in the 
conventional sense – there are no curated 
exhibitions – so its activities need to be seen as 
complementary to those of LSA.

Arts Trail Studios has signed a lease on 
6 Livery Street and from Monday to Friday will 
host a number of artists-in-residence who will 
work from the former furniture shop, and at the 
same time can display their work and engage 
in conversation with prospective buyers. This 
also gives the public a greater opportunity to 
directly engage with artists and thus build a 
greater understanding of the arts and the artist 
within the community.

The Arts Fairs, which were, originally, 
located outside on Livery Street every fourth 
Saturday of the month, will now move indoors, 
protected from the unpredictable British 
weather. These will now take place every 
Saturday and may extend to Sundays if there is 
sufficient demand and interest.

Gerry Smith feels that he has probably 
achieved as much as he can with Gallery 150 
and is characteristically enthusiastic about this 
new venture, though he did admit to feeling he 
was giving up a child – his baby that had finally 
grown up.
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I am pleased to introduce myself as the new editor  
of ArtSpace. I should like to thank the team for making 
me feel so welcome.

This issue has an additional feature called 
‘Art news miscellany’, on local, regional and international 
art news, which I hope you will enjoy. 

There are at least three reviews of well-known 
local artists, including that of John Bridgeman, as well 
as articles that analyse the relationship between art 
and science and art and engineering. I have attempted, 
alongside the editorial team to ensure LSA members’ 
work is included, and we will continue to do so in 
subsequent issues. 

There are several new names appearing among our 
critics, and I hope others will be emboldened, although it 
must be emphasised no fee can be paid. LSA represents 
a community of artists, who look out for each other, and 
whose first priority is a charitable one. It is an honour to 
be part of such an aspiration as your editor.

On a final note, the team would like to apologise  
to Elizabeth Marsh, who was misnamed ‘Liz’ in the  
previous issue. n
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A Gallery of Condemned Men 
Jonathan Waller at the  
Lewis Gallery by John Devane 

  
 
11 January – 13 February 2013

‘Behind dingy blind and curtain, in upper story 

and garret, skulking more or less under false 

names, false hair, false titles, false jewellery, and 

false histories, a colony of brigands lie in their first 

sleep. Gentlemen of the green-baize road who could 

discourse from personal experience of foreign galleys 

and home treadmills; spies of strong governments 

that eternally quake with weakness and miserable 

fear, broken traitors, cowards, bullies, gamesters, 

shufflers, swindlers, and false witnesses; some not 

unmarked by the branding-iron beneath their 

dirty braid; all with more cruelty in them than 

was in Nero, and more crime than is in Newgate. 

For howsoever bad the devil can be in fustian or 

smock-frock (and he can be very bad in both), he 

is a more designing, callous, and intolerable devil 

when he sticks a pin in his shirt-front, calls himself 

a gentleman, backs a card or colour, plays a game 

or so of billiards, and knows a little about bills and 

promissory notes than in any other form he wears.’

From: Bleak House by Charles Dickens

In the entrance corridor to Jonathan 
Waller’s impressive exhibition at 
the Lewis Gallery in Rugby School, 

the visitor was confronted by seven 
pastel self-portraits in various guises. 
One could interpret these drawings  
in a number of ways and one could 
also detect a range of influences and 
clues about their provenance. Waller 
portrayed himself as Van Gogh in  
a beret; eyes underlined in red.  
He sees himself as the pipe smoking 
adventurer and traveller, the 
buccaneer and the gentlemen. In 
short, this was an enticing taster  
of what was to come and certainly  
set the scene for A Gallery of 
Condemned Men. 

The sheer physicality of this 
exhibition, which included drawings, 
collages, constructions, sculptures, 
banners with text, pendant flags 
and the somewhat eccentric lighting 
gantries, was something of a feat 
in itself. Interestingly, the works in 
the show were not numbered or 
titled in the time honoured manner 
and the visitor was obliged to make 
connections and draw comparisons 
without any immediate reference 
points. Notwithstanding the ominous 
title the show certainly pointed 
towards the idea of mortality as an 
overarching theme. Waller also sees 
the work as a critique of British 
colonialism, hence the reference in 
the upstairs gallery to the Opium 
Wars. On a formal level, the works 
were arranged in very specific 
groupings, which complemented each 
other, and yet the show had an overall 
coherence, which could be attributed 
to Waller’s consistency of approach 
and intensity of purpose throughout.

It would be a mistake to 
imagine that this move from the flat 
surface to the sculptural form was 

straightforward. As an avid viewer 
of  Waller’s work for many years, it 
was evident that quite early on there 
were signs of this move, especially 
in the way that he would attach 
collaged forms and found objects 
to the surface of his drawings. This 
disruptive aspect of his practice is 
still evident in the recent work and 
his preference for deeply set timber 
frames allows for the opportunity to 
explore the notion of the frame as a 
container. 

But, returning to the corridor 
of self-portraits before considering 
the totality of the show, Waller’s art 
practice has always been grounded 
in drawing, and this particular series 
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was indicative of his interest in the 
notion of ‘constructed identity’. 
Jonathan Waller’s sartorial elegance 
has not gone unnoticed in recent 
years, and his relatively recent 
cultivation of the waxed moustache, 
so redolent of the Victorian era, 
certainly reveals a playful and 
theatrical bent, which found its outlet 
in the pastel drawings. If there is a 
research project somewhere looking 
at the preponderance of facial hair 
in the history of the self-portrait 
from Titian through to Rembrandt, 
Van Dyke, Courbet, Van-Gogh et al, 
Jonathan Waller ought to be included 
in it! Looking at Waller’s larger than 
life size self-portraits one could see 

straightaway that they were powerful 
drawings in the conventional sense, 
but one could also catch a glimpse 
of the cast of players who inhabit his 
imagination.

Context is all in contemporary 
art, and A Gallery of Condemned 
Men was not easy to locate, sitting 
somewhere as it did between 
ethnography and folk art, modernist 
assemblage and the Pirates of 
the Caribbean. The comedic yet 
melancholic element was there for 
all to see, as was the fascination with 
‘the grotesque’, a theme which is also 
central to the work of a number of 
Waller’s peers including: John Yeadon, 
Mandy Havers and Adie Blundell. 
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It will also be no surprise to hear 
that Waller is inspired by Victorian 
literature, especially Dickens, and 
the visitor was treated to a passage 
from Bleak House emblazoned on 
one of three wall mounted banners 
included in the exhibition. Nautical 
references abounded, both literally 
and metaphorically. Both of Waller’s 
parents and elder brother served 
in the Royal Navy and he is clearly 
fascinated by the exploits of those 
who in the course of their lives sought 
to succeed in difficult and challenging 
circumstances.

In a publication entitled 
Jonathan Waller’s True Adventures1  
published to accompany an exhibition 
at the National Maritime Museum 
in Falmouth, Edward Lucie-Smith 
referred to a number of  Waller’s 
influences including: maritime folk 
art, caricature and the grotesque, as 
well as a range of artists who have 
inspired Waller. In an ‘age of cool’ 
Waller’s work is loaded, almost 
weighed down by symbolism and 
metaphor and is anything but cool. 
Waller’s work has always had a  
slightly ‘larger than life’ quality, a  
sort of giantism where everything  
has been scaled up to maximise 
impact.  

Another underlying theme of 
the exhibition and perhaps the key 
impetus of Waller’s work is in my 
view the notion of abandonment as a 
prelude to discovery. To that end, we 
are coaxed into believing that each of 
Waller’s sculptural forms has had a 
previous existence of some sort. We 
know that Waller scours the coastline 
near Dungeness and Romney Marsh 
for driftwood and assorted flotsam 
and jetsam, and it is not too much 
of a leap of the imagination to think 
that his sculptural heads contain 
something of the chequered histories 
of both those places. The construction 
of what might be described as drift 
wood assemblages on this scale 
suggest an almost heroic form of 
physical endeavour not unlike that 
of Waller’s adventuring antecedents. 
Interestingly, Waller himself describes 
these character heads as ‘half man 
half shipwreck’ and the writer and 
critic Jeff Sawtell alluded to this 
idea of ‘building a new identity from 
the ruins of the past’ in a catalogue 
essay accompanying Waller’s True 
Adventures show at the Arlington 
Gallery in 2006.2 

Waller is interested in the 
transformative aspect of art, thus 
the discarded and inconsequential 
was suddenly given new life. The 
history of collage from Picasso 
through Schwitters to Rauschenberg 
is testament to this notion that a 
culture of obsolescence can be the 
very stuff of creation for the artist. In 
an age of mechanised production and 
conspicuous consumption, Waller’s 
work has a very definite handmade 
feel to it. No Jeff koons slickness 
here. Waller is both an urban and 
coastal beachcomber, an expert skip 
hunter, always on the lookout for 
something useful, some ingredient 
crying out for redemption through 
its inclusion in one of his sculptures.  
A Gallery of Condemned Men, which 
included works made over a four-year 
period, was a tour-de-force of art 
ambition and accomplishment..
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1.   Edward Lucie-Smith’s 2005 essay in the 
book True Adventures touches on a number 
of key themes in Waller’s work as well as 
referring to a number of his influences 
including: Archimboldo, Messerschmidt,  
Westerman, Wallis, Schwitters and Cornell 
amongst others.

2.  Art Critic Jeff Sawtell’s catalogue review 
of 2006 describes how Jonathan Waller 
was forced to leave his studio when it 
was demolished in 2001, an event which 
resulted in Waller recycling some of the 
debris, thus reinventing himself as an artist.

These pages show Jonathan Waller's sculptural 
works on show in the Lewis Gallery
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Chloe Booyens  
reviews the John Bridgeman  
retrospective exhibition: 
Landscape to Sculpture 

  
 
Leamington Spa Art Gallery & Museum, 25 January – 21 April 2013

Right: John Bridgeman working on the final plaster 
for Coventry Cathedral’s Mater Dolorosa sculpture

Below: Coast of Kent (c 1952) gouache on paper

no surprise then, that he observed 
dancers in situ for his Dancer series 
and visited stables in Warwickshire 
to see horses in the flesh for his later 
animal sculptures. 

The accessibility of his work 
is perhaps indicative and reflective 
of his love of humanity, which bears 
further witness to his deep admiration 
for the artists of the past. His love of 
such artists range widely, featuring 
in the Renaissance: Donatello, Fra 
Filippo Lippi, Botticelli and Fra 
Angelico. This devotion held a 
particular enthusiasm for sculptors, 
of which he had an encyclopaedic 
knowledge, from the ancient Greeks, 
to Michelangelo, to Rodin. Professor 
M A Michael, in the catalogue for 
the exhibition, describes him as “an 
artist’s artist”.

This substantial catalogue is 
tellingly illustrated by photographs 
and supported by a chronology. It 
is additionally accompanied by a 
reproduction of a series of illustrated 
verses produced by Bridgeman and 
his wife, Irene Dancyger – the writer 
and poet who worked for many years 
as editor of the ‘Woman’s Page’ at 

the Leamington Courier – unpublished 
until now. Bridgeman provided 
explosive colourful illustrations for 
Dancyger’s verses about a series of 
imaginary creatures. 

With regards to chronology and 
the development of the artist’s work, 
the ‘to’ in Landscape to Sculpture  
really seemed to define the phrase 
of this title; upon entering, if viewed 
from left to right, the room was 
fittingly displayed sequentially, from 
his early landscapes to his later 
sculptural works..

This extensive show was the  
first major retrospective of 
the work of the sculptor, 

draughtsman, and painter,  
John Bridgeman (1916 – 2004). 

It presented a chronological 
development of his diverse oeuvre, 
where we did not only get an 
understanding of the man as an 
artist, but also as a father, friend, and 
teacher. We gained further insight 
into his personality, when we learned 
that he was a conscientious objector 
during World War 11, and a leveller, 
who held strong ethical values, which 
allowed a greater understanding and 
appreciation of his work. The curator 
of the exhibition, Senior Curatorial 
Officer, Dr Chloe Johnson, working 
closely with the artist’s daughter  
Dr Jane Bridgeman and her husband 
Professor M A Michael, had utilised 
this data to provide a coherent and 
intelligent display of his work. 

Bridgeman worked in the Civil 
Service’s Heavy Rescue Service 
during the Second World War when he 
started work on his Torture Wall. This 
sculpture, made up of around twenty 
cast bronze figures, was displayed for 
the first time in its complete form 
in this show! Head of Sculpture at 
Birmingham School of Art from 1955 
to 1981, he was an artist who lived 
in and around Leamington for more 
than forty years.

Although Bridgeman trained 
as a landscape painter, he became 
totally engrossed with sculpture, 
perhaps as a result of his insatiable 
desire to discover the very essence of 
form, revealed in the predominance 
of the figure in his work. Studying 
at the Royal College of Art in the 
1940s the well-known sculptor Henry 
Moore invited Bridgeman to become 
his studio assistant. Bridgeman 
turned down the offer, determined 
to pursue an independent career. 
The sheer diversity of his work seen 
here, in terms of medium, technique, 
and style, attests to his expertise. 
An expertise I believe the exhibition 
captured; it displayed a wide array 
of works: drawings, paintings, 
maquettes and sculptures. The period 
in which he was educated meant 
that he was among the last artists of 
the twentieth century to possess the 
ability to create figures, from letter 
carving, to perspective in drawing, to 
life drawing, owing to his extensive 
training at the Royal College. It is 
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His Dark Materials: new work  
by Adie Blundell at the
Herbert Art Gallery & Museum  
reviewed by John Devane 

  
 
24 November 2012 – 17 March 2013

In His Dark Materials at the Herbert 
Art Gallery & Museum, Adie 
Blundell invited the viewer into 

an intriguing installation of objects 
fuelled by fictional narratives, alchemy 
and personal obsession. 

The initial feel of the exhibition 
was something akin to the Pitt 
Rivers Museum in Oxford and it 
came as no surprise to find that Adie 
Blundell is a compulsive collector 
of curiosities, books, medical and 
scientific instruments; anatomical 
artefacts, charts, maps and objects 
of all kinds. One of the centre pieces 
of the show entitled Cabinet of 
Curiosities comprised of a tantalising 
heap of objects which appeared to 
have been transposed directly from 
his Canal Basin studio without any 
obvious creative intervention. On 
closer inspection however, one could 
detect a particular kind of film-set 
type artifice. Recent adaptations of 
Sherlock Holmes for example convey 
something of this sort of obsessive 
collecting as evidence of a particular 
kind of eccentric but purposeful 

analysis of the natural world. If I 
didn’t know Adie Blundell better,  
I might imagine that his studio had a 
look of Robert Downey Junior’s Baker 
Street abode. 

The exhibition included an 
impressive range of drawings, prints, 
sketchbooks and collages in addition 
to the calculated clutter of the 
museum type artefacts dotted around 
the gallery. Images of birds, especially 
ravens, occur throughout and pictures 
of skulls, beaks and skeletal forms 
were interwoven into richly overlaid 
prints, drawings and mixed media 
collages, many of which incorporated 
typographic forms thus adding to the 
rich palimpsest of material on show.  

Since the first decades of 
the twentieth century, the found 
object has had a special place in 
the repertoire of the artist. Picasso, 
Duchamp and Schwitters, Johns, 
Rauschenberg, kienholz and kiefer 
to name but a few, have incorporated 
found objects into their art as a way 
of extending the boundaries of their 
practice. By blurring the distinction 

between that which has been crafted 
by the artist and that which has been 
plucked from the real world, the artist 
is able to develop a vocabulary of 
hybrid forms with apparently limitless 
possibilities. The timely coincidence 
of Jonathan Waller’s show at the 
Lewis Gallery in Rugby made for an 
interesting comparison in the sense 
that both artists alluded to the residue 
of other cultures through something 
akin to ethnographic study. Both 
Waller and Blundell also play with the 
anthropomorphic potential of their 
respective source material; both refer 
directly to Samuel Taylor Coleridge 
and both reveal more than a passing 
interest in the grotesque. 

The suspended sculptural forms 
made of rope, plaster, salt, wire and 
iron, and the complementary row 
of plinth mounted mask like heads 
were the strongest pieces in the 
show.  Although these sculptures 
incorporated found objects to a 
greater or lesser extent they were in 
my view the most compelling items 
in the show because they were simply 
greater than the sum of their parts. 
Although Blundell’s interweaving of 
fictional narratives is interesting and 
provided a glimpse into his themes 
and ideas, those things sometimes get 
in the way. I found this latter group of 
works particularly compelling because 
of their strong sculptural presence. 
In short, the amalgamation of the 
found material did not overwhelm 
the totality of each piece and it was 
in these authoritative works that one 
could really come to terms with Adie 
Blundell as a contemporary sculptor 
of some note. .   
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Saunders is something of a 
magician turning original 
mundane images into those 

that have an edge to them. You 
could consider him to be an arch 
manipulator! The advent of digital 
photography hastened this process. 
So, take an image, any image from 
a book, an advertisement with a 
pretty girl, add some paint to it, or a 
group of fireman posing at a critical 
moment, such as 9/11, or a celebrity 
such as kidman, distort it, bleach 
it, do any number of procedures, 
and hey you have an image. Surely 
anybody could do that? But no, the 
magic lies in his vision and creative 
touch. That is what Saunders 
possesses.

He draws on a huge bank of 
knowledge of great works of art, 
which he has analysed and absorbed. 
In a moment, he can see the potential 

Mark Saunders solo exhibition in 
Gallery 150 by Dave Phillips 

  
 
5 March – 24 March 2013

Top left: A condition of loneliness
Below left: Fifty Shades
Bottom right: Save McDonald’s at any cost

an image might possess, whether 
it is ready for satire, or elevation, 
or eroticism without the salacious 
element, or the transformation of 
the ordinary. This gift allows him 
to make social comment, personal 
connections, and wisps of gossip. 
He plunges into the whole arena of 
life, and with a touch of paint here, a 
glistening of the eye there, a stroke of 
the brush for hair, a horse ennobled, 

the mixed media process becomes a 
palette of infinite variety. It is as if you 
are seeing life with extra verve and 
you can adore, and wonder, and be 
dazzled. It takes a particular creative 
persona, with a complex and varied 
artistic history to achieve such rich 
panoply, one excited by life, past, 
present and future. Mark is that 
person, and he was born in Royal 
Leamington Spa! .
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9It’s not often you get the 
development of the whole 
Renaissance in a nutshell on your 

doorstep. But this is what is on offer 
here. It is fascinating. You can see 
artists absorbing the disciplines of: 
perspective, anatomy, space, and 
movement, in religious, classical, and 
secular imagery. It is an art-historical 
textbook exhibition with excellent 
examples, which offers a deep and 
profound aesthetic experience. 
Examples of the materials used are 
on display in a glass cabinet, with 
information on the iconography 
available from an adjacent console: all 
this from Glasgow Civic Museums! 
Thrown in for good measure is 
the Gallery’s own redisplayed and 
splendid Neapolitan Collection of 
works from 1600–1800.

So, Botticelli’s Annunciation  
(c. 1490–95) in oil, tempera and gold 
leaf, as fresh as if painted yesterday, 
shows the winged angel Gabriel, who 
imparts the message to the Virgin of 
her destiny to become the mother 

Bellini, Botticelli, Titian… 
500 Years of Italian Art  
at Compton Verney Art Gallery,  
by Dave Phillips 

  
 
Saturday 23 March – Sunday 23 June 2013

of Jesus. Of course, he was too late, 
for divine intervention has already 
taken place in the form of a golden 
celestial laser beam, which has zapped 
her, and she rises at the revelation. 
It is a drama of unprecedented 
significance in Christian doctrine but 
in pictorial terms somewhat surreal, 
albeit artistically effective; it is set 
within a mathematical, rational and 
intimidating colonnaded interior, 
an architect’s dream!  The clarity 
and linear character of the work is 
characteristic, but we glimpse a more 
lyrical mode in the figures, which 
can be seen in some of his larger 
and better-known works, such as 
Primavera. 

But one could pick on any 
number of exhibits individually and 
get excited, but what is rewarding in 
this exhibition, is to see them in the 
coherence of stylistic development: 
Pre-Renaissance, Early Renaissance 
(1420–1500), High Renaissance (1500 
–1520), Mannerism (1520–1600), 
and so on, to include the Baroque, 

Neoclassicism, and Romanticism 
taking us into the 19th century. 

What about Andrea Casali’s 
Triumph of Galateo, (1740–65), an 
image inspired by Florentine Angelo 
Poliziano’s poem, where he describes 
how the clumsy giant Polyphemus 
sings a love song to the fair nymph 
Galatea, and how she rides across 
the waves in a chariot drawn by two 
dolphins, laughing at his uncouth 
song, while the mirthful company 
of other sea-gods and nymphs mill 
around her. This might seem far 
fetched but the sense of life, of 
movement, of nudity in the picture, 
keeps the eye bewitched and one 
is dazzled by the compositional 
ingenuity and extraordinary 
disposition of the figures: indeed 
an imaginative interpretation of the 
poem. One finds throughout the 
exhibition such gems and the moral of 
the story is, see it if you can, before it 
sets sail to America. 

In addition, a Community 
Art project Outside In: Central is on 
display. Here 16 artists, living in 
Warwickshire and nearby counties 
have been selected from over 300 
to exhibit their work, and six have 
chosen items – from Compton 
Verney’s huge Folk Art collection – 
with which they identify. It is the sort 
of project that encourages members 
of the community, some of whom are 
disadvantaged, to find satisfaction in 
the process of making art..
Above: Botticelli, The Annunciation, c. 1490-95,   
© CSG CIC Glasgow Museums

Left: Andrea Casali, Triumph of Galateo, (1740 -65), 
© CSG CIC Glasgow Museums
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Figurative art:  
Susie Mendelsson
questions definitions 

My name is Susie Mendelsson 
and I am a figurative artist. 
At least I thought I was until 

I read the definition on Represent’s 
website!

I am fascinated by the human 
figure, especially the female form: 
women of all shapes and sizes. 
But I’m not interested in perfect 
representation or accurate anatomy. 
Like the expressionists, my goal is to 
focus on internal lives: vulnerabilities, 
fears, dreams, secrets, hidden desires, 
the unconscious – and to express 
them using distortions of the body.

At first sight these inner lives can 
appear ugly or even violent, but I aim 
to find the beauty in such expressions 
of basic humanity.

Much of my work explores 
the personal. Using memories of 
traumatic events, and the fears and 
anxieties from my own life. But even 
though my inspirations are often 
autobiographical, through my own 
experiences I hope to communicate 
issues and concerns that are 
universal, especially from a woman’s 
perspective.

However, we all need a punchy 
one-liner to describe what we do, 
our ‘elevator pitch’. I thought that 
‘figurative artist’ would do the trick, 
but it seems not. Not only is the 
widely accepted definition almost the 
complete opposite of what I do, but 
most people outside the art world 
have no idea what ‘figurative’ means.

Ironically, my work expresses the 
‘real’ by not slavishly representing the 
real world.

Maybe I can reclaim the term 
‘figurative artist’? No. I need to find 
another term. Maybe ‘neo-figurative’ 
like Eduardo Arroyo, Antonio Berni 
or Veronica Ruiz de Velasco? No, not 
quite right, too slick.

I am drawn to so-called 
‘primitive’ and outsider art. I love 
the immediacy and the evident mark 
making of the creator’s hand.  I like 
inaccuracies and being able to see 
the brush strokes in images and the 
unrefined assemblage in sculptures.

Sophistication in art is almost 
a dirty word for me. If a work is too 
slick, sophisticated, over-worked or 
‘knowing’ it seems to distance the 
viewer from the original creative 
impulse. I always seek the bare truths. 
I don’t appreciate skill for skill’s 
sake. There has to be humanity and 
integrity behind a creation. But I am 
trained and not an ‘outsider’.

Children’s art works are a joy 
until they are ‘educated’ to create in  
a representational way. As Picasso 
said: 'Every child is an artist, the 
problem is staying an artist when  
you grow up.'

So where does that leave me 
and a definition of what I’m about? 
Perhaps the definition: ‘figurative 
expressionism’? I guess that would 
work, but then I suddenly remember 
those abstract paintings I did. Where 
do they fit in? Back to the drawing 

Right top: ‘Til Death do us Part
Right bottom: In Limbo
Below: Specimens of Humanity

board! Perhaps it’s enough just to  
be an ‘artist’.

If you can think of a better 
definition of my work, I would love to  
hear from you. My email is  
susie@susiemendelsson.co.uk .
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Art and science – a closer look
by Victoria Smith  As a child I was encouraged 

to use my reasonably good 
academic head to further my 

education in geography, physics and 
chemistry. Time away from these 
pursuits always found me with a 
pencil or paintbrush. When leaving 
home to study environmental sciences 
at university it was with a sense of 
jealousy I watched some of my friends 
immerse themselves in art at college. 
I did not give up on my art though; 
it has always been a deeply personal, 
almost aggressive need.

Over the last few years I have 
been encouraged to come out from 
underneath my artistic ‘stone’ and 
share my creations, which I’m sure 
some could be technically improved 
with a few art lessons. I have also 
begun to value and cherish the 
knowledge I have acquired through 
academic studies. In appreciating 
the integration of physical, chemical, 
biological and social sciences into 
the study of natural and human 
environments, I have gained an 
insight into the world around me, 
fundamentally changing the way I  
see things and consequently the way  
I record them. 

One of the leading organizers 
of the 1951 festival of Great 
Britain (commemorating the Great 
Exhibition of 1851) said: “[Scientific] 
knowledge is of incalculable value, for 
in a unique way it goes on widening 
the horizons of human thought, 
offering it whole new territories 
of beauty and order to explore.” 
Take, for example, the science of 
measurement. A piece of string 
may be 10cm long when using a 
standard ruler, but this piece of 
string under a microscope will show 
more ins and outs than seen with 
the naked eye. The piece of string 
magnified a million times would allow 
its measurement in millionths of 
millimetres. The more detail visible of 
the thing we try to measure, and the 
smaller the units we use to measure it, 
the more accurate our measurement 
will be. In an artistic context, this 
same principle can be applied to the 
world around us. The closer we look, 
the more we see, and in turn the 
better equipped we are with artistic 
representation. 

One obvious way in which an 
understanding of science can aid 
our creativity is the appreciation of 
the effects of light on colour. For 

example, consider things having no 
colour in the dark. Colour is the 
interaction of light on a surface,  
some of the light is absorbed, and  
the rest is reflected. The reflected  
light is received by our eyes,  
processed by our brain, and seen as 
colour. If there is no light there can  
be no colour. People are sometimes 
surprised when a particular colour of 
paint appears to be different colours 
in differing lighting conditions. In 
fact, that paint is not one colour it is a 
spectrum of shades depending on the 
light hitting its surface. Claude Monet 
spent nearly 60 years exploring the 
effect of light on landscape, trying 
to capture those effects with paint 
on canvas. He wrote: “For me, a 
landscape does not exist in its own 
right, since its appearance changes at 
every moment; but the surrounding 
atmosphere brings it to life – the light 
and the air which vary continually”. 

Monet took the systematic 
investigation of light and colour 
further than any other Impressionist. 
But all recognised the importance 
of careful observation and 
understanding how light and  
colour operate; they are momentary 
and transitory.

Over the last years my work 
has focused on our surrounding 
landscape. I consider how much  
of what we describe as ‘natural’  
is actually shaped by man. In  
Pre- and Post-Industrial Britain,  
we have changed our landscape and 
deconstructed it to meet our own 
needs. In the same way, I began to 
take apart unwanted images from 
magazines, and put them in a new 
context. Giving them a new life and 
a new meaning whilst retaining their 
original perspective and link to their 
former life. 

My recent work looks at 
beautiful patterns seared into the 
landscape by the junctions in our  
road systems that allow drivers to 
cross from one road to another. 
Should we ever become a lost 
civilization no longer supported by 
our world’s limited resources, what 
will next generations make of the 
marks on the land, and how quickly 
will they become erased, altered, and 
reclaimed as society moves on? .

Below left: Junction 15 M40
Below right: Boats on Wet Sand
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12 It’s interesting to speculate about 
the early influences that may 
lead one towards a career in art 

or design – including what can be 
attributed to parental influences. 
Both my parents were born at the 
beginning of the twentieth century 
and were bright young things in  
the twenties.

So my mother was a flapper. 
She was an artist and craft maker, 
activities which, following the 
conventions of her generation, she 
sadly never pursued professionally 
after marrying my father. However 
she continued to be immensely 
productive throughout her life seeking 
various opportunities to express her 
irrepressible creative urges. 

My father was a very fine 
draughtsman and a Graduate 
Member of the Institution of 
Automobile Engineers. He worked 
for many of the great British car 
manufacturers. Chassis design was 
his specialty and the Hurricane, a 
drop-head luxury coupe, was one of 
a number of vehicles in which he had 
a hand. It was manufactured by the 
Armstrong Siddeley company. The 
motoring press was astonished when 
this armaments company was able to 
announce the all-new Hurricane in 
May 1945, so quickly after turning 
its attention back to peacetime 
manufacture following WW2 – while 
other companies were only just 
starting to produce their pre-war 
models again.

 John Davenport, Lord 
kenilworth, who owned Armstrong 
Siddeley, also owned kenilworth 
Castle. My father carried out 
secret wartime work with three 
other engineering designers in a 
hush-hush drawing office, set up 
within one of the staterooms of the 

magnificent Leicester’s Gate House 
to the castle, 10 miles away from the 
main factory in Coventry and the 
German bombing raids. He lived in 
the gatehouse for a while with my 
mother and my two elder brothers. I 
arrived on the scene much later, when 
the war was virtually over – a victory 
baby – and was quite envious when 
later I discovered that my brothers 
had spent some of the war years living 
in a castle. More recently, I have also 
developed a theory as to how it was 
that Armstrong Siddeley was so fast 
into the post-war car market and what 
my father's secret wartime work was 
really about. 

Armstrong Siddeley later 
became Rolls-Royce, which, through 
a sub-contractual arrangement, 
contributed to the development of 
the Sunbeam Alpine, the last car on 
which my father worked.

I like to think I inherited from 
my parents a marriage of artistic 
ability and engineering intelligence – 
the complementary skills of creative 
invention and functional analysis. 

But of course environmental 
experience is a strong factor in 
shaping one’s interests and abilities. 
At school I benefitted from the 
guidance of accomplished and 
enthusiastic art masters working in 
well-equipped art and craft rooms 
with wood and metal workshops. In 
the parental home I shared with my 
brothers, there was always a plentiful 
supply of drawing paper, pencils, 
crayons, paints, brushes, industrial 
plasticine and the encouragement to 
explore the expressive possibilities 
of these media. There was also 
the Harmsworth Encyclopedia plus 
numerous annuals, such as the 
Penrose review of graphic arts, Rupert 
the Bear, Giles’ Cartoons, and lots of 

other books, many of them illustrated. 
These were a great source of visual 
and imaginative stimulation.

My childhood was mostly during 
the fifties so there were also some 
brilliant magazines lying around our 
house such as: Radio Times (the glory 
days providing a showcase for some 
brilliant illustrators), Picture Post and 
Life (stunning photography), Punch, 
Lilliput, Air Pictorial and the Royal Air 
Force Flying Review with its exquisite 
cutaway drawings of aircraft.

However, on reflection, two 
publications proved to be the most 
influential for me when considering 
my initial career.

The Space Kingley Annual1 was 
remarkable – unlike other annuals 
there was no periodical weekly or 
monthly publication to which it 
related – there were only the annuals 
themselves, three in all: 1951, 1952 
and 1953. R W Jobson cleverly 
illustrated these annuals with very 
detailed black and white line diagrams 
of how space suits would work and 
rockets and space stations could be 
constructed. There were also many 
grisaille painted pictures illustrating 
the space adventure stories, but for 
me a great source of fascination and 
inspiration were Jobson’s beautifully 
drawn full-colour, full-page 
‘spacescapes’. These depicted colossal 
pieces of interplanetary hardware 
operated by space-suited astronauts 
shown against the vast void of outer-
space, all beautifully rendered in 
watercolour gouache.

Secondly, and perhaps most 
importantly there was the Eagle 
comic2. 

One should bear in mind that 
the post war Britain of the fifties was 
on the whole a rather grey place. 
Most printed material and, of course, 

Art and engineering:  
a personal story by  
Clive Richards 
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The cutaway drawing of a gear train shown 
above was produced by hand sometime in the 
1960s, before computer-added drafting software 
was available for such purposes. Working from 
engineers’ two-dimensional plans and elevations 
(see left), Clive Richards plotted the drawing in 
perspective on paper before tracing the outline 
image onto illustration board for finished painting 
(see next page). 
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all newspapers were in black and 
white only. The majority of British 
and many Hollywood films were black 
and white – as was TV, if you were 
fortunate enough, as we were, to have 
a set. My father went to his office in a 
grey suit as I did to school. His cars of 
that period were usually grey, though 
black was quite common at the time, 
following Henry Ford’s dictum:  
‘You can have any colour so long  
as it’s black’.

The weekly burst of full colour 
brought by Eagle into my monotone 
world was such a joy. The front cover 
featured the exciting adventures of 
Dan Dare, pilot of the future brilliantly 
drawn in strip and speech balloon 
style by the extraordinarily talented 
Frank Hampson and his team of 
highly skilled illustrators3. 

In addition to the various 
picture stories it contained, the 
Eagle had many ways of engaging 
its readers, including competitions. 
Aged 10 I entered a spaceship design 
competition and the painting I 

submitted won me a hamper full of 
chocolates. I learned two great  
lessons from this: designing and 
painting to a brief with a deadline 
could be fun – and what’s more it 
could be profitable! 

The Eagle was highly regarded 
during the decade or so of its heyday. 
Many of that generation of readers 
who now work in the creative 
industries will admit to the powerful 
influence it had on them. James 
Dyson is roughly the same age as I am 
and I often wondered if he too was an 
Eagle reader. A recent internet search 
revealed that he had also won an Eagle 
painting competition, thus confirming 
the case. You see, to me, much of the 
styling of the Dyson products seems 
to have a Dan Dare ‘flavour’. Dan’s 
equipment and space paraphernalia 
were all carefully designed by Frank 
Hampson and had a certain kind of 
1950s futuristic aesthetic. The Dyson 
vacuum cleaner, with its see-through 
cylinder, is surely Dan Dare’s space 
helmet – and the hand held cleaner 

Using an airbrush (see below) gouache  
watercolour was applied to the outline image by 
Gerry Whitcomb, Clive’s illustrator colleague, to 
produce the finished illustration shown above. 
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must be a spaceman’s ray gun? 
But it wasn’t just the science 

fictional adventures depicted on the 
front cover that grabbed my attention 
– it was also the science factual 
material that this wonderful paper 
also contained. Every week in the 
centre spreads were the magnificent 
cutaway drawings, made by the 
great L Ashwell Wood4, of some 
technological wonder such as: the 
hovercraft; a passenger jetliner; the 
world record breaking railway steam 
engine, the Mallard. 

Boys of my generation, like 
those of Edwardian times, of whatever 
class, supposedly wanted to grow 
up to be engine drivers – in the days 
of steam it being thought of as an 
exciting and exhilarating occupation. 
However, gazing at those splendid 
cutaway depictions in the Eagle I 
knew what I wanted to be – not 
an engine driver – but an engine 
drawer! This idea appealed to me as 
I was fascinated by the process of 
drawing. I was never without a pencil 
in my hand from the earliest days I 
can remember. My eldest brother, 
Alan, artistic like our mother, was 
in advertising. My middle brother, 
Paul, a highly skilled draughtsman, 
followed my father into engineering 
design. The making of technical 
illustrations of machinery seemed to 
me to offer the best of both worlds. I 
became an indentured apprentice in 
the technical publications department 
of the Dunlop Aviation Company 
and went to the Coventry School of 
Art as a day-release and part-time 
evening student to build up my 
creative practice portfolio. There I 
learned linear measured perspective; 
drawing from life; black and white 
ink pen illustration; airbrush, water 
colour and gouache painting; together 
with the dark art of turning engineers’ 
complex two-dimensional plans, 
elevations and sectional drawings 
into super photorealistic cutaway or 
exploded three-quarter illustrations 
of the sort that, after publication in 
some instructional or sales brochure, 
would appear framed on a managing 
director’s wall.

This sort of work I carried 
out for a number of years, both in 
the technical publications office of 
Dunlop and later in my own studio 
as a freelancer. It was as a freelance 
practitioner that I moved into 
other fields of graphics, including 

typography, corporate identity and 
logo design, later also designing  
many artists’ catalogues and 
exhibition posters.  

All my technical illustration 
commissions of that period were 
drawn in perspective by hand using 
projective geometry techniques 
similar to those devised by Filippo 
Brunelleschi (1377–1446). The 
presentational approaches included 
exploding the components of 
engineering mechanisms in  
dis-assembly order, stretched out 
along an axis – a method first used 
by Leonardo DaVinci (1452–1519). 
Another technique DaVinci used, 
in order to achieve the correct 
proportions within a scene, was to set 
out the various constituent elements 
on a previously constructed square 
tiled floor. The tiles were accurately 
drawn in measured perspective to 
help establish the correct size of 
objects the further away they were 
from the viewer, together with the 
appropriate convergence of lines as 
they receded in space. The use of this 
method can be seen clearly in the 
sketched architectural study Leonardo 
made in preparation for his painting 

of the Adoration of the Magi. It was a 
technique I deployed for creating a 
number of aerial views of proposed 
factory layouts of manufacturing 
machines, all based on a common 
tiled floor perspective drawing I 
had specifically constructed for the 
purpose, just as DaVinci had done 
over 400 years earlier.

While initially fascinated by 
the intricacies of representing three-
dimensional worlds on a flat plane, 
in the late sixties and early seventies 
I soon began to wonder if there 
might be an easier way of producing 
technical illustrations that was far less 
labour intensive than the methods 
used by artists of the Renaissance. 
This speculation coincided with 
my being invited to move into 
academia and teach. At that time 
higher education establishments were 
amongst the few institutions that 
had these new fangled things called 
computers. Working in collaboration 
with the Computer Aided Design 
Centre in Cambridge and the Royal 
College of Art, London, I developed 
the first computer-aided drafting 
package for producing cutaway and 
exploded technical illustrations.5 This 

This shows Clive’s father, 
James Richards, at work in 
the drawing office of Daimler 
Company in the 1920s. 
The Armstrong Siddeley 
Hurricane, announced in 
1945, was one of the cars 
that James had a hand in 
designing.



F
e
a
tu

re
s

  
A

rtS
pace journal num

ber 38  S
um

m
er 2013  

w
w

w
.L

S
A

-artists.co.uk

17
in turn led to some experiments in 
computer art in the mid seventies 
and later theoretical research work on 
diagramming6 carried out in the late 
seventies and early eighties – but all  
of this is another story. 

In the latter stages of my 
university career and since retiring 
from the life of a full-time academic, 
the digital pocket camera has been 
the principal tool for my creative 
expression. I have had exhibitions 
of photographs in the Herbert Art 
Gallery café in Coventry and in the 
Leamington Studio Artists’ own 
Gallery 150. Some of my work has 
been published, for example the 
extract taken from a book on the 
artist Alison Lambert, reproduced 
in the previous issue of this journal, 
ArtSpace 37.

I occasionally carry out graphic 
design work in my studio, including 
the art direction of ArtSpace. Lately I 
have got back to typographic basics, 
setting type and printing posters from 
wood letter.7 However, it must be 
admitted that I spend much of my 
time in front of the computer screen 
writing: reports for consultancy 
clients (mostly universities); chapters 
in books; articles for professional 
journals and currently a magnum 
opus I’ve been commissioned to 
produce, by Gower, the academic 
publisher, on diagram design. 

I believe that today pursuing 
such an array of activities is called 
‘portfolio working’. So I’m back to 
the beginning again – building a  
portfolio! .

Below: Clive’s mother, Flora Darby, was a bright 
young thing in the 1920s. After marrying James 
Richards, Flora did not pursue a career as a 
professional artist but nevertheless sought every 
opportunity to give expression to her creative 
urges. The decorated pot shows her colourful and 
flamboyant style.

Above: Clive’s early creative endeavours were  
rewarded when he won a painting competition run 
by the Eagle comic when he was ten years old.

Right: Clive Richards at the Hand & Eye Letterpress 
printing workshop with his poster homage to  
Eric Gill, designer of the Gill Sans typeface.

Top: Some of the art direction for ArtSpace is 
carried out in Clive Richards’ studio.
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Notes

1. A different author wrote each of the 
three Space Kingley annuals but all were 
illustrated by R W Jobson and published  
by Sampson Low, Marston & Co Ltd,  
25 Gilbert Street, London.

2. Many Eagle comics have been celebrated 
through re-printings in various books, for 
example: The best of the Eagle, edited by 
Marcus Morris and published by Michael 
Joseph (1977) ISBN 0 7181 1566 X.

3. The story of Frank Hampson and his team, 
creators of the Dan Dare adventures for the 

Eagle, is told by Alastair Crompton in  
The man who drew tomorrow, published  
by Who Dares Publishing (1985)  
ISBN 0 948487 01 1 TPB.

4. Many of the cutaway drawings of L Ashwell 
Wood are gathered together in The Eagle 
book of cutaways published by Webb & 
Bower (1988) ISBN 0-86350-285-7.

5. Some uses of computers in technical illustration 
by Clive Richards was published in the 
journal Computer Aided Design (1976) Vol 
8, Issue 2 pages 9–100, and describes a 

software drafting package for producing 
cutaway and exploded drawings.

6.  The author’s PhD thesis on his work 
at the Royal College of Art was entitled 
Diagrammatics (1984). 

7. If you look after goodness and truth beauty will 
take care of itself is an homage to Eric Gill in 
the form of an A2 size poster hand-printed 
from wood letter in Gill Sans. It is available 
from: www.britishbydesign.org



A perspective grid underlay was used to prepare 
this illustration of a factory floor layout. It was hand 
drawn in outline by Clive Richards and airbrushed 
by Gerry Whitcomb sometime in the 1960s.

Clive Richards MPhil PhD(RCA) FRSA  
is an LSA member and the Director 
of Research in the Birmingham 
Institute of Art & Design at 
Birmingham City University. He 
is also a Visiting Professor to 
the Faculty of Arts, University of 
Brighton. 

He has worked in a wide range 
of art and design fields, including 
commercial practice (technical 
illustration, information graphics, 
corporate identity, typography 
and artists' catalogue design), 
academic research, undergraduate 
and postgraduate teaching, 
PhD research supervision, 
higher education management 
plus professional body and 
international committee work. 

A pioneer in British art school 
computer animation, he also 
developed the first computer-
aided drafting package for making 
cutaway and exploded technical 
illustrations, work carried out 
in collaboration with the CAD 
Centre Cambridge. His doctoral 
research at the Royal College of 
Art, London, on diagram design, 
formed the basis for further 
theoretical work in diagrammatics. 
A holder of various grants and 
listing numerous papers, books 
and chapters on his research 
he was Professor of Information 
Design at Coventry University 
for many years, plus Associate 
Dean of Coventry School Art 
and Design, until 2009. As well 
as Director of Research for the 

School he also headed up its 
international developments team. 
He was President of the Chartered 
Society Designers (CSD) from 2007 
until 2009 and a member of the art 
and design sub-panel of the 2008 
national UK universities Research 
Assessment Exercise (RAE). 

Currently he is the President of 
the International Institute for 
Information Design (IIID) based in 
Vienna, a member of the Double 
Crown Club and the Art Workers' 
Guild of London. Clive, who is the 
Art Director of ArtSpace, carries 
out his own graphic design and 
higher education management 
consultancy practice from his  
studio in Earlsdon, Coventry.
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Diana Archer tells what it’s like to be the 
Artist-in-Residence at Gallery 150

  

In March 2012 I took up the 
position of Artist-in-Residence at 
Gallery 150 in Leamington Spa. 

The idea was to paint at the front of 
the gallery: draw the sketch out first, 
and then go through the process of 
creating a painting with customers 
and viewers coming in and out. 

Not an easy task, but it was a 
challenge.

After my two week show there, 
in August 2011, called From Venice 
to Alexandria, and the paintings 
along the way, I had discovered my 
strengths and weaknesses as a painter, 
including the ability to determine 
which works of art were commercial 
and what was personal. The visitors’ 
book and viewers’ comments really 
helped me to understand that the 
colourful paintings worked best, 
with simple designs, and for me, a 
sensuous content, namely, the female 
nude. 

 The genre for me included the 
above, but also included ‘Venice.’  

So come the following year, I was 
going to put this to the test.

As the Artist-in-Residence, my 
first painting was a Venetian scene of a 
female nude in intimate surroundings. 
She sits, overlooking the Grand 
Canal, and turns provocatively 
toward the viewer. Personally I think 
Venice is seductive and expensive, 
with an underlying mysterious, and 
even mystical energy. I called this 
first painting, Palazzo al Angelo 1, 
which was inspired by the energy of 
spending Christmas in Cyprus and  
a previous visit to Venice, where I  
was fortunate enough to have stayed 
in a 16th century palazzo, near  
St. Mark’s Square.

All went well for the first month 
as the Artist-in-Residence. During  
this time I met some incredible 
people: artists of all media, potential 
clients, members of the LSA and  
others including writers, art 
collectors, and browsing customers. 
A wide variety of interested people, 

some of whom I have as contacts, 
which continues to be important.

April and May brought the 
second painting in the same genre, 
which proved easy to paint on paper 
in acrylics. During the day, whilst 
painting, it was possible to have really 
in-depth conversations with those 
in, or entering the gallery, and, as an 
artist, it is possible to take part in all 
the artistic and social events going on.

However, at the end of May 
I started to slow down, and the 
spring of creativity began to dry 
up. The third painting proved to be 
very difficult, and has only just been 
completed, five months later.

As an artist wanting to make her 
way in the artistic world, here is the 
lesson I have learnt. It is important 
to take time off, to renew the artistic 
batteries and stop when creativity 
starts to flounder. 

It is wonderful to see these 
paintings now as prints when the 
commercial aspect takes over. Gallery 
150 provides these printing services at 
very reasonable costs.

The challenge is always the need 
to get the artistic and commercial 
balance right. I feel that I am now 
beginning to achieve this at last!

Diana’s prints can be ordered 
from Gallery 150 or bought at Saatchi 
on line/Diana Archer. .

Above: Palazzo al Angelo 2
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22On a recent visit to my 
supermarket I was intrigued 
by a display of twenty or 

so paintings by young children 
from a local primary school. Each 
painting expressed that characteristic 
unpretentious freedom so evident in 
children’s work. The memory of a visit 
made a few days before to an Annual 
Art Society exhibition fresh in my 
mind, I was struck by the diversity 
between the two sets of work, which 
leads me to wonder whether lessons 
can be learned from studying how 
children express their ideas through 
drawing and painting.

Although adult work 
generally possesses a maturity 
and sophistication not usually 
apparent in children’s paintings, the 
bold enthusiasm and spontaneity 
displayed by children can often be 
missing from a high proportion of 
adult work. Begging the question, 
how do artistically inexperienced 
children produce such innovative and 
captivating results? Yet to develop a 
faithful representation of the world 
around them, children’s paintings 
are, in essence, an expression of inner 
feelings and creative imagination. You 
only have to watch children painting 
to see the acting out of events in 
their imaginations, completely 
‘lost’ in what they are doing. Young 
children draw primarily as a means 
of communication, which for many 
people then has a tendency to become 
less important as language and 
writing skills are acquired, and later 
on, for most, it will be left behind 
altogether. 

For adults who decide to take 
up painting at a later stage in their 
life, the natural starting point would 
be to pick up from where they left off, 
from childhood. Although for many, 

Drawing on the child within
by Gerald Green 

  

they are now accompanied by an 
overriding desire to paint a realistic 
interpretation of what they see. I 
am not suggesting there is anything 
wrong with this, but the essential 
function at this stage is to learn 
‘how to see’, not as a mature adult, 
but through the eyes of a child, as if 
looking at the world for the first time, 
without allowing the knowledge and 
sophistication of a further developed 
mind to interfere. 

As mature adults, the primary 
obstacle is our being conditioned to 
respond to life in a logical, reasoned 
manner. We think directly by linking 
ideas from one to another, draw 
conclusions based on fact, and work 
things out in stages until we gain the 
answer we want. As with any new 
task there is a tendency to approach 
painting in this same analytical way. 
We want to know ‘how to do it’ and 
preferably with the aid of any short 
cuts or quick solutions to enable 
use to achieve results as rapidly as 
possible, because more often than 

not we have limited time at our 
disposal. From my own experience 
tutoring adult summer residential 
painting courses, I have found there 
are some participants who look for a 
prescription for instant success. 

Unfortunately, excessive 
importance is placed on painting 
‘technique’ with many adults setting 
their goal exclusively on the gain of 
technical skill or ‘know how’, and 
forgetting their innate creativity 
altogether. Alternatively, children 
devoid of life’s experiences are able 
to be themselves and their painting 
contains an integrity and honesty 
indicative of this. 

Developing an ability to 
paint requires more than a simple 
accumulation of technical skill. 
Technique can only be a means to 
an end and should never be thought 
of as an end in itself. Ultimately, the 
aim of any artist should be to reach 
out beyond mere technique in order 
to find his or her own creative voice. 
Within all of us is the ability to be 
more creative. With the intention 
to make the best use of whatever 
creativity we possess we must find a 
way to bypass an analytical approach. 
If we were able to rediscover our 
childhood responses perhaps this 
would enable us to be more open 
to advancing our own individuality. 
Responding to our intuition would 
be a very worthwhile aim, as Picasso 
wrote, “I don't look for things, I find 
them.” How much more enjoyable 
would it be to approach our artistic 
undertaking with a childhood 
mentality to ‘play’. .
Above: Child Within
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Tony Cartwright 
Below top left: Santo Spirito 
Below left: E-type Vent
Below right: It May be Some Time

Hilary Roberts 
Top: British Summertime 
Bottom: Blizzard in Clarendon Square

Bryan Kelly 
Top: A Harvest Evening
Bottom: The Yellow House
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Local art scene by  
Clive Engwell 

  
 

Hilary Roberts  
master of  
photography

Volunteer Organizer for Gallery 150 
and LSA member, Hilary Roberts has 
no lack of organisation in her own 
career. For more than 25 years she has 
been taking photographs for her own 
pleasure and, being an enthusiastic 
photographer, participating 
in national and international 
photographic exhibitions. She 
has the distinctions of: Master of 
the International Federation of 
Photographic Art and is a fellow at 
the Royal Photographic Society.

Cuba and its people have 
been a great inspiration in Hilary’s 
photographic career and she has 
returned there over a dozen times in 
pursuit of the fantastic images which 
are to be found in this enigmatic 
country.

Hilary was also one of the first 
British photographers to understand 
and appreciate the application of 
Photoshop to photography. She still 
uses it along with other software to 
enhance her pictures often creating 
painterly images which people 
sometimes insist are watercolours.  
As an active and enthusiastic member 
of Leamington Studio Artists, Hilary’s 
work can often be seen at the various 
exhibitions in Gallery 150. It is  
much admired.

Tony Cartwright  
the quiet man

A member of LSA for several 
years Tony is an enthusiastic 
and regular volunteer at 

Gallery 150, and as accounts manager 
he has the important job of looking 
after our artists’ payments. Tony says 
it’s great meeting artists from all 
disciplines since he finds it helps him 
refine the direction that his love of 
creative photography needs to take.

After a long career in the car 
industry Tony has focussed his art on 
his love of photography, capitalising 

on the incredible developments in  
the new digital imaging technology,  
to produce some stunning work. 
Many of his amazing images make 
regular appearances on the walls of 
Gallery 150.

His other great love is Italy and 
he has produced an abundance of 
images of its architecture, colours 
and sights. The very beautiful image 
of the Florence sunset showing the 
pretty church of Santo Spirito, thrown 
into stark relief against the hillside 
and gardens of  Torrigiani, is a fine 
example.

Of course there are images of 
fast, powerful, sporting motorcars 
reflecting Tony’s engineering career. 
He enjoys picking out graphic 
features which evoke a passion; like 
the Ferrari steering wheel, or the vent 
from the superbly long bonnet of the 
E-type Jaguar.

Constantly seeking to create 
different and innovative images, Tony 
Cartwright’s work now adorns the 
walls in many homes in Leamington 
and surrounding areas. As Tony says, 
“selling the occasional piece of work 
is incredibly encouraging”. Long may 
it continue for this quiet man. 
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Winners of 2012 Summer Show  
at Gallery 150 by Chloe Booyens

The visitors of Gallery 150 chose 
their favourite work of art from 
the summer show last summer. 

The Leamington Studio Artists’ 
Summer Exhibition is held annually at 
Gallery 150, from which the visitors 
select by ballot an artist as the winner. 
The show featured over one hundred 
works by sixty-eight local and regional 
artists and drew more than two 
thousand visitors. 

The winner of LSA 2012 summer 
exhibition people’s choice award 
was Christina Callaghan, who was 
presented with a £500 cheque, as well 
as a promise to feature her work in 
this very journal. Reading this you  
can say this is a promise kept – her 
prize was for her painting of a stag 
(see right).

Sonia Bubliatis took second 
place, whilst the renowned painter 
Paul Oz took third place. Another 
close contender was Paul Cheshire, 
who had also been chosen for the 
Coventry Open 2012, at Coventry’s 
Herbert Art Gallery, and whose work 
had recently featured in the BBC 
series, Show Me the Monet.

Angela kandil, a visitor to 
Gallery 150, had her people’s choice 

voting slip drawn out of the hat, 
taking home the limited edition print 
by James Callaghan, the father of 
the first prize-winner..

The amazing  
Bryan Kelly 

Visitors to Gallery 150 over the last 
few months will almost certainly have 
met LSA member Bryan kelly, who 
was the resident artist for some time. 
He could be seen in situ, painting 
some of his amazing pictures of rural 
landscapes, houses, and country 
scenes. The incredible thing about 
most of Bryan’s work lies in the fact 
that the vividly coloured scenes derive 
largely from his imagination.

Bryan’s work was featured in 
his showcase Avoiding Reality at 
Gallery 150 at the end of last year, 
his first exhibition in England. He is 
a self-trained artist and potter who 
has developed a unique style using 
thousands of individually applied 
‘dots’ to add texture and excitement 
to his compositions.

Bryan was born and raised in 
Western Ireland but spent most of his 
working life in the textile industry in 
the North of England. We are so glad 
that he has now settled in Leamington 
Spa. Great stuff Bryan!. 

Christina Callaghan  
the people’s choice



26

Naked Emperors 
by Brian Sewell
Quartet, 2012  
359 pages, paperback 
£15.00

It is now appropriate to turn to 
Naked Emperors, a collection 
of reviews, which range from 

the early 1990s to the present day, 
culled in the main from his Evening 
Standard writings. From the following 

Three book 
reviews by 
Dave Phillips

Outsider II
Always Almost:  
Never Quite
an autobiography  
by Brian Sewell
Quartet, 2012  
283 pages, £25.00

These two books are the latest 
by Brian Sewell. Outsider II 
should be read in conjunction 

with my previous review of Sewell’s 
first book, in ArtSpace 37, of his 
first 35 years. It is 60 pages shorter, 
takes him up to the present, aged 81. 
One learns, in this current volume 
of 16 chapters, based on his own 
diaries and that of his mother’s, he 
had resigned from Christies in 1967. 
Without any preparation for his 
future, he experienced some hardship, 
was saved by a friend’s generosity, 
and after several years, became a 
worldwide specialist dealer, and 

advisor to galleries and museums in 
17th Century etchings and drawings. 
As such he led a remarkable, full 
and fascinating life within the art 
world dealing at first hand with 
masterpieces, constantly travelling 
and meeting people of the highest 
professional calibre. This account is 
full of the people he has met, many 
friendships formed, and innumerable 
tasks undertaken.

When (Sir) Anthony Blunt, 
former Director of the Courtauld 
Institute of Art, Surveyor of the 
Queen’s Pictures, renowned expert on 
Nicolas Poussin, (and Brian’s former 
tutor) was unmasked in 1979, as a 
soviet spy, during WW2, Brian Sewell 
stepped forward and became his 
unofficial spokesman. It was a critical 
moment in his life, for he was elevated 
into the public eye from obscurity. 
His life began to change and he 
became a minor celebrity. The public 
was fascinated by his plummy voice, 
his critical mind, self-confidence and 
forthright manner and views. This 
eventually led to Brian’s appointment 
as the art critic of the London Evening 
Standard in 1984, whose readership is 
informed, critical and influential. His 
outspoken views, after three years, so 
irritated many artists and critics, that 
a letter signed by thirty or so asked 
for his removal, although rejected, 
is an indication of the extent of his 
influence. He went on from strength 
to strength, and could be thought to 
have rejuvenated the subject of art 
criticism in this country.

Brian is an individualist: a 
fanatical lover of dogs; vintage cars, 
of which he knows a great deal; a 
“queer”, as he puts it, who regrets his 
delay in ‘coming out’, who enjoyed 
a life of rampant promiscuity; a 
knowledgeable music lover, who once 
had aspirations in that direction; an 
intensely loyal friend, whose circle 
extends to straight men and women of 
all ages; a Conservative, who believes 
both in hard work, which should 
be rewarded, but also in a generous 
welfare state for the needy; a lapsed 
Catholic who is happy to leave his 
body to medical research; a mummy’s 
boy, (only child) who never quite got 
away from Mother, having bought a 
house in kensington (1972), moved 
into it with her, only to bitterly regret 
doing so. She spied on him, recorded 
his every move, attempted to interfere, 
“I had at times developed a despairing 

hatred”, but there had been other 
better times, before her dementia, 
“the clever, witty, funny, loving 
mother of my childhood, the big 
shrewd sister of my early manhood, 
and the companionable woman at 
the opera and the Royal Academy”; 
a serious attack of jaundice in the 
nineteen sixties was followed, “by 
further bouts, for well over a decade,” 
one might suspect the yellowish tinge 
to the portrait of Brian on the cover, 
might reflect this condition; his first 
heart attack, vividly described was in 
1974, and subsequent ones followed 
and his health has not been good, “I 
have lost count of my days in hospital 
in recent years dealing with ischaemic 
heart disease, vasovagal syncope, the 
surgery of two mastectomies and 
efforts to remedy a corkscrewing 
spine,” and this in addition to a heart 
quadruple bypass operation, and 
increasing arthritis. I think we get the 
picture, and this book is not a bundle 
of fun in places, but it is a frank, 
intriguing and honest account of his 
life. It should be of interest to those 
who want to know more about one of 
the most notorious art critics of the 
last thirty years and an intermittent 
media star. Not that he has anything 
good to say about television! One 
has to conclude there seems to be 
a somewhat repellent streak in his 
nature, with his intolerance of others, 
attempting to do their best. He gives 
us insights into the art world, which 
to him is not a playful puppy but a 
pulsating, fermenting, cauldron of 
commercial activity, full of devious, 
ignorant and cunning people with a 
sprinkling of nice ones like himself! 
We shall hear more from him over the 
next decade, although the last chapter 
in the book is ‘Death’.
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quotations you can see why he is not 
the most popular of critics, having let 
rip at the most prestigious of English 
artists, and various art institutions: 
Auerbach (2001), “his early and 
late paintings are much the same, 
his sensibility as much arrested in a 
muddy mire as a child who does not 
respond to potty training;” Hockney 
(2012), “the force has gone from him, 
and without its purpose, all delicacy, 
skill, judgement and painterly 
integrity too are gone;” kossoff 
(2000), “suffers an irrepressible 
compulsion to turn his nudes and 
landscapes into inert bogs of feculent 
pigment…as a figurative painter he 
is hopelessly inept;” kapoor (2009), 
“he has always seemed to me less 
a sculptor in any grand sense, than 
victim of arrest in the common 
infantile and pre-pubertal obsessions 
with body orifices and functions that 
here seem so evident. This exhibition 
is nothing but the indulgence of the 
nauseating fancies, of the most vain, 
self-regarding, pompous, pretentious 
and wealthy celebrity artist of the 
day;” Hirst (2004), “Part of this 
showy show is loathsome. I can 
respond only with disgust to the 
fluttering deaths of butterflies with 
battered wings, trapped in a glass 
case too small for the patterns of their 
flight, and a calf born with six legs 
is not a work of art but a medieval 
monstrosity fit only for the curiosity 
of alchemists.” When and if you 
read his observations on the Royal 
Academy (2007), “merit does not 
matter any more;” the Tate (2003), 
“this is indeed art by artists who don’t 
believe in art, this is indeed aesthetic 
atheism” and the Arts Council 
(2006), “a body that is patently 

Romantic Moderns 
by Alexandra Harris 
Thames and Hudson 
2010, 320 pages

This book published three 
years ago, consists of 13 
chapters, plus a prologue and 

an afterword, and is concerned with 

undemocratic, answerable to nobody, 
judge, jury, propagandist for itself,” 
you will get more fury. If it were not  
all so serious it would be fun.

He writes with fearlessness, 
candour, intelligence and wit, and his 
own sense of integrity never imagines 
his views could be flawed. So  
relentless is his negativity, that you 
eventually conclude that bigotry has 
invaded his thinking. It is almost as if 
he has not understood or grasped the 
nature of artistic imagination in the 
20th/21st century. Not that he is  
wrong all of the time, but his excesses 
skew his writings into caricature.  
The reaction of the establishment has 
been unpardonable, physical attacks 
at the Royal Academy, invitations to 
previews not sent, verbal assaults, 
letters of condemnation and so on, 
if all he says is true. One admires his 
courage and tenacity. His writing is 
amusing and many will enjoy it and 
even be refreshed, that millionaire 
artists, loved by the mega-rich, can 
be dismissed as incompetent and 
inconsequential, whose work will 
never stand the test of time! Enjoy the 
verbiage but think of the artists.

artists and writers who attempted to 
come to terms with Modernism. It is 
an account of the 1930/40s argument 
about the need to cherish English 
landscapes, architecture and past 
monuments. It seems relevant now, 
with the need to understand that 
there is a vein of English art which 
dwells ‘on art and place’, especially 
in watercolours, which should not be 
forgotten, and could still be seen as 
an inspiring source for artists today. 
Such reinforcement is apparent: in the 
National Trust cherishing of historic 
houses and coastal treasures; Prince 
Charles’s move into organic farming 
and preservation of landscapes; the 
movement for the protection of woods 
and forests; the many archaeological 
digs, including the recent theory 
that Stonehenge was a cemetery for 
‘chiefs’; and the current sensation of 
the discovery of Richard III’s remains, 
and so on, to be followed this year by 
Wallinger’s enormous statue, White 
Horse, located in kent, a rival to 
Gormley’s Angel of the North.  

The book is full of facts and 
images that espouse consciousness 
of the history of place, fought for in 
two world wars: Recording Britain, 
between 1939–1945, consists of 1500 
topographical watercolours, now 
in the V&A and Shell’s advertising 
campaign and guides, added to visual 
awareness. In addition, the work of 
Nash, Piper, Hitchens, Ravilious, 
Beaton, Bawden, Grant, Bell, Spencer, 
Sutherland, Brandt, with a reference 
harking back to a Cotman painting 
of 1806, is illustrated, complete with 
a consideration of the writings of 
Woolf, Fry, Bell, Connolly, Betjeman, 
Sitwell, Priestley, Auden, Waugh, 
Eliot, and others. The thesis of the 
book revolves around how these artists 
and writers dealt with, as Piper put 
it, “the belligerence and antagonism 
between abstract artists and the 
rest that reigned in the 1930s.” The 
intelligentsia consolidated and tapped 
into the wells of British history and 
sense of place, to largely repel the 
enemy of Modernism! It seems this 
thread has survived the dollop of paint 
Abstract-Expressionism delivered, 
the high jinks of Pop Art, the aridity 
of Minimalism, the abstruseness of 
Conceptualism, and found an outlet 
briefly in ‘The Ruralists’. If you are 
interested as an artist, in ‘art and 
place’, ‘imagination’ and ‘England’, 
you should read this book. .
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28 1. Lucian Freud’s estate on his death 
is reported to be worth about £96m. 
In order to lessen his inheritance 
tax he has given a Corot, The Italian 
Woman of circa 1870, worth about 
£5m, to the National Gallery, 
and three Degas sculptures to the 
Courtauld Institute of Art gallery, 
London. It is interesting to note, 
in this context, that the Treasury 
for 2111/12, for the first time, set a 
limit of £20m in lieu of inheritance 
tax, numbering 25 works, valued at 
£31m with some works amounting to 
£11m having to wait for acceptance 
until next financial year. These 
included: Rubens’s The Triumph of  
Venus, late 1620s, settling £4.4m in 
tax, Guercino’s The Samian Sibyl, 
1651 settling £3.2m, and 23 others, 
including the Corot mentioned above.

2. Never having left France before, 
the famous painting Olympia, 1863, 
by Edouard Manet, (1832–83), is 
being lent in April, by the Louvre 
to the Doge’s Palace, Venice to an 
exhibition called Manet returns to 
Venice, consisting of 70 works, 42 by 
himself. Could it and should it have 
been part of the Manet exhibition 
Portraying Life at the Royal Academy 
until 14th April? One thinks not, 
as that exhibition came from the 
Museum of Art, Toledo, USA, and 
no doubt questions of fragility were 
raised. Venice is so much nearer!

3. The Collier Campbell Archive,  
50 Years of Passion in Pattern, by Sarah 
Campbell and Emma Shackleton, 
Ilex Press, 320 pages, £50.00 is a 
monumental book, handsomely 
designed with first class colour 
photographs of work illustrated, which 
all lovers of textile design should get, 
and all artists interested in colour 

Art news  
miscellany by
Dave Phillips

  
 
This column brings selected art news

should look at closely. There are 
two Forewords, one by Sir Nicholas 
Serota, Director of the Tate galleries. 
This book shows how imagination 
and flair generated designs that have 
become classics of their time, (see 
Cote d’Azur as shown on this page), 
and the other by Sir Terence Conran, 
both of whom consider the designs 
over 50 years superb, as shown in this 
wonderful archival book. This is the 
work of two sisters, starting out at 
Libertys and Habitat and setting up 
their own studio practice, winning 
prizes, and still designing, where scarf 
designs at The Shakespeare Institute, 
Stratford and bed design at M&S,  
can be seen and bought.  

4. The leading national institutions 
have suffered shocking staff 
redundancies in the last two years: 
British Museum has lost 32 members 
of staff; National Gallery 20; Tate 43; 
V&A 21; National Maritime Museum 
six – a total of 122 staff. These figures 
are appalling, in knowledge based 
institutions, and the intellectual 
loss is enormous. It seems a sort of 
assassination with no blood spilt, 
but a snuffing out of those whose 
knowledge of art and artefacts is 
unequalled.  

5. Robert Indiana is at last being 
recognised as the significant artist 
he is, with a retrospective exhibition 
in Sept’13 at the Whitney Museum, 
New York. It’s long overdue. Readers 
of ArtSpace 33, (Summer 2010) will 
remember the cover of his painting 
LOVE, which he kindly allowed LSA 
to use. He was of the Pop Art era in 
New York in the 50s. There is also an 
autobiographical element in his work.  

6. More locally, The White Room 
Gallery, in Regent Street, Leamington 

Spa, is held its Tenth Anniversary 
Show throughout April. There were 53 
examples of outstanding artists of the 
period such as Pasmore, Bacon, and 
Riley, with well-known local artists 
and LSA members, for example,  
Philip Goddard, David Troughton, 
Kathy Webster, Horace Panter, 
Thomas Yeomans, and Bill Jackson 
and others. John and Heather Gilkes 
should be congratulated for helping 
the local artistic fraternity show their 
work, without upfront charges, and 
being a support in framing work at 
modest prices. It was a beacon of 
light in the dark days of the recent 
economic gloom. All will testify 
to their generosity of spirit, their 
preparedness to help struggling artists, 
their good humour, and willingness 
to listen to problems and advise. The 
White Room is more than a business 
and stands as a symbol of what artists 
need: encouragement, a sense of hope, 
association with artists, laughter, a joie 
de vivre, parties, collectors, and no  
one can fault the hospitality of the 
White Room hosts.  

7. There is an impending change in 
the law, whereby ‘orphan’ images 
(those whose copyright status is 
unknown) can be reproduced without 
permission. The proposal is contained 
in clause 68 of the Enterprise and 
Regulatory Reform Bill, which has 
reached the committee stage of the 
House of Lords. There is mounting 
opposition from any number of 
photographic organisations, as you 
can imagine. ‘Art news miscellany’ 
will keep a watching brief on this 
development, and report progress!.
Below: Cote d'Azur is part of Six Views, the  
first Collier Campbell collection licensed to 
Fischbacher which in 1983 won The Duke of 
Edinburgh Designer's Prize and, in 1984, the 
Design Council Award.
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LSA in focus 

Dear LSA member
In considering what topics to 

include in this, my second LSA in 
focus commentary, my first was to 
thank those who have contributed to 
this ArtSpace 38. The editorial team 
has worked tirelessly to produce 
another stunning journal from the 
many contributions of interesting and 
wide-ranging topics sent in by our 
members and other writers. 

I am especially grateful to 
Magenta for pre-press production, 
and Clive Richards for the art 
direction, of ArtSpace. Clive’s 
fascinating article which includes the 
use of tracing paper in the centrefold 
is a first and an exciting innovation 
for the journal. Also thanks to our 
new editor, Chloe Booyens, who 
jumped in at the deep end and has 
coped so well with her first issue. 
Our stalwart, David Phillip has again 
excelled in his specialist area. I thank 
them all on your behalf.

I think it would also be 
appropriate to remind ourselves of the 
established aims and objectives of the 
LSA from time to time to ensure that 
out trustees concentrate their time 
and efforts on our members’ needs 
and expectations. 

The LSA constitution has not 
changed since it was established in 
1998 and our mission remains as 
simple as ever:

• To promote the reputation of our 
member artists and to help them sell 
their work, through the means of 
regular affordable exhibitions. 

• To raise the profile of the visual 
arts in Leamington Spa and its 
surrounding areas by encouraging 
participation in our art education 
and promotion by the community.

• To encourage our members to meet 
people from the local community and 
to discuss their work, generally and 
through  access to our website. 

• To pursue the objective of providing 
reasonably priced studio space for 
members who are in need of such 
facilities to practice and improve  
their skills.

By and large, I believe that we have, 
with our continuing and highly 
professional exhibitions and artists’ 
showcase activities at Gallery 150, 
largely fulfilled these important and 
major objectives.

However our website is currently 
a disappointment to all and we 
continue to fail to motivate sufficient 
members to volunteer for many of 
the activities that we would love to 
introduce. Volunteers are the lifeblood 
of our type of organization. 

A sincere thank you must go out 
to the team of over 25 people who 
do regularly turn out to keep our 
gallery open, alive and exciting. Also 
a special mention for both my fellow 
trustees and Meurig Hughes, your 
membership secretary, and Hilary 
Roberts, volunteer organizer, all of 
whom seem to work beyond the call 
of duty.

Affordable studio space for 
members remains a dream as does the 
effective distribution of ArtSpace to 
reduce costs. We also need a person 
to produce a regular newsletter, and 
a webmaster to maintain and improve 
the website. These are just a few of the 
many positions that we have vacant 
awaiting volunteers.

Please, please do let me know 
should you be able to help with these 
activities or if your experience can 
suggest how best we can develop these 
essential services to our members. 
Also your trustees need to hear more 
from you on how you see things and 
how you feel that the LSA should 
develop.  What are your needs as 
members?

Whatever your thoughts, do let 
us have them. Even better, why not 
write an interesting article for a future 
issue of ArtSpace.

Most of all, keep making art, 
share it and be happy!

Clive Engwell
Chair, Leamington Studio Artists

Dear Editor
I should like to draw attention 

to an unfortunate omission from my 
article on ‘The Royal Academy of 
Arts’ in the last issue of ArtSpace 37. 
Without its inclusion the article does 
not make complete sense. I should 
be grateful if you would allow me 
through this letter to make right what 
was wrong. Many thanks. 

The following should have been 
included:

 “RAs are able to exhibit six 
works each, as of right and most do. 
There are no more than 80 RAs, 
at any one time (at the moment 14 
sculptors, 12 architects, 8 printmakers 
and the rest painters), but this figure 
is increased by an unlimited number 
of Senior Academicians who are over 
75, but they do not take part in the 
selection process, and Honorary RAs 
(distinguished non-English artists 
in the main). This year (2011 was 
the date of the analysis), 104 RAs 
exhibited between them 435 works, 
out of a number of 1115. Of this 
number 555 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.” 

The compilation of these facts 
took a great deal of time and when 
read in conjunction with the article 
itself in ArtSpace 37, reinforces the 
conclusion with the finality of truth, 
like the lottery, hope your number 
comes up.

Yours faithfully 
Dave Phillips  

A Letter to  
the editor 

  
 
The ArtSpace address is on the front page
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30
Sue Abbott

Clare Acford

Stephanie Adams

Diana Adams

Terence Adkins

Laura Adkins

Robert Aley

Eleanor Allitt

Rhiannon Alton

Keith Anker

Diana Archer

Steve Atherton

Robin Austin

Heather Bailey

Laura Baker

Iris Baldwin

Mary Bannister

Anthony Bannister

Colin Bannon

Maura Barnett

Rupam Barthakur

Martin Baxter

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

Soolie Burke

Rosy Burman

Jenny Burns

Jamie Byrne

Christina Callaghan

Deborah Callaghan

James Callaghan

Anthea Callen

Wendy  

Campbell-Briggs

Lizzie Cariss

Pat Carpenter

Tony Cartwright

Stephen Casson

Jane Catherall

Vlad Cernega

Roger Chamley

Dave Chantrey

Paul Cheshire

Sze Chin

Soonoo Choksey

Ian Clarke

Lynsey Cleaver

Anne Cole

V Comer

Sheila Connor

Wendy Cook

Carol Cox

Sharon Cresswell

Robert Cunliffe

Brenda Currigan

John Daly

Ruth Daly

Clive Davenport

Michael Davies

Peter Davies

Sally Davies

Diana Davies

Phyllis Davies

Derrick De Faye

Eileen  

de Mortimer-Griffin

Tiago De Silva

John Devane

Indy Dhillon

Christine Doherty

Pamela  Donegan

Rachel Doughty

Ian Dove

Laura Dunbar

Odette Dunkley

Alan Dyer

Duncan Elliott

Kay Elliott

Avril Elward

Clive Engwell

Mo Enright

David Evans

Penny Evans

Pat Evans

Alison Evans-Smith

Emma Falcke

Andy Farr

Neil Ferris

Mo Finnesey

Joe Fogg

Jean Ford

Karen Ford

Ann Forrester

Jack Foster

Mary Frances

Chris Freegard-Elmes

Eribaldo Furtado

Russell Gain

Caroline Gatehouse 

Jan Gay

Cyril Ginn

Juliet Gladston

Philip Goddard

Gerald Green

Dianne Greenway

Jim Griffith

Michala Gyetvai

David Haedicke

James Hands

Richard Hansen

Anna Harper

Tom Head

Sebastian Heid

Claire Henley

James Henly

Linda Henry

Kirsty Hill

Julie Hill

Brenda Hillier

Cyril Hobbins

Fiona Hodgetts

Bernard  Hollis

Merv Homer

Philip Honnor

Jack Hornblow

Sukhbir Hothi

Meurig Hughes

John Hunt

Danielle Hutson

Mark Ilsley

Paul Ingvar

Phil Ivens

Bill Jackson

Abdul Kadir Jaffri

Herman
   

Jansen van Vuuren

Libby January

Robert Jenkins

Spencer Jenkins

Peter Jewel

Robert Johnson

Martin Johnson

Alison Johnson

Tracy Jolly

Catherine Jones

Jennifer Jones

Chris Jones

Paul Jordan

Valerie Just

Kadi Kaivo

John Keen

David Kelhan

Penny Keskinkilinc

Usha Khosla

Crystal Ki

Joshua King

Esther Kinnersley

Charlotte Kirkham

Christine Knight

Sonia Kwasnik

Lian Lanni

Robert Lavers

Julie Law

Kit Leck

Ian Lee

Jason Legon

Peter Lewis

David Lewis

Sue Lewis-Blake

Anthony Leydon

Angus Liddell

Rachel Liddell

Ben Lockwood

Ann Loscombe

Sian Love

Peter Lovelock

Clay Lowe

Jackie Mackay

Mike Manley

Jen Manning

Christine Markham

John Marron

Evelyn Mathewson

Ian Mattingly

Jim McGuigan

David McKernan

Ann McKernan

Stephen Melville

Sheila Millward

Lawrence Molloy

Nicola Monday

Carey Moon

Sarah Moore

Kate Moreton

Sueli Moreton

Jenny Morgan

Louise Morgan

David Morphew

Trish Morris

Ann Mount

Souren Mousavi

John Murphy

John Myers

Jane Naylor

Howard  Nelson

Grace Newman

Yasmine O'Hara

Kim O'Hare

Carol O'Keefe

Natalie O'Keefe

Angus Orr

Paul Osborne

Christine O'Sullivan

Timothy  O'Toole

Colleen Palgrave

Frieda Palmer

Clare Panter

Alistair Parr

Chris Partridge

Angela Pattison

Linda Pears

Zoe Petrie

Kathryn Pettitt

David Phillips

Neil Phillips

Frances Pinches

LSA members 



Giuseppe Pittarello

Archie Pitts

Hilary Poole

Steve Porter

Peter Pratt

Ian Preece

Richard Raby

Alan Ranger

Maria Rankin

Matthew Rhodes

Clive Richards

Gill Richardson

Linda Ridpath

Gillian Robiquet

Yoginie Roemer

Janet Rose

Ellie Rose

Maureen Rowark

Leslie Rucinski

Denise Russell

Roger Sargent

Eloise Saunders

Andrew Savage

Peter Scale

Linda Scherrer

Michael Scheuermann

John Scragg

Inderjit Sehmi

Barbara Shackley

Hazel Shaw

Thomas  Shepherd

Gail Sheppard

Anya Simmons

John Simpson

Teresa Skinner

Catherine Slade

Victoria Smith

Kay Smith

Gerry Smith

Jacqui Smithson

Ray Spence

Geoff Stear

Richard Stevens

Tatiana Stirbul

Angela Stride

Jan Suchanek

Matthew Sugars

Alex Sumner

Julie Swinsco

Philip Taylor

Hansje Te Velde

Alfonso Tello-Garza

Verity Thompson

Mark Tilley

Paul Torr

Frances Townley

Khaled Townsend

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

Kathy Williams

Peter Wilson

Susan Winters

Tom Wolstenholme

Rebecca  

Woodbine-Cusdin

Leslee Woodward

Paul Woollard

Giovanna Yanez

Julia Yarrow

Judith Yates

Andrzej Zawadzki

Carol Ziyat

New Year – Artists’ Showcase 
2 January - 20 January 2013

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

Renewal 4 –  LSA members show 
12 February – 3 March 2013

Mark Saunders Solo Exhibition  
5 March – 24 March 2013

Confessions and Wishes  
A public participatory art project  
In aid of the Rainbow Trust  
26 March – 14 April 2013

Volunteers’ Thank You Show 
16 April – 5 May 2013

Artists’ Showcase  
7 May – 26 May 2013 
Steve Atherton, Cliff Brigden 
Lian Lanni, Helen Brooks 
Sheila Connor, Cathy Dodd, 
David Lewis, Simon Evans Smith  
Caroline Gatehouse, Lou Morgan

CWSA Annual Show 
28 May – 16 June 2013

Kenilworth School Exhibition 
Pupils and staff  
18 June – 7 July 2013

LSA Summer Show  
9 July – 28 July 2013

Clare Acford Solo Show  
20 August – 8 September 2013

Collectors’ Showcase  
20 August – 8 September 2013

Christine Knight Solo Exhibition  
10 September – 29 September 2013

Jane Powell Solo Show  
And so far with IAPS 2013  
art competition  
1 October – 20 October 2013

Richard Yeomans Solo Show  
22 October – 10 November 2013

Phyllis Davies  
Painting Group Show  
12 November – 1 December 2013

Christmas Artists’ Showcase  
3 December – 22 December 2013

MAGENTA. DESIGN for GrowTh.  

www.magentaweb.co.uk

£4.00

G r a p h i c  d e s i g n  B r o c h u r e s  a n d  p r i n t  c o l l a t e r a l
D i r e c t  m a i l  e m a i l  c a m p a i g n s  S m a l l  e x h i b i t i o n 
d e s i g n  a n d  d i s p l a y  P a c k a g i n g  W e b s i t e  d e s i g n , 
c o n s t r u c t i o n  a n d  m a n a g e m e n t  B r a n d  d e s i g n  a n d 
i m p l e m e n t a t i o n  B a c k - o f f i c e  s u p p o r t

Magenta is pleased to 
produce ArtSpace and 

provide marketing services for 
Leamington Sinfonia as part 

of our support for the arts

SINFONIA

web version

for letter head etc.

SINFONIA

Advertise
in ArtSpace
Contact the editorial team at

artspace@lsa-artists.co.uk

ADVERTISEMENT
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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 

L E A M I N G T O N  

STUDIO  ARTISTS

ArtSpace editorial team 

Chair  
Clive Engwell

Art Director 
Clive Richards

Editor 
Chloe Booyens  
c.booyens@warwick.ac.uk

Production  
Malcolm Waterhouse          

Editorial Adviser  
Dave Phillips  
d.phillips@abdab.com 

Proofreader  
Julia Engwell   

Special thanks  
Magenta Advertising

Gallery 150 trustees

Gerry Smith 
trustee@lsa-artists.co.uk

David Haedicke 
trustee@gallery150.co.uk

James Callaghan 
jim.c@btinternet.com

Other G150 volunteers

Volunteer Organiser  
Hilary Roberts 
hilary-roberts@ntlworld.com

Public Relations  
Sarah Silver 
press@gallery150.co.uk

Artists Payments  
Tony Cartwright 
Tony.cartwright@btinternet.com

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

Tel. 01926 259339
www.gallery150.co.uk

ArtSpace is sponsored by Warwickshire College

LSA corporate  
sponsors



ARTS TRAIL STUDIOS

Arts Trail originally set up the 

‘Leamington Contemporary Arts Fair’ 

to promote and celebrate art and for artists 

to sell their work. 

Arts Trail has created an affordable 

showcase and selling opportunity for 

artists in all media including photography, 

ceramics and sculpture.

Situated in a prime location in the 

prestigious Regent Court shopping centre 

with its high footfall, the showcases have 

resulted in record sales since its formation.

Now ArtsFair has become even better. It 

has become bolder brighter and bigger 

and it’s now indoors. This means we can 

run the Fair each Saturday throughout the 

year. We are also able to offer studios for 

artists to rent. Please enquire.

If you’d like to find out more about Arts 

Fairs or Arts Trail Studios, or share your 

ideas with us, then drop into  

Arts Trail Studios,  

Regent Court Shopping,  

6 Livery Street, Leamington Spa,  

or call for a chat on  

07450 990 389

Why not  
join the  
Arts Trail?

LOVE ART IN LEAMINGTON

Enjoy, live and breathe  
a little ART and FUN 
into your life!

Find out how we can  

help your Arts Fair stall 

work for you

www.artstrail.co.uk/?=howto

Find us:

www.regent-court.co.uk

ADVERTISEMENT



L E A M I N G T O N  

STUDIO  ARTISTS

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


