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N ew Year 2014 brings ArtSpace 39. 
This issue has an additional feature, an interview 
with LSA member and BP portrait award winner, 

John Devane. And what an incredible first interview. 
Inside you will find a review of the Royal Academy 

Summer Exhibition, at least four reviews of local artists, 
as well as an article that focuses on perspective, a review 
of a Compton Verney exhibition, a close up on the LSA’s 
2013 Summer Show winner, as well as a book review and 
your update on all things art in ‘Art news miscellany’. And 
last but not least the editorial team and I have once again 
made sure that LSA members' work strongly features. 

We would love to have members' responses in 
the form of letters or emails but we are also looking 
for those who might be prepared to review exhibitions, 
interview local artists or help photographically to illustrate 
material. We'd love you to get involved and as the editor, 
I’m proposing to hold a series of meetings for those who 
might be interested in making a journalistic contribution 
or wish to have a chat about the journal. 

On behalf of the editorial, design and production team of 
ArtSpace I would like to wish all our readers the very best 
for a creative new year  n
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The views expressed by the individual authors featured in this 
journal are their own and do not necessarily represent the views  
of ArtSpace or the Leamington Studio Artists

Unless otherwise stated the copyright of the articles and images 
contained in this journal are the property of the named authors 
and artists. The LSA endeavours to seek necessary permissions 
and give appropriate credits. We will always acknowledge in 
subsequent issues any errors or omissions that are drawn to  
our attention
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The fugitive art of  
David Broadhead  
by Dave Phillips 

  

As Dean of the Art Faculty at 
Coventry University, David 
Broadhead left England and 

heavy administrative burdens a couple 
of decades ago, in search of a life as a 
painter in Spain. He was at the Royal 
College of Art in the 50s, when British 
art emerged as a new vital force, the 
creative legacy of which remained 
with him over the years. His move 
was a gamble on a new life, which 
allowed him to establish himself as 
a painter, with his studio located in 
the hinterland above Malaga, where 
mountains range and forests grow. 

His is a distinctive style, where 
figures appear in the context of a 
painted surface rather than a specific 
place. The greys and whites, with 
shock areas of colour, make them 
seem somewhat disorientated. The 
indistinct faces fit the world of 
shadows they seem to inhabit. The 
lack of finish creates a melancholic 
mood of remoteness which is where 
the essence of the idea emerges. It 
is here that the medium plays an 
essential part of the message.

If we take Nude Sitting on a Bed 
for example, the question emerges as 
to why is she there alone? Where is 
the bed located exactly? The interior 
seems to lack definition and simply 
consists of paint rather than place. 
The ambiguity is tantalising, for our 
analysis is incomplete without an 
answer. But this is what David seeks 
to achieve. All is low key. There is 
no hysteria, no shouting. It is the 
fragility, the vulnerability of the figure, 
which imbues the whole image. Our 
sympathies are aroused, our curiosity, 
our need to know, which prompts 
speculation.   

Or Horses on the Beach, where 
do the horses come from, where are 
they going? The puzzle lingers as an 

expression of freedom, set in the vast 
arena of beach, sea, sky. No one is 
riding them and they run free. Our 
identification is with the totality of 
nature, of which these horses are part. 
The handling of the paint is sensitive, 
for nothing jars, no over articulation, 
soft warm colours with no 
overheating. The image is memorable 
and haunting accordingly.

The Family Holiday is in keeping 
with all his other work, where figures 
are grouped but without the specifics 
of age, class, race. They represent 
humanity, here, now, briefly, why, 
where, a metaphor of life itself. The 
hesitant touch of the brush, the thin 
use of paint, the subtle use of colour, 
with soft greens, darker reds, muted 
greys, all combine to create a fugitive 
art, which is endlessly fascinating. 
One enjoys the poetry of the image 
and the intelligence at work. 

One turns to a single figure, Sun 
Worshipper, stretched in wild abandon 
on some beach or bed or field. The 

orchestration of the image is like a 
symphony, where the clouds, the 
sun, the figure are like some music 
of the spheres. Nor could one wish 
to ignore the sensual display of the 
figure, which is in keeping with the 
sublimation of the erotic.

In keeping with his style, Man 
in the White Suit, seemingly placed in 
an indefinable location but hinting 
of a beach or park has that air of 
ease, of enjoyment of life. A touch 
of hedonism is encapsulated. One 
might not realise his work is the result 
of hours of preparatory thought and 
rejected canvases. There is that sense 

Right top: Man in the White Suit (2012)  
Acrylic on canvas 1000 x 800mm 

Right below: Horses on the Beach (2012)  
Acrylic on canvas 1000 x 800mm 

Bottom: Nude Sitting on a Bed (2012)  
Acrylic on canvas 1000 x 800mm
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of a throw away art, which many of 
Daumier’s contemporaries associated 
him with, as in David’s work. But in 
both instances it is far from the truth, 
for the imagination has been sparked, 
and a fulfilment has been achieved.

David Broadhead’s work is the 
result of years of commitment, of a 
vision of painting which is singular, 
where the suggestive and the fugitive 
express an individual creative vision, 
combining mood with the mysterious. 
These qualities have established 
his reputation. His work is known 
throughout Europe, USA and Canada. 
He has been a member too of LSA, for 
many years. He is a serious artist. It 
is not a question of how much paint 
is put on a canvas but how much 
knowledge is shown and insight 
conveyed..
Right: The Sun Worshipper (2012)  
Acrylic on canvas 810 x 650mm

Below: The Family Holiday (2010) 
Acrylic on canvas 1000 x 810mm
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Christine  
Knight’s   
retrospective by  
Kate  
Livingston 

Christine Knight held a 
retrospective exhibition at 
Roof Top Gallery in June 

2013 and I was fortunate enough to 
be asked to curate it. Being asked 
to curate a retrospective is a very 
important task. If you know the artist 
you have likely not known them for 
that long, and most unlikely to have 
known them their whole artistic 
career. This is where the challenges 
begin, and what I think is the best 
part of being a curator. 

There are many areas one needs 
to try and understand when starting 
to plan an exhibition of this calibre. 
Primarily it is the journey the artist 
has been through to reach their 
most recent work or their subject 
influences, whether these are self 
taught, their life journey or even  
their emotional background. This is 
the story of the exhibition that we 
created together. 

First of all Christine was a 
pleasure to work with, and this cannot 
be said for all professional artists. She 
had complete faith in what I would 
create for her. This was very fortunate 
for me as any type of exhibition 
is very personal to the artist. It is 
important to be respectful of how 
much they put into their work, both 
physically and mentally.

I walked around Christine’s 
studio looking at everything from 
sketches, to original oils trying to 
grasp what Christine is conveying 

when producing her artwork. It was 
when she showed me her Invisible 
Child Series that I really connected 
with her and her work. I knew that 
these pieces would have to play a 
huge role in her exhibition as they 
obviously had done in her life. 
Christine does not stick to one 
particular medium – she works in oils, 
watercolours and even hand pulled 
screen prints, which we see in the 
Naughty Step. This allows her to use 
her talent to showcase her emotions 
far more effectively, adapting the 
medium to the thought rather than 
trying to convey her emotions in 
the same medium. This allows for 
Christine to use the paint as a tool to 
express herself rather than trying to 
adapt her emotions to the tool. 

After talking to Christine for 
hours about herself, family, friends, 
and childhood I was able to be better 
prepared to understand her work as a 
whole collection. Images that at first 
people may not see as a collection 
from one artist begin to fit together in 
a harmonious way. When curating a 
retrospective exhibition it is important 
to learn about who the artist is.

It is my job to allow the viewer 
to understand the emotions, feeling, 
and history of Christine’s life without 
being able to sit and speak with her, 
as I was able to do. A curator can be 
seen to bridge the gap between the 
artist and viewer. 

Sometimes artwork is not 
instantly aesthetically pleasing or even 
‘beautiful’; often in contemporary 
art the story behind the work is 
even more important. It is my 
responsibility to make the artist’s 
story come alive. Christine’s work is 
both aesthetically pleasing and has 
a great deal of emotion behind it; 
an almost dream-like stance. When 
you look at the Invisible Child there 
is a realm of eeriness, and a feeling 
that you are looking into a moment 
in Christine’s life, or into Christine’s 
mind. This allows the viewer to 
draw on his or her own experiences. 
To enhance this feeling I placed a 

mirror in the middle of her collection, 
suggesting the need for the viewer 
to have self-reflection, and to look 
at himself or herself. This aided 
in producing the emotions behind 
Christine’s work in a subtle way to 
the viewer. The viewer is encouraged 
to step into her world and, even for a 
brief second, understand emotionally 
from where Christine was drawing her 
inspiration. Although the landscapes 
Christine creates seem quite different 
from her Invisible Child Series, they 
hold a very similar mood created with 
a Turner-like quality. This atmosphere 
is prominent in one of my favourite 
pieces, Lighthouse, which conjures 
up the feeling of a far off land. A 
familiarity within them lingers, but 
an emotional feeling of longing to 
know more about the landscape itself 
remains, and one is left with a familiar 
self reflection and nostalgia like that 
in the Invisible Child. 

An exhibition always needs to 
focus on the message the curator and 
the artists are trying to convey to the 
viewer. In some cases a retrospective 
calls for a concise chronological 
order; in others, like Christine’s, it 
is important to draw attention to 
the emotions within the work. It was 
our hope for the viewer to leave the 
exhibition feeling like they could 
personally relate to Christine’s work, 
and if they could not do that they 
could at least understand a little bit 
more about Christine Knight, as an 
artist and a person..
Left: The Lighthouse  
Oil on canvas 1000 x 700mm

Right: Naughty Step 
Hand pulled silk print  400 x 400mm

Right: Invisible Child
Oil on canvas 1000 x 680mm
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Chloe Booyens reviews  
the Royal Academy of Arts  
Summer Exhibition 

  
 
Royal Academy of Arts’ Summer Exhibition,  10 June –18 August 2013

My immediate response to this 
year’s Summer Exhibition, 
now in its 245th year, was 

why is the 18th Palladian façade of 
Burlington House wearing a sequin 
dress? TSIATSIA – Searching for 
Connection (2013) is a tapestry by 
the West African artist El Antsui 
(b.1944). “I wanted the building 
to work like a kind of frame for the 
artwork, [and] also wanted my piece 
to look very contemporary and fresh. 
I use discarded bottle tops, woven 
together with copper wire. They 
are things that are easily… seen as 
rubbish, but which… have a strong 
historical significance. They are about 
the relationship between Europe and 
Africa in the sense that it was the 
Europeans who first brought bottles 
to Africa… it is important to me that 
all these caps have been used, touched 
and so loaded with what I think of 
as human charge they give you a 
sense of the sociology and history 
of a place.” The tapestry basked 
brilliantly in the sunlight, brightened 
the RA’s Annenberg Courtyard and 
invited the curious in for more. How 
could Antsui’s work not invite you in? 
Curious, I prised myself away from 
it’s glorious shimmering and went  
on inside.

 Upon opening the double 
doors into the first room, the Wohl 
Central Hall, daylight flooded the 
entire space, which was devoted to 
sculpture. John Maine RA, on the 
hanging committee this year, pointed 
out that “as they all have a strong 
sense of the physicality of material… 
[they] have the effect of … creating a 
strong sense of space in the gallery.” 
The works had a strong sense of 
physicality and space for sure; the 
works orientated the Academy’s 
overwhelming Main Galleries.  

As well as providing a beginning and 
end, the pieces exuded industrial 
overtones. A sense of industry seemed 
to continue through the exhibition. 
Even my highlight of the exhibition, 
Tim Lewis’s mechanical sculpture 
entitled Mule Make Mule was 
industrial, yet interactive; it continued 
to outline a sketched pencil self-
portrait, whilst one simultaneously 
rotated a wheel.

Moving on from the central 
hall, I found myself in a frame 
plastered room. Not one inch of the 
whitewashed wall had been left bare. 
It was as if the panel of celebrated 
artists and architects wished to prove 
to those whose submissions were 
rejected that their task to narrow 
down more than 10,000 entries to 
those that go before the public,  
meant that there simply was not 
enough space left to include their 
work. As Humphrey Ocean RA, also 
on the hanging committee this year, 
said “forget those beautifully laid 
out exhibitions that take visitors by 
the hand and try to tell them what 
to think. The Summer Exhibition 
throws spectators in the deep end. It 
makes them think for themselves. It’s 
a show that could only be curated by 
artists.” Big, small, round, square, fat, 
thin, tall, short frames lined the walls; 
paintings of every imaginable size  
had been crammed into each room.  
I found myself forcibly having to take 
a logical and strategic approach; it 
proved too easy to read one painting 
over and over again if not thoroughly 
stimulating, like re-reading a passage 
in a novel over and over to no avail. 
Or worse, skip a painting. Time 
and patience was essential in order 
to make sure I did not miss one. I 
visually tracked my progress as  
I made my way around the room.  

A window onto all areas of the  
latest contemporary art works – 
prints, tapestries, video and digital 
pieces, painting and drawing. 
Galleries traditionally hung  
according to medium. 

As the world’s largest open-
submission exhibition, this year’s 
exhibition displayed more than 
1,000 works in all styles and media, 
including painting, printmaking, 
photography, sculpture, architectural 
models and film. Nonetheless, 
nothing seemed to be visually 
emphasized, I was overwhelmed by 
the competition for my attention. 
Just like a Facebook news feed, 
with its never-ending load of visual 
information that demands to be 
looked at. It proved to be a great 
reflection of our visual bombardment 
of our every day lives in the 21st 
century. 

 Whilst looking at a massive 
and all too abstract work of dabs and 
muddy colour, a visitor on the verge 
of anger walked briskly by, almost 
shouting “that’s £120, 000 pounds!” 
Similarly, I was shocked. Angry, 
however, I was not – for there was 
no red sticker that proclaimed it had 
been purchased – which made sense 
to me. The majority of the works 
were available to buy – marked by 
fluorescent red stickers – the plain 
ones proving most popular. 

Academician and amateur 
come together to celebrate art. The 
central relationship, as for every RA 
Summer Exhibition, was between the 
professional artist and the unknown. 
The Summer Exhibition draws praise 
for being a “microcosm of British 
democracy” (The Daily Telegraph) – 
hanging the work of exceptionally 
talented newcomers alongside that 
of globally acclaimed artists such as 
Anselm Kiefer, Grayson Perry RA 
and Anish Kapoor RA. As Norman 
Ackroyd RA, this year’s co-ordinator, 
observed “We’ve had a lot of young 
people putting in work. And it makes 
me optimistic that we are putting on 
a terrific show, a lively mixture of 
academicians and the next generation 
– and that’s what the Summer 
Exhibition is all about.” I would like 
to be a contestant. I can just imagine 
the sheer thrill of an unknown, not 
knowing who or what my piece would 
hang next to..
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Figure 1
This engraving by Hogarth is the frontispiece for  
Dr Brook Taylor’s method of perspective made 
easy... by Joshua Kerby (1755)
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7Drawing in perspective, as 
invented by Renaissance 
artists1, was once a staple 

diet for students of art, right up 
until the early twentieth century. 
The numerous Victorian2 textbooks 
on the topic bear testimony to the 
importance attached in earlier times 
to this technique of representation. 
However, careful attention to the 
principles of perspective was largely 
abandoned (along with drawing 
from plaster casts of ancient Greek 
statues)3 when abstract expressionism4 
took hold in British art schools from 
the 1960s. If one aspired to be a ‘real 
artist’ then making representational 
images (and for a while, making 
any images at all)5 was not the done 
thing. Commenting in 2012 on his 
experience at the Hornsey School 
of Art, immediately after the 1968 
protests, the sculptor, Richard Wilson 
recalls that “…students didn’t want to 
do, say, life drawing – they wanted to 
get involved in what was happening at 
that time, like conceptual art.”6   

Happily, figurative art is OK 
again. Drawing itself is an acceptable 
art form, rather than being merely 
part of a preparatory process, leading 
to some finished work. The stunning 
images drawn by Alison Lambert 
(featured in ArtSpace 37) eloquently 
testify to this. It can also be witnessed 
in the work of Paul Noble, whose vast 
pencil renderings, representing spatial 
scenes of an imagined metropolis, 
filled the walls of his gallery at the 
Tate Britain, when he was shortlisted 
for the 2012 Turner Prize. So the 
creation of illusionistic imagery is 
again a legitimate pursuit for ‘real 
artists’.  

However, drawing in perspective, 
and particularly the measured variety, 
remains largely a lost art. Michael 

Perspective in perspective
by Clive Richards

Landy, a former student of Michael 
Craig-Martin’s at Goldsmiths, said of 
his time there that he didn’t have “…
anyone literally teaching us things like 
perspective…”6 

Nevertheless, it can be argued 
that understanding the basic principles 
of perspective may help in a range 
of image making practices involving 
the portrayal of three-dimensional 
objects in space. This can even include 
photography and computer modelling 
in terms of selecting camera angles, 
lines of sight, etc. Not understanding 

the rules of perspective can lead to 
problems when drawing pictorial 
scenes, as shown by Hogarth's 
satirical engraving shown in Figure 1.

So, this piece will show a few key 
concepts of perspective that may be 
useful in informing how to construct 
the illusion of three-dimensions on a 
flat plane.  

But what is perspective? Firstly 
it should be noted that there are two 
forms:  

1. Aerial perspective 
2. Linear perspective 

Aerial perspective 
The further an object is from 
a viewer, the greater density of 
atmosphere through which the object 
is seen. The visual effect of this can 
be emulated in aerial perspective 
by rendering more distant objects 
paler than those that are nearer. This 
technique is frequently deployed in 
landscape painting as can be seen in 
the water colour in Figure 2, where 
the silhouettes of trees are given 
distance by the gradations in colour 
used to paint them.  

Linear perspective  
Linear perspective, on the other hand, 
deals with the geometry of things as 
they may appear when ‘projected’ 
onto a flat plane. Simply put, one 
may imagine looking with a single 
stationary eye at a scene through a 
pane of glass. Tracing the outline of 
objects on the pane will give you their 
perspectives. This is effectively the 
same process by which a photograph 
is taken. Light is reflected off objects 
in straight lines in all directions, but 
only that which reaches the single 
point of the lens of the camera, or the 
observer’s eye, captures the scene. 
This ‘bundle’ of light rays may be 

Figure 2 (below)
Warwickshire Elms by Clive Richards (1970)
Watercolour 150 x 70mm
This small study uses aerial perspective to create 
an impression of distance
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thought of as a pyramid, the apex of 
which is the point of sight. Any plane 
that cuts across the pyramid and onto 
which the points of intersection of 
the light rays are plotted will produce 
a linear perspective projection. This 
idea is illustrated in Figure 3. There 
have been numerous arguments 
concerning perspective and whether 
it may be regarded as a ‘naturalistic’ 
form of representation, and the extent 
to which it corresponds to human 
optics and perceptual mechanisms. 
These issues will not be addressed 
here. However, what can be said 
is that the theoretical principle 
behind linear perspective produces 
an extremely elegant geometrical 
formulation. In the hands of 
supreme practitioners it can create 
astonishingly convincing effects. Its 
utility in computer animation, for 
example, is beyond question. 
 
Computer generated imagery 
Geometrical perspective is the 
principal means by which 

space with reference to three axes 
set at right angles to each other. The 
position of the viewer’s eye is similarly 
specified by the co-ordinates, as is 
the location of the viewing plane, 
or the TV screen. So, using algebraic 
formula derived from the kind of 
projective model shown in Figure 4, 
the computer calculates where each 
x, y and z co-ordinate of the three-
dimensional scene should appear 
in the two-dimensional x, y space 
of the viewing screen. Of course, 
for computer animations, there are 
millions of other calculations going 
on that determine the movement and 
location for each point in space at  
any one moment, and for colour-
blending adjacent patches, or the 
mapping onto collections of these 
patches ‘photographs’ of surface 
images – a process called texture 
mapping. This gives all those 
numerous tiny planes their overall 
‘realistic’ appearance. There are also 
the many clever tricks of the digital 
animator, such as the effects of 

Figure 3
This shows the core idea of perspective projection 
and is taken from Thomas Malton’s 1800 book on 
perspective (Plate 4)

Figure 4 (top)
This co-ordinate axes diagram shows how a point 
on an object, specified in three-dimensions (Xo, Yo, 
Zo), is mapped onto the two-dimensional picture 
co-ordinates (Xp, Yp)

Figure 5 (opposite top)
An interior view using one-point perspective from 
Jean Dubreuil’s (1743) Practical Perspective  
(Plate 54, detail) 

three-dimensional scenes modelled 
by computer are viewed. The surface 
geometry of every object in a given 
scene is defined by very many tiny 
flat planes, or patches. The computer 
specifies the position of these patches 
in space, by three-dimensional 
co-ordinates, that is the x, y and 
z measurements of each of their 
corners. The Cartesian co-ordinate 
axes7 diagram in Figure 4 shows the 
idea of precisely locating a point in 
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translucency, motion blur, etc., but, 
as has been described, the underlying 
structure is the same as the 
perspective projection scheme known 
to the artists of the Renaissance. 

As you may have noticed, no 
reference has been made above to 
vanishing points. These are, in a sense, 
a bi-product of linear perspective and 
play no part in the calculations that 
produce computer generated imagery. 
It is a different matter when it comes 
to perspective drawing by hand. 

Vanishing points 
One of the most obvious features in 
drawn perspective scenes is that of 
certain lines, which when extended, 
meet at a so-called ‘vanishing point’. 
Sets of lines (that in truth are parallel 
to each other) set at an angle to the 

plane of projection (or picture plane) 
will appear to converge with each 
other. When such lines are parallel 
with the ground, these lines will 
coincide on a level with the observer’s 
eye – the horizon line. It is this 
convergence phenomenon that gives 
rise to the classification of perspective 
representations by the number 
of vanishing points used to draw 
regularly shaped objects, such as  
the ubiquitous cube, i.e., one-point,  
two-point and three-point as shown  
in Figures 5 to 7. The image of an 
interior in Figure 5 uses one-point 
perspective. This is by far the simplest 
to construct, and was much favoured 
by the 17th century Dutch artists, 
such as Vermeer, for their paintings 
of domestic settings. The painters 
of Pompeii used a similar approach 

to give spatial depth to their wall 
decorations, but with less precision. 
The drawing of a house in Figure 6 
shows two-point perspective, often 
used by architectural draughtsmen. 
Three-point-perspective is the most 
complicated to construct on the 
drawing board. See Figure 7. Thus it 
is only used by expert draughtsmen, 
such as technical illustrators, and even 
then only rarely.  

Controlling apparent scale       
It is the manipulation of vanishing 
points and horizon, in relation to a 
depicted object, that can give rise 
to a powerful impression of size, as 
illustrated in Figure 8. Acquiring the 
skill of managing the arrangement 
of these features is very useful for 
achieving any desired effect of 

Figure 6
A two-point perspective rendering from Robert 
Scott Burn’s (c 1877) The New Guide to Masonry 
and Plastering Theroretical and Practical,  
London: John G Murdoch (Plate 102)
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scale one may wish to employ in 
a perspective representation. The 
skilfull manipulation of these and 
other related drawing techniques 
are the marks of the accomplished 
perspectivist. 

Notes 

1  Whilst the invention of perspective is often 
attributed to artists of the Renaissance, 
some would say that it was really a 
rediscovery. They point to the evidence of 
the surviving perspective murals on the 
walls of Pompeii and argue that previously 
the Greeks also must have understood  
the geometry involved. cf Cole R V  
(c 1915) Perspective as Applied to Pictures, etc 
London: Seeley Service & Co Ltd,  
pp.216 – 219.

2  See for example Dennis H J (1878) Second 
Grade Perspective (Theory and Practice) 
specially prepared for the use of Art Students, 
London: Bailliere, Tindall and Cox.

3  Sadly many of the plaster casts once used 
in art schools as models for drawing were 
smashed as the Modernist revolution finally 
reached the UK shores in the late 1950s 
and early 60s.

4  Abstract Expressionism, exemplified by 
the work of Pollock, is characterised, inter 
alia, by not being in any way figurative and 
usually requiring very large canvasses.

5  The Art and Language movement started 
at the Coventry School of Art and Design 
in the late 60s and dealt with questions 
surrounding art production. It promoted a 
shift from conventional art practices (like 
painting) towards theoretical, conceptual 
(text-based) work.

6 Richard Wilson’s and Michael Landy’s 
comments appear in ‘What’s the point of 
art school?’ Royal Academy of Arts Magazine  
No 117 Winter 2012 p.55.

7  It was the 17th century French philosopher 
and mathematician René Descartes who 
first codified the specification of the 
position of points in space by measurement 
from mutually perpendicular axes and thus 
lent his name to this method – Cartesian 
co-ordinates. 

Figure 7 (opposite)
A three-point perspective from Thomas Malton’s 
(1776) A Compleat Treatise on Perspective  
(Plate XXXVII, detail)

Figure 8 (above)
In this figure the vertical height of each cube is 
identical. The impression of scale is implied by 
adjusting the height of the eye-line (or horizon) and 
the placing of the vanishing points. The lower the 
horizon line, and the closer in the vanishing points, 
the greater the apparent size of the object depicted
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The Uncertain Time and Fragments of Truth  
John Devane: realist painter  
of here and now by Nick Smale

One of the great strengths 
of Devane’s painting is its 
modernity. This is particularly 

evident in The Uncertain Time, the 
painting that won second prize at the 
BP Portrait Award this year and which 
until recently hung in the National 
Portrait Gallery. It is a compelling 
work; some six by eight foot in length, 
it triumphantly occupied the wall 
facing the seating arrangements in the 
gallery. To be there was to be at the 
theatre: the curtains parted, the stage 
lit, the play about to begin. 

Devane has cited the Irish 
playwright, Samual Beckett (whom 
he met when a student at the Royal 
College of Art) as an important 
influence on his work. It was watching 
Beckett rehearsing a production of 
End Game that Devane remembers 
most vividly. It was the care and 
precision that he took over every 

posture and gesture, the way the 
actors moved across the stage and the 
space they occupied that impressed 
Devane and continues to inform  
his work.

In The Uncertain Time, the young 
male figure stands apart from his 
female siblings. He leans against the 
back of a chair, detached and relaxed, 
but with his head turned towards an 
imaginary audience. He looks at us 
as if to say, “Well, what do you make 
of this?” The younger of the female 
figures sits on her sister’s lap, her 
hands raised, fingers touching. She 
seems preoccupied, perhaps with 
conflicting thoughts or emotions she 
wants to try and resolve. Her sister, 
arms encircling her waist, is almost 
maternal. She looks away, outward, 
thoughtful, but with eyes averted, not 
sure what she can do or say. In the 
bright freshness and vitality of the 

colour and the youthfulness of the 
figures, the painting expresses a vivid 
sense of the present.

Degas (and also Chardin, 
referred to below) has been, and 
remains an important influence on 
Devane’s work. In The Uncertain Time, 
the grouping of the figures is similar 
to Degas’ famous portrait group, 
The Belleli Family, which suggests a 
direct link between the two paintings. 
At the Lewis Gallery, the ghost of 
Degas is present in other works: At the 
Bungalow, for example, a painting that 
also reminded me of Sickert’s Ennui, 
and in the portrait entitled Arranging 
Flowers; so direct and deceptively 
simple; the little white jug on the 
windowsill. 

When I mentioned the 
modernity of Devane’s paintings 
above, it was with The Uncertain 
Time in mind. It seems to represent 

  
Fragments of Truth, exhibition at the Lewis Gallery, Rugby 2 September – 4 October 2013
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something that is essentially of its 
time, but different from anything else 
that I had seen. Charles Baudelaire, 
poet and art critic, author of The 
Painter of Modern Life, wrote: “The 
pleasure that we derive from the 
representation of the present is due 
not only to the beauty with which 
it can be invested, but also to its 
essential quality of being present.” 
Characteristically Devane does not 
distort or exaggerate what he paints. 
In my opinion his figures are not 
intended to be seen as symbolic 
(although in time they may, with 
justification, be interpreted as such) 
nor, in some way heroic, indeed as 
individuals they appear unexceptional. 
Devane seems to paint just what he 
sees and to a degree what the camera 
sees. What he sees and makes us see 
is the everyday; ordinary people that 
we may have a nodding acquaintance 
with. Yet we don’t find The Uncertain 
Time ordinary. It is immensely 
satisfying and we want to return to 
it again. To see it perhaps as a scene 
within a dramatic narrative, that 
Beckett’s influence is more important 
than we at first thought. There may be 
deliberate symbolism in the placing of 
the open book on the coffee table in 
The Uncertain Time, or the unravelling 
of the red ball of string in the painting 
that takes it’s title from Holman 
Hunt’s, The Awakening Conscience.  

All of the above, however, 
would be to no avail if it were not for 
the evident pleasure Devane takes 
in painting the world around him. 
Everything is of importance. He takes 
as much care and delight in the fold 
of a garment, the crease in a dress, 
the hang of a curtain, the colours and 
textures, the turn of an ankle, the 
way a shoe fits into a foot, as he does 
with the faces of his human subjects. 
Equally important, and what you 
can never get from a reproduction, 
is the syntax of the painted surface, 
the variety of brushwork, the glazing 
and the scumbling of the paint. It is 
this alchemy, together with all the 
rest, that makes Devane’s paintings 
so convincing and vital. This does not 
necessarily come at the first attempt; 
some of Devane’s best paintings have 
been the result of considerable re-
working. A good example is Sleeping. 
Originally shown at the 150 Gallery, 
it was re-painted and exhibited at the 
Rugby exhibition. Good as it was, it 
is even better now. The Uncertain Time 

also underwent a radical change. The 
earlier version of the painting, also 
shown at the 150 Gallery and entitled 
….and when did you last see your father, 
was at first abandoned, then erased 
and re-painted. 

It is apparent now why Devane 
singles out Jean-Baptiste Chardin as 
an important influence in his work. 
An eighteenth century philosopher 
and art critic wrote of Chardin: 
“To look at pictures by other artists 
it seems that I need to borrow a 

different pair of eyes. To look at those 
of Chardin, I only have to keep the 
eyes that nature gave me and make 
good use of them.”

Today, though we act as if the 
world is made of solid objects, we 
know from scientific discoveries that 
it is not as substantial and reassuring 
as a still-life by Chardin, or for that 
matter the wonderful apples Gustave 
Courbet painted. For Cezanne, 
followed by Picasso and Braque, it 
was a different matter. This awareness 

Left: Call of Duty (2012)  
Oil on canvas 1020 x 920mm

Opposite: At the Bungalow (2013)  
Oil on canvas 1180 x 2100mm   

Below: Sleeping (2010)  
Oil on canvas 1520 x 1120mm
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is reflected, I think, in Devane’s 
exhibition at the Lewis Gallery, in the 
title, Fragments of Truth, and in those 
paintings that are not conventional 
portraits. I sense that Devane wishes 
to explore other possibilities, which 
cannot be depicted in the way that 
portraiture requires, however well it 
might be managed. In paintings such 
as, Screensaver and Death of Marat, 
the images are composed of near 
abstract forms, planes and less well 
defined areas of ambiguous space. 
In other paintings, Fugitive Pieces 
and The Balconies, the degree of 
abstraction is not enough to entirely 
supersede the subject matter. In 
comparison to the latter painting, the 
strong, three-dimensional structure 
of a painting such as, El Mirador 
becomes insubstantial; the walls 
might collapse like a pack of cards 
and the figure in the apartment is 
no more than a fugitive, ghost-like 
presence. In two paintings, Call of 
Duty and Black Hawk Down, the 
single figure of a soldier in one, and 
the group of toy soldiers in the other, 
are certainly recognisable, but they 
are blurred visions. The figures are 
not resolved into solid forms and they 
do not inhabit a well-defined three-
dimensional space. The images are 
more like what we often see, fleeting 
impressions, half remembered.

The paradox, of the world we 
see and the world we know (solid yet 

composed of atoms and sub-atomic 
particles) is given singular expression 
in the painting Tureen. We still get a 
glimpse of the reflective beauty of the 
white porcelain and the blue, hand-
painted decoration, the sensuality, 
but at the same time the decoration 
is blurred, one handle has half gone, 
and the top of the lid is missing 
entirely. The whole of this desirable, 
solid piece of tableware looks as if it 
might dissolve into the surrounding 
space. Would we have liked it better 
if it had been painted like a Dutch 
seventeenth century still-life, or by 

Chardin or Manet? I don’t think so. 
Devane’s Tureen is more real to us.  
We need reminding that the world is 
not what it seems, that we should not 
take the ‘look of things’ for granted,  
the ‘truth’, even Fragments of Truth,  
are more wonderful and mysterious 
than that..
Top: Tureen (2013)  
Oil on canvas 400 x 680mm

Bottom: The Balconies (2012)  
Oil on canvas 1020 x 1220mm
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John is a member of LSA, 
winner of the 2013 BP Portrait 
Award and Head of Art at 
Coventry University.

This is the second time you’ve 
been selected for the BP Portrait 
Award (the last time in 1995). 
What’s your secret? 

Not sure there is a secret as 
such, it came as a surprise to me.  
I never make assumptions about these 
things and I generally enter at least 
a couple of open competitions each 
year. I figure on a success rate of no 
more than 10% and it usually takes 
me exactly one calendar year to get 
over the rejection, and have another 
shot. A friend of mine once said that 
he thought one might have a better 
chance of being selected by entering 
tall thin paintings. I decided this year 
I would go for a different strategy 
and enter something big and heavy, 
working on the assumption that it 
would be hard to ignore and might 
register in the sight of the judges for 
more than a few seconds. Having 
said that, I think titles are important 
in the sense that something clicks 
with the judges and perhaps opens 
up the subject matter of the picture 
– provides a way in – a handle! I 
thought long and hard about the title 
of this particular picture. Initially, it 
came from a visit to Ghent to see the 
Van Eyck altarpiece and I discovered 
a bar called ‘The Uncertain Time’. 
The place was full of clocks – 
hundreds of them – each showing a 
different time.

This stuck with me and so I 
thought the title seemed apposite 
in relation to the uncertainty of 
adolescence and the uncertainty 
of life generally, and the somewhat 
pensive mood of the picture.  

If you could paint a portrait of 
anyone, who would it be?

Given the choice, I would paint 
a famous chef like Gordon Ramsay  
or Michel Roux Junior – and talk 
about food!

Who would you chose to do your 
portrait?

Odd Nerdrum.

What made you decide that The 
Uncertain Time was the piece to 
enter into this year’s award? 

I felt I had invested quite a lot 
in the picture and struggled to make 
it work, so on balance at the point 
of committing – it seemed the best 
option.  

Who would you have chosen as 
this year’s first prize winner?

Difficult to narrow it down 
to one, but I especially liked Ewan 
McClure’s self portrait which has a 
real force and presence. 

Favourite place to look at art?
Without a doubt, the 

National Gallery. Some of the best 
Rembrandt’s on the planet all in one 
room, plus Ingres, Caravaggio, and 
countless other stunning pictures.

Tell me about your exhibition at 
the Lewis Gallery.

The Lewis Gallery exhibition 
was the culmination of about three 
or four years’ work and provided an 
opportunity to show quite a lot of 
work in a terrific space. Although 
the figure is my primary concern 
in art, the exhibition also allowed 
me the opportunity to show some 
more painterly images (most without 
figures) which I have been working on 
alongside the more obviously focussed 
portraits. In addition I was able to 
show some digital collages which 
have been part of my working method 
for some years now, but I have never 
actually exhibited.  

Again titles are important and 
the show was called Fragments of Truth 
which in part alludes to fragmentary 
nature of piecing images together 
from fragments of photographs, but 
also refers to the notion that art might 
reveal some fundamental truths about 
the human condition. That perhaps 
sounds a little pompous, but I think 
painting, if it is any good, is about 
attempting to make an authentic 
statement which might resonate with 
the zeitgeist of one’s own time. I think 
a lot of what goes into a painting 
can be superfluous and as far as I’m 
concerned the process – which I 
love – can be a hindrance to getting 
something across. But occasionally, 
a glimmer of something seems to 
register which hopefully transcends 
the physicality of the more literal 
aspects of the subject matter.  

An example being The Death of 
Marat inspired by the picture of the 
same name by David showing the 
aftermath of his (Marat’s) murder 
by Charlotte Corday. The picture by 
David is a haunting image painted 
at a time of momentous political 
upheaval and although my picture 
does not refer directly to the original 
event in any literal sense, it was 
foremost in my mind as I was thinking 
about how such an event might be 
considered today in the age of mass 
media. We spend a lot of our time 
looking at screens, and recently I have 
found that the image of the TV screen 
or the computer screen, and the 
disembodied head seems to feature in 
my work with alarming regularity..

John Devane
interviewed by 
Chloe Booyens

Below: Death of Marat (2013)  
Oil on canvas 1220 x 1520mm  
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Turner and Constable:  
Sketching from nature by Dave Phillips 

Compton Verney, 13 July – 23 September 2013

Questions have to be asked 
as to what you were doing 
last summer if you did not 

go to Compton Verney to see this 
exhibition. 60 wonderful works from 
the Tate would have provided you 
with insights into the extraordinary 
flourishing of oil painting, as well as 
water-colour sketching, from nature, 
by the two greats but also a significant 
bunch of other key figures: Cotman, 
Crome, Stubbs, John Linnel, Thomas 
Jones, Callcott, Francis Danby, Ward 
and Robert Lewis. It all happened, 

more or less between 1750 and 1850, 
but its peak occurred in the years 
1790 to 1815, long before French 
Impressionism saw the light of day 
in the 1870s!  These artists painted 
the rivers, coasts, trees, clouds, the 
Picturesque, the very essence of 
England, as well as townscapes, and 
did so superbly, providing inspiration 
for all subsequent aspiring English 
traditional landscape artists. 

They did so when Britain was 
undergoing the Industrial Revolution, 
but this formed no part of their 

programme. Mind you, virtually 
all artists who wished to survive 
commercially had to endure the 
choke filled air of London, and the 
machinations of the Royal Academy. 
Equally they had to endure Britain’s 
unique weather, which is down to 
the fact that it is an island positioned 
between the Atlantic Ocean and 
the large landmass of continental 
Europe, which sits under an area 
where five main air masses meet! 
Its most defining characteristic is 
its variety and changeability. And 
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another important thing to throw 
into the mix is the jet-stream - a high 
altitude ribbon of fast moving air that 
is associated with weather systems in 
the UK. No other country in the world 
gets the same weather variety as us, 
which creates such huge differences 
in short periods of time, and which 
affects the landscape. It is this that the 
artists sought to render. At the time, 
of course, they had no notion as to 
the reasons behind the complexity of 
our weather. They simply endured it 
or enjoyed it in the pursuit of their 
art. We have the pleasure of their 
endeavours.

Compton Verney, forever 
thorough, also gave us a taste of how 
six contemporary artists reacted in 
their different ways to landscape. 

In addition, Hilary Jack literally 
created Empty Nest, situated in one of 
the 250-year-old Cedar of Lebanon 
trees in the grounds, providing 
a bird’s eye view of the stunning 
parkland, lake, flora and fauna. 
What more could you want from 
an exhibition of historic landscape 
masterpieces, painted on the spot, 
but to end up in an actual bird’s nest? 
The moral of this piece is that you 
should keep your eyes alert to the 
ever surprising and changing shows 
at Compton Verney, as well as the 
weather. 

For example a follow-on 
exhibition (5 October to 15 December 
2013) was called Curious Beasts: 
Animal Prints from the British Museum. 
In terms of the huge interest in the 
nature of the animal world at the 

moment, this exhibition seemed 
apposite. The exhibition had three 
main themes: allegory, observation, 
and the encounter of animals. It was 
also backed up with an enormous 
amount of information, with talks 
and demonstrations of the variety of 
printmaking processes. 

The gallery reopens 15 February 
2014 with the Moore Rodin exhibition, 
which will be a stunner. Get there!.

Above: Hilary Jack
Empty Nest installation day 13 with stairs  
© Compton Verney

Left: Peter De Wint
River scene at sunset (c 1810) 
Oil on paper mounted onto cardboard  
© Tate, London (2013)

Left: Albercht Durer
Rhinoceros (1515) 
Woodcut printed with an olive green tone block,  
printed after 1620 
© The Trustees of the British Museum



20 1. I am pleased to announce that 
my friend Robert Indiana had a 
retrospective at the Whitney Museum 
of American Art, New York until 
5th Jan 2014. Of the Pop Art era, he 
preferred to call himself a geometric 
abstractionist, alongside Ellsworth 
Kelly. The cherry-red Christmas 
card L-O-V-E of 1965 put him on 
the map, he said. This exhibition 
though was a moment of recognition 
by the American art establishment. 
Commercially he has done well, with 
the annual turnover at auction in 
2012 at $13.4m. He’s a very nice guy 
too, and in his 80s – never give up! 

2. Another older friend, Philip Sutton 
RA held an exhibition of his superb 
paintings at a gallery in Richmond, 
which was a huge success. He is 
noted for his colour and if you want 
to see an example of his work, go to 
the Pump Room gallery and ask at 
reception if you can see one of his 
works. He too is a nice guy in his 80s 
– again, never give up! 

3. Art dealers in Cork Street, 
London, are hanging on by their 
fingertips. Since 1924, when the 
Mayor Gallery was established, the 
street has developed into a major 
gallery centre. London’s art trade is 
estimated to be worth £10bn a year, 
involving around 150 dealers and 
auction houses, according to Charles 
Landry, a specialist in the subject. 
A significant part of that turnover 
came from the dealers in Cork Street. 
Recently, Native Land, a consortium 
of East Asian investors paid £90m 
for a 1930s Art Deco building there, 
which housed seven art galleries. 
An application to demolish it and 
build a nine-storey edifice of 42 
luxury apartments, a restaurant and 

Art news miscellany  
by Dave Phillips

  
 
This column brings selected art news

a shopping arcade was approved by 
Westminster Council. Although the 
‘Save Cork Street’ campaign resulted 
in the allocation of retail space for the 
sale of art and antiques, thus in theory 
saving the art but at what extra costs 
in rent! And a special free area for 
young and emerging artists to exhibit 
was mooted. The Royal Academy, 
therefore, supported the application, 
as they saw an opportunity to 
promote their graduate students. 
So the giants of art and property 
clashed, and even in the bastions of 
the art world, the ‘times - they are a 
changing’.  

4. There have been several interesting 
exhibitions of local artists recently, 
including a retrospective by Michael 
Felmingham, a former colleague and 
friend, at The Gallery Upstairs, in 
Henley-in-Arden, from 26 August to 
8th September 2013. This gallery puts 
on some beguiling exhibitions and it’s 
worth keeping an eye open for their 
shows. Michael’s was a significant 
one, with decades of work, including 
his famous images of  Venice. His 
range of subject matter includes villas, 
crescents and squares of Leamington 
Spa and also remote cottages 
tucked away in the Warwickshire 
countryside. His evocation of place 
is never overstated but comes from 
an understanding of the subject, 
identification with it, and a masterly 
craftsmanship. The use of light seems 
to be the aesthetic ingredient, which 
endows his images with an engrossing 
placidity. One’s eye is drawn into 
the paintings and the calmness of 
the work is relaxing as one explores 
its many facets. In Chesterton Mill, 
Notice of Sale, a watercolour, he has 
caught the spirit of the place, as 
seen on a wintery afternoon. The 

sale notice pinned to the gate, adds 
to the lonely haunted quality of 
the house, approached by a muddy 
track with shiny streaks of water. A 
gentle light permeates the side of the 
house and the bank, in muted tones. 
Yes, a serious artist with a vision of 
tranquillity that he has espoused for 
several decades.
 
5. Art historians will have to be even 
more cautious in future, before they 
pontificate on the authenticity of 
works of art. They have always been 
cautious, but the recent scandal of 
about forty works by Rothko, Pollock, 
Motherwell, Still, Kline, Newman, 
Krasner, and Willem de Kooning, 
being forged has shaken the art 
world to its core. We speak in the 
region of about 80 million dollars 
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changing hands. The irony is that 
it was a Chinese artist, Peri-Shen 
Qian allegedly, living in Queens, 
New York, who really painted them, 
commissioned by the Long Island 
dealer, Glafira Rosales, working 
for Knoedler, (one of the most 
esteemed art dealers in America), 
who pleaded guilty. Her story was as 
old as the hills but so eager were the 
collectors, dealers and auction houses 
for new work by these artists, they 
fell for it. There were some scholars 
who expressed doubts but were 
overwhelmed by the euphoria, she 
said, as the work had seemingly come 
from nowhere, that they belonged to 
a businessman who lived in Mexico 
and Switzerland! In addition, this 
anonymous collector had bought the 
work directly from the artist through 

an intermediary, and had kept them 
in storage for decades! I ask you. 
And so the fraudsters continue to 
pollute the art world; its opacity must 
be shattered, if full consultation is 
to take place, without art historians 
thinking they will be sued if they 
express an opinion on whether a work 
is authentic or not.

6. But what about the amazing case 
of 1400 works found in a fifth floor 
Munich flat, which had been there 
for decades. The owner was 80 year-
old Cornelius Gurlitt, who claimed 
to have inherited them from his art 
dealer father, who ‘purchased’ them 
from Jewish owners in the 30s! The 
authorities have known about this 
collection for two years and have 
examined the work to establish 

authenticity. This find raises the 
question of restoration to the heirs 
of the original owners, although 
the latest position seems to be that 
Cornelius is claiming ownership and 
wants them returned, on the basis of 
the thirty year Statute of Limitations, 
currently applicable in Germany. This 
is an extraordinary state of affairs 
and yet again the ‘art world’ has 
superlatively surprised us all. There 
will be much more to follow as the 
lawyers take central stage!.

 

Above: Michael Felmingham Chesterton Mill, 
Notice of Sale (1977) Watercolour 360 x 540mm
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Director of Gallery 150 
and LSA trustee, James 
Callaghan is a professional 

photographer whose images have 
been much admired since the gallery 
opened. His enormously successful 
work Leamington Spires can be 
found gracing the walls of many 
Warwickshire homes.

A regular and most valuable 
volunteer, James became a 
photographer by an unconventional 
route. Although he was fascinated 
by photography he started work 
as an apprentice motor mechanic, 
developed into a Formula 1 racing 
mechanic and eventually became an 
in-house photographer for Jaguar 
cars, for whom he still does work. 
In fact most of his work is now 
automotive based and, typical of 
James, it includes most of the  
prestige marques including Bentley,  

Right: A Matter of Life and Death (2010) 
Photographic print 350 x 520mm

Below: The Spires of Leamington and Warwick
(2006) Photographic print 1000 x 400mm
  
Bottom: Vanwall racing car stamp (2007)
Print 500 x 360mm, produced for the Royal Mail to 
commemorate 100 years of UK motorsport and  
50 years since Stirling Moss won the  
British Grand Prix

Local art scene by  
Clive Engwell 

The name is Callaghan – 
James Callaghan

a regular client.
James Callaghan’s photographic 

career now spans over 30 years, and 
he says he feels extremely fortunate 
to be able to combine a passion and a 
profession. Photography, he remarks, 
has rarely felt like work.

Fortunately, as a regular 
exhibitor at the gallery, we can all 
enjoy his work and benefit from his 
many technical and photographic 
skills, which he willingly shares with 
members. Nice one James!

With the appearance of a very 
distinguished Dutch master himself 
LSA member, Roger Chamley, still 
believes there are things that he needs 
to do to master his craft.

Roger paints using the finest 
materials in the style of the great 
Dutch and Flemish masters. His 
beautifully detailed paintings, 
predominantly landscapes, marine 
and seascapes, still life and animal 
studies are stunning and extremely 
popular with collectors worldwide. 

Since he first exhibited at the 
Herbert Gallery aged 10, many other 
prestigious locations including the 
RBSA gallery, the Russian Art Gallery 
in Bond Street, Charlecote Park and 
many private collections in the United 
Kingdom and around the world have 
displayed his work.

Roger hails from a farming 
family in Brownshill Green near 
Coventry and is proud to be a self- 
taught artist. His early life, spent with 
many different animals, encouraged 
him to take up equine studies and dog 
portraits and animals feature in much 
of his early work. Roger believed that 
to become good at what he loved – 
his paintings – he needed to master 
his craft. At the age of 70 his work 
certainly justifies that belief.

Master of his art –  
Roger Michael Chamley
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Master of his art –  
Roger Michael Chamley

One of our most talented and best 
known local artists, Wendy Cook, 
claims no formal art education 
but merely a love for drawing and 
painting which she has “done all  
her life.”

Wendy was born in Royal 
Leamington Spa but was brought  
up in a village near Northampton.   
 
 
 
 
 
 
 
 
 
 
 
A long serving member of LSA she 
has been a major contributor to 
the success of our gallery serving 
for many months as resident artist, 
delighting large numbers of its visitors 
in the process. It was in that capacity 
that she honed and developed her 
unique style, Modern Still Life, 
painting everyday images that she 
could see – from a ‘full house’ plate 
of breakfast, an opened bag of 
crisps, a half peeled orange, to the 
most extravagant pastries, all in her 
glorious colours and shades. Wendy 
says, “I like painting what most 
people would see as mundane objects, 
I try to show the beauty in them.”

Wendy is modest however. 
Since her first show in 2009 she 
has exhibited in Rugby, Coventry, 
Stratford-upon-Avon, Kenilworth, 
Leamington, Worcester, and in the 
past four years at the Rugby Open.  
Her work sells well and she has 
customers in many countries.

Whilst most of Wendy’s work 
is Still Life, executed in oils, she also 
paints beautiful portraits and now is 

enjoying her latest medium using just 
pencil.

More of Wendy’s work can be 
seen, and you can talk with her, at her 
studio in Livery Street. She is such a 
nice person.

This is the wonder of Wendy..
As an active volunteer with LSA  

Roger inspires those around him and 
continually gives advice and practical 
demonstrations to members and the 
general public. 

Top: Dutch Fishing Vessel (2013)  
Oil on canvas 750 x 400mm

Centre: Arab Stallion (2012)  
Oil on canvas 400 x 300mm

Bottom: Ploughman’s Lunch (2013)  
Oil on canvas 400 x 300mm

The wonder of Wendy –  
Wendy Cook, artist

Top: The Orange (2013)  
Oil on canvas 1000 x 700mm

Above: Lucy (2013)  
Pencil on art paper 600 x 400mm  
 
Below: Toutre (2013) Oil on canvas 1000 x 700mm
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The winners  
of 2013  
LSA Summer 
Exhibition at its 
Gallery 150, by 
Clive Engwell

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 100 works by 70 local 
and regional artists and drew more 
than two thousand visitors.

The winner of the LSA 2013 
Summer Exhibition People’s Choice 
Award was Neil Grant Phillips, who 
was presented with a £500 cheque for 
his excellent abstract work entitled 
Cosmic Shadows.

Neil, a member of LSA, has been 
painting on and off all his life. He 
lives in a little village of about 250 
people by the sea in Wales. During 
a varied working life he would, from 
time to time, take up to three months 
off and go on painting trips. He 
retired early. He says that all artists 
are searching for ‘the universal truth’ 
and whilst some find it in landscapes, 
others in portraits etc., he finds it in 
the notion of forms which remind 
him about outer space and the huge, 
magnificent objects that occupy 
it. His sincere endeavor is to fill 
others’ lives with joy and delight and 
an awareness of the enormity and 
universality of what constitutes the 
cosmos.  His paintings should last 
forever, since they are originals on 
glass and no prints are possible or 
wanted.

Neil was overwhelmed by 
winning the LSA Summer Show prize 
and felt it was his apotheosis. He 
realises now how discerning the artists 
and the public of Royal Leamington 
Spa are in the extraordinary flowering 
of artistic output, which characterises 
the town and its surrounding 
neighbours.

For the second year running 
Sonia Bubliatis took second place, 
whilst photographer Tony Cartwright 
took third with his image Wave..

The five large ladders greeting 
you in this exhibition would  
at first glance seem to belong  

to a branch of Folk Art, made as  
they are from driftwood, picked up 
from the beach at Borth in Wales, 
where the artist lives. They are large 
but vary in shape and size, are rather 
ungainly, and not obviously functional. 
Why are they here you ask, although 
their charm and lack of pretence are 
beguiling. The answer lies in their 
message, which is not immediately 
discernible, but when understood, 
is the distillation of experiences and 
subsequent reflections from a trip 
Stuart made in April 2011, with his 
family, to the USA. What appears to 
have led him to construct these five 
ladders and denote them separately 
was a combination of insights 
based on his artistic knowledge 
and sociological speculations. They 
provide us with metaphors of inter-
connectedness where space, time, and 
history confront us, if we know how 
to look and deduce accordingly.

The origin of the idea of the 
ladders seems to have come from 
his observations of the ancient 
settlements of the American Indians, 
for example the Pueblo and Navajo. 
The caves where they lived seem like 
‘disembowelments’ of the white  
cliffs and were only reachable by a 
series of long ladders. These proved 
effective as a protective measure for 
centuries but eventually no match 
for the invading Europeans, who 
butchered them ultimately. So the 
hand smeared red ladder represents 
the blood not only of the native 
Americans but the fearful, lawless, 
reckless years of the so called,  
‘Wild West’. 

Once the concept of ladders 
took hold of the artist’s imagination 
it enabled him to embody in 
concentrated form the four remaining 
major responses to his experiences of 
America. In keeping with the ladder 
tainted by blood, a further one is 
black and this in turn indicates the 
huge critical importance of oil, as the 
lubricating agency of travelling some 
2000 odd miles by car, in keeping 
with millions of other users. The need 
for self-sufficiency is vital to the USA 
economy and oil fields puncture the 
landscape and there is no avoidance  
of this stark reality.

There is the outstanding fact 
that the USA is the biggest economy in 

Neil Grant Phillips –  
the people’s choice

Below: Cosmic Shadows (2012)  
Oil under glass 900 x 700mm                           
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Stuart Evans: Journey West USA  
reviewed by Dave Phillips  

  
 
Oriel Q, Queens Hall, Narberth, 19 October – 16 November 2013

the world and the dollar is equivalent 
to the gold standard. So a ladder 
covered in dollar bills is not a cynical 
dismissal of its importance as a 
currency, but rather a recognition of 
the need for wealth and commerce, 
as the life blood of a society, 
which includes rewards for artistic 
endeavour and achievement. It is all 
too easy to forget that economics 
is about two things: the creation of 
wealth and its distribution. Thus, 
this ladder also raises the question 
of morality with regards to the 
distribution of such wealth. 

Ysgol in Welsh can mean both 
ladder and school. Consequently, 
what is also of interest here is that 
the ladder can be seen as providing 
a means of climbing to another level, 
both in cultural and spiritual terms. 
You grip a ladder to hold on, and 
when it is tapered it seems as if it 

has mystical possibilities, a link with 
ancient times. On the one hand you 
have the artefact, which is there in 
physical form and on the other, its 
aspiration, as you mentally climb 
upwards.

The remaining ladder can be 
thought of as the embodiment of 
a journey, with a map pointing to 
the future, as it climbs upward. It 
connects space and people through 
its interconnectedness. It is analogous 
to a human body, with its skeletal 
structure made of bones, on which 
the rest of its parts depend. It could 
be thought of a grid like world where 
humanity is hauled up to safety and 
a better place, in the form of a happy 
and secure future.

Stuart Evans is a learned, 
thoughtful, perceptive artist who 
is part of the 20th century artistic 
tradition of using the invention of 

‘things’ to make his own pertinent 
and incisive statements. The use of 
ladders is an arresting and novel 
attempt to extend this tradition of 
‘assemblage’ and to make a significant 
contribution..
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Book review by 
Dave Phillips

Breakfast with Lucian,  
A Portrait of the Artist  
by Geordie Greig, 
Jonathan Cape 2013,  
260 pages,  
54 illustrations, £25.00

Wow”, I think anyone reading 
this biography would echo 
the sentiment. This was a 

painter, born 1922 in Berlin, escaped 
the Nazi’s, arrived in England in 1932, 
dying of cancer at the age of 88 in 
2011 in London, leaving a fortune of 
£96m, and scores of broken hearts. 
His early work had a naïve folk art 
look, but he soon moved on to quirky 
portraiture, which echoed Otto Dix. 
In the late 50s his style changed, 
and became painterly. In the main 
he only painted people he knew. 
Some of his work, with full frontal 
male nudity shocked, as had Egon 
Schiele’s work 50 years earlier in 

Germany. His painting of the body, 
male or female, set in his grubby 
studios, in Paddington, Kensington, 
and Notting Hill, (as bad as Bacon’s 
or Giacometti’s), was powerful 
and disturbing. His work is largely 
autobiographical. Figure and portrait 
painting was hardly avant-garde but 
he avoided all isms and stuck to his 
vision. At the age of 17 publicity in the 
influential magazine Horizon helped 
his early career as did family money.

Those who imagine artists are 
pure aesthetic beings or are easily 
shocked should not read this book! 
The acknowledgements, apart from 
showing the range of research, 
reads like a virtual Who’s Who of 
the art world, and makes one realise 
how useful it is to have influential 
connections, if one is to succeed and 
achieve. Was he not the grandson of 
Sigmund Freud? 

 Lucian Freud was a man of 
extraordinary charisma, driven, and 
ruthless in his pursuit of women 
and painting, for which “he had a 
never-ending work schedule”. Did 
he not love animals, horses and dogs 
in particular? Was he not boorish, 
immature, and infantile at times? 
Did he not like expensive clothes 
worn in a dishevelled manner, often 
spattered with paint?  He lived a 
fiercely secretive bohemian existence, 
not wanting people to know anything 
about him or where he lived. “It was 
a topsy-turvy world”. For seventy odd 
years he never gave interviews, would 
change his phone number constantly, 
was not on the electoral register, and 
so on. Rumours grew but would be 
stamped on. Virtually all who knew 
him abided by this code of secrecy? 
The insights this book offers comes 
from scores of interviews with those, 
mainly mistresses, past wives and 
friends, who had known Lucian over 
many years, and were prepared to 
talk about him, once he had died. 
In this respect the book is thorough. 
“Although there were many lovers, 
work remained his main mistress”.

The author, editor of the Mail 
on Sunday, and previous editor of 
the Evening Standard and the Tatler 
has capitalised on these sources and 
written a sensitive and informative 
book. It is not a monograph or a 
critique of his work, although he 
makes some useful observations about 
the twenty-two paintings, tellingly 
illustrated. He had conversations with 

Lucian, over ten years of breakfasting 
with him weekly at Clarke’s (thus 
the title), an upmarket restaurant 
in Notting Hill run by Sally Clarke. 
With him was his assistant David 
Dawson RCA, who worked for Lucian 
for twenty years, organised everything 
needed to keep the ship afloat and 
was justly rewarded with 2.5m and a 
London house, in his Will. In addition 
Geordie Greig, the author, had 
followed Lucian’s career for 35 years 
previously and knew something of his 
family having married the daughter of 
Lady Caroline Blackwood, his second 
wife, (died 1996). She was the one 
who had walked out on him in 1954, 
in anticipation of him doing the same.

Lucian was born on the 8th 
December 1922 in Berlin into a 
comfortable upper middle class 
Jewish family. His father a modernist 
architect, a doting mother, with many 
servants to boot. He subsequently 
“attributed a superstitious value to his 
birth date, gambling on the number 
eight or making bids in multiples of 
eight”, ironically dying at the age 
of 88. Gambling large sums, until 
he became successful was another 
aspect of his character. Indeed he 
owed large sums from time to time, 
having to borrow from rich friends 
at a moment’s notice, and also pay 
his racing bets by using his paintings 
as security. His association with 
gangsters by default gave him some 
sort of frisson. He was the middle of 
three boys, and his brothers ganged 
up on him, and later apparently 
questioned his legitimacy, which with 
other incidents, led to severance. His 
love hate relationship with his mother 
also characterised his childhood, if 
not his life. But Lucian seemed to like 
feuds, falling out with friends such 
as Francis Bacon, Stephen Spender, 
Graham Sutherland, John Craxton, 
and many others, over the years. 
“Lucian did only what he wanted and 
never what others asked”.

 The family left Germany in 
1932 and set up their household in 
London. Lucian went to Dartington 
and Bryanston schools, served in the 
Merchant Navy briefly, from which 
he was invalided out. He then went 
to the East Anglican School of Art 
run by Cedric Morris. It was clear 
to all he had talent and was hugely 
ambitious. “He was reckless and 
absolute in he personal judgements, 
and from early on, got away with the 

“



liaison with Alexi d’Offay, a beautiful 
mature art student, fifty years his 
junior finished in 2005. He told her 
“he was by nature contrary”. She 
like so many of his lovers was able 
to see him before he died in 2011. 
This book gives an intimate portrait 
of the artist’s life. You will need a 
good memory to keep up with the 
narrative. It is not an academic work 
but one, which holds attention, is 
authentic and fascinating. Some 
might think as a character he was 
repellent but you will be able to form 
your own judgement, if you read the 
book. I urge you to do so. “He never 
apologised and seldom explained” 
and “Lucian’s world was populated 
by many of the most interesting 
people of his time”. It would make 
a good new year present. The book 
is available in the Leamington Spa 
library..

selfishness that he never abandoned… 
and to lead a life unrestrained by 
moral scruples”.

What can you say after that 
statement other than to survey his 
life through this book and see how 
true it is? The family table at the rear 
of the book is useful as it tabulates 
the names of the fourteen children 
and their mothers, including two 
marriages. We read that Lorna 
Wishart was his first real love at the 
age of 19, although there had been 
several other girl friends previously. 
She was “thirty-one, married, rich, 
beautiful, drove a Bentley, read  
T S Eliot and Rilke”. She was also 
having an affair with Laurie Lee, 
who was heartbroken when Lucian 
appeared on the scene, and took her 
away. Yet not content with Lorna 
alone, his infidelity with Pauline 
Tennant aged 19 backfired, for Lorna 
when she discovered it, said to him, 
“I thought I’d given you up for Lent, 
but I’m giving you up for good”. He 
attempted to win her back but failed. 
Pauline in turn got married soon 
after, so Lucian turned to Lornas’s 
niece Kitty Garman, the illegitimate 
daughter of Lorna’s sister and Jacob 
Epstein. They married in 1948, and 
that year he met Anne Dunn, a 19 
year old art student, whom he had an 
affair with for twenty-five years, off 
and on. There were others until he 
met his second wife Lady Caroline 
Blackwood, “who bewitched him”. 
This marriage in 1953 was doomed, 
after which he never married again. 
Yet he had four children with Suzy 
Boyt, four with Katherine McAdam, 
and further children with other 
partners. There were other women 
who were very important in his 
life such as Jane Willoughby, 28th 
Baroness of Eresby, “friend, lover 
muse and soul mate” and Susanna 
Chancellor too, both devoted to him. 
In the year 1961 he had three children 
by three different women! What 
can you say? He saw his children 
intermittently over the years, but 
more so in the last decade or so.  
He had a Christian burial although  
an atheist. 

Need I go on? I think this book 
will give you a flavour about the 
nature and complexity of the life of 
one of our most respected English 
artists. Like Francis Bacon, Freud 
has kept the flame of the artist as 
‘Outsider’ burning brightly. His last 
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Making hay at Hay
Landmarc makes a splash 
at this year’s Hay Festival 
Page 4

Our first ever 
Rural Business Connector
Introducing Sheryl Anderson 
Page 16

WOW! 
What a decade!
10 years of Landmarc 
Page 10
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28Roll up, roll up to see the most 
exciting show in town” was 
the cry in Leamington Spa 

recently. All the fuss was about the 
amazing display of around 130 pieces 
of art on show at LSA’s Gallery 150. It 
was about a professor of art, or artist 
if you prefer, and her talented and 
hardworking students. 

Only the best would have the 
nerve to show their students work 
in a public arena. But she is the 
best, with an enormous number of 
students, covering a vast range of ages 
and stages of skill. And she is Phyllis 
Davies, and her students number 
over 40 and they were showing their 
combined efforts at the gallery.  
Lasting for the three weeks to  
3 December 2013 it was a great 
success.

These artists and their leader 
are a wonderful bunch who know art 
is a form of aspiration, and aspiration 
is the heart that pumps the blood 
around the body! They have become 
more than alive. They have become 
artists. What a nerve and what a 
success. These are artists who do art 
for the love of doing it, and they use 
a wide range of media. Phyllis has 
taught and inspired them how to 

Phyllis’s  
Studio 14 show 
reviewed by 
Clive Engwell

look, and turn that look into images, 
which on occasion are arresting and 
surprisingly good. 

The exhibition was very well 
hung by the ‘150’ team, so there were 
clusters of subject matter, which 
enabled you to make comparisons, as 
in the case of portraits, or drawings 
of old boots via Van Gogh, or scenes 
from Venice via all artists. 

Take an example where Rosalind 
Burgess paints La Salute, a famous 
church in Venice, which is virtually 
dripping in water and moisture, or 
a hilltop crumbling building in Eze, 
France clothed in greenery, a poetic 
effusion or a stark display of tulips 
fearlessly set against a white ground, 
where the petals dance and droop. Or 
Peter Jewel's musical compositions 
where he heightens the orchestration 
of colour, throwing in purples and 
using a cubist type stylistic formula 
to create a visual equivalent to 
the heady music being played. Or 
Annie Robinson's Flute with Pears 
which recalls those early years of 
the last century, where still life had 
the significance of the approaching 
revelation of Cubism; or Yellow Fields 
which captures the eye and the heart. 
Then there was John Kane's Red Tulip, 
Yellow Tulip, acrylic on canvas, which 
is bold, brassy and startling against 
a simple black or red ground; and 
Helen Lord's Rape Field at Ashow of 
2009, where the legacy of Constable's 
oak tree looms with scudding clouds, 
rich and tactile. The simple bare 
tree in Clarendon Square, (so much 
neglected until late), by Joanne Payne, 
which says it all profoundly. 

Mention of all these works 
are random and there are other 
gems which, if you were fortunate 
enough to have visited, you would 
have to comment upon too, like Jane 
Kent's Still Life with Fan, using the 
vocabulary of Cubism but lightly to 
create an accomplished and sensitive 
image. There was so much, so  
much more. 

These students have become 
practitioners, seeking to acquire skills 
which will enable them to put into 
picture making what they love to look 
at and which gives them joy. Not 
only that but they have been taught 
to see the world in aesthetic terms. 
No longer will a walk in the country 
or around a town be boring but a 
delight, as they see the nuances of 
form, colour, shape and other factors 

which make up their new visual world. 
Their work is a testimony not only to 
their extraordinarily talented teacher 
but to themselves. They have now 
entered a world, which will enrich 
their lives. 

This exhibition was a 
demonstration of art by the people, 
for the people. Hundreds have flocked 
in to see and appreciate it. 

You too may want to take up art, 
before it is too late. All you need do is 
join LSA (Leamington Studio Artists), 
and the rest will be history. You will 
be put in touch, not only with Phyllis, 
but other inspiring tutors, and you 
will have joined an association which 
will love you and look after you. Not 
only might you want to 'paint the 
night away' but you may also want 
to help run a gallery of art. We need 
you and you need us. Come and be 
inspired..
Below left: John Kane Red Tulips, Yellow Tulips 
(2012) Acrylic on canvas 670 x 670mm  
 
Below: Peter Jewel Circular Breathing  
(2012) Acrylic on canvas 600 x 600mm  
 
Bottom: Anne Robinson Flute with Pears  
(2012) Mixed media 610 x 500mm

“

  
 
12 November – 1 December 2013  
Phyllis Davies Studio 14 Show  
at Gallery 150
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Chair’s report 

What a fascinating few 
months it has been since I 
was last able to comment 

in ArtSpace. Following the abrupt 
departure of the gallery manager 
during the early part of 2013 your 
trustees were faced with the need 
for major organisational changes 
to ensure that the day-to-day 
management of our gallery was  
secure.

I am pleased to report that 
despite all the changes during the 
year your association has been able 
to continue its operations at the 
gallery, produce excellent editions 
of ArtSpace and provide support for 
the majority of our members for their 
scanning, printing and framing needs 
enabling them to exhibit their work in 
a professional way.

The members of Gallery 150 
have provided sufficient volunteer 
resource, and together with their 
amazing enthusiasm have continued 
and improved our gallery’s unique 
reputation. I know of none who has 
either hindered or complained about 
their particular volunteering task. 
Indeed the fun and enthusiasm has 
been contagious.

I am particularly thankful to 
have the unbelievable cooperation of 
my fellow trustees (Tony Cartwright 
and James Callaghan), our volunteer 
organiser Hilary Roberts, membership 
secretary Meurig Hughes and around 
25 other regular volunteers who have 
rallied around to keep this place 
running.

In July last year we were pleased 
to announce the appointment of Kate 
Livingston as Manager of Gallery 
150 reporting to the LSA management 
committee. Kate who is a highly 
qualified, personable and extremely 
respected professional in the arts 

world has already had a significant 
impact on Livery Street.

We were also delighted to see 
the election of three new LSA trustees 
at the AGM last October.  We welcome 
Nikki Monday, a skilled artist and 
head of Art at North Leamington 
School, Bryan Kelly another artist 
of great talent, and Hilary Roberts, 
master photographer, volunteer 
organizer and overall good egg,  
to our board and wish them every 
success.

In the nine months to September 
2013 almost 18,000 visitors entered 
the gallery; that’s equivalent to about 
25,000 in a year.

Looking forward
We have already introduced a new 
student membership rate, which 
enables young people who study, or 
are interested in art to enjoy all the 
benefits of LSA and to share their 
work with us at a significantly lower 
cost.  Following a variety of enquiries 
and comments about the confusing 
structure of our membership rates 
your trustees have agreed to carry out 
a review of subscriptions and to make 
recommendations for a simplified set 
of rates soon.

The LSA website is back on 
stream following the sterling efforts  
of Tony Cartwright to get things 
sorted out and simplified for us all  
to use. Do visit the  website  
www.lsa-artists.co.uk and use its 
facilities to comment to your trustees, 
and to the membership in particular. 
Tony would love to hear your views 
on his work and any suggestions you 
may have for its improvement.

We have a new membership 
secretary Alison Chantrey who takes 
over from Meurig Hughes. We all 
owe Meurig our sincere thanks for 
managing the database so well and for 
his amazing recruitment success – you 
do not say no to Meurig!

Members should also have 
received a news letter setting out an 
exciting new project taking place in 
June 2014, sponsored by LSA, called 
Art in the Park. The brainchild of Mo 
Finnesey, a regular LSA volunteer, it 
will take place around 7 June 2014. 
Mo has formed a subcommittee to 
help run this event and she needs all 
the help she can get. If you wish to 
know more please talk to her directly.

Affordable studio space for LSA 
members is one ambition which, 

during my second year of office, will 
hopefully become a reality.

Summing up  
We have achieved so much. LSA has 
a bright future and together we shall 
prevail. Our ethos is, and must be, 
to help each other. Together we shall 
fulfil our aspirations.

My thanks to all members 
of Leamington Studio Artists for 
supporting us so well. .
Clive Engwell
Chair, Leamington Studio Artists.

New manager for 
the gallery

We are delighted to announce the 
appointment of Kate Livingston as 
Manager of Gallery 150, who took up 
her post with effect from Monday,  
15 July 2013.

Many of our volunteers and 
artist members will know Kate well, 
since she has curated many LSA 
showcase, and members’ private 
shows during the last three years or 
so. In addition to her considerable 
personal skills and friendly personality 
she has a BA(Hons) in Art History 
from the University of Saskatchewan, 
Canada and a Masters degree in 
Gallery studies and Critical Curating 
from the University of Essex.

Kate is a dedicated supporter 
of our mission to encourage and 
support local artists and for the 
promotion and appreciation of art 
in the community. She will bring 
enormous benefits to the day-to-day 
management of the LSA gallery, and 
will be a real help and inspiration to 
our wonderful volunteer force..
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Sue Abbott

Anna Acosta

Terence Adkins

Robert Aley

Eleanor Allitt

Rhiannon Alton

Steve Atherton

Robin Austin

Stevie Avery

Heather Bailey

Patricia Bailey

Laura Baker

Iris Baldwin

Helen Ballantyne

Anthony Bannister

Mary Bannister

Rupam Barthakur

Saffron Barton

Alison Baskerville

Graeme Bassett

Martin Baxter

Tim Beer

Anne Bench

Wendy Bicknell

Mary Binnersley

Keri Bishop

Edward Black

Lynn Blasdale

Adrian Bradbury

Louise Claire  
Bradley-Wagstaff

Clifford Brigden

Jim Broad

David Broadhead

Helen Brookes

Karen Brooks

Sonia Bublaitis

Martin Buffery

Jan Bunyan

Soolie Burke

Rosy Burman

Keith Burtonwood

Jamie Byrne

Deborah Callaghan

James Callaghan

Josh Callaghan

Christina Callaghan

Anthea Callen

Wendy  
Campbell-Briggs

Pat Carpenter

Tony Cartwright

Luciano Catalinotto

Vlad Cernega

Roger Chamley

Dave Chantrey

Annika Chorzelski

Ian Clarke

Douglas Clarkson

Lynsey Cleaver

David Coldron

Anne Cole

Vanessa Comer

Sheila Connor

Wendy Cook

Carol Cox

John Crawley

Roger Crees

Sharon Cresswell

Brenda Currigan

Ruth Daly

John Daly

J & F Dance

Clive Davenport

Phyllis Davies

Diana Davies

Sally Davies

Peter Davies

Michael Davies

Nigel Dawson

Derrick De Faye

Eileen de  
Mortimer-Griffin

Tiago De Silva

John Devane

Cathy Dodd

Christine Doherty

Nora Doherty

Pamela Donegan

Rachel Doughty

Ian Dove

David Drew

Odette Dunkley

Karthikeyan Durairaj

Kay Elliott

Avril Elward

Robyn Emery

Clive Engwell

Robert Ennis

Mo Enright

Penny Evans

David Evans

Simon Evans-Smith

Emma Falcke

Vivien Fearn

Dora Fernandez

Mo Finnesey

Andrew Flint

Linda Flowers

Joe Fogg

Karen Ford

Ann Forrester

Mary Frances

Chris Freegard-Elmes

Wendy Freeman

Russell Gain

Jan Gay

Carolyn Gifford

Juliet Gladston

Peter Godfrey

Clive Gravett

Gerald Green

Dianne Greenway

Jim Griffith

David Haedicke

Stephen Hall

Paula Hamilton

James Hands

Richard Hansen

Anna Harper

Naheed Hassan

Julia Hayes

Tom Head

Sebastian Heid

Bill Henderson

Claire Henley

Linda Henry

Julie Hill

Brenda Hillier

Cyril Hobbins

Fiona Hodgetts

Patricia Hollis

Bernard Hollis

Anthony Hopkins

Jak Hornblow

Sukhbir Hothi

Meurig Hughes

Jane Hughes

John Hunt

Danielle Hutson

Mark Ilsley

Paul Ingvar

Gillian Irving

Phil Ivens

Bill Jackson

Helen Reid Jackson

Herman Jansen van 
Vuuren

Libby January

Robert Jenkins

Sally Jennings

Peter Jewel

Alison Johnson

Robert Johnson

Alex Johnson

Karen Johnson

Carlos Jolon

Chris Jones

Jennifer Jones

Catherine Jones

Paul Jordan

Nick Kaijaks

Andrea Kane

Bryan Kelly

Ella Keskinkilinc

Crystal Ki

Joshua King

Esther Kinnersley

Jack Kirk

Charlotte Kirkham

Christine Knight

Edith Kovacs

Sonia Kwasnik

Lian Lanni

Robert Lavers

Julie Law

Andrew Lawrence

Ian Lee

Guy Legge

Jason E Legon

David Lewis

Peter Lewis

Sue Lewis-Blake

Anthony Leydon

Rachel Liddell

Angus Liddell

Ben Lockwood

Shelley Longford

Alison Longwill

Ann Loscombe

Sian Love

Peter Lovelock

Clay Lowe

Claudia Luca

Nav Mann

Howard Manttan

Christine Markham

Christopher Mason

Sam Mason

Ian Mattingly

Jim McGuigan

Ann McKernan

David McKernan

Lorna McMahon

David Merrett

Nicholas Miles

Sheila Millward

Nicola Monday

Margaret Moore

Sarah Moore

Sueli Moreton

Kate  Moreton

Jenny Morgan

David Morphew

Cesar Jose Mota  
da Silva

Ann Mount

John Murphy

John Myers

Rehana Nagdee

Grace Newman

Vicky Newman

Heather Nicholls

Kim O’Hare

Natalie O’Keeffe

Christine O’Sullivan

Paul Osborne

Beverley Oxford

John Oxford

Frieda Palmer

Clare Panter

Mary Partridge

Zoe Petrie

Kathryn Pettitt

David Phillips

Neil Phillips

EA Phillips

Frances Pinches

Giuseppe Pittarello

Archie Pitts

Veronika Pock

Hilary Poole

LSA members 
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Jane Powell

Ian Preece

Alex Purse

Chris Putt

Richard Raby

Robyn Rainbow

Margaret Ramskill

Maria Rankin

Tim Richards

Paul Richards

Gill Richardson

Linda Ridpath

Hilary Roberts

Joe Roberts

Anni Robinson

Frances Robinson

Gillian Robiquet

Ian Roemer

Janet Rose

Leslie Rucinski

Gabrielle Rucinski

Denise Russell

Eloise Saunders

Bronia Sawyer

Malcolm Scale

Linda Scannell

Linda Scherrer

Michael Scheuermann

John Scragg

Nick Seale

Barbara Shackley

Jenny Sharp

Hazel Shaw

Thomas Shepherd

Gail Sheppard

Ray Shields

Anya Simmons

John Simpson

DJ Kirby 

Gerry Smith

Kay Smith

Victoria Smith

Jacqui Smithson

Victoria Sobierski

Tim Solly

Ray Spence

Geoff Stear

Tatiana Stirbul

Jan Suchanek

Jaspreet Sunner

Hansje Te Velde

Mircea Teleaga

Alfonso Tello-Garza

Bethany Tetley

Mark Tilley

Frances Townley

Jackie Trott

David Troughton

Twinkle Troughton

Paul Tyler

Nancy Upshall

Vicki Walkden

Pixie Warburton

Tina Watkins

Lynnette Weaver

Chhaya Wedgbury

Henri West

Peter N Wharton

Claire Whitehead

Ruth Whittington

Kathryn Wickson

Christine Wilkinson

Jane Williams

Barry Wills

Peter Wilson

Hilary Wilson

Kate Wiltshire

Laura Winkler

Tom Wolstenholme

Leslee Woodward

Paul Woollard

Giovanna Yanez

Julia Yarrow

Judith Yates

Dr Richard Yeomans

Andrzej Zawadzki

Miriam Zevalking

Carol Ziyat

WHAT DO WE DO?
LSA is an exciting and active 
organization promoting the visual 
arts in Royal Leamington Spa 
and its surrounding areas. Our 
aim is to foster and increase the 
public interest, awareness and 
appreciation of the visual arts.

LSA encourages its members 
to pursue high professional 
standards and actively helps them 
by supporting any art of quality 
and merit. Our membership of 
approximately 400 includes artists 
at all levels, photographers and 
supporters of the visual arts in 
general.

LSA represents visual arts in the 
heart of Leamington Town by 
providing exhibition opportunities 
for it members, promoting 
exhibitions and events to the local 
community, and establishing 
affordable studio space for local 
artists.

LSA encourages through its 
diverse mix of membership skills, 
the development of practices for 
all, through its meetings where 
discussions, advice and experiences 
are shared. Mutual peer support, 
coupled with training and actual 
demonstration of skills plays an 
important role in the improvement 
and quality of creativity and art.

LSA has been writing, publishing 
and distributing its journal 
ArtSpace for over 15 years. Well 
respected in its field, its readership 
covers the UK, Europe and other 
parts of the world. The LSA journal 
covers important art subject 
matter together with reviews of 
local artists and their work, book 
and events reviews and important 
membership data.

If you love art and if you enjoy 
exhibitions and meeting other 
artists or seek exhibitions and 
other opportunities to develop  
and promote your work then  
DO JOIN US

L E A M I N G T O N  

STUDIO  ARTISTS

2014 Bookings 
The gallery is booking up quickly 
for 2014. If you are interested in 
having an exhibition at Gallery 150 
please contact Kate Livingston to 
arrange a meeting to discuss the 
varying options available to you as 
an LSA member.  
 
email: manager@gallery150.co.uk

Exhibitions 
 
This is just a taster of what will be 
coming in 2014 at Gallery 150. 
 

Outside In
KeMef Birmingham Graffiti Artists 
21 January – 9 February 

Renewal 
11 February – 2 March
 

Half Gallery Show
Matt Howe
4 – 23 March

G150 Volunteers 
If you are interested in becoming 
a member of our volunteer team, 
please stop by the gallery and 
see all the different areas and 
possibilities available.

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

Telephone 01926 259339 

www.gallery150.co.uk
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32 Leamington Studio Artists is a 
registered charity. It exists for 
the benefit of the general public 
and its primary objectives are to 
promote and foster the interest in, 
and appreciation of, all forms of 
the visual arts in Leamington Spa 
and surrounding area.

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

Charity number 1147593

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

Treasurer  
Tony Cartwright   
treasurer@lsa-artists.co.uk                  

Secretary  
Hilary Roberts    
secretary@lsa-artists.co.uk 

Trustee  
James Callaghan 
jim.c@btinternet.com

Trustee  
Bryan Kelly 
bryan-42@hotmail.com

Trustee  
Nikki Monday 
mondaynikki@gmail.com

Membership Secretary  
Alison Chantrey 
membership@lsa-artists.co.uk

LSA organisation ArtSpace team 

Chair  
Clive Engwell

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

Editorial Adviser  
Dave Phillips  
d.phillips@abdab.com

Art Director 
Clive Richards

Production  
Malcolm Waterhouse           

Proofreader  
Julia Engwell   

Special thanks  
Magenta Advertising

Gallery 150
Gallery Manager
Kate Livingston
manager@gallery150.co.uk

Artists’ Payments
Tony Cartwright
tony.cartwright@btinternet.com

Volunteer Organiser
Hilary Roberts
hilary-roberts@ntlworld.com

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

Telephone 01926 259339

www.gallery150.co.uk 
 

ArtSpace is sponsored by Warwickshire College

LSA corporate  
sponsors

Chartered Accountants and Tax Advisers
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MELVYN WARREN-SMITH

art classes

escape with our        
    regular art classes

You can escape and relax into 
the world of art in my spacious 
barn studio in the wonderful 
Warwickshire countryside 
situated near Dunchurch and 
Southam.

Classes held on a Saturday 
morning from 9:30am to 
1:00pm (weekdays are 
available) £40 plus VAT.

This includes easel, 
workstation, refreshments, 
music, lively conversation 
and a blazing fire on chilly 
mornings.

Some of my students have 
had little or no experience 
of painting and drawing and 
these sessions will build 
your confidence and widen 
your skills where you will be 
producing canvases of your 
own. 

I am happy to discuss with you 
any aspects of the Art World.

Call now on 01926 632060 
It’s the first step to an 
enjoyable experience!

Art Classes

Saturdays from 9am to 1pm  

Leamington Hastings, Rugby, 

Warwickshire

email:  

studio@melvyn-warren-smith.com

or telephone: 01926 632060

www.melvyn-warren-smith.com

MELVYN WARREN-SMITH

internat ional  ar t is t

MELVYN WARREN-SMITH

internat ional  ar t is t

Melvyn Warren-Smith

I trained in Fine Art at Kingston, 

Epsom and The Guildford and 

Farnham School of Art. In 1965  

I won a David Murray Scholarship 

from The Royal Academy.

I began working professionally 

as an illustrator in 1974 on 

commissions to create book 

covers for writers including 

Catherine Cookson, Maeve 

Binchy, Lena Kennedy, Emma 

Blair and Edwina Currie.

To this day I work as an illustrator 

for magazines and for private 

commissions.

a r t  c lasses

Melvyn Warren-Smith

I trained in Fine Art at Kingston, Epsom and The Guildford and 
Farnham School of Art. In 1965 I won a David Murray Scholarship 
from The Royal Academy. I began working professionally as 
an illustrator in 1974 on commissions to create book covers 
for writers including Catherine Cookson, Maeve Binchy, Lena 
Kennedy, Emma Blair and Edwina Currie. To this day I work as an 
illustrator for magazines and for private commissions.

escape with our 
regular art classes

You can escape and relax into the 
world of art in my spacious barn 
studio in the wonderful Warwickshire 
countryside situated near Dunchurch 
and Southam.

Classes held on a Saturday morning 
from 9:30am to 1:00pm (weekdays 
are available) £40 plus Vat.

this includes easel, workstation, 
refreshments, music, lively 
conversation and a blazing fire on 
chilly mornings.

Some of my students have had little 
or no experience of painting and 
drawing and these sessions will build 
your confidence and widen your skills 
where you will be producing canvases 
of your own.

i am happy to discuss with you any 
aspects of the art World.

Call now on 01926 632060 
It’s the first step to an enjoyable 
experience!
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rugby, Warwickshire

email:
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or telephone: 01926 632060
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I won a David Murray Scholarship 

from The Royal Academy.
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as an illustrator in 1974 on 

commissions to create book 

covers for writers including 
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Binchy, Lena Kennedy, Emma 

Blair and Edwina Currie.

To this day I work as an illustrator 

for magazines and for private 

commissions.
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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,  
Alison Chantrey 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


