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New Art West Midlands 2016 is the fourth edition of
the annual multi-sited exhibition of work by recent
graduates of the five university art schools in the
region. Birmingham Museum and Art Gallery is
the lead organisation of the exhibition working
in partnership with multiple venues. This year
mac birmingham is participating in addition to
The Herbert Art Gallery & Museum, Coventry
and Wolverhampton Art Gallery. 		
The Birmingham Museum and Art Gallery
exhibition takes place at the Waterhall Gallery,
Edmund Street, a space currently dedicated to
the presentation of modern and contemporary
art. As a much anticipated annual event in the
West Midlands’ visual arts calendar, the exhibition
showcases new work by forty-three artists working
in painting, sculpture, installation, video, drawing,
print, photography, installation and sound.
Our three selectors were Sonia Boyce (artist
and Professor of Fine Art, University of the Arts,
London and Professor of Black Art & Design,
Middlesex University), John Stezaker (artist) and
Katharine Stout (Head of Programme, ICA London).
Rachel Bradley
Project Organiser, New Art West Midlands

Preface
newartwm.org
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Richard Savine - CRT Overdose (2015)
Acrylic on canvas, 36 x 48 ins

10

The New Art West Midlands exhibition is a Turning
Point West Midlands initiative which launched
in 2013. Turning Point West Midlands (TPWM), a
network for the visual arts and part of the national
Contemporary Visual Arts Network (CVAN), was
established in 2010 to strengthen the visual arts in
the West Midlands. TPWM does this by working
with partners to develop and support projects of
lasting significance for the region and its artists.
TPWM is pleased to support New Art West
Midlands as a vital platform for graduate artists
from the region’s universities at a crucial stage
in the artists’ career development. The exhibition
continues to be an opportunity for the region
to celebrate its high calibre art schools and the
wealth of creative talent that exists among its
visual artists.
TPWM is hosted by Birmingham School of Art,
Birmingham City University, along with its sister
project New Art WM (an initiative set up in 2014
to develop the market for contemporary art in
the West Midlands). TPWM and New Art WM are
supported by Arts Council England.
Professor John Butler
Chair, Turning Point West Midlands
Wendy Law
Director, Turning Point West Midlands

Turning Point West Midlands
tpwestmidlands.org.uk
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When William Langland, the 14th century poet,
fell asleep on the summit of the Worcestershire
beacon of the Malvern Hills, he dreamt that from
this promontory he gazed upon the vast “plaines
of humanity” stretching out infinitely across the
great floodplain of the Midlands. As a vantage
point described at the beginning of Piers the
Ploughman’s journey through life, it acts narratively
in Langland’s early precursor to the novel as
something like an establishing shot in cinema, from
which Langland zooms in on Piers and his circle of
profligates and sinners with whom he is making his
journey. It is an initial glimpse of the magnitude of
the world and of the imminent deluge of the sum
total of the microcosmic acts of sin that bind and
separate humanity in all its multiplicity.
This view from the Worcestershire Beacon
from the lone promontory of the Malvern Hills is
one of my earliest memories. It was the favoured
destination for summer picnics. I remember being
struck by a similar feeling looking out over the
industrial midlands towns stretching out to the
horizon.
At the time, in the 1950s, the purgatorial
space of industry was also a cultural desert. Only
Birmingham boasted a serious collection of art and
was the only place I encountered actual paintings
as a child and then not too often. However, in the
entrance hall of Worcester’s St. Stephen’s School in
the 1950s, there was an ever present reminder of
that absence in two framed colour reproductions
of famous works of art, which hung side by side,
both about the same scale as their originals as I
later discovered, one Breughel’s Winter Landscape
(1565), the other, an image of a snowy landscape
in the industrial north by Lowry. Someone in the

In the midst

by John Stezaker
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Worcestershire education department had clearly
got an idea in this juxtaposition of images, which
shared that distanced vantage point on the crowd in
their changing relationship with both multiplicity
and distance. It perplexed me for years that a
painting (the Lowry) to which I could manage a
plausible proximity in representational skills even
then, could be contemporary and the Breughel
could be nearly half a millennium earlier. Where
was the progress in that, I thought?
As Frank Kermode pointed out in his The Sense
of an Ending (1967) the feeling of living in the midst
(the ‘middest’) of things creates the desire to step
up and out of the world of multiplicity. Standing
above in Langland’s poem is a vantage point not
only on the present but on what will become. It
is a prospect of the end as well as the beginning.
Nowhere is this desire to see from above, to gain
the comprehensive view, to see all at once more
powerful than in the flat lands of the Midlands and
txhe Netherlands.
When I later went to art school, I discovered
that in my year I was the only painter from the
Midlands. Everyone seemed to come from coastal
areas or from major cities with proximity to the
sea. Colourful art and the light ecstatic abstraction
fashionable at the time seemed to come from the
seaside and Worcester is as far away from the sea
as you can get in Britain. I have sometimes felt that
my attachment to the monochrome and to greyness
was my own form of resistance to coastal art.
Of course the contemporary art and education
worlds are anything but the grey cultural deserts of
industry of the 50s and 60s. The opportunities for
live contact with art are now everywhere. Besides
which, contemporary digital communications

dissolve any spatial hierarchy of knowledge
between centre and province. Returning to the
Midlands after a long time, I found myself looking
for something distinctive to Midlands’ art. From the
experience of being one of the selectors in the New
Art West Midlands this year, I found myself looking
for a communicable sense of that living in the
‘middest’ that I associated with the flatlands of my
childhood prospect of industrial culture. Or perhaps
I was looking for the desire to escape, to take flight
in the image, to fly above it all in the imagination.
In the work I saw and that I felt drawn to in
this year’s submission from the art schools of the
West Midlands, I felt something of those qualities,
often in combination and sometimes in opposition.
I haven’t spent much time in the Midlands
since my childhood, and returning after nearly half
a century, I recognize almost nothing. Retracing my
steps I can find no trace of my remembered world.
When I do feel a sense of genuine recollection,
I wonder if it isn’t an imaginary spectre, just as
spectral as my impulse to impose an image of
the Midlands on this selection of contemporary
art produced in the culture of instantaneous and
non-spatial communications. But, a quality of
understated disquiet, which I find in the work
I most appreciate, I have found here more than
occasionally in this year’s selection. Perhaps the
floodplains, so prone to periodic deluge and so
fearful of inundation, might leave some trace of this
disquiet in its contemporary art.
John Stezaker is an artist.
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Dawn Cope - Narcissus (2015) (detail)
Oil on board, 60 x 85 cm
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“Essentially, the
camera makes
everyone a tourist
in other people’s
reality, and
eventually
in one’s own.”

Susan Sontag, ‘Melancholy Objects’, On Photography

Being on a jury panel is a very peculiar activity,
yet strangely satisfying at the same time. Full of
uncertainties, and then certainties, surprises, and
then the over-familiar. Because of New Art West
Midlands’ open call, you don’t know what will
emerge as each applicant’s portfolio is presented
and, as the conversation develops amongst the
other jurors, one’s own judgement becomes open to
question. Some submissions received an immediate
response, but most that made it into the final
selection required long and heated discussion. One
wants that: to be faced with practices that require
scrutiny. Actually, lively debate is the essential
ingredient of this type of process.
One particular surprise was that this year’s
entries provided the largest number of lensbased submissions that the programme had
ever received. I say ‘surprise’ because I had
assumed this would always have been a strength

of the exhibition: alongside being at the centre
of the Arts & Crafts Movement (which, in the
nineteenth century, grew out of concerns about
the alienating effects of industrialisation, as
exemplified by the Pre-Raphaelites), I had always
associated the West Midlands with its critical
and aesthetic championing, in the latter part of
the twentieth century, of the photographic. I
wonder to what extent this regional preoccupation
with photography may have been a response
to both post-industrialisation and the changing
demographics of post-war Britain - with
photography as the humanising eye of industrial
and globalising advancement?
As John Tagg would have it, in his book The
Burden of Representation (1988), photography
became established as an institution of power
to enforce its status as an agent of truth-giving
and, from the nineteenth century onwards, the
photograph has continued to be used as scientific
and legalistic evidence. Yet, as cultural theorist
Susan Sontag and artist John Hilliard have drawn
our attention to, there lies a glitch in this use of
the photograph as a source of objective ‘truth’:
its potential to fabricate. Sontag leads us to the
partisan, and sometimes beautifying lens. Hilliard,
in Cause of Death (1974), addresses the specificity
of photography as a medium and its uncertainty
as a representational device, and leads us to think
about its status within the visual arts. Of course,
since digital software became readily available,
the manipulation that was always inherent in the
photographic has become increasingly apparent.
I believe that there remains a largely unwritten
account of the role of photographic discourse in
the West Midlands in foregrounding a number of

Let Me Re-phrase That
by Sonia Boyce
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these issues and associated artistic agendas in the
UK. Here one could talk about key figures like Derek
Bishton, Brian Homer and John Reardon who, from
their own photographic and community-based
activism, founded and sustained Ten 8 magazine
from 1979 until it folded in 1993. Ten 8 was a much
sought after journal that attempted to reconcile
practice with theoretical insight and was capable
of embracing diverse issues, from discussion of
representational strategies – often somewhere
between documentary imagery and constructed,
staged images – to questions of gender, nation,
race, landscape and technology. As part of the
dialogue spearheaded by Ten 8 there were also the
celebrated photographers Vanley Burke and Pogus
Caesar, both known for candid capturing of the lives
of communities in Handsworth since the 1970s.
This dialogue was built upon by contemporary
artists such as Turner Prize nominee Richard
Billingham, noted for his photo-book Ray’s a laugh
(1996) and Stourbridge-born artist Yeu Lai Mo
whose video installation Service, kissing, licking
(1997), employs a direct restaging of the take-away
encounter.
My own introduction to these discourses
emerged whilst I was an art student on the Fine
Art course at Stourbridge College of Art in the
early 1980s. There, I was taught by photography
theorist John Taylor (also a key contributor on the
editorial team of Ten 8 magazine), who writes about
photography and the British landscape, as well
as by Art & Language founder David Bainbridge
who, by the early 1980s, was himself producing
documentary images. I can’t quite remember how I
came to meet Laxmi Jamdagni, a community-based
artist running a photography project with young

Asian women in Birmingham, but meeting her
cemented my own interest in the possibilities of the
photographic. This extraordinary hive of activity,
I think, set the backdrop to my own developing
frames of reference and continues to inform my
thinking.
Other artistic practices amongst the
submissions for this year’s exhibition raised debate
amongst the selectors that seemed to re-rehearse
discourses on gender, the performative, queer and
culturally-diverse aesthetics, amongst others. We
were particularly taken with those artists who
sought to take an imaginative leap forward from
familiar forms and approaches. We were delighted
by the various forms of wondrous fabrication. Many
submissions employed a seductive materiality –
and there were allusions to the body as excess in
many of the works, sometimes made sincerely and
sometimes with a sense of comedic flair. Again,
Susan Sontag, this time in her essay ‘On Camp’,
provides a lucid interpretation of how excess
can be used, and why it remains important. I
wonder to what extent the evidence, this year, of
a renewed emphasis on the haptic harks back to
an earlier ‘Arts & Crafts’ sensibility that sought the
particularity and allure of materials as a way to
define the human subject – one that was distinct
from the processes of industrialisation. Perhaps,
for our times, the works attempt to rebuild a
relationship with our post-industrial, post-digital
age?
Sonia Boyce is an artist and Professor of Fine Art,
Middlesex University and of Black Art and Design,
University of the Arts, London
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Laura Haycock - A Homage to Venus, Front Facing (2015) (detail)
Photographic print, 76 x 51 ins
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Prior to becoming a curator I studied art history
and, when seeing new art for the first time, my
tendency is to consider whether it is reminiscent,
or at worse derivative of, another artist or ‘school’
within the recent past. This is an understandable
trope, as we all learn by mimicry, and an
inspirational teacher or discovery of a preceding
artistic innovation or style can play a pivotal role in
an emerging artist’s development.
As the recent exhibition at Tate Modern, The
World Goes Pop illustrated, sometimes similarities
or shared concerns between works made in a
different place or time are pure coincidence, or
even serendipity. The exhibition presented work
from around the world, from the 1960s onwards,
revealing how pop as a style and attitude went
beyond the American and Northern European
narrative that had previously been ascribed to this
movement. The exhibition’s more complicated
history of paths crossed and unexpected alignments
formed was truer to how the course of art practice
unfolds. Art history, like any historical account,
prefers a linear trajectory and it is only in the last
15 years or so that revisionist histories have started
to be written by both university departments
and museums seeking to incorporate multiple
viewpoints. I was recently doing a studio visit with
a Korean artist studying for his MA in a British art
school; he vehemently contested mention of works
of the post-war New York School of Painting in
relation to his own process-led, abstract painting,
saying that these specific cultural examples
meant nothing to him. Instead it was the history
of Korean post-war art that was more important
to contextualise his approach, with its traumatic
ruptures and distinct traditions. This conversation
reminded me that we must each caution against
assuming that our own cultural perspectives are
relevant to others, and be open to the plurality of

styles, interests and forms that contemporary art
takes today.
Ultimately, for an emerging artist struggling
to make a new and distinct contribution, the task
is to articulate a unique voice, whether or not this
is formed through knowing allusion to past or
present references. That might be developing a
new method of using a medium, or of expressing
an idea or representing a subject (whether age
old themes such as portraiture or landscape, or
new concerns relevant to the 21st century). When
you see something truly original, it stands out
immediately and offers an emotional and sensory
‘hit’ that defines great art as much as eliciting an
intellectual response. It is a stand out work like this
that changes the course of history.
One of the most pleasurable things about
selecting open submission exhibitions is doing so
with others whose opinions you respect and always
find interesting, even if they differ from your own.
Selecting with Sonia Boyce and John Stezaker for
this year’s New Art West Midlands was a particular
pleasure. Both are artists who have an important
position within their generations and have been
at the forefront of a peer-led ambition to offer
perspectives and ways of making art alternative
to those which went before them. At the same
time they understand what it takes to develop a
singular means of expression, and to stay true to
this over the course of a long and distinguished
career. Both Boyce and Stezaker have also been
highly influential and supportive as teachers and
can appreciate at first hand the pressures facing art
students and graduates today.
A work that we unanimously agreed to be
highly original was Kiriaki Hajiloizis’ Switching on
Invader Network (2015), which reflects upon the
Turkish invasion of Cyprus in 1974. It is technically
dextrous in its manipulation of computer rendered

What is New about the
Art of the West Midlands?
by Katharine Stout
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video collage using found footage of historic news
reports, cartoons and clips taken by the artist
with a hand held camera, presented against the
back drop of an accompanying soundtrack. Rather
than providing a documentary narrative of the
traumatic events, the film offers a much more
personal interpretation by the artist, who was born
in the UK to Cypriot refugees; it juxtaposes scenes
of violence and exodus inflicted on the citizens of
Cyprus with more playful cartoon cruelty, alongside
deploying recent video clips of Hajiloizis’ family life.
Another work that also prompted an immediate
visual, if not gut-wrenching response was Jack
Marder’s Full Moon, Half Moon, Total Eclipse
(2015), which is a gruelling yet totally captivating
six minute, full screen portrait of excessive overindulgence. Wittily exploiting the aesthetics and
preoccupations of a ‘You Tube generation’, the work
responds to an online phenomenon in South Korea
in which people live stream themselves eating,
sometimes generating paying viewers; this is a
food phenomenon called mukbang - a combination
of the Korean word for eating (muk-ja) and
broadcasting (bang-song). Marder’s choice of sickly
sweet Jaffa cakes also recalls ongoing public health
discussions about the bad eating habits of children
today, particularly in Britain and America, and
the resulting obesity that is apparently epidemic
in some regions. The excessive visual quality and
‘in your face’ camera framing is reminiscent of
American artist Ryan Trecartin, acknowledged as
one of the first artists whose work reflected the way
in which his peers were using You Tube as a tool for
experimenting and communicating. Yet Marder’s
work is unique in the way in which he finds his
own humorous and visceral language for exploring
contemporary themes.
It is sometimes the works that you can’t
initially grasp, yet find intriguing enough to spend

time with, that come to have powerful resonance.
The titles of Frederick Hubble’s works such as
Harvesting dew to make a cup of coffee with, in
order to better understand the morning (2015) or
The Happiest I’ve Felt in a Long Time (2015), hint
at the romantic impetus behind his installations
made of precisely selected found and amended
objects and videos. Seeking to understand and
celebrate the flaws and pleasurable moments of the
everyday, there is a playful poignancy and sincerity
in his philosophically driven, visual investigations.
It is noticeable that many emerging artists are
deliberately reinventing identifiable objects in
their sculptural practices, whether through use
of art historical or more colloquial references.
Lesley Whitehead’s After 4 Square (Walk Through)
(2015) offers homage to Barbara Hepworth’s 1966
bronze Four-Square (Walk Through) in the form
of a scaled-up version of the sculpture made of
manufactured insulation material. Whitehead’s
new version, accompanied by a miniature bronze
maquette, playfully challenges the aspiring
monumentality of modernist sculpture. Corey
Whyte’s expanded polyurethane foam versions
of kitsch Christmas totems, cast in garish colours
such as Fallen Snowman (2014) and Reindeer
Totem (2014) offer grotesque, baroque versions of
seasonal merchandise that question the excesses of
consumer culture.
The impasto painting style of Esme Dollow’s
still life studies of cakes and pastries emphasises
the indulgent quality of her depicted subjects. The
artist’s focussed scrutiny of seemingly familiar
objects gives her subjects a disconcerting quality,
which abstracts them from their everyday reality.
Dollow’s expressive, figurative paintings reflect
a noticeable resurgence of interest in forms
of representational painting that are perhaps
reminiscent of artists associated with the School

Image on previous page:
Jakki Carey - Ís (2015) (detail)
HD video, 4 mins
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of London in the 1970s, such as Frank Auerbach,
R.B. Kitaj and Lucian Freud. The quest to represent
an impression of an observed subject or scene,
alongside more imagined themes can also be seen
in the works of Lucy Andrews, Kyle Cartlidge or
Dawn Cope. Lucy Andrews’ small scale paintings
explore the relationship between the human body
and water, whether contact is made via rituals such
as baptism, or through more tragic circumstance
such as the relentless drownings of desperate
immigrants traversing the Mediterranean sea.
Kyle Cartlidge’s blanked out portrait studies revel
in the materiality of paint, offering uncanny yet
possessing portrayals of his sitters. Dawn Cope’s
bleak landscapes appear more dreamlike than
real, their graphic quality giving them an arresting
presence which heightens the sense of anxiety or
fear that they convey.
There is a pronounced feminist impulse
behind many of the works submitted this year,
though the more successful are those that deal
with personal, subjective senses of identity rather
than attempting to represent collective, or more
generalised concerns facing women today. Ali
Gibson’s installation Vomit in Pink (2015), stands
out as a poignant tongue-in-cheek exploration of
what it is to be an individual within a governed
society seeking to regulate and install order.
Using her own history, alongside explicitly
acknowledging art historical precedents within the
piece, she questions how a woman’s aspirations
and positioning can thrive or be thwarted within
established social codes and systems. Sarah Fortes
Mayer’s works respond to the invisibility of older
people in society. Her sculptural installation,
The Afternoon of Life (2015) uses her own body
as a template to offer a physical reminder of the
realities of the ageing process. Laura Haycock
photographs herself in visually arresting poses that
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directly reference the 17th century oil paintings of
Spanish painter Velasquez, setting up a different
relationship between subject, photographer and
viewer from the more traditional ‘gaze’ of the male
artist upon female sitter. In doing so she identifies
and questions the power balance between subject
and spectator.
Eleisha Gordon explores the identity politics
of black hair in her sculpture and film work, Afro
Politics (2015), considering the way in which
it denotes political and cultural significance,
particularly in relation to black personal histories,
including her own. The large scale ‘mushroom
cloud’ sculpture made up of barber shop hair
cuttings has a sense of the baroque, especially
when shown alongside a film of close-up shots
that exaggerate the blackness of the filmed
protagonists. Juliana Kasumu’s vibrant photographs
explore the symbolism of African hairstyles within
contemporary society and pop or fashion culture,
in particular Irun Kiko (the traditional Nigerian
method of hair threading, which originated within
the Yoruba tribe). As an ongoing project Kasumu
explores current notions of beauty held by West
African women and how these either confirm or
rebel against prevailing European conventions of
beauty.
Tina Mirisharifi’s photographs and video
works also explore current social conventions of
how women portray themselves; she reflects upon
her experiences in her home country of Iran and
the stories of Iranian women who are fighting
for freedom of choice and expression. Her series
of small photographs, Look how authentic we
are (2015) sets out to question authenticity and
autonomy, in relation to notions of representation
within an art context, and wider social frameworks.
Amber Whittaker works with a variety of media,
including painting, drawing, photography and

digital media; at the core of all her work is the wish
to explore the experience of being socially and
sexually disembodied, from the viewpoint of a trans
person. The imaginary, often Surrealist beings she
depicts are other worldly and celebratory.
Amongst such a diverse range of artists and
works (including many more not discussed in this
text), one shared characteristic is perhaps the use
of humour or wit, whether tackling charged and
complex themes or more formal concerns. Above
all the works are visually engaging and thoughtprovoking. This year reveals once again that there is
much that is new and innovative about work being
produced in art schools across the West Midlands.
Katharine Stout is Head of Programme,
ICA London

Image on next page:
Claire Buckerfield - PTR, CMYK (2015) (detail)
Paper, marker pen, cardboard, emulsion, 244 x 549 cms
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Theo Ellison - Heavy Lies the Crown (2014)
Photograph, 44 x 60 cms
Image on opposite page:
Thomas Humphries - Sun/Stone (2015)
Ink on paper

Amber Whittaker - Green Dress (Garden) (2014) (detail)
C-type print on dibond aluminium, 20 x 16 ins
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Bodily experience in water is the main preoccupation of Lucy
Andrews’ work. The experience of immersion and dissolution,
and the external and internal nature of water itself, also prompt
her wider meditations on the interconnectedness of our bodies,
water, nature and the cosmos.
Andrews’ depictions of bodies descending or ascending in
water, or floating without movement or resistance, call to mind
some of the most elemental and spiritual acts of which the
body is capable – birth, baptism, ritual cleansing, death and
perhaps even rebirth. Water is the sustaining force and origin of
all life on the planet – primal cells, after all, emerged in primitive
seas. An encounter with the sea is also an encounter with the
unknown – the unfathomable depths of water.
Others of the artist’s works have used inky black water in
low trays to inscribe new, abstracted patterns and surfaces
upon metal grounds. Residues of ink and traces of the rippling
movement of the water left to dry upon the panels have created
a seemingly endless variety of pattern. Andrews notes that
“water as a substance becomes memory; it grabs and eats a
trace from all that it has skimmed, bathed or rolled across. It
carries away bits of atoms, elements of energy and bubbles of
subterranean gases”.
While it is also a place of extreme danger and power, the
sea is often perceived as the last free place on earth. Beyond
territorial coastal waters, over the horizon, lie possibilities of
freedom and paradise for many. Recent and current refugee
crises in Europe and elsewhere afford Andrews’ paintings a
particular poignancy and urgency. The small oil paintings,
Shore (2015) and Beached (2015) shown in New Art West
Midlands 2016, depict drowned bodies on shore lines, slowly
dissolving into their surroundings.
Beached (2015)
Oil on aluminium, 19.5 x 25 cms
Shore (2015)
Oil on aluminium, 18 x 25 cms

Lucy Andrews
Birmingham City University
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Rachel Bint’s The Margin (2015) is a series of photographs
that charts the artist’s walk along Hengistbury Head,
a headland jutting out into the English Channel. Bint’s
fascination with the coastline stems from her experience
of growing up in the Midlands, far from the sea, and
from her attendant curiosity to explore the liminal space
between land and sea. Her photographs are framed to
emphasise the meeting point between them.
Bint’s images were taken from various viewpoints all
within one mile of each other (though not equidistant).
Despite the undocumented expanses of ‘missing’
coastline between them, when installed on a wall, the
photographs convey a sense of continuous shoreline.
The border between sea and land is redrawn by
each tide, by the repeated action of waves washing
in and out. Echoed by the process of taking each
photograph, Bint’s work presents to viewers her own
visual re-configuring of the coastline. It cleverly alters
and questions its continuum, presenting it as dynamic
(as always changing and temporary). Her photographs
draw attention to their framing: containing only beach,
shoreline, sea and headland, collectively they foreground
temporality, process and repetition.

Untitled (The Margin 1) (2015)
Photograph, 53.3 x 43.3 cms

Rachael Bint
Coventry University
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Untitled (The Margin 2) (2015)
Photograph, 53.3 x 43.3 cms

Untitled (The Margin 3) (2015)
Photograph, 53.3 x 43.3 cms

Untitled (The Margin 4) (2015)
Photograph, 53.3 x 43.3 cms

Untitled (The Margin 5) (2015)
Photograph, 53.3 x 43.3 cms

Incorporating performance and processes of trace and
repetition, Claire Buckerfield’s practice pushes the boundaries of drawing. Her three-dimensional works explore the
immediacy and energy of drawing when applying marks
to a surface, especially when those marks are produced
on a large scale. The various capabilities and movements
of the artist’s body during her mark-making process are
fundamental to the outcome of the work and account for
slight variations in the quality of every drawn line.
The immersive PTR, CMYK (2015), particularly, explores the limitations of the body: of its reach, stamina
and the strength of its muscles. Repeated lines drawn in
pen in various densities along the length and height of
the wall foreground the active and performative nature
of Buckerfield’s works. She introduces obstacles into the
drawing process too. Three-dimensional boxes attached
to the flat plane of the wall serve as geometric forms that
must be negotiated in relation to the pens that she uses
and the shape and size of her own body. They afford the
drawing a further dimension.
Combining everyday coloured marker pens and
paper with disposable cardboard boxes, PTR, CMYK
(2015) also subtly undermines a traditional hierarchy
of materials for use in art, questioning what should or
might be considered the nature of ‘high art’. The title of
Buckerfield’s piece refers to the standardised colours
used in contemporary commercial printing processes –
cyan, magenta, yellow and black – and meditates on the
processes used to mix, display and develop colours within
both digital and analogue image production.
PTR, CMYK (2015)
Paper, marker pen, cardboard, emulsion, 244 x 549 cms

Claire Buckerfield
University of Wolverhampton
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Emma Byrne’s sculptural work investigates stereotypical
gender associations via the interplay of minimal form,
materials and seductive colour.
The artist’s colour palette is derived, typically, from
the aesthetics of contemporary cosmetic products such
as blusher and eye shadow. Deploying household gloss
paint and more sumptuous materials such as gold leaf
and flock, the sculptures are tactile – although touching
is prohibited. Byrne combines her materials to create
a sense of desire and lust in the viewer that mimics
consumerist experiences. This emotive effect is further
heightened by scents: the paraffin wax element of PDL
2 (2014), for instance, is injected with the pheromone
Pentadecalcatone (PDL). PDL, a particularly attractive
musky scent, is produced naturally by glands in the male
armpit and is frequently used synthetically in aftershave,
soap and deodorant as a means of attraction.
The forms of Byrne’s work are inspired by minimalist
sculpture (a stripped-down, highly geometric and ordered
approach to creating structures dominated by male
artists in the late 1960s and early 1970s) and by differing
opinions on the ideal female form. Both The Golden Gap
(2014) and 36-24-36 (2014) engage with the quest for an
ideal body shape and size as proposed and perpetuated
by contemporary media imagery. These works’ titles
refer to measurements that mark out idealised standards
of ‘the body beautiful’ – measurements of the thighs, and
hips, waist and bust respectively – the ‘vital statistics’.
Process is a significant part of Byrne’s practice.
Her constant sanding, smoothing and polishing of her
sculptural surfaces and application of alluring textures
and scents mimic the striving for perfection to be found
within the fashion, beauty and cosmetics industries.

Emma Byrne
Birmingham City University
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The Golden Gap (2014)
24 carat gold leaf, gloss paint on wood, 37 x 8 x 8 ins

At Jökulsárlón in Iceland, the great glacier
Breiðamerkurjökull melts into the sea at an everincreasing rate as the climate warms. Behind the
lagoon, the icy landscape is blackened by the ash of
Eyjafjallajökull, the volcano that erupted in April 2010,
producing a thick cloud in the skies above and bringing
the world’s airlines to a standstill. Visitors to Jökulsárlón
are now guided to the spectacle in a system that the
locals call ‘the tourist conveyor belt’.
With its effusive, crisp palette of sea-green and
brilliant white, Jakki Carey’s painterly, unenhanced
and unedited video work Ís (2015) was filmed at the
Breiðamerkurjökull glacier. She stood perched on the ice
edge holding her camera against the winds of a strong
gale to capture a distinct moment in time and place – a
place which will never be witnessed in exactly the same
way again. The translucent ice floe, melting before our
very eyes, slowly creeps in and floats across the bottom
of the picture, appearing to signal a direct warning from
nature. The soundtrack of battering wind is a reminder
that this nature is not a benign entity outside ourselves to
be observed and cosseted.
Carey makes videos, sculptures and installations
that aim to translate the unexpected, the serendipitous
and things that happen in the moment of making, when
the graft and skill of craftsmanship and the spontaneity
of play act as inroads into understanding materials and
exploring relationships between the controlled and the
accidental.

Jakki Carey
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Ís (2015) (video still)
HD video, 4 mins

As a mixed media artist driven by the material qualities
of oil paint, the majority of Kyle Cartlidge’s most recent
paintings focus on portraiture and studies of human
nature. The source of the paintings is lived and observed
life. They also flicker with a sense of nostalgia. The artist
speaks of growing up in post-industrial Stoke-on-Trent,
with nothing to explore but the “wasteland” of the city as
he saw it. The works serve to draw comparisons between
his adolescence and his current life as an artist: finding
something new and exciting every day within ordinary
life.
Alongside documenting the topography of his home
town of Stoke-on-Trent and its inhabitants, Cartlidge is
interested in what it is like to be an artist in the digital age
(an age in which information is disseminated 24/7 in a
continuous flood of mediated imagery and social media).
It is the age of self-editing. Through his work, Cartlidge
observes the changes in human habits as technology
intrudes on daily life, with the constant need to be seen
and heard via smart phones and social networking
sites. That the main subjects within his portraits have
been stripped of any real identity, like a faded memory
or a face in the crowd, marks them out as anonymous,
contemporary figures in a political sense.
Cartlidge’s paintings, typically, are built up through
a number of thick impasto layers of marks. The painted
marks of The King (2015) and Doubt Adorns the Head
that Wore the Crown the Night Before (2015), both oil on
canvas, are highly textured. The colours are lurid and
unnatural. Often squeezed straight from the tube, the
application of paint brings an urgency to the work.
The King (2015)
Oil on canvas, 24 x 30 ins

Kyle Cartlidge
Staffordshire University
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Dawn Cope’s paintings depict desolate spaces devoid of
human presence. With their monochromatic palette, they
appear stark and have a deliberate sense of drama and
intrigue about them.
Cope’s approach is highly controlled, both in
relation to her choice of colour and to creation of her
painted surfaces. She is interested in the materiality of
paint. Borderline (2015) was inspired by a photograph of
Blackpool Pier, but the painting becomes removed from
this literal reference by means of a process through which
Bint reduces detail to a minimum, emphasising tone and
texture. The sky is heavily textured, almost scratched into
the surface of the painting, and the stark white line of
the edge of the pier creates a powerful perspectival line
which sweeps across the work. Both Interminable (2015)
and Narcissus (2015) have an abstract quality, created
through the use of close-up framing. As in Borderline, this
has the effect of removing them from any recognisable
context.
As is made explicit through each work’s title, the
landscapes in Cope’s paintings refer to fear of death and
the unknown and other states of mind. The Narcissus of
Greek myth, for example, drowned after falling in love
with his own reflection.

Dawn Cope
Staffordshire University

44

Borderline (2015)
Oil on board, 60 x 85 cms

Interminable (2015)
Oil on board, 60 x 85 cms

Bethany Dartnell is a devotee of architecture and makes
intricate drawings and prints that explore the hodgepodge assemblage of Birmingham’s city centre buildings,
for which she holds a particular fondness. Taking
inspiration from buildings such as The Woodman pub,
Curzon Street station and the Hyatt Regency hotel,
Dartnell’s drawn interpretations of them become part of a
process of experimentation. Depicting an entire building
or part of one, and focussing on particular, easily
overlooked architectural features, the drawings are often
made using black ink. Built up in layers and repeatedly
smudged and rubbed, their making reflects the artist’s
obsessive engagement with her subject matter.
Dartnell’s drawings and prints vary in size and
make use of different surfaces including paper, card
and calico affixed to the wall with dressmaker’s pins. The
way that she elects to present her work, with a collection
of drawings and prints presented together on the wall
(rather than as discreet objects), is intended to echo
the fragility and uncertainty of the architecture that
provides her subject matter. It is akin to the patchwork
quality of Birmingham’s buildings – architecturally
diverse, frequently re-envisioned and re-built, and always
changing.

Bethany Dartnell
Coventry University
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Existence (2015) (detail)
Mixed media: collection of prints, polaroids, texts, calico, nails

Rosa Denby’s paintings explore the genres of selfportraiture and abstraction while referencing, perhaps
unconsciously, the paintings of female Pop artist Pauline
Boty. Describing her work as intentionally discomforting,
her painted surfaces are obscured, layered over and
partitioned by sweeping strokes of colour which interrupt
the black and white portraits underneath and result in a
collision of ‘realistic portraiture’ with rapid brushstrokes
and abstract mark-making. Scraping into and removing
layers of paint on the canvas are part of her process, as
is the ritual of labelling and branding her name (Rosa)
into the canvas.
 	 Denby conceives of the motion of her brushstrokes
and her processes of layering as destructive actions
which enable her to express feelings of multiple anxiety.
Lack of control and contradiction are important elements
of the paintings and the process of their making (ie from
depiction of an ‘accurate’ self-portrait image in black and
white, to ‘attacking’ the canvas and scraping its surface,
to the free flowing paint strokes that are added at the
last moment). Denby sets out to achieve a “carefully
balanced level of contradiction” between her desire to
depict a coherent self-image and “to wipe the slate clean
with a new act of painting”. While it is auto-biographical,
Denby also speaks of her disconnection from her work
when she is making it. In the triptych Three Rosas (2015),
the ribbons of colour attempt to frustrate the represented
Denby’s sightline as she struggles to look above, through
and below them. Rosa (2015), a much larger self-portrait,
provides a clearer view of the subject, eyes wide and
pronounced as they meet and return the viewer’s gaze.

Rosa Denby
University of Wolverhampton
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Rosa (2015)
Oil on canvas, 48 x 48 ins

Esme Dollow’s work plays with ideas of desire, the
everyday and nostalgia. Her three small-scale paintings
included in New Art West Midlands 2016 – The Fools
(2015), Not to be Forgotten (2015) and The Invitation
(2015) – are beautiful renderings of cakes and pastries,
iced buns and Cherry Bakewell tarts set against
backdrops of muted colour. She creates intimacy and
stillness through the scale of her work and the close-up
portrayal of its subject-matter. While she intends her
depictions to have the appearance of the everyday, the
way in which her cakes are presented removes them from
familiar contexts and thus creates ambiguity.
Not to be Forgotten (2015) depicts a single iced bun;
the colours of the icing are emphasised, as are the texture
and folds of the pastry. The backdrop is nondescript.
As viewers, we are being asked to consider the visual
qualities of the iced bun, and its allure for us as an edible
and enticing treat. The Invitation (2015) portrays three
iced buns, still in their packaging but open to the air;
Dollow shows their ornamental value as they sit on a
doily that spills across the wooden surface on which the
buns rest.
These intimate paintings present a distinctive take
on still life painting, conveying the indulgence of Dollow’s
subject-matter with an ambiguity and abstraction that
estranges it.
Not to be forgotten (2015)
Oil on canvas, 8 x 12 ins
The Invitation (2015)
Oil on canvas, 12 x 16 ins

Esme Dollow
Coventry University
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Katie Eccleston’s film A Craft Process (2015) comprises
a series of short, collage-like films of processes such as
weaving and picture frame making, celebrating the handmade in a digitally driven world.
Eccleston’s filming creates a series of rhythms and
movements. A close-up frame of a girl weaving shows only
her arm and hand orchestrating the loom. One becomes
immersed in the process through the sound and motion
of the shuttle as the weaver sends the loom flying across
the wefts from left to right, the warp-beam pushed in and
out to create another line of threads to form the cloth.
These movements and sounds have a therapeutic quality.
Repeated for a short time, the scene then changes to a
close-up of a frame being constructed. Again the focus is
on the maker’s hand and the machine. As viewers, we are
invited to see only the making process, not the finished
product.
Eccleston’s film is a poignant reminder of the
educational value of, and personal fulfilment to be
gained from, learning and mastering craft-techniques.
Its focus on the person and the machine emphasises
their necessary interaction – the need for both to work
together – and contributes subtly to debates concerning
the 21st century workplace and its replacement of
individuals’ skills by machines.

Katie Eccleston
Birmingham City University
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A Craft Process (2015) (video stills)
Video

Working primarily with photography, particularly portrait
photography, Theo Ellison’s work abstracts, deconstructs
and re-constructs archetypal imagery for the purposes
of iconoclasm (the religious or politically motivated
destruction of religious icons or other iconic images). He
sets out to achieve a tension between the known and the
unknown, defamiliarising the familiar to cultivate new
interpretations of it.
Heavy Lies the Crown (2014) uses an image of
Queen Elizabeth II, but something is not quite right
about this ubiquitous portrait: those are not The Queen’s
eyes. Ellison distrusts iconography and questions the
power of iconic images within popular consciousness. He
attempts to make the familiar unfamiliar by using
juxtaposition of what surrealist André Breton described as
two or more ‘distant realities’. This is the structure of the
‘uncanny valley’ hypothesis, in which the familiar and the
unfamiliar merge to create dissonance, and it is through
this process that Ellison aims to cultivate the abject and
the kitsch out of what may be considered perfection or
tradition.
Heavy Lies the Crown (2014)
Photograph, 44 x 60 cms

Theo Ellison
Coventry University
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Rebecca Fellows’ installation 0-lift-off (2015) mimics the
component parts of a polystyrene model aeroplane kit
to explore the nature of play and relationships between
form, pattern, repetition and logic, and to suggest ways
in which human beings can escape the monotony of
modern life through use of their imaginations. Fellows
often deploys items of perceived nostalgic value in
her work to draw out significance from the seemingly
insignificant. She aims to bring to life objects
conventionally part of the fabric of the banal and the
everyday
Reminiscent of the work of Belgian assemblagist
Panamarenko, 0-lift-off explores the mechanisms of
play by prompting viewers to consider how they will
put together the aeroplane for its first flight. As Fellows’
title suggests, however, in reality the plane will never fly:
the heavy-weight nature of its components’ industrial
feet render it impossible to construct. Through viewers’
mental-making of a complete ‘Mitsubishi Japanese Zero’
toy airplane, the logical conclusion of which (its first
flight) is disrupted, 0-lift-off is intended to trigger other
possibilities of engagement.

Rebecca Fellows
Birmingham City University
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0 Lift-Off (2015)
Dimensions variable

Sarah Fortes Mayer’s work addresses the process of
aging and her perception of the invisibility of older age
people in contemporary society. Her polystyrene foam
sculpture, The Afternoon of Life (2015), explores the
vulnerability and fragility of the ageing body. When
polystyrene is used as a building material, while playing
a vital role in construction, it is usually hidden from sight
between bricks and window frames. Fortes Mayer alludes
metaphorically to this invisibility when deploying it for
her own purposes.
The Afternoon of Life (2015) consists of a polystyrene
foam female figure balanced horizontally atop a deep
scarlet coloured plinth. Fortes Mayer used her body
as a mould for the sculpture, and then initially made
casts from different materials. The cast body presented
here is tilted and looks unsteady. Both the sculpture’s
positioning and the material from which it is made (which
has yellowed and fractured, creating deep fissures in its
surface as well as broad white sweeps which seem flat
and smooth) suggest vulnerability. Yet the raised left
arm suggests defiance. For Fortes Mayer this gesture
represents a plea for recognition and notice as the older
person sinks into oblivion.

Sarah Fortes Mayer
Birmingham City University
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The Afternoon of Life (2014)
Wooden plinth, red gloss paint, extruded polystyrene foam
165 x 150 cms

In paintings made over a three year period, Jack Foster
has developed motifs to explore diverse subjects including
pilgrimage, superstition and painterly abstraction. His
interest in chaos and pattern resulted in development of
imagery of the laboratory apparatus, the Skinner Box,
used in the study of animal behaviour to monitor actions
such as pressing a lever or response to stimuli such as
light or sound signals.
In a group of paintings including Cloth (2015), Foster
considers Type 1 and Type 2 pattern seeking errors made
by the human brain. These typologies – false recognition
of a pattern where there is none; failure to recognise a
true pattern – are sometimes used in anthropological
explanations of superstition. The group as a whole aims
to produce intentional and unintentional, and real and
false patterns and relationships between the individual
paintings.
Cloth (2014)
Acrylic and oil on canvas, 43 x 30 cms

Jack Foster
Coventry University
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Narratives lie at the heart of Chervelle Fryer’s illustrations.
Whether these relate to contemporary political issues,
ideas of beauty or the natural world, Fryer’s distinctive
pictorial language and style give each of her pieces a
sense of urgency.
The Price of Meat (2015), for instance, considers the
environmental impact of large scale meat production
for global consumption. Fryer’s digital print imagines a
scene of destruction as a result of the world’s insatiable
appetite for cheap meat. In the work, the creation of
grazing land for cattle has not only caused deforestation
on an enormous scale, but the destruction of the natural
habitats of many native creatures. The deforestation is
depicted in the form of a blazing figure of a jaguar whose
fur is studded with tree stumps – the jaguar being just
one of many animals whose habitats are being destroyed
by greed.
Activist group The Knitting Nannas Against Gas
(KNAG) provide the source material for Fryer’s detailed
digital print Seniors against climate change (2015).
The mild-mannered ‘Nannas’ note “we want to bring
attention to our movement and to what is happening,
gather supporters and media attention, so we can bring
a halt to unsustainable and downright idiotic projects”.
Fryer’s work relates the story of this Australian political
community via the central motif of a dove sporting a
knitted green coat, perched on the shoulder of a woman
with grey hair. This work is a call for peaceful protest
against the use of non-renewable energy sources across
the globe and, like The Price of Meat (2015), tackles
significant political and social issues head-on.
Seniors against climate change (2015)
Digital print, 29.7 x 42 cms

Chervelle Fryer
Coventry University
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Ali Gibson’s work investigates the politics of gender,
identity and equality in what is now known critically
as a ‘post-feminist’ age. Her wall-based installation for
New Art West Midlands 2016 is titled Vomit in Pink (2015).
In her discussion of the politics of difference, Gibson
uses neon pink to act as an ironic signifier. It is a colour
inescapable in today’s culture and, as Gibson’s title
suggests, potentially vomit inducing in its ubiquity. For
Gibson it signals her view of the contemporary West as
an Orwellian ‘Big Brother’ society.
Gibson displays her paintings and text-based works
together as a collection on a single wall, enabling interplay between them. Drawing on semiotics and using
text to de-contextualise the language of advertising, she
aims to create a space in which other meanings can be
considered and prevailing idioms challenged.
A painting included in her installation, Consumer
Consumed (2015), provides a list of “un-purchasable
items” in a woman’s life. It reads: Children £3.00, Orgasm
£69.00, Marriage £1.00, Pleasing £8.10, Loving £77.00,
Ironing £99.99, Appearance £5.10, Nurturing £1.21, Career
£89.15, Equality – Priceless, Total Price Payable £20.15.
The painting reminds of the poignancy of women’s history
and of their continuing fight for equality in an arguably
consumer-driven, patriarchal world.

Ali Gibson
Staffordshire University
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Vomit in Pink (2015)
Installation of paintings
Acrylic, spray paint, found objects, MDF
96 x 48 ins

What is blackness? What makes me black? These are
the questions Eleisha Gordon considers in her film and
sculpture installation Afro Politics (2015).
Using her own experiences of being a black female
and her insecurities about her appearance, such as
how dark her skin or how wild her hair is, Gordon’s work
attempts to make sense of how such insecurities can be
shared collectively between people of different gender
and heritage.
Afro Politics (2015) alludes to hair-care books and online tutorials on afro hair. The film’s close-up, split-screen
framing depicts short clips of a person manipulating
his/her hair: one side of the split screen shows the
gentle detangling of a knot, the other a faster action of
unravelling a twist. The contrasting pace and actions of
the short clips are synchronised with an African tribal
soundtrack, enhancing the film’s intense focus on the
hair and the repeated motions of twisting, unravelling
and untangling it. Parting of the hair reveals the person’s
scalp and hair roots, glistening from the incessant
movement and dividing actions of styling.
Presented alongside her film is Gordon’s epic-sized
sculpture made entirely of afro black and brown hair.
In the shape of a mushroom cloud, its form references
nuclear explosions. The hair is dense and thick, giving no
clues as to the sculpture’s internal structure. Dominant in
both shape and scale, Gordon’s sculpture is celebratory
in its embrace of afro hair while also challenging
assumptions about afro as a political symbol.

Eleisha Gordon
Birmingham City University
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Afro Politics (2015) (video stills)
Video

Kiriaki Hajiloizis was born in the UK to Cypriot refugees
of the Turkish invasion of Cyprus in 1974. Despite growing
up as part of a multi-racial and multi-cultural nation,
from a young age she has always been curious about
where people have come from, and questioned why she
is here when her wider family and home are elsewhere.
Describing herself as a product of post-colonialism,
Hajiloizis’ video art uses the aesthetic of her medium to
explore the fallibility and selectivity of collective memory
and recollection. In Switching on Invader Network
(2015) she exploits the transitory, fleeting nature of
video images from news footage and juxtaposes them
with snippets from cartoons that she watched as a
child. The film’s apparently jumbled form and staccato
presentation suggest that it is part political commentary,
part propaganda, part public information film and
part emotive, subjective reflection on the home of the
dispossessed.
Switching on Invader Network investigates, from a
personal, emotional perspective, the interpretation and
representation of an historic event. Hajiloizis’ material
is a dissonant assemblage of internet clips of videoed
news reports from the period of the invasion and personal
footage of the forbidden military zones established in
1974 filmed on a hand-held camera. The soundtrack
is a collage of voices with first-hand knowledge of the
invasion and a military melody that creates a dramatic
chorus. The film thus weaves a sound/image archive
in the form of a visual poem that drifts back and forth
between post-colonial history and personal memory.

Kiriaki Hajiloizis
Birmingham City University
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Switching on Invader Network (2015)
Video, 3 mins 36 secs

“You’re not the only one looking at me, I am returning the favour and
looking at you.”
Laura Haycock’s art involves reconsideration of the gaze from a female
perspective. At once their photographer, sitter, subject, object, viewer
and voyeur, her staged images challenge the relationship between the
woman photographed – herself – and the viewer. She confronts the
power relations that exist during the viewing process by channelling
her gaze back at the spectator – directly and through a hand-held
mirror. In all of the images she is holding a small black digital timer (to
be pressed when she wants to take the photograph). In conventional
self-images this would be concealed, but the visible presence of the
timer in Haycock’s photographs serves to signal to the viewer her
control over her own representation.
The three photographs from her A Homage to Venus series all
make reference to ‘old master’ images of women. Behind Facing
(2015) mimics Diego Velasquez’s painting The Toilet of Venus (The
Rokeby Venus), 1647-51, in its shape and form, and in the pose of the
figure and its use of the mirror. The darkened backdrop and lighting
emphasising the figure’s dimpled flesh in Front Facing (2015), are
intended to echo Rembrandt’s technique as seen in Bathsheba at her
Bath, 1654. The pose of Standing (2015) alludes to Hans Memling’s
early depiction of a female nude holding a mirror, in his triptych
Earthly Vanity and Divine Salvation, c.1485.
Haycock’s photographs intend a ‘re-staging’ and an attempt
to destabilise the imbalance of power involved in viewing, when
the person represented is objectified by the viewer. The artistsitter’s piercing gaze and intense facial expression are designed
both to highlight the imbalance and to create a certain amount of
awkwardness in the spectator, weakening his/her position. Haycock’s
presentations of her body also open up a further avenue of critique:
their visual alliance with the curvature and celebration of the flesh
of ‘old master’ paintings deliberately places them at odds with the
model, aspirational body type of today’s dominant culture.
A Homage to Venus, Standing (2015)
Photographic print, 76 x 51 ins

Laura Haycock
Birmingham City University
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The ways in which photography might exist in threedimensional space are a preoccupation of Georgia
Henn’s art, as she explores the physical and conceptual
boundaries between photography and sculpture. Typical
of her recent works are collages that examine how a
space can be fractured by using multiple images of the
same subject to represent a period of time rather than
a single moment. As reflected in both her subject matter
and materials, she also addresses what she describes as
“a collapse in psychological and physical order”.
Review on Thursday (2015) is a large installation of
seventy-four individual photographic prints encased in
3mm clear cast acrylic sheeting. Each of the photographs
stands proud from the wall, propped up by Perspex tubes,
thereby moving the images into the space of the viewer.
Collectively, the documentary photographs that make up
the work make a single image of the artist’s grandfather,
taken in an isolated hospital discharge room. Its
aesthetic, materials and subject give the work a clinical
feel; when seen as one image, it appears to both isolate
and rupture the body, making it dissolve into the walls
and into the ether. The effect is curious and melancholic,
at odds with what we might expect of a portrait of a
cherished family member.
Others of Henn’s photographic works examine the
body in extreme close-up. Such fragmented details
abstract it. Her focus on the form, tone and texture of
veined, bloodshot eyes, dry, cracked skin and the creases
in a pair of lips causes us to reconsider our relationships
with our own bodies and those of others, with health and
with the passing of life.

Georgia Henn
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Review on Thursday (2015)
Installation, 2.4 x 4 x 0.3 ms
74 x documentary photographs, perspex tubes and photographic display mounts

Hannah Honeywill explores how literary and philosophical
ideas of ‘aporia’ (or doubt) and the theory and material
nature of ‘the bend’ can combine symbiotically to widen
a queer understanding of the art object.
Often making reference to the body, works such as
Cup Spine (2015) and the reshaped chair of Unfunction/
Function (2011) investigate ‘the bend’ as disrupting a
common sense or status quo narrative, exploring how it is
coded and can function as a subversive tool within object
making and the artistic process of assemblage. The act of
bending creates a curve, distortion, misalignment or even
extension or prosthesis, and Honeywill considers whether
this signifier of subversion has the potential to invite
viewers to participate in an act of queer speculation.
She often deploys furniture as her material as it has
a strong history of functionality with which she is able to
play. The objects that she uses have an inbuilt invisibility:
they have become so familiar in our everyday lives that
we don’t see them anymore. By altering their form new
readings are initiated as Honeywill examines queer
methodologies and their associations with play, history,
silliness and absurdity.
Cup Spine (2015)
24 ceramic cups, 10 x 10 x 100 cms

Hannah Honeywill
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Frederick Hubble’s installations use R/romantic ideas to examine
philosophical concepts. While taking a conceptual approach,
he also exploits his work’s palpability to express a sense of
warmth and humour. He explores gesture and fragmentary and
existential ideas, often scrutinising the gallery contexts in which
his installations are shown as a form of institutional critique.
Collecting morning dew in order to better understand the
morning (2015) enacts an alchemical experiment that attempts
to combine two significant elements of the morning and its
associated rituals: one natural and one man-made. The work
is durational, recorded by a clock to reinforce the sense of
morning’s temporality: the slow-paced performance in the
video mimics the dawn in real time and occurs to the sound
of the dawn chorus. In the video Hubble collects the dew in
a ‘dew collector’ and, once enough water has amassed, he
makes a cup of coffee with it. Collecting morning dew… is a
quiet and contemplative work that attempts conceptually to
capture morning’s ephemerality, its meaning and how it feels.
It communicates personal experience whilst also attempting to
articulate a sense of shared, perhaps universal experience.
Hubble’s recent work engages with the notion of attempting
to connect or reconnect the conceptual with the real. In A
Box of Snow (2015) he focuses on the concept and reality
of distance, which he explores emotionally and physically.
With the aim of opening a dialogue and invoking an action
of collective exchange between people from different spheres
of life, he requested a box of snow to be posted from Italy to
England. Hubble attempted in vain to sustain the snow using
freezer blocks.
In his work The Happiest I’ve Felt in a Long Time (2015) a
roughly carved spoon sits in a vitrine, seemingly commenting
upon its grand gallery surroundings. The piece is humorous yet
sad, as the wooden spoon is traditionally given to losers. The
spoon itself has split whilst being carved and has been glued
back together, thus adding to its air of pathos.
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Harvesting dew to make a cup of coffee with, in order to better understand the morning (2015)
Video, 19 mins 46 secs, Stove top espresso maker, camping stove, glass mug, teaspoon, bag of coffee, television monitor

Taking cues from an eclectic mix of sources including art
history, philosophy and mysticism, Thomas Humphries
produces prints and drawings that walk a fine line
between the familiar and the alien, the figurative and the
abstract.
Colourful and highly abstracted works such as
Ladder (2015) and Sun Stone (2015) aim to engage the
viewer in a direct aesthetic experience informed by
Humphries’ research into the philosophy of mind. In
contrast, illustrative etchings such as Bat Being (2015)
carry allegorical or metaphorical meanings. His works
are purposefully wide-ranging and designed to operate
in counterpoint to each other, whilst also producing a
collective dialogue primarily concerned with relationships
between the individual, society and nature, and with the
interconnected patterns that underlie human culture.

Thomas Humphries
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Bat Being (2015)
Copperplate etching, 69 x 94.5 cms

Juliana Kasumu’s photographic practice analyses and
deconstructs the nature of contemporary West African
symbolism. Images of African hairstyles and hairstyling,
in particular ‘Irun Kiko’ (the Nigerian Yorùbá tribe’s term
for its traditional method of hair threading), become a
means of challenging and opening up for discussion
issues of identity as they relate to gender, race and
politics.
Irun Kiko (2015) is the title of Kasumu’s ongoing
portraiture project displayed in New Art West Midlands
2016. Influenced by the work of the late Nigerian
photographer J.D. Ojeikere (1930-2014), who also
photographed the styling of female hair, it looks at the
ways in which West African females might conform to
or rebel against white Western standards of beauty.
Contemporary society’s translation of traditional African
hair styles within fashion and popular culture trends
is a particular research interest, as is the way in which
many hairstyles are used today without understanding
their historical roots and significance, and in ways that
are far removed from them (a cultural appropriation and
misunderstanding with far-reaching political implications
and impact).
Kasumu’s dramatic black and white portrait
photographs display the intricate patterning, plaiting,
twisting, threading and styling of Black female hair.
Each frame is otherwise typically pared back, allowing
the textural, tonal and almost sculptural qualities of the
hairstyles themselves to be foregrounded. The portraits
often depict the back of a sitter’s head or show sitters
in profile with their hair covering much of their faces.
That the focus is always on the hair rather than the face
affords these works a powerful and unsettling quality.
Other photographs show an extreme close-up of a
section of styled hair, wherein the image becomes highly
abstracted.
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Irun Kiko 1 (2015)
Photographic print

Journey, storytelling and documentary lie at the heart of
Navi Kaur’s art, with timely issues relating to immigration and
community explored through digital photography and film. Kaur
works closely with her grandmother, Surinder Kaur, who was
born in 1947 in India at the end of the British Raj and relocated
to England in 1961. With a family member as her subject, the
artist’s exploration of the nature and meaning of displacement
thus has its roots in a personal perspective and is undertaken,
in part, with the aim better to understand her own cultural
heritage.
The series Budimom (2015), meaning grandmother or ‘big
mom’ in English, comprises three large photographic portraits.
Two of the images, featuring a photographic studio and a
tranquil harbour, present a marked contrast between the
subject, Surinder, and her surroundings. They evoke a sense
of the unusual and the unfamiliar, challenging what Kaur feels
are “typically British” scenarios. These inherently 21st century
environments, with their sense of vast scale, are at odds with
the subject, who shows signs of age and appears small by
comparison. As Surinder hides behind what seem, at first
glance, to be sunglasses, various questions emerge: where is
she, why is she there, what is she doing and why is she alone?
Kaur’s photographs explore xenophobic views – views that
make people feel small, uncomfortable, unwanted and out of
place. The fact that images are staged notwithstanding, they
convey Surinder’s clear sense of discomfort and vulnerability
in her surroundings – a feeling heightened by the knowledge
that she no longer has sight within her left eye. The clarity
and beauty of Kaur’s works nonetheless also give a sense of
optimism. Kaur feels it is her obligation to create images that
shine a light on the strong, independent and fearless female
immigrants living in the UK today – a project that is a world
away from conventional media portrayal of immigrants.
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Budimom at the Supermarket (2015)
Photograph

Daniel McClane’s work takes inspiration from, and
attempts to re-imagine, Renaissance still-life painting
from a 21st century perspective – a project akin to recent
reconfigurations of the still-life genre by artists of the
Düsseldorf School of Photography. Photography provides
McClane with the means to explore time as an ideological
construct, particularly how the idea of time can be
represented visually. It is a peculiarity of photography
as a medium that it can alter the viewer’s perception
of time and temporality: these days all of us assimilate
photographic imagery related to the passage of time,
with memories of real-life events often shaped and
cemented by photographic images that take the place of
the ‘real’.
For New Art West Midlands 2016 McClane presents
C-type photographic prints from his series Time
Visualised (2015). Featuring distinctive dark backgrounds
and dark wooden furniture, these works could almost be
read as hyper-realistically painted still-lives. Their use of
fresh and decaying fruit explicitly places them within the
context of an art historical lineage, the fruit providing a
richly symbolic and allusive marker of the passage of
time. The artist’s use of dramatic swirling smoke gives
each photograph a sense of mystery and strangeness
that also serves to obscure the sharpness and clarity of
the still-life tableau.
These works have been influenced by the work of
Swiss photographer Olivier Richon, who is similarly
concerned with contemporary representation of the stilllife object, the formal arrangement of objects, stylistics,
and the symbolic and allegorical. Like Richon, McClane
experiments with traditional visual systems of meaning,
allowing the viewer to interpret his work in a variety of
ways.
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Time Visualised #3 (2015)
C-type photographic print

Jack Marder’s sculptural installations, video works and
performances focus on cultural habits and contemporary
behaviours including indulgent internet use, voracious
consumption and capitalist-driven excess. Interested by
the extent to which screen-time now occupies our lives,
and by contemporary devotion to the consumption
of media, Marder explores the construction of virtual
personality on media platforms. He explores obsession
as spectacle, honing in on the emotional contradictions
associated with obsession and making specific reference,
in his latest work, to gluttony and waste.
The video work Full Moon, Half Moon, Total Eclipse
(2015) is in the tradition of endurance performance:
Marder dresses up in a wig and make-up and proceeds
to consume packets of a well-known biscuit until his
overeating triggers regurgitation. Through narcissistic
behaviours, changes of appearance to become
someone other than himself, and indulging in food
consumption or digital immersion, Marder emphasises
how the consumer has become numb to reality. He
also references the growth of self-advertisement on
internet-based media platforms such as Instagram and
YouTube. Simultaneously funny, hard to watch and
compelling, the work aims to eliminate the desirable
qualities of a brand in order to neutralise its power over
the consumer.
Marder’s installation made with expanding foam,
E90210 (2015), uses pastel, playful colours to reference
the synthetic and high sugar content of processed foods.
His use of painterly materials is suggestive of bodily fluids
and food substances and echoes the qualities of visual
merchandising designed to entice the consumer to buy.
His humorous title uses the Los Angeles zip code (the
home of many a Hollywood star and celebrity in Beverly
Hills) to create a new E-number that exceeds the numeric
limit of any existing E-number.
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Full Moon, Half-moon, Total Eclipse (2015) (video still)
Video

E90210 (2015)
Expanding foam, paint, plinth (diameter 60 ins)

Aimee Millward’s work is informed by exploration of the
relationship between the handmade gesture and the use
of digital technology in contemporary painting. Abstract
Expressionism, involving an approach to painting
characterised by gestural, seemingly spontaneous brush
work or mark-making, and the practices of contemporary
artists such as Albert Oehlen, Jacqueline Humphries,
Julie Mehretu and Dan Hays are particular influences.   
Echoing the practice of Abstract Expressionist painters, in
Millward’s work the gesture becomes part of the subject
matter; the process of making is an integral aspect of
the finished work. She applies gestural marks in oil and
acrylic paint to canvas surfaces using her hands as well
as paint brushes. Scale is significant: the artist notes that
she is interested in “intimate surfaces and overwhelming
sizes”. Indeed, some of her much larger works on canvas
have explored these effects, sometimes encompassing
entire walls.
Millward’s compositions are typically formed
by layering paint upon pixels digitally printed onto
paper. Her paintings often make reference to the post
eighteenth-century historical lineage of painting. Water
Lilies #2 (2015), for example – part of a series of works – is
a visually fragmented and heavily simplified homage to
the famous water lily paintings of Claude Monet (18401926). The 21st century neon-coloured pixels present a
disturbance in relation to Monet’s familiar naturalistic
tones building, through colour, a visual dialogue between
painting then and painting now. Just as the impressionist
painters, like Monet, used loose brush-work to create the
flickering appearance of light moving across objects,
landscapes, buildings and figures, the pixels give the
impression of breaking away from the surface of the
canvas.
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Water Lilies #2 (2015)
Acrylic, adhesive paper on canvas, 24 x 36 ins

Tina Mirsharifi’s life experiences, coupled with her
interest in philosophical discussion of freedom and
choice, are at the heart of her performances, videos and
photographs. More broadly, these works can also be seen
to contribute to exploration of contemporary contexts
and themes including self-portraiture, identity, isolation
and psychological alienation. Exploration of how a sense
of social and psychological dislocation or displacement
might arise through migration plays a significant role
throughout.
Photographs comprising the series Look How
Authentic We Are (2014) are presented on a domestic
scale. They explore how one’s cultural identity might
remain ‘authentic’ despite the clamour of external
societal pressures and were made in reaction to
Mirsharifi’s visit to her native Tehran in the summer of
2014 when she was arrested by morality police for her
unsuitable outfit – a reality faced by many women living
in the city. The photographs tell the story of women from
Iran who fight on a daily basis for their fundamental right
to freedom of choice in relation to (amongst other things)
clothing and their own bodies, and to the contemporary
communication technologies that help us to shape,
project and disseminate our visual identities.
Using a black chador head scarf and a white burqa
Mirsharifi’s photographs foreground traditional garments
worn by Iranian women during the nineteenth and early
twentieth centuries, and the wearing of which is now
again common practice. Via a series of performances
made in Tehran, in the hands of the artist the chador
and burqa become metaphors and highly politicised
tools. They enable her to investigate her own sense
of authenticity and to challenge the objectification,
ownership and lack of autonomy that she has
experienced.
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Look How Authentic We Are (2014)
Photograph, 6 x 4 ins

In her Untold Situations (2015) triptych of black and white
photographs, Ruth Morby works with the still life genre to
create carefully constructed compositions that, on closer
inspection, tell disquieting tales.   Each photograph of the
triptych presents the objects, ephemera and knick-knacks
(the personal collection) of an imagined life – a shell, a
typewriter, a camera, a brass cat, a bobbin, a framed
photograph, a jam jar.   
The photographs are nostalgic in feel, referencing
times past, but they are rendered contemporary by the
candour of the texts on their accompanying plaques. The
texts tell stories of made-up lives that speak of loss, fear,
infertility, pain and anger, leaving the viewer to make
connections between the real objects depicted and the
fictional narratives that they evoke.
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Untold Situations #3 (2015)
Photograph, plaque, 70 x 54 cms

Nicola Onions’ recent work explores dementia and
memory loss. After losing her grandmother to Alzheimer’s,
Onions embarked on a project to document her
grandfather’s life coping without his wife while suffering
from dementia himself.
To make Ephemeral (2015) Onions froze in ice small,
wallet sized photographs of her grandmother and
grandfather and their lives when they were younger; she
then photographed these images as they were in the
process of melting. Onions’ own photographs constitute
the finished work.
Ephemeral IX involves a square photograph of two
women holding the hands of a child walking along. The
ice has formed in a circle over and around it, the figures’
faces obscured by the surface patterns formed by the
ice at its centre. Ephemeral XI reveals more of Onions’
source image as the photograph has been left to melt for
longer: a portrait of Onions’ grandfather as a young man
is shown with the ice forming around the upper regions
of his face and lining the top of the photograph. Onions’
image focuses on an area of ice that draws attention to
the man’s eyes and head – in specific reference to the
effects of dementia. Ephemeral V focuses on a partly
obscured portrait image of Onions’ grandmother as a
young woman. Her photograph captures a drip of water
from the melting ice that has formed a thick border
around it. The woman’s left eye has been obscured and
the layers of ice have the effect of fading the image.
The potency of Onions’ exploration resides in its
combination of source material and process: her process
of photography ‘captures’ a moment in the natural
process of ice melting; her photographs themselves
also capture her source photographs in the process
of ‘melting’ away and, like them, document particular
moments, enabling them to be re-lived again and again.
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Ephemeral XI (2015)
Photograph

Ephemeral V ((2015)
Photograph

Ephemeral IX (2015)
Photograph

Matt Parker’s sound and audio-visual works make reference to
the nature of obsolescence and the economics and use of digital
technologies in the name of progress. Parker focuses mainly on our
relationship with digital technology, tracing its histories and examining
the nature of the Internet’s infrastructure. In The Cloud is more than
air and water (2014) he looks at the impact of ‘cloud’ computing on
the places in which it is physically located. He describes this audiovisual work as “a reminder that, whilst our smartphones sit silently
on our dresser tables as we sleep, somewhere in the world a physical
hive of noise, cables and chaos maintains our ‘digital selves’, with real
analogue consequences to the sound and environment in and around
it”. The piece constructs a non-linear narrative of LEDs, fans, cooling
air, data-transmission, claustrophobia and, above all, the monolithic
mechanisation of the internet (something we have been encouraged to
think of as floating above our heads, amongst fluffy white clouds and
blue skies).
For New Art West Midlands 2016 Parker presents the sound work
The Imitation Archive (2015) across all four of the exhibition venues. It
was made when he was artist in residence at The National Museum
of Computing (TNMOC) at Bletchley Park, birthplace of the world’s
first programmable electronic digital computer. This computer –
Colossus – was designed by engineer Tommy Flowers, with Alan Turing
inputting his knowledge of the use of probability in cryptanalysis
and code breaking. Whilst at the TNMOC, Parker became aware of
the restoration of the world’s oldest original working digital computer,
the Harwell Dekatron (aka WITCH – Wolverhampton Instrument
for Teaching Computation from Harwell) which, on becoming
redundant in the nuclear industry in 1957, had been purchased by
Wolverhampton and Staffordshire Technical College and used in
computer education until 1973. WITCH also spent a number of years
on display at the former Birmingham Museum of Science and Industry.
The Imitation Archive explores the VLF (Very Low Frequency), UHF
(Ultra High Frequency) and ambient convolutions of digital computing
technology housed at TNMOC. It examines the relationship between
digital materiality and the physical architecture and infrastructure
that it inhabits. The work is also available as a raw sound archive in
The British Library Sound and Vision Archives.

Matt Parker
Birmingham City University

96

The Imitation Archive (2015) (video still)
Audio-visual, MP3 player with headphones

A ‘home’ is a strong and supportive structure made to
be inhabited; it is a ‘place’ where memories are created
and treasured. Take away the solid structure of the home,
however, and replace it with material that is weak and
vulnerable to external elements, and you are left not with
a home but with a distant trace of it.
Charlotte Pattinson’s fragile house sculptures
appear small, contorted and vulnerable. They are without
secure foundations and have a neglected or ramshackle
aesthetic. She describes each work as a “reflection upon
oneself trying to find a place within the world”. What and
where, exactly, is home? With her birth place in Cumbria
in the North West of England and her current home in
Coventry, where she studied at university, the artist notes
her continual feeling of physical displacement. In her
view, home is a “passing place” decorated with recent
and distant memories. Is it possible truly to make a home
in a house when one continually dreams of adventures
that happen outside its four walls? Pattinson notes that,
in the present, she feels stranded and motionless. Where
can she go from here?
The Stranded (2015) sculptures shown in New Art
West Midlands 2016 are created by hand using needle
and thread. Pattinson’s long and labour-intensive process
allows her to develop a real connection with her materials
– copper-coated wire, leather, cotton wool, thread and
compost. The time that she spends with them produces a
sense of the artist’s presence in her finished sculpture: it
is as if its fabric has become imprinted with the memory
of her finger tips.
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Stranded (2015)
Steel wire copper-coated, leather, cotton wool, thread, compost, 6 x 9 cms

The term ‘Anthropocene’ denotes Earth’s most recent
geological time period – the time period influenced by
human beings – and has been proposed by scientists
who have found overwhelming evidence that the Earth’s
atmospheric, geologic, hydrologic and biospheric
processes are being impacted upon by human activity.
Pickering has used it as the title of his large-scale image
presented in New Art West Midlands 2016. 		
Anthroposcene (2013) is a photograph of a set
constructed by the artist out of materials and objects
that have a direct relationship with man’s negative effect
on the environment. It is an image of apocalypse which
the artist describes as “a hyperbolic reflection of the
human destruction of the earth”.
Anthroposcene (2013) apparently presents a closeup of a burning, desolate ‘natural’ landscape but, on
closer inspection, one sees that it features hand-made
tree barks, nails, scraps of paper, coins, soil, batteries
and general detritus. Everything featured in the
photograph has been found by the artist and is either
waste or discarded material. The tree barks are painted
and encrusted with materials such as nails, glue and
wire; their form and presence emphasise the aura of
barrenness and desolation.
A flame crossing the background is intended as a
haunting reminder of our human destruction of natural
resources; its visual familiarity results from its similarity
with images of bushfires – a now regular occurrence
in certain areas of the world. Pickering’s photograph is
a timely reminder of the fraught relationship between
human existence and earth’s natural resources.
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Anthroposcene (2013)
Photographic print, 1.5 x 4 ms

Richard Savine’s brightly coloured, partially abstract
paintings are a joyful mix of neo-Pop culture, Street Art
and graffiti. Savine is interested in pareidolia which is the
perception of a familiar pattern or meaning in an object
or phenomenon, where nonesuch actually exists. Many
of the forms in his works do not quite commit to being
recognisable, yet neither are they totally ambiguous;
there is a sense of encoded familiarity.
Savine makes his paintings spontaneously: the
canvas functions as a focal point for much of his
conscious and subconscious thinking. With their
mix of imagery of fond memories from childhood,
light, loose narratives from dreams and daydreams,
and darker imagery from nightmares, their painted
surfaces are eroded both to render more recognisable,
representational imagery more abstract and to modify
non-forms to signal a degree of representation.
Savine deploys symbols and motifs to create a visual
language and these are recycled and recur across the
paintings, building relationships between works in the
series that might otherwise appear unconnected. In
Saturday Morning in Dayvilles (2015) and CRT Overdose
(2015) we see Savine’s colour saturation and vibrancy
at their height; there is a looseness of application that,
coupled with his use of faster drying acrylic paint, gives
works a sense of pace and speed in production.
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Saturday Morning in Dayvilles (2015)
Acrylic on canvas, 36 x 48 ins

Aaron Sehmar takes inspiration from cinematography,
literature, fashion and painting. Each of his photographs
contains a sense of unresolved mystery and uncertainty
and this open-endedness encourages viewers to draw out
their own narratives from the scenes presented.
In his current series, Out Of Time (2015), Sehmar
features a lone male figure in rural and suburban
landscapes. Works such as Over (2015) and No Way
Home (2015) show bare trees and hedgerows and heavily
clouded skies under which the man moves. In both cases,
the figure appears to be making a choice between
climbing a fence or walking down a particular path. This
calls to mind two of the most often used narratives in film
and literature – those of a stranger coming to town and
of someone going on a journey, while the bleakness of
the landscape lends the works their peculiarly emotive
tone.
True North (2015) and Semi-Detached (2015)
show the figure, by contrast, in a street-lit suburban
environment, loitering outside what are presumably other
people’s homes. There is an underlying sense of menace
or darkness: where is this man, and what could he be
doing, alone and so late at night?
These ambiguously staged photographs present
an altered or ‘hyper’ version of reality. Something is
frequently just slightly off-kilter; there is always a sense of
something about to happen, a sense of anticipation.
Sehmar notes that the works are tools to “highlight
the way that we live in a world where the line between
truth and fiction has become blurred”. But they also
contain a more political undercurrent: they explore the
relationships, as he sees them, between choice, freedom
and constraint in a social context.
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Over (2015)
Photographic print, 20 x 20 ins

New Art West Midlands 2016 presents the digital video La
Communaute (2015) by Harry Carron and Chris Jackson,
collectively known as Sister. Formed in 2013, Sister make
work in a range of media, but predominantly produce
video, film and audio installations.
The artists describe their works as audio-visual
vessels by means of which they communicate their
interest in the ‘uncanny’ elements of public space. La
Communaute, translated as ‘the community’, juxtaposes
familiar elements from the everyday with imagined and
surreal imagery. This produces ambiguous ‘places’ that
can be read interchangeably as dreamlike utopias or
bleak dystopias, depending on one’s political and cultural
viewpoint.   The period setting of the film is uncertain
and plays with prophecy in order to draw attention to
the possibilities of our present-day political and social
climate. With their interest in what they identify as
a post-socialist era, Sister encourage us variously to
contemplate the scenes that they create as occurring in
thirty, fifty or one hundred years’ time – or perhaps as
never happening at all.
Sister’s work is often influenced by historical events,
for example the Situationist-inspired Paris riots of
1968, which derived from revolutionary discontent with
advancing capitalist ideals. To emphasise the unknown
and unknowability of our futures, La Communaute is
deliberately ambiguous in its setting depicting temporary
housing units that could as easily be from Digbeth in
Birmingham as from the canal basins of Diglis, Worcester,
as from a pre-1989 Soviet Union town or city.
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La Communaute (2015) (video stills)
Digital video, 16 mins 22 secs

Ally Standing uses photography to explore the urban environment.
Her work is a form of psycho-geography generated from ‘dérives’
(unplanned walks around the city). She draws on the idea of a ‘found
moment’, the discovery of a scene able to communicate wider truths
about a specific place or about society. Bringing together disparate
elements by means of, for example, the presentation of two images
side by side or a particular approach to a work’s installation, Standing
sets up dialogues between old and new, art and architecture, the self
and the constructed, external world.
2015 is a significant time for the landscape of central Birmingham.
Demolition of the Brutalist Central Library designed by John Madin,
and reconstruction of New Street train station as Grand Central,
signals a definite shift in the city’s aesthetic ideals. They represent
Birmingham’s effort to rid itself of its negative post-war architectural
reputation. Much of Standing’s recent work has navigated what
remains of the city’s modernist legacy and, although it is particularly
relevant to Birmingham, it speaks of the postmodern city more
generally.
The diptych Cader Idris (2015) comprises, in part, a photograph
of a public artwork by David Patten installed on the exterior of Madin’s
Central Library. The inscription on the plaque of Patten’s work speaks
of the subjectivity of vision – an idea of particular relevance to the fate
of the building itself, determined partly by negative judgement of its
aesthetics.
Pierrot (after Madin) (2015) shows a broken piece of concrete
from the Central Library. Standing notes that this brave and visionary
building has become a “sad clown”. The photograph reduces it to a
chunk of concrete set against a vibrant pink background, isolated and
vulnerable.
A concrete pillar cast with the texture of wood grain can be
seen in her photograph Untitled (2015). On its surface, graffiti has
been obscured with a grey block of paint. These elements create a
composition with definite modernist connotations. Above the grey
block is a splatter of blue paint, a defiant mark signifying the struggle
for survival and power in the public realm.
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Pierrot (after Madin) (2015)
Photographic print, 40 x 50 cms

Jessica Thornton explores human beings’ changing relationship
with nature in a digital age. With her work available to view
online, on television screens and via instant download, Thornton
asserts that technology as a means of studying and duplicating
nature’s processes has created a void between nature and
the individual. What are considered to be genuine physical
encounters with nature are becoming few and far between
and digital imagery cannot be trusted as an alternative: with
landscapes cropped and colour enhanced, the digital image as
a copy of the real plays with and disrupts our expectations.
There are historical precedents for contemporary attempts
to capture the authentic or real through imagery, and the idea
of travelling from your armchair has connections with the vogue
for ‘travelogues’ at the start of the 1900s. Travelogues enabled
people to view depictions of places that they had visited or
read about.
 	 Thornton’s work Patience is a Virtuality (2015) plays with
photographic interpretations of landscapes and draws on
the format of the billboard promoting the ideal destination.
Her constructions mimic the billboards of 1950s and 1960s
American highways used to signal entry into a new town or city.
Effectively a constructed advert of the backdrop against which
they were displayed, these provided a panoramic and often
idealised vision of the surrounding landscape. Exploring the
tension between the virtual and the real, Thornton’s billboards
are made out of colour photocopied imagery of unattributed,
internet-sourced holiday or travelogue photographs of
landscapes. Pixelated and removed from their context, her
images are thus signifiers of a natural landscape simulated
through reproduction. Are these landscapes familiar? Have we
been there? How can we tell?
Thornton’s 35 mm slide back-to-back projection merging
two different landscapes, All is not as I remember (2015), works
with similar themes, exploring the recollection of places and the
degradation of memory over time.
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All is not as I remember (2015)
Slide projectors, slides, project stands, projector screen, tracing paper, 1.5 x 1.5 x 2 ms (detail)

Patience is a virtuality (2015)
Billboard, MDF, timber, colour prints, dimensions variable

Lesley Whitehead’s sculpture addresses contemporary
and historical tensions associated with the status,
formation and tangibility of the object in art. Her practice
is informed and framed by two influential and divergent
concepts of 20th century art: Modernist artists’ focus on
the original object, and de-materialisation and breakdown of the object associated with Postmodernism. For
Whitehead “the aesthetic, function and ontology of the
object within art practice and theory has awoken, during
the last decade, from an unconscious, or perhaps a semiconscious state since its ‘dematerialisation’ which began
in the late 1960s”.
 	 After 4 Square (Walk Through) 1966 Barbara
Hepworth (2015) is Whitehead’s version of Barbara
Hepworth’s 1966 bronze sculpture now in the collection of
Tate Britain and originally intended as an environmental
sculpture to be displayed outside and, literally, to be
walked through. It is the ‘walk-through’ element of the
work that spawned Whitehead’s interest and that she saw
as pertinent to her preoccupation with “re-materialization
of the object”. Whitehead’s work is similar to Hepworth’s
original in style and composition but, rather than being
made of bronze, is fabricated from Celotex insulation
material. Normally an unseen material used inside and
in between structures, her choice of it is intended to
provide a succinct means of questioning the nature of
value, temporality and authenticity. Whitehead has also
made a series of miniature bronze maquettes of After 4
Square (1966), by means of which she intends to produce
“a Postmodernist fissure” between her version and the
original.
After 4 Square (Walk Through) 1966 Barbara Hepworth (2014)
Celotex insulating material, MDF, 399 x 220 x 220 cms
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As a trans person, Amber Whittaker’s experience of being
socially and sexually disembodied informs her approach to
figuration in work that focuses on gendered costume. Working
with a Surrealist model of visual metaphor as unexpected
productive conjunction, her intention is to produce fantastical
and strange new beings through unanticipated encounters of
collaged fragments of representation.
Whittaker makes work using various media and processes
including painting, drawing, photography and digital media.
Influenced by Foulcaudian subversion of games and power
structures, she examines the politics of gender representation
through costume from the trans point of view (ie freed from the
distorting lens of gender binarism). For Whittaker the history
of clothing bears traces of one-sided power struggles – from
military uniforms to corsets and heels. She explains that “If I
paint a person with a female body in an objectifying costume,
I do exactly the same for a male body. In order to be free
from the worry that one is participating in the perpetuation in
visual cultural of unjust literal power structures, it is enough to
understand the supreme irony of the metaphorical, subversive
power game that these costumes represent.”
Whittaker’s series of Dibond-mounted C-type prints
including Green Dress & Garden (2014) are of painted,
disembodied historical costumes, mostly elaborate dresses from
the Victorian and Edwardian eras, overlaying photographic
half-tone landscapes and interiors taken from magazines.
Self-portrait (2014) and Blue Dress (Library) (2014) presented
for New Art West Midlands 2016 explore self-invention and are
part of an overarching project that seeks to embody aspects
of a personality: bodies without clothes and clothes without
bodies, bodies without heads or eyes or faces, reflect her
sense of her own disjointedness. The works make tangible what
would otherwise remain unspeakable and socially invisible. As
Whittaker says, they embody “the fractures in the strata of my
being”.
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Blue Dress (Library) (2014)
C-type print on dibond aluminium, 20 x 27 ins

Lourdes (Look) (2014)
C-type print on dibond aluminium, 26 x 19 ins

Green Dress & Garden (2014)
Archival ink jet print mounted on dibond, 50.8 x 40.6 cms

Corey Whyte’s neo-Pop sculptures combine the kitsch
gloss of consumer culture with the banality of excess.
Whyte’s polyurethane foam casts of Christmas-themed
inflatables of Santas, Christmas trees and reindeer fill
and overflow their boundaries. Inflatables of snowmen
transcend their use as decoration to become malformed,
gloopy and sinister versions of their former selves. The
bulbous forms of Totem (2014) and Fallen Snowman
(2014) engulf the original inflatables, fighting with and
adding to their shape, structure and density. The black
reindeer are stacked on top of one other and merge
together, though the viewer is nonetheless enticed to look
for recognisable forms. The head of a reindeer pokes out
of the top of a lumpy abstract totem; a red snowman’s
head is obscured under vertically poured drips of foam.
 	 Whyte’s spray paint colours are bold and brash
– red, brilliant white, gold, chrome, black and blue. His
seamless and unified paint coatings are captivating:
expanding foam saturated in colour like a cloth has the
intensity of a vat of dye or a newly sprayed car, while
contrasts within the spray-painted surfaces result in
the foam remaining matt, and the inflatable boasting a
subtle shininess.
 	 The menace and potent sense of movement in
Whyte’s new work To Consume (2015), made specifically
for New Art West Midlands 2016, mark a shift away from
these earlier pieces. Two spiders on top of each other in
a mating position are daubed bright red. With the larger
legs of the female protruding from beneath the smaller
male perched above, the sculpture is intended to allude
to the aggressiveness of consumerism: will the female
spider devour her mate or will he get away?

Corey Whyte
Staffordshire University
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Reindeer Totem (2014)
Inflatables, expanding foam, paint, 90.9 x 50.5 x 57.8 cms
Photo credit: David Rowan
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