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Hello and welcome to ArtSpace 45. My name is Carolina 
Sagardoy and I am a history of art student at Warwick 
University. I am very excited to begin this journey as 

part of the ArtSpace team, and look forward to sharing future 
issues with all of you.

This edition contains a number of significant articles, 
for example one on the English artist, Julie de Bastion, and 
another on prints by the renowned artist Pablo Picasso. You 
will also find Karen Parker’s insightful observations on Subodh 
Gupta’s exhibition at the Mead Gallery, University of Warwick, 
as well as an introductory tour around the Birmingham art 
scene. We hope you will also enjoy the detailed description 
of the exhibition space and facilities by Karen Parker at East 
Lodge in Jephson Gardens. There you will find four talented 
LSA artists, which gives you the opportunity to follow the 
progression of their work. It is worth the effort to visit our new 
HQ and check what opportunities exist there for you to exhibit 
your work in events throughout the year. Our key review is 
by Peter McCarthy on the challenging work of Mandy Havers 
exhibited at the Lewis Gallery Rugby, alongside that of Andrea 
Hannon. I am sure that you will also enjoy the interesting 
‘Art News Miscellany’ by Dave Phillips and Clive Engwell’s 
‘Member Gallery’ of LSA artists’ work.

As part of the team at LSA I wish you all a happy 2017. 
We will come back with more exciting news and features in 
ArtSpace 46. Do let me know, if you wish to write a review 
or an article, or would like to have your work featured in any 
future issue. 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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Outside/Inside/Out
Mandy Havers and Andrea Hannon 
by Peter McCarthy

Lewis Gallery, Rugby School 30 September – 13 October 2016

Coventry-based artist, Mandy 
Havers, has shown her work 
in a wide variety of national 

and international venues over the 
years and in her dealer’s galleries 
in London and Austria on a more 
regular basis. But it is some time 
since we have had an opportunity 
to see her stitched leather heads 
and mysterious assemblages closer 
to home. So her exhibition of new 
work, the Dreamworld installation 
(Fig.1), in Rugby School’s spacious 
Lewis Gallery came as a welcome 
reminder of the quality, variety and 
individuality of her work.

She must have depleted the 
contents of a good few junk shops in 
her time while sourcing the battered 
dolls, glass balls, unusual lengths of 
cloth and multifarious found objects 
that represent the raw materials for 
her sculptural assemblages. 

The scope and quantity of 
these ingredients and their often 

startling juxtapositions and bold 
colouring created an impressive 
body of work here that was enhanced 
by the originality of the way each 
of eight collections were arranged, 
ritualistically almost, on a set of 
identical black tables that were 
intrinsic to the display. 

The extreme contrast between 
the jet black tables and the light-
reflecting silks, glass balls, silvery 
trinkets, gleaming skulls and 
numerous other exotic items brought 
drama and interest to vignettes 
that in other hands might well have 
amounted to little more than an 
untidy mix of junk shop detritus. 

This instead was a bold and 
confident annexation of the junk 
shop route to imagery, governed 
by the guiding hand of experience 
and the controlling influence of 
the imagination. Havers’ skill in 
recognising the potential of these 
extraneous bits and pieces and her 

success in selecting, manipulating and 
judiciously assigning them to their 
new, more exotic roles as triggers of 
the imagination was achieved through 
the exercise of sound judgement and 
the application of a good deal of flair 
and control.

The show also revealed how 
adept she had become at developing 

Figure 2. Below: Desire (a) (2016)  
Mixed media with lens 25 x 12 x 6cm 

Figure 3. Bottom: Vanitas (2016)  
Mixed media with skull 30 x 22 x 10cm
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3the sinister potential of otherwise 
innocuous materials. There were 
many instances where the judicious 
placement of a disparate object 
brought drama and meaning to what 
might otherwise have been nothing 
more than a meaningless mix of 
materials.

She clearly has an eye for the 
surreal potential of the strange objects 
and exotic materials that she has 
come across in what must surely be 
a continuous process of shopping 
as research (Figs. 2-5). But it’s what 
she does with it all that counts. Her 
assignment of a different role to an 
object whose original purpose can 
only be guessed at, is often startlingly 
effective. In the installation, Journey 
(Fig. 6), for instance, what might 
in its original state have been an 
ordinary-looking tray is propelled into 
the visual arena by virtue of an image 
of red brain matter that ‘decorates’ its 
surface and is being pondered over by 
a bronze head. 

She almost always avoids the 
danger of allowing these constructs 
to stray into that surreal hinterland 
where they might evoke little more 
than bafflement. Here she created 
separate scenarios instead for each 
table that managed without exception 
to be sinisterly seductive and yet 
genuinely appealing all at the same 
time. It must be a risky business 
getting the balance right. There are 
few aesthetic indicators that can be 
relied on here because the process is 
intrinsically anarchic. But time after 
time she pulls it off with aplomb using 
a decision-making strategy that was 
clearly more than just a matter of trial 
and error. 

It’s possible that depth of 
experience has put her in a position 
where the constituent parts are almost 

Figure 1. Right: Dreamworld (2016) Installation 

Figure 5. Bottom right: Thoughts & Memories 
(2016)  Mixed media with dome 11 x 11 x 22cm
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of purpose, she did have something 
in common with her fellow exhibitor. 
They both for instance use ephemeral 
materials to create discreet scenarios 
that in Hannon’s more hurried 
looking improvisatory pieces of work 
took the form of a largely successful 
group of installations.

The perspectival dynamic of a 
photo with a latticed screen and a 

a set of scenarios that represented 
Havers at her enigmatic best in a 
show that will doubtless live in the 
memory of all who saw it.

Showing alongside Mandy 
Havers was another Coventry 
artist, Andrea Hannon, whose work 
represented a key aspect of her PhD 
submission at Coventry University. In 
spite of this obviously different sense 

Figure 4. Right: Desire (b) (2016)  
Mixed media with spoons 25 x 25 x 6cm

Figure 6. Bottom right: Journey (2016)  
Mixed media with bronze head 60 x 100 x 30cm

telling her what to do, suggesting their 
juxtapositions and their potential for 
strange alliances with minimal need 
for any purely aesthetic concerns. 
But perhaps a more important 
consideration in evaluating what 
she does is the consistency of her 
development from her early work 
to this more mature work. It must 
surely be an important factor in the 
soundness of her judgement as to 
what might go with what. 

Mandy Havers first came to 
notice in the 1980s in an exhibition at 
the ICA gallery called Women’s Images 
of Men. The figures she showed there 
were larger in scale but the use of 
stuffed, hand-sewn leather was much 
the same then as it is now. What is 
significantly different all these years 
later is the intimacy of the scale she is 
using in this latest phase of her work. 
The Dreamworld installation exhibited 
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disconcerting image of a briefcase 
hooked on the end of it served as a 
surreal signpost to the installations 
in the main body of the gallery. This 
unlikely and as far as I know, unique 
strategy worked remarkably well. 
Its most interesting focal point was 
a small but intriguing Perspex den 
where five cut-out images of dapper-
looking chaps appeared to be mulling 
something over around a rickety-
looking table that was centred on an 
oriental rug (Fig.7). 

Whether by chance or good 
judgement these flat pack figures 
seemed to exude the characteristic 
nonchalance of privilege. They 
wouldn’t have looked out of place in 
the classroom next door or making 
snide comments on the touchline of 
those famous playing fields beyond. 
More nuggets of this quality and 
originality would have strengthened 
the experience of the show. But 
in trying to encompass so many 
disparate elements Hannon seemed 
to be paying a fairly big price, with a 
sometimes hurried look to work that 
was going off in more directions than 
could easily be accommodated.  

The final element was again 
commendably ambitious with a 
full-sized crinolined figure and an 
impressively antlered deer’s head 
seemingly in charge of operations. 
But the other disparate elements that 
they shared the space with didn’t 
seem to justify their presence in the 
conceptual scheme of things or to put 
it more simply, didn’t demonstrate 
why they should actually be there. 

A suitably old, dusty and 
picturesque doll’s house in the 
final part of the show lingers in the 
memory but its purpose for being 
there, apart from nostalgia, was 
equally difficult to fathom (Fig.8). 

In the post-Freudian, post-modern 
times we live in this shouldn’t have 
really mattered, but somehow it did. 
The sophisticated nonchalance of 
the youthful group of gentlemanly 
posers lingers in the mind as a more 
coherent and infinitely more telling 
image.

However, the ambition that 
Hannon showed throughout was 
impressive in its own right.  And these 
are early days. When she has had the 
amount of experience that her fellow 
exhibitor has had, who knows what 
wonders she might produce. They’ll 
certainly be different.

Figure 7. Bottom: Cluster II (2016)  
Three Dimensional Collage, existing images, paper, 
card, plastic container

Figure 8. Right: In-her (2016)  
Doll’s house, collage, existing objects,
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Picasso on paper  
by Peter McCarthy

When I reviewed this 
Compton Verney exhibition 
of Picasso prints for the 

Leamington Courier I suggested that 
readers who might assume that he 
worked the way he did because he 
wasn’t very good at ‘proper’ drawing, 
should get themselves along there 
right away. There, I told them, they 

would find three whole galleries of 
etchings, lithographs and aquatints 
that convincingly demonstrated just 
how at home Picasso was with the real 
business of drawing.

There’s a famous quote from 
him on the subject in which he says 
that as a child he could draw like 
Raphael but that it took him a  

lifetime to learn how to draw 
like a child (Fig. 1). It’s a clever, 
disingenuous remark that has some 
relevance here in so far as it places his 
approach to practice in the major part 
of the show firmly and unusually in 
the Raphael camp. 

There were many examples 
here of fluent observational drawing 
that more than fitted the bill. But 
there was one in particular where this 
approach to portraiture was strikingly 
demonstrated. It was a large, lively 
piece of work in a gallery full of 
similarly large, energetic portraits. But 
what struck me about this particular 
one was a single black fluid line that 
defined the cheekbone and jaw of 
the sitter with consummate ease and 
complete accuracy. 

This demonstration of sensitive 
realism is not something we would 
normally associate with Picasso, 
committed as he was to the upending 
of anything that might be considered 
normal practice. Innovation was for 
him a way of life and was the aspect of 
his work that put him on the road to 
fame in the first half of the Twentieth 
Century. Picasso’s uncomfortable 
partnership with Georges Braque 
during the developmental stage of 
Modernism is the thing that springs 
to mind in any attempt at placing 
him as a modernist innovator. It was 
an early example of the collaborative 
development of a method of 
representation that was primarily 
conceptual rather than traditionally 
observational. And in that respect it 
was a milestone.

Liberties were taken when 
the partnership faltered that in 
Braque’s case led to a type of quasi-
monastic contemplation that had 
him ruminating at the gloomier end 
of the spectrum. Picasso’s approach 
was of course entirely different, an 
unconcerned, extravert outpouring of 
energy in the launching of a series of 
attacks on conventional expectations 
(Fig. 2). It probably gave rise to as 
many monsters as it did masterpieces 
but where would we all be now as 
practitioners if this revolution had 
never happened.

It was an approach that had 
far less impact on the development 
of British art than it had on the 
American painters associated with 
Abstract Expressionism. Picasso’s 
approach was seen by them as 
suggesting a way forward for a 

Figure 1. Below: Head of the Faun Colour Linocut 
Edition 19/50, Stiftung Museum Kunstpalast, 
Düsseldorf © Succession Picasso/DACS,  
London 2016 

Compton Verney,  
15 October – 11 December 2016
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movement that was dedicated to 
the radical development of practice.  
In Britain by comparison, the 
spontaneity and energy of his work 
only struck a chord with individual 
artists, Bacon for instance, but it was 
never taken up or established as the 
cornerstone or the defining element of 
a recognisable new British movement 
with a collective sense of purpose. 

One important factor in this 
difference of response was, in the 
case of the Americans, their sense 
of solidarity as members of the 
burgeoning movement, Abstract 
Expressionism, where improvisation 
and spontaneity were valued above all 
else. Picasso’s audacious radicalism, 
his energy and his enormous self-
belief represented characteristics that 
were always likely to resonate with a 
group of artists who would have been 
only too eager to go one step further 
in the exploration of the possibilities of 
an improvisatory approach to practice. 

Jackson Pollock acknowledged 
his debt to Picasso and Willem de 
Kooning with his more sophisticated, 
European background, was also aware 

of his debt to the great man. What 
Picasso offered was a way out of the 
parochialism and sentimentality of the 
narrative tendencies of American art 
of the period. 

This came across strongly in the 
exhibition where the directness and 
fluency of his approach was never 
compromised. The best prints, on 
loan from the Kunstpalast Museum  
in Düsseldorf, were portraits of 
Picasso’s friends, mistresses and 
children (Fig. 3). But what the 
collection as a whole demonstrated 
was just how comfortable and  
fluent Picasso was in his use of the 
different printmaking media. He 
no doubt got expert advice and 
assistance from a team of awestruck 
technicians but the fluency of line and 
the variety of texture and finish was 
impressive throughout the show. 

The work exuded confidence, 
which was not of course an attribute 
that Picasso had ever lacked. He 
allowed himself to do whatever he 
liked. That is why his work was so 
experimental and so controversial and 
yet so lasting in its influence and its 

appeal. As this show demonstrated, 
it still has the power to challenge and 
impress especially when seen as here 
in such generous numbers..
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Figure 2. Below: Dying Minotaur  
Etching, Sheet 90 from Suite Vollard,  
Stiftung Museum Kunstpalast, Düsseldorf  
© Succession Picasso/DACS London 2016 

Figure 3. Above: Françoise (1946)  
Lithography, Edition 4/50,  
Stiftung Museum Kunstpalast, Düsseldorf  
© Succession Picasso/DACS, London 2016
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East Lodge: the first year
by Karen Parker

Leamington Studio Artists have 
found a home that is settling 
down to be a gem of an 

exhibition space within Jephson 
Gardens. An old lodge with 
interesting architectural quirks it 
offers its nooks and crannies, 
surprising rooms and space, for a 
multitude of possibilities (Fig. 1).  
The delightful period features of bay 
windows and picture rails, and the not 
so appealing twentieth century plastic 
cable trunking, limit the size the 
major hanging areas can 
accommodate, but these can be 
overcome, ignored or embraced.  
Available for members to hire in a 
variety of configurations and price, 
Morgan Lee Forth, Gallery Manager, 
is delighted to consider enquiries. A 
tiny but serviceable kitchen offers 
essentials to hospitality: a kettle; 
coffee and biscuits; and a fridge to 
keep the wine and juice cold for the 
all important ‘Private View’.

Morgan as Manager is available 
for advice, keeping the calendar and 

diaries up to date and booking the 
exhibition space available. If you need 
any answers regarding LSA Morgan 
is a first point of call and can be 
contacted most days East Lodge 
is open (Fig. 2). Morgan’s artistic 
talents extend to dance as his first 
love and training, producing large 
scale pieces of artwork with coloured 
inks applied by the movement of 
the body in response to music. His 
performance always creates a stir 

at Art in the Park in the Summer. 
The many layers of experience that 
make up the final work are evident 
in the spray patterns of ink, with 
occasional footprints that are the 
result of the dance performance, 
itself an expression of an artistic soul.  
The progress of the performance is 
punctuated by additional colours, 
or dance moves, which results in a 
large work as evidence of a visual 
representation of movement.

The four artist studios are 
not immediately obvious and they 
delight the visitors who enjoy the 
exploration and serendipitous nature 
of discovering each room with such 
beautiful work in creation and on 
show.  Many people drop in on a 
regular basis to catch up on the 
progress of a particular piece of work, 
or to take in a favourite piece whilst 
wrestling with the buy or not to buy 
syndrome.  Most artists agree that 
making time to chat about their work 
and to get to know their audience can 
often secure a sale at best and raise 
morale at worst.  Meeting the artist 

Figure 1. Above: East Lodge from the park

Figure 2. Below: Morgan Lee Forth at work

Figure 3. Opposite page:  
Bryan Beresford Kelly with his work
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and the happy band of volunteers 
who make the lodge come alive make 
refusing a sale, or resisting that urge 
extremely difficult. Of course the 
studios are for working artists and 
if the door is closed serious work 
is taking place.  The studios are all 
occupied at present, but Morgan 
holds a waiting list of those interested 
for future availability.

The view of East Lodge from 
the park belies what is beyond and 
climbing the steps up to the porch 
and venturing into the hallway one 
would be forgiven for thinking it was 
a private house. Attempts to entice 
people in with welcome notices and 
flowers have paid off, as the public 
approach the space now with less 
trepidation and more inquisitiveness.  
The gallery space to the right opens 
out into a large inviting room with the 
bay window allowing natural light to 
highlight the exhibition. The second 
room leading off, also displaying 
work, is a more intimate space, a 
smaller window, but more hanging 
wall space. Even the security cages 
on the windows are attractive, not 
just bars at the window and when not 
securing the building and the artwork 
they can be pushed back in retreat.  
Often Morgan, or one of the team of 
volunteers, is here dealing with the 
day-to-day running of the gallery, 
however they are always willing to 
stop for a chat and exchange ideas.

Return to the entrance hall and 
turn left and you will be arrested 
by an intensity of colour that will 
immediately lift your spirits and 
enliven any cold winter’s day. Bryan 
Kelly can be found most days 
meticulously working on his intricate 
and exacting paintings. Bryan’s 
colourful work uses a pointillist style 
that is a rare skill today. In such a 
whirlwind, busy corporate world 
it is refreshing to find someone 
so dedicated to the precision and 
execution of a task transferring onto 
canvas an image seen only in Bryan’s 
inner eye. The technicolour palate of 
incredible scenes show everyday life, 
but in an environment taken from a 
storybook or a fantasy world. They 
show places, the vast countryside, 
the intimate interior of houses, all 
depicted as real tangible places, but 
with a slightly surreal, larger than 
life, more intense version of reality.  
Described as naive, these paintings 
are childlike, but not childish, juvenile 

but by no means immature. In fact 
comments from children show a 
recognition of a simple, colourful, 
joyful place that they inhabit in their 
imagination or in their innocence.  
“Mr Kelly you have twenty-eight gates 
in this picture of fields, do you need 
that many?” to which Bryan answers 
“Well you have to be able to get in 
and out of the fields!” In fact Bryan’s 
philosophy is to “avoid reality” and 
this he succeeds inasmuch as his 
bright colourful charm heightens the 
landscape with exorbitantly intense 
greens, shockingly purple lavender, 
sunshine yellows and richly dark earth 
browns. These images of a fantasy 
world have enough reality to convey 
possibility.  They often stir a romantic 
memory in adults of a heightened 
Arthur Ransome childhood with 
lashings of ginger beer (Fig. 3).

He creates an image, sometimes 
suggested by a photograph, or 
prompted by something he has seen, 
using oil paint straight from the tube, 
sometimes mixing his palette, but 
dotting his colour with fine brushes 
onto the canvas with exactitude, 
building up an image, taking stock 
of balance and rhythm, colour and 
perspective, experimenting and 
altering as the mood takes him.  
For Bryan the ‘feel good’ factor is 
essential, not only for him as an artist 
and the enjoyment of his craft, but 
also for his audience and those who 
take a piece of joy to hang in their 
room.

Passing through Bryan’s 
studio the door in the corner 
reveals Gabrielle Rucinski’s ceramic 
workshop.  The contrast of the large 

bright canvasses from Bryan to the 
muted natural colours of Gabrielle’s 
porcelain is remarkable. Her finished 
work, ranging from small tea-light 
holders to tall slim vases and groups 
of wall plaques are displayed on 
shelving around the room in the 
centre of which is the table where she 
works her clay. Her firing kiln is at 
her home so consideration in time, 
materials and transport all come into 
her working day, but Gabrielle so 
enjoys the view through her window 
onto the River Leam and Mill 
Gardens she finds the environment 
inspiring.

Gabrielle Rucinski is a 
ceramicist, having chosen to leave 
teaching primary school children to 
pursue fine art training in Coventry, 
she is now embarking on a serious 
endeavour to create a market for her 
work and an outlet for her creativity 
with a studio at East Lodge. When 
asked about where her motivation and 
ideas for her work begins she says:

“Nature and the natural things 
I see everyday are my starting point.  
What is there not to love about trees, 
leaves, flowers and the beauty of 
the world? I am inspired by what is 
around me, but then I need to get in 
the zone and then I am oblivious to 
all that is around me. I have to, need 
to, put all my energies into my pots.  
It is my way of creating the space I 
need in my head.”

Gabrielle obviously loves the 
process from start to finish, from the 
initial idea, working the clay, choosing 
the leaves and stems to make the 
impressions, to the final object.  
Gabrielle uses plants with definite 
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veining on the leaf or an obvious 
shape or pattern to press into the 
rolled out clay. A recent commission 
suggesting a new subject made her 
dubious, but experimenting with 
the requested honeysuckle actually 
produced a beautiful end product 
and finish that was unexpected. It is 
important that the natural attributes, 
shape and definition of the plant are 
evident, even if not always instantly 
recognisable.

What is left after the first firing, 
when all the detritus has been blasted 
away by the heat, is intriguing. She 
then carefully chooses various oxides 
to create the colours that pick out 
elements of the impression and bring 
the leaf back to life. Each oxide 
produces a different colour, carefully 
starting with a wash of the paler 
yellow hues, working up through 
greens to the darker browns. It is 
essential to be meticulous in washing 
out the brushes and using clean ones 
for each oxide to prevent the colours 
mingling and spoiling each other. It 
is the heat of the kiln slowly working 
on the colours as they fuse with the 
clay that produces the range of muted 
colours that emulate nature, without 
exactly reproducing it. Firing the pots 
for a second time, to set the colours 
at 1245°C, results in a translucency 
that radiates a delicacy that belies the 
robust quality of Gabrielle’s work.  
Gabrielle encourages people to pick 
up her seemingly fragile pieces and 
experience their resilience. They are 
not only beautifully delicate in their 
appearance, but also sturdy in their 
practicality (Figs. 4 & 5).

Gabrielle is always looking to 
extend her practice and is currently 
experimenting with combining her 
other love for glass with her porcelain 
and is currently at the frustrating 
stage of opening the door of the kiln 
to disappointment. However, never 
one to give up on an idea Gabrielle 
is persevering with ever improving 
success and we await the results.

Venture downstairs to find Helen 
Ballantyne’s studio.  You may feel you 
are descending into the basement, but 
once inside the studio the door opens 
out on to the garden by the river 
with the beehive gently humming in 
the summer and whilst awaiting the 
Muse to descend Helen sits outside 

with an Earl Grey tea, or maybe a 
glass of wine, happy to daydream 
or to chat. When asked to explain 
her work Helen offers “moody” as 
a suitable adjective. Whereas this 
may be suitable as a starting point 
it is insufficient to describe the 
careful choice of colour that Helen 
uses to convey the moodiness of 
the landscape. The intensity of her 
heathery blues, highlighted by shots 

of gold and pink lift a moody blue out 
of the ordinary to reveal a depth of 
communion with landscape, with the 
hills and lakes of the Lake District or 
Rhossili for example (Fig. 6).

Helen found herself with the gift 
of time when her small son was away 
at nursery, and looking for something 
to reclaim a sense of self, she enrolled 
in an art class. A new world of 
recording what she saw and creating a 
tangible piece of work was liberating.  
This discovery of a talent she had 
hitherto been unaware of became 
a spur to challenge her ability and 
to stretch her skill and imagination 
to, not only reproducing what she 
experienced, but also to interpret that 
on the canvas.

Exploring painting began 
in her home in Spain where the 
Spanish landscape was rather more 
predictable and unchanging with 
bright sunshine and a constancy not 
found in England. So returning to this 
country she found the ever changing 
landscape exciting and a challenge 
to depict, but with an emotional 
response to these changes harder to 

Figure 4. Above. Gabrielle’s ceramics

Figure 5. Right. Gabrielle Rucinski in the studio
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capture. Having worked through the 
recording of a visual experience on 
canvas with great success, Helen is 
now concentrating on eliciting a way 
to articulate her emotional response 
and is working on abstraction as an 
approach. This challenge is a slow 
process and many times Helen’s 
latest work is cast aside “to allow 
the paint to work.” Experimenting 
with technique, colour and media is 
providing a wonderful stimulus and as 
she returns to each piece to appraise 
what the paint has done over time or 
how it has behaved in reply to Helen’s 
artistry, a new vibrancy and freedom 
is emerging.

Sueli Moreton is the fourth 
artist to have a studio at East Lodge 
(Fig. 7). Her studio at the top of the 
stairs holds a bright, colourful array 
of work. Sueli’s Brazilian heritage 
is obvious with her celebration of 
a proud nation and the Olympics 
from this year depicted with Christ 
the Redeemer balancing Olympic 
rings. In her work she uses, not 
only direct experience, but also 
photography to produce oil paintings 
that portray the beauty and warmth 
of both her country Brazil and her 
adopted country of Great Britain. 
Vivid and vivacious describe Sueli’s 
hand, with sincere treatment of a 
tropical landscape with exotic plant 
life and peopled with happy faces.  
Similarly, she has an interesting view 
of Leamington Spa working with a 
familiar intensity of colour, but with 
an English coolness tempering the 
still bright greens and yellows.

Mostly self-taught Sueli has 
studied courses across Europe and 
Brazil where she also finds inspiration 
from people and places. Sueli 

continues to study in Leamington and 
in turn gives art classes herself.  

Having had exhibitions in 
Brazil and here in Great Britain Sueli 
Moreton continues to establish her 
craft.

There is always a warm welcome 
at East Lodge and we celebrate 
this first year with an invitation to 
visit, to take part and to enjoy the 

possibilities having this building 
means to your LSA. Whether you 
would like to pursue a career in the 
arts, take an opportunity to display 
and exhibit your own work, or to 
join a lively community of artists and 
volunteers please take that step over 
the threshold and see for yourself the 
ever-changing and exciting venue that 
belongs to you..

Figure 6. Right. Helen Ballantyne at work

Figure 7. Below. Sueli Moreton at her easel
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Warwickshire Open Studios 2016
by Don Mason

For those of us that work each 
year to bring about Warwickshire 
Open Studios (WOS) we are 

always a little shocked and dismayed 
when people cheerfully tell us they 
have never heard of it and don’t know 
what it is. Warwickshire Open Studios is 
an annual event held predominantly 
within the county, however we 
support fellow artists who reside on 
or just over the boundaries as well. 
Artists and designer makers generally 
open their studios and homes to art 

lovers for two weeks each summer, 
although it’s not unknown for artists 
to take over allotments, stately homes 
or railway museums. All the arts 
are represented and we are always 
looking for new types of art. This year 
we were joined by a willow weaver 
and a luthier, or maker of stringed 
instruments which is definitely a first.

There is no selection process, 
we are open to all artists and designer 
makers and the feedback we receive 
from visitors is that the quality of 

work is breathtaking. All of our 
artists deserve recognition for they 
create incredible and diverse work 
to show and sell to our visitors and 
a staggering 253 artists took part 
this year. All of them worked hard to 
provide a professional and stimulating 
experience for our visitors and whilst 
many artists want to sell their work  
we found, from our artist survey,  
that the main reason for taking part  
in Open Studios is to present their 
work to the public, to test what they 
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The acompanying illustrations show work by artists 
participating in Warwickshire Open Studios



F
e
a
tu

re
s

A
rtS

pace journal num
ber 45  W

inter/S
pring 2017  w

w
w

.L
S

A
-artists.org

13

are creating and to get feedback.
In 2016 the Open Studios took 

place over the fortnight 18th June  
to 3rd July 2016. We changed the 
dates slightly from previous years 
so as not to compete with the 
Wimbledon Finals. Instead we went 
head-to-head with The Leamington 
Peace Festival, Fathers Day, the EU 
Referendum, European football, 
Compton Verney Summer Festival,  
The Stratford River Festival and of 
course some interesting weather!

The WOS committee is 
comprised of five unpaid volunteers 
that work throughout the year to 
ensure the event takes place as 
scheduled. Jo Powers is the workhorse 
(I’m sure she won’t mind that 
description) and was in charge for 
many years and has now stepped 
down to run the website, manage 
the finances, assist anybody and 
everybody that needs help and 
assistance; without her in the team 
I’m not sure how successful we would 

be. Amanda Glanville is the marketing 
guru and puts in a huge effort to 
make sure we get the message out 
to a wide audience as well as we can 
with limited funds and also manages 
the Autumn Art Fair held at the 
Warwick Arts Centre. Jenny Sellar 
is in charge of membership and Ije 
Carr, whilst completing her Masters 
in Art, managed the successful Spring 
Exhibition at Rugby Railway Station. 
The last member of the team is Don 
Mason who is now in charge, working 
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14 hard at mopping fevered brows and 
looking at ways to grow awareness 
and encourage more visitors. To 
meet the challenge of letting as many 
people know about the summer event 
we successfully applied for a tourism 
grant from Warwickshire County 
Council with a particular mandate 
to draw in visitors from outside of 
the county. We were also sponsored 
by several local companies including 
Warwick Printers and Deasil Art 
Gallery, but the majority of the funds 
come from the artists themselves. 
Each artist pays an entrance and 
membership fee and it is this 
contribution that allows the event to 
take place.

This year, for the first time, with 
these additional funds we were able to 
hit Facebook very hard.

We advertised in five railway 
stations, had adverts or articles in 
20 newspapers and periodicals and 
we had leaflets available in several 
hundred key locations such as 

supermarkets, libraries and major 
department stores. We distributed 
25,000 top quality brochures, 7,000 
postcards and other fliers and posters. 
We also had good friends advertise 
our event such as Carole Sleight with 
Art in the Park. To keep us on our toes 
we commissioned, built and went live 
with a brand new website working 
with Eye Division Ltd, who went pale 
when presented with our deadlines 
but managed nevertheless to deliver 
a great new website making it easier 
for visitors to find the artists and plan 
their visits.

As a result of all this publicity 
and marketing the event was 
rewarded with a record 20,000 
visitors (independently assessed by 
Earthen Lamp), a third more than 
the previous year with artwork sales 
also increasing from the previous year 
by 40%. We also made good on our 
target to increase visitors from outside 
of the county with 19% of the total 
coming from outside of  Warwickshire 

and 14% from outside of the West 
Midlands.

Visitors to our website also 
demonstrated that we are reaching a 
wider audience for our artists than we 
first thought. We had many visitors 
from outside of the county with 
London ranking as second behind 
Coventry in number of views. It was 
particularly interesting that of the top 
20 locations for viewing our website, 
only seven were within Warwickshire. 
We believe this will have been helped 
by our advertising campaign at the 
railway stations and our other more 
extensive marketing and we are 
optimistic that this will result in more 
visitors from outside of the county 
looking at our artists’ work next year. 
During the summer build up and 
during the event we had a record 
number of newsletter sign-ups and 
we managed to increase our mailing 
list by more than 25%. But it’s not 
just artists that get the benefit of our 
visitors. Earthen Lamp assessed the 
total economic impact on our county 
as a result of Warwickshire Open 
Studios 2016 as £1.3 million.

We are now planning 2017 with 
lessons learnt being a strong theme. 
We will be exploring in the next two 
months themes from our Economic 
Impact report and also from our 
artists’ survey so that we can get 
our message out to as many people 
as possible and to make the event a 
success for our artists, visitors and for 
Warwickshire. During the last winter/
Spring 2015–16 we attended several 
artist groups’ meetings to brief them 
on our planning and answer questions 
and these sessions were found to 
be helpful to the attending artists. 
We hope to be invited to other artist 
group meetings over the next few 
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months to help wherever we can.
Sponsorship was key to enabling 

us to publicise the event to a wider 
audience and we are in talks with 
local businesses to help us. As 
always we are always open to any 
sponsorship suggestion.

As well as the summer Open 
Studios event scheduled for 17th June 
to 2nd July 2017, we will have our 
Spring Exhibition at Rugby railway 
station from 7th to 22nd April, 
with the theme of Landmarks, 
an exploration of the land, seas 
and skies of the British Isles. 
More details will be available 
soon via our website below. 

The Autumn Art Fair, 
which proved a huge success 
last year, will continue to 
develop in terms of prestige and 
profile. The organising team has 
set a standard in terms of the 
quality of work on show with the 
aim to become known as a match  
for some of the best art fairs in  
the country. 
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www.warwickshiropenstudios.org
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Figure 1. Chanda Mama door ke  
(From Far Away Uncle Moon Calls) (2015)
Found aluminium utensils, fish strings, steel
274 x 487 x 487cm
Courtesy the artist and Hauser & Wirth

Subodh Gupta
From Far Away Uncle Moon Calls
reviewed by Karen Parker

Mead Gallery, 14 January – 11 March 2017
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The Mead Gallery is showing 
the spectacular Chanda Mama 
door ke (From Far Away Uncle 

Moon Calls) by Subodh Gupta with 
other works of sculpture and oil on 
canvas. Such an enigmatic title invites 
speculation as to the meaning of 
hundreds of cooking pots suspended 
from the ceiling. Creating the shape 
of a traditional handi pot from the 
accumulation of pots, pails, and 
pans cleverly nestling together, 
the fullness and voluptuousness of 
hard metal objects is a beguiling 
contradiction. Closer investigation 
reveals the variety of shape and metal, 
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18 of the changes in each pot as some 
are relatively new and others show 
the marks of countless fires, meals, 
and industry which document the 
feeding of many people and families 
over time. Subodh Gupta is exploring 
the relationship we have with these 
life-providing pots and our general 
acceptance of their worth without 
constant reverence to the lowly 
pot. Many families in India possess 
only one pot and the risk in losing 
or damaging that has far reaching 
consequences. Subodh invites us to 
consider how the family used the pot, 
what may have been cooked in it, and 
why it was discarded. This pot it will 
“tell you all a story this fry-pan, many 
times people cook food when they are 

happy, they throw them when they get 
angry too...I find the universe within 
my pan.”  He invites examination of 
any kitchen utensil and reveals the 
beauty and functionality of design 
and the relationship we have with 
everyday implements (Fig. 1).

Consider the same household 
pots violently squashed with scraps 
of fabric trapped within it. Pressed 
for Space, presents a challenge to the 
domestic sphere (Fig. 2). The title 
permits a comparison with a theme 
of overcrowding of home, town, 
city, country or even globally with 
the suffocation and compression of 
the essential elements of life. Food 
is represented by the cooking pots 
and clothing by the fabric scraps, 

which may be extrapolated to the 
current global issues of population 
expansion, feeding the world and 
India’s problems of nourishing an 
ever growing nation plagued by 
drought.

One of the first exhibits seen 
are the thirteen tactile bronze 
potatoes, eleven of which are 
gold plated. They are stunningly 
beautiful and for the humble 
potato to receive such a Midas 
touch is fascinating (Fig. 3). 
The desire to reach out to touch 
them oneself, to feel their shape 
and form is compelling and 
were it not for the glass case the 
exhibition would be missing major 
elements. They are so realistic 

Figure 3. Left: Food for Others (2013)
Glass vitrine, wood, 13 bronze potatoes  
(11 of them are gold plated) 33.5 x 36 x 22.8cm
Courtesy the artist and Hauser & Wirth

Figure 2. Below: Pressed for Space IV (2015)
Aluminium, fabric, resin 65 x 110 x 9cm
Courtesy the artist and Hauser & Wirth
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and familiar, engendering an initial 
response of delight and interest, 
however dig deeper to what this piece 
is attempting to say and conflict 
is revealed. Is the humble potato 
elevated to something of monetary 
worth, or does the worth of the potato 
as a crop actually hold a higher value?  
Is it gold plated to celebrate its ability 
to feed a hungry world relatively 
cheaply and easily, or to supply a 
lucrative business opportunity in an 
emerging capitalist market?

The potato is a relative 
newcomer to the Indian continent 
arriving in the late sixteenth or early 
seventeenth century with Portuguese 
settlers. It is a stranger to India, 
but has taken hold as an important 
commodity of Indian economy and 
culture. India is currently the third 
largest potato producing country in 
the world which provides a significant 
income for farmers. Consumption of 
potatoes in India has risen from  
12kg per capita per year in 1990 to 
24kg in 2015.

Subodh Gupta was born in 
Khagaul, Bihar, India in 1964. He 
studied for a Bachelor of Fine Arts 
in painting at the College of Arts 
& Crafts, Patna, India 1983–1988, 
and he now lives and works in New 
Delhi, India. His childhood was 
spent in a town entirely dependent 
on the railway where he was expected 
to follow the family employment.  
Having been inspired as a young 
teenager by the theatre he shunned 
this expectation and went to pursue 
a life as an actor. Here he discovered 
a new talent for painting when 
producing advertisements for the 
shows and he enrolled in the local  
art school.

On graduation Gupta was 
frustrated that his artwork was not 
to a standard he expected of himself 
and pursued sculpture as a different 
form of expression. Turning to his 
childhood memories and addressing 
the importance of the transitory, 
ephemeral, or commonplace of his 
early life, Gupta created a house 
of cow dung.  Remembering the 
practice of shielding the house 
from the intense heat of the sun by 
slathering wet dung on the roof and 
walls, he celebrated the excrement as 
useful, endowing it with a reverence 
misunderstood in the West or the 
urban population.

Nostalgia for youth inspired 

Figure 4. Above: The Beach (2015)
Oil on canvas 225 x 240 x 3.7cm
Courtesy the artist and Hauser & Wirth

Figure 5. Left: Picnic (2015)
Oil on canvas 225 x 240 x 3.7cm
Courtesy the artist and Hauser & Wirth

some work based on the wooden 
stools he used as a child and one of 
these pieces, School is displayed in the 
exhibition. Gupta’s village school had 
no teacher, the children learned from 
each other and he describes himself 
as a lazy “railway boy”, the benefits 
of an education seemed irrelevant.  
Taking the stool which had belonged 
to his father, inscribed in the corner 
with his initials, Gupta cast it in brass 
and arranged forty-five of them in a 
grid pattern as though in a classroom.  
Each stool is set with thalis, stainless 
steel platters with small highly 
polished stainless steel cups and 
bowls to contain food. The bounce 
of the light on these beautifully 
regimented pieces creates a dazzling 
display. This is a showy celebration 
of pots applauding the pursuit of 
education and pointing to a bright 
future for India.

Returning to painting and also 
revisiting old cooking pots and pans, 
Gupta’s large scale canvasses give 
the impression of greatly enlarged 
photographs of used, battered, and 
stained cooking pots. An aerial 
view of the pot disguises its identity 
somewhat and the wavy edges of the 
circumference of this once circular 
pot are carefully reproduced to evoke 

the years of use, of cooking and of 
heat. The invitation to examine the 
surface of pits and marks draws the 
viewer across the room where closer 
inspection reveals the free movement 
of brush and the short sharp dabs 
and swirls in a variety of shades of 
black and grey. The additions of tiny 
dashes of blue and brown, continuing 
through to flecks of white highlight 
the battered nature of the pot. The 
cryptic titles of Beach and Picnic 
suggest a fantasy of where the food 
might have been cooked and eaten. 
(Fig. 4 and 5).

Hanging in view of the large 
sculptural Chanda Mama door ke 
(From Far Away Uncle Moon Calls) 
made up of similar pots the cultural 
importance and the elevation of the 
used, old and worn out is exemplified.  
The title of the sculpture is a 
reference to a child’s nursery rhyme 
where Uncle Moon promises milk 
and good things to eat to a child, the 
child drops the bowl and is distressed, 
but Uncle Moon promises more. 

Following common practice 
Gupta uses the workshop model to 
produce his pieces. Painting first from 
a photograph of the pot, then sending 
his watercolour to the workshop 
where it is enlarged and painted 
onto canvas from his facsimile by his 
assistants. Not wishing to hide the 
process Gupta is open, claiming it 
is not necessary for him to paint the 
entire canvas himself; it is the concept 
or the idea that is of paramount 
importance and he maintains 
complete control. “When an architect 
designs a building [it] doesn’t mean 
he carries the bricks”.

Subodh Gupta considers the 
life of pots and everyday items in 
connection with the obvious and the 
domestic, celebrating attributes for 
their intrinsic worth and giving full 
stage to the function and form of 
the object.  However, he elevates the 
mundane by suggesting a relationship 
of deeper and far reaching importance 
as a reflection on society.  This 
questions the nature of value and how 
people apportion favour, not only in 
India but also globally.
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Keep dancing:  
the art of Julie de Bastion  
by Roy Pierce Jones

Julie de Bastion was born 
and educated in Stratford 
upon Avon after the war to 

parents who were Hungarian Jews 
and survivors of the horrors of the 
Holocaust. The impact of both 
physical and cultural displacement 
where one lived, feeling fearful and 
apart, was to stay with her throughout 
her childhood and perhaps beyond. 
Julie describes it as “a reclusive, 
insular childhood, where I was scared 
of the outside world. The outside 
world was not a safe place.” Those 
fears extended to the people she met 
too, “I withdrew into my own world.” 

She did not grow up in a 
particularly visual household but 
there was music and Julie loved to 
dance to the classical music her father 

played on the piano. Later in her life 
she would understand how her own 
work as an artist connected to those 
liberating feelings of a young dancer. 
One of Julie’s proudest experiences, as 
an artist, was to be invited by David 
Bintley, Director of  The Royal Ballet, 
to capture his dancers in rehearsals.

She did not want to attempt a 
photographic representation of dance, 
nor did David Bintley expect this. 
“He could recognize that it was the 
dancer in me” says Julie. Feeling and 
sensing the movements of a dancer’s 
body and then “transposing those 
moments into marks on paper. What I 
aimed for was the movement across a 
surface, for movement is life.”

The other defining quality in 
Julie’s work, that comes from her 

lonely childhood, is her belief in 
the harmony, of bringing images 
and text together, as a means of 
self-expression. Julie remembers 
creating tiny books, made up of her 
own drawings, collages and stories, 
from a very early age. Later on she 
would win a national prize whilst at 
school and her prize was an illustrated 
edition of Alice in Wonderland. The 
impact of those illustrations still has a 
resonance for her, even though it was 
more than sixty years ago. She has 
always believed that the illustrations 
in such books became her galleries 
as a child. She has since devoted a 
good deal of her time to working with 
young children and central to many 
of these projects has been the creation 
of illustrated books. Julie has gained 
great satisfaction from this work.  
She senses that “...action in the 
classroom, even if it is not visible. 
There is a pulse as life is created 
anew...a huge movement in life.” 
Working as an artist/enabler she feels 
joy in sharing “that childlike process 
of creating life.”

The creation of illustrated 
books is popular with her adult 
students too but the process and 
concern for completed outcomes is 
rather different when working with 
adult students. She believes that 
we somehow “lose confidence in 
ourselves along the way. Children are 

Figure 1. Bottom: Birmingham Royal Ballet (2010) 
monoprint

Figure 2. Top right: Shelf Life (2016) altered books 
project with Sydenham Primary school

Figure 3. Below right: The Big Draw (2011) story 
boxes polymeric, created artworks with Escape 
participants
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Figure 4. Below. Field with Ridge (2009)  
Oil on Board

Figure 5. Right.  Blue Hill (2009)  
Oil on board

Figure 6. Right. The Gypsy Princess (2008)  
artist’s hand-made book

Figure 7. Far right: Precious Decay (2012)  
artist’s handmade book

more flexible, both physically  
and mentally. Adults seem to be 
‘frozen up’.”

Julie attempts to “break 
down that a bit and develop more 
flexibility.” Once again we have 
the language and the imagery of 
dance. The fleeting, transitory 
nature of dance is so significant 
when we consider the process 
of creation. Whilst children are 
able to create, destroy, move on; 
their adult counterparts are much 
more concerned with being able 
to produce something that can be 
judged or validated by others as being 

accomplished or worth something.
The language used by Julie to 

describe what she loves about dance 
and working with children is telling. 
She speaks of things being: transient; 
formative; emotive and intuitive. The 
aim of her art is to find “one’s own 
heart’s calling and self worth.” By 
needing to respond to the standards 
set by others will always “leave you 
at the mercy of somebody else’s 
agenda.”
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231. Our man in Spain: David 
Broadhead’s painting called Girl 
Daydreaming (Fig. 1) sets the seated 
figure in a location, which is nothing 
more than a suggestion through paint 
and paint alone, which seems the 
right context, for someone absorbed 
in thoughtful reverie. This image 
characterises his work, which was 
well received, in his latest exhibition, 
this summer in Malaga, Spain. He 
has doggedly kept painting in his 
studio for many, many years in the 
hinterland, on the edge of a national 
park, near acres of forest, where 
the landscape is epic. One admires 
his determination, and appreciates 
his loyalty as a member of LSA. The 
quality of his work, soon to be seen in 
a book of his paintings is astonishing 
with his use of paint as the vehicle, 
which conjures up a remarkable 
range of moods and fantasies. LSA 
is not geographically confined in its 
outlook and seeks like-minded, loyal, 
determined artists, like David, to 
join us, wherever they are located in 
the world, and become part of our 
international fraternity.   

2. How naïve of Pierre Le Guennec, 
an electrician who worked for Picasso 
(d.1972), in the early 1970s to 
imagine that he could turn up with a 
cardboard box full of 271 drawings, 
worth about £72m claiming they were 
given to him by Pablo, and request 
authentication from the Picasso 
estate. All such administrations and 
relevant dealers keep an eagle eye on 
all work requiring such certification. 
So, as soon as you could say ‘hey 
presto,’ the hoard was taken from him 
and he was convicted for possessing 
stolen goods. It’s the same old story 
though, steal, fake, copy, impersonate, 
do an artist down, whom all her or his 

life has worked so hard. It’s time more 
respect was shown.

3. The proposed removal of Art 
History as an A level examination 
subject, in its own right, is an 
example of down right philistinism. 
Yet, as most artists must know we 
are able to celebrate, as the schools 
standard minister has said that a new 
course was being developed by the 
Pearson exam board, Edexcel, to be 
taught from September 2017. Such a 
resolution has been welcomed by all 
in the art world, epitomised by the 
new director of the National Gallery, 
who said that she was pleased that 
the course would continue to be 

available. Sir Anish Kapoor said: “Art 
and art history are the study of what 
inspires and guides the poetic in us. 
How could we imagine an education 
without them.” 

4. An artist who never ceases to 
surprise us is Kunzler, who has 
been on the local art scene for many 
years. Recently Jean-Pierre held a 
one-day exhibition at the Methodist 
Church in Dale Street, from 2–6pm 
on Saturday 12th November 2016. 
It consisted mainly of portraits and 
a few landscapes. Kunzler is well 
known for his portraits and the one 
illustrated here (Fig. 2) is more 
formal and simplified than some of 

Art news miscellany  
by Dave Phillips

Figure 1. Left: David Broadhead Girl Daydreaming 
(2016) acrylic 81 x 100cm

Figure 2. Below: Jean-Pierre Kunzler The Last Kiss 
(2016) Oil on canvas 91 x 91cm
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his earlier works, but nonetheless 
equally effective. The Last Kiss, as 
it is called is hauntingly effective, 
conveying dignity with distress 
and the minimum of means but 
a clever balance of colour, shape 
and positioning. Let’s hope it is not 
too long before Kunzler pops up 
somewhere else, for all to enjoy  
his work.

5. John Berger, a polymath, has 
died in Paris at the age of 90. I met 
him once, when I was a student 
at the Courtauld Institute of Art. 
The occasion was an Arts Council 
exhibition in London of  William 
Etty (1787–1849), whose work was 
noted mainly for his nudes, of which 
there were several in this show. 
Berger called me over, as I was the 
only other visitor in the gallery. He 
seemed amazed at what he regarded 
as Etty’s poor draughtsmanship, 
pointing out deficiencies in several 
paintings exhibited, with great 
humour and charm, and seemed 
to want me to confirm his findings, 
which I did, of course! I was duly 
impressed by Berger’s charisma and 
knowing he was the art critic of the 
New Statesman, checked his article 
the next weekend to find that poor 
old Etty was exposed accordingly, in 
no uncertain terms and also noted 
Berger had included several of my 

observations. I became a fan, as did 
the art world generally, with the 
publication of his seminal book Ways 
of Seeing, and the four subsequent half 
hour programmes made for the BBC 
in 1972. So much to my surprise, I 
noted that Januszczak, art critic of the 
Sunday Times had rubbished him in 
his weekly article on 8th January 2017 
in the Culture magazine on several 
fronts, although acknowledging the 
seminal status of his book as a key 
text. In spite of Januszczak’s potent 
arguments, which seemed in places 
pretty convincing, I’m sticking with 
my old friend Berger as meeting, 
talking and having your opinions 
valued by a famous guru, seems to 
give one’s psyche a good feel factor – 
so there!
 
6. Adrian Bradbury has a 
distinguished career as a freelance 
fashion and advertising photographer, 
who has moved on to become a digital 
artist. His exhibition (30 Noember–10 
December 2016) at the Lewis Gallery, 
Rugby is called Coast and is a product 
of his fascination with Cornwall, over 
the last five years or so. His work 
based on extensive sketches and notes 
(Fig. 3), is an impressive distillation of 
his reaction to a bay and its structure, 
and a search for essence that 
characterises his work. It is a 
dispensation of irrelevances and an 
expression of an overall feeing, which 
evokes notions of a coast line with 
utter simplification and removal of 
outer layers. As he puts it “the digital 
technology allows incredible subtleties 
to be created, and it is that exercise of 
control that gives the work a very 
considered outcome as printed Giclee 
Prints, which offer the finest quality 

inks and printing on the best quality 
art papers available.” Such a stripping 
down of nature is a shock to the 
system, but one is left with the feeling 
of an expansive beach with radiating 
warmth that offers comfort and 
satisfaction.

7. On 22nd October 2016, a number 
of LSA members made a pilgrimage to 
Great Yarmouth to attend the private 
view of an extensive exhibition of 
recent drawings and prints by one 
time Leamington-based artist, Dick 
Whall, whose work was featured in 
ArtSpace 40. The show was staged 
in the gallery of the Great Yarmouth 
library. It featured the glittering 
career of Dr. Whall, as an artist and 
academic. It represented a return to 
his roots, as his first solo exhibition at 
the age of 24 in 1963 had taken place 
at the same venue. The large pencil 
drawings seen in the previous profile 
of his work can be glimpsed in the 
background to the group photograph 
shown, where the artist is surrounded 
by admirers and friends, all of whom 
worked in the Coventry School of Art 
and Design, where Dick Whall was 
for many years Head of the Fine Art 
department..
Figure 3. Above left: Adrian Bradbury’s Bay 19 
(2016) Giclee Print, 46 x 65cm

Figure 4. Below: Pictured at Dick Whall’s Private 
View of his exhibition in Great Yarmouth  
(LSA members shown in bold type) are left to right: 
Jovan Djorjevic, Jill Whall, Clive Richards,  
Dee Richards, Bill Jackson, Alan Dyer, Dick Whall 
(exhibitor), Alison Lambert, John Yeadon,  
Helena Devane, Pat Shenstone, John Devane.
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Birmingham is a multi-cultural 
city, with a rich tradition of 
Arts and Crafts, reflected 

in its wide and diverse art scene, 
from contemporary artist-run 
collaborations, such as at Eastside 
Projects in Digbeth, to ancient 
Greek, Roman and Egyptian artifacts 
displayed in a world class museum. 

To see the world’s largest 
and most important collection 
of Pre-Raphaelite art, you don’t 
need to travel to Paris, New York 
or even London. Just pop along 
to the Birmingham Museum and 
Art Gallery (BMAG), which has 
over 3,000 paintings, drawings and 
prints of decorative art and design 
from the period. This magnificent, 
Grade II listed building, conveniently 
situated in the city’s commercial 
centre, opened in 1885. It is located 
near Paradise Circus, currently 

under reconstruction, but its 
access is unaffected. It contains 40 
galleries covering fine art, sculpture, 
costume and jewellery, social sistory, 
archaeology and ethnography. The 
imposing main entrance (Fig. 1) now 
affords free access to a permanent 
display of the Staffordshire Hoard, 
in conjunction with satellite centres 
in Stoke-on-Trent, Lichfield and 
Tamworth. 

The art gallery has the largest 
and most representative collection 
of works by Edward Burne-Jones, 
born and raised in Birmingham. 
This highly influential artist attended 
the Birmingham School of Art in 
Margaret Street, which is now home 
to the Birmingham Institute of Art 
and Design. Also just along the road 
from BMAG is the Birmingham and 
Midland Institute, which was founded 
in 1854 for ‘the Diffusion and 

Advancement of Science, Literature 
and Art’. The BMI is home to many 
societies and associations, such as the 
Midland Painting Group.

Go up one level into the 
impressive domed Round Room (Fig. 
2), watched over by Epstein’s bronze, 
The Archangel Lucifer, and you might 
hear a classical music performance by 
Birmingham Conservatoire. The third 
floor displays a fascinating history 
of Birmingham and its people, while 
around the corner in Edmund Street, 
the Gas Hall and Waterhall galleries 
host touring work by local and 
international artists. 

The Barber Institute of Fine 
Arts (Fig. 3) is also free to enter 
and is located three miles from the 
city centre, on the east grounds of 
the University of Birmingham. Its 
impressive art galleries and concert 
hall are housed within one of 
Birmingham’s outstanding, 1930s 
era, Art Deco buildings, designed 
by Robert Atkinson and opened by 
Queen Mary in 1939. The Barber 

Birmingham revealed by Gary Izzard 
featuring the work of Paul Bartlett

Figure 1. Below: The stately façade of Birmingham’s 
principal art gallery showcases styles from a 
bygone era. Ink and collage 29.7 x 21cm

Figure 2. Bottom right: The grandiose Round Room 
in the Museum and Art Gallery is the venue for 
classical music performances.  
Ink and collage 29.7 x 21cm

Figure 3. Right: The Barber Institute of Fine Arts has 
been described as an undiscovered gem. 
Ink and collage 29.7 x 21cm

Gary Izzard gives a guided tour  
of the Birmingham art scene,  
old and new, illustrated by his 
ink and collage works shown in 
figures 1, 2, and 3
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Institute has rightly been described 
as ‘an undiscovered gem’ and ‘the 
University’s jewel in the crown.’ 
Guided tours are regularly available 
and recommended. The galleries 
contain one of the UK’s finest 
European and French Impressionism 
and Post-Impressionism fine art 
collections, from the 13th to the  
20th century. On permanent 
display are world-class paintings 
and sculptures by, amongst others, 
Botticelli, Degas, Magritte, Manet, 
Picasso, Renoir, Rodin and Van Gogh. 
There is an outstanding selection of 
works on paper, with over a thousand 
drawings and prints. The collection 
includes works by Dürer, Goya, 
Ingres, Rembrandt, Schiele and  
van Dyck.

My featured Birmingham 
born artist, Paul Bartlett, attended 
the same secondary school as me – 
Moseley Road Art School. Notable 
alumni include, Trevor Beattie, 
Christine McVie, Roy Wood, and 
members of UB40. Paul’s impressive 
CV includes mention of Falmouth 
College of Art and the RA Schools 
London. A further post-graduate 
award and a teaching qualification 
were attained at UCE in Birmingham.

During his study years and while 
away from home, Paul embarked on 
a themed series of paintings based 
on his window views of suburban 
gardens. A successful work from this 
period, Penge (Fig. 4) c. 1978, won the 
Turner Gold Medal for Landscape 
and the overall prize in The Stowells 
Trophy National Competition for Art 
Colleges. It was later exhibited next 
to work by Stanley Spencer in the 

Victoria & Albert Museum’s Garden 
Exhibition. 

Of the landscape themed work, 
Paul said, “Each picture becomes 
a self-contained visual diary and 
together they present extracts from 
a pictorial autobiography, with 
numerous layers of meaning and 
personal significance among the 
landscape obsessions.” In 2004 Paul 
won the Daily Mail’s ‘Not the Turner 
Prize’ with Portrait of My Grandmother, 
Mrs Doris Tompkins, 87  Years Young 
(Fig. 5), an intricate oil on board 
painting. Paul said of this work, 
“Due to being primed with highly 
absorbent, traditional gesso, each 
paint stroke dried very quickly. Thus 
much of its intricacy was built up with 
small dabs of paint and slower drying 
oil glazes were added as a final layer. 
Its small dimensions tends to surprise 
people.”

On the subject of drawing, Paul 
said, “For me, drawing is a form of 
meditation rather than a dynamic 
workout. Responding to the world 
around me by drawing is what got 
me into art in early childhood. 
It has continued as the central 
spine running through my creative 
output ever since. This is both as an 
exploratory activity in its own right, 
and to inform my printmaking and 
painting activities.”

Paul’s more recent work 
continues with his Life Room Studies 
for Life Journey Series theme. An 
earlier example is Lynda in Still Life 
Context (Fig. 6) from 1993. These 
days, Paul concentrates on contour 
line drawing using a mechanical 
pencil and skillfully creates 

compositions of several life models 
posing at different times. Outsider 
(Fig. 7) is a good indicator of this 
unique approach, which expands 
upon his many hours spent in the  
life room during his further  
education at the RA Schools. In 
addition to teaching several classes  
at Mac Birmingham, Paul tutors at 
Birmingham Printmakers and runs 
his own life drawing and portraiture 
classes at St. Anne’s Church Hall in 
Moseley. He is a full member of the 
RBSA and a senior member of the RBA. 
His work is included in several books 
and publications and has been widely 
exhibited..
Figure 4. Below left: Penge (1978–79) (Detail)  
Oil on canvas 30.5 x 23.5cm

Figure 5. Above: Portrait of My Grandmother,  
Mrs Doris Tompkins 87 Years Young (c. 1987)  
Oil on wood 25.5 x 19cm

Figure 6. Below: Lynda in Still Life Context  
(1992–93) Graphite pencil on paper 31.5 x 18.5cm 

Figure 7. Below centre: Outsider (2014–16)  
Graphite pencil on paper 40.5 x 30cm 
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Members’ Gallery  
curated by Clive Engwell

 

Clive Richards
Clive will be known to readers as the Art Director for 
ArtSpace, a design service his practice provides to 
the LSA on a pro bono basis, in association with the 
Magenta Advertising Process. His excellent graphic 
skills are sought by professional artists for their 
catalogues, e.g. Alison Lambert, whose work we 
featured in ArtSpace 37, and he designs exhibition 
posters for prestigious venues, including Compton 
Verney, Warwickshire and the Rijksmuseum in 
Amsterdam. A Professor Emeritus at Birmingham 
City University and a Visiting Professor to Brighton 
University he has enjoyed an extensive professional 
and academic career in art and design. His 
pioneering work in computer art has been 
accessioned by the V&A and his superb technical 
graphics have been published internationally. Less 
well known are his photographic prints in the series 
Accidental Subversions, first exhibited in the Herbert 
Gallery Café in Coventry in 2007 and later in 2010 at 
our own Gallery150. In his own words he “collects” 
such images with his digital camera during his 
travels. These subversions may be “…occasioned 
through the actions of time, weather or human 
intervention…” (2007 catalogue) but the resulting 
pictures are, of course, the product of Clive’s 
discerning eye plus his very careful selection and 
composition. Here we see examples of these 
intriguing and sometimes disturbing works selected 
from the series featuring torn posters. 

I am pleased to feature the work of two highly talented people. One is 
our own Art Director, Clive Richards, an all-rounder in design, computer 
art, graphics, painting and all sorts. Together with this artist is a 
relatively newcomer to painting, but not to art, Simon Cunliffe. Enjoy!

Bottom left: Hitchcock moment # 2 (2016)  
giclée print 20 x 20cm

Below: Out of the mouths… (2010)  
gliché print 20 x 20cm

Left: Scaffolded (2010) giclée print 20 x 20cm
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29Simon Cunliffe
Simon, a native of Royal Leamington Spa says that 
his free time has always been divided between his 
“friendly rivals” of the art and music.

After gaining an honours degree at Dartington 
College of Arts, Simon became involved in various 
community projects mostly in the production 
of music scores and several album releases of 
relaxation music. His interest in art began when he 
was fired with admiration for the illustrations within 
the Ladybird books and with the TV series Take 
Hart. He then became involved in the second hand 
and antiquarian book trade and began to admire 
the partnership between artist and engraver and 
their exquisitely hand coloured plates and Victorian 
lithographs.

His own art, mostly self-taught but with some 
formal study is predominantly in oils and inspired 
by the work of Van Gogh, Degas and Monet. The 
paintings, rich in colour, comprise lots of stunning 
landscapes and local Leamington scenes and may 
be seen on his website, www.sdcpaintings.co.uk

Right: Stormy Sky over Houses and Meadow (2015)
Acrylic on paper 25 x 35cm

Bottom right: Euston Place Gardens (2015)
Oil on canvas board 40.4 x 51cm

Below: Violet walking Marbles (2016)
Oil on canvas 30 x 25cm

Right centre: Roses (2016)
Oil on canvas board 40.5 x 51cm



30Happy 2017 to all of our LSA 
members! First off I would like 
to present a brief recap of last 

year as we worked hard in 2016 to 
create exposure and opportunities for 
all of our members.

As you know, we got East 
Lodge up and running with five 
different artists in studios and two 
gallery spaces. We successfully 
filled all the studio spaces and had 
different exhibitions each month. In 
November we held our first annual 
painting and illustration exhibition 
where Anna Phillips’s Rising Moon 
won the People's Choice award and 
Chiara Grant won the Judged award. 
Congratulations to both artists, and 
a big thank you to all the artists who 
submitted work – this was a truly 
beautiful exhibition.

Furthermore, in December 
I had a productive meeting with 
the manager of Leamington’s Loft 
Theatre during which we agreed to 
join forces where the theatre would 
provide the LSA with exhibition 
space. They have kindly allowed us 
to display art in the waiting area of 
the theatre, therefore offering our 
members extra exposure and further 
selling opportunities. If you would be 
interested in having an exhibition at 
the Loft Theatre please get in touch 
with me on the e-mail opposite. We 
are also looking for someone who is 
interested in events and organizing 
to take over coordinating these 
exhibitions, so please get in touch if 
you are interested.

Looking forward to this year, we 
will be having two more annual shows 
in East Lodge; one for Photography 
and Digital Art, another for 3D and 
Sculpture artwork. The Photography 
and Digital Art Annual Exhibition will 
take place from 8 Feb–5 March. The 

3D and Sculpture Annual Exhibition 
will be held from April 6–30th. If you 
are interested in having an exhibition 
at East Lodge please contact the East 
Lodge manager for available dates in 
2017 on the e-mail opposite.

 With the incredible work by 
Alison Chantrey, our Membership 
Secretary, we have also secured  
regular art fairs this year. These 
are held on the 4th Saturday of the 
month, and are connected with the 
already popular Farmers’ Market. 
We have kept the stall prices very 
affordable, and with the huge 
popularity of the Farmers’ Market  
we are confident that these will be  
a great success for our artists. 

If you would like to take part 
in these fairs please contact Alison 
for more information. We are also 
looking for a volunteer who can help 
coordinate and maintain the running 
of these stalls, so please get in touch if 
you are interested in helping.

The other Trustees and I are 
doing everything we can to make sure 
that the LSA has a strong presence 
in Leamington Spa. If you have any 
other ideas or would like to volunteer 
please do not hesitate to contact us.

I would like to end with 
another massive thank you to all of 
our volunteers and Trustees – your 
contributions are absolutely vital 
to the LSA and its success. Finally, 
remember artists: do what you love, 
and someone will love what you do.

Kate Livingston
Chair, Leamington Studio Artists.

Chair’s report 

For contact and information:
chair@lsa-artists.org

membership@lsa-artists.org

Contact East Lodge: 
eastlodgemanager@lsa-artists.org

Contact for Art Market stalls: 
membership@lsa-artists.org

www.artinpark.co.uk
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Our purposes and vision:

To promote artistic endeavour 
and professional practice  
LSA’s membership embraces artists 
working at all levels, from talented 
top quality professionals to 
beginners, and in a variety of  
forms: painters, sculptors, potters, 
photographers, textile artists, et al. 
Our strong membership is a 
testimony to their commitment and 
professionalism in the visual arts.

The work of LSA 
As an established organization, LSA 
is an integral part of the visual art 
scene in Leamington Spa and its 
environs: we offer opportunities for 
exhibitions for both individuals and 
groups of artists; we hold regular 
events such as Art in the Park;  
we facilitate scanning, printing and 
framing for our members, as well as 
providing studios.

The production of ArtSpace 
LSA produces a highly regarded  
and pictorially exciting journal in the 
form of ArtSpace, thrice yearly.  
This is posted and included in the 
members’ small annual subscription. 
The contents include, feature articles 
on the work of individual members; 
reviews of exhibitions locally and 
further afield; news about the art 
world in general and book reviews.

An invitation to join LSA  
We welcome new members!   
Yes, of course we want practising 
artists, but we welcome all who are 
interested in art. We are in need of 
members who would like to become 
part of an artistic community and 
willing to participate in voluntary 
activities such as spending time 
running a gallery, writing for 
ArtSpace, or helping to organize 
events or talks. At the same time 
you can still be a treasured,  
valuable member and do nothing 
except support our objectives. 

For membership forms or contact  
any of the team 
membership@lsa-artists.org 
chair@lsa-artists.org

LSA charity number 1147593

Chair  
Kate Livingston chair@lsa-artists.org 

Treasurer  
Tony Cartwright treasurer@lsa-artists.org

Membership Secretary  
Alison Chantrey membership@lsa-artists.org 

Trustees
James Callaghan jim.c@btinternet.com 
Dave Phillips d.phillips@abdab.com 
David Haedicke dhaedicke@gmail.com 
Soolie Burke 
Morgan Forth 

ArtSpace team 

Chair  
Clive Engwell

Editor 
Carolina Sagardoy

Editorial Adviser  
Dave Phillips d.phillips@abdab.com

Editortorial Advisor 
Karen Parker

Art Director  
Clive Richards

Production  
Malcolm Waterhouse

Proofreader  
Julia Engwell

LSA organisation LSA corporate  
sponsorsLeamington 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.

LEAMINGTON
STUDIO Artists



32 Sue Abbott

Jane Adams

Neil Adcock

Eleanor Allitt

Matthew Allton

Rhiannon Alton

Jonny Ambrose

Jane Archer

Heather Bailey

Elizabeth Ballantine

Helen Ballantyne

Rupam Barthakur

Anne Bench

Sue Bent

Wendy Bicknell

Amy Birch

Edward Black

Trevor Blagg

Meryl Blake

John Boden

Adrian Bradbury

Carmen Brady

Clifford Brigden

Nigel Briggs

David Broadhead

Helen Brookes

Karen Brooks

Sonia Bublaitis

Jacky Buckingham

Jan Bunyan

Soolie Burke

Rosy Burman

David Butcher

James Callaghan

Marie Calvert

Wendy Campbell-
Briggs

Eugenio Cappuccio

Michele Carruthers

Tony Cartwright

Roger Chamley

Alison Chantrey

Dave Chantrey

Vivian Cheng

Paul Chipperfield

Ruth Chipperfield

Soonoo Choksey

Alan Clark

Douglas Clarkson

Tony Collins

Sheila Connor

Sharon Cresswell

Edward Creyton

Lucy Crowley

Gilbert Csecs

Tracy Csecs

Sever-Ioan Culcea-
Bodea

Helen Cunliffe

Robert Cunliffe

Simon Cunliffe

Brenda Currigan

Diana Davies

Phyllis Davies

Derrick De Faye

Sophie De Smet

John Devane

Tony Dobson

Cathy Dodd

Lara Donfrancesco

Pamela Drew

Natalie Duff

Alan Dyer

Brian Eden

Chris Edgerton

Clive Engwell

Robert Ennis

Mo Enright

Alexander Etter

Barrie Etter

Penny Evans

Andy Farr

Fleur Finch

Mo Finnesey

Joe Fogg

Karen Ford

Ann Forrester

Chris Freegard-Elmes

Wendy Freeman

Carl Gallagher

Caroline Gatehouse 

Janette George

Carolyn Gifford

Bob Gilhooley

Helena Godwin

Dianne Greenway

David Haedicke

Brenda Hargreaves

Anna Harper

Claire Henley

Linda Henry

Brenda Hillier

Jacqueline Hillier

Catherine Holmes

Sarah Horne

Sheila Hornsby

Sukhbir Hothi

Meurig Hughes

David Hunter

Danielle Hutson

Kim Ingvar

Paul Ingvar

Gillian Irving

Phil Ivens

Libby January

Robert Jenkins

Louise Jennings

Peter Jewel

Chelsea  Johnson

Chris Jones

Jennifer Jones

Eleanor Kaijaks

Jessica Kaijaks

Nick Kaijaks

Ros Kaijaks

Bryan Kelly

Usha Khosla

Esther Kinnersley

Charlotte Kirkham

Eric Klein Velderman

Christine Knight

Edith Kovacs

Milagros Kuga

Alison Lambert

Lian Lanni

Andrew Lawrence

David Lewis

Peter Lewis

Anthony Leydon

Angus Liddell

Rachel Liddell

Kate Livingston

Jill Lloyd

Alison Longwill

Sian Love

Peter Lovelock

Teresa Mantle

Howard  Manttan

Noreen Mason

Peter Massey

Ian Mattingly

Nicole Mays

Lawrence McClelland

Jim McGuigan

Patrick McHale

Jeanne McKellar

Rik Middleton

Michele Miller

Sheila Millward

Antoine Mitchell

Christine Moore

Sarah Moore

Sueli Moreton

Martha Moreton-

Smith

Cesar Jose Mota da 

Silva

Ann Mount

John Murphy

Jennifer Neale

Grace Newman

Beverley Oxford

John Oxford

Karen Parker

Kevin Parrish

Chris Partridge

Anna Philips

David Phillips

Neil Phillips

Giuseppe Pittarello

Archie Pitts

Marianne Pitts

Veronika Pock

Joy Poole

Jane Powell

Philippa Powell

Rosemary Preen

Alex Purse

Chris Putt

Annabel Rainbow

Cathy Renken

Sophie Renken

Mark Robbins

Hilary Roberts

Anni Robinson

Janet Rose

Gabrielle Rucinski

Leslie Rucinski

Mary Sylvie Sarabia

Roger Sargent

Bronia Sawyer

Linda Scannell

Nick Seale

Claire Seneviratne

Isobel Shackleton

Gillian Shadbolt

Annette Sharman

Hazel Shaw

Gail Sheppard

Ray Shields

Robert Shuttleworth

Anya Simmons

Carole Sleight

Kay Smith

Patricia Smith

Victoria Smith

Annette Smyth

Ray Spence

Tatiana Stirbul

Maureen Taylor

Hansje Te Velde

Bethany Tetley

Mark Tilley

Silvena Toncheva

Jonathan Treadwell

David Troughton

Janet Tryner

Paul Tyler

Nancy Upshall

Vera Vasiljevic

Dominica Vaughan

Lynnette Weaver

Kathy Webster

Edith Whatling

Sue White

Ruth Whitington

Christine Wilkinson

Jane Williams

Heather Wilson

Hilar Wilson

Bruce Wilton

Kate Wiltshire

Rebecca Woodbine-

Cusdin

Julia Yarrow

John Yeadon

Ann Yeomans

Dr Richard Yeomans

Andrzej Zawadzki

LSA members 

L
S
A

 in
 fo

c
u
s

A
rtS

pace journal num
ber 45  W

inter/S
pring 2017  w

w
w

.L
S

A
-artists.org



 We offer a wide variety of full and part time courses in the creative arts

Part time and leisure courses include:

Art Therapy
Adobe Creative Suite and Interactive Media
Ceramics
Fine Art
Furniture Workshops and Woodturning
Glass & Jewellery 
Interiors
Life Drawing & Painting and Drawing
Photography
Sewing, Dressmaking, Textiles, Creative Workshops  
Upholstery and Soft Furnishings

Call us on: 01926 318233 or visit warwickshire.ac.uk to find out more

piece by U
rsula W

estw
ood (student) w

w
w

.ursulaw
estw

ood.com



n  Opportunities to exhibit your work 
n  Invitations to private views
n  A free copy of ArtSpace, the LSA  
 journal, delivered to your home
n  Opportunities to meet artists   
 working in all media
n  Competitively priced scanning,   
 printing, mounting and framing   
 service
n  Commission only exhibiting of   
 prints and greetings cards
n  Promotion of your work through  
 links to your own website (or an  
	 LSA	–	provided	profile	page)	
n  Affordable studios     
	 (subject	to	availability)
Forms are available from the membership secretary 
at membership@lsa-artists.org

Alternatively, you may download the forms or join 
online at 

www.lsa-artists.org 
(‘Become a member’ tab)

East Lodge, Jephson Gardens, Willes Road, Leamington Spa, Warwickshire CV32 4ER

LEAMINGTON
STUDIO Artists

Join us  
and share our 
passion for art

A year’s membership 
gives you all these 
benefits for just £20.

New members welcome


