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Aurania (2018) Monotype 
Printed by the artist on 
Somerset textured white 
300gsm 50 x 40cm  
See art news miscellany 
page 20
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Welcome to ArtSpace 49! I hope you 
enjoyed our special 20th anniversary 
issue which consisted entirely of 

images of our members’ work.
ArtSpace 49 takes us on a journey through 

time and space. With some brilliant pieces such 
as Karen Parker’s article about our editorial 
team, Cherry Williams and Lynne Gougeon’s 
account of their East Lodge exhibition, and 
Greg Segal’s fascinating reflections on the 
question of art, we hope that you will be left 
feeling hopeful about the future of art. We are 
also very happy to include a number of thought-
provoking and insightful reviews in this new 
issue, such as Jonathan Waller’s review of  
John Yeadon’s exhibition which was housed at 
the CET building in Coventry.   

Central to ArtSpace 49 is LSA itself. 
We hope that you will enjoy reading Alison 
Chantrey’s spectacular account of its history, 
and would also like to acknowledge some 
of the many wonderful achievements of our 
members – to name a few, Bryan Kelly’s and 
Alison Lambert’s work has been featured in 
this year’s Royal Academy Summer Exhibition, 
while the V&A Chance and Control show 
features work by Clive Richards. The Annual 
Sculpture Exhibition at East Lodge was another 
brilliant success for LSA, with Grace Kelly 
winning the first prize. You will have hopefully 
had the chance to also experience Art in the 
Park, which takes place every year in August 
in Jephson Gardens, at the very heart of 
Leamington Spa. 

As always, please feel free to share your 
thoughts and impressions of the art shows 
and exhibitions, which you have seen or taken 
part in recently – we look forward to receiving 
new submissions! I do hope that the many 
wonderful stories presented in this new issue 
of ArtSpace will inspire you to keep on creating, 
experiencing and celebrating art. 

ArtSpace is the journal of Leamington Studio Artists   Autumn 2018

Editor 
Lucy Ovanesyan

Editorial team 
Clive Engwell
Karen Parker
Dave Phillips

Art direction  
Clive Richards
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affair with it. He also encourages me and 
other students to be fearless, without shame, 
and not to flinch from tackling taboos.

John is very sociable. He holds court 
in the Oak, the pub across the road from 
the faculty that’s frequented most nights 
by him and many Fine Art students. There 
are lively discussions about art until closing 
time. Sometimes he throws parties at his 
house in St Georges Road, a few doors away 
from where I’m living. His studio inhabits 
most of the downstairs and I get invited 
to see his works in progress. He’s started 
making a collection of paintings: huge 
figurative compositions that will later form 
the exhibition that he calls Dirty Tricks. I’m 
amazed at his facility, ambition and invention. 
I’ve never seen paintings like this before. 
They’re rude, political and grotesque and 
have a noisy carnivalesque irreverence (Fig.1). 

It was the early 1980s with Thatcherism, 
Reagan’s ‘Star Wars’, street riots, the 
Falklands War, collapsing manufacturing 
industries, pit closures, the miners’ strike and 
‘No such thing as society’. Later in the decade 
there would be Clause 28. It seems to me that 
John responded to all of this with outrage and 
a sense of social responsibility; he joined the 
miners on their picket lines, moved to a larger 
studio at Coventry’s Canal Basin Warehouse 
and became extremely prolific. He took on the 
role of mischievous trickster – the irritating 
grain of sand inside the oyster shell.

I think John revelled in the sense of 
freedom that came from making his paintings 
at that time, and I also think that he took 
pleasure in the ensuing battle that developed 
around the reception of Dirty Tricks with the 
local authorities, immediately after it had 
been unleashed on the general public. It 
helps to be controversial if you want a public 
voice. And John was controversial. When 
the exhibition Dirty Tricks was shown at the 
Herbert Art Gallery & Museum in Coventry 
in 1984, it so scandalised a Tory councillor 
that he led a campaign to try and close it 
down, along with the backing of the Coventry 

My first encounter with John Yeadon 
was early in 1980. He doesn’t 
remember this by the way. I was 

a foundation student looking around the 
Lanchester Polytechnic with a view to 
applying for their Fine Art Degree course. His 
office door was open. I poked my head in to 
ask some questions. He exclaimed something 
like, “Don’t bother coming here unless you’re 
prepared to put in some real hard graft”. I 
was taken aback. He seemed all attitude, big 
glasses and a bit intimidating.

Later that year I’m accepted onto the 
course and during the first meeting with my 
tutor Dick Whall, it is explained to me that 
there are many different views on art held 
amongst the staff team, and some lecturers 
have very strong political leanings. In the 
second term, the viewpoints that Dick alluded 
to come to the fore and are argued out in a 
mid-year group crit. Colours are nailed to the 
mast. Amongst the Formalists, Conceptualists 
and Expressionists, it turns out that John 
passionately believes that art should have a 
social context and function within society. I 
find myself inclined to agree with him. 

In no time it’s my third year and John 
becomes my Personal Tutor. He’s supportive 
and encourages me to look at Velasquez and 
Grünewald. Grünewald particularly for the 
drawings of Mary Magdalene, weeping and 
wringing her hands at the base of the cross. 
This is my first introduction to the Northern 
Renaissance and the start of an ongoing love 

John Yeadon: 
What’s the Meaning of This? 
A personal view  
by Jonathan Waller

Left: Figure 1. Beach Party 
(Before the Rain) (1981)  
255 x 286cm  
Oil and acrylic on canvas

John Yeadon’s What’s The Meaning of This? was at the Coventry  
Evening Telegraph Building between 18th May and 15th June.

Above: Figure 4. It’s Alive! 
Harwell/Dekatron WITCH 
(Second Version) (2017)  
145 x 210cm 
Acrylic, acrylic spray paint, 
fluorescent paint, silver paint, 
gold and silver spray paint, 
charcoal, crayon and glitter 
on canvas
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Evening Telegraph. The headlines read, ‘ART 
SHOW BRANDED AS PORN’ and ‘IT’S 
SMUT, NOT ART’. The campaign failed and 
attendance at the Herbert doubled!

That wasn’t the end of the story. Some 
of John’s paintings from the series were 
selected for the prestigious British Art Show 
that toured the country between 1984 and 
1985. An official endorsement, confirming that 
he was making a significant contribution to 
contemporary British art, and to the direction 
that painting would take in the 1980s as 
it advanced past Modernism and into the 
future.

Fast forward to the present day. John has 
just turned 70 and to commemorate this he 
has a selective retrospective exhibition at the 
decommissioned Coventry Evening Telegraph 
Building. Some irony here. The show follows 
directly on from his recent exhibition at the 
National Museum of Computing in Bletchley 
Park. On display are a large number of his 
early to mid-1980s’ works, including many 
from the notorious Dirty Tricks exhibition, 
plus 35 of his most recent paintings that 
fall under the umbrella title of Englandia. 
The latter can be subdivided into three 

subject areas: an alternative, almost back 
window view of the English landscape, that 
occasionally follows the path of the National 
Grid, the control rooms at Sellafield in the 
1950s (Fig.3), and WITCH, the world’s oldest 
working digital computer (Fig.4). What we 
don’t see are his post-student works, his anti-
fascist banners from the 1970s, the interim 
1990 to 2010 digital and photographic works 
that explored food and sexuality, his Blind 
Biff drawings and etchings that were made 
between 1986 and 1991 and his ventriloquist 
dummy paintings. An exhibition of these last 
two series will be shown at the Lanchester 
Research Gallery in the New Year.

By focussing on the earlier and 
more recent paintings we are afforded a 
fascinating insight into his changing concerns, 
techniques and subject matter. It’s probably 
inappropriate to describe John as having 
a ‘style’ because he willfully mixes styles 
together, whether it be through tipping 
space, the use of collage, extreme distortion, 
meticulous realism or the language of 
cartoons. But in so much as any differences 
can be seen between the older and newer 
paintings, this ‘mixing up’ is most evident in 
the earlier work where it becomes a startling 
feature, often exercised with great humour 
(Fig.2). It diminishes in the later work, but is 
still evident in more subtle ways, particularly 
in his recent painting of the WITCH. 

John’s current paintings are probably 
more polite, more veiled and less likely to 
provoke outrage, but a subject like Sellafield is 
still very tough. In terms of an artistic journey, 
I see parallels with Rembrandt. The early 
works have a youthful fire and energy and as 
the process of aging goes on, this youthfulness 
gives way to a contemplative but equally valid 
introspection. As with many retrospectives, it’s 
possible to witness a life unfold before you, 
and in this see your own..

Left above: Installation shot of 
Exhibition at CET (2018)

Left below: Figure 2.  
Panel from Democratic Circus 
Triptych (1982) 234 x 224cm 
Acrylic on canvas

Above: Installation shot of 
Exhibition at CET (2018)

Left: Figure 3. Sellafield (2018)  
195 x 145cm  
Acrylic on canvas
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to the popular trends of telling lies and selling 
these for truths. Pic quickly begins to feel 
infatuated with the idea of power and before 
he knows it, he is a completely new character 
that can no longer distinguish between truth 
and lies. Maclean’s challenging work can be 
seen as addressing the issues of our time in a 
direct and poignant way. What we witnessed 
was the artist’s creation of a dissection of 
our society, revealing what we may not 
necessarily want to witness – scenes of cruelty 
and injustice – effectively scrutinising the 
flaws of our time. The setting of this artwork 
itself brought an extra layer of meaning to 
Maclean’s film that was bound to evoke a 
response in the audience – whether that of 
complete disapproval of the decision for 
this work to be featured in the Biennale – or 
of absolute adoration of the artist’s vision 
and knowledge evidently manifested in her 

Curated by Christine Macel, the 
2017 Venice Biennale posed an 
invitation to its visitors to immerse 

themselves in a beautiful and awe-inspiring, 
yet incredibly challenging and contradicting 
at times, celebration of art. This was the 
first contemporary art exhibition of such 
a great scale that I have had the chance to 
experience firsthand, and while many of my 
contemporary art seminars took place in 
Giardini and Arsenale, the two main venues 
of the Biennale, what I found just as exciting 
and thought-provoking was visiting the many 
collateral events and exhibitions scatted 
around the city. What I found so special about 
visiting these venues that seemingly shared 
nothing in common was how they all opened 
up a new reading of the same city. Finding 
each event was indeed an adventure of its own 
kind, for finding one’s way around in Venice is 
perhaps an art itself! I would like to invite you 
on a journey with me as I map out some of 
the most spectacular collateral events I got to 
visit as a part of my studies in Venice. 

A couple of minutes away from where 
the University of Warwick finds its home 
in Venice – Palazzo Pesaro Papafava in 
Cannaregio – was where a screening of 
Scottish artist Rachel Maclean’s film Spite Your 
Face was displayed, in the now deconsecrated 
church of St Catherine, in Cannaregio. And 
while churches are not exactly an unusual 
settings for exhibition displays – or at least 
this is what I got to discover during my time 
exploring the Biennale’s many treasures – 
there was something rather special about this 
installation. The story of the main character 
in Maclean’s visionary fairy tale could easily 
be deemed as anything, but appropriate to be 
projected in a setting that once used to be a 
place of worship, yet I think this is exactly why 
the content of her film was so poignant and 
its effect further enhanced. I felt incredibly 
challenged by the nature of Maclean’s film – 
inspired by Pinnochio – it follows the story 
of Pic whose misfortunes leave him no other 
choice, but to seek a solution in conforming 

Lucy Ovanesyan reviews
Collateral Events at Viva Arte Viva

Below: Jan Fabre The 
Catacombs of the Dead Street 
Dogs (2017) Glass and Bone 
Exhibition, Venice.

Viva Arte Viva, Venice Biennale, 13th May – 26th November 2017
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work that draws on Renaissance traditions, 
particularly these of sacred art. Spite Your 
Face was certain to leave its spectators with 
a strong impression about the world as we 
currently see it and the questions we ought to 
pose in order to change our experience of it. 

Next is the Abbey of San Gregorio, 
situated between the Church of Santa Maria 
Salute, one of the emblems of the city’s 
glorious history, and the Peggy Guggenheim 
collection, as a reminder of the much more 
recent past of the art world of Venice. The 
exhibition displayed at San Gregorio was of 
Jan Fabre’s sculptures made of glass and bone 
- yet another very challenging display that 
was bound to leave its visitors questioning the 
extent to which we are to expand the realms 
of art. In contrast to Maclean’s installation 
in Santa Caterina, this exhibition featured 
many examples of Fabre’s work, scattered 
around both in the cloister of the abbey 
and its spacious rooms, most of which were 
overlooking the magnificent Grand Canal. 
Some of the sculptures displayed were read in 
direct response to the architectural features 
of the exhibition space and to Venice itself – 
a set of glass pigeons welcomed the visitors 
upon their entry to the cloister. Fabre’s work 
carried the potential to ask the most universal 
of questions – these regarding life and death, 
beauty and time, in unconventional ways 
through its materials. One room in the abbey 
struck me as particularly poignant entitled 
The Catacombs of the Dead Street Dogs, a 
carefully choreographed scene, this was the 
work in the exhibition that employed the 
potential of its space to the fullest in order 
to unfold its haunting imagery. Undoubtedly 
a difficult piece to look at, real stray dogs’ 
skeletons were arranged alongside carefully 
crafted glasswork. Two completely different 
realities were contrasted – that of death and 
despair, to that of creation and beauty – a 
conflict that we could not easily escape from. 
This was achieved by the way in which the 
installation was brought incredibly close 
to the viewer, as well as by using dramatic 
lighting that magnified the glasswork details 
into shadows that one could not help but 
acknowledge. 

Crossing the Grand Canal and admiring 
the beauty of  Piazza San Marco, we step into 
some of the prison rooms of the Ducal Palace 
that immediately would strike the viewer with 
their stark contrast to the magnificence of the 
Palazzo itself. This was the place where one 
would stumble upon Doing Time, Tehching 
Hsieh’s exhibiton as a part of the Taiwan 
Pavilion. A journey into the immediate past 
of the 1970s and 80s would unfold before 
the visitor, as the artist’s personal accounts 
of two of his most important performance 

pieces were displayed in the exhibition space. 
This was in fact the very first time I had been 
faced with the challenge of making sense of 
a performance piece that I had never heard 
of before – and I felt completely fascinated 
by how simple, yet powerful the ideas behind 
Hsieh’s work appeared. For his One Year 
Performance, 1980–1981, the artist had taken a 
picture of himself every day for one year, not 
cutting his hair and as a result, revealing the 
effect of time. What was truly incredible was 
to discover the way in which the individual 
pictures did not differ from each other to such 
a great extent, yet if one were to compare 
the two pictures taken at the very beginning 
and end of the performance, they would 
begin to identify the great degree of change 
that can be revealed – the marks time itself 
had left on the artist. I suppose one could 
argue that this is also a rather difficult piece 
to understand and make sense of. After all, 
one is entitled to ask about the presence of 
the artist and whether that could be evidently 
manifested in the pictures that accompanied 
the performance, or whether this was an 
account of an artwork that fails to effectively 
communicate its message. Figuring out the 
importance of performance art is not an easy 
task – once again, I encountered the problem 
of how exhibition displays challenge our very 
understanding of what we consider art to be 
– and this was in fact a question we always 
seemed to ponder over at each seminar we 
had at the Biennale. 

Spending ten weeks in Venice had got 
me thinking whether it would have been 
possible for me to see every single exhibition 
that was a part of the Biennale. While I must 
admit I would have failed spectacularly had I 
set myself such an impossible task, I decided 
to focus instead on the exhibitions that I did 
get the chance to see, appreciate and try to 
understand. The three collateral events subject 
of exploration in this article were one of the 
many I paid a visit to, there were certainly 
many other exhibitions I would have loved to 
be able to write about. Nonetheless, what I 
thought was special about these three displays 
in particular was the way in which they 
challenged my understanding of exhibitions 
and made me question my own thoughts on 
contemporary art. Previously to my term in 
Venice I knew very little of contemporary art 
and did not quite believe in its potential, but 
after having had the chance to experience the 
Venice Biennale, I feel completely enchanted 
by its incredible potential to move audiences 
and to help communicate ideas about our 
present times. This is art history in the 
making and as an art history student I cannot 
help but wish I can always be a part of such 
inspiring environments..



6 John Piper can be seen as one of the 
most influential, and definitely one 
of the most iconic artistic figures of 

Britain in the 1930s and 40s. This is due 
not only to his individual artistic talent and 
multilayered, exploring and daring vision and 
visual language, but also, in my opinion, to his 
ability to capture and materialise something 
essential from the era’s wider philosophical 
and sentimental questions around what it 
means to be British. The exhibition at the 
Mead showcases works encompassing more 
than thirty years of his work, representing his 
changing interests from collages of the early 
years, throughout abstraction all the way to his 
wartime works and his paintings for Recording 
Britain. Although it may first seem hectic and 
inconsistent at some points, the subject of the 
British landscape is leading, and Piper’s vision 
of it is what connects the artistic oeuvres and 
the exhibition itself into a representation of a 
coherent and consistent way of thinking of  
the artist. 

John Piper’s art is most often described 
as Neo-Romantic. As well as making it 
arguably easier to categorise his wide-ranging 
artistic practice, this term also connected 
him with long traditions of English Romantic 
art and especially with the long-standing 
tradition of landscape painting. Artists such 
as Gainsborough, Turner or later Palmer 
and Blake stand as important precedents 
for artists like Piper. Furthermore, the Neo-
Romantic style allowed Piper to portray the 
English landscape with high intensity colours 
and often from rather obscure perspectives, 
creating a strong sense of sublime atmosphere, 
going beyond what is visible with his paintings. 
This can be connected to the deep connection 
and idealisation of the landscape and built 
environment in Britain during the war, where 
Great Britain, as a nation, could identify with 
the land itself. The potential of bombings and 
later the threat of the Cold War manifested 
itself in the endangering of the land, and 
thus the national consciousness and cultural 
heritage itself. Piper’s work can be thus 

Anna Seress  
and Lucy Ovanesyan  
review the John Piper exhibition  
at the Mead

seen as a patriotic (though not necessarily 
propagandistic) artistic outlet of wartime 
anxieties, and an effort to preserve something 
essentially British – both in a materialistic way 
by the recording of concrete buildings and 
landscapes, but also on a metaphorical level, 
through connecting the twentieth century 
landscape with previous landscapes recorded 
by, for example, Turner or Palmer. 

The perfect example of this attitude is his 
paintings of the Coventry Cathedral after the 
Blitz in 1941. His work shows the Cathedral, 
virtually the former symbol of the emerging 
industrial city of Coventry, from the inside, 
as a mere skeleton of the medieval building. 
From this perspective, the surroundings of the 
building are invisible, the Cathedral appears 
to be standing on its own, intensifying its 
symbolic nature. In the meantime, the use of 
bright red, blue and yellow colours gives the 
scene an apocalyptic undertone, strengthening 
the Blitz’s tragic nature, while simultaneously 
uplifting the building’s importance and the 
strength of the remains. The absence of human 
figures from the scene further underpins this 
drama, and only reinforces the Cathedral as 
a metaphoric identification with the people 
of Coventry, rather than a simple landmark. 
This image-making process was such a great 
success for the artist that his paintings were 
recreated as postcards and held up as symbols 
of national resistance during the war.

Of course, seeing Piper’s work 
solely from the point of underlaying 
political concepts can only offer a limited 
understanding of his work. As can be seen 
from the wide range of works in the exhibition, 
his artistic scope stretched much further than 
his love for the land..
Anna Seress

Mead Gallery, Warwick Arts Centre, 1 May – 21 June 2018.

P
H

O
T

O
G

R
A

P
H

: C
O

P
Y

R
IG

H
T

 F
R

A
N

C
IS

 W
A

R
E

 2018



R
e

vie
w

s

7
artist’s deep interest in abstraction.  
This design is set within the cathedral  
which despite its modernist veneer, would 
still strike the worshipper as traditional in 
its layout. Such constantly emerging conflict 
between the past and the present seems to 
be never fully resolved in Piper’s work and 
this is perhaps one of the key reasons as to 
why his work appears so fascinating and most 
probably will continue to charm its viewers 
with its complexity and its multifaceted 
character. A strong case study to illustrate 
this point would be the work produced as 
part of the creative activities in the Mead in 
direct response to the design of the Coventry 
Cathedral window. Drawing such visual 
connections between the exhibition space and 
its environment and Spence’s monument in 
Coventry helps not only exemplify the legacy 
of Piper’s work beyond its own time, but also 
recontextualises it by making it relevant to 
the present and the imminent future, City of 
Culture 2021 – an initiative that is bound to 
reshape the artistic and cultural landscape of 
Coventry and the region..
Lucy Ovanesyan

Piper’s collages mirror the quest for 
defining the terms of modernism – one 
of the central issues that had come 

to the fore in the art scene of the 1930s. The 
exhibition catalogue, as well as the exhibition 
itself, strongly reinforce the idea of the various 
different various sources of inspiration that 
informed the artist’s work, such as the art of 
abstraction, the long-standing traditions of the 
Romantic landscape, and the cultural heritage 
of England. All of these seem to be perfectly 
intertwined in the 1936-8 series of landscape 
collages that respond to Piper’s earlier interest 
in abstraction which he further explored in 
AXIS, a particularly strong manifestation 
of an international trend translated into a 
British context, alongside his love for the 
atmospheric effects translated in landscape 
terms. It is in these works that we are able 
to fully appreciate the significance behind 
the Neo-Romantic strand so eloquently 
featured throughout Piper’s work - in the way 
it has seemingly reconciled these completely 
different aspirations towards the abstract and 
the figurative, whilst also unlocking this great 
artistic potential for enquiry into England’s 
past, the identity of the nation, and the role 
played by the land itself into forming the 
nature of this collective consciousness. Having 
closely examined and analysed Piper’s work 
before, I thought that this was an idea that 
shined through the entire display, making the 
spectator fully aware of the incredible richness 
in meaning and visual means employed by  
the artist. 

John Piper’s work is still relevant today 
since it has this potential to exemplify how 
different artistic influences can come together 
and portray such tumultuous and eventful 
times in a masterful, poignant way. Piper’s 
name resonates particularly strongly within 
the local community – his design for the 
Baptistery window at Coventry Cathedral 
(completed and consecrated in 1962) has by 
now become one of the symbols of Spence’s 
architectural feat. An exemplary case study 
in colour theory, Piper’s work showcases the 

Both Anna Seress 
and Lucy Ovanesyan 
study History of Art 
at the University of 
Warwick
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This exhibition was a tour de force of 46 
paintings, mainly watercolours, dating 
from 1968 to 2018, a period of fifty 

years, in the main capturing the character of 
Regency and early Victorian villas of Royal 
Leamington Spa. In conjunction with this 
exhibition, on display in the local Art Gallery 
were a few oil paintings of flower pieces and 
landscapes. So Michael’s oeuvre, at last, could 
be seen in situ in Royal Leamington Spa, 
for much of his work, especially his scenes 
of  Venice have been exhibited in London at 
commercial galleries, where he has a high 
profile and a distinguished reputation. 

Yet, these are no ordinary paintings, for 
they carry with them an uneasy presence. Take 
one of his first works such as Clarendon Square 
1969 (Fig. 1), where dusk seems to inhabit 
the space, the buildings shunted to the middle 
left, and the sky’s golden hue inhabited by 
wisps of slate blue clouds and bare branches 
of trees. Something is about to happen you 
sense but you will never know what. Yet, the 

Review of Michael Felmingham’s  
exhibition by Dave Phillips

Slate Galley, Oxford Street, Leamington Spa 19th May – 7th June 2018

not knowing makes you look very intently in 
the hope you might.

Blind Windows 2013 (Fig. 2) has the same 
wistful evocation, where a smudged whitish 
Regency house confronts you, tactile and 
sculptural but unsettling, with no evidence of 
human life. Shadows play across its facades, 
and there is a delicacy in the subdued soft 
colours. It is beautiful and beguiling with no 
narrative conclusion, as your eye tricks your 

Left: Figure 1.  
Clarendon Square (1969) 
Watercolour 14 x 20 inches 

Below: Figure 2. 
Blind Windows (2013) 
Watercolour, 13 x 20 inches 
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mind into wondering what secrets it may 
contain. 

So, with Windfalls in my Garden, 2017 
(Fig. 3) half of the picture filled with sunlight, 
which pervades the empty chair, the marble 
table top with its elaborate iron legs, on 
which is placed a basket full of apples, with 
many more strewn on the table and ground, 
and sunshine flickering in the form of white 
touches in the dense green hedge which acts 
as a tonal foil reinforcing the question, why no 
human presence? 

Figures are comparatively few in this 
exhibition of Michael’s paintings, which are 
more than often suffused with melancholy. 
Space pervades his work, which is the essence 
of much of Leamington Spa’s Regency 
character. Willes Road in Snow, 1979 (Fig. 
4) portrays a wide area of a snow-covered 
road, with a large detached Regency house 
in the background, obscured by a tree. 
Again, one encounters a sense of isolation 
and detachment with unanswered questions 
pictorially posed. Michael is a clever and 
skilful painter, who makes everything seem 
easy, while at the same time creating subtle 
messages, which are difficult to decipher but 
permeated with sadness. 

Not that the exhibition was exclusively 
confined to the Regency period as one can see 
in the painting entitled Evening at Stoneleigh, 
c1989 (Fig. 5), where one was taken from 
sophistication and architectural style to 
rusticity in all its basic charm. Here there 

is the subtle interplay of the soft colours of 
his palette, the use of darkness against light. 
There is a drama in his use of shadows, shade 
and sunlight to portray a set of old cottages, a 
bucolic image where at one end the windows 
are lit internally and the rest remain in 
darkness. So once again we  were entranced 
by the meaningfulness of the ordinary.

His work in its entirety is a metaphor 
of contrasts, characterised by subtle poetic 
manipulation of our sensibilities. A lifetime of 
painting has delighted generations, of which 
this exhibition in his home town of Royal 
Leamington Spa, for fifty years, was a symbol 
of completeness and acceptance. It was also a 
hallmark of his brilliance..

Left: Figure 4. Willes Road in 
Snow (1979) Watercolour  
14 x 22 inches 

Above: Figure 3. Windfalls 
in my Garden (2017) 
Watercolour 13 x 19 inches 

Left: Figure 5. Evening 
at Stoneleigh (c1989) 
Watercolour 14 x 21 inches 
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Figure 1. Left: Uthaya 
Swoboda When the Boats 
Come in – Brixham  
21 x 15cm watercolour

Figure 2. Below: Jack Kirk 
Offering 1 metre high steel 
and glass sculpture

Figure 3. Above: Jack Kirk 
Plaque wood 50 x 35cm 
metal sculpture

Coventry & Warwickshire Society of Artists 
(CWSA) Annual Exhibition 2018
Robert Cunliffe’s personal view

LSA East Lodge Art Gallery, Jephson Gardens, Leamington Spa 30th May – 10th June 2018
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That the Coventry and Warwickshire 
Society of Artists continues to exist 
after 106 years and still provide a local 

cultural focus in the visual arts is a tribute 
to the enthusiasm and dedication of its 
members, past and present. 

My interest in this exhibition was based 
on knowing a founder member J.E. Duggins 
(1881–1968), a Leamington artist of the 
Newlyn School (c.1902). 

Duggins was awarded life membership 
of the society in 1950 after a lifetime of 
contributions. I wonder how he would have 
rated the current works; there is no doubt  
an enormous variety of media compared  
with his day.     

I know nothing about art. But I know 
what art I like, but before we get to that – this 
exhibition challenges one’s conception of art. 
That after all is what art is all about! There 
is an enigma, a mystery, a question with each 
work; Jack Kirk’s mysterious sculpture in 
steel and wood (the Ralph Bassett award) is 
reminiscent of the Tewkesbury sculptor Len 
Clatworthy (1944–2009); Paul Chokrun’s 
mixed media painting of Old Delhi asks 
what we remember of the Indian partition 
(this painting was the President’s choice); 
Agnieszka Niklewska’s mixed media Angel 
(awarded the Richard Gill Silver Salver) 
challenges our conception of the spiritual 
presence.

Now back to my day on visiting the 
Lodge, I was immediately struck by a 
watercolour of Brixham harbour by Uthaya 
Swoboda (Fig. 1). This vibrant scene I can 
almost remember from my visit to Devon 
in 1993. Many an artist has painted there 
no doubt but there is too much in this cosy 
harbour for one painting. Swoboda has 
chosen the west quay with the steep hillside 
of cottages. The colours of the landscape are 
displayed magnificently by the west country 
daylight and captivated as only by a Malaysian 
artist. But I must admit to a penchant for 
pictures of boats. What about the mystery? 
Well, the dusky sky is a curious yellow; how 
come the blue reflection of the sky in the 
sea? Then there are strange alignments of 
perspective particularly to the rigging of 
the vessels. What an interesting collection 
of marine catenary curves though! The 
kaleidoscope of small boats and reflections of 
harbour cottages in the sea is a challenge to 
the eye.

Following the sculptural theme I was 
intrigued by Offering by Jack Kirk (Fig. 2), 
depicting a blueberry leaf in steel plate  
2.5 mm thick with a blue glass ball! 
The lancelot shape of the leaf is pierced 
longitudinally suggesting inverse leaf veins. 
But perhaps this sculpture depicts not a  

plant, but heraldic lance and orb?
Jack Kirk’s piece de resistance was 

Plaque (Fig. 3). This again was a vegetative 
creation in metal mounted on a wooden 
board. A moulded wire structure was dressed 
with white metal spatter to represent blossom 
on twigs (perhaps May blossom). This use as 
artistic media of such dissimilar metals I find 
fascinating.

 My final selection is Contemplation a 
formal nude sculpture by Tanya Kozin (Fig. 
4). The pose chosen is so calm and relaxed – 
it is serene. I was surprised that it was a really 
heavy statuette (20 kg. approx.) 

This exhibition was a well curated 
selection of over 60 works: ballet dancer, 
sunflowers, abstract floral, machine 
embroidery, landscapes, pastel portrait of 
a girl, still life of three jugs, a tiger, a goat, 
flowers, to mention a few. 

Well worth the visit..
Figure 4. Tanya Kozin 
Contemplation sculpture in 
cold bronze 40cm high

Robert Cunliffe is 
an art lover living 
in Leamington 
who has family 
connections with 
both the Coventry 
and Warwick 
Society of Artists 
and the LSA
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9If you have the chance to meander through 
Leamington’s magnificent Jephson 
Gardens, behind its elegant gates at the 

bottom of the Parade, you will eventually 
come across a very pretty cottage, East Lodge, 
which is the home and studios of Leamington 
Studio Artists.  

Upon entering the Lodge, it is an almost 
certainty that you will be greeted warmly by 
Bryan Kelly, one of the artists in residence. 
Bryan will then gently invite you into his 
fairly small but tidy studio where at least two 
easels will sport work in progress. The walls 
are covered with dozens of canvasses, framed 
masterpieces all brightly coloured and inviting 
the eye to explore, while his workplace is 
covered with masses of tubes of paint, brushes 
and artist’s paraphernalia. He, the artist, will 
gladly explain it all.  

Bryan is a truly professional artist and 
he is proud of it. He was also the first lsa 
member to sign up for a studio place at East 
Lodge when it opened its doors in 2014.  
His ‘open door’ policy has been there from 
the start. Bryan is a charming, affable and 
lovable Irish man. A good human being with 
a heart of gold which does not prevent him 
speaking his mind which he does eloquently 
and frequently. He is extremely creative in his 
work and utterly dedicated to maintaining its 
unique style. A passionate and caring human 
being extremely conscious of the imbalance in 
the world.

The Life of Bryan
Clive Engwell looks at the man 
and the work of Bryan B Kelly

I first met Bryan in 2011 when we all 
helped install his first solo show at the lsa’s 
Gallery 150. Since then we have become 
firm friends. I love and value his work, his 
personality and his friendship.

Bryan Beresford Kelly was born in 
Ireland.  At about the age of 20 he came to 
England and studied Textile Design at Leeds 
University. After spending most of his working 
life (almost 30 years) in textiles he began to 
take an interest in pottery and bought himself 
a wheel. After a good period of self-taught 
‘trial and error’ he began making and selling 
quite beautiful pots. The success was such 
that he returned to Ireland and opened a 
‘Pottery Studio’ in a remote village near 
Cork and subsequently in Wexford – “back to 
civilisation” he says!

Bryan married Nora in 1996 and since 
their house did not have space for a studio 
he decided to give up pottery and gave all his 
equipment to “someone who needed help”.  
The substantial sum raised from the sale went 
to an orphanage in Nepal. It was in 2007 
that Bryan decided to ‘have a go’ at painting, 
encouraged by Nora. He joined a local art 
club in his village and began painting, by 

Above: Harvest Evening (2012)  
61 x 80cm Oil on canvas

Opposite page: The Bunney 
Rabbit (2011) 76 x 51cm  
Oil on canvas
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copying a magazine picture, both at home and 
in class eventually taking over his bathroom to 
use as a studio! Bryan says that the first three 
‘bathroom’ pictures were taken to show his 
class teacher who claimed she loved them and 
that they were outstanding. Encouraged by 
this reaction prompted him to build a shed-
cum-chalet in his garden and set to work as 
a full-time professional artist. His first ten 
paintings were shown to a local gallery who 
gave Bryan his first Solo Exhibition. The 
highly rated Pigyard Gallery in Wexford sold 
the majority of his work including the famous 
Yellow House, giclée prints of which remain in 
high demand today.

The rest is history. This amazing man 
with no art training, save the few months at 

his art club, achieved a solo exhibition after 
painting for just 6 months. Bryan’s art was 
appearing everywhere. He became a resident 
artist at the renowned Cill Rialaig artists 
village in County Kerry, had a joint exhibition 
in Cork at Gallery Nautique; a solo exhibition 
at the Cockleshell Gallery, Duncannon, 
followed by becoming a Featured Artist at the 
Carysfort Gallery’s Treasure Trove exhibition in 
Wexford and a further showing at the Allied 
Arts Club, Dublin.

The Kelly’s decided to move from 
Ireland to Leamington Spa in June 2011 
and brought a few of Bryan’s pots and his 
paintings with them. His introduction to 
Gallery 150 and the first show in 2011 here in 
Leamington was quite remarkable and we all 

Left: The Fall (2018)  
61 x 76cm  
Oil on canvas 

Left: The Lake  (2017)
61 x 95cm  
Oil on canvas
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admired this man’s amazing images and his 
pots and the enormous variety of subjects, all 
derived from his own creative imagination.  
His landscapes with their quirky buildings, 
trees and coastlines all painted in the most 
imaginative and bright colours – “All from my 
mind” he says! Take a look at page 12 and his 
early work Bunney Rabbit. Spot the rabbit!

Right from the beginning his technique 
has been to build his pictures from a series 
of dots often over a base colour, each one 
carefully placed to form a picture. We know 
the technique as Pointillism. This form 
of painting was created by artist George 
Seurat who developed it in the late 1800s. 
These distinct dots of pure colour arranged 
in patterns when viewed form a beautiful 
image. Bryan B Kelly describes his unique 
paintings as “probably appealing more to the 
viewers heart than to their head”. He hopes 
they impart a feel-good factor to the viewer. 
He remarks “I only put the dots on to create 
texture”. Whatever, there are thousands of 
dots but Bryan’s paintings certainly do not 
leave you feeling dotty!

Since that first exhibition in Leamington 
in 2011 Bryan has worked diligently promoting 
his own work and that of other lsa members 
generally. Many stints as lsa’s resident artist 
and the practical help and encouragement he 
has given to members and the public alike are 
legendary. His recent solo exhibition in East 
Lodge and success at the Rugby Open, where 
he won the coveted first prize together with a 
solo exhibition in the Autumn of 2018, with 
his stunning painting The Red House (see front 
cover) and possibly the most prestigious award 
of all – the selection for the Royal Academy’s 
Summer Show 2018 where his painting The Fall 
is proudly on display and has recently sold for 
a substantial sum are just some of his amazing 
achievements. 

Bryan is adamant and passionate about 
the need for the work of professional artists 
to be seen and he believes that the lsa need 
to do more to encourage the Leamington 
community, and its many visitors to meander 
the Jephson Gardens and enjoy his and his 
fellow artists’ company. He seriously feels 
there is a lack of will to achieve this and says 
that it is heartbreaking that the vast majority 
of people in this town simply do not know 
of the existence of East Lodge. He says he 
is told this almost every day. How sad, since 
everyone loves art, and just think of all of 
those lovely dots they are missing!.

Below left: Pippy’s Chair 
(2008) 76 x 51cm  
Oil on canvas

Below: The Yellow House 
(2007) 60 x 40cm  
Oil on canvas
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The development of art, its future 
form(s) and overarching typology 
is uncertain. The course of visual 
media historically is problematic 
to define in of itself, let alone to 
determine its future progression. 
However, I regard two trends to be 
evident at this current juncture. 

1 Art will increasingly become 
more available online 

 
Comparable to music and film, 
the accessibility of the visual arts 
has progressively solidified within 
the past 15 years. Whether through 
virtual image catalogues (e.g. 
Artsy) or art gallery tours that can 
be displayed on browsers or VR 
headsets, the internet is enabling 
individuals to instantaneously access 
content without the need to travel 
long distances or pay entrance fees. 
Although, this growth is considerably 
stunted in comparison to other 
mediums. For example, Spotify 
(Est.2006) has 70 million unique 
users per/year; Netflix (Est.1997) 125 
million; Steam (Est.2003) 125 million; 
whilst Artsy (Est.2011) one of the 
largest online visual arts databases 
only receives 2 million subscribed 
users per/year. Albeit, this site is 
significantly younger than its music, 
film or gaming counterparts, this 
still displays the lack of engagement 
with artworks on the world wide 
web. Nonetheless, this suggestable 
is not due to a lack of demand for 
online visual art substitutes, but 
rather a lack of bona fide supply. 
Despite legitimate models for 
connectivity, there still remains 
the absence of authenticity within 
an experience of viewing artworks 
online. This problem arises for two 
distinct reasons: (a) the mediums 

maintain the existence of these long-
standing institutions. Whilst other 
art forms have now fully entered 
the 21st century, enabling greater 
accessibility to consumers, the visual 
arts have comparatively failed to 
fully embrace online mediums and 
adopt them for their competitive 
advantage. It is reasonable to assume 
that these technologies will only 
continue to dominate our lives, and 
with convenience being a critical 
factor in whether someone does or 
does not consume a specific piece of 
media, it becomes increasingly more 
vital that the art world adjusts to this 
new epoch. This does not mean to say 
that the genuine article will become 
obsolete or that it should not be 
revered to a higher degree, but rather 
that in recognizing the significance 
of online mediums the market will 
facilitate future generations to engage 
in art. This approach has been seen 
to work in the world of music, film 
and literature. For example, in the 
uk, vinyl sales were at an all-time 
low in 2007 (205,000 units) during 
the boom of iTunes (Est.2001) but 
have now expanded ten years later, 
reaching 4.1 million units, over 
300,000 more than were sold in 1998. 
People still have a need for physical 
media, despite an increasing online 
presence. However, in enhancing 
connectivity, users are able to access 
a far wider array of artists and works 
that they would have otherwise been 
unable to examine. This encourages 
individuals to gain an appreciation 
for artwork, which inevitably will 
garner traction for the physical 
form of the media. This creates a 
cyclical relationship in which the 
online version of works promotes the 
physical edition and vice versa. 

Consequently, I consider it 
almost inevitable that within the next 
ten to twenty years we will all be able 
to sit in our living rooms or visit a 
local VR/aR arcade and witness any 
artwork of our liking. Whether a work 
resides in New York, London, Hong 
Kong, or Tokyo, art, like music, film 
or literature will become ever more 
accessible with the click of a button. 

2 Art will increasingly be  
made online

Although artworks have traditionally 
and will likely continue to be 
predominately created through 

Greg Segal  
asks:  
where is art going? 

used within the visual arts are less 
agreeable to users when rendered 
on the web; (b) the capabilities of 
prevailing technological resources 
that can be employed are still limited. 
Unlike music or film, translating the 
experience of viewing a painting or 
sculpture in the flesh to the virtual 
remains somewhat difficult. We view 
artworks in three dimensions, even 
if they are depicted on a flat surface 
the observer can still move around 
the object, inspect the frame, move 
closer or further away from a work or 
change the angle of their viewpoint. 
This dramatically affects the way 
in which a piece is considered, and 
thus to transition this event to the 
two dimensional plain of a computer 
screen is bound to have experiential 
differences. Furthermore, even within 
the setting of virtual reality, works 
still remain undefined, and essentially 
emerge as a glorified static image. 
This leads people to seek physical 
renditions of an artistic work, rather 
than consume the medium from  
their device. 

However, I believe that this is 
likely to change within the upcoming 
years. The Virtual Reality (VR) and 
Augmented Reality (aR) headset 
market has been predicted (idC) to 
increase by 48.5% to 12.4 million 
units by 2018, growing continuously 
towards 68.9 million by 2022 (Joshua 
Goldman, CnEt). Whilst experience 
centre-based VR/aR arcades, currently 
comprising 10% of the VR/aR market, 
are expected to increase from $55.4 
million (2016) to $800 million 
(2021) (Doug Griffin, TechCrunch). 
Ultimately, as this market continues 
to grow the technology within the 
industry will steadily improve, in 
which the increase in revenue will 
enable VR/aR companies to invest 
more into developing superior 
software and hardware. Joel Kremer, 
son of Netherlands Old Masters 
collector George Kremer, affirms 
that: “As the technology continues 
to improve, you can really see the 
brushwork, the cracks, everything. 
Anyone can visit, from anywhere and 
you don’t have to worry about the 
museum being too busy” (Melanie 
Gerlis, The Financial Times). 

With attendance at major 
galleries falling by 6.9% in 2015/16 
within the uk, it is clear that 
something has to be done in order to 
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non-online mediums, the notion 
of cooperative, audience led 
and non-artist driven works has 
dramatically increased within the 
past few decades. This ranges from 
Yayoi Kusama’s Obliteration Room, 
in which the audience actively takes 
part in making a room filled with 
polka dots, to Olafur Eliasson’s 
recent Green Light exhibit at the 
Venice Biennale 2017, where a group 
of unemployed immigrants form 
lamps to be displayed at the venue. 
If this trend is to continue, then 
the natural progression of this idea 
seems to transition rather fluidly to 
online mediums, where anonymity 
and connectivity are at their highest. 
Artists like Richard Prince and 
Raymond Hains have already taken 
advantage of online aesthetics and 
resources to create physical works. 
Whilst non-professional artists, or 
simply put ‘internet users’, have 
established multiple new art forms 
that have yet to be recognised. It 
seems almost inevitable that at 
some stage this movement will gain 
artistic legitimacy. Whether this is 
achieved through mainstream artists, 
taking a leap of faith by forming 
their creations online, or via an ever 
increasing appreciation of amateur 
artwork committed by unknown 
artisans, is yet to be determined.  

Below I will discuss a key 
example of how an ‘artwork’ has 
been created online. Although the 
legitimacy of its artistry is debatable, 
what I wish to present is a case for 
how future artworks may be displayed 
and organised rather than the 
acceptability of this particular work.  

The r/place Reddit experiment: 

On the 1st April 2017 Reddit launched 
a 72-hour experiment entitled r/place. 
This provided anonymous users with 
a canvas (1000 x 1000px) and a set of 
simple rules (Fig. 1). Each user could 
select one pixel from anywhere on the 
canvas with a pallet of sixteen colours; 
the only restriction being that each 
participant had to wait between five 
to ten minutes between each action. 

Initially, the space was chaotic, 
each user randomly dotting pixels 
across the canvas to create a mess of 
colour and mangled forms. 

However, people swiftly began 
to collaborate via online forums, 

attempting to convert anarchy 
into order. This led to a number of 
factions being formed, with each 
having their own distinctive goals. 

The first group can be 
labelled The Creators, who saw the 
experiment as an opportunity for 
artistic expression. Due to the time 
restriction in place, it would be 
impossible for a single user to create 
a work. Therefore, those that wished 
to establish anything of artistic merit 
had to band together. Through the 
use of an overlaid grid-map, users 
where able to coordinate the creation 
of a rather immature character 
named ‘Dickbutt’. Although, these 
rather crude initial works would later 
transfigure into far more complex 
and sophisticated pieces, including 
recreations of Leonardo’s Mona 
Lisa and Van Gogh’s The Starry 
Night. However, The Creators faced a 
rather large dilemma: with complete 
freedom comes chaos. Many of 
the works were overwhelmed by 
the randomness of the experiment 
and thus some users came to the 
conclusion that in order for creativity 
to truly flourish certain constraints 
needed to be in place. 

This led to the establishment 
of The Protectors, who would simplify 
the objective to that of world 
conquest. A number of different 
variations of this ideology appeared, 
one predominant group being that 
of The Blue Corner, whose goal was 
to dominate the canvas with its 
blue colour. This became an almost 
nihilistic expression, wishing not 
to create but to engulf any and all 
creation. The Blue Corner began to 
outflank The Creators, managing to 
convert more users than that of its 
opponent, which would eventually 
lead to its domination, in which, at 
its peak, the groups territory spanned 
over 1/8 of the canvas. Defeated, The 
Creators petitioned to The Blue Corner 
for mercy. This led to the majority 
of the protector factions to take pity 
on the artistic users, in which it was 
collectively decided to move around 
the creations rather than over the top 
of them. 

These two factions are but a 
few of the many examples that were 
created within this 72-hour period. 

Many more were to arise, 
including those dedicated to making 
a Rainbow Road to even a group of 

Germans, whose goal was to invade 
the French Flag.

The foundational premise of 
Conceptual Art is arguably to reduce 
artwork from a purely physical 
expression to a metaphysical one; 
or, to put it simply, the idea behind 
a work of art is more important 
than the work itself. Of course, not 
all artists or works agree with such 
a sentiment but as a general trend 
I think this statement is reflective 
of the plurality of predominant 
contemporary artwork. Ultimately, 
if artists are to continue on this 
trajectory then both the artist and 
the physical work itself must cease. 
In doing so, the artwork can finally 
attain conceptual totality. Within 
r/place there is no physical work 
(aside from the storage consumed 
on a set of servers), there is no one 
artist, millions participated and 
created the final work, and the idea 
was ultimately far more important 
than that of the finished piece. 
The experiment tested not only 
multiple individuals creative and 
expressive talents artistically but 
also strategically. Ideologies were 
pitted against each other, wars were 
waged between nations, ideas on 
economic systems were contended, 
and even debates were held on which 
anime should be represented. One 
can easily look at the final piece and 
view it as an abstract mess but in 
actuality is this not humanity and 
its societies epitomized in art? Even 
if we disregard this work as a silly 
experiment and deem it to be just 
this, an experiment, rather than an 
artwork, I still find it difficult to 
not view this piece as an indication 
for the future of contemporary art. 
The internet is a platform seemingly 
tailor-made for artwork to be 
formed on. The parameters in which 
artwork can be made will become 
increasingly ever wider as processing 
power develops, enabling artists to 
accomplish feats impossible within 
the physical world. This will enable 
a new age of expression to arise, in 
which our experience of artwork 
will become far more encompassing, 
personal, approachable and 
enlightening than ever before.. 

Greg Segal studies History of Art at 
the University of Warwick.



18 If we had to pick one thing that must 
surely unite artists, whatever their genre, 
it is their ability to observe. Looking at 

the world around them, noticing things and 
taking those observations to use in their art, 
through words, sounds or visuals. This ability 
to observe our surroundings adds a richness 
to life that does not cost a penny and was the 
inspiration behind the recent Look exhibition 
at the East Lodge Gallery, which we held in 
collaboration with the very talented children 
from Whitnash Primary School.

The dappled shade on a forest floor, 
a splash of colour, the angles of buildings, 
contrasts, textures, a droplet of rain caught 
on a leaf and catching the light; we could 
continue ad infinitum! Nature and its 
generous bounty formed the backbone of 
the exhibition, which had the simple act of 
looking as its focus. With the help and  
support of the lsa, our vision of celebrating 
nature and encouraging the next generation 
in the creative process became a reality. We 
hoped to inspire youngsters to open their eyes 
and see the world around them in a way that 
they had not perhaps experienced before. We 
are both passionate about the importance of 
art in schools and we were delighted to find 
out that we were not alone – the exhibition 
was on!

Art is often a subject that gets squeezed 
out as demands in the school curriculum 
increase and budgets shrink. Teachers 

East Lodge Gallery,  7th March – 1st April 2018

Look – the art of seeing
Artists Cherry Williams and
Lynne Gougeon collaborate with a  
local school at East Lodge Gallery

simply do not have the time to spend on 
these subjects. We believe that art can help 
children develop many positive skills, such 
as perseverance, awareness, focus, patience 
and self-expression. It gives them a chance to 
produce work that is not wrong or right, but 
simply theirs. The sense of achievement and 
pride they have in their work leaves us in no 
doubt as to the importance of this subject. 
And it also provides a perfect platform to 
learn about any topic they might be studying, 
from underwater creatures to outer space and 
everything in between.

The next generation

In working with Whitnash School over the  
last four years on various art projects and 
across all year groups, Lynne was inspired  
on by the positive feedback from pupils, 
parents and teachers alike and led to her 
running a popular Art Club after school. “As 
children spend more and more time looking 
at screens, I want to open their eyes to the 
world that is around them so they will always 
have a source of inspiration in their lives. On 
a practical level I aim to teach them drawing 
techniques and how to use the different 

Cherry, writer, 
photographer and playful 
painter, likes nothing more 
than combining different 
art forms together. Her 
photography can be seen in 
magazine articles alongside 
her journalistic work.  
The success of this recent 
exhibition has inspired 
another larger photographic 
project. In another 
collaboration, her poetry and 
photography book is set to 
be published later this year. 
For more information,  
please visit  
www.cherrywilliams.co.uk

Cherry Williams 
and Lynne 
Gougeon bring 
art to the next 
generation of 
artists, poets and 
creatives.

Below: Cherry and Lynne meet with volunteers and trustees at 
East Lodge to plan the upcoming exhibition 
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media. Many children reach secondary school 
without the knowledge and skills to create 
the work they are asked to produce. Would 
we expect a child to write a story without first 
teaching them the alphabet?”

Cherry was delighted to be invited 
to the school to share her passion for the 
written word and explain about different 
opportunities in the creative world. In one of 
her poems she writes, “Open your heart said a 
wise old owl. And then you’ll be able to Look 
& See. Which will help you decide who you 
want to be. And then what should I do?  
I asked. Well my dear you should stand on 
your tippiest of toes, outstretch your arms. 
And fly.”

 
Budding Picasso’s

It was during a conversation with David 
Phillips, lsa trustee, that the idea of creating a 
public exhibition took hold. It is not often that 
seven- to eleven-year olds get the opportunity 
to exhibit in a public gallery and it would also 
be the first major exhibition for Lynne and 
Cherry too. It was an exciting opportunity 
for everyone, not least East Lodge Gallery 
who were keen to encourage a new audience 
into the gallery and raise awareness of this 
fabulous space. 

We really wanted the exhibition to 
flow and be a coherent mix of work, not the 
children’s work in one part and the ‘real’ 
artists’ pieces in another. We made sure that 
the subject matter linked all the work together 
– we ‘looked up’ with skyscapes and wildlife, 
we ‘looked down’ with water and the ground 
and we especially loved ‘looking closer’ with 
botanicals and flowers. A very busy few weeks 
followed with the pupils working hard in 
Art Club, lunch breaks and after school to 
complete this ambitious challenge. 

Celebrating success

We both met in an advertising agency, so we 
understood the importance of promoting the 

show; we managed to secure several press and 
magazine articles in the local press, had fun 
with social media, we even had a ‘put yourself 
in the frame’ activity to encourage people to 
participate and share their picture. We really 
wanted to celebrate the children’s work and 
help make their achievements something they 
could be really proud of, so we invited them 
and their families to a special private showing 
where the exhibition was officially opened 
by not one, but two mayors. Cllr Caroline 
Evetts, the Mayor of Leamington, and Cllr 
Tony Heath, the Mayor of  Whitnash. We 
really hope it stays with them, it was a joyful 
occasion, with lots of big smiles and happy 
faces, full of ideas, positivity and colour. And 
we were delighted as the exhibition exceeded 
all expectations. We displayed a wide range 
of work from watercolour seascapes, acrylic 
canvases, and multimedia displays, to a large 
batik mobile, poetry and photography. Visitors 
were greatly surprised by the high standard of 
work produced by such young children (and 
also rather liked the work on show from the 
slightly older artists too!)

Pupils Ruby Tallis and Aleah Phillips 
Ward, said how happy it made them to have 
their work in the exhibition so that everyone 
could see it, and how proud they were of all 
their friends too. It was a vibrant and engaging 
show, in a somewhat dreary early spring in 
Jephson Gardens and what a life-affirming 
experience for us all! Clapham Terrace 
Community Primary school has something 
planned next year…watch this (art)space!.

Lynne continues to work 
closely with the school, 
whilst also working on her 
painting commissions. She 
has a diverse range of work 
from land- and seascapes, 
to abstracts, animal portraits 
and murals. Taking her 
inspiration from nature, she 
adds colour and drama to 
all her pieces. She has taken 
part in both Warwickshire 
Open Studios and Art In 
the Park for the first time 
this year. To see more 
of her work, please visit 
www.thisismyartandsoul.
co.uk or Facebook @
thisismyartandsoul 

Right: The finished pieces 
inspired by Georgia O’Keeffe

Below: Ready to open the 
doors to this colourful 
exhibition
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Art news miscellany by  
Dave Phillips

1. Art in the Park (4th and 5th August) has 
come and gone again. It was a huge success 
with masses of people pouring into Jephson 
Gardens in vast numbers, including lots of 
lovely children. lsa, from where the idea of 
such an event originated, played a significant 
part with two tents displaying the work of its 
members. In addition, East Lodge, lsa’s hq, 
was an integral part of the proceedings. It was 
this interacting with “the people” in a magical 
way that set the tone for other participants. 

It would be invidious to name names  
but all who were there became astonished at 
the bonhomie.  

The emphasis this year, more so than 
the previous one, was on the visual arts. Art 

of all sorts and sizes made an appearance, 
supported by classical and popular music, 
and yummy refreshments. It seemed a joyous 
occasion with the warmth of the days infecting 
the mood of the crowds, who seemed 
inordinately happy. As a way of celebrating 
twenty years of lsa, posters and videos of 
those years were viewable in our splendid 
marquee, and were very much appreciated. 
What became apparent was the vision, which 
kept lsa focused over the years, buoyed up by 
its artists and volunteers, achieving what it set 
out to do: “Art by the people for the people”. 

Artists in the social dynamism of 
Leamington Spa and its environs became 
inspired to make their work available, for all 
to share, knowing that “the people are the 
soil out of which the flower grows”. Thus 
we all share the splendid longevity of lsa’s 
togetherness and its existence.

2. Congratulations to Warwickshire College 
which held its inaugural Fine Art degree show 
from 20–29th June ’18. There were eight 
students on the course, with five submitting 
their work for graduation. It has long been an 
ambition on the part of the College to hold 
its own degree shows, so that students did not 
have to, as in the past, do their final year in 
Birmingham. I for one have always supported 
the College’s ambition in this respect and 
was pleased to see the ba courses in Fine Above: Tuition being offered at 

Art in the Park



Art, in situ. The work was varied, ambitious 
and thrilling. All sorts of Media were used, 
so the range of presentation was varied with 
sophisticated videos, to those who used paint 
and made clay artefacts. Yes, an impressive 
degree show and I very much look forward to 
future ones.

3. Alison Lambert is a highly esteemed artist 
and her two monotypes accepted for the Royal 
Academy Summer Exhibition illustrate her 
considerable talent, (see inner front cover). 
Monotypes are one-off pieces of work, with no 
print runs or etching, where you coat the 
copper plate in black ink with a roller, and 
then remove it by a variety of means with 
white spirit, using cotton pads, brushes, 
gloved hands et al, within a three hour time 
frame, before the ink dries, searching for that 
illusive image, which gives your creative self, 
satisfaction. In her case, in this instance, faces 
accord with some inner intuitive self. It is a 
form of imaginings, which are personal, that 
emerge from a lifetime of creativity. The 
images are named at random, based on some 
unarticulated and mysterious resonance that 
occurs as she peruses lists of Greco-Roman 
names. In this case Priapus is an attractive 
name, as is Aurania, (see inside front cover) 
and both have somewhat intriguing 
backgrounds, which you may well be 
surprised by if you look them up. They are 
both powerful portraits of youthful faces, 
dramatically presented, with a sense of life 
and energy, an inner brooding calm, 
combined with a serious resolved 
determination, having sprung from the 
uncorrupted poetic id of the artist. They  
are masterful works and reveal what 
monotypes can achieve in the hands  
of a distinguished artist..
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Right: Alison Lambert  
Priapus (2018)
Monotype 
plate size 50 x 40cm
Printed by the artist on 
Somerset Textured White 
300 gsm

Opposite: LSA Marquee at  
Art in the Park

Below left:  
A keen LSA member

Right: Warwickshire College’s 
inaugural Fine Art degree 
show 20–29th June 2018
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22 24In 2018, we are celebrating 20 years of lsa 
and of ArtSpace. Indeed, the first ArtSpace 
titled newsletter, as it then was, was 

published in May 1998, but the origins of lsa 
go back a little further. It’s not easy to get a 
precise timeline prior to 1998. Memories are, 
unsurprisingly, hazy and at the time no one 
took into account that 20 years later someone 
would start asking questions about whose idea 
it was, why lsa was founded and who the key 
players were. 

In the mid-1990s, Steve Phillips was 
Head of Art at Rugby College, Dominica 
Vaughan had recently graduated from 
Coventry University and Bill Jackson was 
Head of Media at Warwickshire College. 
David Phillips was living in Leamington 
and teaching History of Art at Coventry 
Art School. He had been Chair of the Fine 
Art Panel of  West Midlands Arts and had 
set up The 79 Group (in 1979 – hence the 
name), which was a selective group of 10–12 
Leamington-area artists which exhibited 
through David’s contacts in Stoke, as well as 
elsewhere. 

Tim Griffiths was the catalyst, who 
brought together local artists with the 
aim of forming a collective, to pursue the 
establishment of affordable artists studios in 
South Leamington and identify opportunities 
to exhibit and sell their work both locally and 
further afield. Tim had previously organized 
an exhibition of local artists’ (including 
Dom’s) work in the Regency Arcade (now  
the Premier Inn and Co-op), which at that 
time was an indoor shopping centre. The 
boarding outside vacant shops was used to 
display the work. 

It was Tim who approached Dom, Steve 
and David initiating a meeting in the late 
1990s at The Talbot Inn (known locally as 
Hector’s). Tim took the chair and the group, 
which also included Lucy Bergonzi, adopted 
the name Leamington Old Town Studio 
Artists (lotsa).

David’s experience with The 79 
Group, which he felt had experienced some 

Alison Chantrey  
on the LSA early years

in-fighting and animosity due to selectivity, 
led him to support the establishment of an 
inclusive group, which included not only 
artists, but art lovers too. All would be 
welcomed and no selection process would 
take place, which is still the case today.

Meetings continued at local pubs and 
these moved on to committee members’ 
homes. A list of Aims was agreed and 
promotion of lotsa took place through a stall 
at The Royal Priors. This took the form of a 
display of local artists’ work in which all were 
invited to take part and several of those who 
responded to the invitation also joined lotsa. 
The local press covered the event, which had 
included, as well as artwork, flyers outlining 
lotsa’s aspirations and invitations to join for 
£5 (artists) or £3 (associate members). 

In October 1997, the first agm took 
place. It’s not clear whether this was a full 
year after the original meeting at The Talbot, 
or whether it took place more immediately. 
The first elected committee members 
included David Phillips as Chair and Steve 
Phillips as Deputy Chair. They were joined 
by Michael Magruder, who had joined at 
The Royal Priors exhibition, as Treasurer. 
Dominica Vaughan was Membership 
Secretary; this was and continues to be an 
unelected position. 

By this time the committee had decided 

Above:  David Phillips and 
Liz Phillips (wife of founder 
member Steve and early 
Secretary to LOTSA) at 
the LSA Summer Show, 
Warwickshire School of Art, 
2008
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that lotsa, although it more easily tripped 
off the tongue, should be replaced by lsa 
(Leamington Studio Artists) to prevent any 
jokes of “lotsa money” or “Leamington old 
timers”. The membership had, in any case, 
already expanded to North Leamington, 
so reference to Old Town was misleading 
and unnecessarily restrictive to this open 
organisation and so lsa remains.

The membership was growing and 
further events took place, including a 
successful first group exhibition at Shimla 
Pinks restaurant in Birmingham in February 
1998; a forerunner to the annual show. 

Around this time, Bill Jackson was co-
opted to the group as Publicity Officer. He 
had not originally been interested in joining 
lotsa, when approached by Tim Griffiths, 
as he mostly worked away from Leamington 
and had not been involved in the art scene. 
Almost as soon as he joined lsa, Bill identified 
the potential for a newsletter not only to keep 
members informed of committee news but 
also to review the local art scene. Working 
with Mike Magruder and David Phillips, who 
continues to this day to provide content to 
ArtSpace, he produced an A4 newsletter. 

The first issue of the lsa newsletter 
was published in March 1998. We owe this 
not only to Bill, Mike and David, but also 
to Warwickshire College, which Bill, who 

worked there at the time, persuaded to act 
as sponsor. Bill and Mike spent long hours 
standing by the art school photocopy machine 
printing out hundreds of sheets using 
Bill’s photocopy card and the expense was 
shouldered by the College. 

Already in March 1998, lsa had 
attracted 50 members. Of these 11 are 
members still today. However, many of the 
others have moved away from the area and 
some have, sadly, passed away. It would 
be wonderful to attract back those original 
members who are still living locally. 

As well as distributing copies of the 
newsletter to members, they were left with 
Gaia, Blackies art shop on Regent Street  
and at the library, where supplies needed  
to be renewed regularly, so there was an 
interest from members of the public right 
from the start.

The news in March 1998 included  
not only the exhibition at Shimla Pinks,  
but notice of an exhibition to be held at  
Gaia in their basement gallery. This was a 
lone exhibition space in Leamington as The 
Earl of Smith gallery had recently closed, 
there were not the galleries which now exist 
in the town centre and the Leamington Art 
Gallery was closed for a significant period, 
as it was relocating from Avenue Road to the 
Pump Rooms. 

Looking back on that first issue also 
provides a sense of déjà vu as it reported on 
the discussions and feasibility study for a 
Cultural Quarter centred on Spencer’s Yard 
and spreading throughout the surrounding 
streets. As you are probably aware, these 
discussions have recently been relaunched. 
Plus ça change!

Issue 2 of the newsletter was titled 
ArtSpace and was published in A3 format in 
May 1998. It included news on the floods, 

Left: Founder member 
Dominica Vaughan, Coventry 
Evening Telegraph, May 2002

Below: Front cover of the first 
ArtSpace, March 1998
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which meant that the exhibition space in 
Gaia was closed for refurbishment, but 
with the good news that whilst it underwent 
refurbishment it would be extended. More 
good news for the visual arts and for lsa was 
that Compton Verney opened for a preview 
season at this time and lsa had 3 shows 
booked into the new Old Milverton Gallery.

For most of its 20 years, lsa has led 
a peripatetic existence. Issue 2 of ArtSpace 
refers to the bid that was put forward for 
lsa to occupy North and/or South Lodge 
in Jephson Gardens. Proposals were also 
put forward in relation to No 4 Church 
Walk, which had been the Ibis Gallery in 
the 1970s, was vacant for a period and is 
now the haberdashery by the Parish Church. 
Discussions with wdC in early 1999 led to 
lsa being given space temporarily in North 
Hall, Spencer’s Yard (a result of the Creative 
Quarter discussions) and in Clemens Street 
for a peppercorn rent. The old badminton 
courts in North Hall were divided into several 
artist studios and across both sites 10 studios 
were available. 

The studios in North Hall were kept 
for several years, until the building was re-
developed. Space was then taken on Avenue 
Road in the old library alongside Bath Place 
Community Venture, which had relocated 
after the fire in it’s old school building (the 
old Art Gallery space having been occupied 
by Community Art Workshop). It was in the 
old library that Gallery 150 was born (150 was 
taken from the square footage of the gallery 
space here). 

However, the space in the old library 
was often booked for Bath Place events and it 
proved difficult to share the space. Alternative 
accommodation was therefore sought and 
Gallery 150 moved to the first of two locations 
in Regent Court Shopping Centre on Livery 
Street. lsa was able to take these spaces rent-
free, but with only a one month notice to 
vacate should paying tenants be identified. 

The early years in Livery Street proved 
most successful for lsa. Recruitment to 
membership was rapid and many excellent 
exhibitions were put on, with regular 
private views and buoyant sales of artwork. 
Unfortunately, it couldn’t last. As the street 
became filled with restaurants, shoppers 
became scarce and visitor numbers to the 
gallery fell. Eventually, lsa was given notice to 
leave its second gallery space on Livery Street 
within a year of moving in and the hunt was 
on for a new home.

Understandably there was little 
appetite amongst the most active volunteers 
to continue the incredibly hard work of 
relocating on a regular basis. Added to which, 
the financial costs involved made it impossible 

to sustain. Efforts were therefore put into 
identifying a new home which could provide 
a permanent base. This required a lease and 
therefore, inevitably, rent would need to be 
paid. After almost a year of homelessness, 
a lease was signed with Warwick District 
Council for East Lodge in Jephson Gardens. 
A place lsa could call home and in which it 
could invest time and money.

Nearly three years on, lsa and East 
Lodge is thriving and growing. lsa again has 
studio spaces, which had been lost in the 
move from Avenue Road, and a gallery, which 
is becoming well known and is booked up 
well in advance. 

It seems fitting to end this article with 
the “Closing Word” from Issue 1 of the not 
yet titled ArtSpace, which echoes much of the 
current lsa ethos: “We think lsa has a bright 
future. As was said at the agm we should like 
to be as full of aspirational idealism, seeking 
some sort of recognition for artists who do 
not have a dealer, for the artist not part of an 
art school, for the young striving professional 
who feels the need for some identification 
with an artistic community of those who 
are established and comfortable willing to 
help and support our search for studios and 
recognition of the visual art presence in the 
community.”.

Founder member Steve 
Phillips, Catherine Bates  
(LSA Chair 1999–2002 and 
2003–2007) and Satty Sira 
(Publicity Officer), Coventry 
Evening Telegraph July 2002
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2125ArtSpace’s Art Director, Clive Richards, 
currently features in a Victoria and 
Albert Museum display which is 

entitled Chance and Control: Art in the Age  
of Computers. 

The V&A show is inspired by the 50th 
anniversary of a landmark exhibition entitled 
Cybernetic Serendipity, held at London’s 
Institute of Contemporary Arts in 1968. 

The V&A holds a range of Clive’s work 
from the late 1960s onwards, including a 
group of plotter drawings he produced at 
the then Lanchester Polytechnic in the early 
1970s. A hand-coloured example, 361 Cubes 
(1973), is shown alongside works by artists 
who attended British art schools such as 
the Slade and Clive’s alma mater the Royal 
College of Art. 

Chance and Control also includes images 
by Georg Nees, Frieder Nake and A. Michael 
Noll, who were some the first artists and 
programmers to exhibit computer-generated 
artworks in public, in 1965. They were soon 
followed by trained artists such as Vera 
Molnar, Manfred Mohr and Harold Cohen. 

Since I joined the V&A I started to build 
up the museum’s collection of computer-
generated art and design. We now hold 
around 2,000 artworks documenting the 
history of digital art and design in general, 
including examples of Clive’s innovative work 
in computer graphics made at Lanchester 
Polytechnic in Coventry. An earlier V&A 
exhibition, Digital Pioneers (2009/10) included 
Spinning Gazebo (1970), an animated 
sequence Clive produced with computer 
scientist Ron Johnson. This is thought to be 
one of the earliest computer animations made 
at a British art school. The original plotter 
drawings are in the museum’s collection 
(complete with vintage coffee stains). Spinning 
Gazebo was a prelude to Clive’s flying logo 
series, which the V&A also holds. These too 
were produced in 1970 and were forerunners 
to many such computer animated title 
sequences that were popular on tV in the 70s 
and early 80s..

Clive Richards  
exhibits at the V&A  
by Douglas Dodds  

Chance and Control:  
Art in the Age of Computers, V&A London,  
7th July –18th November 2018

Douglas Dodds is a Senior Curator in 
the Word & Image Department at the 
Victoria & Albert Museum, London. He is 
responsible for staging the Chance and 
Control exhibition.

Clive Richards is Emeritus Professor at 
Birmingham City University, a member 
of the Art Workers’ Guild, London and 
President elect of the Double Crown Club. 

Top: 361 Cubes (1973) from 
the V&A collection and 
exhibited in Chance and 
Control

Above: RGB/CMYK Diptych 
(1973/2018)
A series of computer plotter 
prints, originally created 
by Clive Richards in the 
1970s, have recently been 
digitally remastered by him 
working in collaboration 
with Malcom Waterhouse 
of The Magenta Advertising 
Process. This piece reflects 
the process whereby a 
digital photographic image 
created in the additive colour 
primaries of red, green and 
blue is transformed into 
the subtractive primaries 
of the four-colour printing 
process: cyan, magenta, 
yellow and black – the very 
transformational process 
by which the pictures in 
ArtSpace are reproduced  

Catherine Mason gives a comprehensive 
review of the Chance and 
Control exhibition at the V&A in Studio 
International.  
See http://studio-international.co.uk/index.
php/chance-and-control-art-in-the-age-of-
computers-review-victoria-albert-museum



2126 Lucy Ovanesyan Editor

The Editorial Board of ArtSpace 
believes that to encourage 
engagement in the art world 

we must encourage the young and it 
is to this end that we employ a policy 
to offer opportunities to students.  
Lucy Ovanesyan came first as a writer 
for ArtSpace, reviewing the lsa Open 
Photography exhibition in issue 46 
and now as Editor. Studying History 
of Art at the University of  Warwick, 
she has found a way to combine her 
interests in art, history, science and 
maths by choosing Architecture and 
Politics in the Renaissance. She says 
that her “biggest joy in life is to step 
into a gallery” and that “art on a daily 
basis makes her the happiest person 
on earth!” It is this enthusiasm and 
delight in art that brings so much to 
the editorial board and consequently 
ArtSpace and the lsa. 

Lucy’s personal exploration of 
the art world and what it may offer 
her in the future has given rise to a 
wide range of skills. She has a love 
of photography and recently held 
an exhibition in her department at 
Warwick in Millburn House. She 
exhibited her own work and that of 
fellow students and staff from the 
department to raise funds for her 
appointment to teach English in 
Soweto this summer with Warwick in 
Africa. She curated the exhibition, 
produced the publicity material, 
wrote an explanatory panel for the 
show, organised the selling and 
delivery of the sales, and managed a 
group discussion around the future 
of photography as an artform at the 
closing event.

Lucy has created some set 
designs for theatre in the past which 

Karen Parker  
introduces the
ArtSpace team
1. Lucy Ovanesyan
2. Clive Engwell
3. Karen Parker
4. Dave Phillips
5. Clive Richards
6. Malcolm Waterhouse

she says plays into her desire to have 
a behind the scenes view. It also 
utilises her creative talent for making 
things.  This love of process fosters a 
desire to know the intricacies of what 
is happening out of view. Her interest 
in film photography illustrates this 
as she loves to be part of the whole 
procedure from composing an image 
to capturing it and developing the 
finished film. The elements of chance 
and opportunities for improvisation 
from analogue photography make the 
whole process more personal than 
current digital photography. 

This desire to be backstage, to 
witness the process, is one reason 
why the position of editor was 
so attractive. To see the workings 
of publishing a journal, bringing 
together hers and other people’s areas 
of knowledge, is a huge inspiration 
and adds to the skills required to find 
employment in the modern world. 
To top this it is experience in writing 
and journalism with an opportunity 
to expand knowledge and develop 
new skills. She claims that working 
on ArtSpace has allowed her to gain 
confidence in approaching people, 
encouraged her to be alert and 
more assertive and, above all, it has 
enabled her to exploit her passion and 
enthusiasm for art.

Lucy is unashamedly a Whovian! 
(a follower of Dr Who for the 
uninitiated). She likens art to time 
travel, suggesting that an academic 
curiosity into art takes one into the 
past, back in time where the fashions 
and mores of the time impact on the 
visual image. It offers insight, a way in 
behind the scenes, to expose shifting 
interests, and is open to all ideas from 

the past and in the present. Lucy 
claims “Art fosters creativity and 
encourages consideration of other 
viewpoints…we need to understand  
the past to create a future.”

Clive Engwell Chair

Clive chairs meetings of the  
ArtSpace team and keeps the  
journal on schedule

Clive has been painting and 
drawing all his life and this 
weaves its way through his 

careers as teacher and corporate 
executive. Primarily considering 
himself as an engineer, he began 
as an apprentice draughtsman with 
Rolls Royce and, on completing his 
apprenticeship, Clive found a position 
with the Ford Motor Company as a 
Design Engineer in Dagenham. It was 
during this time he began to teach 
engineering and technical design 
part-time in the evenings at Hackney 
Technical College. This proved to 
be enjoyable and Clive embarked on 
a career for many years teaching in 
secondary schools.

Clive felt the pull of industry, 
and was seduced back to the 
corporate world and embarked on 
a new career path. Thirty years of 
senior management posts in a variety 
of businesses, always with a strong 
technical or design bias, gave him vast 
accumulated experience, culminating 
in his own interior design business, 
Skopos Interiors, with his wife Julia in 
Leamington in 1996.

Travelling the world with 
these positions was exhausting and 

Karen continues her profiles of the 
people who make the LSA work

1
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it was a period of recuperation 
after an illness, that presented 
the chance to reconnect with his 
love of painting. Having always 
designed, sketched and drawn for 
work, he now had the opportunity 
to experiment, and to indulge in his 
passion for art, so he began lessons 
in painting at Leamington College, 
with Neil Moore, a renowned local 
artist.  Living in Leamington Clive 
soon became part of the local art 
community, designing and painting 
sets for local theatre, working 
once again as a teacher of design 
technology in secondary schools, and 
becoming involved in Leamington 
Studio Artists, by volunteering at 
Gallery 150 on Fridays and accepting 
the role of  Treasurer and later Chair. 
He remembers it was great fun, 
especially the ‘hanging’ teamwork to 
install new exhibitions.

The development of ArtSpace 
as a journal required a separate 
sub-committee to ensure its smooth 
publication and Clive became Chair 
of the ArtSpace sub-committee, a 
role he still enjoys today. It is Clive’s 
commitment to ArtSpace, of which he 
is very proud, his “passion to design 
and make things,” and his love of lsa 
that keeps him motivated. He enjoys 
the whole idea of volunteering, he 
loves people, loves painting, loves 
sharing his expertise and is very proud 
of his involvement with the charity.

“The future is rosy,” he says, 
and lsa should progress now a 
presence is established.  He makes 
a plea for more involvement from 
members to allow ideas to happen.  
Clive would like to see a strong 
commitment to sourcing studios for 
artists to work from; to make them 
free would be his ideal! His ambition 
for lsa is for involvement to be fun, 
and to grow the enthusiasm for art in 
the local community.

David Phillips Editorial Adviser

A key member of the editorial team, 
David writes regular features in the 
Art News section

ArtSpace credentials are 
supported by Art Historian 
David Phillips. He contrib-

utes to the journal writing many 
articles, reviews of exhibitions, 

and personal reflections, as well as 
ensuring that the journal is factually 
correct from an art historical 
perspective, keeping ArtSpace readers 
up-to-date with current debates and 
musings on the art world.

David’s career as an Art 
Historian coincides with the 
emergence of a change in art school 
curricula through the Coldstream 
Report 1960. Previously art courses 
were based on the practical craft 
and vocational nature of art, but 
new courses were to include art 
historical studies as a support to the 
creativity within the pantheon of art 
practice. The courses were to create 
critical awareness, not only as artistic 
practice, but also as an academic 
subject, by providing knowledge 
of the wealth of art. David Phillips 
was among the forerunners of such 
courses and spent much of his early 
career crafting their content. The  
resulting qualification of Diploma  
of Art and Design, later to become  
a Bachelor of Arts degree, has  
shaped the formal structure for 
studying art and design. 

David studied in High  
Wycombe and from there read Law  
at University College London, of 
which the Slade School of Art is part. 
He there learnt of the Courtauld 
Institute of Art, which was solely 
concerned with studying the History 
of Art.  When he had completed 
his studies at uCl, he read History 
of Art at the Courtauld, after 
which he attended the Institute 
of Education to qualify to teach. 
David’s teaching career encompassed 
lecturing positions at Newcastle 
and Loughborough Colleges of 
Art, followed by Head of the first 
Department of History of Art in 
Art Schools outside the University 
sector. Finally to the now Coventry 
University, as Head of Art History 
and Communication where his career 
concluded as Associate Head of the 
School of Art and Design.

David was a founder member of 
the ’79 Group, which consisted of a 
dozen local professional artists from 
Leamington Spa whose apotheosis 
was an exhibition held at the Stoke-
on-Trent Municipal Art Gallery.  
He also held the voluntary position 
of Chair of the Fine Art Panel of  
West Midlands Arts Council for a 
number of years. On his retirement 

from Coventry School of Art and 
Design, David was involved in the 
establishment of Leamington Studio 
Artists in 1998. He was the first Chair 
when ArtSpace was created. Starting 
as a duplicated newsletter, it has now 
become the quality journal that lsa 
are proud to publish today.

David considers his involvement 
with lsa and ArtSpace as a privilege 
and enjoys volunteering believing 
passionately that “art should be 
spread as far and as wide as it can 
be.” He would like to “encourage 
artists and public into a magical mix”. 
lsa is becoming more aware of its 
position in the community and David 
would like to strengthen the inner 
core of development with members, 
to improve their skills and to become 
a strong voice in the local community. 
Artists are fellow citizens and should 
receive civic acceptance.

When asked to consider the 
future of ArtSpace, David ruminates 
on its development from Newsletter 
to Journal and takes pleasure in its 
gained momentum. Editorships have 
grown, and the relationship with 
Warwick University History of Art 
students as editors, has brought youth 
to the project. ArtSpace has benefitted 
from the use of colour, an essential 
quality for visual media, and has 
become more sophisticated. David 
is instrumental in putting copies of 
ArtSpace in front of Art’s Worthies 
and he delights in delivering the 
latest issue to many establishments 
such as the Tate Gallery and the 
Courtauld Institute of Art. ArtSpace 
is attempting to move with the times 
and previous issues are all available 
online to a worldwide readership now.  
This is something to be celebrated 
and as we consider the local 
community, the evidence of the work 
of Leamington Studio Artists can be 
seen globally.
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Clive Richards Art Director

Clive is responsible for the overall 
look and design of the journal

I cannot remember a time when I 
didn’t have a pencil in my hand.” 
Clive’s father was a car design 

engineer and his mother an artist 
craftswoman, so drawing and making 
were encouraged in the parental 
home. Clive is nostalgic about the 
Eagle comic from his childhood and 
remembers his delight at the cutaway 
drawings, by L Ashwell Wood, of 
planes and trains that featured in its 
centre spread pages. The 10 year old 
Clive entered a painting competition 
with the comic and won a hamper 
of chocolates, which he took to 
show off at school – and wished he 
hadn’t when all were eaten! This 
love of those Eagle cutaway views 
and the challenge to represent three 
dimensions on a flat plane, to “picture 
the invisible” has been one major 
driving force behind Clive’s career. 
His admiration from a young age 
of not only the genius of Leonardo 
da Vinci, but also that of Frank 
Hampson, who drew Dan Dare, pilot 
of the future, on the front of the Eagle 
comic, inspired him.

Starting at Coventry School of 
Art, followed by an MPhil research 
degree working with the Computer 
Aided Design Centre at Cambridge, 
his academic career continued with 
a PhD at the Royal College of Art 
(RCa), London, working under Prof 
Bruce Archer and Prof Herbert 
Spencer. At the RCa he researched 
how diagrams worked, resulting in his 
thesis that established Diagrammatics 
as a field of academic study. 

Clive’s professional life started 

at Dunlop Aviation as an illustrator 
for its technical publications, creating 
the exploded and cutaway views he 
so admired as a boy. He left Dunlop 
to pursue the freedom of a freelance 
design career. This enabled him to 
work in illustration more generally, 
mostly for the machine tool industry, 
and also to develop his interest in 
corporate branding and typography. 

An invitation to teach Visual 
Communication Design part-time 
at Coventry School of Art soon 
found his teaching time creeping up 
to a full-time position, eventually 
becoming Head of the Graphics 
Department. It was at this time that 
he met and became good friends with 
David Phillips, Head of Art History.

With the dawning of the 
age of computers in the late 60s 
Clive recognised their potential 
for design, having encountered a 
computer scientist colleague from the 
Lanchester Polytechnic in Coventry 
who used a computer to plot graphs. 
This intrigued Clive and he embarked 
on researching the application of 
computer graphics to illustration. An 
early example of computer animation 
produced by Clive Richards in 1970 
has recently been accessioned into the 
permanent collection of the Victoria 
and Albert Museum (see page 25). 
In those early days computer art 
required drawing a program flowchart 
from which to produce computer 
code for inputting via punched 
cards, the output being drawn with 
an ink pen driven by a numerically 
controlled graph plotter. This process 
of translating one sort of diagram 
into symbolic programming code to 
produce others sorts of diagram, and 
the circularity of this process, was 
fascinating to Clive. Understanding 
how diagrams worked became the 
basis of his doctoral research and 
is still highly relevant. His ‘Dia-
grammatic’ research on how to 
visualise data continues today with his 
collaborator, Dr Yuri von Engelhardt 
of the University of  Twente. Clive’s 
latest book, called the Elements of 
Diagramming, commissioned by 
Routledge, will be published in 2019.

His academic career led to 
becoming Associate Dean of the 
Coventry School of Art and Design, 
and later Director of Research at 
the Birmingham Institute of Art and 
Design. During his overseas work  

he indulged his interest in digital 
photography. It was through a joint 
exhibition of his photography at  
The Old Art School in Leamington 
that established his relationship with 
the lsa 

In the beginning teaching used 
to be a joy for him, with a ratio of 1:8 
teachers to students, it was 95% fun 
and only 5% administrative drudgery; 
however, as his career progressed this 
ratio was slowly inverted, hastened by 
the so called ‘massification’ of higher 
education. Following retirement from 
full-time work in higher education 
in 2009 Clive is rejuvenating the fun 
through his academic consultancy 
and continuing to work on various 
commercial freelance projects. In 
these endeavours, working mostly 
for artists and galleries, he strives 
to create “ego-less design”. That 
is to showcase the work to its best 
advantage, keeping the design 
elements to the minimum and 
treating the artist’s work with respect 
by not  “smothering it in a miasma 
of graphic design gymnastics.” He 
considers his pro bono design work as 
Art Director for ArtSpace to exemplify 
this approach. He enjoys working on 
ArtSpace with his professional design 
colleague, Malcolm Waterhouse, who 
shares with Clive the same minimalist 
design philosophy. 

In addition to his commercial 
practice volunteering is an important 
part of Clive’s philosophy and he has 
always offered his skills to worthwhile 
causes, and if they are art-related so 
much the better. He says this can 
be fun and he thoroughly enjoys the 
banter and discussion at an ArtSpace 
editorial meeting.

All this adds up to enjoying life. 
He plans to use the painting materials 
he has collected over the years by 
taking up the creative opportunities 
they present. As well as his Apple 
Mac, drawing board and easel his 
studio contains a diverse collection 
of art-related books and drawing 
equipment, including a Georgian 
pantograph, vintage French curves, 
antique magic lanterns with slides 
and much, much more!

Will developments in new 
technology and social media mean 
the end of printed matter? Clive 
observed that television was predicted 
to be the end of radio, but that did 
not materialise; people’s listening and 
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viewing habits are quite different. 
This year sales of printed books 
outstripped the Kindle versions. 
Likewise, while ArtSpace is now 
online and available to a wider 
audience, there is still demand for the 
actual printed journal in the hand. 
Clive believes “one can’t beat the 
experience of seeing and feeling the 
weight and texture (even enjoying the 
smell) of a carefully designed, and 
finely printed artefact which contains 
engaging material, both written 
and visual. Long may actual print 
continue!”

Malcolm Waterhouse Production

Malcolm provides the digital interface 
between the Art Director’s vision and 
the printed end product – ArtSpace

Malcolm began his relationship 
with art by attending 
Leamington College on an 

Art Foundation Course, where he 
found screen printing fascinating, 
especially when using the innovative 
photographic techniques to make 
stencils. On completing this course 
Malcolm went to study graphics at 
Leeds Polytechnic and received a 
Diploma in Art and Design. Finding 
employment within such a specific 
area proved tricky and he worked 
building and fitting narrowboats. 
He enjoyed this and used his many 
practical skills, but as the temporary 
job extended into years rather than 
months he needed to find a way 
back into graphic design. Malcolm’s 
father was a printer and using his 
contacts Malcolm managed to find 
work as a general factotum in a 
design studio. Working there for a 
few years supplied the confidence, 
for him and a colleague to take on a 
few of the clients when the business 
was closing, and Magenta Advertising 
was founded. Malcolm and his 
long-standing business partner 
and copywriter, Kevin Brookes, 
who retired a couple of years ago, 
continued with Magenta’s core 
business which included brochures, 
packaging, flyers and corporate 
identity accounts and has only just 
wound down to allow Malcolm to 
retire after thirty-three years!

Malcolm is honest when he 
confesses that the voluntary work was 

a way of finding work for the business. 
A highly competitive market in the 
80s and 90s necessitated a proactive 
approach to finding clients. Malcolm 
identified a market where, although 
the creative elements were all present, 
the actual execution of them in print 
and design was lacking. Malcolm 
says that in his experience artists had 
absolutely no idea how to market 
themselves. 

Outside of the design industry 
Malcolm claims that the general 
public shrug and say “what’s the use 
of that?” completely missing the fact 
that design is all around “everything 
has a designer” he states. Magenta 
came up with a strategy to produce 
a multidiscipline design magazine. 
The premise being “You supply the 
content – we’ll put it together!”  The 
contributors were to supply copy, 
images, details etc and then Magenta 
would create one publication 
to market all aspects of the art 
community to a wider public. He 
printed 100 copies and took them to 
local galleries and outlets, then waited 
for the response.

Gerry Smith at lsa’s Gallery 
150 saw the design magazine and 
approached Malcolm to see if he 
could help with ArtSpace 36 which 
was currently in production and 
floundering a little. Malcolm says he 
completed issue 36 and the rest is 
history – now on issue 49! Although 
the exercise in drumming up business 
was not as successful as Magenta had 
hoped, it did secure a relationship 
with volunteering for Malcolm. He 
enjoyed the challenge of supporting 
and helping amateur and semi-
professional artists. 

ArtSpace is time consuming, 
especially the recent issue 48 which 
celebrates the 20th Anniversary of 
Leamington Studio Artists with 
over a hundred submissions of work 
from members. Malcolm says his 
involvement as a volunteer may be 
altruistic, but it’s worth doing! We’re 
hoping retirement doesn’t include 
ArtSpace, not yet anyway! 
Malcolm was thoughtful on the 
question of the future. He claims 
“graphic design in print is dead!” 
Qualifying the fact that the 
anniversary edition is great to have, 
and still slots into that comfortable, 
tactile, flicking through a quality 
journal feeling, he does however see 

his industry in a state of flux. The 
innovations in technology are coming 
at such a pace, that it is like “running 
up a down escalator.” The industry 
is fractured through the middle. The 
smaller jobs that kept a small studio 
in business can no longer compete 
with the technology at everyone’s 
fingertips. These jobs have become 
diy and even though quality and 
design may suffer, “it’s great when  
its free!”

On the other side of the fracture 
lies the premium market with huge 
budgets, and large marketing teams 
producing high end collateral to 
sell cars and luxury items and the 
online, virtual platform of the web 
along with its sophisticated analytics, 
has moved design away from print. 
The new marketing strategies still 
require graphic designers to interface 
with industry; one problem is not 
acknowledging that web interactivity, 
the future of marketing, still relies on 
quality design.

Malcolm cherishes a relationship 
with having the product in his hand, 
thumbing through a magazine, as a 
thing of beauty. Feeling the paper, 
feasting on the images, enjoying the 
satisfaction of the right font, the right 
colour combination, the right weight 
of paper and the finish reflecting the 
requirements of the job. Maybe this 
will survive the 21st Century, and 
as he observes, letterpress is making 
a comeback as a craft process with 
bespoke stationery for important 
events. For now we all like sitting 
comfortably with a cup of coffee or a 
glass of wine to browse through our 
latest choice of magazine. Make it 
ArtSpace and we’re winning!.
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LeamingtonStudioArtists

LEAMINGTON
STUDIO Artists

Purposes of the charity  
and what we do

Leamington Studio Artists exists for the benefit of the local community  
by promoting and fostering the interest and appreciation of all forms of 
the visual arts in and around Royal Leamington Spa. The Society is 

committed to assisting its artist members by encouraging professional practice 
and organizing visual art exhibitions, events and other opportunities for the 
general public to experience their work. We encourage and support local arts 
events and showing our members work at local galleries thus providing access 
to art for all.

We also aim to advance the visual arts by providing and managing 
personal studio spaces for local artists at a reasonable cost.

We aim to provide educational and gallery space within our organization in 
order to persuade local artists of distinction, as well as our own members, to 
run arts courses and exhibitions available to all. We publish our highly regarded 
journal ArtSpace, the content of which features articles on the work of 
individual members, reviews of local exhibitions, book reviews and news about 
the art world in general.

Join us and share our passion for art  

LSA’s membership embraces artists working at all levels, from talented  
professionals to beginners, and in a variety of forms: painters, sculptors, 
potters, photographers, textile artists etc. We welcome new members whether 
artists or those who are just interested in art. If you would like to become part of 
our artistic community and are willing to participate in voluntary activities such 
as spending time running a gallery, writing for ArtSpace, helping to organize 
events or just supporting our cause, then please join us.

2018

Facebook “f ” Logo RGB / .eps Facebook “f ” Logo RGB / .eps

leamingtonstudioartists
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n  Opportunities to exhibit your work 

n  Invitations to private views

n  A free copy of ArtSpace the LSA journal

n  Opportunities to meet artists working in all media

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

n  Affordable studios (subject to availability)

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

New members welcome

Forms are available from the membership secretary at
membership@lsa-artists.org

Alternatively, you may download the forms or join online at 
www.lsa-artists.org/joining
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LSA members 

Sue Abbott

Jane Michelle Adams

Neil Adcock

Berni Albrighton

Julianne Allan

Olivia Allan

Eleanor Allitt

Matthew Allton

Rhiannon Alton

Jonny Ambrose

Ian Antony-Paul

Jane Archer

Heather Bailey

Pip Balfe

Elizabeth Ballantine

Helen Ballantyne

Rupam Barthakur

Marvene Baxter

Katia Bellini

Sue Bent

Amy Birch

Edward Black

Cathy Black

Trevor Blagg

Meryl Blake

Irene Bliss

Adrian Bradbury

Clifford Brigden

Nigel  Briggs

Helen Brookes

Karen Brooks

Mandy Bryan

Sonia Bublaitis

Jacky Buckingham

Gillian Buick

Jan Bunyan

Soolie Burke

Rosy Burman

Helen Button

James Callaghan

Marie Calvert

Wendy Campbell-Briggs

Tony  Cartwright

Roger Chamley

Jenny Chan

Dave Chantrey

Alison Chantrey

Guy Chapman

Janet Cheary

Soonoo Choksey

Alan Clark

Douglas Clarkson

Jill Collier

Sheila Connor

Jasmin Coutts

Sharon Cresswell

Edward Creyton

Lucy Crowley

Gilbert Csecs

Sever-Ioan Culcea-Bodea

Jane Mary Cummins

Simon Cunliffe

Laurence Curtis

Diana Davies

Phyllis Davies

Rhianna Davies-McCrorie

Anne Day

Derrick De Faye

Alexandra De Haro Charles

Melanie Dearing

John Devane

Irina Dinev

Tony Dobson

Ann Dobson

Christine Doherty

Rachel Doughty

Pamela Drew

Alan Dyer

David Eaves

June Eaves

Ryan Edden

Brian Edden

Chris Edgerton

Katie Edwards-Dewey

Clive Engwell

Robert Ennis

Mo Enright

Julia Essex

Barrie Etter

Rebecca Evans

Penny Evans

Janice Everton

Andy Farr

Fleur Finch

Mo Finnesey

Joe Fogg

Karen Ford

Vincent Ford

Ann Forrester

Chris Freegard-Elmes

Wendy Freeman

Cristina Galalae

Carl Gallagher

Alastair Gamble

Janette George

Carolyn Gifford

Bob Gilhooley

Cyril Ginn

Helena Godwin

Jo Goode

Carol Gordon

Lynne Gougeon

Luiza Grabda-Pawluc

Martin Grant

Dianne Greenway

David Haedicke

Samantha Hall

Lucas Hall

Brian Hall

Clive Hanley

Janet Hanley

Laura Hanley

Dawn Hart

Steve Haywood

Beverley Healy

Claire Henley

Linda Henry

Brenda Hillier

Jacqueline Hillier

Christine Hodges

Catherine Holmes

Christine Holt

Sarah Horne

Stevie Horton

Sukhbir Hothi

Meurig Hughes

David Hunter

Danielle Hutson

Paul Ingvar

Kim Ingvar

Gillian Irving

Phil Ivens

Libby January

Robert Jenkins

Louise Jennings

Peter Jewel

Chelsea Johnson

Karen Johnson

Jennifer Jones

Chris Jones

Siân Jossi

Nick Kaijaks

Ros Kaijaks

Jessica Kaijaks

Eleanor Kaijaks

Paulina Kalwarska

Bryan Kelly

Usha Khosla

Heidi Kind

Peggy King

Esther Kinnersley

Eric Klein Velderman

Edith Kovacs

Alison Lambert

Robert Lavers

Sue Law

Julie Law

Andrew Lawrence

David Lewis

Anthony Leydon

Angus Liddell

Rachel Liddell

Rosie Lippett

Jill Lloyd

Ben Lockwood

Nicholas Logan

Alison Longwill

Peter Lovelock

Lis Mann

Teresa Mantle

Noreen Mason

Kay Matthews

Ian Mattingly

Nicole Mays

Patrick McConville

Jim McGuigan

Patrick McHale

Georgina Middleton

Beata Izabela Miller

Michele Miller

Sheila Millward

Elliot Minor

Antoine Mitchell

Hayley Molesworth

Christine Moore

Sarah Moore

Nivaria Morales

Sueli Moreton

Martha Moreton-Smith

Yvonne Morris

Cesar Jose Mota da Silva

John Murphy

Virginia Murphy

Grace Newman

Christine O’Sullivan

Penny Overton

John Oxford

Beverley Oxford

Emma Palmer

Karen Parker

Kevin Parrish

Jay Partridge

Chris Partridge

Claire Partridge

Martin Peach

Anna Phillips

David Phillips

Neil Phillips

Jenny Phillips

Kim Philpotts

Lisette Piper

Giuseppe Pittarello

Archie Pitts

Marianne Pitts

Veronika Pock

Philippa Powell

Rosemary Preen

Alex Purse

Annabel Rainbow

Soniya Rao

Cathy Renken

Sophie Renken

David Rhodes

Mark Robbins

Hilary  Roberts

Julie Robinson

Yvonne Rogers

Janet Rose

Gabrielle Rucinski

Leslie Rucinski

Olga Rudenko

Alysia Russell

Mary Sylvie Sarabia

Roger Sargent

Linda Scannell

Nick Seale

Clari Searle

Isobel Shackleton

Gillian Shadbolt

Hazel Shaw

Gail Sheppard

Ray Shields

Robert Shuttleworth

Anya Simmons

Vikram Singh

Patricia Smith

John Smith

Kay Smith

Jacqui Smithson

Annette Smyth

Graham Snape

Sue Southorn

Ray Spence

Jenny Suffield

Maureen Taylor

Hansje Te Velde

Mary Thomas

Ray Thomas

Stephen Thornton

Mark Tilley

Silvena Toncheva

Suminder Treadwell

Jonathan Treadwell

David Troughton

Janet Tryner

Emily Tudge

Paul Tyler

Charanjit Uppal

Nancy Upshall

Vera Vasiljevic

Dominica Vaughan

Kaeren Watson

Robert Watts

Chris Watts

Margaret Watts

Georgina Watts

Charlotte Watts

Lynnette Weaver

Kathy Webster

Edith Whatling

Ian White

Sue White

Ruth Whitington

Christine Wilkinson

Cherry Williams

James Williams

Heather Wilson

Bruce Wilton

Kate Wiltshire

Rebecca Woodbine-Cusdin

Julia Yarrow

John Yeadon

Richard Yeomans

Ann Yeomans

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

Part time and leisure courses include:

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

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

 What’s on at East Lodge

Contact eastlodgemanager@lsa-artists.org  
or 01926 831723

Facebook “f ” Logo RGB / .eps Facebook “f ” Logo RGB / .eps

@lsartists lsa-artists.org facebook.com/leamingtonstudioartists/ leamingtonstudioartistswww

East Lodge is open 
Wednesday to Sunday

10am–5pm  
Summer months

10am–4pm  
Autumn/Winter

 

5 Sept – 30 Sept  Hilary Roberts and    
   Yvonne Morris

3 Oct – 28 Oct  LSA Annual Open Exhibition –  
   Paintings & Illustrations

31 Oct – 25 Nov  Response to The Waste Land

28 Nov – 6 Jan  Members’ Show

Applications to exhibit now being taken for 2019


