
LU
C

Y
 S

P
A

R
R

O
W

  P
H

O
TO

: D
A

FY
D

D
 J

O
N

ES
 

HOT & COOL ART18

FREE

LUCY SPARROW
YOU NEVER FELT

LIKE THIS BEFORE



GALLERIES ONE, TWO & THREE
THE FUTURE CAN WAIT

LONDON’S NEW WAVE ARTISTS
curated by Zavier Ellis & Simon Rumley

13 – 17 OCT - VIP PREVIEW 12 OCT 6 - 9pm

A NEW NOT-FOR-PROFIT LONDON EXHIBITION PLATFORM SUPPORTING THE FUSION OF ART, PHOTOGRAPHY & CULTURE
Art Bermondsey Project Space, 183-185 Bermondsey Street London SE1 3UW

Telephone 0203 441 5858 Email abps@project-space.london

OCT
PROGRAMME

GALLERY TWO
NEIL LIBBERT

UNSEEN PORTRAITS 1958-1998
10 NOV – 22 DEC

GALLERY ONE
PETER DENCH
DENCH DOES DALLAS
20 OCT - 7 NOV

GALLERY ONE
RUSSELL BAKER
ICE
10 NOV – 22 DEC

GALLERY TWO
MARGUERITE HORNER

CARS AND STREETS
20 - 30 OCT



20—24 January 2016
Business Design Centre 
Islington, London N1

Book Tickets
londonartfair.co.uk

MODERN BRITISH & 
CONTEMPORARY ART

F22_Artwork_FINAL.indd   1 09/09/2015   15:11





21 CORK STREET, FIRST FLOOR, LONDON W1S 3LZ

TEL: +44 (0) 20 7734 3558  FAX: +44 (0) 20 7494 1377

info@mayorgallery.com   www.mayorgallery.com

THE MAYOR GALLERY FORTHCOMING

EXHIBITIONS

WIFREDO ARCAY
CUBAN STRUCTURES

THE MAYOR GALLERY
13 OCT - 20 NOV

Wifredo Arcay (b. 1925, Cuba - d. 1997, France)
“ETNAIRAV”
1959
Latex paint on plywood relief
90 x 82 x 8 cm
35 1/2 x 32 1/4 x 3 1/8 inches

WOJCIECH FANGOR
WORKS FROM THE 1960s

FRIEZE MASTERS, D12
14 - 18 OCT

Wojciech Fangor (b.1922, Poland)
No. 15
1963
Oil on canvas
99 x 99 cm
39 x 39 inches
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KENSINGTON GARDENS Serpentine Gallery summer party co-hosted by Christopher Kane. Pavilion designed by Spanish architects SelgasCano. 
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>> DIARY NOTES

DUDE DESCENDING  
INTO CHAOS
AS MAGAZINES and newspapers 
face drastically falling circulations, 
the received wisdom is that specialist, 
or niche, publications are the only 
print vehicles to have a future. That 
puts State on a par with Guns & 
Ammo – or maybe Worm Growers 

Weekly. A number of glossy art magazines have tried to 
model themselves on mainstream titles like Vogue, but 
their high cover prices and low circulations roundly defeat 
that objective. One of the most provocative and irascible 
art magazines is small, fiercely independent, and oddly 
named The Jackdaw. It represents a Herculean labour for 
its editor (and everything else) David Lee, who struggles 
on without even the hope of a glittering prize. However, 
all might be about to change as The Jackdaw has possibly 
found its Watergate moment (©Washington Post) in the 
form of an ‘exposure’ of arch dissembler and patron saint 
of the talentless artist, Marcel Duchamp. Art writers and 
historians Julian Spalding and Glyn Thompson, have 
carried out extended and in-depth research, which appears 
to ‘prove’ that the famous urinal (Fountain signed R Mutt)1, 
which catapulted Duchamp 
to fame (and fortune), was 
actually the work of one Elsa 
von Freytag-Loringhoven. 
The last two issues of Lee’s 
magazine have been devoted 
to outlining this thorough 
academic investigation and 
printing the correspondence 
between the historians and 
Tate Modern – in the guise 
of director, Sir Nicholas 
Serota, and latterly Jennifer 
Mundy, Head of Collection 
Research. Spalding and 
Thompson are very persuasive 
and it seems hard to fault 
their revelations, even if you 
cannot bring yourself to agree 
with their interpretation – a 
position firmly taken by Tate 
Modern. In the latest issue 
(123) of The Jackdaw, an 
impressive delineation of the sanitary ware manufacturer 
JL Mott and its modus operandi has been uncovered by 
Thompson. This is pertinent because, in 1964, Duchamp 
claimed in an interview that ‘Mutt comes from the Mott 
Works [...] and I added (R)ichard which is French slang for 
money bags...’. Thompson debags Duchamp’s official claim 
that he bought the urinal in person at ‘the JL Mott Iron 
Works showroom’ on 5th Avenue by unequivocally proving 
he was lying. Mott’s was only a showroom with no retail 
facility whatsoever, nor did it carry any stock on site – nor 
– more to the point – did it ever provide a style of urinal 
that matched the Fountain. This débâcle is not going to go 
away and Tate’s apparent reluctance to fully engage with the 
pugnacious duo is becoming interesting in itself. Copies of 
The Jackdaw can be obtained via www.thejackdaw.co.uk. 
Warmly recommended.

THE VALUE OF NOTHING
SENTIMENTALITY WILL doubtless be a key ingredient 
in the destruction of the human race. The West wallows in 
it while it is more or less absent in cultures of the East. The 
inevitable showdown this is going to engender will, likely as 
not, devastate humanity as we know it. The two halves of the 
world have never been more polarised and where the twain 
meet is already mired in senseless and murderous destruction. 
Artniks in the West stand by impotent as ISIS, Al Qaeda or 
the Taliban dynamite their way through the priceless treasures 
of their own culture – the 2,000-year-old Baalshamin temple; 
Iraq’s ancient Nimrud site and 1,000-year-old Al-Askari 
mosque; the city of Hatra; Afghanistan’s Bamiyan Buddhas; 
or the ancient manuscripts of Timbuktu in Mali. In fact, this 

is nothing new. As long ago as 1926, our good friends the 
Saudis flattened the entire site of the seventh century Al-Baqi 
cemetery in Medina, thought to have contained the bodies 
of some of the prophet Mohammed’s early compatriots, 
because it conflicted with their Sunni Muslim viewpoint. 
And recently, ISIS militants beheaded courageous Palmyra 
Temple scholar Khaled al-Asaad (82) as the West huffs and 
puffs with indecision. Just how many hipsters of Shoreditch 
would literally die for their art is a moot point but the 
terrorists have certainly got the measure of the fat-bellied 
art world. You might note these canny killers don’t risk the 
immediate and merciless military response that destroying 
key oil resources would attract – instead opening up channels 
to sell the stuff to the West via Turkey (netting an alleged $1 
million a day).

PAY UP AND BE DAMNED
WHILE ON the subject of sentimentality, the old British 
chestnut of museum charges raises its head – again! Cue the 
self righteous and liberal ‘intelligentsia’, springing to their 
feet to wail about free education and cultural hegemony. If 
these people ever visited museums and galleries in the UK’s 
major cities outside of private view and VIP party nights 
they would realise they are virtually no-go areas, resembling 

the Tokyo metro at rush hour. 
Wall to wall tourists gawping, 
giggling, gossiping and taking 
‘selfies’ (a mark of the true 
idiot) clog every gangway – for 
no other reason than it features 
on their holiday itinerary. Just 
when the intellectual activity 
of art appreciation became part 
of the entertainment industry 
is yet another moot point, but 
having allowed London (for 
instance) to become a theme 
park for foreigners, why cede 
our visual arts to them gratis? 
If you don’t think this tsunami 
of rubber-neckers is getting out 
of hand, consider this: assume 
the following were to be open 
for 24 hours a day, every 365 
days of the year, current visitor 
numbers mean that every minute 
15 people would walk into Tate 

Modern; the National Gallery (5), the Natural History 
Museum (10), the Science Museum (7) and the Imperial 
War Museum (2). 

Those affluent, middle class busybodies, who rightly point 
out that many artworks were gifted on the basis they would 
be used to educate and inform the indigenous population, are 
correct. However, these same culture snobs happily queue for 
two hours at the Louvre (while prey to Roma pickpockets2) 
and pay €15 (£10) to enter, thinking themselves well served 
by one of the world’s great museums. Incidentally, the 
Louvre operates a long list of pay exemptions for French 
citizens. The answer is simple, of course. Let our post 
offices sell annual passes to all UK galleries and museums 
for a nominal fee (£3?) on production of photo ID and a 
UK utility or council tax bill (thus not penalising foreign 
born residents). The money is shared out directly among 
the galleries to be used for better staff conditions, enhanced 
opening times and more exhibitions. Of course, if the Arts 
Council were not financially incompetent it could be tasked 
to run a scheme like this. No genuine art-lover would baulk 
at a similar solution – and the tourist hordes can pay at the 
door for the pleasure of fucking up the ‘visitor experience’ 
for everyone else.

Mike von Joel Editor

NOTES

1 The infamous urinal was submitted to the Society of Independent Artists 
exhibition in New York on 9 April 1917. By whom is now being contested.

2 200 Louvre museum security guards once walked out due to what they 
describe as impossible working conditions in tackling pickpockets of Roma 
origin, causing the museum to close down (Le Monde).

Bath born Lucy Sparrow creates her own parallel 
world in felt. Her take on ‘feltism’ (similarity to 
‘fetishism’ accepted) invokes the early work of 
Claes Oldenburg and her first major triumph was 
similarly a shop environment. In 2004, Sparrow’s 
Cornershop lasted the entire month of August. 
Literally in a rundown corner shop in Bethnal 
Green, Sparrow made more than 4,000 hand-
stitched felt replicas of everyday domestic goods. 
Here, her seemingly innocent, playful creations 
subtly morphed into more challenging readings 
of the banalities of consumerism. Her next event 
is destined to be even more overtly provocative...
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Dafydd Jones
Lucy Sparrow, 2016 
Photographed in her 
Studio In Essex
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“Just how many hipsters  
of Shoreditch would 

literally die for their art  
is a moot point but the 
terrorists have certainly  
got the measure of the  

fat-bellied art world.”
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RESTATE AN ART 
NEWS 
MONITOR { }‘Investors have very  

short memories.’
ROMAN ABRAMOVICH

QUOTEUNQUOTE

NOT THE ONLY ONE
‘I used to put painting before being a 

decent human being.’
FRANK AUERBACH   reported by  

Richard Brooks in the Times 

WHO CAN HE MEAN?
‘The point is to move art further 

forward, not to entertain the public. 
In the meantime, there is this group 
of jokers who – motivated politically, 
socially or whatever – rush from one 

abomination to the other.’
GEORG BASELITZ   Oscar Quine interview  

in the Independent

HAPPY SNAPPY SNAPS
‘Everyone is a photographer  
now, aren’t they? Everyone is 
becoming a critic, everyone is 

becoming a journalist.’
DAVID HOCKNEY   Rory Carroll interview  

in the Guardian

NO BIMBO
‘Goya was her favourite artist: “I 

know this man very well, we have the 
same dreams, I have had the same 

dreams since I was a child.”’
MARILYN MONROE   ‘Horatia Harrod’ factoids 

feature in the Telegraph

DOES SHE MEAN ‘WE’
‘I’d liked to have bought a Monet 
that was for sale in London – but I 

couldn’t afford it.’
HM QUEEN   to the director of Washington DC’s 

National Gallery Of Art

8

SEE ROME AND DIE

WEEKENDS UNTIL 24 October, James Turrell’s Lightscape redefines the grand 
Palladian Houghton Hall. The entire west façade of Houghton is lit in a slowly 
evolving light show specifically created by Turrell as a 45-minute spectacle 
that begins at dusk, only on Friday and Saturday evenings. Many works shown 
have been collected by the Marquess of Cholmondeley who first discovered 
Turrell’s work 20 years ago and, in 2000, invited him to Houghton to install a 
‘skyspace’ amongst the trees on the west side of the house. A rusty water tank 
was then removed from an 18th-century folly for the atmospheric St Elmo’s 
Breath. Centred on works from the Houghton collection, it also includes 
projections, a ‘Tall Glass’, holograms and prints. Turrell continues work on his 
monumental project at Roden Crater, an extinct volcano in Arizona, where a 
series of viewing chambers, tunnels and apertures represent one of the most 
ambitious artistic endeavours of modern times.

James Turrell  at Houghton Hall Photo courtesy The Spectator

Steven & Alexandra Cohen

Jill Capobianco

A $2 MILLION gift from the Steven 
& Alexandra Cohen Foundation 
will support the museum’s education 
programmes, which serve children, 
teens, seniors, and the community at 
large. ‘Steven and I were inspired to 
give more after we saw the amazing 
impact that art has on children first-
hand at the Jeff Koons exhibition,’ 
said Alex Cohen. ‘Jeff helped the art 
come alive to the kids and engaged 
them in a completely different way.’ 
The foundation focuses on children’s 
health, education, veterans and the 
arts. In 2014, it co-sponsored the 
Whitney’s Jeff Koons retrospective 
and, in the past, it has supported 
exhibitions of Christian Marclay and 
Terence Koh. SOURCE: ARTFIX.COM

COHENS GIFT 
WHITNEY $2 MILLION

COURT SHOES
LONDON ART dealer, Jill 
Capobianco, was accused of causing 
£1,500 worth of damage to Cleiton 
Venazzi’s Hyundai after slamming her 
heels into the body panels. The pizza 
delivery driver’s car was supposedly 
damaged in a row over a parking space 
in Chelsea. The 50-year-old ‘became 
enraged after Venazzi stopped in a 
private parking space outside her 
home,’ Hammersmith Magistrates’ 
Court was told. Ms Capobianco first 
shouted at the delivery man before 
allegedly throwing the pizza he 
was dropping off to the floor and 
kicking several panels of his vehicle 
‘like a horse’. Venazzi said he took 
around nine photos of the incident 
on his mobile phone, which he later 
gave to the police. The two counts 
of intending to destroy or damage 
property (the car and the pizzas) were 
denied by Ms Capobianco. SOURCE: AP

BLACK MOUNTAIN LEGACY
IN OCTOBER, the ICA Boston opens the first comprehensive US museum 
exhibition of a small, experimental school in North Carolina that became 
much bigger than its parts. Leap Before You Look: Black Mountain College 
1933–1957 focuses on how, despite its brief existence, Black Mountain 
College became a seminal meeting place for many seminal artists of the 
post-war period. Anni and Josef Albers (hired from the Bauhaus in Nazi-
era Germany); John Cage, Merce Cunningham, Robert Rauschenberg, 
Elaine and Willem de Kooning, Buckminster Fuller, Robert Motherwell, 
Cy Twombly, Franz Kline, Charles Olson, and Robert Creeley taught and 
studied at the college, amongst many others. The exhibition features 261 
objects by nearly 100 artists, with archival support and live performances. 
Organised by Helen Molesworth and Ruth Erickson, Leap Before You Look 
shows until 24 January 2016, then tours to the Armand Hammer Museum 
in LA (21 February – 14 May 2016) and the Wexner Center, Columbus, Ohio 
(17 September 2016 – 1 January 2017). SOURCE: THE NEW YORK TIMES

Robert Rauschenberg and Susan Weil, BMCMerce Cunningham dancing, BMC
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{ }“To draw is to make a shape that 
is a movement in time.”

 

{ }‘You can either buy clothes  
or buy pictures.’

GERTRUDE STEIN { } ‘I think I’m in every picture that I take, 
regardless of whether it’s a super-commercial 

something; it’s all me.’
STEVEN MEISEL

9

ANTONY 
DONALDSON
You have had a long career as a 
painter and a continued relationship 
with leading galleries of the day. 
Throughout, you have stayed 
faithful to the prescribed range of 
imagery that stimulated you as a 
young man. In much the same way 
as Allen Jones – or Mel Ramos in 
the USA – you have experienced 
the negative effects of political 
niceties in art and a feminist agenda 
dominating curatorial thinking – 
only to see this blasted away by 
young contemporaries who have 
appropriated the essence of your 
work as if they themselves had 
discovered something new. The side 
effect may well be that you have 
been ‘rediscovered’ but  
do you have a view on these  
facile and fluctuating fashions  
in art today? 

I think that when you are young you always look 
back at what has been done before. As you age, 
this appears to be less important. Then, later 
on, you are a little shocked when seeing where 
you are now and reflect on what has happened 
over the last 50 years. This in no way interferes 
with what you are doing as a painter but it 
is necessary to understand that all progress 
appears linear. 

The fact that other artists have taken or 
developed ideas seems to be natural in a 
changing worId. My early paintings came out of 
walking around in London, the street publicity 
for strip clubs and the endless ads using that 
kind of image to sell almost anything. I would 
like to say the same thing happened in Los 
Angeles, though walking being impossible, I was 
driving. The end result was my cinema paintings.

Over a long time, I have used many other 
images than pinups – for example, racing cars, 
tourist objects, rings, still lifes, cityscapes and 
airplanes – but it is always the girl images that 

LIFE 

SENTENCE

‘

D O N ' T  M I S S

MEANWHILE:  The director of The Hepworth 
Wakefield has been awarded an OBE for 
services to the arts in the Queen’s Birthday 
Honours List 2015. Simon Wallis OBE was 
the gallery’s first employee developing 
the business plan, new gallery team and 
programme. Most recently he led the project 
to develop Caddies Wainwright Mill, opened 
to the public as The Calder in August 2013. 
He was previously the director of Chisenhale 
Gallery in East London. 

TATE ANNOUNCED Alex Farquharson (45) 
as the new director of Tate Britain from 
late autumn 2015.The founding director of 
Nottingham Contemporary, he launched 
the gallery in 2009 to public acclaim with an 
exhibition of David Hockney’s early work. In 
its first five years, Nottingham Contemporary 
attracted over one million visitors; he also 
co-curated the British Art Show 6 (2005-
6).  Farquharson sits on the Arts Council 
Collection’s Acquisitions Committee and the 
Board of Raven Row.

TATE BRITAIN BOSS

Simon Wallis OBE

Alex Farquharson

come to the fore. These paintings of mine did 
not attract the feminist agenda until after Allen 
Jones’s exhibition of girls as furniture. I like 
these thoughts from Odilon Redon:

The sense of mystery means confining oneself 
always to the equivocal, to double or triple aspects, 
to suggestions of aspects (images within images), 
forms coming into being or that will come into 
being according to the onlooker’s state of mind.    
[A soi-même Journal, published 1922]

To me, painting has always been about a 
dialogue with yourself, wherever you are.

Antony Donaldson was born in 1939 and studied at 
the Slade School of Art in parallel with that gilded 
generation revolutionising art at the Royal College of 
Art. He taught at Chelsea School of Art in 1962 while 
developing his signature style, incorporating graphic 
reductions of the female form sourced from advertising 
and print media. In 1966, Donaldson spent two years in 
Los Angeles, which proved a life-changing experience 
in terms of source material for his future artworks.

EDEL ASSANTI
Gordon Cheung Studio 2015

Miranda Donovan (b 1979) first 
collaborated with virtuoso chef 
Mark Hix in 2009 when she was 
commissioned to create a bespoke 
mobile for his restaurant, HIX Soho. 
For this show at the CNB Gallery, 
she presents a selection of works 
from three series: her meticulously 
detailed brickwork pieces, skilfully 
created by carving out miniature 
bricks from building materials such 
as sand and cement; her ‘steel 
sheet’ works, constructed with 
resin and rivets; and her smaller 
figurative works on cement.

Miranda Donovan
Metaphors for Mankind    
7 October – 12 November 2015
CNB Gallery, Tramshed, 32 Rivington 
Street. Shoreditch, EC2A 3LX 

Gordon Cheung graduated from Central Saint Martins in 1998 and with 
an MA in painting from the Royal College in 2001. Paintings that began 
life as digital sketches, conjuring a mass of found internet imagery into 
multilayered, simulated landscapes, incorporate the ever-present Scooby-
Doo ghosts device to depict the paranoia and anxiety of modern life. It’s  
his second solo exhibition at Edel Assanti. Cheung’s work is currently 
included in Vita Vitale, the Azerbaijan Pavilion at the 56th Venice Biennale. 

Gordon Cheung 
The Abyss Stares Back   9 October – 21 November 2015
Edel Assanti, 74a Newman Street. London W1T 3DB

Miranda Donovan Diary of My Other Self  2014
Acrylic & mixed media on cardboard

CNB GALLERY, 
TRAMSHED

GAGOSIAN 
MAYFAIR

Cy Twombly Untitled (Bacchus) 2005

The new Gagosian Gallery will 
open with a Cy Twombly exhibition 
– a tradition since Gagosian’s first 
gallery opened in New York in the 
1980s. The exhibition, organised in 
collaboration with the Cy Twombly 
Foundation, will include as yet 
unseen large Bacchus paintings. 
Twombly (1928–2011) was born 
in Lexington, Virginia. He studied 
at the School of the Museum of 
Fine Arts, Boston (1947–49); the 
Art Students League, New York 
(1950-51); and Black Mountain 
College, North Carolina (1951–52). 
The Mayfair gallery, designed by 
architects Caruso St John, who 
were also responsible for Gagosian 
Britannia Street, features large 
double-height day-lit spaces.
Cy Twombly
8 October – 12 December 2015
Gagosian Gallery, 20 Grosvenor Hill 
(Berkeley Square). London W1K 3QD

Original video featuring

JULIAN SCHNABEL
JONAS BURGERT
KEITH TYSON
KEITA MIYAZAKI etc

state.tv
www.state-media.com
menu: >STATE >STATE.TV
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{ ‘Art is not what you see, but 
what you make others see.’

EDGAR DEGAS

BROAD BUYING SPREE
A DRAWING by Robert Longo is one of more than 50 
new artworks added to the Broad collection ahead of the 
September opening of Los Angeles’s new contemporary 
art museum, The Broad. Most of the additions to the 
2,000-work collection, built by philanthropists Eli and 
Edythe Broad, are artworks that were acquired within 
a year of the artist producing them. The acquisitions 
include recent works by artists who are represented 
in depth, including John Baldessari, Ed Ruscha, Jeff 
Koons, Christopher Wool and Damien Hirst. The 
Broad also acquired a classic 1954 combine by Robert 
Rauschenberg and three sculptures by Cy Twombly. The 
Broad collection has one of the world’s largest holdings of 
works by Jeff Koons.
 
When The Broad opens on Grand Avenue in downtown 
Los Angeles with free general admission, it will be home 
to one of the world’s leading collections of post-war and 
contemporary art. The 120,000-square-foot museum, 
designed by Diller Scofidio + Renfro, in collaboration 
with Gensler, will feature 50,000 square feet of public 
exhibition space over two floors. The building also includes 
onsite art storage that will serve as the headquarters for 
the ongoing operations of The Broad Art Foundation’s 
30-year worldwide art lending programme. thebroad.org

IN NEW YORK’S Meatpacking District 
the Foundation for Contemporary 
Arts (FCA), a non-profit organisation 
founded in 1963 by Jasper Johns 
and John Cage, has staged its first 
exhibition. Curated by artist Rachel 
Foullon, Six Doors inaugurated a new 
project space called the Other Room, 
a 496-square-foot space located 
adjacent to the foundation’s office. 
For 52 years, FCA has sponsored and 
promoted innovative arts created and 
presented by individuals, groups, and 
organisations. More than 2,500 grants 
awarded to artists and organisations, 
totalling over $11 million, have been 
provided. Over the summer, Six 
Doors featured a single work by six 
artists: Trisha Donnelly, Andrea 
Longacre-White, Alex Robbins, 
Melanie Schiff, Marianne Vitale and 
Mary Weatherford. 
FCA, 820 Greenwich Street, New York

OTHER ROOM 
AT FCA NYC

John Cage 1984  Photo: Rex-Rystedt  Eli & Edythe Broad Los Angeles

Jasper Johns Flag (1983)  A 48-star American flag made of wax encaustic on silk flag on canvas

CRYSTAL BRIDGES UNSTOPPABLE
IN THE LAST year, the Bentonville Arkansas Museum, financed 
largely by the Walmart heiress Alice Walton, has spent close 
to $150 million on art. With major purchases to fill gaps in 
its collection and its mission to include more women, The 
Crystal Bridges Museum of American Art seems unstoppable 
at auction. A year ago, CBMAA bought Jasper Johns’s Flag 
painting (1983) at Sotheby’s for $36 million (it also won Mark 
Rothko’s No. 21 - Red, Brown, Black and Orange for nearly $45 
million at the same sale). In December 2014, it acquired four 
works by Louise Bourgeois, including her monumental bronze, 
steel and marble spider sculpture Maman, all estimated at $35-
40 million. Of the 674 artists represented in its collection, 117 
are female. Last March, the museum disclosed 16 purchases, 
including a Robert Rauschenberg combine and five works 
by Helen Frankenthaler, worth at least $20 million. It also 
admitted to spending a record $44.4 million on Georgia 
O’Keeffe’s Jimson Weed/White Flower No. 1, again at Sotheby’s. 
Not all items go directly into the museum’s collection but Ms 
Walton has indicated that she will eventually give much of her 
collection to the museum. 

SHOWTIME
FOLLOWING Sotheby’s 
Preferred VIP programme 
comes another ‘unique’ 
global arts club, The 
Cultivist, co-founded by 
the same entrepreneurial, 
international duo, 
Marlies Verhoeven and 
Daisy Peat. For a mere 
£1,900pa, members receive 
queue jumping access 
at museums; invitations 
to private, ‘first-look’ 
viewings and studio visits; 
VIP status at art fairs; 
access to a members’ only 
website and travel app 
and a 24/7 client service, 
which can even arrange on 
demand, bespoke private 
tours (with just 24 hours 
notice). Partnering with 100 
museums worldwide, including Tate, the Royal Academy of Arts, the 
Metropolitan, MoMA, the Uffizi and LACMA, this all-in-one deal would 
actually save you money on individual gallery memberships – provided 
you live, eat and breathe art with the willpower to attend at least 10 art 
fairs a year.  thecultivist.com

Marlies Verhoeven and Daisy Peat

PREHISTORIC ROCKS
A BRITISH wildlife film-maker, Mike Slee, used a helicopter to record hundreds 
of prehistoric paintings in the Chiribiquete National Park, an area of Colombia 
so remote contact has still not been made with some indigenous tribes. Images 
depicting hunters and animals, including jaguar, crocodiles and deer, are painted in 
red on vertical rock faces in the 12,000 square kilometre UNESCO world heritage 
site. It’s thought they are some 20,000 years old. Unlike the Lascaux Caves in 
France, radiocarbon dating cannot be used as they were painted with mineral-
based materials derived from iron oxide – rather than the charcoal used in cave art. 
SOURCE: AP

Chiribiquete rock art
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{ }‘If critics say your work stinks it's because they want it to 
stink and they can make it stink by scaring you  

into conformity with their comfortable little standards.’
JACK KEROUAC
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P E R I S C O P E

Easter Island moai

THE MYSTERIOUS statues that cover Easter Island, traditional name moai, were created from volcanic 
rock by the ancient Polynesians. They vary in size, with the tallest reaching 33 feet (10 metres). 
Archaeologists have documented 887 massive statues but there may be as many as 1,000 of them 
on the island. Most were carved from volcanic rock between 1100 and 1680. A social media storm 
occurred in 2012 when pictures of excavations were circulated showing the carved full-length ‘bodies’ 
of the sculptures whose heads are usually only seen above ground. The Easter Island Statue Project’s 
website crashed under a rush of some three million hits. Theories of ‘faked’ images still abound today 
but, in fact, archaeologists have known about the ‘bodies’ since 1914. The 150 statues buried up to 
the shoulders on the slope of a volcano are the most famous, most beautiful and most photographed 
of all the Easter Island statues. In 2000, the moai were excavated by a scientific team that thoroughly 
documented the process. 

EASTER LEGS
Easter Island excavations

CREATED IN 1802 by Napoleon 
Bonaparte, the legion d’honneur is the 
highest accolade given by the French 
government. Richard Serra has been 
awarded the medaille chevalier legion 
d’honneur by ambassador Gérard Araud 
at the French Embassy in New York. 
Commissions such as the Octagon for 
Saint-Eloi and Promenade at the Grand 
Palais cemented Serra’s long history of 
activity in France. SOURCE: THE OBSERVER

FRENCH STEEL

Richard Serra

NEWPORT 
STREET 
GALLERY
The NPSG’s inaugural 
exhibition is Power 
Stations, paintings by 
John Hoyland (1934-
2011) dating from 1964 
to 1982. The one man 
show will incorporate 
all six galleries. After 
more than three years’ 
development, Damien 
Hirst’s south London 
Newport Street Gallery 
will open in October 
2015. Entry will be free 
and will feature extracts from Hirst’s diverse collection of more 
than 3,000 works, including natural history specimens, taxidermy, 
anatomical models and historical objets d’art. The 37,000 square 
feet includes six gallery spaces, a restaurant and shop, as well as an 
external large-scale LED screen. The gallery has been converted from 
five warehouses that Hirst bought in 1998.
John Hoyland 
Power Stations 8 October 2015 – 3 April 2016
Newport Street Gallery, Newport Street. London, SE11 6AJ
newportstreetgallery.com

Michael Birt  John Hoyland 2011

Jean-Etienne Liotard (1702-1789)
Portrait of Maria Adelaide of France in Turkish Costume 1753

ROYAL ACADEMY
More than 70 works by Geneva-born Jean-Etienne Liotard (1702-
1789), the highly accomplished 18th-century portraitist. A truly 
unique chance to view a wide selection of the artist’s exceptional 
mastery of pastel, oil paintings, drawing and miniature work, rarely 
seen in public. The fashionable, cosmopolitan artist worked in 
Constantinople, major European capitals and several royal courts, 
but is little known today. He last exhibited at the RA in 1772.
Jean-Etienne Liotard  
24 October 2015 – 31 January 2016
RA Sackler Galleries, Burlington House. Piccadilly W1J 0BD
[Scottish National Portrait Gallery, Edinburgh:  4 July – 13 September 2015] 
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MAJA HOFFMANN  OTTILIE WINDSOR Palazzo Zeno

PHOEBE COLLINGS  JAMES  
MATTHEW STONE 
Palazzo Zeno

SIR NORMAN ROSENTHAL 

Palazzo Zeno

MILLIE LAWS   
JAMES MOORES 
Palazzo Zeno

KRIS LEMSALU  JAN MOLOMANSKI

Palazzo Zeno

HAN TUMERTEKIN  VICTORIA SIDDALL 
Contemporary Istanbul

ULRIKE THEUSNER  XABIER ARAKIS  
SPELA VOLCIC 
Palazzo Zeno

ANDREAS GURSKY   JAY JOPLING 
Palazzo Zeno

JUDE HESS  FREDA UZIYEL 
Contemporary Istanbul

RACHEL HOWARD   

LAUREN JONES 
Palazzo Zeno

JAMES BRETT  RUXANDRA ADAL
Contemporary Istanbul

ANNA BALLESTREM   
JACOB AUGSTEIN 
Palazzo Zeno

MARC QUINN  JENNY AGIVI Palazzo Zeno

MAIA NORMAN  PAM HOGG Palazzo Zeno

 

GAVIN TURK  PAUL SIMONON 
Palazzo Zeno

CORINNE POUX-BERNARD  
PETER PRENTICE
Hampton Court

ACTORS
Hampton Court
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{ }‘An artist cannot talk about his 
art any more than a plant can 

discuss horticulture.’
JEAN COCTEAU

132-YEAR-OLD WOMAN 
MAKES £24 MILLION

PRETTY TEENAGER Gertrud 
Loew was 19 in 1902 when 
Gustav Klimt painted her 
portrait.  Her father, Dr 
Anton Loew, was friends 
with the artist, who depicted 
her wrapped in folds of 
white gossamer. As the Nazi 
stranglehold extended to 
Vienna, her son Anthony 
Felsovanyi fled to America three 
months after the Anschluss of 
Austria. Under duress, Gertrud 
followed in 1939, leaving her 
collection in the care of a 
friend. When the friend herself 
was persecuted, she sold it 
on, whereupon one of Klimt’s 
sons, Gustav Ucicky, acquired 
it. Ucicky was a filmmaker who 
made propaganda for Nazi 
Germany. After his death in 
1961, his widow Ursula set 
up a cultural centre featuring 
Klimt’s works and commissioned 
research into the origins of 
controversial acquisitions. 
She had the portrait restored 
and returned it to the Loew 
descendents under an 
agreement brokered with The 
Klimt Foundation. Last June, 
the likeness of Gertrude Loew 
sold at Sotheby’s, London, for 
£24.8m. Both parties will benefit 
financially from the sale. SOURCE: 

THE TELEGRAPH

Gustav Klimt  
Portrait of Gertrud Loew 1902 

HOPELESS
FOLK HERO and street 
artist Shepard Fairey is 
subject to a Detroit felony 
arrest warrant accusing 
him of $9,000 in property 
damage and two counts 
of malicious destruction. 
Filed at the 36th District 
Court, it relates to works 
he created when he 
visited the desolated city 
recently. ‘Just because 
he is a well-known artist 
does not take away 
from the fact that he is 
also a vandal,’ Detroit 
police sargent Rebecca 
McKay told anyone who 
would listen. Fairey has 
been arrested some 17 
times in the two decades 
he’s been a street artist with his signature Andre the Giant wheatpaste portraits. Perhaps 
bankrupt Detroit has been encouraged by the success of Manhattan’s District Court. Fairey 
was sentenced to two years of probation and fined $25,000 in New York for tampering with 
evidence in the notorious case of the Obama Hope image. The LA-based artist pled guilty to 
one count of criminal contempt for destroying documents, manufacturing evidence and other 
misconduct in civil litigation against the Associated Press regarding his world-renowned 2008 
Hope poster. Fairey also faced a maximum term of six months in prison and a supervised 
release of one year. After sentencing, Fairey, 42, stated on his website: ‘My wrong-headed 
actions, born out of a moment of fear and embarrassment, have not only been financially and 
psychologically costly to myself and my family, but also helped to obscure what I was fighting 
for in the first place – the ability of artists everywhere to be inspired and freely create art 
without reprisal.’ SOURCE: HYPERALLERGIC/THE NEW YORK TIMES

Shepard FaireyShepard Fairey  Obama Hope 2008

THOMPSON FAMILY  
$65 MILLION ARMORY GIFT

Park Avenue Armory 

ARTS PHILANTHROPIST Wade Thompson revived the Airstream 
brand of shiny aluminium trailers and began devoting a sizable 
amount of his fortune to reviving the crumbling Park Avenue 
Armory. The New York venue, at 66th Street, is now a hangar-size 
stage for art, music and performance. The art and performance 
spaces will be known collectively as the Thompson Arts Center. The 
Thompson Family Foundation viewed the gift as a ‘once-in-a-lifetime 
opportunity’ to confirm Wade Thompson’s legacy with the Armory.
SOURCE: THE NEW YORK TIMES

TAYLOR WESSING RENEWS NPG SUPPORT
INTERNATIONAL LAW firm, Taylor Wessing, will continue to sponsor the NPG’s Photographic 
Portrait Prize until 2018. In its sevent h year, the exhibition showcases contemporary 
photographers from across the globe. Taylor Wessing first sponsored the NPG in 2005 with The 
World’s Most Photographed show.  npg.org.uk/photoprize

LIAISONS DANGEREUSES
IN 2009, the Carmignac Photojournalism Award 
was launched to fund an emerging photographer to 
visit an area at the centre of geostrategic conflicts. 
The location for the seventh edition has been 
announced as Libya, and photographers are now 
invited to submit applications online. This year the 
award is working in partnership with the United 
Nations High Commissioner for Refugees, who will 
support the winner throughout the duration of the 
project. The deadline for receipt of applications is 
12am (GMT) on Sunday 11 October. The winner 
will be selected in November; the jury is chaired 
by Brett Rogers, director of The Photographers’ Gallery.  The Anniversary Exhibition of the 
Carmignac Photojournalism Award will be held at the Saatchi Gallery from 18 November - 13 
December 2015, bringing together selected works from previous winners.  fondation-carmignac.com

Image by Newsha Tavakolian, Iranian, 5th winner of the 
Carmignac Photojournalism Award.

SHORTLIST FOR TOP PHOTO PRIZE 
THE TWELVE photographers selected for the 6th Prix Pictet are: Ilit Azoulay, born Jaffa 1972; 
Valérie Belin, born Boulogne-Billancourt 1964; Matthew Brandt, born Los Angeles 1982; Maxim 
Dondyuk, born Polyan’ 1983;Alixandra Fazzina, born London 1974; Ori Gersht, born Tel Aviv 
1967; John Gossage, born New York 1946; Pieter Hugo, born Johannesburg 1976; Gideon 
Mendel, born Johannesburg 1959; Sophie Ristelhueber, born Paris 1949; Brent Stirton, born 
Durban 1969; Yang Yongliang, born Shanghai 1980. The winner will be announced by Honorary 
President Kofi Annan on 12 November 2015, at an exhibition by the shortlisted photographers 
at the Musée d’Art Moderne de la Ville de Paris. The Prix Pictet was founded by the Pictet 
Group in 2008. The prize of 100,000 Swiss francs is awarded for a body of work that best interprets 
the theme of the award, which in this cycle is Disorder. Each Prix Pictet tours the world:  Disorder 
begins in January 2016 with shows in Rome and Geneva. 

PRIZES AND AWARDS 
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F
or Mark Cass, pigment is in 
the blood.1 He was brought up 
in Highgate, in a house full of 
artwork and amidst his father’s 
friends – who included David 

Hockney and Henry Moore. ‘The only 
place I wasn’t allowed to go,’ laughs Cass, 
‘was under the bed where the lithographs 
were kept. Obviously, I was naughty and I 
went there, but it did instil this sense of art 
being precious in me.’ 

His father, Wilfred Cass – co-founder of 
the Cass Sculpture Foundation – was, in 
Cass’ words, ‘a minor collector’, who had 
left Germany as a refugee in 1936. By the 
1970s, he was running – and saving – the 
oldest paint manufacturing business in 
the world, Reeves. It was from Reeves 
that he bought the premises in Charing 
Cross Road, next to the National Gallery, 
that went on to become Cass Art. Mark 
began working there at 16 in his summer 
holidays. ‘I had an entrepreneurial need to 
buy and sell,’ he explains. ‘I had a look at 
the Charing Cross Road shop and I wanted 
to sell cameras. I’d walked around with 
my Pentax Spotmatic since I was about 
12. It was a way of looking at my world. 
We turned part of the store into a camera 
supermarket and sold more Olympus 
Trips than anywhere else in the world.’ 
And thus it all began.

After an interlude of some 20 years, in 
which Cass worked on both sides of 
the Atlantic at Image Bank, the first 

advertising stock library business, later 
bought out by Getty Images, he returned 
to London in 2001 so that his teenage 
daughters could continue their education. 
The same week, Winsor & Newton 
approached him about the loss of art 
shops stocking the best brands. ‘There 
were something like 7,000 art shops 
in the 1970s and suddenly there were 
around 800,’ Cass explains. And, with 
the Charing Cross Road shop, he saw an 
opportunity: Cass Art was born. However, 
Cass wasn’t a complete novice in the 
business, having stepped up to run a chain 
of stores, Craftsmith, originally owned by 
WHSmith in 1980.

‘WHSmith needed to get Craftsmith off 
their balance sheet and the MD asked 
my father if he knew anyone who’d take 
it on. My father answered: “Well, Mark 
hasn’t got a full-time job!” [Even though 
he was working with Image Bank.] It’s a 
Jewish parental sort of thing. So we took 
over the stores within a week. They were 
large – 16,000-17,000 square feet with a 
stock of £1m in 1979. So suddenly I was 
invested in a photography business and 
running these stores full-time with 180 
ex-WHSmith staff – creative middle-aged 
ladies who looked at me, aged 23, and 
must have thought it was insane.’

Cass and his father have always been 
close. ‘We’ve always discussed everything,’ 
he says, ‘but we’ve also always been 
competitive. There’s always got to be a 

boss. In a father and son relationship, 
it’s usually the father who’s the boss, but 
in our relationship, we’ve changed that 
around – which probably says more about 
him than it does about me! We’ve been 
playing devil’s advocate with each other 
for nearly 40 years. It would destroy a 
marriage instantly, but, with us, there’s no 
ego – it’s just a relationship of total trust.’

Together with design team Pentagram, 
Cass built up a (mildly tongue-in-cheek) 
manifesto and adopted the now famous 
Cass Art motto: Let’s fill this town with 
artists! ‘My aim was to entice high street 
shoppers to trial art products,’ explains 
Cass. ‘I want everybody to be an artist. 
Marc Quinn can come in and get what he 
wants, of course, but that’s not who we are 
encouraging to join our mission. This is a 
creative activity industry. There’s nothing 
in the shop that’s a final product. It’s an 
anti-consumerist venture in that sense. All 
we do is provide the tools.

‘I’ve always advocated going back to the 
caveman. The more we put in your hands, 
the more likely you are to make a mark. 
If you ask me to paint with a paintbrush 
and a tube, I can’t, but, if you give me an 
aerosol, I can actually paint, and I enjoy 
what I can do. Giving kids iPads is a  
good thing, but I think they need pencils 
as well.’

Cass is a firm believer in his promise of: 
best quality, best brands, best prices. ‘It’s not 

true, in my opinion, that you can start 
on lesser quality products and move your 
way up. If it’s not the best quality from 
the start, you won’t enjoy the experience 
and you won’t stick with it,’ he says. 
And there’s only one way of supporting 
artists and bringing prices down – to 
order bulk. ‘You’ve got to take some risk,’ 
he continues. ‘What we did, which was 
transformational, was edit the business 
down to about 6,000 lines. Most art shops 
have 60,000-100,000 individual lines. 
There’s a belief from 1980s America that 
you need choice, but, actually, we’ve had 
so much choice that we can’t make up our 
minds anymore. Fundamentally what I am 
is an editor. It’s what I’ve done all my life: 
editing photographers’ work; editing lines 
to stock in the shop.

‘Like most businesses, we have two or three 
levels: the artist level (the best), the better 
level, and then the good beginner’s level. 
In London, we generally find two levels 
are enough but, as we open up around 
the country, we need to cater for different 
communities and open up to a wider 
group of people.’

Cass is not a professional artist himself, 
but he knows enough artists to get the 
insider information he needs about which 
lines to stock. ‘Students are at the heart 
of Cass Art. We employ artists who will 
engage and who are excited to talk to 
customers. We’re young and energetic. I 
get older every year, but the average age of 

One man is creating a revolution in the staid art materials business – it’s a family trait…

TEXT: ANNA MCNAY PORTRAIT: ED SYKES

COLOUR
A SWEETIE SHOP OF
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the company stays the same – it’s 24. It’s 
always about today’s generation.’

The age range of customers, however, 
has broadened over the years. When 
Woolworths closed down, Cass saw 
another opportunity and Cass Kids was 
born. ‘I thought about what Woolworths 
used to offer and realised: “hmm, 
pick’n’mix, that would be great!” I want a 
sweetie shop of colour. We were an 18-30 
business up to about five years ago; now 
we’re a three-103 creative activity business!’ 

Cass Art partners with a number of 

galleries, museums and institutions, 
including the National Gallery, the RA 
and Sky Arts, most recently supporting 
Portrait Artist of the Year with advice and 
a large amount of products. ‘Cass Art is a 
commercial organisation, unlike the Cass 
Sculpture Foundation, which is a charity,’ 
Cass clarifies, ‘but, since 1984, Cass Art 
& Cass Sculpture Foundation together 
have seeded the art community with 
over £20m.’ Currently Cass is focusing 
on opening new regional stores – having 
opened in Liverpool, Bristol and Glasgow 
last year, he is now looking at possibilities 
in Manchester, Leeds, Brighton, 

Edinburgh and Oxford, as well as south 
and east London. His aim is to go from 
nine shops to 20 within the next three or 
four years – for the last two, the shop has 
been available online.

Mark Cass continues to work with his 
father as Deputy Chairman and Trustee of 
the Cass Sculpture Foundation. Family is 
becoming increasingly important to him 
of late. ‘My father’s 91 and he still works 
every day; my great-grandmother is 100 
and she knits and drives! We have a lot of 
longevity in our family. It’s only recently 
it’s become obvious to me just how 

important my family have been in artistic 
circles. My uncle, Paul Cassirer, was a 
very influential impressionist dealer. It’s all 
about supporting the artists of your day, 
isn’t it? That’s a theme that runs through 
my family. Creative collaboration is a term 
that’s overused, but it’s what I do and will 
continue to do until I leave this planet.’
cassart.co.uk 

NOTES

1. An idea coined by Cass’ father, Wilfred, in his 
autobiography, Here Comes Mr Cass (2013), and one 
which Mark readily adopts.
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The Fine Art of  
RECONSTRUCTION 
The egalitarian principles of Turner Prize nominees – 
architectural guerrilla group: Assemble.

E
VERY AUTUMN the Turner 
Prize flatters egos and ruffles 
feathers in equal measure. This 
year, two diverse factions have been 

unexpectedly flattered and ruffled with mixed 
consequences. The first, Turner nominees 
Assemble, a free flowing collective of around 
18 young artists and architects, on the whole 
self taught, based at a deserted IKEA site in 
Bow. The second, a spirited local community 
action group based in Toxteth, Liverpool 
8, who have been striving to save and renew 
four semi-derelict streets in the Granby area 
– Ducie, Jermyn, Cairns and Beaconsfield 
– some 200 houses of which, in 2011, 150 
were empty. 

The Community Land Trust (CLT) 
has adopted a 20-year fight to stem 
redevelopment and maintain the local 
community with an energetic programme 
of ‘guerrilla gardening’, street markets and 
painting up the facades of empty properties. 
Endless pressure groups and meetings paid 
dividends in 2014, when the City Council, 
with housing associations Plus Dane and 
Liverpool Mutual Homes, became part 
of an officially recognised regeneration 
initiative. The CLT was only too pleased to 
accept practical help from a London-based 
group of radical builders and designers called 
Assemble – who set to work with enthusiasm 
on 10 of the wrecked houses of the ‘Granby 
Four Streets’. And then Assemble were 
controversially nominated for the high-profile 
Turner Prize.

A media frenzy ensued which caused the 
CLT’s leading light Ronnie Hughes to 
disconnect his mobile phone and the 
Assemble team to ‘go dark’. The Granby 
Four Streets project, which had been hard 
fought in relative obscurity – all recorded 
on Hughes’ inspirational website and blog 
– became front page news. Lewis Jones, 
who found himself unwillingly thrust into 
the limelight as (temporary) Assemble 
spokesman, spent no little time in refocusing 
the credit for the Granby restoration 
rightfully on to Hughes and the CLT. 
Coincidentally, the CLT was also selected for 
The Academy of Urbanism’s Great Street 
award which covers the UK and Ireland. 
These nominations are made by members 

TEXT: JAMES MANNING   

IMAGES: COURTESY OF ASSEMBLE  
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‘In an age  
when anything 

can be art, 
why not  
have a  

housing estate?’ 
Turner Prize judge  
Alistair Hudson

of the academy, not by representatives of the 
streets themselves, and it also encompasses 
places, neighbourhoods and towns.

The Turner Prize judges have seized on 
Assemble, a team only five years old, imbuing 
it with a host of art historical imperatives 
and no doubt hoping its young, socialist and 
artisan dynamic will help deflect the wall  
of media criticism for institutional elitism 
and conceptual vacuity the prize enjoys  
every year.

Assemble, a largely unqualified group, was 
first noticed in 2010 when it created a 
theatrical and imaginative pop-up cinema 
from the temporary conversion of a derelict 
petrol station in London’s Clerkenwell (the 

Cineroleum). A curtain of silver insulating 
material created a tent-like space beneath 
the old canopy which was raised when the 
film ended, returning movie-goers to the 
grim realities of urban squalor. This was 
followed by a series of DIY, hands-on builds 
that amused the eye and the senses and 
slowly evolved into socially aware, interactive 
projects that engaged with ordinary people 
and reflected environmental desires that 
they may not have been able to articulate 
themselves. The Granby Four Streets 
collaboration effectively epitomised the new 
direction Assemble was exploring.

This urban guerrilla architecture is not 
new. Leaving aside the notion that at one 
time in history almost everyone built their 
own homes themselves, in recent times 
Patrick Bouchain (Paris) pioneered the 
concept of making a ‘circus’ of construction, 
engaging with residents, designers and 
artisans to realise buildings. Self building 
projects and reclamation are a political and 
socialised dynamic. Also in Paris, EXYZT 
mirrors Assemble’s idealism; and, in Berlin, 
Raumlabor combines radical architectural 
interventions from a political and socialist 
baseline. 

Across the world, disenchantment with 
authority, interference, and the inhibition 
of free expression is adding fuel to a fire and 
a younger generation is responding with an 
informed and intellectual agenda. In art, 
there is a growing dissatisfaction with the 
sense of impotence felt by those whose world 

has been hijacked by an otherwise disengaged 
global capitalist class for whom art is a bond 
market to trade and the art business no more 
than a socialised toy town. ‘In an age when 
anything can be art, why not have a housing 
estate?’ asked TP judge, Alistair Hudson. In 
this light, Assemble is the perfect candidate 
to win the 2015 Turner Prize. How the 
group’s modus operandi can square with the 
actual rules and terms of the TP constitution 
remains to be seen.

LINKS
asenseofplaceblog.wordpress.com

assemblestudio.co.uk

Opposite:  Lewis Jones Assemble group 

Top left: (l-r) Artist Will Shannon, Lewis Jones and Joe 
Halligan from Assemble on-site in Cairns Street, Toxteth.

Top right: Lewis Jones of Assemble on site, Toxteth

Above: Assemble The Cineroleum
 
Below left: Assemble Granby Four project

Below centre: Granby Four Streets Beaconsfield Street

Below right: Ronnie Hughes 2015
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O
NE OF THE key moments of 2015 is destined 
to be the opening of Damien Hirst’s new 
galleries in Vauxhall.1 As canny as ever, Hirst, 
who bought the warehouses back in 1998, 
selected a locality about to be totally revitalised 

by the American Embassy’s new £620 million riverside complex 
at Nine Elms, itself due to open in 2016. There is no doubt that 
Hirst’s competitive nature will ensure the Newport Street Gallery 
is on a par with Jay Jopling’s epic White Cube Bermondsey and 
Charles Saatchi’s beautifully designed space at the Duke of York’s 
HQ in Chelsea. 

What has created a stir is Hirst’s inaugural exhibition. Already 
the owner of more than 3000 works and some of the best 
examples of art from his own YBA generation – as well as having 
access to some of the biggest names currently making auction 
headlines across the world – Hirst has chosen a British painter. 
Furthermore, a British painter who spent his entire career 
engaging with the traditional themes of painterly abstraction. 
The late John Hoyland2 might be regarded by many of Hirst’s 
hip contemporaries as ‘old school’ and an art dinosaur. Hoyland 

emerged from, and was educated in, an art school system that has 
been totally destroyed, although it would have been familiar to 
artists in the ateliers of mid-19th-century Paris. The brilliance of 
Hirst is that he has turned to the art world for his exhibition and 
eschewed the art business. By doing so, he has provided a timely 
reminder that there are many serious and extraordinary artists 
that have been temporarily eclipsed in the public consciousness 
through the show-biz razzamatazz concocted by auction houses, 
art fairs and high profile, monied collectors.

In an enviably chic converted stables and factory site close to 
Clapham Common, the painter John Monks has his London 
studio – he also spends time living and working in France. Like 
Hoyland, Monks is concerned with the act and process of putting 
paint on canvas. He is of an age that was taught and influenced by 
the Hoyland generation in the art school system of the late 60s. 

Born in Manchester in 1954, Monks and family emigrated to 
Vancouver but returned at the insistence of the father. Monks was 
15 and with a Canadian accent when they resettled in Blackpool, 
where the family established a painting and decorating business. 

Their home was habitually overflowing with paint stored for 
the commercial contracts. Monks recollects a trip out into the 
countryside towards the Lake District, where he experienced his 
first taste of old interiors (‘it’s all new in Canada’) and open coal 
fires (‘all central heating’) and the profound effect this had on him. 
Today his memories of Canada are more of static images in the 
mind than any real sense of a past life, but the impact of the decay 
omnipresent in 60s and 70s Britain has parallels with the subject 
matter in his work today.

Monk’s father was keen for him to take over the decorating 
business, but the realities of managing a small family firm, whose 
main contracts were schools and municipal office blocks, appalled 
him. As a temporary solution, he signed up for a two-year 
foundation course at the local art school: ‘On the very first day, 
I knew that this was me. I had never thought of art before and 
had no knowledge of art history – it was a completely new world. 
It was a great course. One year of drawing before getting near a 
canvas – coincidentally, I am still friends with a tutor from there, 
Geoff Routh. Two of us then applied to go on to Liverpool, for no 
other reason than it was nearby on the map.’

TEXT MIKE VON JOEL PORTRAIT DAFYDD JONES

There is an increasing respect for artists who have kept the faith with paint

THE GRAND TRADITION
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STATE: Nobody today can believe the art 
school system of the 60s/70s era. It was 
a mixture of euphoria, total freedom and 
the sense that you were at the centre of an 
interconnected creative network – all paid 
for 100% by grants and bursaries. In fact, 
heaven for young people just leaving their 
teens.

JOHN MONKS: It could also be total chaos. 
When we got to Liverpool, they told us there 
was no room in the main building and we 
would have to go to the ‘Deaf School’. This 
turned out to be a former institution for the 
deaf, a building left alone in the middle of 
streets where all the actual houses had been 
demolished. The proposed motorway had 
been scrapped. We ran it like a squat. It was 
somehow not ‘official’, but we all worked 
there, staying up all night. It was a very good 
experience – we were all completely focused 
on what we were making. Liverpool then 

IS NOT DEAD YET
was rapidly on the turn from being a great 
Victorian port to a dump – the Toxteth riots 
happened just as we left.

Applying for postgraduate was the next 
stage in everyone’s vision of a career path in 
those days. The Royal College, Slade and 
Royal Academy were the Holy Grail for 
provincial students.
There was a well-worn path from Liverpool. 
I applied to the Royal College and even 
got an interview – usually the sign of an 
acceptance – but failed to get a place. I worked 
for a year and re-applied after casual jobs in 
a hospital laundry and a job creation scheme 
that involved painting murals. I painted in 
my small shabby flat along with my girlfriend, 
Sue, who is now my wife, before getting a 
John Moores scholarship. I think it was worth 
£90. I got in at the second attempt. In fact, 
it was difficult for me at the RCA. There was 
a mature student on the committee that year 
who pushed for northerners to be accepted. 
I think I was in the last group to be on a full 
grant – but it was not a generous place. At 23, 
I had a determined personality – stubborn 

even – and they wanted you to be taught 
and not some sort of artist-in-residence. At 
the Royal College, Peter de Francia was an 
important figure and we had visitors like 
John Walker and Robert Motherwell. It 
was funny – they had turned down Robert 
Rauschenberg for some reason.

It is a different story when you leave that 
cocoon for the first time.
I got a few days’ teaching through friends. I 
did a bit at Liverpool to keep it all going. We 
were based in a studio squat in Wandsworth 
at the time. Then I met Graham Paton3, who 
started a new gallery, so I showed with him. 
It was the 80s art boom, so he had excellent 
timing. Graham had no money but he was 
passionate and determined and I think this is 
a good combination. I had no money either 
but making art – it was what we were, not 
what we did. Luckily, it was the time of the 
New British Painting, which toured the 
USA, and we became a part of that. We met 
up with important American collectors and 
gallery people and I sold to the Metropolitan 
Museum. A key guy called Bill Lieberman4 

was interested in young European artists. After 
the war, he had built a great collection for the 
Met. I met Leo Castelli and sold to the Yale 
Center for British Art – it was a good period 
for me, ending with a big show in Manchester.

Graham Paton is one of the unsung heroes 
of 20th-century British art dealers…
Well, Graham was great for this networking. 
At one time, he represented Jenny Saville, 
Peter Howson, Adrian Wiszniewski… The 
thing is he could not offer them all the frills 
and pander to artists’ desire to be spoiled. 
He just did not have the money. When the 
Covent Garden rents went up, he was forced 
to move and share a space in the East End 
– before it was fashionable. For the artist, 
gallery economics are difficult. If you are on 
a retainer, it means you have to sell twice as 
much to get anything in your pocket. If you 
rely on an exhibition and don’t sell, then you 
have worked for a year with nothing to show 
for it. You are committing to a life or death 
situation based on that one exhibition. Once 
or twice, I completely ran out of money. You 
have to be selfish. 

John Monk’s studio complex 
Clapham Common, London  
24 June 2015
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I met Daniel Farson, who had written The 
Gilded Gutter Life of Francis Bacon [1994]. 
He advised me to just ‘go see some galleries’. 
So I did. Immediately Beaux Arts liked what 
I showed them and we tried a relationship, 
but it did not exactly fit for me. So I have 
had my downtimes. I paint a lot and I exhibit 
a lot… and I sell, but I have never been with 
a top line international gallery. I knew the 

girls at Long & Ryle slightly and that just 
worked out. I must have been with them for 
10 years or more now – not that we don’t 
have our disagreements!

The process of creating a body of work 
remains the same no matter which gallery 
you are collaborating with. Do you feel 
pressured to make ‘saleable’ pictures?

As an artist, you have to do what you would 
do anyway. The minute you make a product, 
or respond as if it were a business, it becomes 
a soulless exercise. You might go a long way 
in a career creating interior decoration… but 
you must be true to yourself. If you get an 
exhibition date, you are faced with making 
the five or six paintings required for that.  
You don’t have great ideas – you have tiny 

ideas that you make into something else by 
the process. 

I do make large paintings. As to scale – I have 
found that if you work between the possible 
extremes, the size is totally intuitive. I make 
my own stretchers by hand. I put the wood 
on the floor and psyche myself into it. I paint 
every day, but there are only certain moments 
when it really works out. You deal with what 
emerges and sometimes it doesn’t. I made a 
painting from a suitcase I found in the street. 
This ripped open bag seemed to symbolise 
the hidden aggressiveness of the invisible 
crime that you only ever see from signs – 
like broken glass at the kerbside denoting 
a theft from a car. I put that suitcase on a 
plinth and painted it to the bitter end. No, 
I really lost patience with it – then suddenly 
it came together. It almost became a mental 
problem – an obstacle in my process. This 
is the point you try to achieve and it is one 
that is impossible to manufacture – it simply 
happens.

The painting of a fire in a box also has that 
sense of a goal achieved. 
This studio is an old stable block and, when 
I moved here, there were the remnants of an 
engineering works, it was derelict. At the end 
was a room full of lathes and what looked 
like ammunition boxes from the war. When 
the old man moved out, all this stuff was just 
left. I was burning something in one of those 
heavy wooden boxes out there in the yard 
and the image just struck me. The reasons 
for painting this – or that – seem quite 
pedestrian if you try to explain them. It’s not 
an idea, more a sense of something. You make 
an image that is in your mind of something 
you have seen – or experienced – and want to 
see again. It’s like reportage in a way.

There is an essence of early John Bratby in 
both of these paintings…
I can see why you might think that. There Archive I     2014    oil on canvas

History II     2013   oil on canvas
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is the physicality of the paint process. I 
was brought up with paint in the home. 
Dad stored the stuff in our house and I was 
always seeing people painting. What I am 
not keen on with Bratby is the instantaneous 
look – as if they were all painted in the same 
afternoon, with the same emotional input 
for each one. I don’t acknowledge him as 
an influence. Rather, I like the early Robert 
Rauschenberg. I like Kurt Schwitters’ 
collages. When I was in Liverpool, 
everywhere you looked was derelict or run 
down – in the sense of the patina of time – 
the sides of the of exposed buildings covered 
in layers of wallpaper.

Rauschenberg was effectively doing large 
scale Schwitters, he was dealing with 
ephemera. We lived in this huge grand house 
in Liverpool that was semi derelict and tatty. 
My whole thing of painting interiors is about 
that moment between events – the passage of 
time. It’s picking up the evidence of this in 
a static way through layering. A painting is 
an image, but it is also an object that has the 
physical imprint of the person making it.

What future does painting have in the era 
of the digital camera?
The painter makes decisions about his subject, 
the choice of where and what to focus on. 
Take Las Meninas5 – the dog and the servant 
are out of focus. Velázquez wants you to look 
at the Infanta. He dictates just how you see the 
painting. This is never going to be redundant. 
In comparison to photography, it's like saying 
the pencil is redundant. But I am interested in 
all media. I personally think there is a return 
to painting. A lot of people go to art school 
because they felt it natural to draw and paint 
only to find this simple joy is knocked out of 
them. A lot of people go to art school and end 
up hating art.

You have had a long career, and it has been 
a successful one. Do you dwell on the idea 

that your time is limited now or that your 
best work is behind you?
Giacometti said in the 60s that it was so 
different – worse – than when he started 
out as an artist. When I started foundation 
in Blackpool I was told: ‘It used to be a 
lot easier. You can’t make money out of art 
now.’ I am still as ambitious and interested 
as I have ever been and I find it as hard to 

paint today as I did when I first got started. 
I am living the life I want to live and that’s 
enough…

NOTES
1  Newport Street Gallery, Newport Street. London, 

SE11 6AJ
    First exhibition: John Hoyland: Power Stations  
   8 October 2015 – 3 April 2016

2  Sheffield born John Hoyland RA (12 October 
1934 – 31 July 2011)

Room at Night    2014    oil on canvas Scardon    2013   oil on canvas

3  Kenneth Graham Paton, director of Paton Gallery 
Limited, founded in 1992, when he was 67 years 
of age.

4  William S Lieberman, a legendary museum 
figure, who held top curatorial posts at both the 
Museum of Modern Art and the Metropolitan 
Museum of Art, died in Manhattan on 31 May 
2005. He was 82.

5  Diego Velázquez, Las Meninas, 1656. Museo del 
Prado, Madrid.

The Balcony     2014   oil on canvas
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P UNTERS SIDLING 
into Madame Roxy’s 
Erotic Emporium in a 
Soho alley are in for a 
rude surprise in more 

ways than one. There’s the smell 
of cheap scent, the sticky floor and 
seedy music, a peep show and shelves 
stacked with dirty magazines, sex toys 
and bondage gear. But a second look 
will tell them they have entered the 
soft and cuddly, humorous world of 
Lucy Sparrow, whose mission is not 
to fleece her audience but cocoon 
them in brightly coloured felt.
This textile artist’s ‘feltism’ has 
already caused a stir on the London 
art scene. Warmongery, in Boxpark 
in Shoreditch, with walls lined with 
felt guns for sale, complete with felt 
firearms licences earlier this year, 
came hot on the heels of 2014’s 
The Cornershop, an installation in 
a derelict East End newsagents of 
4,000 groceries, every one of them 
hand-stitched from felt.

Sitting on a sofa in the Union Club, 
a few streets from the barber shop 
that will soon be transformed into her 
latest artwork, a brown felt watch on 
her wrist with hands fixed at twenty 
past nine, Sparrow describes her third 
large installation: ‘It is going to have 
the quantity of The Cornershop and 
the detail of Warmongery mashed 
together,’ she says. ‘It is going to be 
brilliant. Absolutely crazy!’ This, her 

girl
Lucy Sparrow creates a sensation 
with her own take on creative sewing

THE MATERIAL

TEXT: MICHAEL BARNETT    
 PORTRAIT: DAFYDD JONES
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girl

most ambitious show yet, comprises 
6,000 objects from 1,000 metres 
of fabric. There will even be a little 
cinema to watch felt pornography. ‘It 
is such a small space and atmosphere 
is so important, I think we’ll have to 
have timed entry,’ she says. All the 
objects have been created by Sparrow 
and two full-time assistants in The 
Felt Cave, her studio on a farm in 
Essex. But Sparrow made her first 
fabric sex object as a teenager growing 
up in the West Country.

When she was 19, Sparrow, who has 
had no formal art training, was working 
stacking shelves on the night shift in 
Sainsbury’s in Bath. ‘One night I went 
to work and was sacked for showing up 
in shorts. So I went home and sewed a 
giant penis out of Sainsbury’s uniforms 
and hung it down from the bridge with 
a banner saying “Eat My Shorts” for 
customers to see as they drove to the 
supermarket. I wasn’t let back into that 
branch even as a customer,’ she says, 
laughing at the recollection.
Sparrow took up sewing at a young age 
– albeit not quite as young as the slogan 
on her website, ‘putting lives back 
together since 1986’ (the year of her 
birth) would suggest – starting to make 
things on the Singer sewing machine in 
her grandmother’s clothes shop when 
she was seven. 

In 1997, her mother took her to 
London to see Sensation, the Saatchi 
collection exhibition at the Royal 
Academy. ‘I was 11 and it blew me 
away, it was incredible. Later I did a 
show of my own in homage.’
Her first solo show, Imitation at 
Hoxton Gallery in 2012, recreated 
several of the works in Sensation in 
felt, including a Damien Hirst shark 
in a tank (‘much fluffier and a hell 
of a lot cheaper’). Her mother and 
grandmother helped her hang the show. 
For The Cornershop, assistance of the 
financial kind came from unexpected 
quarters, in addition to an Arts 
Council grant. ‘I went to Kickstarter 
and overnight £600 became £4,000, 
then £10,500. Major companies like 
Cadbury’s, Snog frozen yoghurt and 
Fuller’s London Pride all wanted me 
to recreate their products in felt.’

For Sparrow though, felt is much more 
than just a material for her work. She 
has had mental health issues since a 
teenager and takes anti-depressants 
but, far from feeling a victim, she 
says: ‘Without mental illness, feltism 
would not exist. The world is a scary 
place and I find solace in soft objects. 
Working with felt makes stressful 
times easier and helps me express my 
thoughts when I know what I want 
to say, but don’t know how to say it.’ 
Her first book, Lucy Sparrow’s Felt 
World, with photographs of hundreds 
of her creations from Prozac pills to the 
Pyramids of Giza, will bring her work 
to an even wider audience.
With all its cute, quirky and playful 
reimaginings, it isn’t really surprising 
that viewers sometimes misunderstand 
her work, asking her where to get the 

patterns to make the pieces, if they are children’s 
toys, if they are made in China (‘No! All hand-
made here’), but she doesn’t mind: ‘I can’t take 
myself too seriously.’ Sparrow has even been 
asked if this is a Sunday afternoon hobby. 
Nothing could be further from the reality.
 
‘Feltism has taken over my life. It is part of my 
identity. I cannot switch off from felt.’ And 
if her Erotic Emporium seems astonishingly 
authentic, despite its squishiness, this owes 
much to Sparrow’s first-hand experience of the 
sights, sounds and smells of the world she is 
depicting.
The seeds for Madame Roxy’s Erotic Emporium 

were sown during Sparrow’s time as a stripper 
in London at Spearmint Rhino on Tottenham 
Court Road. She would take her sewing in to 
do backstage while waiting to go on, and also 
had her sketchbook with her, recording sights 
and ideas that came to her while doing her act 
under the stage name of Roxy.

‘The money was good, that was the main 
reason for stripping, it funded my first solo 
show,’ Sparrow says simply. And, while she 
has moved on, she does not believe in telling 
others to get out of the sex industry. ‘It’s 
patronising. Some are not just in it for the 
money. I knew strippers who enjoyed their 

work and should have the right to do so.’

During her show, there will be sewing 
workshops for sex workers and there are plans 
for a mobile STI clinic to park outside.
A keen advocate for rights for sex workers, 
Sparrow declares: ‘We should be more relaxed 
about sex and try to celebrate the industry, 
not shut it down. This project will infuriate 
the third wave feminists that wish to clean up 
Soho…’
sewyoursoul.co.uk 

Madame Roxy’s Erotic Emporium is at Scissor Hand barbers, 2 Green’s 
Court, Soho, London W1F 0HB, 5-17 October 2015.
Lucy Sparrow’s Felt World is published by Random House at £16.99.

…the main  
reason for 
stripping – 
it funded  
my first  

solo show...
{ }

top: Lucy Sparrow Cornershop 2014

above: Dafydd Jones Lucy creating Madame Roxy’s
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W
ATER HAS PLAYED a key 
role throughout the history 
of Bruges, the so-called 
‘Venice of the North’, and 

its name derives from the old-German word 
‘brugj’, meaning ‘mooring place’. As far back 
as Roman times, there has been considerable 
seafaring activity in the region. In the 13th 
century, as the most important trade centre 
of North-west Europe, it became home to the 
world’s first stock exchange. The population 
boomed and, by around 1340, the inner city 
numbered as many as 35,000 inhabitants. 
Today this number is significantly lower, with 
the city centre counting just 22,000 citizens, 
but the theme of urban expansion is pressing 
on the minds of many. 

Much of Bruges’ trading history centres 
on chocolate and diamonds – two luxury 
goods. Then, of course, in the Golden Age 
of the 15th century, the city was home to 
such master painters as Jan van Eyck and 
Hans Memling – the so-called Flemish 
Primitives. In 2000, the city centre was 
granted UNESCO world heritage status 
and, in 2002, Bruges was nominated the 
Cultural Capital of Europe. Its inhabitants 

BRUGES
Not wanting to face the  
crowds in Venice, but would  
still like a city-break with  
canals and contemporary art 
combined? Why not try Bruges,  
the ‘Venice of the North’, 
currently hosting a comeback  
of its lost triennial?

FOUND IN

TEXT: ANNA McNAY  IMAGES: COURTESY BRUGES TRIENNIAL
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are rightly very proud of their cultural assets and tourists still 
flock to the Dutch-speaking West Flemish capital, largely 
attracted by the medieval architecture, the landmark belfry, 
the romantic canals and Michelangelo’s Madonna and Child 
(1501-04) in the Church of Our Lady (believed to be the 
only Michelangelo sculpture to have left Italy during his 
lifetime). 

The city spends nearly 20% of its annual budget on the 
arts – twice as much as most other European cities – but 
the Bruggians’ tastes remain staid. Perhaps unsurprisingly, 
the proposal to bring 14 sets of contemporary artists to 
town to create a trail of public artworks, reaching right 
around the egg-shaped city, was not favoured unanimously. 
One of the curators undertaking this revival of a triennial 
last seen in 1974, when it shocked inhabitants with such 
radically conceptual artists as Panamarenko and Marcel 
Broodthaers, is Till-Holger Borchert – by day an expert 
in Flemish Primitivism, director of Musea Brugge, and the 
head curator of the Groeningemuseum and Arentshuis. 
For him, however, the distinction between ‘old’, ‘modern’ 
and ‘contemporary’ is not what matters. ‘I am not so happy 
with such categories,’ he explains in his naturally provocative 
manner. ‘It comes down to the fact that whatever you 
show it should be “good” and of “good quality”. You find 
that throughout the ages and cultures.’ The locals, on the 
other hand, were not so quickly won over. There have been 
numerous protests and petitions: by hoteliers, not keen to 
have their views blocked (a little short-sighted, given that 
these temporary artworks are certainly drawing visitors to 
their doorsteps) and by inhabitants, unwilling to see change, 
even when only temporary in nature. 

The premise of the triennial contrasts two opposing 
narratives: the image of Bruges as a protected medieval city 
and a hypothetical 21st-century megalopolis that might 
be created if the 5.3 million annual visitors to the city 
decided to stay. What sort of opportunities and issues would 
this provoke and how might the new citizens integrate 
themselves? Surprisingly few of the invited artists responded 
directly to this challenge, but this is perhaps lucky, given 
Daniel Dewaele’s somewhat uninspiring mock-up of an 
immigration control office in a disused shipping container 
– the first work visitors encounter when they reach the 
central station and enough to make most turn around and 
leave. More successful quasi-responses have extracted general 
themes of urban expansion – such as Song Dong’s jaggedly 
beautiful Wu Wei Er Wei (Doing Nothing Doing), built out 
of broken windows from Chinese buildings, demolished 
in the Eastern country’s actual on-going process of rapid 
urbanisation, and HeHe’s Undercurrent, an electricity pylon 
fallen threateningly into the canal basin, emitting hissing 
sounds and flashes of light.

There have been some teething problems along the way, 
such as Studio Mumbai not obtaining permission to 
span the canal with their bridge and the police still having 
authority to call bathers out of the water, despite Atelier 
Bow-Wow’s Canal Swimmer’s Club being built to encourage 
this communal activity – reclaiming space for Bruges’ 
inhabitants, who are not allowed on the waterways, even 
if they own a boat. Modifications also had to be made to 
Vibeke Jensen’s 1:1 Connect: DiamondScope, a mirrored 
structure on the Markt square, resembling simultaneously 
a giant diamond and a kaleidoscope. The door in its side 
was initially locked with a ‘secret’ entry code – the Bruges 
postcode – an idea intended to spark conversation between 
locals and visitors. Instead, people became frustrated, pulling 
at and kicking the door, and so the code had to be removed. 
A work intended to encourage social interaction, instead 
it mirrors – literally, as it happens – society’s on-demand, 
I-want-it-now attitudes and actions: a more interesting 
achievement than originally envisaged. 

Some artists actively rebelled against their brief. Nathan 
Coley, for instance, openly confesses: ‘I didn’t make the 
work for the triennial, I made the work that I was interested 
in making, with the knowledge that it was going to be shown 
in that context. Quite honestly, I didn’t follow the theme at 
all. I guess I kind of rebelled against this whole notion of art 

inspired by the city. You move quite easily from art being 
public to its being civic. I don’t want to be part of some civic 
experiment or civic celebration. I don’t want to add to the 
reason why people would go to Bruges on their holidays.’

Despite this, nearly all of the artists, at some level, did 
respond to the location and to Bruges’ history as a trading 
city. This holds the triennial together in the same way as a 
well-curated gallery exhibition, albeit on a much larger scale. 
At a push, following the suggested walking routes, it can all 
be seen in a day – leaving time for the more typical Flemish 
fare in the city’s churches and museums, and a peaceful boat 
trip along the canals. 

The triennial is set to close on 18 October, the feast day 
of St Luke, patron saint of artists. The works were all 
commissioned as temporary, and, as yet, there are no plans to 
retain any of them beyond this date. ‘The petition has pretty 
much stopped now,’ Borchert reflects, a little over half way 
through the triennial’s span. ‘The local inhabitants quickly 
took possession of the artworks and their void will be felt 
once the triennial has been dismantled.’ Fear not, however, 
for Triennial Bruges 2018 is already in the planning stages, 
with architecture set, once again, to play a significant role. If 
metropolitan expansion is about embracing multiculturalism 
and learning to open your mind, then hopefully the triennial 
will at the very least have raised some pertinent questions 
and opened debate about the nature of art – in a city where 
anything beyond the 16th century might previously have 
been written off as too contemporary. 
triennalebrugge.be

‘You move quite 
easily from art 
being public to 
its being civic. I 
don’t want to be 
part of some civic 

experiment...’
Nathan Coley

Opposite above 
Vibeke Jensen
1:1 Connect: Diamondscope
© Piet Goethals

Opposite below
HeHe
Undercurrent 
© Tim Theo Deceuninck

Top left
Till-Holger Borchert
Director of Musea Brugge

Top right
Song Dong
Wu Wei Er Wei (Doing Nothing Doing) 
© Peter De Bruyne

Above
Tadashi Kawamata
Tree Huts in Bruges
© Piet Goethals
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‘I’VE ALWAYS said that I’m a child of 
the state and I was raised by Haringey services as my 
excuse for any behavioural problems,’ says Wendy Elia 
(b1953), only half jokingly. ‘Being institutionalised does 
stay with you for the rest of your life. I’m always making 
a comment on the power of the state in my work. There 
are always these little clues. That kind of control is 
always evident in our lives, but in my life it was much 
more present.’ Indeed, Elia was made a ward of court 
when she was eight-years-old. ‘I was illegitimate in the 
50s, which was quite hardcore then – certainly not as 
accepted as it is now.’ 

Growing up between children’s homes and convent 
schools, Elia started out wanting to be a musician. 
‘I thought I was going to be a jazz player and then I 
started emerging as a punk singer and musician. I had 
a few bands and then I just decided that I’d prefer to 
move into the visual arts. I went to St Martin’s School 
of Art. I’ve always been arty, put it that way.’

ME,  

 EYE
&

The power of paint  
reflects the power of the 

positions taken by  
Wendy Elia to calm the 
turmoils of her past…

TEXT: ANNA MCNAY   

PORTRAITS: ED SYKES & CARMEN VIÑUELA  

MYSELF
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At art school, Elia was left to do her own thing. ‘The staff paid for 
models and would wander by with a few comments on their way 
to the pub. It was more of an enabling, really. It wasn’t that they 
actually taught me anything.’ In an era of modernism, minimalism 
and abstract expressionism – ‘everybody was still bowing at the 
altar of Greenberg’ – Elia just wanted to paint figuratively. ‘I was 
looking towards Velázquez and I loved Courbet. I saw myself as a 
realist. I didn’t quite fit in to the general scene. Lucian Freud has 
to be an influence simply because he was the only beacon of light 
at the time. He was painting figures. And another influence was 
Manet, of course, for his painting of modern times.’

Elia’s large figurative paintings are all initially drawn from life, 
although she sometimes uses photographs to help along the way. 
‘You can’t get the same detail in a photograph. You don’t get the 
same feeling. A painting that’s done from a photograph looks 
like it’s done from a photograph. It’s a very different experience. 
Photographs are very useful though. As [Gerhard] Richter said, 
photography has made painting so easy. This is true on a certain 
level but it still can’t do what painting can do for a figure – 
otherwise we wouldn’t still be painting.’

Elia is very clear, however, that all painting is a simulation or a lie. 
‘By the very nature of taking three-dimensional space and putting 
it on to a two-dimensional plane, all painting is a construct. Once 
you accept that it’s all a lie, it liberates you, you’re free to do what 
you want. There is no truth. You’re always asking questions.’ 
Equally vehemently, Elia, despite painting figures, is not a portrait 
painter. She rarely takes on commissions and her models are all a 
part of her life – family, friends and students. She constructs her 

“ A painting 
that’s done 

from a 
photograph 

looks like it’s 
done from a 

photograph. It’s 
a very different 
experience.”

Opposite: Ed Sykes Portrait of Wendy Elia 
(with painting of Laura, 2014)

Top: The Visit V (painting of Mary, 
the artist’s mother) 2010

Left: Judith 2014

Above: Maxime Spinning 2009
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paintings to fit the narrative concept of the 
series she is working on at the time, ideas for 
which are usually socio-politically rooted. 
And Elia paints things as they are: ‘I show no 
mercy! I want to show what we really look 
like. We all have different bodies. We are  
all different shapes and sizes. I want to 
celebrate that.’ 

Many of her figures are naked: ‘There’s no 
difference between naked and nude,’ asserts 
Elia with conviction. ‘The word “nude” 
was an invention by male art historians to 

legitimise the painting of the naked female 
body. We’re so used to seeing sexualised 
imagery. I’m trying to move away from 
this. To see imagery of naked or half-naked 
people is quite challenging, to accept the 
body as it is.’ In her current series of nudes, 
Elia is leaving very few signifiers. Even the 
space they are in is ambiguous. ‘That is a 
deliberate attempt to desexualise the nude,’ 
she explains. ‘The bent knee that thrusts 
the hip out – I’m almost taking it back 
to Renaissance full-frontal paintings of 
saints.’ The poses she puts her figures in are 
deliberately confrontational. ‘I’m trying to 
avoid that voyeurism. I’m deliberately refusing 
to let you be a passive viewer, because they’re 
looking you straight in the eye. You have to 
engage in some kind of a relationship with 
them, make eye contact with them, which 
I think people find uncomfortable. It’s an 
active gaze. That’s where I’m different from 
Freud, because, more often than not, he has 
a passive gaze. In a Freud painting, you’re the 
voyeur still. The model very rarely looks back 
at you.’

Most recently, Elia has completed a 
monumental self-portrait, Portrait of the Artist 
as an Old Woman: Work in Progress (a title 
that references Rembrandt’s self-portrait, 
Portrait of the Artist as an Young Man, 1629-
31). Here, more than anywhere, the clues she 
mentions are apparent. Symbolic motifs fill 
the composition: from high rise tower blocks 
to a photograph with her mother; from the 
‘poor girl’s’ concrete throne with rabbit fur 
slung over its arm to the references to her 

“ The word 
nude was an 

invention by male 
art historians 

to legitimise the 
painting of  the 
naked female 

body.” past as a kickboxer. Art historical references 
also abound, for Elia is informed to the 
hilt – a conversation with her is like a late 
night discussion of politics and philosophy 
during those halcyon student years. Swept 
up by it all, the greatest aesthetic poser of 
the lot: ‘What is beauty?’ Now Elia is briefly 
stumped. ‘How long is a piece of string? It’s 
a cliché, but it’s in the eye of the beholder. 
It’s the opposite of ugly. My aim is not to 
produce beautiful pictures, though, but to say 
something about the world we live in. I want 
to leave a trace of the times we live in.’ 

wendyelia.com

Shifting Subjects: Contemporary Women Telling the Self 

through the Visual Arts 

Sarah Lucas / Wendy Elia / Miranda Whall / 

Margaret Ashman / Linda Ingham

Abbey Walk Gallery, Grimsby

2 September - 31 October 2015

Top: The Visit III  2009

Above: Carmen Viñuela Portrait of Wendy Elia  
(in front of an unfinished painting)

Opposite: Portrait of the Artist as an Old Woman: 
Work in Progress 2015
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TAKEN FOR A RIDE – AGAIN! 

ART SEEMS to have been redefined in recent times as 
some strange mishmash of – anything goes. Did it really 
all start to go downhill with the birth of conceptualism? 
Don’t get me wrong. I’m as much an ideas person 
as anyone, probably more so than your average 
Joanna Bloggs. And that’s precisely why I love art. It is 
something visual, something affective, something that 
has a visceral impact. A cognitive one too, but not in 
a way that invites – or requires – excessive analysis. 
When I go to that exhibition with the square of brown 
cardboard on the floor – or the ring of blue Smarties, 
or the pile of bricks – or any that requires two pages 
of incomprehensible art jargon to explain it, I feel that 
something somewhere has gone very wrong. 

And now it is Art as Entertainment! Epitomised by 
Carsten Höller’s Decision at the Hayward Gallery, 
turning this esteemed venue into an amusement 
park for the summer holidays complete with flying 
machines, roaming beds and a rooftop slide. Plus the 
news that this great maverick1 has been commissioned 
to create a slide – the world’s longest and tallest tunnel 
slide – for Anish Kapoor’s ArcelorMittal Orbit Tower in 
the Queen Elizabeth Olympic Park. Just £5 a ride (!) 
it will start at 80m above the ground and spiral around 
Kapoor’s tower five times before a final 50m descent. 
And the difference between this and a trip to your 
local leisure centre is…? Kapoor has the answer: ‘I 
am delighted that my work is a site for a collaboration 
with Carsten Höller. I believe it will result in the 
making of a new work which will bring two works of 
art together in an ambitious way.’ Well, ambition for 
me is about wanting to achieve new and great things. 
This fashionable theatricality, on the other hand, 
constitutes selling out and losing sight of what art is all 
about. Admittedly, my response is still an affective one. 
But it’s more a case of heartbreak at seeing an artist I 
once respected – and whose work I found profoundly 
powerful and arresting – allow Britain’s tallest 
sculpture2 to become nothing more than a glorified 
playground ride. 

KIDS WILL BE KIDS

THE ASSUMPTION that, because it is public art, a piece 
of sculpture must invite a free-for-all is widespread. One 
example is the story that recently went viral about a 
seven-year-old boy, Jacob Anderson, on the island of 
Hilton Head, South Carolina. He slipped and became 
stuck while climbing a bright red steel sculpture, Caracol 
by John Clement. The fire service was called to extricate 
the child and, as a result, the artist has been asked to 
modify the piece. ‘Kids will keep climbing on it,’ wailed 
Anderson’s unrepentant mother. ‘It screams climb on 
me! It’s red, it’s round, it’s inviting – it’s at a park!’ Sounds 
a little like the line: ‘She was wearing a short skirt and 
therefore asking for it’? 

Someone who is wearing a short skirt is Damien Hirst’s 
Charity (2002-03), a bronze sculpture of a young girl 
holding a teddy bear and a collection box, based on the 
actual collection boxes found outside local chemists in 
the 1960s and 70s, raising funds for The Spastics Society 

(now more politically-correctly known as Scope). This 
towering statue is one of 15 works on display in and 
around the Square Mile as part of the fifth annual 
Sculpture in the City initiative. Yet another example 
of Hirst’s shameless appropriation, the original model 
was designed in 1964, based on Lucia Grounds, who 
is bemused that her father, the designer, received no 
acknowledgement from Hirst. The artist’s response? 
‘When I went to art school, we were a generation where 
we didn’t have any shame about stealing other people’s 
ideas. You call it a tribute.’ At nearly seven-metres-tall, 
and valued at more than £1.5m, here’s hoping this piece 
of public art won’t be too hard to resist for those big 
kids who inhabit the EC3 insurance area. At least she’s 
not wearing red.

SOUND & VISION

THE FAVOURITE buzzword of the art world right now 
is ‘immersive’. For example: the ‘immersive sound and 
sculptural installations’ by Spazio Visivo at rosenfeld 
porcini (through whom I recently interviewed the sound 
artist Keita Miyazaki for STATE.TV). Similarly aurally-
oriented was the National Gallery’s summer show, 
Soundscapes, for which seven leading contemporary 
sound artists and musicians were invited to respond 
to six paintings from the gallery’s collection. According 
to the curator, Dr Minna Moore Ede, the aim was ‘to 
encourage visitors to dwell and to think…’ Clearly the 
presence of such masterpieces as The Wilton Diptych 
(c.1395-99) or Holbein’s The Ambassadors (1533) is not 
enough on its own. The average time spent ‘dwelling’ 
in front of a painting is apparently just 15-30 seconds.3  
And, to be fair to the National Gallery, on both visits 
to this exhibition, I did observe visitors slowing down, 
sitting, taking time to look at the artworks, and even 
subtly ‘dwelling’. Are gallery visitors today no longer able 
to immerse themselves in an artwork unless they are 
spoon-fed the full 3D experience? Have our imaginations 
really atrophied with the constant bombardment of 
imagery, sound and text that makes up modern living?

‘If you’ve ever wanted to step inside a painting, this is 
your chance,’ continues Moore Ede, speaking of Janet 
Cardiff and George Bures Miller’s theatre set-like 
model of Antonello da Messina’s Saint Jerome in his 
Study (c.1475) which dominates their multi-channel 
sound installation. Faced with such an exquisite painting, 
what more do you want? Make it more ‘accessible’ by 
turning it into a dolls’ house? Unsurprisingly, visitors 
to this room seemed only to be interested in exploring 
the model. Many left with but a flippant glance at the 
original work.

IT IS NO surprise then that one of this year’s Turner 
Prize contenders is a collective of DIY architects-cum-
urban planners (see STATE page 16). And the Turner 
is supposedly the barometer of what is trending. The 
basic ground rule: the more outré the better. And what 
could be a better case in point than the return of the Art 
Fund’s Edible Masterpieces, which challenges the public 
‘to create tasty treats inspired by their favourite work of 
art or cultural icon’? It may be for the sake of art, since 
it’s all done in order to raise money for museums and 
galleries but, really, you’ll have a lump in your throat if 
you try to swallow this one.

NOTES

1.  As he was described by the director of the Hayward Gallery, Ralph Rugoff

2. Created for the 2012 Olympics

3.  Stephanie Rosenbloom, The Art of Slowing Down in a Museum,  

The New York Times, 9 October 2014

ANNA MCNAY 

The stuff that Barclaycard TV ads are made of…
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RICHARD PRINCE TRIES TO  ‘APPROPRIATE’ 
THE SUICIDE GIRLS...
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RICHARD PRINCE COMMITS SUICIDE

RICHARD Prince has spent his career re-photographing and 
tweaking images just enough to make them his. His appropriation 
has become more controversial as his recent Instagram-based 
New Portraits sold for $90,000 each at Frieze New York. 
Suicide Girls founder, Missy Suicide aka Selena Mooney, said 
of Prince’s hijacking of their Instagrams: ‘I don’t know if his art 
is really groundbreaking or what-not, but it definitely feels like 
$90,000 is a way lot to pay for anything. We decided to create 

something that the people featured in the art can actually afford.’ 
Her response to Prince’s Suicide Girls Instagrams has gone viral. 
Now they’ve added their own captions to Prince’s, and are selling 
them as posters on their own site for $90 – a 99.9% markdown. 
Eyesonwalls.com is printing each of the inkjet on canvas posters 
at cost and 100% of the proceeds will be donated to the Electronic 
Frontier Foundation, an internet freedom advocacy group. 
SOURCE: CREATORS PROJECT

Missy Suicide

Alan Bond

Arnold Lehman

Richard Prince Instagram exhibition 

COVER STORY

ART COLLECTION:  
MADE IN CHINA

BILLIONAIRE, Igor Olenicoff, has been 
ordered to pay sculptor John Raimondi 
$640,000 after having copies of his works, 
Dian and Ceres, made in China rather than 
buying the originals. Olenicoff admitted to 
copyright infringement. US District Judge 
Andrew Guilford rejected Raimondi’s motion 
for the destruction of the sculptures, saying 
they should carry proper attribution instead. 
Olenicoff is worth approximately $3.6 billion, 
listed 481 in Forbes 500 Rich List. In 2007, 
he pleaded guilty to tax charges after hiding 
more than $350 million from the IRS in 
Switzerland.
SOURCE: NEW YORK OBSERVER

BRIT ART DEALERS  
FLEE POLICE

TWO DEALERS, Donald Smith and Emma 
Poole, have disappeared following allegations 
of criminality. Kevin Zuchowski-Morrison, 
owner of Rise Gallery, bought Opus Art from 
the duo in April, now police are investigating 
claims of fraud and theft surrounding the 
Stow-on-the-Wold business. Opus Art sold 
YBAs Damien Hirst and Marc Quinn, and 
Warhol graphics. It launched in Newcastle in 
2005 as the ‘North’s premier contemporary 
art gallery’ and transferred to the Cotswolds in 
November 2013. It’s claimed Smith and Poole 
have now moved to a 47-acre property in the 
south of France. Zuchowski-Morrison bought 
Opus Art for ‘a six-figure sum’ but, allegedly, 
the share transfer never completed. He found 
the Gloucestershire gallery had amassed a 
£15,000 credit card debt, plus a £15,000 
overdraft. Creditor demands totalling at least 
£250,000 were said to have ‘flowed in’. Donald 
Smith has form. In 2002, he was part of the 
Eyestorm.com collapse. The online gallery 
went bankrupt with reported debts of £18.5 
million. Some said Hirst was owed £78,000 by 
Eyestorm and Jeff Koons and Helmut Newton 
were also losers.  SOURCE: THE INDEPENDENT

THE NAME WAS BOND

THE PIRATICAL Alan Bond, Australian 
ex-billionaire and fraudster, died in June, 
following heart surgery, aged 77. Bond had 
left school at 16 and worked as a sign painter 
before developing property during the 1960s, 
becoming a millionaire by the age of 21. Best 
known for financing Australia’s successful 
bid for the 1983 America’s Cup and for 
Australia’s most well-known corporate fraud, 
for which he spent four years in jail. In 1996, 
he was handed a three-year prison sentence 
for misuse of public office as director of Bond 
Corp. And, in 1997, he pleaded guilty to more 
charges and was sentenced to seven years for 
defrauding his own company, Bell Resources, 
out of $935 million.

Bond secretly bought Van Gogh’s Irises at 
Sotheby’s New York in 1987, for a record 
$53.9 million, only going public in 1988. 
Later it transpired Sotheby’s had lent him $27 
million and that he hadn’t paid up. In 1990, 
he sold Irises to the J Paul Getty Museum in 
Los Angeles for an undisclosed sum. In 1992, 
Bond declared bankruptcy after failing to pay 
a personal guarantee of $194 million. His 
personal debts then reportedly totalled $1.8 
billion. Bond was a passionate collector – his 
favourite painting was said to be Camille 
Pissarro’s Peasant at Sunset (1892) – and a 
skilled speculator. He acquired La Promenade 
(1880) by Édouard Manet for $2.4 million 
and sold it a year later for $17 million.   
SOURCE: AP

STEALING FAVOURS

A LONG TIME assistant to Jasper Johns was 
sentenced to 18 months in jail after admitting 
he stole art from the Connecticut studio, sold 
later by a Manhattan gallery for nearly $10 
million. James Meyer, 53, was also ordered 
to pay $13 million in restitution and to forfeit 
$3.9 million. SOURCE: ABC

SWISS ROLE

THE STEPDAUGHTER of Pablo Picasso 
(by Jacqueline Roque), Catherine Hutin-
Blay, has filed charges against Olivier 
Thomas for allegedly stealing Picasso works 
he was meant to be transporting and storing. 
News of his arrest came hours after Les Femmes 
d’Alger sold for a world record auction price 
of £116 million in New York. Thomas is 
the business partner of a Swiss dealer, Yves 
Bouvier, recently charged with defrauding 
the Russian oligarch, Dmitry Rybolovlev, in 
one of the biggest cases of alleged fraud to hit 
the global art market. Prosecutors would not 
say which works were involved nor give their 
estimated value. SOURCE: DAILY TELEGRAPH 

FAKE JEWS

SILKSCREEN prints of Jewish icons 
including Gertrude Stein, Albert 
Einstein, Franz Kafka, the Marx Brothers 
and Golda Meir were pronounced fakes 
by a framer. The suite of Warhol prints, 
Famous Jews, was stolen from a LA movie 
studio and replaced with replicas only 
discovered when the owner sent them for 
reframing. One was allegedly traced to 
Los Angeles’ Bonham’s auction house. 
An edition of 200 of the 1980s suite 
was printed (a full set made $266,500 at 
auction in 2012) with a Sigmund Freud 
alone hitting $537,500 in Paris last June.
SOURCE: HUNGER TV

1 
Silver Car Crash (1963) $105.4m

2 
Eight Elvises (1963) $100m

3 
Triple Elvis (1963) $81.9m

4 
Turquoise Marilyn (1964) $80m

5 
Green Car Crash (1963) $71.7m

6 
Four Marlons (1966) $69.6m

7 
Men In Her Life (1962) $63.4m

8 
200 One Dollar Bills (1962) $43.8m

9 
Statue of Liberty (1962) $43.8m

10 
Four Marilyns (1962)  $38.245m

SOURCE: ART NET

TOP TEN 
ANDY WARHOL PRICES

PHILLIPS BOOST

ARNOLD Lehman will begin work at 
Phillips in mid-September as Senior Advisor 
to Edward Dolman, Chairman & CEO. 
Based in New York, Lehman is currently the 
Shelby White and Leon Levy Director of the 
Brooklyn Museum.   
SOURCE: ART MARKET MONITOR
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A Alfred Taubman

David Geffen

BOSS LOTS

SOTHEBY’S will sell the estate of former 
boss, A Alfred Taubman, the philanthropist, 
shopping mall magnate and jailbird, this 
November and January. The $500 million 
book (including Rothko, Modigliani and 
Raphael) has been fully guaranteed as part of a 
confidential deal, with the first sale of 70 works 
scheduled for 4 November. De Kooning’s 
Untitled XXI 1976 (estimate of $25-$35 
million) has never been publicly auctioned. 
The estate had been hotly contested by 
Christie’s and Sotheby’s and was by no means 
a shoo-in for his old firm. Taubman, who died 
aged 91 last April, was the principal owner 
for 23 years. In 2001, convicted of swindling 
customers out of more than $100 million in a 
price fixing scheme, he served nine and a half 
months in prison. He controversially broke 
with tradition by wooing rich collectors direct 
rather than marketing to dealers and gallerists. 
Sotheby’s became a publicly traded company 
under Taubman, and his son Robert remains a 
director. Stepdaughter, Tiffany Dubin, works 
there. Taubman started collecting in the 1950s 
and sold very little throughout his lifetime, 
being closely associated with the Detroit 
Institute of Arts. Works currently on loan 
to museums would be included in the sale. 
Taubman donated more than $150 million to 
the University of Michigan. 
SOURCE: NEW YORK TIMES

WHY DO GALLERIES  
LOSE MONEY?

GERMAN entrepreneur, professor cum 
art adviser, Magnus Resch (31), argues 
that most galleries are undercapitalised and 
inefficient. Resch, who went to the LSE and 
the University of St Gallen, Switzerland, has 
written Management of Art Galleries, with data 
to support his theories. He did an anonymous 
electronic survey of 8,000 galleries, and 1,300 
people responded with inside information: 
50% stated that their revenue was less than 
$200,000pa; 30% lost money; and the average 
profit margin was just 6.5% – with 93% of 
respondents representing contemporary 
galleries. Resch isolates what he considers the 
key impediments to profitability: The Rent Is 
Too High (paying for a premium location is 
pointless); Artists Make Too Much (proper split 
should be 70/30); Gallery Staff Make Too Little 
(higher pay, tied to performance); Everyone 
Is Selling the Same Thing (competing for the 
same, tiny world of contemporary collectors). 
Amongst many points, Resch notes that: 
galleries are terrible at marketing and branding; 
they should have rigorous contracts with their 
artists and that, due to low salaries, ‘the best 
educated people… will almost always choose 
another industry to work in’. Also, the ‘world 
of biennials and art fairs and parties is in fact 
a cut-throat, antiquated, deeply flawed industry 
hampered by an obsession with keeping up 
appearances and an often misguided aversion 
to making money’.  SOURCE: BLOOMBERG

HARING AWAY
  
A LEGAL ruling says the Keith Haring 
Foundation’s refusal to authenticate 
about 80 works cannot be spun into 
an antitrust conspiracy to control the 
market. Nine collectors, led by Elizabeth 
Bilinski, sued the foundation last year for 
describing their purported Haring works 
as ‘fakes’, allegedly wrecking the collective 
$40 million value. US District Judge 
Denise Cote refused to allow such ‘broad 
allegations’ to make it past the pleading 
stage. These mirrored the Andy Warhol 
Foundation suit when filmmaker Joe 
Simon-Whelan led a class action claiming 
the now defunct authentication board 
conspired to artificially inflate the prices 
of Warhol works. In 2009, a decision to 
allow this lawsuit exposed organisations 
that authenticated artwork to civil liability. 
Simon-Whelan did retract, but the Warhol 
authentication board was dissolved three 
years later. That same year, the Haring 
Foundation also ceased authenticating 
works. No catalogue raisonné exists for 
Haring’s art.  
SOURCE: MANHATTAN COURT NEWSLETTER

NEW COLLECTORS BUY 
ONLINE BELOW £10,000

COLLECTORS who buy art online are 
increasingly doing it for investment, according 
to Hiscox fine art insurers. Some 63% are driven 
by the value potential of works of art, with 75% 
saying they buy art for investment. Robert Read 
of Hiscox says: ‘art is a side bet.’ The prices paid 
for art online reflect this – 84% of purchases are 
valued at below £10,000. Last year the online art 
market grew by 41% to be worth an estimated 
$2.64 billion (4.8% of the estimated $55.2 
billion global art market). By 2019, this figure is 
expected to reach $6.3 billion. Social media is 
also affecting buying: 24% of respondents said 
posts by museums, galleries and artists’ studios 
directly influenced their decisions. Facebook 
(52%) and Instagram (34%) are seen as the most 
important social media sites in the art world. An 
art fair report released by Skate’s (investment 
company) last April noted that galleries are 
beginning to shift their focus from art fairs to 
online sales – galleries have ‘scaled back the 
expensive travelling circus of art fairs’ and are 
choosing to market themselves online.

TOP 10

HOLLYWOOD 
COLLECTORS*

★ ★ ★ ★ ★ ★

1
David Geffen  

$2,300,000,000

2
George Lucas  
$600,000,000 

3
Arnon Milchan  
$600,000,000 

4
Steven Spielberg  

$240,000,000 

5
Jack Nicholson  
$100,000,000 

6
Steve Tisch  

$50,000,000 

7
Brad Pitt  

$25,000,000 

8
Jacob Bloom  
$14,000,000 

9
Michael Ovitz  
$12,000,000

10
Leonardo DiCaprio 

$10,000,000 

*estimated collection value

SOURCE: WEALTH-X

SUN INN

MORE THAN seven million people now visit 
annually, doubled over a decade, but funding 
for the Palace of Versailles has been cut by €7 
million to €40.5million this year. To make up 
the shortfall, the state-owned palace is inviting 
bids from private companies to create and run 
a hotel in three 17th-century mansions some 
100 yards from the main building. When the 
proposed Hotel de l’Orangerie is completed, 
it will let overnight guests eat cake, drink 
champagne and stroll in the royal gardens for 
the first time in 300 years.   
SOURCE: IRISH INDEPENDENT

The single biggest 

difference between being  

a block trader and running 

the gallery was that on 

Wall Street we were simply 

providing liquidity for 

clients – we were not 

advising them on what  

to buy. 

Former Goldman Sachs superman 
turned art dealer, Robert Mnuchin.

�

�

MORE FOR MOORE

A SMALL bronze (attributed to Henry 
Moore, †1986) bought from Kilshaw’s 
Auctioneers for $20,000 is worth $150,000 
claims art dealer/speculator Alan Meacham. 
He is banking on the provenance: sold by Ian 
Payne who inherited it from his late father, 
Bertram Payne – a former director of the Art 
Bronze Foundry in London – said to have 
been given the sculpture by Moore himself. 
Kilshaw’s agreed Payne’s documentation was 
‘impeccable’ but that ‘it was a first casting. 
Moore wasn’t happy with – it’s not the final 
version Moore wanted.’ Meacham brags: 
‘This could be a big one.’ The 18.5 cm bronze 
resembles Armless Seated Figure Against Wall 
(1957), a cast sold by Christie’s in 2003 for 
$77,675. SOURCE: TIMES COLONIST/CANADA

ART & MONEY
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WILL FRIEZE 
THAW?
A YEAR AGO, shortly before the 
opening of Frieze London, fair directors 
Amanda Sharp and Matthew Slotover 
announced they were stepping down. 
Victoria Siddall, director of Frieze 
Masters, would take over the London 
and New York fairs. The move signalled 
a major change in the constitution of 
this iconic event, which has run annually 
in Regent’s Park since 2003. 

Despite the evolving content of the 
Focus, Projects and Live programmes, 
the commercial galleries in the main 
section remain fairly stable. Gagosian, 
for example, can always be counted on 
to present an apparently unsellable solo 
booth. But, with a new director at the 
helm, perhaps things will be different 

A POLKE IN  
THE EYE
THE SIGMAR Polke Estate has fallen 
foul of the artist’s practice of bypassing 
his dealers and selling directly from 
the studio. In 2007, an anonymous 
Cologne-based collector paid €100,000 
for Propellerfrau, which, two years 

MORE KNOEDLER 
NONSENSE
FOUR OF the 10 lawsuits in the on-
going Knoedler Gallery fraud case 
have been settled, although the terms 
remain confidential. The defunct New 
York gallery is accused of selling fake 
modernist paintings worth around 
$80 million. This case is exceptional in 
the breadth and depth with which it 
penetrates today’s art world.

Collector William Lane, who bought a 
supposed Rothko for $320,000 through 
the Gerald Solomon gallery, settled in 
April 2015. More recently, on 4 August, 
the Manny Silverman and Richard 
Feigen galleries settled their suits over 
an alleged Clyfford Still purchased 
for in excess of $1 million by Stephen 
Robert.  And in July, Californian 
collectors Martin and Sharleen Cohen, 
settled their case over a $385,000 
Rothko bought through the Michelle 
Rosenfeld gallery. 

The first lawsuit, filed by hedge-fund 
manager Pierre Lagrange over a $17 
million Jackson Pollock, Untitled 1950, 
was settled swiftly in 2012. Lagrange 
was trying to fund his £126 million 
divorce, having scandalously left his 
wife and three children for male fashion 
designer, Roubi L’Roubi. He tried to sell 
the painting through Sotheby’s, who 
ordered forensic tests which revealed a 
yellow pigment that was not available 
until 1970. Desperate to raise cash, 
Lagrange demanded Knoedler’s director, 
Ann Freedman, refund him – she 
reluctantly agreed. Several institutions 
have been involved, including Kemper 
Museum of Contemporary Art, 
Kansas City, who exhibited a fake 
Richard Diebenkorn Ocean Park series 
painting. The Beyeler Foundation, 
Basel, bought a fake Rothko, Untitled 
(Orange, Red and Blue), despite having 
paid its curator Oliver Wick $300,000 to 
authenticate it. Furthermore, Christie’s 
had to refund $2.2 million to the buyer 
of a Knoedler ‘Rothko’, consigned for 
sale by William Lane. 

Glafira Rosales, the dealer who 
supplied Knoedler with the works, 
concocted a lurid backstory about their 
provenance. She told Freedman that 

SHEIKH DOWN
TWO BROTHERS from Girona, Spain 
have been arrested following a 
spectacularly bungled deal involving 
a fake Goya – Portrait of Don Antonio 
Maria Esquivel. Named in one report as 
James and John Fonte, they tried to 
sell the painting, to a purported Middle 
Eastern ‘sheikh’ for €4 million, but ran 
into trouble when they tried to pay his 
deposit of 1.7 million Swiss francs (€1.5 
million) into a Geneva bank – all the 
notes were photocopies. The brothers 
had acquired the painting in 2003, 
paying only a €20,000 deposit on the 
€270,000 asking price. The balance was 
conditional on receiving a certificate 
of authenticity, hopes of which were 
dashed in 2006 when a Goya expert, 
acting for Girona Provincial Court, 
ruled the work to be a fake. The court 
duly cancelled the brothers’ debt and 
allowed them to keep the painting. The 
last laugh is with the canny, unnamed 
‘sheikh’ who gave the two Spaniards’ 
criminal aspirations a well-deserved 
FAIL.
......................................................................

and the usual complaints about rampant 
commercialism or artless homogeneity 
will be allayed. 

The Sharp-Slotover brand crystallised 
the 1990s invention of the sleek, 
corporate image of contemporary art 
by melding spectacle and soaring prices 
with rigorous criteria and expertly 
directed PR. But Siddall, despite having 
worked at Frieze for 11 years, has more 
charitable sensibilities. She told Net-
a-Porter in November 2014 that she 
thinks it's fine that 85% of visitors to the 
fair do not buy anything because the 
philanthropic and educational aspects 
are equally important. Time will tell 
whether Siddall has been irrecoverably 
indoctrinated into the brand or whether 
she will take it in a fresh direction.
.....................................................................

Victoria Siddall

Pierre Lagrange

Sigmar Polke

later, Polke reported stolen. On 6 
August 2015, the High Court of Cologne 
ordered the Estate, which had seized 
the painting, to return it to the collector. 
Latterly, Polke apparently recalled 
selling the painting, according to one 
witness’ testimony. Nonetheless, the 
case dragged on for five years, being 
considerably complicated by Polke’s 
death in 2010, making it impossible 
to determine whether Polke was 
attempting to commit fraud or simply 
trying to control his market as artists are 
apt to do. 

Aside from the need to make a living, 
artists are concerned to pursue their 
individual creative goals by developing 
a practice and disseminating their work. 
A somewhat myopic approach to this 
enterprise might explain Polke’s faulty 
memory, for he was concerned only 
with the work as a cultural event and 
not as a traceable economic product. 
Moreover, it helps to unravel Polke’s 
famously tardy approach to signing 
works and maintaining accurate 
archives. Whatever the artistic, 
aesthetic or intellectual goals of an artist 
in Polke’s position, he is entwined in the 
market – which plays a crucial role in 
the ultimate fate of his work. The Polke 
Estate has learned the hard way how 
transparently this relationship has to be 
managed. 

David Herbert of Sidney Janis Gallery 
had acquired them surreptitiously 
for cash direct from the artists on 
behalf his married lover, known only 
as Mr X. Mr X’s son did not attempt 
to sell the paintings until both men 
had died because questions about 
provenance would have exposed 
Herbert’s underhand dealing and 
Mr X’s homosexuality. Thus, in 1995, 
Rosales was suddenly privy to an influx 
of masterpieces. Whilst dead people 
make convenient scapegoats, we now 
know the paintings were made by 
Chinese artist Pei Shen Qian. Freedman 
continues to litigate the six remaining 
cases, while Rosales awaits sentencing 
and Qian remains outside of US 
jurisdiction in Shanghai. 
......................................................................

TOP 10
FAMOUS PIECES OF ART 
STOLEN BY THE NAZIS

10. Bartolomé Esteban Murillo  
St Justa and St Rufina

9. Vincent van Gogh  
Painter on the Road to Tarascon

8. Vincent van Gogh  
Portrait of Dr Gachet

7. Gustav Klimt  
Portrait of Adele Bloch Bauer I

6. Paul Cézanne  
Jeune garçon au gilet rouge

 5. Veit Stoss 
Altarpiece 

4. Edgar Degas  
Place de la Concorde

3. Johannes Vermeer  
The Astronomer

2. Andreas Schlüter  
The Amber Room

1. Michelangelo  
Madonna of Bruges

SOURCE: ARTS HISTORY

  CASH REGISTER
   ..........................

NOTES DANIEL BARNES
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Preview 13 October

Tickets at friezemasters.com

Discover thousands  
of years of art history.
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Sculpture
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‘Unrivalled among fairs  
worldwide for its quality, 
range and seductive displays’
Financial Times

FM15 State Media FP.indd   1 17/09/2015   10:47



   

STATE  www.state-media.com36

PLACES•

U
NWITTING visitors showing 
up at Leeds Art Gallery hoping 
to gaze upon works by Sickert, 
Epstein, Moore and Bacon in 

recent weeks have been turned away. The 
home to a highly acclaimed 19th- and 20th-
century British art collection has been stripped 
bare in preparation for the latest British Art 
Show.

For the next three months, in Leeds, it is out 
with the old and in with the new. BAS 8, 
the eighth British Art Show, is in town and 
there’s a programme of visual arts and cultural 
events running all over the city. It is promised 
that the reach will be far beyond anything BAS 
has previously been able to achieve, with new 
digital platforms, community engagement and 
artists’ projects outside the gallery.

The leader of Leeds City Council, Councillor 
Judith Blake, is bowled over by the idea: 
‘It’s an absolute privilege for Leeds to be 
hosting an event as prestigious as the British 
Art Show and an ambitious statement about 
our credentials as a city that celebrates and 
promotes art and culture.’ And she hopes it 
will give ‘a massive boost to Leeds bid to be 
named European Capital of Culture’.

The show, organised every five years by 
Hayward Touring, is the biggest touring 

exhibition of contemporary art in the UK. 
In 2010-11, it had a healthy 420,000-plus 
visitors over its 15-month, four-city run. 
BAS sets out to be a vital measure of where 
contemporary art in the UK is and how it has 
developed over the past half-decade.

BAS 8’s co-curators are (of course) London-
based. Lydia Yee, chief curator at the 
Whitechapel Art Gallery and previously 
curator at the Barbican Art Gallery, and 
Anna Colin, a co-founder and director of 
Open School East art school in London 
and associate curator of Fondation Galeries 
Lafayette in Paris. Hayward Touring’s declared 
mission is to make sure that each new edition 
is dedicated to showcasing the best work of 
a new generation of artists – to be chosen on 
the grounds of their contribution to art in this 
country in the last five years.

There are works by 42 artists in this cycle, 
26 of them making new commissions, all 
of them chosen by Colin and Yee after an 
extensive research period. Roger Malbert, 
head of Hayward Touring, says: ‘Our curators 
have brought together a rich variety of works 
in an exhibition that showcases the wealth of 
skill, inventiveness, humanity and humour 
prevailing in British art today.’ So far so good 
– and Malbert makes the event sound very 
appealing.

TAKE 

FIVE

Colin and Yee’s statement on their curatorship 
is, shall we say, less accessible. With one voice 
they say: ‘A key area that emerged from our 
conversations with artists, and which came 
to form British Art Show 8’s broad thematic 
premise, involves new thinking around 
materiality at a time of increasing convergence 
between the real and virtual spheres.’ [?] They 
go on: ‘Artists’ engagement with the material 
world can take different forms: some involve 
revisiting skills, knowledge and traditions 
that have been overshadowed, while others 
critically explore the physical implications of 
our digital existence.’

Asked about the balance between established 
and up and coming artists in the show and 
whether we could expect to see the same old 
suspects, Yee responded that: ‘None of the 
artists invited to take part has been in previous 
British Art Shows. Two thirds of the artists in 
the show are younger generation. But we were 
not asked to focus on a particular age group, 
rather on artists who are not well known.’ 
As for the old chestnut as to what qualifies 
as ‘British art’, she replied: ‘Some artists may 
have been living here for years and may not 
be British citizens. We did not ask to see their 
passports.’

Another  snapshot of current trends  
in British art… maybe!

TEXT MICHAEL BARNETT
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BAS: 35 YEARS
 

1979. A STRIKE torn Britain. After 
five years of Labour rule, Margaret 
Thatcher swept into Downing Street; 
Lord Mountbatten was blown up by an 
IRA bomb; Sid Vicious died of a heroin 
overdose. This was the backdrop to the 
first British Art Show, which opened in 
December at the Mappin Art Gallery in 
Sheffield.

Curated by Financial Times art critic 
William Packer, with works by more 
than 100 artists, it was an ambitious 
project, which, perhaps a little unfairly, 
received brickbats – that it was frumpy, 
that it was inclusive for its own sake, 
that there were too many established 
white males. And, most dismissive of all, 
that, since it was not shown in London, 
it had no influence. But a healthy 77,000 
people saw that first show. The concept 
was sound: periodically the public would 
get to review the state of British art. 
And the third show, in 1990, did come to 
London, much to the greater notice of 
the art establishment.

Organised every five years by the 
Hayward Gallery as part of the Hayward 
Touring Programme, the British Art 
Show is hosted by galleries in cities 
around the UK and guest curators are 
jointly appointed by the host venues and 
the Hayward. The latest show, BAS8, 
opens in Leeds in October.1

Over its three and a half decades, the 
British Art Show has waxed and waned.  
In 1990, BAS3 opened in Glasgow, 
coinciding with the city taking its turn as 
European Capital of Culture. BAS3 was 
packed with talent, including work by 
Cornelia Parker and Rachel Whiteread, 
but the organisers did not endear 
themselves to their hosts by failing to 
select a single Scottish artist, causing 
outrage at the curators’ impertinence 
and Art Now magazine to shout it was 
’the most controversial exhibition of 
the decade’. Five years later, BAS4 
was described as ‘misconceived and 
ill-organised’ by the London-centric art 
media, exhausted by the challenge of 
getting round the seven venues scattered 
across Manchester in a day. Anyone 
who made the effort could see an 
early installation in chocolate by Anya 
Gallaccio and Damien Hirst’s lamb 
captured in formaldehyde, Away from 
the Flock.
 
By the time BAS6 arrived at the Baltic 
Centre for Contemporary Art in 
Gateshead in 2005, the organisers 
seemed more eager to please. For the 
first time, 50% of the artists were women 
and the net was widened to include 
all artists whose home was in the UK, 
addressing the tricky question of what 
makes art British – culture or geography?

In 2010, British Art Show 7: In the Days 
of the Comet – which included works by 
Sarah Lucas and Wolfgang Tillmans 
– had the highest attendance figures 
in the show’s history, with 425,000 
visitors during its 15-month, four-city 
run. Could the fact that this time it 
spent a significant period in London 
have contributed to the heavy footfall? 
No matter. The British Art Show wants 
to prove itself a clever moving camera, 
taking a snapshot of contemporary art 
every five years, with a balance between 
emerging artists and big name crowd 
pullers.

NOTES 

BAS8 is at Leeds Art Gallery from  
9 October 2015 – 10 January 2016. It will  
tour to Edinburgh (13 February – 8 May 2016), 
Norwich (24 June – 4 September 2016)  
and Southampton (8 October 2016 – 14 
January 2017).   

So, the mix includes a new commission 
from Lawrence Abu Hamdan, who lives in 
Beirut and whose work has been exhibited 
worldwide, including at the Whitechapel in 
2012; Diagrams of Love: Marriage of Eyes, a 
new textile rug by Linder (a well-known figure 
on the Manchester punk and post-punk scene) 
produced in collaboration with Dovecot 
Studios in Edinburgh and to be danced on 
by members of the Northern Ballet; a new 
commission by Amsterdam-based Turkish 
conceptual artist Ahmet Ögüt, who had a solo 
show at Delfina Foundation in London in 
2012, was in the 7th Liverpool Biennial in 
2012 and showed at the Whitechapel in 2014. 
Post Forma is a new commission by the Italian 
designer Martino Gamper, who collaborates 
closely with Yorkshire artisans, weavers, 
bookbinders, cobblers and chair caners, 
transforming broken objects into craftworks. 
Stuart Whipps, from Birmingham, 
collaborates with former car workers from 
the Longbridge plant, gradually restoring a 
1979 Mini, a continuing, unfolding work 
named AMR 733V. It will not be lost on BAS 
veterans that 1979 was not only a pivotal year 
in politics and industry but also the year the 
British Art Shows began.

LINKS:
www.leeds.gov.uk
www.southbankcentre.co.uk 

Opposite left 
Laure Prouvost  The e cigarette and the butter 
(detail) 2014 
Courtesy MOT International

Opposite top right
Broomberg & Chanarin  Dodo (still)  2014 
Courtesy Lisson Gallery, London

Opposite bottom right 
Andrea Büttner Images in Kant’s Critique of the 
Power of Judgment (detail) 2014 
Courtesy Hollybush Gardens

Right
Anthea Hamilton  Let’s Go! 2013 
Courtesy Bloomberg Space. 
Photo: Stephanie Rose Wood

Below left
Martino Gamper  Hands On  2006. 
From the series ‘100 Chairs in 100 Days’ 
Courtesy Åbäke & Martino Gamper 

Below right
Caroline Achaintre  Ray Inn  2010 
Courtesy of Arcade, London
Photo: Andy Keate 

Bottom
Bedwyr Williams The Starry Messenger 2013
 

 
 



THE ADVENT of the smartphone 
and tablet has revolutionised so many 
areas of life but the technology, being 

basically image based, has had a tremendous 
impact on the art and photography business. 
Online galleries have tried to spin the ‘eBay 
effect’ with as many variations of the see-
and-buy direct service as they can dream 
up. Lots have crashed and burned as buyers 
still hesitate to make a significant purchase 
of something they have never seen in the 
flesh – and from a vendor that is effectively 
an invisible algorithm, not forgetting the ever 
present threat of fakes and forgeries. But what 
is showing promise is the range of essential 
ancillary services that can benefit from the 
speed and ease of data input and the universal, 
instantaneous access modern communications 
offer. Hiscox Online Art Trade Report has cited 
Certificates of Authenticity and Condition 
Reports as being the top two services people 
want when buying art and collectibles online. 
The entrepreneurs have responded.

Articheck is the brainchild of an American 
resident in the UK, Annika Liv Erikson 
(b1980). Erikson moved to London to study 
conservation at Camberwell, graduating 
in 2004. Since then, she followed a career 
path in the London art world where, as a 
paper conservator for Tate, carrying out 
endless and laborious condition reports, she 
developed the idea for Articheck in 2010. It 
was well received almost from the beginning, 
winning an award from Shell LiveWIRE and 
later a development prize from the Google 
Campus Start-up people. In the four years 
of gestation, until Erikson reached minimum 
viable product (MVP) status in June 2013, 
she canvassed leading authorities in the field 
of conservation across a number of disciplines. 
All contributed to the various templates giving 
Articheck a highly professional interface 
that immediately impresses the specialist 
user. This aided the raising of finance from 
a range of private investors, all of whom 
had been positively influenced by the earlier 
support from Shell LiveWIRE and Google. 
Tim Jackson, founder of online auctioneer 

QXL, was an early investor with a business 
background; art world support came from 
individuals such as old Etonian banker, Sir 
David Verey, former Chairman of the Board 
of Tate Trustees, knighted in the 2015 New 
Year Honours for services to arts philanthropy 
as chair of the Art Fund.

Erikson had a number of goals. Primarily, 
she wanted to establish an international 
industry standard co-opting her own advisory 
panel of recognised art world authorities. 
Her aim was also to use the advances in 
technology to add precision to the process of 
assessing an artefact and reduce the margin 
of human error. A good example would be 
voice recognition software that allows the 
conservator to maintain eye contact with 
the item during the describing process. 
The application offers a number of custom 
templates and filters, so data entry is guided 
and solutions can be logical and effective. 
Of course, high resolution photographic 
recording is the mainstay of the programme. 
As the collection of comparative data 
increases, users will be able to contrast and 

compare a range of resources such as storage 
units and shipping agencies – even down to 
‘caution lists’ of suppliers with problematic 
histories (so Articheck claim). Since 2004, 
the company has brought development 
in-house and the team is based across the 
UK and USA. Articheck is already in use at 
David Zwirner, Cadogan Tate, Massimo 
de Carlo and Dominique Lévy according to 
the company, but this is sure to extend across 
the arts industry as the application works 
with textiles, antiques and objets d’art and is 
not at all restricted to painting and sculpture. 
It is not hard to see the insurance industry 
getting involved sooner rather than later and 
demanding each insured item be the subject 
of such a rigorous evaluation and recording.

THE DREAM of a universal library of 
every art object in circulation – that is 
accessible, searchable and accurate – is the 
ambition of a number of new initiatives. 
The expanding levels of fraud and outright 
forgery make this an imperative, given 
the monetary values involved today. The 
advent of the Blockchain1 – a decentralised 
permanent ledger – is expanding this arena 
exponentially. Start-ups such as Monegraph 
and Ascribe have engaged with this space 
and now an LA start-up, Verisart, wants 
to adopt decentralised technologies to help 
artists and collectors with new ways to 
certify, document, and verify their work. 
It aims to build a worldwide ledger of art 
and collectibles, coupled with museum 
standard meta data, providing immediate 
value for artists, collectors, valuers and 
insurers. An Israel-based fund, Rhodium, has 
provided seed funding to begin chronicling 
original artworks, prints, multiples and 
books, assigning each object an unassailable 
certificate of authenticity. Each object’s 
provenance, in turn, is created step-by-step 
by its various owners. This new site is co-
founded by Robert Norton, previously chief 
executive officer of two online art-commerce 
sites, Saatchi Online and Sedition. The plan 
is for artists to use the image identification 
software provided by Verisart, to add art to 

Digital recording is coming to an artwork near you

TEXT JAMES MANNING   PORTRAITS DAFYDD JONES

 

NO HIDING PLACE

the database as they produce it, along with 
standard information (artist, title, year, 
materials). In the project’s second phase, 
Verisart plans to catalogue older artwork 
by extending the verification service to 
online sites and artists’ estates. Norton is 
endeavouring to overcome the traditional 
secrecy that high-end owners prefer but it is 
true he is going to need their co-operation 
and also the adherence of successful artists 
making work the market prizes and wants. 
For Verisart to be swamped by wannabe 
artists recording their daubs ad nauseum 
would defeat the immediate objective. ‘I don’t 
underestimate the mammoth task ahead of 
us for one second,’ Norton told Bloomberg. 
‘But, as an entrepreneur, that’s what gets you 
up in the morning.’ Verisart is due to launch 
in late September.

 

Annika Liv Erikson of Articheck
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Robert Norton of Verisart

NOTES
1  The blockchain (and blockchain services): A 

blockchain is like a place where you store any 
data semi-publicly in a linear container space 
(the block). Anyone can verify that you’ve placed 
that information because the container has your 
signature on it, but only you (or a program) can 
unlock what’s inside the container because only you 
hold the private keys to that data, securely. So, the 
blockchain behaves almost like a database, except 
that part of the information stored – its ‘header’ –  
is public.




