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So ArtSpace has reached its fourtieth issue! My opening 
preamble then starts with congratulations and a thank 
you to everyone who has ever read, written for, or 

been involved with ArtSpace in any shape or form, since its 
inception – and in its more recent past. 

This issue brings another wide-ranging portfolio of 
reviews and features which I hope readers will find engaging. 

Following the article in ArtSpace 39 by Clive Richards 
on measured perspective, this issue showcases the work of 
Dick Whall in which you will see the application of projective 
representation techniques using vanishing points. I hope 
you like the way we have presented the images to show 
the artist’s preparatory methods used for constructing his 
fascinating drawings. Once more, in addition to a biography, 
we have included an interview with our featured artist. 

Many a review on local artists, an insight into the 
nature of exhibiting, a first hand account of painting in situ,  
a review of the recent sculpture exhibition at Compton 
Verney, and your update on all things art in ‘Art news 
miscellany’ awaits. 

And last but not least, in addition to the four LSA 
members covered in feature articles, we have also included 
the work of seven other LSA members in the ‘Local art scene’ 
section. 

I trust this all adds up to an enjoyable and interesting 
read for our members and others that take ArtSpace.

With warmest regards on behalf of the editorial team. n

The ArtSpace journal was first published in 1998

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

Unless otherwise stated the copyright of the articles and images 
contained in this journal are the property of the named authors 
and artists. 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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An appreciation of the work of 
George Wagstaffe 
by Dave Phillips 

  

“In my beginning is my end. In my end is my beginning” T S Elliot

This quotation is apt when 
applied to the famous regional 
sculptor George Wagstaffe. 

Why? Because he has lived and 
worked in Coventry all his working 
life. And to this day, still does. Did 
he not know Epstein, Moore, Frink, 
and work with them from time to 
time, especially when casting his 
sculptures into bronze? Did he 
not win the sculpture prize at the 
Young Contemporaries in 1957 at 
the age of 18 with Naiad? (Fig. 1) 
Did not Coventry Civic Council 
buy it: the nymph, which hit the 
national headlines, featured in the 
arts programme Monitor, and was 
the sensation of the moment, called 
among other things “Dracula’s 
Bride”! This sweet innocent girl with 
a Bridget Bardot ponytail and skimpy 
dress sits at the edge of a pool in a 
courtyard in the centre of the city. 
For practical reasons George had 
severed her legs just beneath the 
knees. So this figure became a saucy 
girl, catching the spirit of the swinging 
sixties but with a touch of menace for 
those not able to adapt to changing 
times. It helped put Coventry on 
the cultural map and was sited in 
Earl Street Courtyard in 1960. Did 
not Coventry commission George’s 
Phoenix for the new precinct and site 
it there in 1961? See Fig. 2. Yes is the 
answer to all these questions, and 
he only 22 years of age. Both works 
were cast in bronze some twenty years 
later, saved for posterity, and can now 
be seen in Coventry. 

One sees that from such a 
dazzling beginning as a young artist, 
it would only be a question of time 
before George would be overwhelmed 
by demand for various sculptural 
commissions. Many churches, civic 
and educational buildings contain his 

work, along with commercial ones 
too, such as Resurgence for Shell in 
1988 (Fig. 3) and Mary Magdalene 
(Fig. 4) for a church of that name 
in Earlsdon, Coventry in 2005. 
So, a stream of commissions and 
exhibitions has featured his work, with 
accomplished bronzes numbering well 
over a hundred. 

National honours as yet have 
not festooned his brow. No RA status 
for George, no honours list with his 
name, only the satisfaction of being 
esteemed and cherished in the city 
where he has lived virtually all his life. 
For him this is enough and all who 
see his work realise that full-blown 
recognition will come in due course.

How then does one characterise 
the work? One must bear in mind 
that he is a proficient painter and 
draughtsman too. What appears to 
haunt George was his early experience 
of destruction, which he saw in 
Coventry in the 50s. The blitz had 
decimated it. This is coupled with a 
neo-romantic impulse, which featured 
in many works of artists in the 
immediate post-war period. One sees 
this in his paintings: the moon, a girl 
and a horse, repeatedly and skilfully 
represented, the latest version in 2014. 
(Fig. 5) One’s heart misses a beat at 
their evocative power. 

In his sculpture, hope emerging 
from destruction is never far away 
from his conceptual basis. This can 
be seen in his early work of 1962, 
such as Phoenix, a mythological bird 
that was reborn out of the ashes of its 
own destruction, which is symbolic 
of Coventry’s rejuvenation (Fig. 2). 
George created this sculptural figure 
with head straight and arms held 
high. In 1983 this two and half metre 
piece was cast in bronze at a cost of 
£14,000 – a true mark of confidence 

by the city authorities – and located in 
Broadgate Precinct, Coventry, where 
it can been seen to this day.

 A further tour de force is to be 
found in the three metre bronze 
Resurgence, a commission by Shell, 
which was unveiled in January 1989 
and can be seen outside its HQ in 
Chester. (Fig. 3) Here figures emerge 
from the ground like oil gushing 
from the earth, released from all 
constraints, pulsating with energy, 
capable of transformation.

In the relatively recent work of 
Mary Magdalene (2005), the strong 
sad face gazes out from her hooded 
mantle (Fig. 4).  The smooth folds 
of this mantle are in sharp contrast 
to the roughened shrapnel-like 
texture of her torso. This is a theme 
carrying with it elements which are 
metaphorically linked to anxiety and 
suffering.

George Wagstaffe is an artist 
of integrity who has never sought 
the limelight, but whose sculptures 
are constantly in demand. The work 
speaks for itself and is firmly rooted 
in the tradition of Rodin and Moore, 
where craftsmanship is combined with 
a creative imagination..

Figure 1. Naiad (1958) 1270 x 762mm
Bought by Coventry City Council for  
New Palace Yard, Earl Street, Coventry in 1960 
Cast into bronze 1982
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Figure 3. Below: Resurgence (1989) bronze  
3657 x 2438 x 1524mm 
Commissioned by Shell Chemicals for its 
headquarters, Chester 

Figure 4. Above: Mary Magdalene (2005) bronze 
1422 x 482 x 406mm
Commissioned by the Mary Magdalene church, 
Earlsdon, Coventry 

Figure 5. Above right: Contemplation (2014)  
acrylic on canvas 1016 x 762mm 

Figure 2. Above: Phoenix (1962) bronze  
2946 x 711 x 609mm 
Commissioned by Coventry City Council for the 
Central Precinct, Coventry
Cast into bronze 1984
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The works of Auguste Rodin 
(1840–1917) and Henry Moore 
(1898–1986) are displayed 

together in the majestic landscape of 
Compton Verney until 31st August 
2014. What better setting could there 
be than that of Compton Verney? 
One immediately sees the nature of 
the difference in approach in Rodin’s 
Burghers of Calais (1889) shown in 
Fig. 1 and Moore’s Vertebrae (1968/9)  
shown in Fig. 2. 

The humanism of Rodin  
comes through in the figures, offering 
themselves as hostages to save Calais. 
Emotions are expressed through the 
figures and the collective effect creates 
a powerful and expressive piece. 

In the Moore the interaction of 
forms is the ultimate goal, to provide 
an aesthetic experience. It is this 
interplay, which whether we like it 
or not also conjures up associations 
of rearing seals, or creatures from 

another planet or a strange kind of 
orgy, which must be dismissed, if 
one is to obtain a true reading of 
its beauty and grandeur. Picasso 
had opened the sluice gates with his 
constructions in the early years of 
the 20th century, and out poured 
the pent up imaginative potency of a 
damned up river of unrivalled shapes 
and forms that have flooded the 20th 
and 21st centuries under the name of 
sculpture ever since.

The Musée Rodin and Henry 
Moore Foundation, which nurture, 
protect and promote their protégés 
have pooled their resources and 
overlooked any differences, as they 
present their ‘gods’. The reputations 
of Rodin and Moore are effectively 
impregnable. They have become 
national institutions. Both were 
massively prolific, with teams of 
assistants who could carve, mould, 
and cast their work. Rodin with 

Moore Rodin at Compton Verney 
reviewed by Dave Phillips

  
 
Compton Verney 15 February –31 August 2014  

his emphasis on a naturalistic 
presentation of the body stands 
in contrast to the emphasis on 
abstract forms that became the main 
preoccupation of Moore, who was 19 
and being gassed in the trenches in 
World War 1 when Rodin died in 1917. 
Rodin’s figures show subjugation 
with the Burghers of Calais (1889), 
physicality with Cybele (1905) shown 
in Fig. 3. 

The exhibition inside shows 
Rodin’s delicate drawings as if the 
figures have floated on to the paper, 
and maquettes for larger work. Shown 
too a range of Moore’s remarkable 
drawings of Draped Figures in a 
Shelter, in underground stations 
during the Blitz in World War 11. Here 
there is a classical feel with the figures 
of Pompeii. 

Both artists came from working 
class backgrounds. Does this make 
art classless or was genius lurking 

Figure 2. Henry Moore, Vertebrae (1968 – 69)  
Three piece sculpture
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Right: Henry Moore,  
Group of Draped Figures in a Shelter (1941)  
chalk, wax crayon, coloured crayon  
watercolour, pen and ink, gouache on cream 
medium-weight wove 

somewhere in their genes? Or could 
they have been driven, ambitious 
men, with a huge need to succeed? 
Certainly Rodin was as Picasso, 
enamoured of women, having 
various lovers, the more famous 
of which was the brilliant Camille 
Claudel, a sculptor of huge talent 
and Gwen John, (sister of Augustus), 
a British painter of significance. 
Rodin eventually did the right thing, 
marrying the mother of his son, (born 
when he was 26), two weeks before 
she died in January 1917! 

Moore was more of the family 
man, marrying when he was 31 in 
1929. His only child, a daughter, was 
born when he was 48 in 1946. He was 
obsessed with his mother and child 
theme in its various guises, virtually 
all his life.                                                                                                   

There are five Moore works 
and six Rodin’s in the grounds, and 
a plinth for any visitor to stand on 
and pose as they wish! You have the 
luxury of being close-up to the work. 
It is unlikely that there will be such a 
joint exhibition again for many years, 
especially with the huge scholarly and 
practical back up, which Compton 
Verney provides. 

The experience was significant 
both in terms of aesthetics and art-
history, and of course, the setting..

Figure 3. Above: Auguste Rodin, Cybele (1905)  
large model

Figure 1. Left below: Auguste Rodin, 
Monument to the Burghers of Calais (1889)
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Below: Auguste Rodin, Eve (1881)
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6 It can’t have escaped the notice 
of regular visitors to Britain’s 
publicly-funded galleries that 

exhibitions of contemporary work 
are more often than not displayed 
anywhere but on the walls. Visitors 
could be forgiven for thinking that 
there must no longer be anything 
worth hanging on the walls, that 
there is no such thing as good 
contemporary painting, that it’s all 
just Butlers on the Beach. 

There was a time when artists 
and gallery-goers would have 
been able to reel off the names of 
Britain’s leading painters, though 
not necessarily in any agreed pecking 
order. Some would have preferred 
the uniformity of Bridget Riley to the 
expressiveness of, say, John Virtue or 
the mysterious informality of Peter 
Doig. But whatever their preference, 
they would undoubtedly have been 
influenced by visits to shows in such 
galleries as the Whitechapel, the 
Serpentine, the Baltic, the Whitworth 
or the Ikon. They would have 
been capable in time of expressing 
informed opinions about the merits or 
otherwise of the different approaches 
to painting that they might have 
experienced on their visits. But they 
would be hard pressed to do this 
now, not because there is no longer 
an appetite for painting amongst the 
public but because there no longer 
seems to be an appetite for showing it. 

There have been some notable 
exceptions. The partnering of Patrick 
Caulfield and Gary Hume in a 
substantial exhibition last year at 
Tate Britain demonstrated what a 
consistently good painter Caulfield 
was and what a disappointment 
Hume has become after his flying 
start in the 1970s. Gerhard Richter’s 
2011 retrospective at Tate Modern 

showed why he remains one of the 
world’s greatest living painters and 
their recent Paul Klee exhibition 
demonstrates why he was one of the  
greatest colourists and prolific artists 
of the twentieth century. But these 
were all blue chip shows of the work 
of established figures. A show that 
might have had more bearing on the 
question of contemporary painting’s 
status took place nearer to home in 
2012 at the Mead Gallery in Warwick 
Arts Centre.  

The Indiscipline of Painting, the 
gallery’s collaboration with Tate St 
Ives, had its blue chip moments too 
with works by Andy Warhol, Frank 
Stella, Bridget Riley and so on. 
But these artists were substantially 
outnumbered by a highly informative 
and astutely chosen collection of 
work from contemporary abstract 
painters whose names were invariably 
unfamiliar. The show was notable 
for the freshness and variety of 
the approaches that these talented 
individuals were able to bring to the 
problem of establishing pictorial 
form and logic within a non-
figurative context. It was a brilliant, 
internationally acclaimed show. But 
it’s my guess that without the show’s 
historically significant artists, Tate St 
Ives would not have considered it. 
But the record number of people that 
travelled to see it at the Mead had to 
be grateful that it had gone ahead. It 
was a welcome and wholly refreshing 
change from the installational norm. 
It was simply too good to miss.

But these were the exceptions in 
a period in which curators seem to be 
so mesmerised by film, photography, 
video, installation and performance 
that they appear to feel compelled 
to show this more ephemeral type 
of work to the exclusion of just 

about everything else. What is rarely 
acknowledged is that this ‘new’ work 
belongs to a tradition of practice 
whose historically significant period 
was in the 1960s and 70s. Which for 
those who can remember that far 
back, makes the current plethora of 
‘alternative’ practice seem more like 
a revival than something new and 
radically different. 

I can still remember the impact 
of Richard Serra’s lead-splashed wall 
when it first appeared at the ICA in the 
1970s. The work represented a shift 
in thinking about the establishment 
of sculptural form and the type 
of materials that could be used to 
successfully create coherent work. 
The influence of this approach 
with its emphasis on the value of 
chance and other informal and 
unusual means of making became 
all pervasive in the 1970s until the 
movement dematerialised and became 
predominantly conceptual.

A percentage of the work that 
has come out of the current revival 
of the Arte Povera tendency and 
from other, ‘alternative’ forms of 
making can easily justify its existence. 
Cornelia Parker’s installation, 
Subconscious of a Monument, shown 
at the Ikon Gallery in 2007, was 
an impressive example of what can 
be achieved (and Ai Wei Wei’s life’s 
work, a demonstration of what can be 
tackled in the face of adversity and 
oppression). In a review for a previous 
edition of ArtSpace, I described 
Parker’s installation as “…a birds-eye 
view of an asteroid belt in miniature.” 
Clods of clay and mud that were 
excavated when the Leaning Tower of 
Pisa was stabilised in 2001 were hung 
above the gallery floor in a flat plane, 
suspended in space and time just as 
the famous tower now is – still leaning 
but no longer falling.

It was a magnificent piece of 
work but it was accompanied in 
the Ikon’s upper gallery by Ryan 
Gander’s baffling installation, The 
sheet of paper on which I was about to 
draw as it slipped from my table and fell 
to the floor. You might have deduced 
from the title that there was a strong 
element of irony in the work. Crystal 
balls seemed to play a significant 
but mysterious role as harbingers 
of an outcome whose meaning was 
too obscure for the work itself to 
communicate.  

The uncomfortable pairing 

Those vacant gallery walls  
by Peter McCarthy

  
 

Opposite top: Hurvin Anderson, Country Club: 
Chicken Wire (2008) 2400 x 3470mm

Opposite bottom: Hurvin Anderson, Peter’s IV 
(Pioneer) (2007) 1870 x 1470mm

Images courtesy of the artist and  
Thomas Dane Gallery, London
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of these two very different artists 
could not have been made on the 
basis of similar interests or shared 
methodologies. It seemed to have 
been made instead solely on the 
basis of their being installationists. 
But this is not a significant enough 
connection. Had the curators sought 
a more appropriate match for Parker, 
they could have looked beyond 
installation towards sculpture or 
even, dare I suggest, painting. There’s 
at least one unknown or rather, 
unshown painter I can think of right 
now with an extraordinary, elemental 
black and white series stacked away 
unseen in his studio that would have 
perfectly complemented Parker’s 
floating ‘asteroids.’ 

In the seven years that have 
passed since her show, the Ikon has 
followed the trend for showing more 
and more informal work. Its nadir 
was surely reached with an exhibition 
containing a photograph of Japanese 
artist, Shimabuku, dressed as Father 
Christmas walking in the sweltering 
heat of an Australian summer, 
carrying plastic bags of ‘shopping’ 
beside the train line to Melbourne. 
As a comment on the incongruity 
of Christmas consumerism in such 
sweltering conditions, it was surely 
not worth making and definitely not 
worth showing. Jonathan Watkins, 
the Ikon’s director, did not of course 
agree. In his opinion as reported in 
the Birmingham Post, “Shimabuku 
proves that anything can be art, that 
it’s not the preserve of an elite few but 
a liberating exhibition that anybody 
can join in – art that is very sharing, 
as well as extremely good.” 

Then suddenly last autumn 
sanity seemed to have been restored 
with a show of paintings by Hurvin 
Anderson, born in Handsworth, 
graduate of the RCA, commercially 
successful and with an international 
reputation. Here at last was an 
exhibition of paintings at the Ikon and 
what paintings they were – brilliantly 
simple, subtly complex, totally 
fabulous. The show’s title, Reporting 
Back, referred to Trinidad, the place 
he was reporting back from. 

The work seesawed between 
the two wittily observed locations. 
Anderson exposed the irony of shops 
and parks that seemed to entice 
the public in, only to then keep 
them out with security grills and 
fences. A different sort of barrier, 

a wire mesh fence, dominated his 
stunning painting of a tennis court, 
Country Club; Chicken Wire. The 
mesh stretched from end to end, 
parallel to the picture plane and 
with a forbidding, uncompromising 
uniformity that created a compellingly 
dramatic geometric effect.

It was clear throughout the 
show that Anderson had done 
his art-historical homework. His 
understanding of the principles of 
abstraction informed the pictorial 
structure of his series, Peter’s, which 
featured his dad’s favourite barber 
shop in Handsworth. The authenticity 
of the formal structure reinforced 
the wryly observed portrayals of the 
customers, with the flatness of the 
pictorial space turning the figures 
into cipher-like shadows. And though 
stylistically different, his Caribbean 
beach scenes contained equally 
abbreviated figures but painted in this 
case with luxuriant informality. 

He is represented in London 
by the Thomas Dane Gallery and 
his work is included in the Saatchi 
collection. Factors that should not be 
overlooked because now more than 
ever, the commercial galleries and 
rich collectors are busy hoovering 
up and promoting their choice of the 
newest young talent in contemporary 
painting. Their London-centric 
choices go unchallenged by the 
public galleries even though these 
organisations are in a better position 
to apply more scholarly, more 
objective, less commercial and less 
damaging considerations to the 
promotion of an artist’s work without 
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this necessarily blocking the path  
for others.

There is nothing wrong with 
an artist making a living from their 
art but the neglect of the publicly-
funded galleries in nurturing and 
establishing or just simply showing 
talented painters (and sculptors) 
in a context where they would 
remain independent, free from the 
pressures and distorting influences 
of commercial considerations, would 
seem to have left painters with no 
other choice. They must ride the 
tiger if they are not to disappear from 
view, never to be heard of again. It’s a 
situation that must surely change..                  

http://www.LSA-artists.co.uk


 

8 When painting outside – in 
comparison to indoor 
painting either at home or 

in the studio – we have to adapt to a 
more varied environment. One of the 
main challenges will be encountering 
other people who, from time to time, 
will take an interest in our work. 
For the more fainthearted this can 
be a major source of interference. 
unfortunately the act of setting up 
an easel outside is an indication to 
everyone around us of what we are 
doing and whether we like it or not we 

A light hearted look at onlookers
by Gerald Green

  

become a curiosity to be investigated 
and an opportunistic diversion for the 
‘I haven’t got much to do right now’ 
brigade. One can be talked about and 
commented on by what can often 
seem like a world of eager art critics 
thirsting for recognition. 

In my experience, onlookers 
can be divided into three specific 
types: the first and least troublesome 
is the ‘watcher’, who will take a 
distant interest, stopping to look and 
sometimes to comment amongst 
themselves about what you are 

doing. ‘Watchers’ tend to approach 
hesitantly, usually from behind, 
signalling their presence with an 
inquisitive gaze over your shoulder. 
This is quickly followed by a 
characteristic lifting of the head in the 
direction of your chosen subject and 
then back down to further scrutinize 
the validity of what you are doing, 
culminating in an almost inaudible 
“Mmm”, or more dismissive “Huh”, 
as they slip away back to wherever 
they came from. Sometimes their 
comments can be surprising, as I 
overheard from a mother speaking 
to a small child when I was recently 
painting in Oxford. “Oh look Amelia 
that man’s doing a real painting.” 
‘Real’ I supposed meant a painting 
other than something generated by 
an iPad, or any equivalent form of 
modern technology. Regrettably I 
can only speculate about the degree 
to which Amelia may, or may not 
have been impressed by my efforts. 
For those who are not accustomed 
to working outside it is very easy to 
feel intimidated under the gaze of an 
audience, however temporary, so I 
suggest it is better to try to disregard 
them altogether, and always to resist 
any tendency to adjust your work in 
order to please the onlooker. 

The second group is best 
described as ‘interrupters’: these 
individuals think nothing of 
bombarding you with questions, the 
most common of which is “What are 
you painting mate?” and “How long 
did that take you then?” or my other 
favourite, “Are you an artist then?” 
To which my thoughts reply “No I’m 
an axe murderer but business is slow 
at the moment. But I have a feeling 
it may well be about to improve.” I 
manage to resist the temptation to 
share my answer. 

By adopting a working position 
that is outside of the general eye 
line of the public, the likelihood of 
being disturbed is reduced; it is then 
more difficult to engage the artist 
in conversation for eye contact will 
only invite further opportunities for 
questions, which will inevitably break 
concentration altogether. When I 
don’t want to be disturbed, I find 
that the most polite way to deal with 
questions is to give a simple ‘yes’ 
or ‘no’ answer, without stopping 
what I am doing or lifting my eyes. 
Alternatively one could pretend to 
be foreign and reply with a simple 

Below: LSA member Gerald Green  
oil painting on Studland beach 2013
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“Je ne comprend pas!” – although 
not in France, of course. As a visual 
indicator of his wish to not to be 
disturbed an artist acquaintance of 
mine often wears personal stereo 
headphones to cover his ears, the wire 
tucked into his jacket, but without the 
stereo. 

The third and most 
problematical is ‘the lingerer’: a 
simple yes or no answer will not 
satisfy this group of people. They 
are usually quite oblivious to your 
unwillingness to give them any 
attention. They have an overriding 
desire to pass on the benefits of their 
unwanted opinions, tell you about 
a member of their family who can 
paint, or embark upon a lengthy 
treatise about the merits of art in 
general. The only thing they seem 
unable to do is to leave you alone. 
Do not be deceived by the apparent 
innocence of introductory phrases 
such as, “My grandson paints”, or 

“Do you know where I can buy art 
materials around here?” because 
these inevitably signal the foreboding 
presence of a ‘lingerer’. Interestingly 
another popular question I have been 
asked on several occasions and that I 
have to admit that I am always baffled 
by is “Are you from the Council?” 
“Yes, they are planning to demolish 
all these fine buildings and build a 
massive distribution centre in their 
place” is what usually comes to mind, 
although at the risk of generating 
more questions I loose my nerve and 
find myself simply responding with 
a polite “no.” Sometimes ‘lingerers’ 
attempt to captivate you with their 
wit, as the man I once encountered 
who was being pulled along by a very 
large dog and asked in a loud voice 
as he came towards me if my name 
was Van Gogh. As if surprised by the 
virtuosity of his scholarly brilliance he 
then burst into laughter. When I said 
“yes” (which was the only dismissive, 

non-vulgar reply I could think of on 
the spur of the moment), it appeared 
to take the wind out of his sails, 
although by this time he was too far 
away to engage in further pleasantries, 
thanks to his canine assistant. 

Compared to some adults, the 
questions children ask are usually very 
perceptive with a genuine desire for 
knowledge and they will not allow  
you to placate them with easy 
answers. I am reminded of an incisive 
comment made by a very young child 
whilst I was sitting on the ground 
drawing on a busy quayside. An adult 
voice from somewhere behind me 
said, “Look, that man’s drawing” to 
which the child astutely asked, “Why’s 
he doing that mummy?” - why indeed  
I ask?.
Above: Gerald Green,  
Shoppers and Diners Warwick (2013) 
oil on board 300 x 360mm
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A composed and mighty tiger 
emerges from darkness, 
staring with a vacant 

expression towards the viewer. His 
imposing form displays the power 
and strength of the animal whilst his 
eyes speak of sadness, hopelessness 
and desperation. Sacred Pure is the 
signature piece of Victoria Sobierski’s 
collection and really encapsulates the 
motives behind her work. 

Having only been sketching for 
five years Victoria began by taking 
up HARP art classes in Coventry to 
improve her skills before developing 
more abstract methods in the 
last year at Arts Trail Studios in 
Leamington. Always an animal lover, 
Victoria specialised in painting all 
types of animals before discovering 
a particular love for tigers in her 
early twenties, which continues to 
this day. Victoria’s work displays a 
moral message by aiming to help 
raise awareness of endangered species 

Left: Set Me Free (2013) 
watercolour on canvas 304 x 406mm

Below: Sacred Pure (2013) 
acrylic on canvas 381 x 266mm

through depicting the majestic 
creatures in their natural habitats. 
In nowhere is this message more 
prevalent than in the watercolour 
Set Me Free where a concealed 
amur leopard arouses feelings of 
melancholy and loneliness in response 
to the continued poaching of its kind. 

Victoria’s determination to help 
these endangered species is clear to 
see. Not only does Victoria donate 
to and sponsor these big cats but 
her work also does a lot to promote 
the cause of charities aiming to save 
the species. Victoria claims she feels 
deeply connected to these beautiful 
animals. She explains: “They helped 
me heal and gave me strength whilst 
I was going through a difficult 
time with my health. I feel almost 
compelled to help them. I feel I owe it 
to them.” 

For every piece of work Victoria 
sells she donates a percentage to the 
Worldwide Fund for Nature to help 

Victoria Sobierski: majestic, regal, endangered
by Lottie Adcock

  

them carry on their work creating 
safer habitats for these wild animals.

Often naming her creatures to 
give them a personal touch, Victoria 
says the piece she is most proud 
of is the beautiful cheetah, Breena. 
With her strong, defiant posture and 
proud expression it is clear to see why 
Victoria feels Breena helps give her 
courage, something she hopes others 
can connect to. 

Victoria is an LSA member and 
exhibits her work at the Arts Trail 
Studios in Leamington Spa and in 
Coventry (Herbert Art Gallery 7th 
June to 13th July 2014)..  

Below: Breena (2013) 
acrylic on canvas 304 x 406mm
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In my opinion, Moira Lamont 
has an enviable life. She has 
spent her career teaching art at 

various schools around the country, 
and having retired in Harbury now 
divides her time between working in 
her etching studio and travelling the 
world looking for inspiration. India 
and Morocco are the main sources  
of ancient textiles that she uses in her 
etchings, but she is also working on 
a new set of watercolour paintings 
based on her time in Venice. Much 
of her work involves multiple media, 
for example she will often decorate 
her etchings with stitches or gold leaf, 
which makes her work distinctive. Her 
pieces range from simple but effective 
sketches, to complex mixed media 
collections, which are almost 3D in 
places. She has even experimented 
using coca cola! 

Over many years of hard work 
she has established herself as a 
successful printmaker and has never 
considered doing anything else for 
a career. Her work has previously 
been exhibited in France and the 
UK in group shows. She thinks that 
artistic practice is a continuous state 
of development and states that much 
of her work she puts to one side and 
comes back to later. In her new body 
of work, she is trying out different 
techniques in etching by controlling 
the background tone and adding gold 
when printing rather than painting 
gold afterwards. She has also taken 
up oil painting again. I was given a 
sneak preview of a collection of works 
in progress, which incorporates thick 
impasto to give rich textural effect 
and are more abstract, using colours 

to show light and dark rather than 
shadow. 

My personal favourite of her 
works is Marjorelle Gardens, an iconic 
image of a door made her own using 
contrasting colours and dappled 
texture on the wall around (Fig. 1). 
As with many of her works, Moira has 
added stitching to the final product 

Moira Lamont's  
new body of work   
by Charlotte Yeung

  

to create the impression of a garden 
stretching out from the door, which 
in contrast to the bright colours of 
the etching serves to emphasise it. 
Following the same technique but 
with different effect, Fragment  
(Fig. 3) evokes the sense of a complex 
fabric pattern adapted from Indian 
textiles but reinterpreted using bright 
colours, and again the addition of 
stitching links back to the original 
textural source of inspiration. In 
comparison to these, her watercolour 
pictures are more emotive and 
sensual. It seems almost contradictory 
to use watercolours in Desert Village 
(Fig. 2), yet the broad strokes and 
overlapping colours in the foreground 
give the impression of haze, while 
the disjointed buildings in the 
background make it hard to see where 
the town ends and the sky begins, like 
a mirage. 

If you consider her time at the 
Slade School of Art, where sculpture 
was her main subject, Moira Lamont 
has dabbled in and become proficient 
in an astonishing array of media. 

Her status in the local art 
community and the popularity of her 
work reflects that..

Figure 1. Below centre: Marjorelle Gardens (2013)  
etching with stitching 304 x 304mm

Figure 2. Bottom left: Desert village (2013)  
water colour 304 x 406mm

Figure 3. Bottom right: Fragment (2013)  
mono print with gold leaf 228 x 304mm

http://www.LSA-artists.co.uk


Can you give us some insight into 
how you construct such incredible 
perspective drawings? Do you 
have a secret recipe?

No, there is no secret recipe 
employed in the construction of the 
skeletal perspective drawings realized 
in order to underpin, for example, the 
composition of Presently Absent in an 
English Country Garden (Fig. 1a and 

Fig. 1b) or the drawing entitled Spring 
Garden No. 1. (Fig. 2). 

Perspective is conventionally 
inspired and characterised by Piero 
Della Francesca’s (1416 – 1492) 
ordered world, in particular his 
Flagellation in urbino (c.1455 – 1460). 
Similarly, my perspectival drawings 
consist of a recessionary and 
illusionary figurative tableau, 

  

Dick Whall presently absent:  
an interview by Chloe Booyens
ArtSpace 39 included an essay by Professor Clive Richards on the theory 
behind perspective and the use of vanishing points in drawing pictorial 
representations of three-dimensional scenes. Here we showcase the work of  
a consummate practitioner of this technique with the drawings of the artist  
Dr Dick Whall. Through the interview with him, and using translucent overlay 
pages, aspects of Whall’s working methods are revealed. 

Figure 1a. This is the vanishing point perspective 
construction (6 – 9/8/2012, photocopy and pencil, 
385 x 165mm) used in the preparation of the 
drawing Presently Absent in an English Country 
Garden shown in Figure 1b 

configured within a framed box-like 
space, with the disparate elements 
assembled upon a delineated 
horizontal plane. This, analogous with 
the sitting of elements constituting 
the author’s earlier conglomerate 
installation, L’Appariel pedagogique 
avec ses Apanages (1966–1969), in 
which the components making up the 
installation had been distributed 
strategically, had geophysical 
significance across the floor within the 
confined space of the gallery (Fig. 3). 

unlike the installation 
experience, where this was viewed 
from within and among the 
components, the two dimensional 
composition is encountered frontally 
from outside the ‘picture plane’, and 
in the Spring Garden series, from 
inside the framing window looking 
out. In the Spring Garden series a 
primary vanishing point has been 
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Dick Whall was born in Norfolk 
in 1939. He attended the Norwich 
School of Art and the painting 
School of the Royal Academy of 
Arts in London between 1958 and 
1963 and further read for a Masters 
degree and a Doctorate at Coventry 
University during the years 1988 – 
1996. He has exhibited internationally 
throughout five decades and taught 
at many universities in the UK and 
USA. Dick retired as the Head of the 
Department of Fine Art at Coventry 
University in 1996 and returned to 
Norfolk, residing and working firstly 
on the northern coast; since 2007 he 
has lived in the village of Gresham 
where he has drawn in his garden 
studio. 

Dick Whall took up a teaching 
post at Coventry Polytechnic in 
1971, living with his family, firstly 
in Holly Walk, Leamington Spa, 

and subsequently in a studio in 
Russell Terrace and another in 
Hyde Place, Leamington Spa. A 
two person exhibition, Notations 
and Processes, was held at Herbert 
Art Gallery and Museum, Coventry 
(Whall and Hepburn) in 1973. This  
was followed by an exhibition in 
Kiel, West Germany, Eight Coventry 
Artists in 1974, and solo shows at 
Coventry Polytechnic in 1976, at the 
Ibis Gallery, Leamington Spa 1979, 
and at the IKON Gallery, Birmingham, 
1984. A group show of Leamington 
artists entitled, Dialogue, was held in 
Bruhl, Koln, West Germany in 1985, 
and a solo show was staged at the 
Mead Gallery, University of Warwick 
(On The Town, Midland View 4) in 
1987. Additionally, a group show as 
part of the Warwick Arts Festival, 
was held at the Leamington Spa 
Museum and Art Gallery, 1989, also 

Art Forms (sculpture exhibition) 
similarly held at the Leamington Spa 
Museum and Art Gallery in 1990. An 
exhibition Freedom in Imagination  
(Amnesty International) was held in 
the Lanchester Gallery of Coventry 
Polytechnic in 1991. Following 
several further group shows in the 
same gallery of the newly designated 
Coventry University from 1991–1996, 
including IT Works, (computer-
aided art and design) Dick Whall’s 
close association with the arts in 
the West Midlands concluded with 
a solo exhibition Documentum de 
transmutatio, a PhD installation in 
the Lanchester Gallery of Coventry 
University in 1996. 

In the following year Dick Whall 
left Leamington Spa to live on the 
Norfolk Coast. Prints are held in the 
collection of the Leamington Spa 
Museum and Art Gallery.
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positioned upon a single horizon line, 
to which the corner angles of the 
window frame are projected, echoed 
by the diminishing perspective of the 
paling fence, the grass, path, and the 
like. The miniscule horizontal tops of 
the support stakes in the foreground 
also adopt the primary vanishing 
point, but, because the near side faces 
of the stakes are not parallel with the 
window frame, an additional set of 
vanishing points were required for 
each of the eight stakes. Recessional 
perspective in this instance assists in 
creating the impression of looking at 
the garden through a pane of glass.

In the drawing Presently Absent 
in an English Country Garden four 
horizon lines have been employed, 
each featuring two vanishing points, 
several of which are seen to be located 
outside the compositional rectangle 
(see Figure 1a). The various vanishing 
points and horizon lines have been 
determined by the position and 

arrangement of the featured garden 
furniture, marker stake, gnomon 
(shadow stick) and figure, where these 
in turn were observed to not stand 
upon a flat, unifying and even plane 
of grass. It was this unevenness that 
necessitated the multiple horizon lines 
and multi-vanishing points. The golf 
hole, stool and chair share the same 
vanishing points on the same horizon. 
The tilting table and supported still 
life can be traced back to a vanishing 
point located coincidentally with the 
left eye of the solitary figure, (right 
as viewed). This in turn positioned 
according to the ‘mean’ (a square 
based upon the vertical dimension 
of the drawing) and attributed to 
Fibonacci, also known as Leonardo 
Pisano Bigollo (c.1170–1250). The 
centrally positioned marker stake on 
the bottom edge of the drawing is 
seen to enjoy its own recessionary  
co-ordinates. The upturned, 
open book has been drawn 

using a vanishing point within 
the compositional rectangle and 
one outside the rectangle. The 
garden bench and newspaper are 
positioned parallel with the picture 
plane and employ a shared single 
viewpoint recessional perspective. 
The perspective construct in turn 
necessitated accurate recessional  
scale determinates.

The shoes of the solitary 
ghost-like inhabitant are aimed 
to stand firmly on the horizontal 
plane of grass, mimicking the feet 
on the marble floor in Piero Della 
Francesca’s Flagellation.

The gnomon stick serves as a 
sun-dial, registering the time, day 
and month and thus determining 
the angle and length of the shadows 
cast by the various elements in the 
composition, in so doing, indicating a 
precise point in time for the drawing. 

Finally, it is hoped that given the 
range of graphic vocabularies used  

Figure 1b. Presently Absent in an English Country Garden (5/5/2012 – 23/8/2013). Pencil on cartridge paper, collage and calibrated border 1250 x 1000mm
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(an eclectic, modernist revision 
of styles), the overall look of the 
drawing does not suffer from the 
rigid geometric underpinning. 
Conversely, the author believes that 
the architecture provides substance, 
authenticity and credibility, and at 
the same time serves to evoke an 
ambience of stillness and calm.

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

David Jones (1896–1974) were 

he still living. From the experience 
I might have acquired a greater 
insight into his work, his beliefs, faith 
and personality, during the drawing 
sessions, all whilst engaged  
in conversation.

Who would you choose to do your 
portrait? 

I have chosen Michael Andrews 
(1928–1995) wishing retrospectively 
that I might have posed in his garden 
off the unthank Road in Norwich 

for his oil painting The Family in the 
Garden (1960–1962). 

Would you say you have ever 
experienced an art epiphany?

Not fully grasping the 
significance or implication of the 
question. No. But presumably there is 
always the possibility!

Do you believe any of your past 
experiences feed directly into your 
work?

Yes, most certainly. Planametric 
and schematic drawings made in 
connection with the installation 
work L’Appareil pedagogique avec 
ses Apanages, notational and 
diagrammatic materials, ‘hyper 
textual’ authoring and observational 
‘sketching’ are believed to have 
contributed to the manner of 
execution used in the Norfolk garden 
drawings.

Experience has led to the 
conclusion that gallery installations 
should be left to the relatively young 

The artist Dick Whall at work in his Norfolk garden 
studio, 2014

Figure 2. Spring Garden with a Portrait of the Artist as an Elderly Scarecrow (24/3–15/05/2014). Gryngolet, Gresham, Norfolk. Pencil and collage.  
420 x 300mm (One of a seasonal garden series, Temporal Transience)
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to middle-aged artist, whilst the 
process of drawing is manageable 
by the partially infirm and elderly 
practitioner.

The manner in which the series 
of twenty eight self-portraits were 
realized, of which Figs. 5, 6, and 7 are 
examples (2011–2012), can be traced 
back to the seven year ‘apprenticeship’ 
in observational drawing undertaken 
firstly at the Norwich School of Art 
and subsequently in the Schools of 
the Royal Academy in the late 50s and 
early 60s. 

The doctoral research 
experience might be interpreted 
as the precursor facilitating the 
rigour and stamina necessary to 
undertake studies of the kind outlined 
previously.

Do you have a favourite place to 
look at works of art, and why?

Yes, I always enjoy and am 
thrilled to visit the domesticity 
of Kettles Yard in Cambridge, in 
particular to see the drawings of 
David Jones. When I was able to travel 
outside Norfolk with confidence 
I would derive inspirational 
reassurance from the perpetual calm 
and blooming nuance surrounding 

the factory worker’s lunch-break in 
Georges Pierre Seurat’s (1859–1891) 
Bathers at Asnières of 1884, to be 
found in the National Gallery, 
London. I have always loved the 
serendipity found in the Pitt Rivers 
museum in Oxford. 

Detail from a wall installation (28/6–29/7/2012, mixed media 2400 x 1600mm) for the perspective construction of the drawing Presently Absent in an  
English Country Garden shown in Fig. 1a 

Figure 3. The installation L’Appareil Pedagogique 
avec ses Apanages or The Enigma Machine 
together with its ‘Bombs’ (1966–1969), part of  
the conglomerate accumulative work exhibited  
in the Mead Gallery, University of Warwick   
(12/9–31/10/87)
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Do you currently have your work 
on show anywhere? Or do you 
have any future projects lined up?

Well, historical items will be 
found in the collections of a number 
of public art galleries and museums 
including the ulster Museum, 
Belfast, Bradford City Museum and 
Art Gallery, Bretton Hall, Yorkshire 
Sculpture Park, university of De 
Catolica De Champinas, Brazil, 
Coventry university, Warwickshire 
District Council Planning 
Department, and other institutions. 
Prints can be found in the archive 
of the Leamington Museum and 
Art Gallery, purchased in 1996. 
Contemporaneous materials can be 
found in various archives, including 
that of  The university of Aberystwyth 
where a series of my drawings were 
exhibited between October and 
November 2013. A further show of 
drawings is being considered for a 
venue in South Wales.

My current project entitled 
Temporal Transience involves a series of 
garden drawings forensically observed 
from the east window of my garden 
studio. Fig. 2 shows one in the series. 
The first winter drawing was initiated 
in September 2013 and subsequent 
drawings will continue to address and 
trace the passage of time, decay and 
growth in the garden throughout the 
full calendar year..
 
 

Figure 6. Self-Portrait No.13 (14/11–2/12/2011) 
pencil on cartridge paper 285 x 120mm

Figure 7. Self-Portrait No 26   
(10/5/2012–14/8/2013) pencil on cartridge paper 
285 x 120mm. The related image featured on the 
facing page is an enlarged detail of the drawing 
shown in Figure 1a

In the next issue of the journal, 
Artspace 41, Nicholas Smale 
will provide a further analysis of 
Dick Whall’s work. 

Figure 5. Self-Portrait No.25[i]  (5/2–21/2/2012) 
pencil on cartridge paper 285 x 120mm
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21David Lewis is an artist and an 
LSA member who works mainly 
in watercolour and acrylic, 

producing beautiful architectural and 
natural views – and Leamington Spa 
has the privilege of being one of his 
big inspirations. 

He cites his strong background in 
architecture as “really important” and 
one of the main sources of inspiration 
for his paintings. He explains, “I 
trained as an architect when I was 
about 18 years old. I really loved 
sketching the buildings, and learning 
how to really observe aspects of our 
environment we wouldn’t normally 
look at. I think it should be on courses 
for all kinds of jobs! Council planners, 
plumbers, politicians.”

Having lived in both Coventry 
and Kenilworth, he is used to the 
diverse architecture of the West 
Midlands and it’s clear in his paintings 
that this is his passion. Painting 
views of historical buildings such 
as churches and town halls, as well 
as houses and smaller villages, he 
explains how he “prefers to work from 
life to capture the true colours and 
feeling of a subject.” This is apparent 
in his works – although he uses a 
wide range of vivid yet naturalistic 

colours, his portrayals are instantly 
recognizable to those who live amongst 
the beautiful architecture he depicts. 

He cites Gerard Richter and 
John Piper as his influences, saying, 
“I like how Richter keeps his colours 
abstract and yet is also constantly 
changing them.” The influence from 
Piper’s focus on colour and landscape 
is brought out in Lewis’s extraordinary 
painting of Victoria Terrace (Fig. 1). 
The background and colours of the 
painting are completely abstract and 
seemingly ethereal, lending a sense of 
mysticism to Victoria Terrace. 

His work seems to take the 
viewer on a journey through 
Leamington itself, with the winding 
pathways and unexpected viewpoints 
showing details one might not expect 
to see normally. He reasons, “I am 
fascinated by the architectural detail 
that surrounds us from the past, the 

Figure 2. Above: Jephson Memorial (2012)  
acrylic 500 x 500

Figure 1. Below: Victoria Terrace (2011)  
acrylic on canvas 100 x 30

Helena Alty  
talks to  
David Lewis 

almost lost craftsmanship in stone 
and brick, the clutter and wire 
infested streets of medieval European 
towns.” His acrylic of the Jephson 
Memorial shows this in its more 
intimate and detailed portrayal of 
Corinthian pillars and stone crest 
(Fig. 2). The lower viewpoint thrusts 
our attention upwards into the 
shadowed crevices we, as visitors, 
would normally walk straight past.  
He goes on to say, “I love seeing how 
medieval towns have been adapted for 
21st century purposes,” citing 
Bologna as a personal favourite to see 
how this hybrid identity and heritage 
can work.

He explains how he only recently 
thought of himself as an artist, having 
categorized himself as a designer and 
illustrator for most of his working 
life. “I really love being an artist. 
Design work was becoming very 
computerized, and people didn’t want 
sketched designs on paper.” It would 
appear that it is design’s loss, and art’s 
gain, as David’s vivid and multihued 
works no doubt keep both him and his 
audiences absolutely captivated..
If you’d like to see more of  
David’s works, or get in contact:
www.davidlewisart.co.uk
email: Davidlewis48@hotmail.com

http://www.LSA-artists.co.uk
http://www.davidlewisart.co.uk
mailto:Davidlewis48@hotmail.com


 

22Caroline Gatehouse’s work 
concentrates on two main 
themes: natural landscapes 

and animals. In subject, many are 
related to Leamington Spa (she is 
an LSA member), but her influences 
and technique range from African 
landscapes, Cornwall and 19th 
century France.

Her interest in art was confirmed 
as she studied at Cheltenham and 
Gloucester Art College where she 
left with a distinction in Design and 
Display. After that, she went on to 
work at the National English Opera 
House, where she was able to develop 
her knowledge about a range of 
materials and styles from her works.

But it was art that had 
captivated her from an early age, and 
it was in fine art, she realised, where 
her aspirations lay.

Caroline Gatehouse’s  
hidden landscapes  
by Helena Alty

  

Figure 2. Above: Secret Garden (2012)  
Jephson Gardens, Gouache on A1 sized paper

Her influence from the 
impressionists, namely Seurat is 
particularly evident in her works. She 
says, “Obviously, the Impressionists 
were my first and lasting inspiration 
– Seurat and Monet particularly, but 
also the poster style of  Toulouse-
Lautrec.” Gatehouse explores Seurat’s 
innovative use of pointillism to 
develop the effects of dappled sunlight 
on nature in her paintings, with a 
strong emphasis on how the colours 
interact with each other to create rich 
hues. She explains, “My stimulation 
comes from visual observations of the 
world around me – urban and rural, 
and watching how light playing on 
the different colours and moods of 
the seasons, creates an ever-changing 
impression on my work.” Similarly to 
Monet’s Haystacks, she often comes 
back to the same subject, painting it 
at different times of the year to see 
the differences of light and colour in 
separate seasons. Further, the use of 
complementary colours in works, seen 
in her painting of the bridge over the 
River Leam in Leamington, creates 
full and bright tones, establishing  
a harmonious atmosphere to her 
image (Fig. 1). 

This ‘harmony’ is further seen  
in her other influences she names, 
such as Tony Hudson and John 
Miller. She explains, “Some years 
ago, I spent considerable time in St. 
Ives, and became friends with, and 
influenced by, many of the artists 
there including Tony Hudson, Max 
Barrett, and John Miller.”

Miller’s iconic beaches and 
Hudson’s vast and colourful African 
landscapes evoke the same idyllic 
and tranquil feelings as Gatehouses’s 
views, although her works do not 
concentrate so heavily on one 
landscape or theme. They are much 

more varied in their focus on different 
areas she has visited, or animals in  
her area.

Gatehouse explains how living 
in Leamington, she finds a certain 
uniqueness even in the things we pass 
by everyday. “We know we’re lucky 
to live in such beautiful surroundings 
but it’s so easy to overlook the 
beauty of the place in the day to day 
hustle and bustle.” The repeated 
focus on nature and landscapes in 
her paintings definitely shows an 
appreciation for naturally occurring, 
simple beauty. 

This comes out in her painting 
of the garden at the back of her house 
(Fig. 2). It seems never-ending, as 
different shades of green dominate the 
planes of the canvas, extending right 
into the background. Only the vividly 
coloured flowers give it perspective, 
as they sprout unexpectedly from a 
sea of green. And perhaps the effect of 
being ‘lost’ in the painting is what she 
had hoped to achieve, as she explains, 
“I really lost myself in this garden – 
there are so many secret corners!”

Like many artists, it seems she 
too appreciates the beauty in taking 
time to observe – a skill we can all too 
often seem to forget..
If you would like to see  
more of Caroline’s work:  
www.fatwhitecatstudio.com

Figure 1. Below: Jephson Gardens (2013) 
Gouache on paper 1550 x 2100mm

http://www.fatwhitecatstudio.com
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Corinna Spencer:  
the darker side of human emotion 
by Lottie Adcock

  
Left: Wallis Blue 1 (2014)  
oil on board 210 x 150mm

Below: Infatuation No.1 (2013)  
oil on board 210 x 150mm

In Corinna Spencer’s own words 
“obsession, love and death are 
central to my work” and it is 

certainly the case that if you are 
searching for something cheery you 
should look elsewhere. However, 
Corinna’s art has a level of intimacy 
that is very rare to come by; she looks 
at aspects of life that, although not 
glamorous, are something we have 
probably all experienced. 

Taking inspiration from 
historical accounts of love and 
obsession, Corinna works to explore 
the darkest parts of human emotion. 
Recently her work has focused on 
ideas of fetishized obsessions, with 
cropped depictions which leave the 
viewer to piece together the story. 

Corinna’s own personal 
obsession is a project that is based 
on the love affair of Edward VIII and 
Wallis Simpson. Corinna explains 
that she enjoys exploring Edward’s 
own obsession with Wallis but also 
the general public’s obsession with 
focusing gossip and blame on  

Mrs Simpson alone. A complicated 
period in the history of Britain that is 
still very much a point of discussion 
in modern times (the recent film of 
The King's Speech for example); it is 
also something which Corinna claims 
she is drawn back to again and again, 
each time with another element of 
obsession. 

It is Corinna’s methods which 
make her work so captivating. Often 

painting many pieces in quick 
succession to each other over a long 
period of time in the studio, this 
obsessive manner of painting helps 
to translate over into the finished 
product. 

Corinna has an MA in Fine 
Art painting and works for both the 
Transition Gallery in London and 
the Garageland magazine. In 2012 
Corinna curated her first touring 
show Tainted Love which visited 
London, Herefordshire and Coventry. 
She exhibits both nationally and 
internationally. upcoming exhibitions 
include Details at the Transition 
Gallery in September 2014 and Sex 
Shop at Folkestone Fringe in August. 
More information on Corinna 
Spencer can be found on her website: 
www.corinnaspencer.com .

http://www.LSA-artists.co.uk
http://www.corinnaspencer.com
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Figure 2. Below: Somoo Chomosky  
Life Drawing Session (1987)  
pastel on paper 2460 x 1420mm

Art news miscellany by Dave Phillips

  
 
This column brings selected art news

1. Robert Indiana’s retrospective 
exhibition Beyond Love, at the 
Whitney Museum, New York, 
mentioned in the last issue, was highly 
successful. The Leamington library 
has a copy of the catalogue, which 
provides a comprehensive account of 
his work and life, and is well worth 
a look. It shows, however neglected 
your work might seem, if you 
persevere you might become a good 
artist in the end. In his case it is clear 
that he is a significant artist in the 
development of post-war American 
art, and this exhibition secured his 
reputation.

2. Since mentioning the case - in the 
last issue - of Cornelius Gurlitt and 
the 1,400 works found in a Munich 
flat, which he claimed were given to 
him by his father, an art dealer who 
bought them from Jewish owners, 
it has emerged he kept a further 8o 
paintings in his home in Salzburg! 
These include works by Monet, 
Renoir, and Picasso. The plot thickens 
and already there are several claims 
being made on the collection, which it 
now seems he is okay with, and is  
co-operating with the authorities.
Cornelius died on the 6 May 2014,  
aged 82, from complications following 
surgery after ill-health in Munich! 
So what will happen to the art hoard 
of 1,400 works plus the recently 
found 80, estimated to be worth 
£1 billion? His sudden death leaves 
many questions unanswered. One 
extraordinary saga, leads to another.  
I shall keep you informed!
                
3. The forger Wolfgang Beltracchi 
(born Fischer) has been convicted 
and jailed for six years. His 
autobiography Self-Portrait, published 
in March 2014 in Germany, 

reveals how for nearly 40 years, 
now 63, he deceived the art-world, 
making millions. He writes “Critics 
attributed some mystical aura to 
my paintings before they knew 
they were fakes, and now they are 
saying they are worthless.” What he 
fails to understand is the nature of 
innovation, “Art is a corpse without 
it,” said Winston Churchill. To work  
in the style of another artist in  
order to deceive and then imagine 
that the work done has the same 
qualities as the original is truly self-
delusional. It is gratifying to know 
that his ill-gotten gains have been 
liquidated to compensate those he 
deceived. These included estates in 
Germany and the south of France, a 
vineyard, an 82 ft yacht and expensive 
cars. His wife Helene aided and 
abetted by claiming that they were 
works from the collection of her 
grandfather, a German industrialist, 
and was jailed for 4 years as an 
accomplice. This use of artistic skill 
is pathetic and at the same time 
toxic, undermining the authenticity 
of artists’ work, and the art market 
generally. It is not clever but corrupt 
and criminal. 

4. Recently, the National Gallery 
exhibited two of the ten famous 
Sunflower paintings by Van Gogh: 
one from the Louvre and the other 
its own. People queued for at least 
twenty minutes to get a glimpse, me 
amongst them. Many people preferred 
the French version, but both are 
amazing. As we are unable to show 
them, we turn to our chairman Clive 
Engwell. His painting of Sunflowers 
stems from a study of the originals, 
and exhibits an appreciation of 
Vincent’s aspirations and technique. 
(Fig. 1) It should be emphasised that 

this work is not meant to deceive,  
but to inspire and give pleasure.

5. Somoo Choksey’s retrospective 
exhibition in aid of her three 
charities - from the 5th to 13th April 
2014 – at Leamington’s Althorpe 
Artists’ Studios was a huge success, 
both artistically and in terms of 
fund raising. Her paintings were 
characterised by persistence and an 
innumerable amount of portraits that 
confronted the viewer, containing 
the particle of truth, which she has 
sought for so long. One admires the 
tenacity, the various figures, faces and 
even landscapes, showing that nothing 
daunts her endeavours, which is the 
sign of a true and serious artist. There 
was a spirit of life about the work and 
a suggestion that nothing will hold her 
back. Colour you could say was one 
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of the instruments she used, and the 
exhibition was a riot of exuberance. 
Long may she continue her pursuit, 
for she demonstrates that the act of 
painting is an absolute pleasure. Her 
decision to auction her work for the 
greater good was admirable. The 
illustrated work shows her work from 
the beginning (this is her earliest 
work), and from there on how brave 
and ambitious she set out to be. She 
will never give up and is an example 
to us all (Fig. 2). 

6. Every now and then cleaners in 
galleries manage to dispose of work, 
which they mistake for rubbish. Well, 
they have done it again – in Hong 
Kong on the 9th April 2014. The 2012 
painting Snowy Mountain by Chinese 
artist Cui Ruzhuno, auctioned for 
£2.2 million, has disappeared and 
thought to have gone to the city’s 
landfill site! But could it have been 
the work of art thieves? The answer 
remains unresolved as yet but the 
evidence seems to point to the 
cleaners being at fault.

7. Even more bizarre is the story of a 
couple of Gauguins and a Bonnard, 
stolen from a house in London in 
1974 and found on a train in Italy, 
having been abandoned, and then 
auctioned in Milan. They were bought 
by an autoworker for circa £20, who 
hung them in his house without any 
idea of who had painted them. But 
having retired to Sicily was told by 
a relative they could be a Gauguin, 
and so they were, worth of course, 
enormous sums of money. The legal 
position has yet to be resolved!  

8. Mention should be made of one of 
the great benefactors of Art, who left 
57 Italian Baroque paintings (1520–
1600) to the Art Fund, estimated to 
be worth £100 million. Sir Dennis 
Mahon died in 2011, aged 100, and 
in addition left £1 million to the Art 
Fund, who had the responsibility to 
transfer the paintings of Guercino, 
Guido Reni, Domenichino and 
Ludovico Carracci, among others 
to the National Museums and the 
Galleries, a task which they have now 
completed. The National Gallery 
will be responsible for 25 works; the 
Ashmolean in Oxford for 12 (but 
they in addition have been given 50 
works associated with the work of 
the artist Guercino); the Scottish 

National Gallery in Edinburgh for 
eight; the Fitzwilliam in Cambridge 
for six; and Birmingham Art Gallery 
for five; with Temple Newsam House 
in Leeds for one. There is one very 
important stipulation, and that is 
that the galleries must not Charge the 
public for admission, or sell the works 
from their collection, otherwise they 
will be withdrawn. Mahon is a shining 
example to us all but especially to the 
mega-rich..

Figure 1. Above: Clive Engwell  
12 Sunflowers in a Vase (2014)
acrylic on board 600 x 900mm

http://www.LSA-artists.co.uk
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LSA members' 
work by  
Clive Engwell 

One of the great pleasures in 
volunteering at Gallery 150 
is that one gets to help hang 

on the walls of the gallery some 80 to 
120 works of art every three weeks of 
the year. That is getting on for around 
2,000 a year!

The immense pleasure of seeing 
the images before anyone else, as they 
are carefully unwrapped for booking 
in by their nervous owners, is hard 
to describe. The cries of “WOW!” and 
“Oh that’s so beautiful” reverberate 
around the room. I am sure that 
it must also happen at the Royal 
Academy, but one does get drawn 
into falling in love with some of the 
exhibits as they are lifted into place.

There is no bad art, but there 
are loads and loads that are truly 
memorable, even in the most humble 
of galleries.

The two pages here, which I 
have entitled ‘LSA members’ work’, 
contain just a small handful of pieces 
of artwork that I have seen and 
enjoyed during the last few months 
as an active volunteer. All of the 
artists whose work is shown here 
have given permission to have them 
reproduced and since, like me, they 
may probably never get to be selected 
at the RA, will be able to tell all their 
friends and family that membership 
of Leamington Studio Artists really is 
worthwhile. Enjoy! 

Claire Henley
Surfs Up (2012) acrylic and tissue paper  
610 x 610mm  

LSA member Clare Henley is a professional artist 
and illustrator. Trained as a graphic artist Clare has 
worked in a variety of fields such as stationery, 
giftware and toys before becoming a book illustrator. 
To date she has been responsible for the illustration 
of over 100 children’s books.

Widely exhibited, Claire is now hoping to find 
the time to work on a larger scale and is producing 
a series of canvases inspired by her love of the 
landscape and coastal areas of Britain.

Neil Adcock 
Airborne at Ballaugh (2014) oil on canvas  
400 x 500mm  

Coventry-based artist Neil Adcock has grown up 
with racing motorcycles. His father started racing 
when Neil was eight years old and is still riding bikes 
at the age of 72. Whilst supporting his father at the 
circuits, Neil, a chartered engineer, developed a 
deep interest in, and understanding of, vintage and 
modern racing machines.

He returned to his hobby of painting after a long 
break bringing up his family. A natural subject for his 
artwork is motor sport. Neil’s paintings are fantastic 
action shots, painted in great detail, and he plans 
many more including black and white images of past 
racing greats. Can’t wait!

Howard Manttan
Colour Drift (2014) acrylic on canvas  
90 x 600mm

New to the art scene is Howard Manttan, who has 
created his own unique style of multi-coloured 
paintings by using, not a brush, but a stick!

Howard’s work was first admired by his family 

who requested pictures to hang in their own homes, 
which gave Howard the confidence to join the LSA 
where he is now exhibiting his work regularly. He has 
just completed his first private commission.
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Ian Preece
Fishing Boat at Dawn (2014) canvas digital print  
Shown 1000 x 670mm  

LSA member Ian Preece is a truly remarkable 
photographer whose interest in the subject started 
many years ago when his job enabled him to travel 
to many exotic locations across Europe, Africa and 
America. Armed with a modest Minolta camera he 
quickly moved up to the full frame digital kit with all 
the associated paraphernalia required by an aspiring 
landscape artist. 

Ian has recently embarked on an exciting new 
venture working as a resident photographer for the 

Hindustan Trekking Company taking photographs 
in the Indian and Nepalese Himalayas. His recent 
exhibition at Gallery 150 showed many exciting 
and fascinating views of a recent visit to the Indian 
subcontinent including the one shown here of a 
fishing boat at dawn.

This fascinating and stunning detailed image, 
skillfully enlarged to a metre wide, is clearly the art of 
photography at its very best. Nice one Ian.

Veronica Pock 
The Village Tree (2014)  
mixed media with a dash of glitter 480 x 60mm   

New to the art world with no formal training, Ronni 
clearly has great patience, keen observation, 
perseverance and quite simply lots of enthusiasm.  
She gets enormous enjoyment from her art and 
practices every day.

Her work switches between deep and serious 
artwork to comical, fun and fanciful images, currently 
of trees, flowers and houses. We shall clearly be 
seeing a lot more of her wonderful pictures in the 
years to come.

Cliff Brigden painted this almost hidden corner of 
the Rousham landscape gardens and the beautiful 
bridge over the river Cherwell on a warm August 
afternoon. His painting attempts to distil the spirit 
of his experience of this intricately detailed scene 
and is a superb example of his work. A masterly 
landscape.

Cliff graduated in History of Art at the University 
of Warwick which included study in Venice and 
research in Denmark. His subjects also include 
portraiture, architectural detail and townscapes 
which are executed in significant detailed realism 
and occasionally, with a semi abstract approach.

Cliff Brigden
Bridge at Rousham (2004) oil on canvas  
800 x 600mm  

Recently selected and displayed at the prestigious 
First Guardian Witness Awards ceremony Sukhbir 
Hothi’s painting Rainclouds achieved wide acclaim.

Sukhbir has produced a vast number of exciting 
canvasses since he first experimented with painting 
in 1998. Most of his delightful, imaginative and 
highly coloured abstract images are of repeating 
small patterns with interlocking themes. All are 
meticulously painted to ensure that the images work 
across the canvas. Unlike Rainclouds, shown here, 
most of his work is made with vivid colours.

Sukhbir describes himself as self-taught and 
says that he paints with a vibrancy in order to 
revitalise both the mind and spirit in such a way that 
he hopes will make you smile.

Sukhbir Hothi 
RainClouds (2013) acrylic on canvas  
680 x 400mm  

http://www.LSA-artists.co.uk
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28Neil Moore has lived in 
Leamington Spa for 40 years. 
He teaches life drawing 

classes and workshops when he is 
not working in his studio. Recently, 
his work was exhibited alongside 
Lucian Freud and Francis Bacon at 
the exhibition Oneself as Another at 
the Royal West of England Academy, 
Bristol, which explored the concepts 
of identity and portraiture. 

Although his paintings are 
stylistically Realist, he invests more 
in imaginative aspects than achieving 
representational perfection. Therefore 
many of his works contain captivating 
uncertainties. The emphasis is on 
the figure, often placed in a neutral 
background. However when they 
are presented in an environment, 
the effect is striking (Fig. 1). Moore 
prefers Realism to Abstraction, which 
connects with people in a more 
straightforward way and produces a 
greater emotional response. His works 
often contain whimsical additions, 
like six toes on one foot. Which on the 
other hand suggests realism can be 
deceptive; the language is familiar  
and people do not always expect to  
be surprised.

He specializes in female 
nudes, finding the women more 

interesting both physically and 
mentally. Physically for example – 
women can experience more than 
men in their ability to carry a child. 
Many of his women stare out of 
the painting directly connecting 
with the viewer. They are assertive 
and independent, or enjoy being 
looked at in a voyeuristic sense. 
He says of his women that they are 
strong, confrontational, challenging 
women, who force you to engage with 
them. Chiefly, he focuses on their 
expressions rather than anything else. 

upon first examining his work 
I felt a strong sense of violence and 
danger; unsettling motifs confronted 
me: red crosses, babies lie on the 
ground, feet hang from the ceiling or 
ropes entangle figures (Fig. 2). The 
protagonist of Release looks accusingly 
at the viewer, her eyes frowning 
and her lips tight, as though we are 
responsible for her enslavement.  
Following this interpretation we 
could read it as an expression of 
Moore’s feminism - a visual metaphor 
of society’s unequal treatment of 
women. Norwegian Wood was inspired 
by prolific Japanese novelist Haruki 
Murakami’s writings on suicide (Fig. 
3), the title taken from Murakami’s 
bestselling novel. Following the same 

motif of danger, it evokes a sense of 
fragility and pain, and we uncertain 
as to whether the dangling legs are a 
figment of the woman’s imagination 
or an actual part of the scene. Despite 
the grave subject matter, the feet are 
pointed like those of a ballerina, and 
everything in the picture is delicate 
and poised.

His work is often informed 
by his take on current events in 
the media, such as the debate on 
body image and plastic surgery. The 
exposed, naked subjects invite you 
to question your own identity. A 
feature of his work is his invention of 
the ‘unidentifiable object’, a product 
of his search to find something 
unrecognisable. In Stranger it is made 
of fabric bound at intervals and 
contains natural shapes (Fig. 4). 

Moore’s unique style has been 
honed over many years of working 
as a professional artist, lecturer and 
exhibiting almost annually in London 
or Warwickshire. The paintings are 
tools to understand rather than to 
be understood, and he is always 
curious as to how his paintings are 
interpreted. He has never accepted a 
commission, preferring to paint for 
personal fulfilment..

Neil Moore's 
women, by 
Charlotte 
Yeung

  

Figure 3. Top left: Norwegian Wood (2010)  
Oil on canvas 1420 x 1320mm

Figure 2. Top right: Release (2009) 
Oil on canvas 1680 x 1520mm

Figure 1. Bottom left Auto de fe (2009) 
Oil on canvas 1520 x 1120mm

Figure 4. Bottom right Stranger (2011) 
Oil on canvas 810 x 610mm

http://www.LSA-artists.co.uk
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Chair’s report 

You may recall that last time 
I reported that LSA was able 
to overcome the setbacks of 

2013 and, under the leadership of our 
gallery manager Kate Livingston and 
her army of volunteers, continued 
to maintain and improve the unique 
reputation of Gallery 150.

I am pleased to say that the 
success has continued unabated and 
indeed, has been enhanced during 
2014. Fears that our gallery would 
be at risk by developments in Livery 
Street subsided when we received the 
following encouraging remarks from 
the Chief Executive of the owners of 
the Regents Court shopping centre:  

“We very much value your 
long-standing occupancy at 9 Livery 
Street and you obviously have become 
a focal point for the community. 
We commend you and your fellow 
trustees for all the hard work you have 
put into making Gallery 150 such a 
success”.

Fully booked this year so far, 
we have had two excellent members’ 
shows: the New Year Showcase 
and Renewal 5. Also, the amazing 
exhibition of ‘street art’, graffiti by 
the famous Kem and Mef, together 
with Cult Zero. The aspiring artist 
Matt Howe held his controversial 
show Tolerable, and we were all 
enthralled by the incredible images of 
photographer Ian Preece.

The gallery was also delighted to 
welcome local art groups to hold their 
annual events with us, enhancing our 
mission of promoting and providing 
exhibition opportunities for the 
local community. We hosted shows 
from the Coventry and Warwickshire 
Society of Artists, the Cubbington 
Art Group and look forward to the 
Association of Midland Artists later  
in the year. 

Appeal for volunteers
The LSA needs to be for all art and all 
artists and is not just about joining 
a club merely to sell a few postcards 
or a piece of artwork. Most members 
recognize that taking part in our 
‘community’ of artists requires 
giving, or ‘volunteering’ as we call 
it, in order to ensure our success 
and our reputation as a leading arts 
organization.

May I thank the large team of 
enthusiastic volunteers that we do 
have, but also make this appeal to all 
other members. Firstly, if you have 
the time or are recently retired and 
feel you can manage the gallery for a 
half or whole day on a regular basis, 
please talk to Hilary Roberts. In 
addition David Phillips desperately 
needs to appoint a distribution 
manager to assist in distributing this 
and future ArtSpace journals to the 
various institutions and bodies other 
than our immediate membership.  
He can provide full instructions. 
Please help.

Coming soon
All institutions need to adapt and 
grow if they are to flourish. This year’s 
summer event Art in the Park will be, 
we hope, a celebration of this process. 
The brain child of Mo Finnesey, 
this exciting project has been 
enthusiastically taken on board by  
her newly formed subcommittee.

The event will be the first of 
its kind in Leamington Spa and is 
planned to take place in and around 
the top field of Jephson Gardens 
and throughout the park in August 
2014. The event has the approval 
of the Warwick District Council 
and is directed at attracting artists, 
individuals and families who are 
visiting the town centre, and planned 
to coincide with the presence of 
National Bowls Championship 
attendees and other key events  
in town.

We have been fortunate to enlist 
the help of Carole Sleight as our 
Project Manager for the event. Carole, 
a highly experienced events organizer 
and lover of the arts, is driving this 
event with great vigour.

Another members’ initiative, 
inspired by a resurgence of the car 
industry in the West Midlands, 
is a summer exhibition in late 
July encompassing the art of the 
automobile. The event, which will 

run for three weeks, and entitled 
Driven, is a celebration of the artistry 
involved in the conception, creation, 
and depiction of the motor car. Artists 
will be invited to fuel an exhibition 
at Gallery 150 showing all aspects of 
the car, its beauty, power, nostalgia, 
history and its effect upon our lives.

Membership
Your trustees have approved the 
simplification of our membership fee 
structure and all members will have 
received a letter outlining the changes 
and requesting any individual action 
that they need to take.

This exercise is aimed at 
producing one membership fee which 
includes all of the benefits of joining 
the LSA. The ‘Friends of the gallery’ 
qualification will now apply to all at 
no extra cost. Please do what you 
can to reduce our costs and improve 
our income by arranging the new 
standing orders and signing the ‘gift 
aid’ declaration. Full details of these 
changes and membership application 
forms are available on the website 
www.lsa-artists.co.uk

We are most grateful to Alison 
Chantrey, membership secretary, and 
her family for organising this entire 
project and for the help given to her 
by Tony Cartwright.

Summing up
Clearly we continue to flourish and 
this copy of ArtSpace is testament, not 
only to the artists and events being 
covered here, but to our members’ 
efforts to keep the ardent magic of 
art alive in Leamington Spa. This 
journal contains much from the local 
scene and I do ask that you, for the 
sake of art, continue to keep the 
contributions to ArtSpace coming in. 
Do write to your editor and please 
send in your articles and ideas for 
future issues.

My sincere thanks to all who 
make these things happen!.
Clive Engwell
Chair, Leamington Sudio Artists

http://www.LSA-artists.co.uk
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Alison Chantrey

Membership Secretary

Sue Abbott

Anna Acosta

Vanessa Adams

Neil Adcock

Laura Adkins

Robert Aley

Eleanor Allitt

Rhiannon Alton

Steve  Atherton

Olivia Atherton

Emilia Atherton

Robin  Austin

Stevie Avery

Patricia Bailey

Heather Bailey

Laura Baker

Iris Baldwin

Elizabeth Ballantine

Helen Ballantyne

Mary Bannister

Anthony Bannister

Rupam Barthakur

Saffron Barton

Martin Baxter

Tim Beer

Anne Bench

Wendy Bicknell

Mary Binnersley

Keri Bishop

Edward  Black

Trevor Blagg

Lynn Blasdale

Yvonne Borlenghi

Adrian Bradbury

Louise Claire  
Bradley-Wagstaff

Carmen Brady

Clifford Brigden

Nigel  Briggs

Jim Broad

David Broadhead

Helen Brookes

Karen Brooks

Sonia Bublaitis

Jacky Buckingham

Martin Buffery

Jan Bunyan

Soolie Burke

Rosy Burman

Debbie Burston

Keith  Burtonwood

David Butcher

Jamie Byrne

Josh Callaghan

Deborah Callaghan

Christina Callaghan

Anthea Callen

Katy Campbell

Wendy  

Campbell-Briggs

Eugenio Cappuccio

Pat Carpenter

Tony  Cartwright

Luciano Catalinotto

Roger Chamley

Dave Chantrey

Soonoo Choksey

Annika Chorzelski

Tanaka Choto

Douglas Clarkson

Lynsey Cleaver

David Coldron

Anne Cole

Vanessa Comer

Wendy Cook

Carol Cox

John Crawley

Roger Crees

Sharon Cresswell

Edward Creyton

Brenda Currigan

Ruth Daly

John Daly

J & F Dance

Clive Davenport

Sally Davies

Phyllis Davies

Peter  Davies

Diana Davies

Ben Davies

Nigel  Dawson

Derrick De Faye

Tiago De Silva

John Devane

Cathy Dodd

Nora Doherty

Christine Doherty

Rachel Doughty

Ian Dove

David Drew

Natalie Duff

Karthikeyan Durairaj

Alan Dyer

Kay Elliott

Robyn Emery

Clive Engwell

Robert Ennis

Mo Enright

Penny Evans

David  Evans

Simon Evans-Smith

Peter Everitt

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

Caroline  Gatehouse 

Jan Gay

Rebecca Geddes

Carolyn Gifford

Juliet Gladston

Peter  Godfrey

Clive Gravett

Gerald  Green

Dianne Greenway

Jim Griffith

Sam Gummer

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

Alan Hiorns

Fiona Hodgetts

Patricia Hollis

Bernard Hollis

Anthony Hopkins

Jak Hornblow

Sukhbir Hothi

Matthew Howe

Meurig Hughes

Jane Hughes

John Hunt

Mariyah Husayn

Danielle  Hutson

Mark  Ilsley

Gillian Irving

Phil Ivens

Helen Reid Jackson

Bill Jackson

Herman Jansen  

van Vuuren

Libby January

Robert Jenkins

Sally Jennings

Louise Jennings

Peter Jewel

Robert  Johnson

Karen Johnson

Alison Johnson

Alex Johnson

Tracy  Jolly

Carlos Jolon

Jennifer Jones

Chris Jones

Catherine Jones

Paul  Jordan

Ros Kaijaks

Nick Kaijaks

Jessica Kaijaks

Eleanor Kaijaks

John Keen

Bryan Kelly

Janne Kent

Usha  Khosla

Esther Kinnersley

Jack Kirk

Charlotte Kirkham

Christine Knight

Edith Kovacs

Alison Lambert

Lian Lanni

Robert Lavers

Julie Law

Andrew Lawrence

Ian Lee

Guy Legge

Jason E Legon

Peter Lewis

David Lewis

Sue Lewis-Blake

Anthony Leydon

Rachel Liddell

Angus Liddell

Shelley Longford

Alison Longwill

Ann Loscombe

Sian Love

Peter Lovelock

Clay  Lowe

Nav Mann

Teresa Mantle

Howard Manttan

Christine Markham

Noreen Mason

Christopher Mason

Peter Massey

Ian Mattingly

Bridget Mattingly

Jim McGuigan

David McKernan

Ann McKernan

Lorna McMahon

David Merrett

Rik Middleton

Chris Middleton

Nicholas Miles

Michele Miller

Sheila Millward

Nicola Monday

Sarah Moore

Margaret Moore

Christine Moore

Sueli Moreton

Kate  Moreton

Louise Morgan

Jenny Morgan

David Morphew

Cesar Jose Mota  

da Silva

Ann Mount

John Murphy

Rehana Nagdee

Jennifer Neale

Vicky Newman

Grace Newman

Heather Nicholls

Christine O’Sullivan

John Oxford

Beverley Oxford

Frieda Palmer

Karen Parker

Mary Partridge

Chris Partridge

Jonathan Peirson

Joyce Perrott

Zoe Petrie

Kathryn Pettitt

Neil Phillips

EA Phillips

David Phillips

Julie Pickering

Giuseppe Pittarello

Marianne Pitts

Archie Pitts

Veronika Pock

Gabriele Polizzi

LSA members 
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Jane Powell

Ian  Preece

Alex Purse

Chris Putt

Richard Raby

Robyn Rainbow

Margaret Ramskill

Alan Ranger

Maria Rankin

Paul Richards

Gill Richardson

Beverley Riddle

Linda Ridpath

Joe Roberts

Hilary  Roberts

Frances Robinson

Anni Robinson

Gillian Robiquet

Ian  Roemer

Janet Rose

Leslie Rucinski

Gabrielle Rucinski

Denise Russell

Roger Sargent

Eloise Saunders

Bronia Sawyer

Malcolm Scale

Linda Scannell

Linda Scherrer

Michael Scheuermann

John Scragg

Nick Smale

Barbara Shackley

Annette Sharman

Jenny Sharp

Hazel Shaw

Thomas Shepherd

Elizabeth Shepherd

Gail Sheppard

Ray Shields

Robert Shuttleworth

Anya Simmons

John  Simpson

Victoria Smith

Patricia Smith

Kay Smith

Joe Smith

Gerry Smith

Jacqui Smithson

Victoria Sobierski

Tim  Solly

Ray Spence

Geoff Stear

Tatiana Stirbul

Jan Suchanek

Matthew Sugars

Jaspreet Sunner

Hansje Te Velde

Alfonso Tello-Garza

Bethany Tetley

Carl Thompson

Mark Tilley

Elizabeth Townsend

Jackie Trott

Twinkle Troughton

David Troughton

Paul Tyler

Nancy Upshall

Vicki Walkden

Avril Walker

Pixie Warburton

Tina Watkins

Lynnette Weaver

Chhaya Wedgbury

Henri West

Peter N Wharton

Claire  Whitehead

Ruth Whitington

Christine Wilkinson

Jane Williams

Peter Wilson

Hilary Wilson

Bruce Wilton

Kate  Wiltshire

Laura Winkler

Rebecca  

Woodbine-Cusdin

Paul Woollard

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 360 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. We also provide scanning, 
printing and framing services for 
members.

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

Now fully booked until January 
2015, and already taking bookings 
for exhibitions in 2015. Enquiries for 
personal or group shows contact: 
Kate Livingston at 
manager@gallery150.co.uk

Exhibitions
Warwickshire Open 
Studios
13 different artists showcasing  
their work 
June 24 – July 13
 
DRIVEN!
The Art of the Automotive
July 15 – August  3 
 
Summer Show
Members and non members  
welcome to exhibit 
August  5 – August 24

TBC
August  26 – September 14 

Alan Dyer 
September 16 – October 5

AMA
Association of Midlands Artists
October 7 – October 26

Andy Farr
Lost Generation
October 28 – November 16

G 150 Volunteers
Thank you to our great group of 
volunteers who dedicate their time to 
ensuring the Gallery runs effectively 
and for making my life easier and 
every exhibition a success.

We are always looking for more 
volunteers, if you are interested please 
email manager@gallery150.co.uk

Kate Livingston 
9 Livery Street
Royal Leamington Spa CV32 4NP
Telephone 01926 259 339
www.gallery150.co.uk

http://www.LSA-artists.co.uk
mailto:manager@gallery150.co.uk
http://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

http://www.LSA-artists.co.uk
http://www.magentaweb.co.uk
mailto:leamingtonarts@warkscol.ac.uk
http://www.warwickshire.ac.uk
mailto:chair@lsa-artists.co.uk
mailto: treasurer@lsa-artists.co.uk
mailto: treasurer@lsa-artists.co.uk
mailto: jim.c@btinternet.com
mailto: bryan-42@hotmail.com
mailto: mondaynikki@gmail.com
membership@lsa-artists.co.uk
mailto: d.phillips@abdab.com
mailto: manager@gallery150.co.uk
mailto: tony.cartwright@btinternet.com
mailto: hilary-roberts@ntlworld.com
http://www.gallery150.co.uk


Chrome Yellow Arts
The Leamington art shop

38b High Street
Leamington Spa

Warwickshire
CV31 1LW

01926 338491
team@chromeyellow.org
www.chromeyellow.org

New to Leamington Spa for all your artists requirements...

Chrome Yellow Arts Ltd is run by Jonathan Treadwell, Suminder Virk and Sueli Moreton 
the Chrome Yellow team.
We are all practising artists and have opened the Chrome Yellow Arts shop not only to
supply high quality arts supplies to Leamington Spa, Warwickshire (and beyond) but also
to provide a hub for artists in Leamington Spa. We exhibit local artists' work, run
workshops, offer artbased occupational thereapy, art work transportation as well as
advice...we also have free WiFi.

We supply & stock:

Art Supplies (professional, student, educational & childrens)
Framing, Bespoke Canvas, Original Art, Giclee Prints, Greeting

Cards, Art Transportation, Workshops, Life Drawing,
...and much more!

Daler Rowney
Pip Seymour
Faber Castell
Amsterdam
Rembrant

Gerstaecker

Winsor & Newton
Da Vinci

Seawhites
KohINoor
Van Gough

Royal Talens

http://www.chromeyellow.org
http://www.chromeyellow.org
mailto:team@chromeyellow.org


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

http://www.gallery150.co.uk
http://www.lsa-artists.co.uk
mailto:membership@lsa-artists.co.uk

