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B E R M O N D S E Y
RA T

ART BERMONDSEY is a self-contained gallery space located on Bermondsey Street, 
one of the most prestigious artistic hubs in central London. 

Moments from the City and Tower Bridge, opposite White Cube, surrounded by galleries, 
chic bars, cafes and restaurants, ART BERMONDSEY is perfect for short term projects or 
longer exhibitions. 

ART BERMONDSEY
183-185 Bermondsey Street, First Floor
London SE1 3UW

For floor plan and further details contact:
+44 (0)20 7407 6496 or +44 (0)7988 239300
info@artbermondsey.co.uk

Or visit: 
www.artbermondsey.co.uk

Independent  Gal lery  and  Pro ject  Space Avai lab le  to  H i re

Plymouth College of Artsupported by
COLLATERAL  DRAWING

LUBOMIROV-EASTONcurated by

Plymouth College of Art
Plymouth, UK
28 February - 22 March

Beton7
Athens, Greece
19 May - 13 June

UUCS Waterfront Gallery
Ipswich, UK
2015

www.collateraldrawing.org
www.lubomirov-easton.com

ATOI
Vasilis Avramidis

Bella Easton
 Chris Hawtin

Zebedee Jones
Iavor Lubomirov

JJuliette Losq
Lee Maelzer
Iris Plaitakis

Artemis Potamianou
Frances Richardson

Michael Stubbs
Grant Watson



Jeff Makin.  Art14London. Booth M23
28 February - 2 March, 2014

You Yangs Vista, 2010, oil on linen, 183 x 152.5cm

67 Cambridge Street Collingwood, Victoria, Australia. 3066.  P: +613 9416 3966  E: info@jamesmakingallery.com  W: www.jamesmakingallery.com
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Edge of Arabia sponsored by Bulgari Hotels. Elcho St. London. 17 December 2013. u Serpentine Sackler Gallery Jake and Dinos Chapman. Private View, 29 November 2013 u A unique portrait of Elle Macpherson by Nicola Green is unveiled  
at the Australian High Commission at a reception hosted by His Excellency Mike Rann. London. 19 November 2013 (Four Subsequent Life Size prints of The Body will go on show at Flowers Gallery). u Victoria and Albert Museum Jameel Prize. London.  

10 December 2013. u Tate Britain reopening party. 18 November 2013 u London Art Fair Preview. Islington Business Design Centre. London. 13 January 2014 u Victoria Miro Gallery Isaac Julien: Playtime. Wharf Rd. London. 23 January 2014  
u Chart Gallery Factual Nonsense, A Guide for the Perplexed. Exhibition held in aid of the Joshua Compston memorial fund. Old Church St. London. 9 January 2014
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FADY JAMEEL
Victoria and Albert Museum

WILL WELLS; OMAR OFFENDUM; ROTANA TARABZOUNI
Edge of Arabia

VARVARA SHAVROVA  
MATTHEW FLOWERS
London Art Fair 2014

JARI LAGER; LIAM SCULLY
London Art Fair 2014

JOHN COXON
Serpentine Sackler Gallery

DAVID TABORN
Chart Gallery SW3

JIM BROADBENT
Tate Britain

DAVID HARRISON
Victoria Miro Gallery

ISAAC JULIEN
Victoria Miro Gallery

DIANA QUICK
London Art Fair 2014
 

DARREN COFFIELD; ZEBEDEE HELM
Chart Gallery SW3

DAVID LAMMY  
ELLE MACPHERSON
Australian High Commission

DANIEL HATTON
Serpentine Sackler Gallery

ROTANA TARABZOUNI  
FAHAD AL-TURKI
Edge of Arabia

DAN MACMILLAN; LIZZY BOWDEN
Serpentine Sackler Gallery

MARGARET HODGE 

SIR NICHOLAS SEROTA
Tate Britain
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>> DIARY NOTES

WORSHIPPING MAMMON
REMEMBER THOSE old Bible 
stories that used to be part of a school 
education? And the guffaws that 
always greeted that illustration of the 
Israelites grovelling before a Golden 
Calf (first mentioned in Exodus 32:4)? 
It came to mind when the red top 
press gleefully recorded the story of 

some kid who took a break at Tate Modern – by wedging 
herself into a wall mounted work by Donald Judd. Or ‘10 
million dollar installation’ as they preferred to call it – well, 
when did you ever read a report on art that did not have 
a £ or $ sign in the text? This might have gone unnoticed 
apart from an amazing stroke of luck. A New York art dealer, 
Stephanie Theodore, was in the room and grabbed a snap 
on her phone, which she immediately tweeted in high 
indignation, railing against the tired nine-year-old, one Sissi 
Belle, and her obviously moronic parents, the Trevor family. 
The Judd work, which looked to all intents and purposes like a 
column of steel shelving, was immediately checked by the Tate 
conservation team and the 1980 steel, aluminium and perspex 
piece deemed to be unscathed. Ms Theodore will probably 
need a year of intensive psychotherapy, but the Trevor family, 
aside from the naming of their daughter, have committed no 
offence whatsoever. The worship of bull has clearly made a big 
comeback in the wonderful world of art.

CHINESE GET AWAY
Oriental ingenuity is exemplified by the collapse of the 
165-year-old Knoedler Galleries in New York after being 
exposed for selling fakes on an industrial scale (State passim, 
issues 11 & 12). The 
creator of these phony 
works by Rothko, de 
Kooning, Pollock, Still, 
Diebenkorn et al, fooled 
every ‘expert’ except the 
laboratory technician who 
tested one. Although he 
was no doubt looking at 
the painted surface and 
not the price tag. ‘Painted 
by the hand of a genius’ 
according to the FBI, the 
artist was none other than 
Pei-Shen Qian, aged 73, at the time a resident in Queens, 
living on a student visa, but now safely back in Shanghai. ‘I 
made a knife to cut fruit. But if others use it to kill, blaming 
me is unfair’, is his inscrutable take on whole affair. A Zen 
perspective not shared by John Howard of Irving Place 
Capital, a $2.7 billion private equity firm, and proud owner 
of a Made in China ‘Willem de Kooning’ – for which he paid 
$4 million. Inscrutably, this painting looks exactly the same 
today as it did when Howard bought it from Knoedler.  
Sweet and sour then.

STIR FRYING
The fact the Chinese are implicated in the Knoedler cause 
célèbre is timely. The great myth of the tremendous art boom 
in China – a fiction that has seen many Western galleries 
optimistically setting up shop in Hong Kong and Shanghai 
– is unravelling. An investigation by The New York Times 
reported that not only are 80% of artworks sold at auction 
in China fake, but the actual market is itself a huge work 
of forgery. The newspaper found that ‘many of the sales 
transactions – reported to have produced as much as a third 
of the country’s auction revenue in recent years – did not even 
take place’. Chinese auction houses ‘regularly disguise non-
payments, claim aborted transactions as true sales, and post 

fake record prices’. China, which barely had an art market 
two decades ago, reported revenues were up 900% – to $8.9 
billion. [The United States auction market for 2012 was 
$8.1 billion.] The NYT noted: ‘The Chinese have a name 
for the price-boosting process. They call it “stir frying”.’ 
Now Sotheby’s has entered a joint venture with a state-run 
company, and Christie’s has won a licence to become the 
first international auction house to operate independently in 
China. They join the 350 Chinese auction houses that already 
deal in fine art. The two largest, Poly International Auction 
Company, and China Guardian, are billion-dollar enterprises 
with offices in Tokyo and New York. They both have, 
naturally, close ties to the Communist Party elite. It should be 
remembered that the demand for art reflects Chinese tastes, 
which are not for Western painting (although they do it so 
well). Yet auction records in the West are increasingly seeing 
virtually unknown Chinese artists (Qi Baishi; Zhang Daqian; 
Xu Beihong; Fu Baoshi; Wu Guanzhong; Li Keran) 
outstripping Warhol and Richter for top revenue slots. 

In 2011, Zhang Daqian and Qi Baishi made first and second 
place respectively for the most expensive paintings sold at 
auction (according to Artprice.com). However, the $65.4 
million record for Eagle Standing on a Pine Tree (a 1946 ink 
painting) by Qi Baishi, has still not been paid by the buyer!

CAPITAL PUNISHMENT PART 2
Our old shipmate, über-collector Steve Cohen, is beginning 
to feel the noose tightening. The American founder and 
chairman of SAC Capital Advisors has successfully skated 
over the thin ice that covers the mire of litigation currently 
drowning SAC. Now former senior associate, Mathew 

Martoma, has been 
convicted of helping the 
hedge fund earn more than 
$250m illegally through 
trades based on secrets about 
the testing of a potential 
breakthrough Alzheimer’s 
drug. There have already 
been seven convictions of 
former SAC employees. 
Last summer, SAC admitted 
wire fraud and four counts 
of securities fraud, and paid 
a record $1.8bn fine to the 

US Department of Justice. US Attorney, Preet Bharara, was 
then quoted as calling SAC a ‘magnet for cheaters’. Now the 
plot thickens. A government witness during the Martoma 
trial, Sidney Gilman, claims the FBI agent interviewing him 
said ‘he was just a “grain of sand” in the government’s scheme 
to bring charges against Mr Cohen’. Of course, kicking a 
man when he is down is a national sport in the USA. When 
SAC was returning a yearly average of 30% (over the last 20 
years) – occasionally hitting an astonishing 70%  – Cohen 
was everybody’s favourite Wall Street superman. It has been a 
spectacular fall but – at the time of writing – still no charges 
have been brought against Mr Cohen personally.

On the other hand. Before hedge fund multi-millionaire 
Robert W. Wilson, 87, leapt from the 16th floor of his 
apartment building on New York’s Upper West Side, he gave 
away his $800 million fortune. According to the NYPD, 
he left a suicide note at the scene. The unfortunate trader 
had suffered a stroke just a few months before. The main 
beneficiaries of this largesse included environmental groups, 
conservation and wildlife projects – and, substantially, the 
Roman Catholic church. Well, he was a hedge funder...

Mike von Joel   Editor

The nature of Cork Street, for many years the heart 
beat of contemporary art in London, has been changed 
irreparably by a major redevelopment that has forced the 
closure of a number of notable galleries on the north side 
of the thoroughfare. The many headline grabbing pleas 
to Westminster Council came to nothing and the Mayor 
Gallery (established in Cork Street since 1933) closed in 
December 2013 with a rousing party that saw the usually 
reserved and studious business throw caution to the wind. 
F22’s photographer, Dafydd Jones, was there to capture 
Anthony Haden-Guest recite the canticle.
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ALL THAT GLISTERS  
IS NOT GOLD

{ ‘When did you  
ever read a report  

on art that did not have  
a £ or $ sign  
in the text?’ }

Dafydd Jones
Anthony Haden-Guest, 
Mayor Party, 2013
 
The last closing down  

party in London’s famous 

street of art
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RESTATE AN ART 
NEWS 
MONITOR { }‘A picture is a secret about a secret, the 

more it tells you the less you know’
DIANE ARBUS

 

QUOTEUNQUOTE

GIMME GIMME
‘...advertising inflames it.  

The pioneers of advertising called 
it “the organised creation  

of satisfaction”.’
ROBERT SKIDELSKY The renowned economist  

on the desire for possessions and territory

EYESTRAIN
‘It’s like a choir where only one 

person can sing in tune and 
everyone else bawls.’

ADRIAN (AA) GILL On the Frieze Art Fair for  
Vanity Fair magazine. 

PUFF ‘N’ STUFF
‘The reason that I enjoy things 

that involve air is they’re a symbol 
of us. We’re breathing machines, 

we’re inflatables...’
JEFF KOONS Deep thoughts from JK,  

whose Balloon Dog is currently the most expensive 
work by a living artist sold at auction (£36.8m 

Christie’s New York)

INSTANT KHARMA
‘The future is now. We can’t wait 

for the future.’
YOKO ONO The artist celebrates her  

80th birthday in the Guardian

WINNING FORMULAS
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Corin Sworn

CORIN SWORN WINS  
MAX MARA PRIZE
Whitechapel Gallery director, Iwona 
Blazwick, announced Corin Sworn as 
the fifth winner of the prestigious Max 
Mara Art Prize for Women. Glasgow 
based Sworn was born in the UK in 1976 
but grew up in Toronto before studying in 
Vancouver. She was one of two Canadians 
on the shortlist. The prize will take the 
form of a bespoke residency divided 
between Rome, Naples and Venice. 

POINTS MEANS PRIZES
Velázquez Visual Arts Prize 2013: 
This is the third major national art prize 
in two years for Spanish conceptual 
sculptor Jaume Plensa, represented 
internationally by Galerie Lelong.

Artadia/NADA Miami 2013: 
Photographer Ryan Foerster was 
selected by MoCA North Miami interim 
director Alex Gartenfeld.

Hugo Boss Prize 2014: Finalists for 
the biennial contemporary art award are 
Paul Chan, Sheela Gowda, Camille 
Henrot, Hassan Khan, Steve McQueen 
and Charline von Heyl. The prize 
is administered by the Solomon R. 
Guggenheim Foundation and carries an 
award of $100,000. The winner will be 
selected and announced in autumn 2014, 
followed by an exhibition in 2015 at the 
Solomon R. Guggenheim Museum, 
New York.

S T A T E S IDE

AMERICAN PHILANTHROPY
The Philadelphia Museum of Art has acquired one of the country’s most important 
collections of contemporary art from Katherine and Keith Sachs, museum trustees 
since 1988. The 97 works span the last 60 years and include Ellsworth Kelly and Jasper 
Johns, and feature paintings, sculpture, large-format photography and video art. To 
celebrate this gift the museum’s suite of rooms devoted to modern and contemporary art 
will become the Keith L. and Katherine Sachs Galleries – officially on 3 March 2014 with 
a dedication ceremony. The New York Times estimates the value of the collection at  
$70 million. Source: New York Times

Katherine and Keith Sachs

PRIVATE PASSIONS

Crystal Bridges Museum of American 
Art is making sweeping changes in its 
post-war permanent collection galleries. 
The museum, lavishly financed by Wal-
Mart heiress Alice Walton, opened in 
November 2011. Recent acquisitions 
include: Donald Judd’s Untitled 1989; 
Andy Warhol’s Hammer and Sickle 
1977; and Mark Rothko’s No. 210/No. 
211 (Orange) 1960, which was unveiled 
in a special exhibition at the museum 
last October. The museum draws down 
about $15m a year from its acquisitions 
endowment and is paying the rest of the 
tab for its purchases ‘the same way other 
museums do – by fundraising’. Since its 
opening on 11 November 2011, nearly 
734,000 people have visited Crystal 
Bridges.  Source: The Art Newspaper

Alice Walton

RYAN’S ANGEL
The hotly disputed Andy Warhol portrait 
of Farrah Fawcett now belongs to 
actor Ryan O’Neal after a bitter legal 
wrangle. A Los Angeles jury verdict 
allows the actor to keep the memento 
of his decades-long relationship with 
the actress, valued between $800,000 
and $12 million. The Charlie’s Angels 
star died in June 2009 and left nothing 
to O’Neal, he then took one of two 1980 
portraits of the actress that Warhol 
created from her condominium. The case 
featured testimony from O’Neal and 
several of Fawcett’s close friends, who 
said the actress told them one of the 
portraits belonged to O’Neal. Fawcett left 
everything in her will to her old University 
(of Texas) which subsequently felt 
obligated to pursue a case against O’Neal 
based on her final wishes (and not the $12 
million at stake, of course). The jury also 
determined a tablecloth that Warhol drew 
hearts on and presented to O'Neal and 
Fawcett was jointly owned by the couple. 
Source: Los Angeles Times

Andy Warhol  Farrah Fawcett

VILLA GRISEBACH BERLIN

An Isa Genzken concrete-and-steel 
sculpture Wiese (1990) bested an 
estimate of $272,000-340,000 to 
take $433,000, an artist’s record, 
a result credited to her current 
retrospective at MoMA.

Isa Genzken
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{ }“To draw is to make a shape that 
is a movement in time.”

 

{ }‘A good picture is equivalent 
to a good deed’

VINCENT VAN GOGH { }‘Art that doesn’t  
communicate is useless’

WILLIAM GOLDING

7

MALCOLM MORLEY
You were born in London in 1931 and spent a brief time in prison, which is where 
you discovered art?

Yes, before I went to prison I thought of art as my grandmother’s 
idea of a Royal Academician. In prison I came across this book  
Lust for Life about Vincent van Gogh. The reproductions looked 
crude and I thought I could relate to that, so I took up an art class 
the jail had. I felt I was nobody and I wanted to be somebody. This 
seemed a way in which I could be somebody. After jail I went to 
Camberwell School of Arts. I had come to the attention of the chief 
of rehabilitation in Britain; he took me up and I went to the Royal 
College. I was there with Dick Smith, Robyn Denny and Peter Blake. 
The first day they showed me a reproduction of Picasso and  
I immediately recognised the power; I didn’t need anybody to 
explain it. When I heard there was such a thing as Art History,  
I ran to it like crazy.
MALCOLM MORLEY (82)  SPEAKING TO HOSSEIN AMIRSADEGHI FOR ART STUDIOS AMERICA  

(THAMES & HUDSON)  See F22 magazine, Issue 12, page 12
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PREVIOUS LIFE SENTENCES: FRANCESCO CLEMENTE, MEL GOODING, ALAN DAVIE

Francis Bacon Three Studies of Lucian Freud

2013 TOP TEN PRICES
1. Francis Bacon Three Studies of Lucian 
Freud 1969 became the most expensive 
work of art ever sold at auction. $142.4 
million. Christie’s.

2. Andy Warhol silk-screen painting 
Silver Car Crash (Double Disaster) 1963. 
Auction record. $105.4 million. Sotheby’s.

3. A 59.6-carat pink diamond in Geneva. 
$83.2 million, the highest price ever paid 
for a gemstone at auction. Sotheby’s.

4. Jeff Koons, most expensive work sold 
by a living artist at auction, sculpture 
Balloon Dog (Orange) 1990s. $58.4 
million. Christie’s.

5. Jackson Pollock drip painting Number 
19 1948. $58.36 million. Christie’s.

6. Warhol painting Coca-Cola Bottle 
1962. $57.3 million. Christie’s. 

7. Roy Lichtenstein Woman with a 
Flowered Hat 1963. $56.1 million. 
Christie’s.

8. Alberto Giacometti bronze bust of his 
brother 1955. $50 million. Sotheby’s.

9. Jean-Michel Basquiat Dustheads 
1982. $48.8 million. Auction record. 
Christie’s.

10. Joint at $46.1 million:  
Mark Rothko No. 11 (Untitled) 1957 
Christie’s.

Norman Rockwell Saying Grace 1951 
Sotheby’s.

Notes
Sheikha Mayassa bint Hamad al-Thani, 
the sister of Qatar’s emir, is reported to 
have paid $142.4 million (£89 million) for 
the Francis Bacon triptych. The sheikha 
heads the Qatar Museums Authority 
(QMA). The 30-year-old is in charge of the 
royal family’s art-buying budget, reputed 
to exceed $1 billion a year, for Qatar 
where a new national museum will open 
in 2016. The sheikha studied literature 
and political science at Duke University 
in North Carolina, before moving to  
New York to do a postgraduate degree  
at Columbia. She also worked 
anonymously for Robert De Niro’s 
Tribeca Film Festival.  
Source: ArtfixDaily

2013: A Record-Breaking Year
Post-war and contemporary artists, 
primarily American, ranked in the top 
spots. New buyers from emerging-markets 
in Asia and the Middle East made an 
impact on prices, a 27% increase from 
2012 and an 82% jump from 2011, 
according to Bloomberg. The highest 
auction total ever was achieved in a  
three-hour sale at Christie’s that  
brought $692 million.

AUCTION CATALOGUE

TOO LITTLE TOO LATE

The galleries and auction houses of 
Mayfair and St James’s generate over 
£7.7bn in sales a year and support 
60,000 jobs. Westminster City Council 
is now proposing new measures to 
protect art galleries in Mayfair from 
encroaching fashion retailers. The 
move comes after the controversial 
redevelopment of two large sites that 
formerly housed galleries in Cork Street. 
St James’s has already been made a 
special policy area and this is now likely 
to be extended to Mayfair. Property 
owners are sure to oppose the plan.

Cork Street - deserted

Banksy artworks ripped from public 
view are to be auctioned. No Ball 
Games was created in September 2009 
in Tottenham Green, north London, and 
was removed in 2013. The Liverpool Rat 
was painted on The White Horse pub 
on Berry Street in 2006 – removed in 
2013. Other works up for sale include 
Old Skool, taken from an east London 
garage; Sperm Alarm, daubed on a hotel 
wall; and Silent Majority, sprayed on 
to a trailer at Glastonbury festival. The 
works will preview from 24-27 April; 
the exhibition and auction will be at 
the ME London Hotel in the Strand. 
Organised by the Sincura Group, which 
has handled the controversial removal 
and sale of a number of Banksy pieces 
in recent years. The company claim 
No Ball Games is likely to fetch more 
than £1million with the money being 
donated to charities. If they say so...

SMELLING A RAT

The Liverpool Rat

CASH IN THE ATTIC
Found: two art works allegedly stolen by the Nazis inside Germany’s 
parliament, the Bundestag. A spokesman said that an art historian was 
reviewing two ‘suspicious cases’ in an on-going survey into the German 
parliament’s art collection, which began in 2012. It follows hot on the heels of 
the hysteria that resulted from the recent discovery of a valuable collection in 
Munich (State passim) which had been hidden away for decades by Cornelius 
Gurlitt, the elderly son of an art dealer of part-Jewish descent who was 
ordered by Hitler to buy up so-called ‘degenerate art’ and sell it to raise funds 
for the Nazis. The Bild newspaper said one of the two works discovered in the 
Bundestag had also originally belonged to the Gurlitt family. The Bundestag’s 
art collection comprises around 4,000 works and investigations have so far 
found some 108 pieces of unknown provenance.  Source: Reuters
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RESTATE AN ART 
NEWS 
MONITOR { }‘The greater the artist, the greater the 

doubt. Perfect confidence is granted to 
the less talented as a consolation prize’

ROBERT HUGHES

HOT & COLD
ART PRs

Who think a permanent voice mail 
telling you to email them is cool. 

Why not be ‘away from your desk’ – 
permanently?

F***ING RUCKSACKS
YES, WE ARE REPEATING THIS !  

Ban them from all public museums & 
art galleries NOW! And everywhere 
there isn’t a desolate moor nearby.

JUVENILE CURATORS
With degrees in art-speak bullshit 

and haircuts. The Bucharest Biennial 
just replaced Nicolaus Schafhausen 

(director, Kunsthalle Wien) with  
two twentysomething curators.  

The Day of the Quiffids.

GREED
It used to be subtle (the Berenson-
Duveen alliance, etc.) but now it 
pervades the art world blatantly.  
Sad to see artists so complicit. 

WE ARE WARMING TO 
ALASTAIR SOOKE

The natural successor to 
Sister Wendy Beckett?

 LAZARIDES GALLERY
He might have money in the Banksy, 

but a welcome antidote to vast  
white emporiums and super-cool  

art fair stands. 

ART14
No, we are not biased – there really is 
an amazing buzz about the arrival of 

over one hundred international galleries 
to K&C – and not the usual  

American-Euro-UK suspects either.

HANDS ON
The most interesting artists around 

are eschewing the fashionable factory 
made assembly line and getting back 
to authentic craftsmanship using their 

own hands! Better watch out,  
it might catch on.

 IN BRIEF >IN BRIEF >IN BRIEF >
GAGOSIAN MAYFAIR

American dealer Larry Gagosian 
Larry Gagosian has received approval 
from Westminster council for a double 
height commercial gallery in the heart 
of the Mayfair Conservation Area. 
The building was previously occupied 
by Savills. Work was anticipated to 
start in January. The interiors are being 
designed by Caruso St John, which has 
just completed the refurbishment of Tate 
Britain.

HOLED UP

Antony Gormley

A manhole cover designed by Antony 
Gormley has been stolen. Best known 
for his Angel of the North statue, he 
created the distinctive cover for a street 
in Peckham, South London, where it 
remained for a decade.

But the iron plate, designed around the 
artist’s feet, was stolen after an idiot 
blogger, Ian Mansfield, 44, included 
a picture of the cover and revealed its 
location – the junction between Maxted 
Road and Sandison Street. Thames 
Water, which commissioned Gormley to 
create the piece, said: ‘We’re determined 
to track down whoever did this and get 
back what is ours.’ Source: AP

HOME FROM HOME

Staithes, North Yorkshire

Britain’s best places to live for artists. 
‘Artists will often seek out cheap space 
and like-minded people,’ says Yolande 
Barnes, head of global research at Savills. 
‘It happened in the Pennine mill town of 
Hebden Bridge in the seventies and is 
going on in downtown Detroit right now. 
In London, Shoreditch and Hackney have 
been revived by creatifs and a new wave 
is moving farther east into Clapton.’ The 
artists’ Famous Five:

1. CHELSEA, LONDON
2. EAST END, LONDON
3. SOUTH LONDON
4. ARTISTIC ENCLAVES, ST IVES
5. STAITHES, NORTH YORKSHIRE

Eye Takes Diana

The Suffolk based multi-media artist, 
Eileen Haring Woods, has launched a 
new video/film project in collaboration 
with Aldeburgh’s Caroline Wiseman 
Gallery to capture – literally – the 
unique ‘look’ of individuals across the 
world. The 20-30 second studies of 
eyes (they call ‘eye-takes’) will run on 
continuous loops of some 20-30 subjects 
and be projected in key locations world-
wide. It is no surprise that Woods is a 
great admirer of Christo and she sees 
this initiative as having the same ethical 
dynamic as the great man’s celebrated 
projects. Launched at Wiseman’s Look 
Out venue sited on Aldeburgh beach, the 
first volunteer subject was the actress 
Diana Quick. Participation is open to 
anyone, anywhere, who wishes to join the 
programme. Details are on their website. 
www.uniqueintheuniverse.com

EYES WIDE WORLD 

Count Christian Duerckheim, a Cologne industrialist, has donated 34 modern German 
graphic works to the British Museum. Half are by Georg Baselitz, others include Sigmar 
Polke, Blinky Palermo, A.R. Penck and Gerhard Richter, all estimated to be worth 
over £1m. Two years ago, Duerckheim sold 34 German works at Sotheby’s for £60m. 
Living in London in the 1960s before moving to New York, his wealth comes from 
investment in biotechnology and a pharmaceutical company. Duerckheim is lending a 
further 60 works on paper for Germany Divided: Baselitz and His Generation.  
Source: Art Newspaper

KEY GERMAN GRAPHICS FOR BM

Georg Baselitz

BASELITZ IN LONDON  

Germany Divided: Baselitz and His Generation
British Museum: 6 February - 31 August 2014

Georg Baselitz: Farewell Bill
Gagosian Gallery: 13 February - 29 March 2014

Renaissance Impressions: Chiaroscuro Woodcuts from the Collections of Georg 
Baselitz and the Albertina, Vienna
Royal Academy: 15 March - 8 June 2014
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ROSENFELD PORCINI
7 February - 29 March 2014
Enrique Brinkmann Painting In Space 
introduces two major sculptural
pieces Estela (2013) and Cuatro Estudios 
de Sonajero Chino (2011) alongside 
a recent series on paper: Reportajes 
- Reporting (2013). The latter evoke 
Brinkmann’s black and white period 
from 1961 - 1974, set in Franco’s Spain. 
Enrique Brinkmann’s latest paintings are 
on steel mesh, rejoicing in the freedom 
of spontaneously applying paint. The four 
pieces from Cuatro Estudios de Sonajero 
Chino, are freestanding partially painted 
steel mesh where Brinkmann deviates 
into sculptural works. 

Enrique Brinkmann was born in 1938, 
in Malaga, Spain. He is self-taught and 
exhibited for the first time in Malaga, 
in 1957. He later collaborated with 
the M.A.M. (Artistic Mediterranean 
Movement). Between 1961 and 1966  
he lived in Germany, Cologne and Berlin, 
and got involved with the Fluxus Group. 
In 1967, Brinkmann relocated back to 
Spain and now lives between Malaga  
and Madrid.

Rosenfeld Porcini Gallery
37 Rathbone Street, London W1T 1NZ 

Enrique Brinkmann Taurus 2013

oil & graphite on steel mesh 

IKON BY NAME
The Ikon gallery celebrates its 50th 
anniversary in 2014-15 with a series of 
special exhibitions and events – IKON 
50 – that unfold throughout the year. 
Ikon Icons sees a return by five key British 
artists for a programme that reflects five 
decades, corresponding to their earlier 
shows at Ikon: John Salt (1965) Ian Emes 
(1973) Cornelia Parker (1988) Yinka 
Shonibare (1998) Julian Opie (2000). 
Ikon’s archive review of 1978-1989 
will include Helen Chadwick, Dennis 
Oppenheim, Vanley Burke, Sean Scully 
and Susan Hiller. Late in 2014, Ikon will 
unveil a sculpture by Gillian Wearing 
for the Library of Birmingham. A Real 
Birmingham Family is the outcome of 
the artist’s quest to find, and immortalise 
in bronze, a ‘real’ Birmingham family – 
actually the Jones family.

Spring Programme
David Tremlett
Until 21 April 2014

Jamal Penjweny
19 February - 21 April 2014

Michel François
30 April - 2 June 2014

Ikon Gallery, 1 Oozells Square, 
Brindleyplace, Birmingham B1 2HS

Jonathan Watkins
Inspirational director of IKON Birmingham

PRATT CONTEMPORARY
until 11 April 2014

Marcus Rees Roberts Winter Journey 
showcased at the University of Kent, 
Canterbury, as part of PCA external 
exhibition programme. Marcus Rees 
Roberts studied Film Theory at the Slade 
School of Fine Art, then completed 
a second post-graduate course in 
Printmaking at the Slade and was 
awarded the Slade Prize. He moved 
to Scotland to lecture at Edinburgh 
College of Art; was appointed Visiting 
Professor at the University of Central 
Florida and in 1989 as Lecturer in charge 
of Printmaking at Edinburgh College of 
Art. He now lives and works in London. 
Details:  
www.prattcontemporaryart.co.uk

Studio 3 Gallery, Jarman Building
School of Arts, University of Kent

Marcus Rees Roberts Echo Song (2)  2012

mixed media on canvas.

DON’T MISS

Delfina Entrecanales  

Prince Charles awarded five medals to arts philanthropists at a ceremony at St James’s 
Palace last December. Among the recipients were Lord Rothschild of the Rothschild 
Foundation which has donated to London’s Courtauld Institute, the British Museum 
and Oxford’s Ashmolean Museum and Delfina Entrecanales who moved from Spain 
to Oxford during the Spanish Civil War and was honoured for providing studios for artists 
through her exemplary Delfina Foundation. Her donations to the arts total around 
£20m. Also recognised were Ian and Mercedes Stoutzker, who now live in Salzburg, 
have mainly supported music, but last year donated nine British paintings to the Tate, 
including works by Jacob Epstein, David Hockney, R.B. Kitaj, Lucian Freud, Rachel 
Whiteread and Peter Doig. Although their value was not announced at the time, the 
paintings are worth around £12m. The awards, initiated in 2008, are run by Arts & 
Business, an organisation that promotes sponsorship.

HURRAH FOR DELFINA

In 2006, David Hockney claimed the 
sainted Dutch painter, Johannes Vermeer, 
was only able to paint so well because he 
used a lens and mirror contraption – similar 
to a camera obscura. It was controversial, 
but one inventor now claims he is 95% 
sure Hockney’s theories are correct. 
Vermeer is revered for his strikingly 
photographic 17th century paintings. Tim 
Jenison read Hockney’s provocative book 
Secret Knowledge: Rediscovering the Lost 
Techniques of the Old Masters in 2002. 
The Texas born technocrat then travelled 
to Amsterdam to look at Vermeer’s work, 
studied his locations in Delft, and learnt to 
read Dutch. Jenison also tested out various 
contraptions to discover which was the 
most likely. With a camera obscura, the 
image would have been upside down, but 
Jenison discovered that using a second 
mirror solved this problem. His final design, 
which Jenison claims is how Vermeer 

painted his masterpieces, involves two 
mirrors and a four-inch lens. The image is 
projected through the lens onto a 7-inch 
concave mirror fixed to the wall opposite. 
This mirror bounces the image onto a 
smaller 2 x 4-inch mirror situated next to 
the canvas. If Vermeer used this system, 
he would have been able to paint with 
little movement of his head and capture 
the light and detail more accurately. To 
test his theory, Jenison has since spent a 
total of 220 hours over the past decade 
recreating the room where Vermeer would 
have painted The Music Lesson (also known 
as Lady at the Virginals with a Gentleman). 
He also made lenses using 17th century 
techniques and used only pigments 
available in the late 1600s. Recorded  
on film, the whole exercise has been 
released as Tim’s Vermeer. It might  
explain why Vermeer’s works were always 
modest in size...  Source: AP

Vermeer The Music Lesson Tim Jenison using his invention

SMOKE AND MIRRORS
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L
AST NOVEMBER I was in 
Derry/Londonderry – as it was 
politically dubbed by the press 
teams – for the spectacular light 
festival, Lumière, taking place 

just a couple of days before the awards 
ceremony for the Turner Prize 2013 (won by 
French-born film and installation artist Laure 
Prouvost) and to mark the culmination of 
the city’s year as the first ever UK City of 
Culture. With hotels full to capacity, the 
official line was that the year, which hosted 
a series of over 200 cultural events, had been 
a ‘string of spectacular successes’, putting 
the city ‘well and truly on the cultural map’, 
and bringing together a people split by 1400 
years of riven history, most recently as the 
key locus of ‘the Troubles’, and the site of 
Bloody Sunday. But, is this really the case? 
With Derry/Londonderry now having passed 
on the baton to Hull, which will have its turn 
as UK City of Culture 2017, what will the 
Northern Irish legacy be? 

The UK City of Culture initiative was 
announced by the government in 2009, 
building on Liverpool’s success as European 
Capital of Culture in 2008. D/LD, which 
has the second highest unemployment rate 
of any region of the UK, won the title in 
July 2010, ousting the other shortlisted 
cities, Birmingham, Norwich and Sheffield. 
Located in Ulster, D/LD, the second largest 

city in Northern Ireland, consists of two 
previously polarised communities. The only 
remaining Irish city with a fully intact inner 
17th century wall, the ‘Cityside’ – originally 
built and inhabited by Protestants shipped in 
by England’s James I – is now 95% Catholic; 
while the ‘Waterside’, until recently 
unreachable across the River Foyle apart 
from by a rail-road bridge one mile out of 
town, is 60-65% Protestant. It has also been 
the site of a military barracks for over 300 
years. Surrounded by heavy military fences 
during the Troubles, it was given back to the 
people when the army left in 2007.

D/LD is one of the oldest continuously 
inhabited places in Ireland. The earliest 
historical references date to the 6th century 
when a monastery was founded there by  
St. Columba – aka St. Colmcille. Colmcille 
built his monastery on a small island in 
the flood plains of the Foyle. He named it 
‘Daire’ or ‘Doire’ after the oak forest there. 
‘Derry’ is an anglicisation of this. It was the 
Protestant guildmakers from London who 
were granted a Royal Charter in 1613 to 
add the prefix ‘London’. Only later, when 
Sinn Fein became the dominant party in 
the Guildhall and introduced a motion to 
change the name back to its original, did 
this prefix become a bone of contention. 
Nowadays, people from a pro-British 
tradition will usually refer to the city as 

Londonderry, while those from an Irish 
tradition will refer to it as Derry.

With a little over two years to prepare, the 
aim of Culture Company, the programming 
committee for City of Culture, was to involve 
the city’s inhabitants as much as possible and, 
with 45% of the population under the age 
of 25, a large part of the programme sought 
to involve schools. Out of the more than 
200 events hosted, some of the landmarks 
included: the Return of Colmcille – a 
festival held on the first weekend in June, 
with over 33,000 visitors, directed by writer 
Frank Cottrell Boyce, and celebrating the 
story of the city’s founding saint; Music 
City! Radio One’s Big Weekend – a massive 
public display of music, held on summer 
solstice, with a dawn chorus, hot air balloons, 
instruments and voices; Fleadh Cheoil na 
hÉireann – the world’s biggest celebration 
of Irish culture, held in mid-August and 
taking place north of the border for the first 
since its foundation in 1951; Brides on the 

LEGEND

Smoke and Mirrors?  
Has the City of Culture really  
made a difference in Ulster?

DERRY

Bridge – when 12,000 women in wedding 
dresses gathered on the newly constructed 
Peace Bridge (which links the Cityside with 
the Waterside) built in 2011 with City of 
Culture funds; and, of course, Lumière and 
the Turner Prize. 

In a letter published in The Guardian on 20 
November 2013, Martin Bradley, chairman 
of Culture Company, wrote: 

‘Winning this title has transformed our 
city, both physically and socially. Our 
sense of place, confidence and civic pride is 
unrecognisable from the place we were three 
years ago. […] The physical change in Derry 
has been remarkable. More than £100m of 
infrastructural investment during the city of 
culture year has enabled the redevelopment 
of the former military base at Ebrington as a 
cultural hub, the restoration of the historic 
Guildhall, and the construction of the Peace 
Bridge, a symbol of the shared future of a 
formerly divided city.’

TEXT  ANNA McNAY

‘Winning this title has transformed our city, both physically 

and socially. Our sense of place, confidence and civic pride is 

unrecognisable from the  

place we were three years ago.’ 

Martin Bradley
{ }

Murals in the People’s Gallery painted by the Bogside Artists: Thomas Kelly, William Kelly and Kevin Hasson, between 1994-2014

Finalists Laure Prouvost, David Shrigley and Lynette Yadom-Boakyke at the opening of the Turner Prize
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Iwona Blazwick Whitechapel Art Gallery

Photo: Chris McAndrew

DERRY-LONDONDERRY

Indeed, events drew in the tourists, more 
people went to visit the Turner Prize in D/LD 
than in London. But how long will this glory 
last? A legacy fund of £900,000 has been set 
up, and the communities as a whole did take 
ownership of the cultural programme. Derry 
City Council has committed to a longer 
term programme for culture, with many of 
the events from 2013 due to be repeated 
this year, and a new heritage centre (Aras 
Cholmcille – the St Columba Heritage 
Centre) is opening imminently. However, a 
petition is currently being circulated to save 
the ‘cultural hub’ on the Ebrington site  
from being turned into business premises. 
‘It is incredible that so many column 
inches have been printed about the success 
of the visual arts programme,’ writes the 
International Association of Art Critics, 
‘and then this action removes any sense of 
legacy in a single swoop.’

It is not just the legacy question which is 
hanging heavy over D/LD as the new year 
dawns. Scratch the surface and political 
tensions are as fraught as ever. A battle has 
been raging throughout the year between 
Sharon O’Connor, chief executive of Derry 
City Council, and Shona McCarthy, chief 
executive of Culture Company. On top of 
this, a group of local artists, the Bogside 
Artists, are far from happy. Behind the series 
of 12 murals known as the People’s Gallery, 

painted between 1994-2004 to tell the story 
of the Troubles, they and their work were 
not only excluded from all literature and 
discussions on ‘culture’ in the city, but an 
application for a grant to restore the murals 
was denied by an unusual alliance of Sinn 
Fein and DUP voting against it in council. 
The murals were not even lit up as part of the 
Lumière celebrations. Speaking out on their 
Facebook site, the artists say: 

‘These are people who can never get it 
through their heads that artists come from 
Derry too. Just because you come from 
elsewhere does not [necessarily] mean you 
are any good – whatever critics may say. We 
have had world famous art critics sing our 
praises – but that doesn’t count [because] it 
has never reached the papers…’ 

Except it has, because, in 2012, the artists 
were invited to Maribor, Slovenia, to paint 
a new mural there as part of its European 
City of Culture celebrations, unveiled by His 
Holiness the Dalai Lama. All the stranger 
then, that they have not been recognised at 
all at home. 

This apparent desire to bury the city’s 
troubled past was reinforced by the response 
of some locals to the renowned Polish artist 
Krzysztof Wodiczko’s Lumière work. Public 
Projection – Derry/Londonderry projected the 

voices (sound recording and words written 
in light) of a cross-section of people speaking 
of their experiences during the Troubles, 
from a converted mobile ambulance on 
to the Guildhall and other buildings of 
significance. Many want to forget and move 
on, but as others, including those in the 
work itself, make clear, history is always a 
lesson to be learned from: forgiven maybe, 
forgotten never. Perhaps the aim of the City 
of Culture programme is most reflected 
in this one comment, also taken from 
Wodiczko’s work:

‘You must listen to both sides, and you must 
not romanticise about it. The future’s good, 
and you need to be positive about it so that 
we don’t continue doing what has been done. 
And it’s up to the young people now to bring 
it forward. It’s in your hands, you young 
people now.’

Petrol Bomber mural by the Bogside Artists

Grove of Oaks by RMS Design – one of the art works in the Lumière festival

LINKS
www.cityofculture2013.com

www.ipetitions.com/petition/save-ebrington-gallery-2013

www.change.org/en-GB/petitions/keep-ebrington-alive 

www.bogsideartists.com 
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THE Mayor of London
James Mayor of the Mayor Gallery, London
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O
N THE EVENING OF 
Tuesday, 17 December 
2013, an extraordinary art 
world event took place. The 
usually staid and reserved 

Mayor Gallery, a fixture in Cork Street 
since 1933, now resembled Studio 54 in its 
heyday. Perhaps even more extraordinary – 
the gallery’s also usually staid and reserved 
chief was seen to be gambolling like a spring 
lamb on a makeshift stage with barely 
dressed performance lovelies and a chanteuse 
with obvious charms. To claim this as a 
special occasion would be somewhat of an 
understatement.

Rewind 12 months and find one of Cork 
Street’s (and the London art business’s) most 
eminent dealers – James Mayor – facing a 
harsh reality. The battle was lost to prevent 
Standard Life Investments demolishing and 
redeveloping London’s traditional epicentre 
of contemporary art. A number of established 
gallery sites were to be obliterated, the most 
historic being the Mayor Gallery at 22a. And 
it offended James Mayor, a man of principle 
and ethical standards, more than most.

The Mayor Gallery had been founded by 
James’ father Fred (Freddie) Mayor in 1925. 
First at 37 Sackville Street, then, after a 
brief hiatus, at 18 Cork Street. Freddie was 
one of the great characters of the art trade 
in the inter-war years. His own father had 
been a watercolour artist, a former member 
of the Chelsea Arts Club. Upon his death, 
some friends and fellow Club members had 
raised a fund to set up his son, Freddie, 
as an art dealer. After the Sackville Street 
gallery failed to gain traction, Freddie was 
appointed secretary to a recently formed 
London Artists’ Association. It comprised 
four wealthy individuals – Maynard Keynes, 
Samuel Courtauld, Hindley Smith and L. 
H. Myers, known as the ‘Guarantors’ – who 
had a special interest in helping its young 
and ‘struggling’ members. Early associates 
included Roger Fry, Vanessa Bell and 
Duncan Grant. To stimulate business it was 
decided to send Freddie to New York, to little 
avail, and, soon after his return, Mayor left 
to start up again (in 1933) at 18 Cork Street 
– situated behind the Royal Academy and 
reputedly the site of some wild Edwardian 

parties. When Peggy Guggenheim first 
fancied opening a gallery (in 1937) Mayor 
was already the dealer she wished to  
emulate, and a contemporary memoir 
records Freddie as: ‘a short, rubicund, cigar-
smoking, bowler hatted bon viveur, whose 
admirable taste in pictures was equalled by 
his enthusiasm for the race course.’(1) One  
of Freddie’s 1936 exhibitions had the 
intriguing title: Inexpensive Pictures: Keith 
Baynes, Pierre Bonnard, Roy de Maistre, 
Duncan Grant, Max Jacob, Paul Klee, Joan 
Miró, George Rouault.

On the death of his father in 1973, James 
Mayor took over a gallery (now located at 
22a Cork Street) that was highly respected 
in the insular world of art and artists and 
the establishment. It was a business that 
was rapidly changing and Mayor’s own 
vision chimed perfectly with the new trans-
Atlantic dynamic. The spirit of American 

The drastic redevelopment of London’s ‘art street’ has been called the end of 
an era. In fact, Cork Street had long ceased to be the centre of contemporary 
art as cutting edge gallerists deserted W1 for more gritty – and economic – 
postcodes. Nevertheless, Cork Street still retained a certain cachet and an 
international reputation forged way back in the late ‘60s, ‘70s and ‘80s.  
The deserted façades of notable galleries is a poignant sight today. Gone  
– but not at all forgotten.

TEXT MIKE VON JOEL PORTRAITS ED SYKES GOODBYE PARTY PICS DAFYDD JONES

Pop had captured his imagination, but he 
also remained faithful to the cutting edge 
European movements in art, where Nouveau 
Réalisme blended with the leading exponents 
of Dada, Zero and Surrealism. Today Mayor 
Gallery is one of the leading, recognised 
authorities on these artists, many of whom 
débuted in the UK under the auspices of  
the Mayors.

So, to that evening in December. The Mayor 
premises were very deceptive. A relatively 
small frontage led back to an extensive, split 
level studio, viewing rooms, offices and 
storage, access to which was usually restricted 
to the upper echelons of the international art 
world. On this night, stripped of all content, 
the place heaved with guests wandering in 
and out of the labyrinth of rooms to focus on 
the double height studio – now decked out 
with a ‘stage’ and sound system. The multi-
talented Richard Strange acted as master 

of ceremonies; New York writer and louche 
barfly, Anthony Haden-Guest, shouted 
his poems and prose pieces over the general 
cacophony, while performance artist and 
singer, Countess Alex Zapak, alternatively 
sang and disrobed. The whole event being 
backed up by projected video animations 
and cartoons. It was as if Allan Kaprow 
had never gone away. The highlight of the 
evening was when the Commander-in-Chief, 
certainly not known of late for public shows 
of extrovert exuberance, took to the stage to 
cavort with the sultry Countess and address 
his enthusiastic guests with élan.

The end of an era – of course. But the 
beginning of another, as the Mayor Gallery 
moved to a first floor space at 21 Cork Street, 
and, with typical sophistication, launched 
with an inaugural show by Luis Tomasello – 
who coincidentally died on 6 February 2014, 
aged 99.

u The way we were, backstage at 22a Cork Street
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STATE: It was probably unavoidable 
that your life would be spent in the art 
business?

James Mayor: ‘My father’s family had 
Yorkshire blood, and my mother’s. My artist 
grandfather eloped to France and both he 
and my grandmother got cut off by their 
families. My own father was actually born 
near Le Touquet and lived in France until 
he was eight. Arthur Rackham told my 
father he’d never make an artist, so he ended 
up working for the Cooling gallery before 
setting up for himself – aged only 21. My 
mother was not at all keen that I follow him 
into the art business and steered me towards 
Lazard’s bank, but I knew I was never going 
to be a nine to five man. They had actually 
met at the Gargoyle Club and so my parents 
were anything but conventional. I was sent 
to study in Paris in 1967 and lodged at 
one point with Françoise Gilot – her son 
Claude [Picasso] had gone to New York, so 
I had his room. I then got a job working for 
Kahnweiler – stuffing envelopes really – but 
it sounds good now. Back in England in 
1969, father was steering me towards a job at 

 MAYOR GALLERY. 22A CORK STREET. AUTUMN 2013

Sotheby’s, but in the interim I met Klaus and 
Dolly [Amelia] Perls at a sale. By chance, 
I was wearing a pair of Calder cufflinks and 
they represented the artist in New York. This 
lucky coincidence led me to work for three 
months in their Madison Avenue gallery – it 
was a total eye opener.’

From today’s perspective, this chain of 
events sounds like an impossible dream. 
Did you make it to the auction block?
‘I did join Sotheby’s at the beginning of 
1969 – they thought I was going to work 
for free to begin with (laughs) – but, in fact, 
there was nothing for me to do. I got £15 a 
week. I complained to Peter Wilson about 
this so he seconded me to Parke-Bernet back 
in New York. At Perls I had worked a lot on 
Calder pieces, restoring them and so on, so at 
Parke-Bernet I became their ‘expert’ and did 
alright charging them to repaint any Calder 
that needed a bit of refreshing. I mean, I was 
actually ‘authorised’ by Sandy Calder, and I 
had access to the right paints and so on.

‘Young money was coming into 
contemporary art, mostly children of existing 

collectors – what we might term ‘yuppies’ 
today. The main dealers were Leo Castelli, 
John Webber, André Emmerich, Ileana 
Sonnabend and Ivan Karp – and remember 
these were not secondary market people so  
it was a 50% commission on every deal. 
It was a pivotal time. I told Parke-Bernet 
they really needed to open a dedicated 
department to service this newly fashionable, 
contemporary work.

‘In California, Don and Lynn Factor were 
getting divorced and they had a strong 
collection that included Warhol, Johns and 
Stella. I got in other things like Lichtenstein 
and put together a decent sale. By accident, I 
met Robert Scull at the viewing, a man truly 
interested in art with a very good  
eye incidentally. That was in November 
1970 – now Modern & Contemporary is the 
biggest department in the company and  
most profitable.’

Despite this charmed life in the eye of 
the cultural storm, you did return to 
London. How was American art being 
perceived at the time?
‘My father was seriously ill at the end of 1972 
[Freddie died in 1973] and I was not really 
compatible with the auction trade. Anyone 
who thinks they are getting impartial advice 
from an auctioneer is off their rocker. It really 
is ‘buyer beware’. There are only a handful 
of people I like and respect in the trade, and 
who know what they are doing. The majority 
are estate agents – or charlatans.

‘The choice was whether to stay in New York 
and work for someone like Castelli or... well, 
my father had been in business for 48 years 
and back in London I felt there was an open 
field for someone to show Lichtenstein, 
Rosenquist, Warhol, Rauschenberg, 
Twombly, Chamberlain and so forth. I 
realised I could do this and so I arrived with a 
‘stable’. I was the first person to show Agnes 
Martin in Europe. There had been a small 
audience in the 1960s for this sort of work, 
but selling it was not easy – Warhol wasn’t 
easy at all. A couple of collectors existed...’

The most consistent comments on the 
Mayor Gallery applaud the intellectual 
depth of the exhibition programme 
– and the respect with which you, 

DOCUMENTS OF A DECADE
SOME EXHIBITIONS AT THE MAYOR GALLERY

THIRTIES
EDWARD WADSWORTH
PAUL NASH, ZADKINE
KANDINSKY and HILLIER
PAUL KLEE
PAUL GUILLAUME
GEORGE GROSZ
PABLO PICASSO
ROY DE MAISTRE
NICOLAS DE MOLAS
MARIE LAURENCIN
PICASSO, GRIS, LEGER
CURTIS MOFFAT
QUENTIN BELL
GEORGE ROUAULT 
ADRIAN DAINTREY 
JEAN COCTEAU 
ARISTIDE MAILLOL 
CHRISTIAN BERARD 
GUSTAVE COURBET 
JUAN GRIS
MAX ERNST 
ALEXANDER CALDER 
MARC CHAGALL 
S. W. HAYTER
ANDRE MASSON
FERNAND LEGER
JOHN DEAKIN 
HENRY MOORE 

SEVENTIES 
EDWARD ARDIZZONE
ANDRE MASSON 
ROBERT RAUSCHENBERG
CY TWOMBLY
MAX ERNST
DENNIS OPPENHEIM
WYNDHAM LEWIS
MAN RAY
EVA HESSE
WILLIAM WEGMAN
JOAN MIRO
VITO ACCONCI
CLAES OLDENBURG
IVOR ABRAHAMS
ROY LICHTENSTEIN
ANDY WARHOL
JAMES ROSENQUIST 
COLQUHOUN & MacBRYDE
FRANZ KLINE 
JOHN CHAMBERLAIN 
LUCAS SAMARAS
AGNES MARTIN
TONY SCHERMAN

2000+
NOUVEAU REALISME 
MAN RAY
JACQUES VILLEGLE
TOM WESSELMANN
CERI RICHARDS
HELMUT NEWTON
FRANZ ROH 
JEAN JACQUES-LEBEL 
ANTONY DONALDSON
EVELYNE AXELL
COLIN SELF
F.E. McWILLIAM
JANN HAWORTH
GEORGE MELLY
SIR EDUARDO PAOLOZZI 
GERALD LAING
MIMMO ROTELLA
PAULINE BOTY AND OTHERS
VALERIO ADAMI
LUIS TOMASELLO
BILLY APPLE
CHRISTINE KEELER
HENK PEETERS
IVOR ABRAHAMS
SYLVIA PLATH
OTTO PIENE
HERBERT ZANGS

The power behind the throne: Mayor 
Gallery’s Christine Hourdé

'I then got a job  
working for Kahnweiler – 

stuffing envelopes  
really – but it sounds 

good now.'
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personally,  are held by virtually 
everyone in the business.
‘My family aren’t intellectual at all but we 
had a passion for art. When I was at school, 
my sanity was the art room and it’s part of 
my thing. My father had tried to be a painter 
and I understand artists and what they go 
through. I was lucky to have two good clients 
in the UK, one of whom died and left an 
important bequest to the Scottish National 
Gallery of Modern Art. I try to analyse 
artists I know about, and art of particular 
periods, then build a coherent collection of 
important works. The first one I bought up 
from the 1960s was James Rosenquist. He’d 
stopped work due to a bad car accident. 
A lot of them were people I’d got to know 
in New York – I had always liked Pop Art. 
Along with Leslie [Waddington] I bought 
up Alexander Calder and we did a show. I 
like doing exhibitions, but they cost a small 
fortune, and it has probably added an extra 
quarter of a million quid to costs every year 
for the last 20 years. But, you have to be in 
the West End. The English do not buy art – 
they think they do. They buy certain obvious 
artists because they think they are buying 
an investment. Art is the worst f*****g 
investment in the world! You only ever hear 
about the winning ticket. People say to me: 
“If only we had known” (referring to today’s 
big names we have shown in the past) – to 
which I say: “It’s never too late!” I just wish 
they had demonstrated their support and 
respect with their chequebooks.’

Are you an optimist? As one door closes 
another opens and so on? It really is the 
end of an era...
‘We knew Standard Life had been trying 

‘He is a very serious and intelligent 
dealer and I respect him.’
Leslie Waddington legendary London art dealer

‘The Mayor Gallery has been a constant 
in my life – just as James Mayor has 
been a constant in the art world for the 
last forty years. James is a stickler for 
the intellectual integrity of the work and 
has thankfully let passing fads and the 
commoditisation of the contemporary 
art world pass by. My first memorable 
meeting at Cork Street was in the early 
eighties when Roland Penrose introduced 
me to Eileen Agar, who I later showed. 
I have never ceased to be inspired by 
James’s exhibitions of Surrealism and 
Pop ever since. We curated two shows 
together, Mednikoff & Pailthorpe in 
1998; and Christine Keeler’s personal 
collection of photographs in 2010; for 
which many thanks to James for his 
indulgence.’
James Birch art dealer & curator

‘James Mayor has been consistently one 
of the most intelligent, cultured and 
radical dealers in London. In this, he has 
been a worthy heir to his great father, 
Freddie, who was the major pioneering 
dealer of his day. James’s manner, 
urbane, relaxed, even languid sometimes, 
sometimes acerbic in an unassertive 
way (perfectly genuine: it is the man 
himself) is an effective projection of his 
humanely critical temper. Above all he 
is a man of steely integrity, a scholar-
dealer of a kind now almost unknown in 
either the historical or modernist trade. 
His partnership with Andrew was of 
inestimable value to provincial museums 
and galleries in the development of 
important collections of modern British 
art; his own tastes and enthusiasms 
have taken him into difficult and often 
little known foreign territory, where he 
has acted with commercial courage and 
great historical critical acumen. The 
Mayor Gallery is still the place (as it has 
been from the early 1930s) to encounter 
important European philosophical 
abstraction.’
Mel Gooding critic & author

‘In the very early ‘70s, James and I 
had something in common – the Best 
twins, Anne and Elizabeth Best – and 
this dynamic duo ran our lives. They 
were both tough-minded and brilliant. 
I’m sure that James was able to control 
Anne from time to time, just as I tried 
to with Elizabeth. James and I were 
the new young things then and he 
already showed great style and flair 
and brilliance. He would often be quite 
outrageous in public and I was, secretly, 
extremely jealous that he could do some 
of those things – and get away with it. It 
turned him into an enormous art world 
personality and we all admired and loved 
him for that. And we still do. James 
Mayor is one of the most respected and 
admired dealers in the art world.’
Bernard Jacobson London art dealer & publisher

to sell the building before, but the advice 
was always that they would never succeed. 
Now someone has come along and they 
want to knock down the block and put up 
a glass tower with 42 residential apartments 
designed by Richard Rogers. These are 
probably going to be sold off plan to absentee 
owners and it is just pure greed! They say 
there will be provision for street level gallery 
units but the rents will be impossible. I have 
found a first floor location but would really 
like to get back on the street level. The little 
grey men are pleased with themselves but 
nobody else wants this.’

...and the future master plan?
‘When the crash came in the ’90s, American 

art was too expensive to buy, and I prefer 
to buy, so I turned to Europe and Nouveau 
Réalisme. I could have a ‘stable’ but prefer to 
work alongside an artist or a movement – 
like the Zero Group.(2) We did a show with 
Sperone in New York which really woke 
everyone up to Zero. I’m currently looking at 
art from the West Coast. Really, I am no more 
than a resurrectionist – just a market maker...’

NOTES
1. Mistress of Modernism: A Life of Peggy Guggenheim  
(Mary Dearborn)

2. Artists who were part of or exhibited with Group Zero, 
including Getulio Alviani, Hartmut Böhm, Enrico Castellani, 
Gianni Colombo, Lucio Fontana, Heinz Mack, Almir Mavignier, 
Henk Peeters, Otto Piene, Jesús Rafael Soto, Jean Tinguely,  
Luis Tomasello, and Günther Uecker.

The Mayor Gallery 21 Cork Street. London, W1S 3NA
www.mayorgallery.com

p Auld Lang Syne time at the  
Mayor Gallery Farewell Party

u Anthony Haden-Guest gives his all at 
the Farewell Party
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T
HE ART FAIR arena is overloaded. 
There is no room for any more 
art expositions. Everybody says so. 
They said it to Matthew Slotover 
and Amanda Sharp when they 

contemplated a new fair to be called Frieze. 
Stephanie Dieckvoss has heard it all before, 
not least because she was the inaugural 
manager of Frieze for three years before 
taking the reins at ART HK. Actually, there 
really isn’t much that the vivacious  
Ms Dieckvoss doesn’t know about 
contemporary art fairs and the fact that she  
is now the director of ART14, the new –  
and hot – spring fair in London, has already 
signalled that this is a cultural event to be 
reckoned with.

The début last year (ART13) was widely 
regarded as an outstanding success and the 
competition to be included in 2014 was 
fierce. The result is a broad based, truly 
international roster of exhibitors drawing 
on the organisers’ strong links with the 
Asian and South American markets. Owned 
by Tim Etchells and Sandy Angus, the 
original founders of ART HK (Hong Kong 
International Art Fair) which is now 
regarded as a premier event on the annual 
art world calendar, ART14 is a highly 
professional enterprise.

Stephanie Dieckvoss was born in south west 
Germany and first came to London in 1994 
to complete her degree (MA in Art History, 
Courtauld and the University of Hamburg) 
and then later, in 2003, in the plum role 
of fair manager for the first three years of 

Frieze. A feeling for art runs in the family, 
her great-grandfather, Hans Dieckvoss, was 
a painter exploring Impressionism in late 
19th century Germany. As if the accolade 
of Frieze was not enough (and it is often 
forgotten just what a phenomenon this event 
has become) Dieckvoss was headhunted for 
the launch of ART HK in 2007, as joint 
Fair Director alongside Magnus Renfrew. 
This was followed by a role at the prestigious 
Serpentine Gallery (2010-11) and a regular 
appointment to Central Saint Martins 
lecturing in Culture, Criticism and Curation.

The Dieckvoss blend of academic and 
commercial experience (Cheim & Read, 
Gagosian and Karsten Greve) combined 
with her personal charm and unpretentious 
enthusiasm for visual art, is an irresistible 
tour de force. ‘We want to create a feeling that 
every type of collector is welcomed, from 
the novice to the seasoned collector,’ she has 
said, and she intends to do it with an event 
that will have a focus on Asia, Australia, 
Africa, the Middle East and South America 
– in addition to the usual suspects from 
Europe and the USA. The trending concept 
of Glocal (1) and the Dieckvoss response to 
possible solutions are neatly encapsulated 
within the ART14 programming and the 
recently refurbished Olympia Grand Hall 
(central, close to the Serpentine, V&A  and 
the new Design Museum) is the ideal place 
to stage an event of this nature. But can 
that fine balance between upscale, premium 
exhibitors and emerging, raw talents be 
achieved – and profits made? This is the 
crucial equation.

ART14 is trending as a fresh take on the art fair format 
– and this has much to do with its effervescent German 

director, now on permanent loan to London.

ART
BUT NOT AS  
WE KNOW IT

TEXT  MIKE VON JOEL  PORTRAIT  ED SYKES 
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STEPHANIE DIECKVOSS

STATE: Art in the academic sense – 
and it cannot be more so than at the 
Courtauld Institute – must be very 
different from art as a business?
STEPHANIE DIECKVOSS:  Everyone 
goes through phases. When I entered the 
commercial art business with a major 
German gallery, a whole new experience 
opened up for me. The people you meet, the 
artists, the private houses, the travel – and 
exposure to great collections – is not usually 
accessible to academics. I thought it was the 
best thing in the whole world. For the first 
five years, I was so excited. I still believe that 
the people on the business side are in it for 
the passion and love of art. But, of course, 
you do realise that the focus is on commerce. 
However, I began writing – I worked for the 
Serpentine Gallery – and got involved in 
other aspects of art. Nowadays, I lecture at 
Central St. Martins, which gives me a perfect 
counterpoint to the art business, especially 
my art history classes. I can engage with 
people on a very different level.

Actually, it is Germany that seems to 
successfully marry art and commerce 
and to integrate these two diverse 
aspects into the culture. Cologne might 
be an example of this?
Yes, I agree. I lived there at one time. I don’t 
want to fall into national stereotypes, but, in 
Germany, professionalism and seriousness is 
a tendency. The gallery sector is rather well 
structured so there is always an educational 
aspect to activities – the commercial is part 
of wider society. Germans are relatively 
private people, whereas here – over the last 
15 years – collections have been driven by 
‘personalities’ with an ambition to bring 
contemporary art to a wider audience and 
this has introduced a celebrity aspect. No one 
in Germany would talk to the press about 
what was in their houses when I started out.

Key figures like yourself seem to be 
more like football managers of late. You 
move about and one assumes it could 
get quite schizophrenic at times. I see 
you even went over to the Olympia 
Antiques Fair briefly. 
I can only comment from my own 
experience. In my own career, Frieze was a 
very important step. I learned so much and 
had the immense satisfaction of building 
something up. Being there at a certain 
moment in time was one of the highlights 
of my life. Working in Hong Kong and 
Asia enabled me to form some very clear 
opinions about art and what an art fair can 

be. We see our role now as enabling the wider 
world to come to London and to reassess 
globalisation in a different way. European art 
fairs have been dominant – but we want to 
introduce our vision of bringing something 
fresh and where commerce and pleasure are 
synonymous.

Art13 was a wonderful début. The 
focus on East and West was very much 
appreciated. One of your buzz words is 
glocal (global-local) where the major 
international art business is actually 
made up of myriad local initiatives 
and identities. The power of this 
international commercialism appears 
not to have crushed this...
...and it is willing to embrace diversity. 
Think about internationalisation – people 
are finding more and more that you can walk 
through a fair or exhibition and see work that 
looks very similar to a lot of other work. If 
you introduce art from Indonesia – and show 
it has relevance to here, or America, or Africa 
– it does not share the same cultural origins 
and looks different from what we are used to. 
This is inspiring!

You did not consider a ‘Best of British’ 
fair as opposed to embracing an 
international perspective?
I do actually think regional fairs will 
become stronger and more important. For 
example, in Germany, it would be great 
to have a German art fair of the very best 
and to show how strong that market is. But 
London is cosmopolitan and multi-cultural 
with galleries and artists who come from 
elsewhere. Other fairs have addressed the 
regional question, we looked to another 
programme.

Unless one is involved with staging a 
fine arts exposition, it is impossible to 
understand the complexity and high 
costs of doing so. For a large-scale 
event to succeed, the top-end players 
have to attend. How can the small 
independents hope to participate?
Most fairs have different price points. We 
have three – two of which are sections for 
young galleries where we subsidise the stands. 
These areas are rigorously curated by advisors 
and are democratic and not sited in prime 
positions. We had long discussions about 
this initiative and at what point to break the 
price – I have seen galleries almost bankrupt 
themselves trying to keep up with the costs 
of shipping and insurance and so on. We 
have a very transparent online application 
process with a fixed fee.  There are different 
levels of engagement. Major galleries want 
prime positions and large stands. There are 
many other initiatives also to attract the 
international collectors who have a financial 
capability to buy at the high end – VIP 

 MANDEVILLE HOTEL, LONDON. DECEMBER 2013

dinners, the museum summit – alternatively, 
there might be a simple pub night for the 
younger galleries so they can mingle and 
meet the entry level collectors and patrons. 
The thing is to try and ensure everyone has 
their needs met to their best advantage where 
each exhibitor will find their own level of 
involvement and engagement. 

But to be accepted as a success the 
‘VIP’ attendance is crucial, is it not?
But it does not need to be exclusive. I mean, 
Harry Styles attended ART13, so we became 
known to a whole different generation 
and this opened a certain dialogue with 
the media. If we were talking to a Russian 
oligarch collector, the message would be that 
we attracted a hundred new buyers who  
had never been to an art fair before. Now 
we have 140 countries and – like any other 
business – we have a number of strategies to 
introduce them.

In a review of Frieze London 2013 in 
Vanity Fair, Adrian Gill deduced that ‘...
it isn’t about art. It’s about rich people 
– really rich people – and the market 
created for them’. Is this, in fact, what 
has happened now? The art world has 
become a part of the entertainment 
industry?
Yes and no. People do underestimate the core 
– traditional – collectors and their buying 
potential. The ‘middle class’ collector is, 
historically, what collecting has always been 
about – and these have always been enthused 
by contemporary art. The doctors, lawyers, 
architects – what was called the ‘professions’ 
– are still involved. But today, the press 
coverage does tend to be about the super rich 
and the high prices for art. Someone told me 
that 10% of the galleries in Berlin do 85% of 

Tim Etchells and Sandy Angus at ART13
Photo: Dafydd Jones

‘...we want to introduce our vision of  
bringing something fresh and where commerce 

and pleasure are synonymous.’

‘...today, the 
press coverage 
does tend to be 
about the super 

rich and the 
high prices  

for art.’
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the art sales business. Now – when you walk 
into our fair – the first stands you see are 
Asian! This was a conscious decision...

But is it really possible to discuss 
art today without the question of 
investment being a key consideration?
If you want to talk about art as an 
investment, you ought to be part of a Fund 
and think in millions. The contemporary art 
market is so volatile, especially at the entry 
level, and if people haven’t yet learned that 
their £10,000 is not going to give a quick 
return, they need to obtain more knowledge. 
But there are still people who will spend all 
their spare money on art. And when you buy 
a work you are actually enabling an artist to 
have an income and to continue making art 
– this is so often overlooked. You always need 
to buy something you like and love. The 
difficulty in then selling a work is – perhaps – 
underexposed overall.

You actually lecture on future 
developments in the art business.  
Do you go in for predictions?
There are lots of developments ahead. The art 
market is changing so much – we previously 
discussed how many galleries are evaporating. 
There will be more regionalisation. The 
Asian market will see growth and the new 
South American fairs will show the potential 
of Latin America. This is something they 
can develop. It is obvious there are certain 
international players who would participate 
and this will continue to be so – but that 
leaves a lot of space for other things, like us.

And do you have any longing for the 
peace and tranquillity of the academic 
world?
My dream is to continue to combine both 
disciplines. But I would like to sleep a little 
more...

ART14 Olympia Grand Hall  
28 February – 2 March 2014

NOTES
1. The idea of glocal – the split between global 
and local identities in the art world, which has 
become increasingly international, with large 
commercial interests dominating the world 
market for art.



STATE 13  www.state-media.com

STATE OF ART•

 

T
HE ART WORLD HAS 
– historically – been a 
male dominated place. But 
something has changed – 
not only are women artists 

everywhere doing their stuff, but women 
gallery directors are now running the show. 
Penelope Curtis presiding over the much 
talked about re-vamp of Tate Britain, Liz 
Gilmore at the new Jerwood Space in 
Hastings, and Victoria Pomery accepting 
the challenge of bringing art, via the Turner 
Contemporary, to Margate. STATE caught 
up with the directors of three important 
London spaces – Jenni Lomax of Camden 
Arts Centre, Julia Peyton-Jones of the 
Serpentine and Iwona Blazwik of the 
Whitechapel – to discuss this development. 

CAMDEN ARTS CENTRE
Jenni Lomax has been the director of 
Camden Arts Centre since 1990. She ‘never 
set out to be a director’, having studied 
Fine Art at Maidstone before heading up 
the Community Education and Public 
Programmes at the Whitechapel Art Gallery 
throughout the 1980s. Education is at the 
core of her philosophy.

‘There were few female role models when 
I was young,’ she says. ‘Joanna Drew who 
worked for the Arts Council and was director 
of the Hayward Gallery from 1987 until 
1992 was a massive influence. But I like to 
feel that being a woman doesn’t influence 
what I do. I think that my background in 
making art colours the sort of work I want to 
show. I’m not an art historian, so I discovered 
art history from a contemporary perspective 
at the Whitechapel. I find concepts and 
ideas more interesting than art historical 
perspectives. I start with something in the 

present. The shows we put on at Camden 
have a pattern woven through them between 
old and new, young and dead artists.  It’s 
important there’s a connection to the world 
in some way; that the work has something to 
say beyond the subject of art. We don’t have a 
target audience.

‘This is a community gallery and open to 
anyone and because of the studios it’s always 
been a place of making as well as showing. 
I’m concerned to help artists realise their 
ideas. They don’t have to be commercial. We 
don’t have the same pressures as the Tate. 
I like to think of us as the PhD of the art 
world. We can show mid-career artists. Those 
who’ve not shown in London or we can 
re-introduce artists who’ve been neglected. 
When I started there were very few galleries 
in London. It was all rather enclosed. The 
Whitechapel was pioneering in the 80s.  
Over the last 20 to 30 years, things have 
opened up. Become more European. There 
are much bigger audiences now. People are 
less intimidated.’

Can art make a difference? Can it be a life-
changing experience? ‘Well I hate art that has 
to be coupled with something else – such as 
“art and science” – to make it palatable. Art 
should be about art. Not all artists are good 
people but, at their best, they help us see 
things from a different perspective.’ 

But when newness and shock have become 
the orthodoxy, doesn’t it become harder to be 
original? ‘Yes it’s harder to shock. But we can 
shock against prevailing taste and fashion. 
There are still possibilities for shifting 
people’s expectations. There are young artists 
and small galleries who make work between 
the cracks of commercial spaces. I’d like 

Camden not to be just a showcase but a place 
for thinking about and making work. We 
still have a ceramics studio here and everyone 
wants a go!’

THE SERPENTINE
Visiting Julia Peyton-Jones, the co-director 
of the Serpentine, the name of Joanna Drew 
comes up again. ‘She was a great influence, a 
marvellous leader, sensitive and sympathetic. 
I worked with her when I was a curator at 
the Hayward. Men are traditionally hunter 
gatherers. But we now live in a multi-tasking 
world and women are good at that.’ 

Like Jenni Lomax, Julia Peyton-Jones 
studied painting. She attended the Royal 
College of Art and worked as a practising 
artist in London and a lecturer in Fine Art 
at Edinburgh College of Art, moving to 
the Hayward Gallery in 1988 as curator of 

exhibitions. In 1991, she became director of 
the Serpentine, responsible for exhibitions, 
education and public programmes, as well 
as for the annual architecture commission, 
the Serpentine Gallery Pavilion, which 
she conceived. Recently she oversaw the 
renovation of the former munitions depot on 
West Carriage drive, with architect  
Zaha Hadid’s Bedouin tent addition,  
which has become the new Serpentine 
Sackler Gallery. It was under the patronage 
of Diana, Princess of Wales, that the gallery 
received a £4 million renovation in 1998. 
Does being a woman have an influence on 
her directorship? 

‘Well, I don’t know what it’s like to be a 
man! But I see myself as a shopkeeper. I 
like the place to look as good as it can. 
The Serpentine is the size of a large house. 
Exhibitions need to communicate and I’m 

In this final look at the emerging 
dominance of women in the gallery 
network, Sue Hubbard meets three highly 
experienced apparatchiks with the power 
to influence how contemporary art is 
understood today.
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Jenni Lomax Camden Arts Centre

Photo: Chris McAndrew
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interested in an audience for whom art my 
not be the first interest. This is a broader, 
more open world than the one I entered. 
Though outside the privileged west there’s 
still a lot of female inequality. The arguments 
aren’t over. Life is still very difficult for some 
women. But we are a public institution and 
we need to engage the public.

‘I’m proud of the fact that the gallery has 
free admission. Only 18% of our funding 
is from the government, so we need to raise 
£6 million every year. We live in a celebrity 
culture and money is a double edged sword.  
But I’ve always been comfortable with the 
relationship between public and private 
and believe that the positives outweigh the 
negatives. Certainly for some people the only 
thing they know about us is the Serpentine 
Summer Party and its celebrity guests. When 
I started, art was tribal. A tiny world of 
friends and family. There might be 20 people 
at a private view.  Art is a choice in a busy 
world. I’m concerned with how going to see 
an exhibition competes in terms of time with 
other things. Our role is to show artists who 
are part of an international debate  
and not usually shown in London and the 
UK. We are the 60th best attended gallery in 
the world.’

So what does she consider to be the role of 
contemporary art? ‘To reflect back the world 
in which we live against the cacophony of 
daily life. I’m attracted by the artist’s wonder 
at the ordinary. An artist such as Gabriel 
Orozco puts me in touch with what is all too 
easily forgotten. The challenge for the artist 

is how to keep things fresh in a commercial 
world and maintain a unique voice. It’s hard 
to remain untouched by the system. I think 
an artist like Phyllida Barlow manages that. 
But truly great artists are rare and the art 
world is fickle.’

WHITECHAPEL ART GALLERY
From leafy Kensington Gardens to the gritty 
streets of Whitechapel, with its very different 
demography. Founded in 1901 to ‘bring great 
art to the people of the East End of London’, 
the Whitechapel Art Gallery occupies a 
distinctive arts and crafts building designed 
by Charles Harrison Townsend. The first 
exhibition included the Pre-Raphaelites, 
Constable, Hogarth and Rubens and 
attracted 206,000 local people. But, by the 
1960s and ‘70s, it was being displaced by 
newer venues such as the Hayward Gallery. 
Then, in the 1980s, it enjoyed a new lease 
of life under Nicholas Serota and then 
Catherine Lampert. In 2001, Iwona 
Blazwick became director. One of her first 
responsibilities was to oversee a £13.5 million 
expansion of the building.

Iwona Blazwick studied English and Fine 
Art at Exeter University. From 1984 to 1986 
she was director of AIR Gallery and then 
Director of Exhibitions at the ICA, before 
becoming an independent curator in Europe 
and Japan, and a commissioning editor  
for Contemporary Art at Phaidon Press. 
From 1997 to 2001, she was head of 
Exhibitions and Displays at Tate Modern. 
What does she think of this burgeoning of 
female gallery directors?

‘Well women, historically, weren’t represented 
in collections or museum programmes. 
Women painters were seen as second class. 
These exclusions make us aware of other 
exclusions. When I was a baby curator, the 
London art world wasn’t international. I feel 
feminism is one of the last avant-gardes. It 
became a consciousness raising exercise to 
confront all sorts of exclusions. Women’s 
work still doesn’t command the same prices 
as men’s. At one time women’s shows would 
draw comments. Now they don’t. Institutions 
aren’t static monoliths. Feminism was the 
virus that infiltrated institutions allowing 
them to change, enrich and evolve.

‘At the Whitechapel we have a very fruitful 
relationship with the private sector. The Max 
Mara Art Prize for Women, which is run in 
collaboration with us, celebrates the aesthetic 
and intellectual contribution women artists 
bring to the contemporary art scene in the 
UK. The winning artist is given a six month 
residency in Italy and the chance to show 
her work. And we’re involved with the Louis 
Vuitton Young Arts Project that embodies  
the brand’s creative spirit and its tradition of 
arts patronage.’ 

She also mentions Theaster Gates. Born 
in 1973 in Chicago, this African-American 
installation artist is committed to the 
revitalisation of poor neighbourhoods 
through combining urban planning and  
art practices. 

‘This is an alternative strategy,’ she 
suggests, ‘to corporate art. A different way 
of doing things. I also believe galleries 

have a responsibility not to overexpose 
artists or show them too early. Our role at 
the Whitechapel is to navigate space in a 
crowded cultural terrain. We’re not the Tate 
or the Hayward. We try and keep a finger 
on the zeitgeist and show work that has some 
philosophical and intellectual dimension 
that repays analysis, work that is historic and 
geographic in scope. Our audience is our 
peers and aficionados but we’re also a  
public gallery and there’s been a broadening 
of audiences.

‘British culture has changed over the last 20 
years. There’s been a move away from British 
iconoclasm, the sceptical and the fear of 
pleasure, along with an embedded hatred of 
modernism. Tate Modern, the Fourth Plinth 
and the Turner Prize have helped us all. We’re 
a betting nation. We all like to bet on the 
winner of the Turner Prize.’

Where does she think new influences will 
come from?  ‘I think the old is the new 
now. This generation is fascinated with the 
past. The repressed of communist Europe, 
the silenced of China, the history of South 
America. It’s a rich terrain. New economies 
are looking back at archives. Where there 
were distortions, where artists were excluded, 
they are now being rediscovered. It’s an 
interesting time.’

LINKS
www.serpentinegalleries.org
www.camdenartscentre.org
www.whitechapelgallery.org

Sue Hubbard is a freelance art critic, award 
winning poet and novelist.

www.suehubbard.com
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Iwona Blazwick Whitechapel Art Gallery
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Julia Peyton-Jones The Serpentine

Photo: Ed Sykes
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A
RT14, THE SECOND 
version of this latest addition 
to London’s essential art 
calendar, has been eagerly 
awaited by collectors and 

dealers already prepped and in the mood 
after January’s successful Modern British 
fair in Islington London Art Fair. With its 
eye firmly on contemporary and emerging 
art, ART14 is decidedly international in 
scope and philosophy – not unexpected as 
the organisers already stage similar events 
in other parts of the world and have strong 
links to the art markets in Asia. Art Fairs 
London originally launched the prestigious 
ART HK (Hong Kong art fair) and last 
year debuted the Sydney Contemporary 
(Australia, 2013) with plans for a similar 
event in Melbourne. Located in Kensington’s 
Grand Hall (Olympia) more than 170 
galleries from 38 countries will contribute 
to ART14, from regions such as Asia, the 
Middle East and Africa. Galleries located 
in Lagos, Berlin, Beijing, Dubai, Buenos 
Aires, Osaka, Mumbai and São Paulo will 
support the organisers’ desire to showcase 
fresh and emerging art with the intention 
of demonstrating the strengths of a 
regional identity as opposed to a soup of 
‘internationalism’.

ADVANCE AUSTRALIA – FAIR
The inaugural Sydney Contemporary 
was impressive enough to persuade three 
Australian galleries (Sullivan + Strumpf 
Fine Art, Sydney; James Makin Gallery, 
Melbourne; and Fehily Contemporary, 
Melbourne) to ship half way across the world 
to participate in the four day event. Two of 

which will courageously present one-man 
exhibitions. Sullivan + Strumpf will exhibit 
the work of Melbourne-based artist Sam 
Leach and James Makin will offer a major 
retrospective of one of Australia’s most lauded 
landscape painters, Jeff Makin (represented 
at one time in London by Bernard Jacobson 
Gallery).

MUSEUM INITIATIVE
Sponsored once again by Citibank, a whole 
host of ancillary events have been scheduled 
to make best use of the influx of collectors, 
artists, dealers and other movers and shakers 
in London. The Global Private Museum 
Summit is a private, closed door (why?) 
seminar held off-site at the Royal Academy. 
It is a meeting of individuals who have 
established their own private art museum 
and has delegates from countries such as 
Romania, Turkey, Mexico, China, USA, 
Greece, Indonesia, UAE, Germany, Italy 
and also the UK. Some of the Presidents on 

the roster include: Nicolai Frahm (Dairy 
Art Centre, London); Dirk Krämer and 
Klaus Maas (Museum DKM, Duisburg); 
Dominique and Sylvain Levy (DSL 
Collection, Paris); Don and Mera Rubell 
(Rubell Family Collection, Miami); Vadim 
Varvarin (Erarta Museum, St Petersburg); and 
Wang Wei (Long Museum, Shanghai). The 
Global Private Museum Summit is a three-
way partnership between ART14 London, 
Citi Private Bank – and Made in China UK, 
chaired by Philip Dodd. The ultimate aim is 
to found an association of private museums 
to create a powerful and beneficial force in 
the 21st century art world with both global 
reach and influence.

PERFORMANCE ART
Last year, the participation of performance 
artists was a popular enhancement to the 
event. In 2014, this has been developed to 
include work by 12 artists, ranging from 
site-works and actions, through to extended 

pieces shown in a specific performance space. 
Some better known collaborators include: 
Doug Fishbone (USA); Bruce McLean 
(UK); Emma Smith (UK); Gary Stephens 
(USA); and Jack Tan (UK). A definitive list 
is available at the ART14 website:  
www.artfairslondon.com

POEM GAME 
Liliane Lijn is scheduled to perform Poem 
Game during the 27th February private view 
events. In 1970, Lijn created a deck of word 
cards and three games to play with them: a 
game of power, a game of poetry and a game 
of divination. A selection of Lijn’s films will 
also be screened at the fair. 

SPECIAL FEATURES
Sponsored by Citi Private Bank, three 
not-for-profit organisations have been 
invited to make presentations at the fair. 
The University of the Arts London, Ikon 
Gallery and Delfina Foundation will all 
showcase works by artists closely associated 
with their organisation. The UAL will 
illustrate its Future Map programme with 
works by its most promising students. Ikon 
Gallery will launch A Real Birmingham 
Family, a project with Gillian Wearing to 
find a family to represent contemporary 
life in the city. A panel of community 
leaders chose the Jones family – two mixed 
race sisters, who are both single mothers, 
with their young children – to be the 
subject of a bronze, public sculpture. The 
Delfina Foundation will show large-scale 
photographic works, installations, sounds-
works and videos by their current artist-in-
residence, Gayle Chong Kwan.

Some of the world’s 
freshest and most 

adventurous  
dealers showcase  

their artists  
in Kensington 
for the second 
international 

exposition: ART14.

Art14 London. 28 February - 2 March 2014 
Olympia Grand. Hammersmith Road.  

London W14 8UX
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ALL THE WORLD’S A STAGE
p Jeffrey Makin (b.1943) at work in his Melbourne studio. Widely regarded as one of Australia’s leading landscape painters, Makin will be showcased with a solo exhibition at ART14, stand M23.

t Phillip Dodd, driving force behind  

The Global Private Museum Summit

p Liliane Lijn, presenting Poem Game

ART 14
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P
EOPLE NOWADAYS LIKE 
to think of themselves as being 
‘progressive’ and ‘edgy’ so are 
effectively conditioned to 
supporting the meretricious. As a 

consequence, massive profligacy in the Arts 
goes unchallenged. Moreover, failure is no 
barrier to further success; some individuals 
and organisations have had more lives 
than Lazarus. But for anyone working in 
higher education or, more specifically, at 
the interface of art and academe, there are 
other alarms. How many lecturers or gallery 
staff have felt their blood run cold when 
the managerial caste springs weasel words 
on them such as: ‘We have a new policy’ 
or ‘The course closure is unfortunate but 
it’s a pragmatic decision’. In this nightmare 
scenario in which jobs are at stake, it goes 
without saying that cosmetic ‘consultation 
exercises’ will be carried out after decisions 
have already been taken. Truth often being 
stranger than fiction, however, the ongoing 
troubles at Aberystwyth Arts Centre are 
akin to all that, only worse.

Here’s the story of Aber, as locals call it, so 
far. It was founded 40 years ago with ACGB 
money, and, as a multi-arts complex, went 
from strength to strength under its third 
director, Alan Hewson. Its resources include 
a theatre, cinema, contemporary art gallery, 
dance, education, ceramics and artists’ 
studios. When first established, it was on 
the basis of a deal in which the university 
would house it but allow for independent 
management. Its subsequent studio provision 
was funded through Arts Council, Lottery 
and RIBA awards which were contingent 
upon their being used for arts and the 
community. For years it flourished under 
the guidance of the much admired Hewson. 
Both financially (it was 75% self sufficient) 
and artistically (recent shows in the gallery, 
for example, have been the work of Shani 
Rhys James and André Jackowski) it 
was a success. It was not to last. In 2007, 
Aberystwyth University acquired a new 
honorary President in Sir Emyr Jones Parry. 
An ex-diplomat with a string of important 
appointments behind him, most of them 
connected with the EU, but also as Britain’s 
representative on the UN Security Council, 
he was an unlikely figure to be content 
with a non-executive role. Subsequent 
events have led to dark suspicions that, in 
exceeding his brief, he ‘has consistently had 
hands-on involvement in the appointment 
of staff and the management of the Vice 
Chancellor’s affairs’. April McMahon, 
the new Vice Chancellor, incidentally, is a 
linguistics expert who’d been headhunted 
from Edinburgh University where she had 
acquired a ‘controversial’ reputation. What 
that consisted of at Edinburgh is unclear, but 
her regime in Wales appears both inflexible 
and punitive. Within months of being 
appointed in August 2011, she launched 
fraud investigations into two departments, 
Finance and Estates. Both proved groundless, 
but, in the aftermath of offended staff 
opposing her, 20 departmental heads were 
dismissed, ‘managed out’ or demoted. 
She also reorganised the University in a 
‘Consolidation Plan’ in which, in  
its new division into institutes, the Arts 
Centre would (unsurprisingly) be subsumed 
into the Institute of Literature, Language  
and Creative Arts.

Fearing the annexation of the Arts Centre, 
Hewson offered the University a compromise 
plan which included an extension of the 
already existing scheme of cooperation with 
academic departments. It was not enough. A 
month later, he and his operations manager, 
Auriel Martin, suffered ‘precautionary 
suspensions’ and were effectively gagged. 
One of the more spurious reasons for their 
suspension, amongst the many which are 
redolent of Putin’s Russia, was a music  
event called Black House at the Arts Centre. 
During this gig police were alerted to a baby 
in the arms of a mother wearing earplugs 
while her older daughter performed in the 
band. This was supposedly used to discredit 
Hewson and Martin on the grounds of health 
and safety abuses. Predictably, the tabloids 
feasted on this morsel, but the more prosaic 
reason was that photographs taken of the  
set-up of the event provided the 
‘incriminating’ evidence.

By now, April 2013, a campaign of 
opposition to these purges had gathered 
pace. On 18 April, Welsh National Poet 
Gillian Clarke made an impassioned 
speech protesting against the suspensions, 
bullying of staff, and the threats against the 
Arts Centre. This was followed by petitions 
(presented by Clarke and the artist Stephen 
West), an ‘injustice’ vigil encircling the Arts 
Centre, a ‘human shield’ of protestors barring 
the University entrance on Open Day, and 
eminent artists such as Shani Rhys James 
and the poet Owen Sheers adding their 
support to the protests. There were indeed 
meetings with the VC but it was all to no 
avail. By August 2013, Hewson and Martin 
had been neutralised. Auriel Martin faced 
13 charges at a disciplinary tribunal but was 
cleared of 12 of them, avoiding dismissal 
on agreeing to undertake training in correct 
record keeping. (A bizarre feature of Martin’s 
tribunal was that a colleague, Dr Andrew 
Walker, gave evidence in support of her and 
was then suspended.) By late June, however, 
Hewson had ‘accepted retirement’. His 
successor in the Centre, which by August 

had been absorbed into the University’s 
new Literature, Languages and Creative 
Arts Institute, was Gareth Lloyd Roberts, 
producer at the Wales Millennium Centre 
where, coincidentally, Jones Parry is 
Chairman of the Board.

That, you might think, is that. The battle 
has been lost but the campaign to reinstate 
Martin continues. (Hewson, meanwhile, 
recognising that his situation was untenable, 
has moved on, landing two good jobs 
elsewhere, with Chapter Arts Centre, 
Cardiff, and on the capital committee of 
Arts Council Wales). Notwithstanding  
his departure, a broadside scathingly critical 
of the University’s ‘ruthless and out of 
control management’ appeared in 
The Jackdaw in November, written by 
leading campaigner, West. Pointing out 
that many arts venues throughout the 
country are attached to universities and 
are therefore ‘in danger of aggressive and 
misinformed asset take-over from their 
academic hosts’ who find the Coalition’s 
austerity programme a useful scapegoat, 
he reported that the Campaign Group is 
now calling for the Arts Council of Wales 
to support ‘independence’ for the Arts 
Centre and the Privy Council to appoint a 
‘visitor’ to investigate the bullying regime 
at the University. That ‘intimidation’ still 
continues. At a recent (November) Open 
Day, a Saturday during which university 
staff had voluntarily acted as ‘salesmen’ for 
potential applicants, some of the ‘customers’ 
seemed of dubious provenance. Academics 
who had provided information about staff 
and student morale that was not entirely ‘on 
message’ later received frosty emails from 
the Pro-Vice Chancellor.

Academic bureaucrats are not the best 
suited for making judgments about arts 
provision, least of all visual arts. They’re 
often mercilessly ambitious and as the 
Aberystwyth case possibly demonstrates,  
self referencing bureaucracy can be a law 
unto itself.

 POST SCRIPT: JANUARY 2014 UPDATE

Any hopes that Auriel Martin would 
be reinstated to her role as Arts Centre 
Operations Manager proved futile. She is 
now Artistes’ Liaison Officer. In December, 
moreover, the University proposed further 
extensive restructuring of support staff in 
most of its new institutes. The University 
Staff Union stated that it had not been 
consulted and angrily claimed that the likely 
effect of the proposals would be the loss of 
19 posts with an overall cash saving of a 
paltry £2,000. The paradox of this stemmed 
from a combination of promotions and the 
elimination of many part-time posts.

In a haughty riposte, the University released 
a claim via the BBC that they had conducted 
‘constructive negotiations’. (Cynics, however, 
would argue that this translates as ‘We’re 
making you an offer you can’t refuse’.)  
The proposed changes, incidentally, were 
ominous from the Arts Centre’s viewpoint, 
implying that the University could intrude 
on an even more alarming scale into its day-
to-day running.

On the broader front of seeking an 
investigation into the University’s bullying 
regime by a Visitor from the Privy Council, 
there is little prospect of success. A thicket 
of legal obstacles to any queries has been 
erected. Let’s just speculate that if the 
Aberystwyth troubles had been about 
money, say serious financial incompetence 
or embezzlement, rather than people, there 
would have been no barriers to an enquiry. 
The final irony is that ‘an analysis by The 
Sunday Telegraph of accounts published 
before Christmas found that a series of 
university heads, with many outside the 
Russell Group, received double-digit pay 
rises last year, with some receiving five-figure 
increases’. Their average salary was £293,000, 
whereas there was a cap on pay rises for rank-
and-file lecturers. Does this largesse apply to 
Aberystwyth? I wouldn’t bet against it.

William Varley is a former Guardian correspondent 

for the North East.

An impassioned email campaign first alerted the art world to drastic 
changes at Aberystwyth, a well respected arts venue in Wales.  
William Varley reports.
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The exhibition will  then be shown at  New Hall Art  Collection, 
University of Cambridge, the only collection in the UK of modern 
and contemporary art by women artists, from 26 April to 24 May.
Catalogue available.

6 March - 5 April 2014

jaggedart
28 A Devonshire Street London W1G 6PS
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Charlotte Hodes 
The Grammar of Ornament 
New papercuts and ceramics
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Bouke de Vries
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Hospital Bed
oil on canvas 2012
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Stephen Newton
New Paintings

Represented by:
Abbey Walk Gallery 
+44 (0) 1472 241 007
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