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New Art West Midlands
The region’s contemporary visual arts network

Valerija Zukova, 2 (2017)

The annual New Art West
Midlands exhibition has
presented the best of new
work emerging from graduates
of the region’s art schools.
175 artists have featured over
its six editions, including
those exhibiting in the 2018
exhibition. The exhibitions
have been seen by a collective
audience of over 500,000
at major venues including
Birmingham Museum & Art
Gallery, the Herbert Art
Gallery & Museum, Coventry,
The Barber Institute of Fine
Arts, and Wolverhampton Art
Gallery, demonstrating an
appetite to support new talent
in the West Midlands.
As the region’s contemporary
visual arts network, New Art
West Midlands has a broad
remit. It is part of the national
Contemporary Visual Arts
Network (CVAN) and plays
a leading role in supporting,
promoting and developing
the contemporary visual arts

sector within and beyond the
West Midlands. By working
in partnership, the network
creates distinctive and
defining opportunities for
artists and arts professionals
to develop their practices.
Our key programme strands
include the annual New Art
West Midlands exhibition
delivered in partnership
with Birmingham Museum
& Art Gallery, and Engine,
a region-wide professional
development programme for
artists and curators, delivered
in partnership with The New
Art Gallery Walsall.
The New Art West Midlands
exhibition continues to provide
a vital platform for graduate
artists and an opportunity to
celebrate the high calibre of
our art schools and the wealth
of creative talent that exists
here. The network’s thanks
are extended to Birmingham
Museums Trust for its leading role in organising the

exhibition, to Rachel Bradley
who has shaped and led the
initiative since 2013, and to
the selectors and participating
venues for their time and
expertise in helping to realise
the exhibition.
The New Art West
Midlands network is hosted
by Birmingham School of Art,
part of Birmingham City
University and financially
supported by Arts Council
England, Birmingham
City University, Coventry
University, the University
of Wolverhampton and the
University of Worcester. In
addition, the New Art West
Midlands 2018 exhibition is
generously supported by
sponsors Cass Art and Reuben
Colley Fine Art, and by
Hereford College of Arts and
Staffordshire University.
Craig Ashley, Director,
New Art West Midlands
network
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Preface
Rachel Bradley

Hayley McNally, Urban Heights (2017), detail

Every year since its first
edition in 2013, the New Art
West Midlands exhibition has
sought to offer a window onto
the emerging practices of
artists of the West Midlands
region. At the outset, eligibility
criteria and parameters were
set so as to invite calls for
applications from Fine Art
graduates and postgraduates
of the region’s university art
schools. Other possible ways
of organising and selecting
an exhibition to showcase
emerging practice were
considered, but a survey of the
production connected to place
that an art school education
provides offered the most
satisfactory approach, given
New Art West Midlands’s
broader ambition to develop
infrastructure within a context
of debates about regional
devolution. The format having
been decided upon, of central
importance were annual
selection of the selectors to

encompass diverse art world
and art school experience,
and building partnerships
with prestigious and up-andcoming contemporary art
institutions across the region
to host the exhibition.
New Art West Midlands
2018 is the 6th edition of what
has always been a multi-sited
exhibition and is taking place
at Birmingham Museum &
Art Gallery, AirSpace Gallery,
Stoke-on-Trent and the Herbert
Art Gallery & Museum, Coventry.
Our three selectors for 2018
were Patricia Fleming (Curator
& Gallerist, Patricia Fleming
Projects, Glasgow), Sinead
McCarthy (Curator, Liverpool
Biennial) and Ingrid Pollard
(Artist and Photographer). This
publication includes three
essays: in ‘The Obstinate Body’
Sinéad McCarthy identifies
themes and trends in work
by the current cohort; in
‘Sustainability in the Visual
Arts’ Patricia Fleming examines

the challenges facing the
visual arts today and discusses
former, successful, grass-roots
initiatives such as Fuse
(Glasgow, 1991), when Fleming
was influential in harnessing
policymakers’ recognition of
the status of artists to real
effect, thereby successfully
supporting Glasgow-based
artists’ ability to make a living
over a number of years; the
curator Indra Khanna has
contributed a third essay,
‘The Escalator Effect’, to
coincide with an exhibition of
the work of six New Art West
Midlands exhibition alumni,
being shown at Birmingham
Museum & Art Gallery at the
same time as New Art West
Midlands 2018.
Rachel Bradley, Project
Organiser, New Art West
Midlands 2013 - 2018

Aileen Doherty, Dark Matter (2017)
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The Obstinate Body
Sinéad McCarthy

Jodie Wingham, Unbuttoned (2016)

In an increasingly digitally
mediated world, our place in
and value to society are being
questioned. The increasing
innovations in digital technology,
and its seemingly infinite modes
of application in our everyday
lives, bring into question our
abilities and our position in an
ever changing landscape. A new
value system seems to be arising,
one which deems the human and
our inconsistencies – our ‘human
error’ – to be at odds with
progress, and in which we are
in fact the underdog, unable to
compete with the automated. Our
weaknesses are foregrounded as
the computers demonstrate that
they can do it better.
In this context, one might
expect that the qualities that
differentiate us from the
machines, and that accentuate
our human characteristics,
would be championed and
foregrounded. One would expect
us to foster the qualities that
separate us from technology

and to celebrate these. Yet,
paradoxically, that which
makes us human rather than
robots – how we feel, emote
and communicate with one
another with intimacy, how we
forge bonds and are capable of
those experiences that exceed
instrumentalised modes of
communication – is arguably
waning in this game of life.
We are re-educating ourselves
to communicate at a distance,
through mediated platforms,
removed from the face-to-face,
lacking connections ‘IRL.’ In
turn this is creating a fragmented
society, where loneliness and
disenfranchisement loom.
In a rather positive development,
however, instead of the slick,
technology-manipulated work
that one might have anticipated
of this next generation of artists
– Generation Z, who were born
into a world in which the internet
and various social networking
platforms pre-existed their
birth – these artists are reacting

critically to, and reflecting
upon, technology. In the work
submitted for consideration for
New Art West Midlands 2018, it
was clear that they are keen to
address the impact of technology
upon us. There appeared to be
an exploration of the materials
at hand and, indeed, a critique of
the ways in which technology is
affecting and effecting society.
In their use of film and video,
there was a definite nod to the
hand of the artist and to the
imperfections and ‘stuttering’
that relate so strongly to the
body. They were illustrating
the presence of the artist in a
deliberate fashion, reassuring
us that the robots have not
taken over, that the human
is still present and, indeed,
matters. When using film and
photography it felt like the
importance, for them, lay in the
material itself which, like paint
or clay, they could mould and
construct in order to convey
ideas. Thus, one could see the
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effect that they had had on the
material: their impact upon it, as
artists, was significant.
Within the array of work
that we considered, many of the
artists worked between media.
Their cross-overs between
painting and printed material,
photography and found objects,
projection and sculptural forms,
introduced morphings between
states, creating new assemblages.
By working thus, innovating
between media to create a collage
of ideas, the choices made by the
artist are emphasised. Heretofore,
these modes of making have
tended to be associated with
overtly politically infused work.
The New Art West Midlands 2018
submissions, however, commonly
evidenced more social concerns,
commenting on the world and
this generation’s relationship
with it, conflating high and low
culture to create composites that
were both accessible and probing.
In Bechdel Rule Pass (2016),
Grace A. Williams addresses
gender politics. Constructed
of appropriated film footage,
Williams’s film highlights both
the lack of female roles for
actors in Hollywood films and
the unfair pay gap that exists
between males and females. She
uses cut-and-pasted excerpts of
the female characters as a canny

means to demonstrate, as John
Stezaker describes in reference
to collage, “a way of looking at
what you are consuming all the
time”. Williams’s commentary
points to a pre-existing system in
which the unbalanced depiction
and treatment of women is
normalised. The work is all the
more powerful as the voices
of the women are consistently
spliced together in short edits,
creating stunted moments with
the characters. The edits, thus,
emphasise the lack of value in
the voice of each woman – an
assumption that is prevalent
more widely in society, witnessed
throughout other industries and
very much at the fore of wider
discussion about women’s rights.
Within many of the works
that we selectors saw, there
was a heightened awareness of
the materials being employed,
evidenced in the ways in
which materials were moulded
and manipulated into new
combinations of forms. The
relationships that existed
between the objects, their modes
of composition and the resultant
traces of the artists and their
hands, seemed significant. This is
demonstrated in Gem Douglas’s
But Home is the Mouth of a
Shark (2017), which was made as
a physical manifestation of the
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refugee crisis. Douglas has built
a makeshift structure formed
from a mattress, used clothes
and bedding; her work manifests
the need for a place to settle and
thus argues for provision of such
places of settlement for all those
who are displaced. The material
threads of the work, as Douglas
describes, are representative of
the threads that bind mankind;
the physical tensions created in
the erection of her taut structure,
stretched out by its fixings, reflect
the tensions inherent in today’s
crisis of displaced peoples.
The impact that social media
exert on our lives is addressed
most prominently in Lucy
Hanrahan’s We Are the Social
Media Generation (2017), with
its bold statements made in
white vinyl mounted on a blue
wall alongside a mobile smart
phone. Hanrahan has chosen the
shade of blue used on the social
platform Facebook, as shorthand
for the ‘wall’ on which one posts
on the site. One of the statements
that she has produced expands on
her work’s title: it posits “we are
the social media generation with
our false sense of connection,
drifting further from the real
world”. With her work’s slippage
between the phone as site and the
literal rendering of the wall as a
physical plane, the issue of what

constitutes a public discourse is
foregrounded. Hanrahan presents
her texts as ripe for public
discourse in the vein of slogans
and posters and this is knowingly
at odds with the discourses of
social media that occupy a more
ambivalent space between public
and private.
In Bryony Loveridge’s A Selfreflection (2017), a congregation
of mirrors modified with
brightly coloured decoration is
reminiscent of the wallpapers and
frames available via mobile phone
apps to upgrade a regular selfie.
Her large display of mirrors,
presented closely together from
floor to ceiling, is imposing
and confronts viewers with
themselves. This display, unlike
the realm of selfie production,
reflects the viewer in real time
from a multitude of angles, with
an audience likely to be physically
present during the encounter. The
artist is playing with something
that can be personal (looking
into a mirror) and juxtaposing
this with something that tends
to be far from personal (the
selfie). Her work is a paradoxical
embodiment of concealed and
revealed presentations of self.
Jodie Wingham’s Untitled
(Intimacy) (2016), starts with
photographic images which
morph into small, concave,

sculptural forms, measuring
just 4cms across. Their content
intimates photographic shots
taken in close proximity to the
body; their small scale forces
viewers to position themselves
closely to each piece in order
to view its content. This close
encounter echoes the private
moments captured in the
photographs themselves: in the
act of ‘seeing’ them, which reveals
what was hidden, the viewer, like
the voyeur, is left with a sense of
satisfaction.
By reflecting upon the overstimulation of the digital age, this
generation of artists is creating a
new version of the lo-fi – one that
exists in relation to the digital
now. Outdated technologies are
being used as sculptural matter.
In Bayley Morris’s surreal
videos Stuttering (2017) and
Uncanny (2017), for example, the
modulated stuttering in the video
implies a static movement that
has already occurred, reminiscent
of the quality of a photocopy
that is inadvertently moved in
the process of its capturing the
original image. Both videos
convey their matter as material
and emphasise what constitute
their parts (ie the mediums of
sound, video, sculpture and static
objects) in order, Morris suggests,
“to becom(e) automation, to

becom(e) individualistic as (the)
organic and digital forms collide”.
These forms and their collision
are conceived as a kind of
collaging, a free associative action
by means of which “control
is sought to be eliminated”. In
this instance human error is
celebrated, in a political gesture.
In Amrit Doll’s installation
there is a distinct contrast
between the overhead projector
depicting film material on the
surface of the wall, clean and
contained in its standardised
section of surface, and the small
Lego maquettes depicting the
same shapes but in their threedimensional, actual form, sitting
in front. Doll’s presentation
of projected and real forms in
parallel brings to mind one’s
differing relationships with the
physical and the photographic
surface. Her work explores,
on the one hand, ideas of
representation and, on the
other, the assembling/making of
physical objects; these two modes
– photographic representation
and physical making – seem
to be playfully in flux, as if
their ultimately intended, static
presentation in relation to one
another has been interrupted. It
is as if the artist is in the midst of
constructing, as a child would be
with a construction kit.
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Within the various artistic
practices encompassed by New
Art West Midlands 2018, there is
a notable nod towards the tactile.
The hand of the artist is very
much present. Subtle, sensory
choices have been evidently at
work in much of the making.
This has the effect of reinforcing
the connection between the
viewer and the work; artists’
influence on their materials
is self-consciously evident,
emphasising this sharing of ideas
between one human and another.
Experiential and immersive, often
with a focus on ‘the body’ and its
place in, and relation to, society,
these works highlight these
artists’ endeavours to explore
and question the wider world in
which they position themselves.

Lisa Kemp, Ephemera I (2017)
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Sustainability in
the Visual Arts
a personal perspective
Patricia Fleming

Art is a guarantee of sanity
Louise Bourgeois

George Caswell, Master of None (2016)

It is how we deal with life’s
challenges that sets us apart; we
build resilience over time. There
are some things that can only be
tackled alone but, in the arts, it’s
common to work together.
The biggest challenges of our
world – climate change, economic
systems, gender parity, access to
food, education and health care1
– are now subject to a collective
swell of voices determined to
make our world better for all, not
just the rich. This is creating the
conditions for radical change: an
Overton window2 has opened
to encompass questioning of our
priorities and alternative ways
of thinking about how society is
organised and managed.
Such conditions present
an opportunity for the arts to

be better integrated within all
aspects of life. The visual arts
have the most to gain from
today’s emphasis on the need for
new thinking – both in terms of
how they are valued and how
their contribution is quantified.
Artists, after all, explore life’s
challenges; it’s in their DNA
to question and to provide the
conditions that prompt one to
think differently.
What happens to graduates
determined to be artists? What
are their options for achieving a
sustainable career? How can they
best engage with and influence
those who seek to categorise
culture as something ‘other’?
If we agree that innovation
starts with creativity then, perhaps
more than ever before, we
require time and space to think,
experiment, make and do. The
quality of a society’s creativity

is an indication of its health and
wellbeing, reflected in how we
express ourselves, and in the
ways in which we communicate
what we see, hear and feel about
the world around us. Currently,
arts education is being axed from
the school curriculum; galleries
are vanishing from our towns
and cities and public funding in
support of artists is being slowly
eroded. Set these developments
against today’s reality of a visual
culture on steroids – a culture
bombarding us with images that,
due to an impoverished visual
arts sector, we may no longer be
able critically to ‘read’.
How can it be that creativity in
its most direct and imaginative
form – the visual arts – is under
threat? Across the country, those
working in the arts (artists and
teachers especially) are asking
this question with growing
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urgency.
Research into the UK’s
‘creative industries’ paints an
overall picture of rapid growth
and prosperity – and this
distracts the policymakers from
recognising the truly fragile
condition of the visual arts
within them; it undermines
the possibility of forming any
coherent argument about what
might be their real and expanded
‘value’. In my opinion, much
of recent research has failed
remotely to capture the extent to
which the visual arts are integral
to every aspect of our society.
It’s a curious idea to suggest
that voices who question the
dominant, cultural industries
‘picture of health’ are seeking
to reverse progress and to
wreck momentum, when all
we want to do is to work with
the policymakers to grow the
conditions for a healthy visual
arts sector. A ‘healthy visual arts
sector’ would be one that has the
potential to contribute to great
discoveries, to bring complex,
learned experiences to the fore
and simply to alert people to the
potential for joy within everyday
life.
While surviving public
galleries in the UK remain, for
the moment at least, largely
free to enter, buildings and

programmes don’t run on fresh
air and that means there is
less support available for other
elements of the sector. Memberled collectives and campaigns
like The National Campaign for
the Arts, Arts Emergency, a-n
Artists Information Company’s
Paying Artists Campaign and,
in Scotland, the Artists Union,
Contemporary Visual Arts
Network (CVAN) and the Scottish
Contemporary Art Network
(SCAN), are all doing great work
to make government aware
of the wider funding issues
faced by artists and visual arts
professionals.
Such work starts, though,
with grass-roots activity: the
importance, to artists, of artistled networks cannot be
understated (when starting
out, this is where you find your
voice). A supportive peer group
encourages you to experiment,
to test what’s possible. Being part
of a group can make the journey
from graduation to professional
practitioner easier; it can be
the difference between making
it work or throwing in the
towel.
When I was growing up the
benefits of togetherness were
present: there was common
ground and friendships coalesced
around cultural, political and
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social activism, mediated by
pop music and art. During
the UK miners’ strike of 1984,
secondary school blazers
were adorned with CND and
Solidarnosc badges. Showing
allegiance with Lech Walesa
while he took on Poland’s
communist government was a
rite of passage. It was a turbulent
time with similarities to today’s
world of zero hours contracts,
low wages, benefit sanctions and
the disgraceful, rising need for
food banks. Ultimately, what
Walesa and the 17,000 workers
at the Lenin Shipyard in Gdansk
wanted in Poland were better
conditions for workers and their
families; what they fought for
was radical change. This desire
for radical change was in the air
when I was growing up and it’s
in the air again now.
When I was a teenager, for
those coming from a small
town, London was the ultimate
destination if you wanted to make
it in music or art. However, I
started my own journey close
to home at one of Scotland’s
outstanding art colleges, which
was just as thrilling. Being
an artist, then, was an option
proposed by the school careers
advisor, and choosing further
education in the arts was just as
viable as wanting to study law

or to become a music teacher.
Post-war Local Education
Authorities had been paying
student fees and maintenance
grants and the 1962 Education
Act had put in place and
galvanised, for the foreseeable
future, the infrastructure to
enable anyone with the will
and ability to study art. Active
recruitment of students from less
advantaged postcodes meant that
doors were truly open for all.
Consistent with the experience of
many of my generation growing
up in working-class families, I
was the first to go to university.
This move wasn’t questioned
as, by then, it had become the
norm for working-class people
to have the same access to higher
education as everyone else.
The following decade would
see New Labour pour huge
investment into the arts, with the
aim of stimulating nationwide
engagement and participation
and enabling galleries and
museums to compete at the
highest international levels.
But, in reality, tourism and the
economy were at the heart of this
drive, not building a long-term
stable economy or infrastructure
for the arts.
After graduating from art
college in 1990, during Glasgow’s
year as European City of Culture,

my entire year group of fine art
pals found itself in the benefits
system. After six months, I
was categorised as long-term
unemployed. This inability for
most young artists to earn a
living while continuing to devote
time to developing their art was
and still is a dilemma for which
colleges seem unable to prepare
fine art students. To date, I have
not witnessed an art college that
addresses the matter well, if at all.
It is what spurred development
of my own radical thinking in
the ’nineties and it will be the
ongoing conundrum facing most
new Fine Art graduates in the
West Midlands. It brings into
sharp focus the reason and the
real opportunity for the New Art
West Midlands initiative.
The Unemployment Benefit
Office, Dundee, December 1990:
a bitter cold, east coast winter.
It was dark outside and inside
wasn’t much brighter: the carpet
was brown, the table was beige
and the lights were dimmed by
years of cigarette smoke. It was
grim. I was twenty-two: “I don’t
have a second job choice, I am
going to write artist in every
box.” In my head I was thinking,
I’ll find a way to prove that this
is valid, so that no other artists
are similarly humiliated by some
jobs-worth pen-pusher telling

them that being an artist isn’t a
real job.
This wasn’t a one-off bad
experience; it was a fortnightly
interrogation that slowly chipped
away at your confidence and
sense of self-worth. Staying
motivated became a daily trial of
strength. The tipping point, for
me, came when I was told that
my benefit would stop if I didn’t
select a ‘course’ from ‘the folder’.
I know, now, that this ‘offer’ to
attend a course was a way to
reduce unemployment figures.
It was a version of the Enterprise
Allowance Scheme operating in
the USA at the time. I was left
with no possibility of a job as an
artist – and ‘artist’ wasn’t on the
list of courses in the folder. So
I moved to Glasgow for a fresh
start, determined to make
a difference.
Not taking ‘no’ for an
answer and stopping the trend
of Glasgow artists moving to
London (or, to put it another
way that was popular at the
time, reversing the ‘cultural brain
drain’) became one of my two
missions. The other was to add
a ‘course’ that was relevant to
artists to the folder in the Job
Centre. My promise to the next
artists who walked into ‘the dole’
was that they would be able to
select ‘artist’ as a job and to have
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somewhere to go where they
would be valued.
With employment as an artist
at the forefront of my mind,
offering artists skills in exchange
for the experience of working
with children and community
groups became the first step.
I approached a charitable
organisation working with
community groups and offered
our time for free if it would give
us one of its buildings for use
as studios, where artists could
work and prepare workshops and
classes. After a year of working
together, the original twenty
artists involved in the initiative
held their first exhibition, Fuse
(1991), at the University of
Strathclyde’s Collins Gallery in
Glasgow. Year after year, the
studio accommodated more
artists and created large-scale
exhibitions in disused, often postindustrial properties in the city.
Fuse became a first-stop-shop for
artists after their initial chat at
the Job Centre. The employment
officers didn’t need to show
artists the folder; instead they
would call me and arrange
interviews straight away.
Our initial collaboration with
the charity was superseded by a
new alliance with a community
training organisation called
Community Industry. This

brought better studios, a stipend,
materials allowances and a free
monthly travel card for artists.
Artists would continue to enjoy
free studios and those who were
interested in community projects
would form a core team, working
alongside an exhibition team and
a fundraising team (both also
made up of artists). The work
of these teams encompassed
the range of ancillary skills that
we developed together through
taking on alternative spaces
for the presentation of annual
exhibitions. The exhibitions were
popular with the public and
attendance figures for a six-week
run would regularly exceed
4,000 visitors. Our success was
helped by use of highly visible
locations and a fully engaged and
supportive local media.
Fuse was grounded in creating
partnerships and networks, as
well as teamwork. Over the ten
years that it operated it created
six full-time jobs and supported
over 500 visual artists including
Martin Boyce, Will Bradley,
Roderick Buchanan, Anne-Marie
Copestake, Jacqueline Donachie,
Michael Fullerton, Douglas
Gordon, Kevin Hutcheson,
Jim Lambie, Jonathan Monk,
Kirsty Ogg, Mary Redmond, Eva
Rothschild, Ross Sinclair, David
Shrigley, Stephanie Smith (Smith/
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Stewart), Simon Starling, Tony
Swain, James Thornhill, Sarah
Tripp and Richard Wright. Fuse
not only reversed the ‘cultural
brain-drain’; it became a magnet
for artists from across the UK
and Ireland. Glasgow is now
again enjoying an influx of young
artists who are being squeezed
out of London, where the rental
costs of studios mean that they
have become out of reach.
The exhibition team for Fuse
took on three unlet shop units
on a long-term lease and Fly
(subsequently called Market
Gallery) became the first
contemporary art gallery in the
East End of Glasgow. It is still
going strong today. Meanwhile,
Fuse also launched in Dundee
under the name Satellite and ran
for three years with graduates
from Duncan of Jordanstone
College of Art & Design (DJCAD),
including Jenny Brownrigg and
Scott Myles among others.
The fall of the pillars of
financial decency, the greed that
this has uncovered and the
elements that have conspired to
tighten budgets, have pushed
New Labour’s ‘arts for all’ agenda
to the back of the queue. The
consequent systemic lack of
investment has brought about the
closure of some public galleries
and arts organisations, and

reduced fee levels for artists. It
is once again becoming less and
less possible to have a sustainable
career as an artist: employment
opportunities are being
squeezed and roles such as ‘lead
artist’ within building and other
developments are increasingly
scarce, if created at all.
The creative industries as
a whole are working hard to
create new opportunities
for practitioners, but public
investment hasn’t grown to
accommodate the new wave
of image-based research and
development that has been
stimulated. The poor old public
funding pot formerly devoted
more or less exclusively to
activity and practitioners
associated with Fine Art, is now
massively over-subscribed in
consequence of the expanded
demands being made upon it
– demands coming from those
operating in spheres in which
applied, commercial endeavour
was formerly largely the sole
destination. The pot is now
subject, also, to applications from
large local authorities to cover the
costs of running buildings. They
are competing for the same funds
as are individual artists who earn
less than £5,000 per annum,
with the consequence that
individual public grants to artists

have reached an all-time low. At
present, there remains sufficient
funding to sustain free access to
most remaining publicly funded
galleries but, beyond providing
basic public access and (albeit
reduced) grants to artists, what is
going to replace the public visual
arts income streams that have,
until recently, enabled visual arts
activity, especially non-gallery
based activity? Without some
new support, visual arts activity
is all likely to disappear, just as it
did a decade ago in the context of
school and non-formal education.
We need to achieve sustainability
now; it’s not just a question of
securing the future.
In recent times, the
disconnection has increased
between artists and those who
seek to ‘package’ and promote the
visual arts for wider purposes
(for example to boost tourism, to
bring life back to run-down high
streets, or to reach hard-toengage communities). The way
that the arts are currently
understood or valued as a ‘cultural
activity’ means that it’s easy
to put them back in their box
at the end of the festival, or
when the crowds for the great
sporting spectacle that briefly
boosts the economy of a city
go back home. How the visual
arts sector continues to exist,

or indeed survives, for the rest
of the year seems to be of no
concern. This push and pull trips
us up, it sets us back, it pulls the
rug from under our feet, it creates
a subculture of ‘precariats’ unsure
of where we stand or how we fit
in.
What are the options for
developing a sustainable career?
Philanthropy as a necessary
evil works, we are told. It works
in London for ballet, it works for
the theatre, it works for opera, but
outside the capital city as great
southern powerhouse, it’s a damp
squib. A new report conducted by
Helicon in the USA this year3 has
conceded that it’s not working
there either: “Despite important
efforts by many leading
foundations, funding overall
has become less equitable, not
more. This means that cultural
philanthropy is not effectively
– or equitably – supporting our
evolving cultural landscape”.
Gallery patrons and loyal
supporters are invaluable across
the arts, but just because you can
doesn’t mean that you should.
I don’t mean to suggest that
donors shouldn’t be motivated
to offer support, especially
financial support, but rather that
such support must be to achieve
additional things, not to shore
up core programming. Artists
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are pushing for change and arts
funders and cultural leaders are
starting to listen but, within
the public funding system, they
require data from studies and
consultations if they are to be in a
position to fight for change.
As a sector that gifts every
day with free entry to exhibitions
and events (even sometimes
providing free beer!), we need
to think about what changes are
required and within our own
power to make. Without artists,
public galleries wouldn’t have
programmes. Artists need to
collaborate with the policymakers
and the funding bodies to help
them make bolder decisions in
the interests of changing aspects
of the status quo that are unfair.
Changing the current system will
take courage and faith in each
other.
Choosing to study art,
especially now, takes guts. If you
have no parental safety net
(or even if you do, but would
rather not be supported by
your family into your twenties
and thirties) it may soon be
an impossible choice. This
generation of arts graduates has
already demonstrated great focus
and determination: it’s visible in
the work presented across the
three New Art West Midlands
2018 venues in Birmingham,

Coventry and Stoke-on-Trent.
Co-operating, now, to start
new organisations and build new
communities of artists will help
us to face the challenges ahead.
Society today needs artists –
perhaps more than at any other
time. If we are to live a visually
literate life we need the dreamers,
those who question and toil to
communicate complex aspects of
being human. Art can’t be ‘used’
to solve the problems of society,
but artists can be relied upon to
push the debate on in interesting
and innovative ways.
As with every generation,
new hurdles will be overcome.
Different times require different
approaches. Funding is needed
for exhibition programmes to
showcase artwork, for fellowships, internships, mentorships,
associate posts and other
programmes to diversify artists’
access to jobs. Artists and
galleries can’t be islands in a
linear economy; new ways
to create a circular economy
need to be found to enable a
‘feedback-rich system’. Artists are
well placed to disrupt the linear
economic way of thinking.

Notes
1 This list was identified at the Global
Economic Forum Annual Meeting in
Davos, 20-23 January 2017, under the
theme ‘Mastering the Fourth Industrial
Revolution’.
2 The ‘Overton window’ is a political
theory originated by Joseph P. Overton,
a former vice president of the Mackinac
Center for Public Policy, and refers
to the range of ideas that the public
will accept. Overton claimed that the
political viability of an idea depends
mainly on whether it falls within this
‘window’ of public tolerance, not upon
the wills or aspirations of individual
politicians.
3 See Helicon report produced
on behalf of client, The National
Committee for Responsive
Philanthropy http://heliconcollab.net/
our_work/our-work-test/

Lily Wales, Radioactive Rhonda (2017)

Grace A. Williams, Sobriety (2017)
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The Escalator Effect
Indra Khanna

Bayley Morris, Becoming (2017), video still

Last year I was asked to curate
a small exhibition of work by
alumni of the previous five New
Art West Midlands exhibitions
(2013-2017), with the aim of
catching up with selected artists,
showing what had happened
to them next, exploring how
greater numbers of artists can
be persuaded to stay in the
region and considering how they
might be supported to thrive.
The exhibition will take place
in February at Birmingham
Museum & Art Gallery, at the
same time as the 2018 edition
of New Art West Midlands.
Choosing one artist from each
of the six participating West
Midlands art schools offering
higher education, I have
assembled a show to open up a
conversation about the different
ways in which artists manage
practically to continue their art
practices post graduation.
Having grown up in the
market town of Shifnal in
Shropshire, I have a personal

history and continuing interest in
the region. However, as I don’t live
in the West Midlands currently, I
am perhaps not the best person to
delineate the specifics of its arts
ecology. Instead, I have chosen to
take a sideways view, reminding
us of the larger societal, political
and economic pressures that bear
down on artists and shape their
opportunities and experiences.
Many years ago I heard an
interview with a Managing
Director talking about how he
coped with getting hundreds
of applications for every job
vacancy. He said: “I take the pile
of application forms and throw
50% of them in the bin, unread.
You have to be lucky to succeed
in this business”. You need good
fortune to succeed in the art
world too. But apart from luck,
what are some of the other forces
that, like gravity, are exerted from
afar, invisibly but inexorably, on
any artist?
**************

A decade ago, I moderated a panel
discussion in Bristol at which a
panel member stated that artists
who didn’t move to London
weren’t serious about their careers.
You can imagine how this went
down with the artists in the
audience; but the panellist was
stating his honest opinion, drawn
from his professional experiences.
Is this statement true today? Do
ambitious artists need to leave
the West Midlands to develop
their careers?
Looking after children, ageing
parents, and earning a living are
pressures that exert an impact
upon where graduates live and
work, arguably more so than their
own drive, talent and ambition. A
fifth of 25–29 year olds now live
with their parents.1 This growing
circumstance is bound to bind
more artists to the regions.
Does it matter, now, where an
artist lives and works? I am often
in contact with artists or curators
electronically without knowing
where on the planet they stand.
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Largely, Skype can take the place
of face-to-face meetings. Some
artists build a career and sales
without a physical place in which
to display work (traditionally
provided by a gallery or agent),
utilising Instagram (D*Face),
Facebook (Jean Smith) or their
websites (Tom Kemp). Perhaps
the modern equivalent of an
artists’ colony providing support
and mental stimulation is a
Facebook group, such as the
Political Artists Group or the
Glitch Artists Collective.
In the past, artists sometimes
came together and formed socalled artists’ colonies, often in
rural situations such as Shoreham
in the 1820s, Ditchling, or St
Ives. There doesn’t seem to be a
contemporary equivalent of this
model, by which I mean a place
for artists to work physically
close to each other, to meet and
support each other drawing on a
pre-existing group dynamic and
over-arching philosophy. Today,
the usual group studio set-up
consists of disparate artists
who join forces to enhance their
financial clout with landlords,
and to cross-promote their work
by means of open studio days.
In the 1980s and ‘90s, artists
all over the country grouped
together to squat unused
buildings for living and working.

If these were council-owned
properties, a blind eye would
often be turned, as artists helped
keep the buildings in some sort of
repair and protected them from
scavengers. Artists such as Yinka
Shonibare and Jeremy Deller got
their start in artists’ squats, but
recent changes in the law have
suppressed much squatting.2
Unprofitable and unimproved
industrial buildings used happily
to be rented cheaply to studio
organisations. Organisations
such as the Association of Artists
and Designers in Wales grew
to several hundred members,
with eleven studio branches
around the whole of Wales. There,
artists fresh from college, or
who had never been to college,
worked alongside established
practitioners such as Harry
Holland and Terry Setch.
These types of incubators
have disappeared as the booming
property market, fuelled by
overseas investment from
Russia or the Far East, has
turned moribund buildings into
development opportunities. At
the same time, local councils
struggling with austerity
originating in the US global
banking recession divest and
sell as much of their property
as they can.
With Brexit, it will not be so
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easy for impecunious artists to
decamp to cities such as Berlin or
Lisbon, where accommodation
has been cheaper; in fact some
artists already there may be
looking to return to the UK. It
is hard to see how the number
of free and cheap studios that
has been available until recently
could ever be replaced, even if
organisations such as Coventry
Artspace, AirSpace Gallery in
Stoke-on-Trent and Grand Union
in Birmingham were to develop
to the size of charitable studio
organisations such as ACME
and East Street Arts. This lack of
space is having a direct effect on
the type of work that artists are
producing: technical advances in
computing allow certain types
of work to be made on a laptop,
and performance or collaborative
works can be organised with no
need for a studio.
**************
We can look at solid figures to
help inform our discussion.
The think tank, Centre for
Cities, reported on the movements
of 2014 graduates in all subjects
in the 6 months after they left
college3:
•
76% of students who
		 came from elsewhere to 		
		 Birmingham to study had 		

		 left after 6 months. This is 		
		 not bad – as a university city,
		 Birmingham is one of the 		
		 places most able to retain 		
		 its graduates.
•
Nationally, 46% of employed
		 graduates are home-grown.		
		 That is, they grew up, studied
		 and worked in one region.
•
53% of students who left 		
		 Birmingham to study 		
		 returned there to work.
The West Midlands region
as a whole is one of the most
successful in attracting back
students who were born or
grew up there. But the authors
highlight the importance of career
progression opportunities – the
‘escalator’ effect – on keeping or
attracting graduates.
A recent report surveyed the
activities of Fine Art graduates
specifically.4 Career entry into the
creative industries is not clearly
structured and many Fine Art
graduates take time to establish
themselves, with only about a
sixth describing their job as artist
after 6 months. With artists there
is a high prevalence of portfolio
careers.
In another survey of recent
Fine Art graduates5:
•
30% were working part-		
		time.
•
Teaching, art therapy and 		
		 working in community arts 		

		 offered other career paths. 		
		 Of those that went on to 		
		 further study, 21% studied 		
		 for qualifications in education.
37% were working full-time.
•
•
25% worked in the arts or 		
		media.
•
28% worked in retail and 		
		hospitality.
The escalator for artists is most
apparent in London – not because
it is the capital city of our nation
but more because it is a truly
global centre of finance (with a
broad collecting base). It is a world
capital of the art trade and a past
capital of Empire containing world
museums and galleries.
**************
How have other towns improved
their ability to keep or even
attract new artists?
Folkestone Triennial was set
up by local millionaire Roger De
Haan in 2008 with the specific
aim of using contemporary
art to revitalise the economy
of his ailing home town, in
the interests of every resident.
Local artists have benefited
from opportunities for exposure
and cheap commercial rents in
premises that he has developed.
Artists, writers and curators from
the rest of the UK and abroad
have been attracted to live there

by the affordable housing and
studio space, improving the
year-round economy. Margate,
too, seems set to attract support
from influential individuals and
developers with similar personal
ties to the town. The idea of the
Turner Contemporary gallery
(the largest exhibition space in
the South East outside London)
originated with the Chairman
of the Margate Civic Society
and was funded significantly by
Kent County Council and the
South East England Development
Agency. Artist Tracey Emin,
Carl Freedman Gallery, Counter
Editions and probably Jonathan
Viner Galleries are moving into a
single development there.6
Are there similar seers, developers
or philanthropists in the West
Midlands?
By contrast Glasgow built its
own sustained art world cachet,
kick started by becoming the
European City of Culture in 1990.
As reasons for its success, curator
Sarah McCrory cites attractions
such as available studio space,
affordability and a pace of life
that allows “more time to develop
ideas”, as well as the fact that
there is “still a culture of
government funding.”7 Others
point to how the visual artists
cross-pollinate with other
practitioners, such as via the
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Counterflows experimental music
festival or the indie-band scene.
They also note that commercial
galleries can base themselves
there despite the fact that there
is no collector base as such.
Galleries are near the artists, and
can inject money into the arts
community by, for example,
employing artists in different
roles. Taking part in art fairs is
a means by which they connect
with collectors further afield.
Hettie Judah points to the
vital importance of Glasgow’s
higher education: “By and large,
the city’s gallerists and organisers
are Glasgow School of Art (GSA)
graduates; the first artists they
show and represent are their
peers, and the subsequent
renovators of their spaces and
designers of their exhibition
posters are contemporaries drawn
from sibling departments. The
GSA has produced a prodigious
number of Turner Prize nominees
and winners – 30 per cent of
them this past decade have come
from the school.” This leads to a
tight, possibly incestuous scene.
More important is the way that
Glaswegians have themselves
given birth to “the sheer lustiness
of the city’s art scene, its selfsufficiency and its inventive,
ongoing territorialisation of
derelict post-industrial spaces”.

**************
In the 1960s the average person’s
life span in the UK was the early
seventies. Now it is the early
eighties. Recently, some older
artists previously overlooked
have become newly celebrated
(Phyllida Barlow, Carolee
Schneemann and Frank Bowling
are three examples) and, although
I wouldn’t wish long obscurity on
any artist, this does demonstrate
that artists may pass through
many roles and phases in their
lives, including periods when
they are not making any art at all.
This does not preclude a return
to creation later, perhaps when
finances or family situations
finally allow.
On the one hand, a longerlived population means a longer
window of opportunity for
longer-lived artists to work and
attract success; on the other, it
creates an obstacle to making art.
Already, 0.7 million older people
with disabilities living at home
are cared for by an adult child.8
Carers UK reports that in 2017
one in five people aged 50 or over
care for an older family member.
Two thirds of these carers are
female, adding to the gender
discrimination already at work
in child rearing and domestic
labour.
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Coupled with our longer
lives is the growing tendency of
people after the age of 50 to leave
the Big Smoke, often returning
to the neighbourhoods of their
births. A report by the Department
for the Environment, Food and
Rural Affairs found that in 2012,
there was a net migration of
40,000 people from urban to
rural areas in England. All these
changes seem likely to increase
the number of artists in the West
Midlands.
**************
It appears that demographic
changes over the next decades
are set to increase the number
of artists in the West Midlands.
Capitalising on this trend could
benefit many other citizens as, for
example, the hospitality sector
has benefited in towns like Kassel,
from its five-yearly exhibition
Documenta. That would require
local and metropolitan councils
to take an imaginative leap and,
truthfully, a serious application of
money.
Multi-occupancy, permanent,
warm, secure, affordable studios
are available in larger numbers
in other big cities. Can the
charitable organisations that run
and build those be encouraged
to expand into this region, or to

mentor and partner home-grown
artists’ organisations? It’s a case
of ‘build it, and they will come’.
Encouraging links between
older and younger artists can
promote the growth and survival
of all. Creative ways of bringing
artists of all ages together
encourages practical support,
cross-disciplinary friendships,
mentoring relationships and
an exchange of skills. More
established artists serve as an
example of how a practice can
be sustained, and could exert an
impact upon the retention and
development of recent graduates.
Decisions that arts
organisations and individual
artists make, or their ability to
progress, are substantially shaped
by an environment outside their
influence. I hope it’s been useful
to lay out a few elements of that
environment. We don’t always
acknowledge the impact upon us
of being disappointed by
arts organisations and arts
professionals, or we direct our
harsh criticism inwards. We
should perhaps be kinder to
ourselves.

Notes
1 Office for National Statistics 2015
2 Section 144 of the Legal Aid,
Sentencing and Punishment of
Offenders Act, 2012
3 ‘The Great British Brain Drain’,
Paul Swinney and Maire Williams,
21 November 2016
4 ‘What do Graduates Do?’, produced
by Prospects and AGCAS Association
of Graduate Careers Advisory Services
on behalf of HESCU Higher Education
Careers Services Unit
5 ‘ArtWorks Evaluation Survey of
Artists’, Paul Hamlyn Foundation,
June 2014
6 ‘Tracey Emin, Carl Freedman and
Jonathan Viner establish Margate ‘arts
district’’, Anny Shaw, 13 October 2017,
www.theartsnewspaper.com
7 ‘How Glasgow became an art capital’,
Hettie Judah, 20 March 2016, The
Independent
8 Centre for Policy on Aging Review,
May 2014, Commission by Age UK

Louise Hampson, Untitled (2017)

Nicola Arnold, Untitled (2017), sketch
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Nicola Arnold
University of Worcester

Nicola Arnold uses natural
light as a form. Her work
explores light’s properties
and, often through repetitive
process, investigates artmaking as a form of meditative
exercise. The fall of natural
light, and the interplay of
light, time and architecture
determine how spaces are
experienced and define their
qualities. Arnold describes
the shapes cast daily by
the play of natural light as
“enchanting”: “It is perhaps
because this phenomenon
is so commonplace – a
perfect geometric shape on
a wall produced by a shaft of
sunlight hitting the window
for example – that I want to
draw viewers’ attention to it
and to reintroduce them to its
impact.”
Arnold’s white-on-white
wall painting and relief
installations tread a thin
line between something and
nothing. While physically

present, they describe what
is just out of reach; they
capture fleeting moments
like snapshots, like images
flash-burned onto a surface.
The sculptural reliefs define
the edges of otherwise
indistinguishable shapes with
soft, barely visible glows of
colour, demanding viewers’
careful attention. “There is
an element of seduction, a
quiet invitation to be intrigued;
initially, viewers might question
exactly what it is that they are
experiencing. Is it a painting?
The architecture? Or just a
trick of the light? The work
is intended to act as a lure,
with viewers’ curiosity drawing
them physically closer as they
begin to form their own ideas
about what they are looking
at, how it has been made and
what is being mapped”.
Arnold’s work is also
preoccupied with the handmade. She is concerned
with the materiality of her

paint and her wall surfaces:
although conjuring refined
forms, her processes cannot
be mechanised. While not
typically gestural, her works
are painterly and show
evidence of having been
‘made’ – an essential quality
of viewers’ encounters with
them. For example, there may
be small incisions in the wall
where she has cut masking
tape to create a shape, or a
footprint in the dust on the
floor. These images resulting
from repetitive actions are
evidence of a process that
is either meditative or
unnecessarily laborious.

Untitled (2017),
Sketch for wall drawing
Pencil on paper
Dimensions variable

38

George Caswell
Birmingham City University

George Caswell’s installations
are inspired by his consideration
of the ‘potential’ of raw materials
and everyday objects. The
objects that he selects, the
photographs that he makes
and the configurations that
he subsequently constructs
are the material forms of his
ideas. His ‘art practice’ is the
collection, combination and
display of found materials.
The resultant installations
are compositions of decisions
and displays of materials that
suggest possible interactions
between them. Caswell aims to
communicate a dialogue that
implies agency, or a situation
produced by an event. As well
as their interaction, by
assigning his objects and
materials different roles, he
aspires to activate certain
properties in them. In his
installation, Master of None
(2017), for example, these
properties include the
transparency of glass and

the grid-like structure of
wooden pallets. To achieve
this ‘activation of properties’
requires his intervention and
what he describes as “an
experimental, transformative
process”: Caswell decides
when to stop adding objects
and chooses which objects to
make more prominent and this
is where, he says, “the role of
the artist comes into play.”
Caswell takes a conceptual
approach to creativity, which
involves his thinking broadly
about the context of his work.
He conceives of his drawings,
paintings and photographs as
preliminary visual research
which produces ‘formulae’
for decision making about
his use of materials in his
sculptural installations. It
creates opportunities for him
to consider found materials
just as he would consider, say,
colour, line and form in the
making of an abstract painting.

Master of None (2017), details
Found materials, wooden pallet,
photographs, trainers
Dimensions variable
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AILEEN DOHERTY
Birmingham City University

Wondrous phenomena of the
natural world are subject to
simple rules and processes:
basic chemistry gives the
snowflake its six-pointed
shape, and a tree forms
its annual growth rings in
response to seasonal change.
Working with everyday
materials, Aileen Doherty is
interested in how her own
processes as an artist can be
informed by fundamental laws
and forces at work in nature.
Her art engages with scientific
research and examines ways
in which the practices of art
and science might interact and
interlink.
“I’m concerned specifically
with how these natural
processes can be used as
production rules for creating
artworks. Ice Crystals (2017),
for example, is a series of
photographs depicting six
categories of ice crystals
which build up from water
vapour. Using glass or laser-

cut Perspex, my 3D ‘props’
were constructed according
to the formation of each
crystal type. The different
lighting used for individual
photographs was informed by
research into the conditions
in which different ice crystals
form, with the colour of the
light corresponding to the
atmospheric temperature
required. The resulting
images are presented in
circular frames to resemble
microscope images.”
Interested in making the
unseen visible, Doherty’s
recent research has focused
on cosmology and particle
physics, where the natural
forces in play are beyond
human perception. Dark
Matter (2017) is an ongoing
installation project that
explores the distribution
of dark matter within our
universe. Though we can
neither see nor directly detect
it, dark matter is thought

to account for eighty-five
percent of the universe’s
total mass. The installation
makes this ratio visible, and
is conceived as an immersive
work in which the viewer can
‘experience’ dark matter at
first hand, even though the
atoms of our physical world
are unable to interact with it.
Diffuse LEDs represent the
normal or ‘baryonic’ matter
around us, while dark matter
is represented as clouds of
dark, geometric forms. The
installation, suspended from
the ceiling of the gallery, is
intended to suggest the curves
and filament structures of
dark matter’s distribution
among galaxies, to convey
its pervasiveness on a
cosmological scale.

Dark Matter (2017)
Black matchstick shapes,
thread, mesh rig, LED lights
Dimensions variable

A frantic, scratched drawing of a magpie overlays one of Jez Dolan’s prints. In others,
black smears conceal the texts as though the birds themselves have smacked into the
wall, the magpies’ state of disorientation physically interrupting their meaning. Dolan’s
work reminds me of José Esteban Muñoz’s analysis of Frank O’Hara’s wonderful poem
‘Having a Coke with You’:
The poem tells us of a quotidian act, having a Coke with somebody, that signifies a
vast lifeworld of queer relationality, an encrypted sociality, and a utopian potentiality.
The quotidian act of sharing a Coke, consuming a common commodity with a beloved
with whom one shares secret smiles, trumps fantastic moments in the history of art.1
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In Dolan’s work, a timely encounter with the chattering, rattling birds works as both a
revealing and concealing of queer identities. Bringing together an unsent love letter, a
musical score and fragments of notes, the use of magpies signifies the benefit of the
dismissed, the ineligible, the irrelevant. Politically, this means not only placing
importance on verbal protest, but also inhabiting the strange, upsetting, exhilarating
moments when one feels at a loss for words, or when words are not enough. Magpies
is a dynamic conversation, a palimpsest of queer temporalities lived in joy, in disdain,
in fabulous confusion. It is in this spirit of tacit understanding, and of things best left
unsaid, that I include partial notes inferred from a ’phone call with Jez about his work:

Birmingham City University
Text by Emily Sparkes

2. pitch + duration
2nd versions
recorded reading the reductive letter
turning the voice to music
piano pieces
different paths from original sources
squiggles
mark resist film
drawings in ink

Magpies I (2017)
Screenprint on paper
80 x 60 cms

A letter to someone that was never sent
(relationship)
in fury…
put it away!
several months of doing
redaction
printing music manuscript paper
no forethought
graphic scores / notation
disguise, secrecy, hidden meaning
mostly space
up in the MA top floor studio
came back downstairs
I heard magpies squawking
Singing in a choir
Squawking
Meanwhile I was talking about string quartets
> Sent
Writing in a notebook all the time
Art is research heavy and theoretical
Withdrawn
Feelings laid bare.

1 José Esteban Muñoz, Cruising Utopia: The Then and There of Queer Futurity
(New York and London: New York University Press, 2009), 6.

3. more interesting?
Pulling it back together
Making a whole / hole
Making work that doesn’t look
like a screen-print
Layering hidden images
Not jealous at all!
Working in the studio

JEZ DOLAN
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AMRIT DOLL
Birmingham City University

Amrit Doll’s assemblages explore
how things come together, and
thinking through the act of
constructing. Thinking is, itself,
a process of constructing: it is
a building, a putting together
of parts with a purposeful sensibility and a responsiveness
to form, a presence, a gravity, a
mass through relationality.
In Doll’s installation Light
Echoes (2017) objects exist
individually and in a composition in space-time, and
all the pieces taken together
– the light, projection, wood
and blocks – form a relational
entity. The installation, as Doll
conceives it, becomes a flux to
be followed – one that continues to present itself through
its de-construction, de-materialisation, entanglements and
superpositionality.
The installation relates to
how ideas materialise and
whether their physical manifestation is representative, or
whether each idea exists as an

individualised, independent
entity unable to engage with
others. Furthermore, it alludes
to the business of constructing and the role and job of the
maker, which is to be playful,
and to use thinking as a means
of exploring and assessing
rather than to make reasoned
and logical sense. The development of the work, Doll
notes, has been influenced by
some current inquiry in mathematics, quantum physics and
logic and is directly informed
by physicist Karen Barad’s
research on diffraction.
Influenced by artists Sarah
Sze and Helen Marten, the
work expresses dynamism,
attempting to (re)solve itself
through its relationalities and
its discontinuities, which are
similar. Doll writes: “The assemblage is active, it is activity.
It is working, it is artwork-ing
(the ‘-ing’ solving and resolving). It is elegant activity.
Elegant and playful. Elegant,

playful and thoughtful activity.
That is what it takes to make
and put together and how it
presents as art. The artwork
is as much about its coming
together as about its eventual
presentation.”

Light Echoes (2017),
installation detail
Wood, polystyrene, Perspex,
overhead projector, digital projector,
printed acetates, nylon rope,
electrical cable and bulb, electrical
tape, poster paper, model lights.
Dimensions variable
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Gem Douglas
Birmingham City University

Gem Douglas’s work addresses
displaced peoples, the causes
of their displacement and
the responses of those who
witness it. She aims to draw
parallels between seemingly
disparate groups of people,
attending to the political
conditions that destabilise
societies and undermine
compassion.
Douglas takes inspiration
from makeshift shelters
built out of necessity. Her
materials speak to her themes,
alluding to the limiting social
and economic factors that
face many people in the
world today. Her largescale sculptures use found
materials – a bed frame,
strips of clothing and tent
poles. These are repetitively,
laboriously woven into, or
struggle with, unyielding ropes
to form a structure, simulating
the physical and emotional
endeavours of those trying to
obtain stability for themselves

and their families.
Douglas’s titles, Leave What
You Could Not Behind (2017)
and But Home is the Mouth of
a Shark (2017) are taken from
the poem, Home by Warsan
Shire, a British-Somali poet
who has written about the
conditions that necessitate
fleeing home and seeking
refuge. Leave What You Could
Not Behind sits pushed into
the corner, each of its stack
of objects seemingly awaiting
resumption of its domestic
role. The stack, for Douglas,
expresses the coercion that,
in life, would have led to its
hurried, desperate creation,
prompting viewers to visualise
what is sacrificed and left
behind. The sculptural form
But Home is the Mouth of a
Shark (on display in New Art
West Midlands 2018) suggests
a rudimentary, functional
structure that cannot avoid
becoming an entity – an entity
that acknowledges the innate

visual language of those
trying to make a settlement a
‘home’. A decorative aesthetic
instinctively permeates
Douglas’s work: the vivid
colours seem to be a natural
consequence of her use of
ubiquitous, mass-produced
textiles and serve to reveal the
dominant desire of humans to
adorn their environments.
The two works discussed
here are separate, yet in
dialogue with each other: one
is in the act of being created;
one awaits depletion. One
embodies the beginning of
a journey, a home that is no
longer a home; the other
embodies the enduring
urge that is the process of
establishing a place of safety.

Leave What You Could Not Behind (2017)
Wooden pallet, cardboard, used
mattresses, used bedding, tent, carrier
bags, rope, strapping, parcel tape
257 x 98 x 65 cms

But Home Is The Mouth of A Shark (2017)
Used mattress, used clothes, used shoes,
used bedding, cable ties, guy rope, rope,
tent poles, bags, ruck sack
215 x 277 x 217 cms
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JESSICA EBURNE
Coventry University

Jessica Eburne’s main interest
is in 20th and 21st century art
production, especially new
media works of the late 1980s
involving performance and
interactivity. Work by artists
including Aristarkh Chernyshev,
Nam June Paik and Bruce
Nauman, and texts by theorists
such as Marshall McLuhan
and Yuval Noah Harari, have
prompted her to research
electronic dissemination
and its effects on society.
Addressing technology’s
impact on the interpretation
of art in the postmodern
age, she makes interactive
installations involving audience
participation.
The TR (2017) project (‘T’
stands for Technology and ‘R’
for Religion) was inspired by the
repetitive, ritualistic trends in
technology usage today which,
Eburne suggests, are not unlike
those of religious practice.
TR uses religious motifs and
symbols, interpreting them

as if they were computers
or gadgets. Its interactive
elements aim to involve the
audience in a mediated,
meditative experience.
TR comprises two
installations. The main body
of the first, made of lasercut, metallic painted MDF, is
designed as a technological
shrine. An LED strip light
runs around and behind it
to create an electronic halo,
thus playing with the idea of
technology being ‘divine’. Four
‘arms’ project from the body
of the shrine, suggesting an
electronic disturbance or glitch
in the construction. This is
partly to remove the idea that
technology is perfect. The
TR branding at the top of the
work is designed to resemble
a crucifix. The multi-coloured
Perspex front is back-lit to
resemble a stained-glass
window. A row of remotecontrolled LED lights at the
bottom of the shrine evokes

the lighting of a candle for
prayer. The sound recording,
conceived as a ‘technological
prayer’, comprises responses
to a questionnaire and is
designed further to explain
the new religion using artificial
intelligence voices, including
that of Siri.
Eburne’s second installation,
Rechnilgog (2017), morphs
the words ‘Technology’ and
‘Religion’ letter by letter. Each
laser-cut word on each wallbased box lights up when its
respective button is pressed.
The intention is to suggest an
intermediate state between
technology usage and ritualistic
religion.

TR (2017)
MDF, Rust-Oleum silver paint,
coloured and frosted Perspex,
Bluetooth lightbulbs, LED light strip,
MP3 player, headphones
Audio: 2 mins 15 secs
104.4 x 113.3 cms
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LOUISE HAMPSON
Staffordshire University

Louise Hampson uses line
to create precise, absorbing
drawings concerned with time,
fault and perfection. Her timeconsuming method deploys
technical drawing pens on
paper and translucent film to
create repetitive pattern using
simple lines. The types of line
are varied: she often uses
a ruler to create a uniform,
consistent line that evokes
precision; at other times she
draws using small, freehand
lines to create accumulating,
flowing patterns. She generally
combines large surfaces and
small marks to give a sense
of mass and a larger image,
which plays on micro/macro
relations. Her work explores
the potential of faults and
errors in both hand-made
and mechanised drawing and
investigates repeated action
as a means of producing
geometrical forms.
Reticulation (2017) engages
with the process of making

replicas: it involves a method
of ‘consecutive drawing’
that takes samples from the
previous drawing to inform the
next. The resultant linear series
of images reads from right
to left. On close inspection,
there are faults and mistakes
in Hampson’s attempts at
replication; the drawings
provide a record of human
error. As well as the smudges
and marks made by her hands,
there are accidents with the
pen. There are also ‘faults’
in the drawings’ sequencing:
one of them is evidently
not directly copied from its
predecessor, thus altering the
pattern (an ‘error’ detectable in
the lines that distort the work’s
symmetry). Compressed (2017)
is made from repeating lines
that gradually form a geometric
pattern. The lines are precisely
drawn but nonetheless
‘imperfect’. Hampson
knowingly adopts methods to
correct her human fallibility

(using a ruler for example)
where failure is inevitable.
Through their overt connection
of mark making with the hand,
Hampson’s intention is to
reinforce a sense of human
production and identity, and
subtly to question what we
understand by ‘perfection’.
There is a mathematical,
computerised feel to Untitled
(2017), through Hampson’s
use of precise lines created
by drawing through carbon
paper. The drawing becomes
an action, which results in a
print. Hampson is interested in
the effects that can result from
carbon paper’s multiple use
as a medium of duplication:
in Untitled the intersecting
lines that cross the overall
directional line evidence the
paper’s previous use.

Reticulation (2017)
Pen on draft paper
34 x 34 cms
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LUCY HANRAHAN
Birmingham City University

We Are The Social Media
Generation (2017) is a multimedia installation comprising
vinyl text on coloured wall
panels and moving image
on a smartphone. Hanrahan
chose the blue background
for her text because of its
association with Facebook and
other popular social media
sites. The painted wall is a
fundamental element of the
installation: the term ‘wall’ is
used by Facebook to define
the area on somebody’s profile
where they, or anyone else
authorised to do so, can post
images, videos, thoughts, views
or criticisms. Hanrahan’s wall
provides a physical space for
her display of text and video
that critiques the ubiquity
and influence of social media,
which she considers to be
inherently distracting. The
video displayed on the mobile
phone shows a human eye; in
it is reflected a phone screen
indicating that the person

using the phone is constantly
scrolling through images on a
social media app. The macroshot footage shows motions
of the eye that are normally
taken for granted: in everyday
life we don’t notice these
flickering movements, or the
pupil dilating and contracting.
While the model’s eye is
transfixed by the phone, the
viewer (caught in the irony of
watching it on a phone screen)
is transfixed by the eye. 		
Hanrahan’s aim is momentarily
to detach her audience from
the act of scrolling through
social media, and to cause
viewers to connect with the
human instead. In a world of
technological dependency,
even if just for a moment, she
brings about enactment of a
human relationship.
Hanrahan often uses single
words in her art – short,
poetic sentences or slogans
– and partners them with
photographs, objects and/

or film to convey a story,
memory or feeling. Her current
focus on the relationship
between humans and
technology, especially on our
use of social media and the
internet, involves exploration
of how these have changed
the experience, behaviour
and psychology of younger
generations especially. She
investigates how different
surfaces, screens, projectors
or light relate to the mechanics
and materiality of the digital
devices that are now so
integral to the fabric of
everyday life.

We Are The Social Media
Generation (2017)
Installation
Vinyl lettering, mobile phone,
video, detail of text panel
400 x 100 cms
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SIMON HARRIS
University Of Wolverhampton

Simon Harris’s paintings
seek to question the viewer’s
relationship with the surface
and pictorial space of painting:
what can that encounter elicit?
What are the implications for
an immersive pictorial space
in painting when that space is
considered independently of
the historical figure/ground or
subject/object relationship?
Harris is interested in
producing a cinematic glow
that alludes to the digital
era of the saturated screen.
He generates a luminous
sheen by means of which
the constructed virtual reality
of his pictorial space can be
accessed.
Harris notes that “this is
an age when the pictorial
image is no longer related
to any objective ‘reality’ but
rather to a reality that the
maker wants to construct. I
establish a figural illusion of
the real that isn’t fixed, an
evolving, precarious pictorial

space almost on the verge
of collapse. I incorporate
not only a semblance of an
illusionistic space but also
the resemblance of the
viewer, who is reflected in the
surface.”
Paintings such as
International Favourite Filter
(2016) emerge from a narrative
constructed in the studio; the
pigment and binder are layered
with diaphanous thinness in a
labour-intensive process that
denies the authorial brush and
contrasts with the immediacy
expected of image making in
our digital era. Harris aims
for surfaces of oscillating,
illusionistic chromatic tension
resonating with cinematic
glow. This physical intensity
is heightened by the shared
participation of the viewer
in pursuit of the paintings’
allusive images, down through
the corridors of their surfaces.
In Harris’s conception, viewers
have the potential actively to

encounter his images and to
discover their own painterly
moments. His paintings, he
aspires, invite the antithesis
of a conventional, indexical
mimicking of the movements
of the maker, or of observing a
known reality.

The Little Street (2012)
Oil on canvas
216 x 176 cms
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KERI JAYNE
Staffordshire University

Keri Jayne’s current work
involves keeping abreast of
the 24-hour newsfeed and
its various delivery platforms,
from newspapers to social
media. Using methods of
intervention, assimilation,
appropriation and reproduction
she creates drawings, collage,
images, video and text to try
to unpick it. ‘News’ is there to
inform, educate and entertain,
with the banal and the serious
going hand in hand. But
what exactly is ‘news’? This
deceptively simple question is
central to Jayne’s enquiry. In an
era of 24/7 communications,
when news is omnipresent and
relentless, it is more important
than ever, Jayne proposes, to
question its role and effects, to
create space for analysis.
With rising claims of fake
news, what is the truth? Do
advertisements conflict with
news? What makes the news
headlines? Has the rise of
online news platforms such

as Facebook and Twitter
affected news? What is the
impact of people creating their
own social media identities
as vessels for communication
– and of their personal news
having equal status with
international news? Are people
just living in their own echo
chambers?
Jayne’s main interests
lie with how the news is
fabricated, its relationship with
the truth, and its transience
and temporality. Drawing (a
central element of her practice)
enables her to process and see
what’s out there. She makes
drawings to create a pause
in the flow of the information
overload, as a means of
turning the ephemeral into
something more permanent.
By simplifying news messages
into black and white graphic
presentation she aims to
remove the distractions of
colour, thereby emphasising
content.

One Day (2017) consists of
148 framed drawings depicting
highlights of the news of 1st
April 2017. Using watercolour
paper in a variety of colours
as their ‘ground’, the drawings
are interpretations of news
snippets and screenshots
taken from on-line news
platforms between the hours
of midnight and noon, in line
with the duration of April
Fool’s Day – a day chosen for
its ‘legitimation’ of the fake
news and advertisements that
it occasions.

One Day (2017)
Ink on watercolour paper
148 framed drawings
61 of 30 x 40 cms
52 of 21 x 30 cms
35 of 18 x 13 cms
Installation, dimensions variable
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LISA KEMP
University of Wolverhampton

Lisa Kemp’s art aims to
negotiate the information
overload associated with urban
experience. Criss-crossing
cities and towns to source
billboards, advertisements,
graffiti and flyposts (“the
throwaway ephemera that
litters our lives”), she extracts
and ‘corrupts’ their letterforms for the purpose of
transforming them into pure,
simple forms and shapes.
Describing her practice as
“disturbance through play and
experimentation” her work
questions “what happens when
signs as ubiquitous, familiar
and frequently over-looked
as letters and text are broken
down? Does something need
to be complete to evoke a
sense of familiarity?”
Three works on canvas
collectively titled, Ephemera
(2017) are presented in New
Art West Midlands 2018. They
layer silk screen printing with
collage and paint to achieve

physical, visual similarity with
her source material. Her process
is thus simultaneously to
construct and deconstruct:
“We are exposed to over 5,000
advertisements a day”, Kemp
notes, “but how many of these
do we really notice?”. Her work
points out viewers’ lack of
attentiveness to the everyday:
“would we notice if the text
on a billboard that we pass
daily were no longer legible,
or if the imagery on familiar
advertisements were corrupted
beyond recognition?”

Ephemera 2 (2017)
Silk screen print on canvas,
thixotropic primer, collaged
newspaper, billboard posters,
white paint
150 cm x 200 cms
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Bob Langridge
Hereford College of Arts

Bob Langridge takes a journey
through photographic processes
to explore the representation,
interpretation and narration of
landscape in time. He suggests
that “making a photograph
can be like writing: making
an image can be similar to
constructing a sentence, just
as achieving a coherent group
of images involves processes
akin to those involved in
structuring a coherent
statement.”
At a time when a photograph
can be taken, uploaded onto
the internet and viewed across
the world almost instantly,
Langridge deliberately chose
a slow process to make his
images, creating a series of
photographs using a pinhole
camera that demanded long
exposure times. The making
of Hell Lane (2017) provided
him with an opportunity to
spend time immersed in
a rural landscape of manmade hollow-ways – routes

often hidden from view
and produced through the
centuries-long action of people
walking the same path. The
photographs were inspired
by Robert Macfarlane’s book
Holloway which defines its
subject as “A sunken path, a
deep and shady lane. A route
that centuries of footfall, hoofhit, wheel-roll and rain-run
have harrowed into the land.”
Influenced by the walkingbased practices of artists
Richard Long and Hamish
Fulton, Langridge notes the
many different articulations
of the concept of landscape.
He cites Fulton’s suggestion
that it’s not the walk that is
the challenge, but how to
depict the journey. Langridge
considers process over time
as an important element of
his approach: it takes time
to get to know the Dorset
hollow-ways that he has
chosen to document and
reveal, to consider the light,

colours, shapes, textures and
movement that are specific
to a place. He describes his
process as one of “quiet
exploration to identify my
subject matter and to evolve
my connections with and
understandings of place, to
consider how the landscape
connects place to place,
person to person and now
with then.“

Hell Lane 1 (2017)
Aluminium composite panel 3mm,
brushed aluminium surface,
6-colour UV direct printing
40 x 40 cms

62

BRYONY LOVERIDGE
Coventry University

Drawing on fine art and
illustration practices, Bryony
Loveridge’s work is influenced
by an interest in popular music
and how taste and style can
reflect personality. A Selfreflection (2017) was initially
inspired by the formation of
the ‘idea catalogue’, Pinterest.
Customised, framed mirrors
are displayed to evoke the
sporadic nature of seeing
random collations of images
found when browsing online.
The mass of cascading
mirrors becomes, literally, an
expression of self-reflection,
creating a ‘the more you
look the more you see’ style
experience and mimicking
the motion of scrolling up
and down a webpage. Over
the course of developing the
work, Loveridge notes that her
interests, ideas and emotions
changed; these changes are
reflected in the complexity,
colour and content of the
images presented, which

came to form what she
describes as “a visual diary”.
Loveridge writes: “I care less
about what my work means and
more about how it feels. Visual
communication of feeling is
most important to me. With a
keen eye for detail and realism,
only recently did I begin
experimenting with combining
patterns and more structured
imagery. I started to juxtapose
the softness of pastels with
the intensity of ‘ugly’ patterns,
forcing them together.”
Loveridge’s work plays with
positive and negative space
and with the finished and
the unfinished. Her use of
colour gradients, fades and
complementary colours
conjures a ‘funky’ aesthetic.

A Self-reflection (2017), installation detail
57 mirrors, acrylic and oil paint
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TONY McCLURE
Birmingham City University

Tony McClure is interested
in creating unconventional
viewing situations using
time-based media (including
film) and immersive spatial
arrangements. He draws on
Japanese philosophy, static
cinema, and ephemeral
technologies and materials
to make his explorations. He
is intrigued by the poetry of
momentary, transient beauty
and experiential events. His
work, he writes, “sets out to
explore encounters between
affect and moving image
technologies, between
installation, perception and
thought. I apply spatial effects
to reframe and reconsider the
overlooked.” He is interested
in the absence of matter in
the making of image and
the complexity with which
perceptions of time and space
in an artwork are constructed.
Composition I // Finiteness
(2017) is a projected, looped
film, using multiple projectors.

It features the delicate, almost
infinite sky as an expansive,
fleeting moment. The title
Finiteness – meaning subject
to conditions or limitations (of
space, time, circumstance, the
laws of nature) – contrasts with
the image presented. McClure
describes the work as being
about contemplation, evoking
an experience akin to that of
James Turrell’s Skyspaces.
He aims for a visual language
by means of which “the
subject becomes somewhat
compressed and restricted,
grounded by the application
of a poetic technology”. Areas
of the projected image are
masked to establish depth:
McClure describes this as
creating an emptiness with
shadows but also a perception
of fullness. He amplifies these
qualities through his inclusion
of an observable ‘eclipse’ cast
upon the walls by the backlight of the projectors. The
installation “invites the viewer

to navigate the space, in
which shadows are cast and
inscribed as moments of
reflection. These moments
are triggered not only by the
film-object technology, which
acts as a point of reference in
its own right, but also by the
atmosphere generated by the
spatial intervention of time,
light, material and effect.”
McClure intends his work
to be open-ended. There is
a temporal component to
its process and reception:
its operation rests with the
cumulative experience of the
viewer. It centres on reframing
an existent thing as delicately
as possible.

Composition I // Finiteness (2017),
video still and installation detail
Video installation
580 x 400 cms
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Hayley Mcnally
University of Wolverhampton

Hayley McNally worked with
found industrial materials to
create Urban Heights (2017),
a series of circular, stacked
sculptures of varying heights
and dimensions. McNally is
interested in the non-utilitarian
use of utilitarian materials and
objects: elements of her sculptures – a cog from a cardboard
box-making machine, for
example – are components of
industrial production systems.
The large and small stacks
and columns of Urban Heights
share simple, repetitive
geometry and what McNally
identifies as “an emotional
connection in their resistance
against uniformity”. Made of
materials and objects to be
found in most homes,
construction sites and urban
landscapes, gravity is their
glue: they are solid but give an
impression of being precarious.
In their shapes and the visible
stratification of their materials,
they represent an urban and

industrial ‘geology’.
McNally has been influenced by the Italian Arte Povera
movement of the 1960s, when
artists experimented with a
wide range of non-traditional
and throwaway materials. She
writes: “I want viewers to enjoy
the characteristics of each
material and to appreciate
them not in terms of their
monetary value but rather of
their everyday ubiquity and
usefulness.”

Urban Heights (2017), detail
Manmade industrial materials
including glass, metal, tyres
and concrete
Dimensions variable
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Bayley Morris
Birmingham City University

Bayley Morris’s digital videos,
prints and installations explore
the role of the unconscious in
human creativity. She sets out
to create “surreal and sensuous
identities that are disfigured
by a deliberate and transformative glitch”. (‘Glitch’, here,
means the use of digital or
analogue ‘errors’ achieved
by corrupting digital data or
by physically manipulating
electronic devices). She
identifies strategies of
“becoming automaton” and
“becoming individualistic”,
as means of eliminating her
conscious control. She uses a
process of layering in her video
work Stuttering (2017), and
in prints such as Unframing
(2017), as a means of creating
a distance between artist
and material: painterly marks
are created blind-fold and
layered with collaged images;
the results are then “warped
through deliberate human
error”.

In videos such as Uncanny
(2017) an artificial intelligence
(AI) glitch is introduced and
layered first with moving
images and then disparate,
edited sounds. Morris
conceives of her method
as “the unconscious”, and
“indeterminate glitches” as her
process. As an artist-educator,
Morris is also interested
in “the suppression of the
unconscious in standards
of professional practice. In
conjunction with anarchist and
spectacle pedagogies, my work
aims to provide a theoretical
lens through which to examine
teacher identities in fragments
and flux. I seek to distort
reality and disrupt linear
processes through cut and
splice techniques. Reflective
of the process of learning, my
imagery oscillates between the
unknown and the known,
the unfamiliar and the familiar.”
Morris’s most recent
installation, Hermes (2017)

uses mirrors, feather down
(referencing the winged feet
and head of the Greek god)
and a video projection of eyes
and a mouth. This latter acts
as a means of incorporating
the viewer within the work,
the viewer’s distorted image
simultaneously suggesting
“it is you and not you”. The
down feathers are symbolic
of a “becoming space”. The
sound element is Russian
allegorical music without form,
slowed down and with an
evident glitch that interferes
with normative practices.
Hermes, Morris notes, explores
transitions and boundaries,
and known and unknown
spaces.

Stuttering (2017), video still
Video, 3 mins 44 secs
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Olivia Peake
Birmingham City University

Olivia Peake’s art explores
the illusionistic qualities
of light, surface and space
(shared preoccupations of
modern architecture and
modernist abstract painting).
Peake describes her sculpture
and installations as “sensory
environments of reflective
surfaces and minimalist
neo-futuristic design, which
disorientate the viewer’s
perspective, distorting
boundaries between media
and disrupting spatial
limitations.”
Works derived from
processes of improvisation and
intuitive responses to painting
include the installation
Emergence (2016) and the
bowed canvas Semblance
(2016), which Peake describes
as seemingly having been
blown in from the street to rest
unsteadily against the corner
wall. Her visual vocabulary is
one of rhythms of repetition.
These don’t just characterise

her works’ formal arrangements,
but also her aspired process of
“creating a continuous flux of
re-imagining and re-inventing.
One work becomes the tool
for making the next; every
new discovery is the residue
of repetition and every work
can be viewed as the index
of another.” Peake describes
her approach as oscillating
purposefully between control
and playfulness, and her work
between the virtual and the
actual, the organic and the
artificial, abstraction and
representation, complexity and
simplicity, the profound and
the ordinary.
Working with found objects
and painterly aesthetics, she
works with precision in
computer-aided design and
with the haphazard and playful
in her paintings, exploring the
relationship between colour,
paint and support. Works
made of wood and radiant light
film such as Residuum (2016)

utilise light as a medium to
form small, phenomenological
curiosities. Peake intends them
to fuel her further investigation
in their “slow unveiling of the
mysteries of manipulated
surfaces that intervene in the
architecture of the white cube
space.”

Emergence (Painting One) (2016)
Acrylic on canvas
248 x 244 x 4 cms
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DAVID POOLE
Birmingham City University

David Poole’s film and
video practice explores the
cinematic and the dual nature
of the screen (an object that
both reveals and obscures).
He utilises film iconography
and grammar, pastiche and
appropriated material, and
elements of performance.
He also often deploys the
language and conventions
of science fiction, and their
expression of society’s hopes
and fears. His work sets out
to explore the heroic and the
pathetic, ambition and failure,
humour and seriousness, and
what it is that delights and
terrifies us.
In the dystopian video
short, Drone (2016) presented
in New Art West Midlands
2018, a fictional surveillance
operative scrutinises the
supposed “only existing video
footage taken before ‘the
event’ in order to discover the
identity of those responsible.”
Made from archive material,

the film combines a
promotional video for the
Bell Telephone Company
with home movies shot by an
unidentified American family
at the Seattle World’s Fair in
the 1960s. Also known as the
Century 21 Exposition, with its
legacy of the Space Needle
and monorail the World’s Fair
imagined a city of the future
that never fully materialised.
It nonetheless predicted some
of the advances that power our
lives today. Poole has layered
visual effects to create a retrofuturist aesthetic. These are
complemented by the video
being played on a cube TV
monitor, designed to suggest a
world to come that is at once
bright and faded (a future
already past/passed).
Like most science fiction,
Drone also provides a
futuristic lens through which
to consider contemporary
issues. The 1960s was a period
of profound paranoia about

nuclear conflict, with the
Cold War at its height and the
Cuban Missile Crisis unfolding
as the World’s Fair closed.
Since the creation of Drone,
increased tensions between
the United States and North
Korea have once again raised
the spectre of mass extinction
in a nuclear Armageddon.
As a message from both the
past and an imagined postapocalyptic future, Drone
reflects growing concern for
humanity as it edges perilously
closer to annihilation. It makes
knowing reference to George
Orwell’s 1984 (1949), Ridley
Scott’s Blade Runner (1982),
Samuel Beckett’s Krapp’s
Last Tape (1958) and Chris
Marker’s La Jetée (1962), while
the repetitive soundtrack plays
with the lexical definition of
‘drone’: a low-pitched hum, a
mindless worker or an invasive
and deadly surveillance
weapon.

Drone (2017), video stills
Video 5 mins
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LEWIS PRITCHARD
Staffordshire University

Lewis Pritchard’s work sets
out to map experience of
neglected urban environments.
He draws upon the apparently
unpropitious spaces of
post-war architecture and
decaying former utopias “to
reveal their blurred or lost
social ideals”, focussing on
the “left-over objects” that
he finds there. His visual
experiments deploy printing
techniques such as intaglio,
screen-printing and lino-cut,
exploiting the unintended
marks and qualities that can
result from them.
In I’m still thinking about
it (2017), Pritchard utilises
objects and print processes
to “re-form” the now empty
space in which he is exhibiting
– a space originally occupied
by chairs. He recreates the
original seating arrangement
using “print-inspired” concrete
objects. Too strange and ‘weird’
to serve the ordinary function
of chairs, however, his objects

become, instead, “tools of
intervention”.
Pritchard’s recent thinking
has been informed by Reyner
Banham’s The New Brutalism:
Ethic or Aesthetic? (1966)
and Michel De Certeau’s
exploration of the mundane
rhythms of the city in The
Practice of Everyday Life (1984).
Both books have stimulated
his recent experimentation
with material durability, evident
in the installation A universe
of rented spaces haunted by
a nowhere or by dreamedof places (2017), to be represented in New Art West
Midlands 2018.
Pritchard plays with the
irony of Brutalist buildings
being so visually bold and
externally daunting, yet
structurally often possessing
such fragility. Combining
contrasting elements such as
foam and plaster, he makes
blocks that act as visual
representations of house

bricks. Unlike bricks, however,
Pritchard’s blocks are fragile:
they represent the antithesis of
Brutalist functionality, lacking the structural capacity to
make physical architecture.
He uses them, nonetheless, to
make ‘architecture’ of a sort:
the resultant models combine
blocks’ hard visual linearity
with organic forms, creating
structures designed to house
“a ‘grotesque’ of the human”.
Challenging their durability
through processes of stretching
and stacking, Pritchard’s
structures aim to convey
the sense of enclosure,
entrapment and desperation
associated with contemporary
society – something that he
identifies as being produced
by, and reflected in, modern
post-war Brutalism. He
hopes that experience of his
installations will foreground the
importance of maintaining the
political-socio ethics of urban
community.

A universe of rented spaces haunted by a nowhere or by dreamed of places (2017)
Billboard paper, plaster with foam, plaster with paint, plaster with polystyrene,
latex, spray paint, bubble wrap, metal wire, metal rods, intaglio print, gaffer tape,
insulation tape. Dimensions variable
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LARISSA SHAW
Birmingham City University
Text by Emily Sparkes

This is the most amazing
feeling! Better than sex! Agh,
there’s a barbed wire fence!
Tony Wilson in 24 Hour Party People

Fun fact: Larissa Shaw
and I both share a common
appreciation of Russian women
folding towels on YouTube.
For me, this slightly bizarre
pastime extends to clips of
Indian head massages, an arts
and crafts vlogger in the Deep
South, and how-to videos of
Japanese bartenders.
We belong to the ASMR
community: those that
experience Autonomous
Sensory Meridian Response.
The term defines an experience
characterised by a tingling
sensation on the skin which
spreads from the head and
moves down the spine,
resulting in a semi-euphoric
feeling of relaxation. In our
cases triggered by softly
spoken regional accents,
ASMR defines a type of

visceral reaction to sound.
Unfortunately, not everyone
experiences ASMR.
The sensation of ASMR is
relatable to frisson, rooted in
the French word meaning
‘shiver’. Frisson describes
the effect of specific stimuli,
such as sections of rousing
music, which may result in
goose-bumps, the hairs on
one’s arms standing on end, or
a sudden, passing sensation
of excitement. These kinds of
bodily responses are linked to
rises in dopamine levels which
change one’s perception.
The sensation is heightened
when ‘coming-up’ on certain
recreational stimulant drugs –
when experiencing the rhythm
and tempo of music seems
to have a direct effect on the
quality of the high, resulting in
increased tactility.
With that in mind, Shaw’s
Flesh Party (2017) explores
the late, great Hacienda
nightclub, with the dimensions

of the piece mimicking the
dancefloor space. Acid house,
techno, and jungle music
sampled from Manchester
archives was transposed by
the artist to create low
frequency sound-waves which
resonate in the speakers and
spread through the soft silicone
body of the piece. Its multicoloured vibrissae act as
extensive receptors so that the
materiality of the work dances
involuntarily. The work
embodies the synaesthesia
of frisson, a unification of
sensory experience, meaning
that you cannot adequately
describe one sense without
talking about another. This
entanglement extends to the
viewer(s), who experience the
tactility of the sculpture as a
kind of contact high. For those
who just can’t get into towel
folding, Flesh Party allows
viewers a new kind of sensory
encounter.

Flesh Party (2017)
Extension cables, 6 x amplifiers,
6 x subwoofers, speaker box,
plastic fronded tactile material
Dimensions variable
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MAGGIE SHUTER
Hereford College of Arts

Maggie Shuter tries to work
against the traditionally
expected and characteristic
elements and methodologies
of painting as a discipline.
She concentrates on aspects
of space, line, scale and form
as these operate in painting
but, additionally, brings a
sculptural aspect to her work.
In the course of the twentieth
century, she notes, discrete
disciplines of sculpture,
photography and painting lost
their exclusivity and standing
as definitions of particular
forms of connection between
medium and material support.
Formerly in painting, image
and shape were governed by
the rectangle/square of the
canvas and could only be used
in limited ways. To escape
such restriction necessitated
rejection of the single plane
and consideration of threedimensional art making, where
space could be a more specific
and effective context than a

flat surface and the critical
formal element was shape.
In a 21st century context,
Shuter sees her own work as
exemplifying the consequences
of this trajectory for painting,
discarding the need to conceal
stretcher bars or other forms
of canvas support, focussing
on shape and form and
responding to site. In works
such as Square (2017) and
the installation Three Sails
(2017) she uses the canvas
as a receiving surface that
has its own inherent and
designed behaviours allowing
for the staining, pouring
and spraying of paint that
manipulates surface and
alters composition. Shuter
proposes that “although there
may be authorial intention,
one’s chosen materials will
always challenge, interfere
with and influence the process
of making the work, in pursuit
of their own contingent
tendencies.”

The contingent properties
of materials mean that anything
can happen and materials’
consequent autonomy, she
suggests, must be considered
within one’s process, as they
are the source of unexpected
interactions or resistances that
change the anticipated course
of production.

Square (2017)
Canvas, wooden frame, acrylic paint
80 x 120 cms
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SARAH WALDEN
Birmingham City University

Sarah Walden’s art making is
influenced by experimental
film-making and poststructuralist philosophy.1
She notes that her video
installation Bodies of Pleated
Matter (2015) considers
“surface as a plane of
immanence and a space of
pure creativity, and explores
how temporal relations,
conceived as folds in the
fabric of surface, create
differentiated occasions of
sensory experience.”
Walden uses celluloid film
as the literal surface upon
which random connections
can be made and understood:
“used in conjunction with
digital moving image, film
presents the possibility of
dialogue, interlocution and
relation in ways that follow
the flight and speed of the
connections of the brain.
Moving image has the power
to circumvent linguistic
rationality (that which can

be said in words) and hit the
unsayable – the space where
the ability to speak of felt
experience breaks down,
which is also the space where
experience (rather then the
representation of it) starts.”
Her work explores the
interplay of celluloid film and
digital/electronic ‘glitch’;
Walden thinks of them “not
in the traditionally antagonistic
sense but rather as thresholds
for each other – their synergistic
application enhances intrinsic
qualities and moves the result
into a new ‘occasion’, something that is ‘both/and’ rather
than ‘either/or’. Unexpected
nodal connections occur
when the digital surface is
folded in on itself. Multiple
channels overwhelm each
other and the medium behaves
in unexpected ways.” Her
moving images of water and
the human body “draw on the
situated knowledges of neurodivergence to question how

pleated and folding surfaces
make sense, or non-sense
of our experience of them.
Temporality presents another
surface upon which we can
choose to play or which we
can disregard.”
For Walden, multi-channel
glitch enables moving image
to be open-ended, deterritorialised and performative.
It circumvents the tropes of
cinema, taking moving image
away from product and back
into process.
1 As well as Deleuze’s and Guattari’s
description of rhizomatic thinking in A
Thousand Plateaus (1980) and Deleuze’s work
on sense and the accretion of matter (creative
principle) in The Logic of Sense (1969) and
The Fold (1993), respectively, she has also
drawn on: Jean-François Lyotard’s work on
surface and skin in Libidinal Economy (1974);
Martin Heidegger’s move to site identity in
difference rather than sameness in Identity
and Difference (1957); and Alfred North
Whitehead’s work on temporality (‘occasions’
and interdependency) in Adventures of
Ideas (1933). Her work also pays homage to
experimental film-maker Stan Brakhage.

Bodies of Pleated Matter (2015)
4 channel video projection, 16 mins 30 secs
Screen 100 x 700 cms
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LILY WALES
Birmingham City University

Lily Wales’s art addresses
language use and appropriation associated with nuclear
weaponry. She makes play
of the contrast between
weapons’ deadly purpose and
the benign, often childish
nicknames that they are
accorded: the M65 atomic
cannon built by the United
States and capable of firing a
nuclear device was commonly
known as Atomic Annie and
atomic bombs have gone by
the names of Mr Plumbob,
Romeo, Smokey and George.
She explores the absurd
language of US government
civil defence videos made
to demonstrate how best to
survive when under atomic
attack.
Using photomontage
techniques, Wales “redescribes” the content of
defence videos and public
information films as a means
of understanding how
language can anaesthetise

and dislocate public perception
of nuclear warfare. For New
Art West Midlands 2018 she
has recreated Radioactive
Rhonda (2017): comprising
a large sphere, its surface
covered with papier-mâché
photomontage, Wales conceives
of her work as “a hyperreal
tumour containing imagery of
atomic warfare”. Radioactive
Rhonda is similar in size to
the nuclear device nicknamed
Gadget, a six-foot wide sphere
with a grapefruit-sized
plutonium core used in the
first ever nuclear detonation,
codenamed Trinity. The
significance of the balloon
structure relates to its usage
in nuclear testing: to ensure
the most destructive impact
an atomic warhead must
be detonated while off the
ground. Radioactive Rhonda
aims to mock the procedures
of atomic bomb development
and to render absurd the civil
defence public information

campaigns associated with it.
Rhonda’s surface is covered
with images of the imaginary
characters that Wales has
assigned to Atomic Annie, Mr
Plumbob and others. While
the characters are products of
her imagination, the bombs to
which their names are attached
are real, and the prospect of
nuclear Armageddon is thus a
persistent presence.

Top image:
Radioactive Rhonda (2017)
Balloon, papier-mâché, sand
150 x 100 cms
Bottom image:
Found image of ‘Gadget’ bomb
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GRACE A. WILLIAMS
Birmingham City University

Grace Williams’s work,
Spiritual Ectoplasm (2012), was
selected for the inaugural New
Art West Midlands exhibition
at Birmingham Museum &
Art Gallery in 2013. Produced
while Williams was still an
undergraduate, it stemmed
from her growing interest in
the visual representation of
women in the history of magic
and mediumship. The work
initiated what subsequently
became Williams’s practice-led
PhD study, The Supernatural
Sex: Women, Magick &
Mediumship: Assembling
a Field of Fascination in
Contemporary Art. Central
to Williams’s practice is a
feminist concern with the
representation and treatment
of women in the fields of myth
and magic in popular culture.
Williams’s work seeks
“to shed light on the
circumstances surrounding the
shaping of women’s collective
identity”. In the series of

photographs that includes
Inferiority Complex (2017)
and Sobriety (2017), Williams
examines the centuriesold, long-since scientifically
discredited tradition of
natural gemstone healing, as
it is associated with women’s
health and well-being. The
series is a collage of closeup photographs of pyrite,
popularly known as Fool’s
Gold and traditionally given to
women to carry as a means of
boosting their self-worth and
overcoming tendencies toward
servitude and inferiority. The
Prisoner (2017) appropriates an
image from the T G Hamilton
archive depicting a séance
sitting with the medium
Elizabeth Poole. Inspired by
the cult 1960s eponymous TV
show and the visual absurdity
of its iconographic ‘rovers’,
the TV show and depicted
séance room share a sense of
claustrophobia. This highlights
the farcicality of staging the

mysterious as participants
witness a supposed
demonstration of telekinesis
to comic effect.
The video Bechdel Rule
Pass (2016) appropriates and
edits together snippets of
footage of leading ladies in
speaking roles in Hollywood
films to comment on current
debates in Hollywood about
the lack of prominent film
roles for female actors and
unfair pay. Its title derives from
the now famous Bechdel Test,
proposed by Alison Bechdel
in her 1985 comic Dykes to
Watch Out For to provide a
measurement of gender bias
in films. To pass the test films
must include at least two
women who talk to each other
about something other than a
man. Only half of films tested
pass its requirements.
The Prisoner (2017)
C-type photograph on reverse Perspex
30 x 20 cms
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Jodie Wingham
Birmingham City University

Jodie Wingham combines
printmaking with unconventional methods of
display playfully to distort
images and turn them into
sculptural forms. Wingham,
who also presented undergraduate work in New Art West
Midlands 2015, has continued
her interest in psychoanalysis
and her examination of the
pleasure taken by human
beings in ‘looking’: she
describes her imagery as
having “voyeuristic tendencies”
and her art as seeking to
generate “the kind of private
moments when people tend to
be unaware that they are being
observed”.
Unbuttoned (2016) depicts
a man’s shirt with a button
undone, revealing the naked
flesh beneath as a dark crevice.
Here, it is Wingham’s intention
to explore the satisfaction
that we experience when
something usually unseen is
revealed to us, when we are

provided with a glimpse of
the hidden. The flash of skin
is meant to seduce, to spark
curiosity: “you can’t help
but stare at the button that
shouldn’t be open”. Viewers
witness an act of revealing –
an experience reinforced by
their negotiation of the work’s
physical form, which cuts
diagonally into the wall. To
trace its form with the eye is
to mimic the curve of the open
shirt of the image. Wingham
intends her combination of
printmaking and method of
display, wherein an image
becomes sculptural form, to
transform viewers into voyeurs
– because it requires their
active, physical participation
to decipher the work’s full
context.
Sitting Cross-legged (2017)
comprises a screen-print
resting against a fleshcoloured MDF plinth. This
arrangement speaks subtly to
the imagery of the screen-print

itself and viewers’ negotiations
of the work as a whole serve
to emphasize their visual
perceptions of the crease
between the woman’s bare
legs. The screen-print image
is intended by Wingham to be
“a modern representation of
a woman rooted in the realworld actions of a woman’s
daily life”. She looks to her
viewers to interpret a narrative
embedded within the image,
informed by their twin viewer/
voyeur role. While providing
the freedom to stare, through
its methods and materials the
work nonetheless intends to
problematise the business
of staring. It isn’t as easy as
viewers had perhaps hoped.

Sitting Cross-legged (2016)
Screen print on acrylic, MDF plinth
183 x 122 x 20 cms
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DARREN WITHEY
Birmingham City University

Darren Withey contends that
“our mental well-being often
depends upon how successful
we are at rationalising distorted,
anamorphic thinking. The
mind is in a constant state of
flux and reconfiguration as
we respond and react to our
physical environment, as well
as to the cultural, social and
political terrains in which we
find ourselves.”
Currently making work
that incorporates drawing,
photography and printmaking,
Withey’s practice endeavours
to address the issue of mental
illness. Contested II (2017) and
Contested IV (2017) refer to
contested land and draw
comparisons between nation
state and state of mind: one
might, for example, regard
mental illness as occupying
a territory, describe the mind
of someone suffering from
schizophrenia as contested
or, for that matter, describe a
territory or a nation state as

schizophrenic.
In Contested IV,
mezzotint, etched copper
and photopolymer gravure
printing plates, together with
laser-cut and etched acrylic
are mirrored by, and adjacent
to, the prints that have been
taken from them. Plates and
images, many comprising
oddly shaped fragments,
are arranged according to a
map-like grid. The form of the
work is strongly reminiscent
of a Rorschach ‘inkblot’,
used by Rorschach in the
diagnosis of schizophrenia,
and which shares an obvious
affinity, Withey suggests, with
the materials and processes
of printmaking. Places and
their histories also inform the
works, the forms of which are
more broadly derived from
cartography. The delineation
of the shapes of Contested II
is not arbitrary: the cut along
the central section follows a
portion of the demarcation line

drawn during the Armistice
Agreements between Israeli
and Arab forces in 1949.
The colouring of the plates
and prints of Contested IV
has special significance: the
orange of the copper, the
white wall behind the acrylic
and the green of the photopolymer correspond to the
colours of India’s flag, whilst
the dark green and white of the
prints reference those of the
flag of Pakistan. The central
‘contested’ territory is Kashmir,
with India below and Pakistan
to the side. What appear to be
networks of roads and rivers
correlating with geographic
locations could just as easily
be neuronal networks, a central
nervous system, or a cross
section of the cerebral cortex.
Contested IV (2017)
Etched mezzotint (plates and prints),
photopolymer gravure (plates and prints),
etched acrylic, solvent transfer
210 x 110 x 3.5 cms
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VALERIJA ZUKOVA
University of Worcester

Valerija Zukova’s recent work
includes photographs and
sculpture. Her sculptures,
Variations (2017), made of
Perspex sheets and black
metal rings, are concerned with
the interplay of surface and
form, balance and structure,
fragility and pliability.
Each time the sculptures
are installed they exist in
different configurations,
with different centres of
gravity and, collectively as an
installation, Zukova suggests,
they “invite viewers to engage
with the beauty of collapsing
architectural shapes, with
light, illusion and reflection”.
Minimalism and kinetic
art have influenced Zukova’s
approach: her work is nonreferential and relies wholly
upon its literal presence for
its effects and meaning. In the
making of Variations, she was
looking to create “an austere,
almost sterile environment
with structured, but ‘broken’

amorphous objects that are
connected with one another
insofar as they can change
and move during the exhibition
in response to vibration from
footfall”. The sculptures have a
crystalline appearance, playing
with light as it bounces off
the facets of the Perspex; this
process of ‘play’ means that
structure is transgressed and
geometric shapes become
mutable.

Flower: Variations (2017)
Clear Perspex, metal rings,
7 x sculptures
50 x 50 cms each

Cowdinsky, Artist in Residence (detail), mixed media, 2017
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David Bethell Contraption: After Telford and Brown. Photo Glen Stoker.

New Art West Midlands network is delighted to be working in partnership with National Trust
through its Trust New Art programme.
Trust New Art is National Trust’s programme of contemporary arts inspired by place, developed in
partnership with Arts Council England. Since the programme began in 2009, over 2.2 million people
have seen Trust New Art projects in houses, gardens and landscapes across England and Wales.
The commissions and residencies give artists the opportunity to engage with a place and
develop site specific responses to stories, collections and landscapes. National Trust works with
established and emerging talent, delivering career changing opportunities for artists to create new
work in historical and natural settings.
In 2018, National Trust will offer selected New Art West Midlands artists a short residency
opportunity at properties across the Midlands region. Designed to support artists at an important
stage in their career development, Short Residency Awards is open to the 175 artists who have
featured in the annual New Art West Midlands exhibitions since its inception in 2013.
By extending this opportunity to the New Art West Midlands alumni, National Trust demonstrates
an ongoing commitment to supporting continued professional development for the region’s artists
– not just as recent graduates, but in the critical years that follow.
For further information about the Trust New Art programme, visit: nationaltrust.org.uk/trustnewart
For further information about the Short Residency Awards, subscribe to the New Art West
Midlands’ newsletter via the website: newartwestmidlands.co.uk
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